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Introduction

he principal aim of this book is to expand and redefine an area in Slavic

Studies that has, quite inexplicably, suffered from critical neglect for
at least a quarter of a century—the innovative art of Boris Pasternak’s early
prose, interdisciplinary to its core. Completed by the end of 1918, only three
of these early fictional works—“The Mark of Apelles,” “Letters from Tula,” and
The Childhood of Luvers—found a publisher. These narratives represent, how-
ever, a much more extensive corpus of work that Pasternak wrote after he had
abandoned his philosophical career, which, as he had himself reported, could
have kept him in Germany as a university professor, working side by side
with the much-respected Hermann Cohen. While my primary focus will be
the three published stories, their investigation will necessarily involve Paster-
nak’s other writings, including his earlier philosophical notes and his fictional,
critical, and autobiographical works. The relation between poetry and prose
requires, in my view, a somewhat different study, and for this reason the dis-
cussion of Pasternak’s poetry, though important, will be kept to a minimum.
Already as a young poet, Pasternak dreamt about writing prose, and my inves-
tigation aims to capture and elucidate his thought in this regard.

The creative explosion of Pasternak’s fictional writing, so soon after his
farewell to philosophy, promises a feast of thought and exploration, yet this
promise somehow evades the investigator’s grasp. The notorious complexity
of these early narratives, and their author’s later proclamations of his antipa-

1
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thy toward their experimental and puzzling artistry, effectively broke Paster-
nak’s prose world into two discrete periods: the early avant-garde Pasternak,
and the later Pasternak of Doctor Zhivago and other works. This division,
however, has hurt the study of both periods; it makes the Pasternak of Zhivago
appear today, after the political storms of his own time have subsided, almost
banal in the eyes of the elite postmodern cognoscenti, while the enigmatic
quality of his early vision remains curiously isolated from the rest of his writ-
ing. This book takes up the challenge of Pasternak’s early philosophical fic-
tion and links it to the seemingly straightforward and spare prose of his later
years.

How critical is this quest for a new reading of his works? On the one hand,
the scarcity of new interpretative approaches has not been accompanied by a
lack of fame or popularity on either side of the Atlantic. Half a century after
his death, Boris Pasternak is read widely around the world and remains one
of the handful of twentieth-century Russian writers who have become part of
English-speaking culture, both as the author of Doctor Zhivago and as a much-
translated poet. His life-story continues to fascinate (or at least entertain) the
reading public; new translations of his famous novel enter the market; archival
materials and biographies are prepared for publication on an ongoing basis;
and productions of Zhivago and documentaries about Pasternak, the rebel-
lious Soviet author, appear with surprising frequency. On the other hand,
these trajectories of success do little to dispel the puzzling aura of “one of
the most mysterious authors of the twentieth century” (Fleishman 1980, 7),!
and if the absence of innovative approaches to Pasternak has not affected the
writer’s reputation with the general public, it has significantly dampened the
enthusiasm of Pasternak scholars and obscured the writer’s significance in the
eyes of students of philosophy and cultural studies. Like his hero Tsvetkov in
The Childhood of Luvers, Pasternak is in danger of becoming a stranger, “po-
storonnyj,” not only to the development of contemporary art and literary the-
ory, but also to the very core of intellectual intercultural discourse—namely, a
stranger to the links and bridges between literature, philosophy, and psychol-
ogy, disciplines that interested him so profoundly at different stages of his life.

There cannot then be a better time to start the project of addressing this
critical impasse. The Neo-Kantianism of the Marburg school, central to the

1. To broaden the sphere of critical inquiry, Lazar Fleishman has urged for a more con-
textual reading of Pasternak’s early work, warning in 1980 that “the major poet of the twentieth
century appears immersed in a cultural vacuum, sparsely decorated by the magnificent portraits
of Mayakovsky, Cohen, Skriabin and Rilke” (Fleishman 1980, 7). In 1996, he reiterated the
challenge to criticism presented by Pasternak’s “singular individual qualities” [HemoBTOpUMO
uHpuBKAyanbHble ocobennoctn] (Fleishman Lehrjahre 12).
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cultural world of the Russian Silver Age, was overshadowed for almost a cen-
tury by the philosophy of Martin Heidegger and by the Frankfurt School, but
this period of neglect has definitely ended. The major impediment for the
writer’s literary investigators—Pasternak’s intense philosophical training—can
now be addressed alongside new scholarly works dedicated to the thought of
Hermann Cohen. In other words, the chasm that divided Pasternak’s early and
later periods in the eyes of his critics and readers can now be re-evaluated in
the context of new scholarly approaches to the Marburg philosophical school.
A recent publication of Pasternak’s student konspekty from both Moscow and
Marburg—the two volumes of Boris Pasternaks Lehrjahre: Neopublikovannye
filosofskie konspekty i zametki Borisa Pasternaka (1996)>—has begun to dis-
solve some of the more inscrutable problems surrounding that “most shad-
owy and mysterious period of his life” (Fleishman Lehrjahre 11). Not only
does the availability of Pasternak’s actual notes provide a factual comparative
basis for determining Pasternak’s interests; the publication also makes it pos-
sible for “the philosophical work of Pasternak to enter into the context of the
intense ideological battles taking place in the Russian culture of the Silver age”
(Fleishman Lehrjahre 11).

How crucial then was that early philosophical period, and can it provide
significant help in a new reading of Pasternak’s early fiction? In the 1909-10
academic year, the twenty-year-old Pasternak began his studies in philosophy
at Moscow University and, in the spring of 1912, drawn to Neo-Kantianism
like the rest of Russia’s cultural elite, he traveled to Marburg to study with
the famous Neo-Kantian philosophers of the day, Hermann Cohen and Paul
Natorp (having examined with great precision their works prior to this jour-
ney). Pasternak’s Marburg pilgrimage was, therefore, not a trifling endeavor,
but a consciously defining choice, highly ambitious in its aims: he sought to
establish a theoretical foundation for all scientific disciplines and for philoso-
phy in general in order to explain “the aesthetics of those who were the men-
tors of his generation in literature” (Fleishman 1990a, 29). For a trip of such
significance, nonetheless, it was surprisingly short-lived: he set out for Ger-
many on April 21, but after a concentrated period of study and several highly
successful presentations in seminars, he resolved to leave philosophy. The
decision was as abrupt as it was irrevocable: on July 5 he was still consider-
ing joining Ernst Cassirer in Berlin, but on July 17 he confirmed to his friend
Alexandr Shtikh the news that was announced to family and friends a week

2. Sendelbach aptly articulates the gratitude of every Pasternak scholar to this invaluable
publication, which, in her assessment, changes the very field of Pasternak’s studies: “In other
words, this collection gives the reader insight into the mind of Pasternak and into the minds of
those who helped shape it: his philosophy professors” (2001, 764).



4 | Introduction

earlier: “I am unwell. I am putting an end to philosophy” (PSS 7:124). For
another year, Pasternak continued his philosophical studies half-heartedly in
Moscow, but his choice of profession after Marburg was firm: he was to be a
poet and a writer.

In spite of the abruptness of his decision and his habitual evasiveness
about his philosophical studies, the archival data collected by scholars is
incontrovertible: the writer’s grasp of philosophical issues was genuine and
deep.? Yet the editors of the two volumes of the Lehrjahre are cautious in their
expectations. Not only do they assess previous scholarly attempts to locate
the key to Pasternak-the-writer in philosophy in Kant, Bergson, Cohen, and
Husserl as “one-sided” and even “mistaken” (Fleishman Lehrjahre 10); they
also do not sound overly optimistic about the possibility of establishing any
direct correspondences between Pasternak’s philosophical notes (which iden-
tify the texts and textbooks he studied and loved) and his literary work. Their
caution in this regard is sensibly motivated: “This theme [the demonstra-
ble content of Pasternak’s philosophical studies] cannot be mechanically or
straightforwardly connected with another question, that of Pasternak’s poetic
sensibility. His philosophical readings were only a part, and quite possibly
not the principal part, of his unified Weltanschauung” (Fleishman Lehrjahre
13).

On balance, this assessment may in fact be too restrictive, since such cau-
tion should also extend to all relationships of Boris Pasternak to his men-
tors and artistic predecessors, even, for example, to the German poet he
so admired, Rainer Maria Rilke.* None of Pasternak’s intellectual interests,
whether well documented or still circumstantial, can be mechanically applied
to his work, and no static comparison between him and other authors, literary
or philosophical, can provide fruitful avenues for investigation. At the same
time, the path to his dynamic and transformative engagement with other art-
ists and thinkers is difficult to demonstrate conclusively. In 1923, Yevgenij
Zamyatin, a highly perceptive critic and a brilliant artist in his own right,
observed that even among the experimental and gifted apprentices of the Sil-

3. Sendelbach emphasizes the importance of the publication of Boris Pasternaks Lehrjahre
to a full understanding of Pasternak’s output: “The breadth and depth of this collection reminds
the reader that Pasternak was not merely a dabbler in philosophy but rather a scholar of it, and
a prolific one at that. To understand better Pasternak the writer is to understand Pasternak the
philosopher” (2001, 764). Livingstone comments upon the importance of the two volumes:
“No matter that the very ardor with which he studied philosophy suggested the romantic: he
could have become the professional philosopher. One realizes with a certain shock that he was
exceptionally good at it; the notes are ‘first class™ (1998, 946).

4. On the inconclusiveness surrounding Rilke’s role in Pasternak’s work, see Fleishman
Lehrjahre 12.
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ver Age, the prose of Boris Pasternak had “neither kith nor kin” [6e3 pony u
miemenn].’ Lazar Fleishman, assembling the archival materials of Pasternak’s
world in the 1920s, commented upon the deep-seated consensus among Pas-
ternak investigators that the writer’s creative life took place in “isolation from
the concrete ‘immediate’ details of the literary and cultural life of his time,”
so much so that Akhmatova was to exclaim on many occasions: “He does
not read any of us” [OH Hukoro He untaet] (1980, 7). This apparent artistic
isolation of the early Pasternak is further reinforced by surviving anecdotal
recollections depicting his communicative eccentricities. In the recent popular
biography of the poet, Dmitry Bykov, for example, deftly employs Fazil Iskan-
der’s remark that a conversation with Pasternak, the young author, was akin to
an exchange “with a very interesting drunk” (2007, 57), a sentiment that per-
mits Bykov to dismiss the poet’s early prose as “subjective, fragmentary, and
resisting understanding” (434). Indeed, the portrait of the early Pasternak (as
well as any evaluation of his prose) has been molded into the image of a young
passionate artist unable to communicate in a coherent manner, who instead
only “hooted or droned” with intonations simultaneously “wild, joyful and
astonished” (54).

In clarifying Pasternak’s philosophical range in his early stories, one of
my aims is to address this reductive portrait—its picture of absent-minded
exuberance—by shedding light on the reasons behind the writer’s character-
istic evasiveness in discussing influences on his art. Highly telling in this con-
text, for instance, is the ambition Pasternak ascribes to his protagonist Yuri
Zhivago who “ever since his schooldays [ . . . ] had dreamed of composing a
book about life which would contain, like buried explosives, the most striking
things he had so far seen and thought about” [OH emje ¢ ruMHasu4ecKux et
MedTas O Ipo3e, O KHUIe XM3HEOINCAHWIT, Kyfa Obl OH B BMJE CKPBITHIX
B3PbIBYATBIX THE3[] MOT BCTAB/IATh CaMO€ OLIENOMJISIOIIee U3 TOTO, YTO OH
ycIen yBURATb U nepenymats| (Zhivago, 65; PSS 4:66). The emphasis upon
“buried explosives,” made up of the most treasured past thoughts and experi-
ences, speaks of prose as the painstaking creation of a carefully hidden sub-
text, wide-ranging and highly provocative in its after-effects. Nor does this
subtlety of evasiveness disappear when Pasternak, in the post-Revolutionary
period, loses much of his “joyful hooting” Even though Pasternak, after the
1930s, rejected the unnecessary complexity of his earlier works,® a recognition

5. Zamyatins review of “Detstvo Luvers” was published in “Novaja russkaja proza,” in
Russkoe Iskusstvo 2-3 (1923): 56-57. In English “The New Russian Prose” was published in A
Soviet Heretic: Essays by Evgeny Zamyatin, ed. and trans. by Mirra Ginsburg (Chicago: Univer-
sity of Chicago Press, 1970), 100.

6. See Pasternak’s characterization of his early writing in his reference to Safe Conduct
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of influences did not become more transparent or straightforward in his later
writings. Indeed, throughout his career, whether his style was simple or com-
plex, the conceptual frames of his works remained a challenge for his readers
and critics.

In examining Pasternak’s works in the light of philosophical themes, this
book does not seek to isolate all, or even a significant part, of his artistic pre-
decessors in philosophy. Instead its main task is much more critical to the
overall scholarly enterprise. In its quest to expand the range of Pasternak
scholarship, this study seeks to demonstrate the deeper conceptual pathways
that transformed the young pre-Revolutionary author, a major figure of the
Russian avant-garde, into a popular, accessible, albeit politically uncontrol-
lable novelist. This book argues that the materials of his Moscow and Marburg
studies help best to illuminate the most difficult aspects of his thought—his
formidable capacity to reshape radically the very thoughts and ideas that
moved him most deeply. In other words, his studies of philosophy are viewed
as an invaluable tool in finding access to the dynamic intensity of Pasternak’s
thought as he, in the act of writing, worked with other writers.

Recognition of the transformative character of Pasternak’s thought
explains best, in fact, the young writer’s deep-seated evasiveness and carefully
nurtured evocation of mystery and dislocation.” As late as 1930, in the very
first pages of Safe Conduct, Pasternak acknowledged that the ever-widening
gap between himself and his audience constituted more than a passing fancy
or an accidental occurrence; this gap was the very precondition for writing
prose. In order to compose a longer work, he needed to outdistance his prede-
cessors and readers both temporally and spatially:

He [the reader] [ ... ] likes those places beyond which his walks have never
taken him. He is immersed in forewords and introductions, but for me
life has revealed itself only at the point where he tends to sum things up.
Even without mentioning how the inner articulation of history was thrust
upon my understanding in an image of unavoidable death, I only came
completely alive, within life itself, on those occasions when the dreary sim-
mering of ingredients was done and, having dined from the finished dish,

being “spoilt by unnecessary mannerism, the common fault of those years” [kuura ncrnopuena
HEHY>KHOJ MaHEPHOCTBIO, 061MM rpexoM Tex net] (Remember, 19; PSS 3:295).

7. In one of the most recent studies of Pasternak’s early prose, Jensen summarizes the
author’s narrative strategies, basing his argument on the Childhood of Luvers: “With the double
paradox the author emphasizes that the enchantment and warmth of the story are achieved
not by the closeness between the author and his protagonists, but, by contrast, through alien-
ation and distance” [3aHMMAaTeTbHOCTD M TEIIOTA Pacckasa OOYCIOBIEHBI He GMM30CTHIO
pacckasdnka K reposiM, a, HallpOTHB, OTYY>KIeHNeM u auctanuueiit] (2006, 299).
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a feeling equipped with all conceivable spaciousness tore loose from its
moorings and escaped to freedom. (CSP 23)

Emy [4nTaTenio] mo ayie Mecra, faiblile KOTOPBIX He IPOCTUPATIICH €T0
nporyinku. OH BeCh TOHET B NMPEANCIOBUAX U BBEAEHbSIX, @ /IS MEHs
JKM3Hb OTKPbIBA/IACh JIMIIb TaM, Il OH CKJIIOHEH MOABOANTh utoru. He
TOBOPS O TOM, YTO BHyTPeHHee YJleHeHbe UCTOPUY HABSI3aHO MOEMY
HOHVMAaHBIO B 06pa3e HEMIHYEMOI CMEPTH, s U B XU3HU OXXMBAJI LI€/IN-
KOM JIMIIb B TeX Cy4Yasx, KOIjja 3aKaHIMBaIach YTOMIUTEIbHAs BapKa
JacTeil U, M000eaB IeIbIM, BBIPBIBATIOCH HA CBOOOAY BCell MIUPHIO
OCHallleHHOe 4yBCTBO. (PSS 3:150)

The style of this passage may well index Pasternak’s youthful arrogance, but it
also foregrounds his unusual manner of understanding influences, traditions,
and patterns of relation with his reading public.® The startling reference to
death indicates emphatically that the very process of absorption of influence is
in Pasternak’s case a radical metamorphosis that reshapes and erases the dis-
continuous elements of the past. Similarly indicative is the writer’s compari-
son of his own work to the image of a soaring bird that has fed on the dishes
of the past and now breaks free. The image captures quite ingeniously the state
of puzzlement and uncertainty of his critics, for it celebrates the writer’s well-
planned escape, precluding in its flight any painstaking critical attempts to
trace areas of influence or intertextual contexts for his thought.’

The underlying problem of Pasternak’s prose (and this includes all of his
work) is by no means trivial, for there is a formidable gap, carefully protected
by the writer himself, between his passionate affirmation of allegiance to cer-
tain artistic figures and the absence of easily demonstrable lines of apprentice-
ship and influence, a problem that extends to his studies of philosophy but
that is by no means limited to them. For instance, in the poem “Lofty Malady,’
written in the turbulent 1920s, Boris Pasternak promised “to leave the stage”
together with the pre-Revolutionary cultural milieu of Russia and pledged an
unshakable loyalty to its art,' but as it so happened, he did not abandon the

8. See in Fleishman: “Pasternak is frequently presented as standing outside of the literary
conflicts, arguments and battles, inhabiting a higher plane or passively observing them” (1980,
7).

9. Fleishman, for example, expresses uncertainty that the key to the startling originality
of Pasternak can, in fact, be located in Rilke (Fleishman Lehrjahre 12). See here Barnes (1972),
Livingstone (1983), and Gifford (1990).

10. Cf. “T am speaking about the whole milieu, with which I meant to leave the stage, and to
leave the stage I will. There is no place for shame here” [£I roBopio npo Bcio cpery, / C koTopoit
s umen B BuAy / CoitTu co cueHsl, / U coiify. 3mech MecTa HeT cThify] (PSS 1:255-56).
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stage at all, nor was he to vanish in the decades that followed: he was destined
to belong to that smallest group of Russian artists who not only outlived the
worst of the purges, executions, and war-time devastation, but survived hon-
orably and fruitfully. Still, the same pledge of allegiance was reiterated by the
writer throughout his career. At the acme of his international success in the
late 1950s, during the major political crisis surrounding the publication of
Doctor Zhivago, Boris Pasternak continued to emphasize his deep identifica-
tion with the cultural world of the Russian Silver Age, insisting that “his artis-
tic taste had been formed in his youth and [that] he remained faithful to the
masters of that period” (Berlin 2004, 222). The concrete reality of this identi-
fication of his tastes offers the point of departure for what becomes the subject
matter of this study.

Chapter One, “The Character of Philosophical Influence in Pasternak’s
Early Prose,” addresses the causes of the puzzling evasiveness of Pasternak’s
manner of acknowledging influences, in general, and philosophical influ-
ences, in particular, by juxtaposing his recollections of his Marburg period in
Safe Conduct with surviving archival materials from the period.

Chapter Two, “Similarity and Contiguity in Pasternak’s Early Poetics and
Their Philosophical Underpinnings,” clarifies Pasternak’s debt to philosophy
through a discussion of the metaphor-metonymy opposition, first applied to
Pasternak’s prose by Roman Jakobson in 1935. The chapter recognizes that
Jakobson’s analytical tour de force, a masterful blend of theory and criticism,
still holds the status of the reigning scholarly perspective,!! even though crit-
ics, on many occasions, have tended to balk at his conclusion that Pasternak’s
metaphors and symbols are not “what determines and guides his lyric theme”
(Jakobson 1969, 141). Chapter Two questions Jakobson’s findings by argu-
ing that it was Pasternak in 1913, in fact, who first proposed the opposition
between contiguity and similarity, borrowing his terminology from David
Hume!? and expanding its problematics in the context of Immanuel Kant’s

11. For the historical context of Roman Jakobson’s “Marginal Notes on the Prose of the
Poet Pasternak” of 1935, see Barnes’s account of the appearance of Safe Conduct in Czech
(1998, 111). In his “Afterword” to the Czech edition, Jakobson proposes his famous opposi-
tion between metaphor and metonymy, which, according to his argument, shaped the styles of
Mayakovsky and Pasternak respectively. Pasternak himself, of course, always insisted that the
Russian symbolists had a profound influence on his writing: “The depth and charm of Bely and
Blok could not but be revealed to me. Their influence was combined in a singular way with a
force that went beyond mere ignorance” [[iry6una u npenects Bemoro u Broka He Morm He
OTKPBITHCS MHe. VIX BIMsHME CBOCOOPA3HO COYETANOCH C CHION, IPEBOCXOAMBILEN TPOCTOE
HeBexxecTBO] (CSP 31; PSS 3:159).

12. For Hume, ideas derived from perceptions and based on experience are organized ac-
cording to “resemblance, contiguity in time or place, and cause and effect” (An Enquiry Concern-
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criticism of Hume’s materialism. By taking careful account of Pasternak’s phil-
osophical notes, early reviews, and pamphlets, including “The Wasserman
Test,” the chapter argues that Pasternak himself never conceived of the rela-
tionship between similarity and contiguity, or metaphor and metonymy, as a
stark contrast. Rather, he viewed this opposition as the poles of a changing
continuum of relationships with language, characteristic of any genuine poetic
inner work, wherein metonymy, or association by contiguity, constitutes a
basis of the poetic process from which metaphoric relationships necessarily
emerge. By clarifying Pasternak’s early ventures in poetic theory, the chapter
creates a heuristic philosophical dictionary, if not to enumerate the philo-
sophical preoccupations of the writer (a rather meaningless goal), then at least
to prepare a context for the analysis of his early narratives.

Chapter Three, “Arguing with the Sun in “The Mark of Apelles,” initiates
a philological analysis of Pasternak’s early fiction. This chapter is dedicated to
the study of a story written in 1914 that has defied critical analysis or under-
standing. Heinrich Heine, its mysterious protagonist, is understood not as a
poetic wanderer who bears a famous name, but as an atemporal “apriorist of
lyricism,” entering into the darkness of the night out of unlimited time and
space and realigning reality by the force of his personality and talent. The
chapter examines the major (and heretofore ignored) interplay between light
and shadow in the story, pointing to Pasternak’s masterful rendition of Plato’s
cave, where the endangered human being, however, is no longer the philoso-
pher, but the poet. This is, indeed, a significant substitution to which Paster-
nak returned, not only in his poem “Hamlet,” but also throughout his life.

Chapter Four, “‘Letters from Tula: “Was ist Apperzeption?””, is one of the
central chapters of the book. It seeks to illustrate Pasternak’s ability to trans-
form a philosophical argument into an artistic space of multiple interrelations
rather than simply arguing the specific philosophical issues at hand. Address-
ing the perplexing narrative of “Letters from Tula,” this chapter introduces the
central role of the Kantian theory of apperception, a subject on which Her-
mann Cohen, according to Pasternak’s recollection of his time at the Marburg
school in Safe Conduct, drilled his students with particular fervor. Pasternak’s
revision of Kant is approached as a key to the narrative’s organization, further
augmented by Hermann Cohen’s emphasis on the role of the “other” in the
autonomous development of the self. Cohen’s correction of Kant is addressed
as a major philosophical paradigm-shift, understood and implemented by
Pasternak as one of his boldest artistic experiments, anticipating, in fact, Jorge

ing Human Understanding, 1.3 € 3-4; 2007, 20). Hume in his later works approaches “cause and
effect” as contiguity in time. See Chapter 2.2.
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Luis Borges (a writer influenced, incidentally, by another Marburg student,
Ortega y Gasset).

Chapter Five, “Contextualizing the Intellectual Aims of 1918: From ‘Let-
ters from Tula’ to The Childhood of Luvers,” examines Pasternak’s letters, dia-
ries, and excised chapters (from Luvers) written in 1918, while addressing his
shift of perspective from the consciousness of the poet to that of a growing
girl. Deepening the analysis of Pasternak’s meditation on the limitations of
Kantian theory of apperception, the chapter addresses human developmen-
tal psychology as reflected in the thought of Cohen’s closest colleague, Paul
Natorp. Pasternak’s 1910 sketch, “Ordering a Drama,” is examined in this con-
text for its particular emphasis on three levels of awareness, and the chapter
suggests that Luvers not merely integrates all three levels into its construction,
but also develops the pivotal role of the “other;” a singular theme of Hermann
Cohen’s ethics. This fifth chapter operates, therefore, as a theoretical context
for the novel approaches to The Childhood of Luvers worked out in the next
two chapters.

Chapter Six, ““The Long Days’ in The Childhood of Luvers: Chronology
of a Permeable Self;” is dedicated to an analysis of the first part of the novella.
While comparing the construction of the narrative to the two levels of the ear-
lier sketch, “Ordering a Drama,” the chapter shows Pasternak’s careful employ-
ment of the contiguous series (a device that Jakobson describes as metonymy).
These devices show the emergence of consciousness (a contiguous relation-
ship with the inanimate world) and the birth of soul (a contiguous relationship
between the child’s psychological formation and natural/physical processes),
and they also prepare the context for the crucial metaphorical transformations
in the second part of the narrative. In order to clarify further these carefully
structured tropes, the chapter concludes with Table 1, Chronology of a Perme-
able Self: “The Long Days” of The Childhood of Luvers.

Chapter Seven, ““The Stranger’ in The Childhood of Luvers: Disruptions in
Chronology and the Collision with Other Worlds,” explores the emergence of
new metaphorical tropes, which frame the parallel emergence of the human
self—the development of the personality of the future adult. As the growing
girl begins to observe the spirit that enters from outside—“an other,” Stranger
or Postoronnyj—Pasternak’s tale becomes an intertextual reversal of the story
of Lermontov’s Demon. Moreover, Zhenya’s reaction to Tsvetkov is not only
a restructuring of Tamara’s suffering in the presence of the invisible Demon
(in Lermontov’s poem), but also a reflection of Alexander Scriabin’s influence
(and that of his music) on the formation of the early Pasternak. The presence
of Tsvetkov in Zhenya’s life, resonating with echoes of Hein€’s appearance in
“The Mark of Apelles” and the role of Tolstoy in “Letters from Tula,” demon-
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strates Pasternak’s own emergence as a highly complex writer, able to crown
his early metonymies with carefully thought-out and, indeed, breathtaking
metaphoric structures. This chapter also concludes with Table II: Disruptions
of Chronology and the Collision of Multiple Worlds in “The Stranger,” which
reflects the transformation of metonymic relations into metaphors whose
carefully constructed and increasingly complex worlds, nestled within each
other, describe the maturation of the intrinsically artistic personality of the
young Zhenya Luvers.

The Conclusion, “Pasternak’s Symbolic World: Prose and Philosophy,”
summarizes the findings of this study. It also addresses Pasternak’s apparent
and well-documented dislike of his early prose and identifies this problem as
located not merely in his complex narrative style, but also in his belief in the
exalted position of the spirit of the “other,” understood in his youth as vestiges
of the sublime world that enter, realign, and eventually undermine the mun-
dane world. My analysis traces Pasternak’s growing resistance to these spirits
of the sublime, a theme that once again is central to the aesthetics of the Kan-
tian and Neo-Kantian school. I suggest that in his later narratives Pasternak
no longer embraces the sublime roles of these carriers of the a priori spirit, but
instead expands the role of nature and of its resonance as coextensive with the
domain of the soul—as, for example, in the first chapters of Zhivago, it is not
Tsvetkov, Heine, or Scriabin, but the snowstorm that acts as a threatening a
priori guest knocking on the window and awakening the young Yuri Zhivago,
calling him into his future.

My aim throughout is to develop, on the basis of these earlier stories, a set
of questions that can be fruitfully applied to Pasternak’s writing as a whole, his
collection of “buried explosives” In other words, the complexity of his early
writing will be approached throughout as a necessary means of uncovering
some of the most significant and recurrent networks and patterns of thought
that will never disappear from Pasternak’s writings.



The Character of
Philosophical Influence in
Pasternak’s Early Prose

ikhail Bakhtin, who never traveled to Marburg, spoke of Hermann

Cohen as a formidable force in his own formation: “this was an
extraordinary philosopher, who simply had an enormous influence on me,
an enormous influence” (Duvakin et al., 1996, 36). No such sentiment or any
other clear-cut evaluation of Hermann Cohen was ever expressed by Pas-
ternak, even though his first awareness of Marburg as a probable point of
destination for his studies is presented in Safe Conduct as a seminal event,
saturated with mythical undertones. In Safe Conduct, after Dmitry Samarin!
advises Pasternak in a cold and semi-abandoned Café Grec? to study with
Cobhen, the surrounding snowstorm intensifies and begins to draw circles of
infinity. The snowflakes, whirled by the wind, fall to the ground in the shape
of a figure eight (or, from another angle, of infinity), recalling in their move-

1. For Dmitry Samarins life and his role as a possible prototype of Yuri Zhivago, see Po-
livanov (2006, 450-66).

2. There is a somewhat hidden relationship between Pasternak’s mention of Café Grec and
John Keats’s “Ode on a Grecian Urn,” established by Pasternak’s line, “I could not stop think-
ing of what I had heard, and I grieved for the little town that I thought I was no more likely
to see than my own ears” [SI He MOT 1103a0BITh O C/IBILIAHHOM, I MHE XKaJIKO OBIIO TOPOJKa,
KOTOPOTO, KaK s AyMaJl, MHe HUKOIZIA, KaK yleil CBouxX, He Bupath] (CSP 36; PSS 3:166), and
its implicit reference to Keats’s famous “And, little town, thy streets for evermore / Will silent
be; and not a soul, to tell / Why thou art desolate, can €er return” (309).

12
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ment the gathering of seamen’s hawsers and nets and announcing the young
man’s initiation into a long if somewhat intangible journey:

The weather had changed. A wind had risen and begun lashing down a
February sleet. It was falling to the earth in regular windings like a figure
eight. This was how men piled up hawsers and nets in wavy layers, swing-
ing stroke upon stroke. [ ... ] I could not stop thinking of what I had heard,
and I grieved for the little town that I thought I was no more likely to see
than my own ears. (CSP 36)

IToropa nepemeHnnaack. ITIoHABIINIICS BeTep CTaNl LIIApUTh GeBpanb-
cko1o Kpymoo. OHa 10K1/Iach Ha 3eMJII0 IPABUIbHBIMI MOTKaMH, BOCh-
MepKoJi. bbIIo B ee APOCTHOM IET/AHbU YTO-TO MOpcKoe. Tak, Max K
Maxy, BOJTHUCTBIMY CTTIOSIMM CKJTaIbIBAlOT KaHATBI U CeTH. [ . .. ] 5 He Mor
1103a0BITh O CHIBILIAHHOM, JI MHE YKaJIKO OBITIO TOPOAKA, KOTOPOTO, KaK s
LyMaJl, MHe HMKOT/a, KaK YIeil CBOMX, He BufiaThb. (PSS 3:166)

After such a haunting and promising overture, the absence of any clear ref-
erence to Cohen’s philosophy or direct acknowledgement of his intellectual
influence either in Safe Conduct or elsewhere is puzzling, all the more so
because in Marburg Pasternak did not merely study philosophy—he engaged
with it wholeheartedly and succeeded in receiving, as he was also careful to
point out, the School’s highest acclaim.?

While this avoidance of the question of Cohen’s actual teaching is not
Pasternak’s only silence about his own philosophical interests, it is, nonethe-
less, startling. No investigator of Pasternak’s early prose would deny Paster-
nak’s indebtedness to Neo-Kantianism or forget to stress the importance of
his studies in Marburg. At the same time, a strange hollowness character-
izes critical efforts to locate Pasternak’s philosophical precursors.* As Fleish-

3. In his letters to Aleksandr Shtikh, on July 17 and 19, 1912, Pasternak emphasized, quite
pointedly in fact, that he was not only invited to Hermann Cohen’s house, but also offered to
remain at Marburg University as a professor (PSS 7:124-29).

4. See, for example, de Mallac’s tracing of the “dichotomies pervading the Kantian philo-
sophical system” in Pasternak’s art (1979, 426), Gifford’s claim that “philosophy is an adjunct”
to Pasternak’s poetry and prose (1977, 27), or Muchnic’s insistence that Pasternak while becom-
ing “an apostate philosopher” still “retained the interest of the discipline he has renounced”
(1961, 390). Equally telling in this regard is de Mallac’s conclusion that the role of philosophy
for the poet was secondary to issues of the heart: “Of all the experiences that were to have an
impact on Pasternak in Marburg, however, the most powerful was that of rejected love” (1981,
65). Since de Mallac always insisted on the philosophical context of Pasternak’s work, this
conclusion emphasizes the uncertainty that characterizes the process of locating or arguing for
influences in Pasternak’s work.
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man succinctly observes in his “Introduction” to the publication of Pasternak’s
philosophical konspekty, the quest to elucidate Pasternak’s philosophical
thought is invariably undermined by the poet himself: “[T]he deep interest in
philosophy was acknowledged by him in Safe Conduct. But having described
his studies, Pasternak left his readers uncertain in which of the philosophical
schools one should search for the ‘philosopher’s key’” (Lehrjahre 12). More-
over, this puzzling evasiveness was a life-time characteristic of the writer.
When, for instance, in Doctor Zhivago Pasternak drew the portrait of a phi-
losopher who would have a life-long influence on the novel’s hero Yuri, he was
careful to ensure that Nikolay Nikolayevich Vedenyapin belonged to no school
of thought, that he was influenced by Tolstoy much more decisively than by
Kant, and that even in the Moscow University of the time he walked alone:

Soon he was to take his place among contemporary writers, university pro-
fessors and philosophers of the revolution, a man who thought about all of
their questions, but had nothing in common with them except their termi-
nology. All of them, without exception, clung to some dogma or other, sat-
isfied with words and superficialities, but Father Nikolai had gone through
Tolstoyism and revolutionary idealism and was still moving forward. He
thirsted for something new. (Zhivago 7; trans. altered)

Ckopo cpeny nmpefcTaBUTeNell TOTAalIHell TUTepaTyphl, Ipodeccopos
yHuBepcutera u Gpunocodos peBOMONNA JOIKEH ObIT MOABUTLCA 9TOT
4Ye/I0BEK, KOTOPBIN IyMaJl Ha BCE X TEMBI M Y KOTOPOTO, KPOME TePMMU-
HOJIOTHMY, He ObIIO C HUMU HIUYero 061iero. Bce OHM CKOIIOM fiepyKauch
KaKOJi-HMOY/Ib IOTMBI 1 IOBOJIbCTBOBAJINCD CIOBAMY U BUAMMOCTAMH, &
oTter; Hukomait 6611 CBALEHHNK, IPOLIEALUINIT TOICTOBCTBO U PEBOTIIO-
LIMIO U IIeAUINit Bce BpeMs ganblie. OH Xaxgan HoBoro. (PSS 4:10)

Any possible philosophical precursors to Vedenyapin’s thought are, thus, care-
fully and decisively obliterated.

What are the underlying causes of this habitual pattern of misdirection
in Pasternak’s discussions of the role that philosophy might have had in his
formation? Marina Tsvetaeva, in “My Pushkin,” insisted that she loved cou-
ples (fictional and living) most when they separated,” and Pasternak is both

5. Cf.

Neither then, nor afterwards did I ever love when there was a kiss of greeting;
always when there was a farewell of parting. I never loved when they sat together;
always when they walked apart.

[...]If afterwards, a whole life long, and to this day, I was always the first one
to write, the first one to stretch out my hand and my arms, not fearing judgment,
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emphatic and yet evasive in his employment of descriptions of intellectual and
artistic influences as departures and farewells.® In this chapter I will accept
Pasternak’s challenge in this regard and then go on to examine his famous
yet obviously unsatisfactory account of leaving philosophy that follows the
equally puzzling break-up with music in Safe Conduct (1.1-1.2) and to com-
pare these passages with Pasternak’s philosophical diaries and the archival
data from his time in Marburg (1.3), which includes the letters he wrote to his
family and friends during the destiny-altering July of 1912.

The celebrated passages of Safe Conduct that explain Pasternak’s irre-
vocable decisions to leave both Scriabin and Cohen, as well as the factual
information that has been assembled, are, for the most part, familiar to Pas-
ternak’s readers.” The key, however, lies in approaching his recollections not
as straightforward explanations, but as instances of covert, even cunning sub-
terfuge (1.4.)—as episodes whose tropes are guided by an intricate narrative
strategy revealed when set beside the straightforward evidence of the poet’s
archival data.®

it is only because at the dawn of my days, a Tatyana in a book, lying prone, by the
light of a small candle, her braid tousled and thrown across her breast, before my
eyes, did what she did. [ ... ] A lesson of courage. A lesson of pride. A lesson of
fidelity. A lesson of fate. A lesson of loneliness (Tsvetaeva 1980: 336-37).

[{ Hm Torpma, HM IOTOM, HMKOIZTA He TI00WMIA, KOINA LielOBAINCh, BCETna -
KOrfja paccTaBamnch. Hukorga He mo6ua - KOTZia Cafiyiuch, BCerna - Korja
PaCXORUINC.

[...] Ecin s moToM BCIO )KM3HD IO Celi TIOCTeAHNIT IeHb BCerza IepBas
IMCaa, IepBas NPOTATUBAIA PYKY — M PYKH, He CTPALIach CyAa — TO TOMBKO
IOTOMY, YTO Ha 3ape MOMX JiHell nexamas TaTbsHa B KHUTe, IPU CBEYKe, C
pacTpeIaHHOI ¥ IepeOPOLIEHHOIT Yepe3 IPy/ib KOCOil, 9TO Ha MOMX ITIa3ax —
cuenana. [ ... ] Ypok cmenocti. YpoK ropfoctit. YpoK BEPHOCTH. YPOK CYAbOBI.
Vpox ogmHouectsa] (Tsvetaeva 1979 2: 261-62).

6. In this work, I have intentionally avoided discussing Rilke’s influence, not because it is
unimportant, but because the philosophical context, examined here, makes Rilke’s influence all
the more profound and significant and requires a very careful examination focused on philoso-
phy and Rilke. However, in discussing the influence of the departed—or influence in absence
rather than in presence—Rilke must be cited. See here Leishman’s summary of Rilke’s medita-
tion in writing Duino Elegies: . . . he needed continual reminders of the human past and of
intense human living, and yet, at the same time, to be free from distracting personal encounters.
Surrounded, as it were, by spirits of the departed, by objects that recalled a long line of users
and lovers, by a present that melted into the past and by a past that melted into the present, he
could more easily achieve, more easily invoke . . ” (Rilke 2008, 48-49).

7. Critics used to believe, at first, that Safe Conduct’s account of Pasternak’s relationship
with Scriabin and Cohen was historically precise, but in the last two decades it has become clear
that his recollections are often less than exact. Thus, Pasternak’s leaving music was not as abrupt
as he claimed, and the dates of Cohen’s invitation and offers were not in June 1912—the month
of Pasternak’s first love, Ida Vysotskaya’s visit (E. B. Pasternak 1989, 111-15 and 156-62).

8. A complex account of Pasternak’s evasiveness, prompted by political consideration, in
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1.1 Safe Conduct:

Farewell to music and the soul’s stretched wings

Though Safe Conduct provides—on the surface—a somewhat muddled and
poetically confusing context for the poet’s abrupt decisions in changing his
intellectual goals, the juxtaposition of the two modes of farewell—to music
and to philosophy—clarifies, however covertly, the future role that philosophy
was to play in Pasternak’s life. Krystyna Pomorska, after a careful investiga-
tion of Safe Conduct, concluded that the underlying patterns or “invariants” in
Pasternak’s relationships with either the composer Alexander Scriabin, or the
philosopher Hermann Cohen, or eventually the poet Vladimir Mayakovsky,
remain unchanged: “Everything [ . . . ] ends up in defeat” (Pomorska 1975,
66). However, defeat is apparent only on the surface: in each circumstance
of departure, Pasternak structures the narrative to imply that his decisions,
no matter how apparently reckless and erratic,” are indicative of some deep
inner processes, incomprehensible and disturbing to any onlooker, but con-
cealing an intensely personal and joyful exaltation. Nor are the two visions
of the future experienced during his departures from music and philosophy
identical. In fact, their differences, subtly introduced, signal some of the key
themes!® of Pasternak’s art, namely, his work with his precursors and his man-
ner of accepting, rejecting or concealing influences.

Pasternak’s decision to abandon music is accompanied by a highly specific
set of images, including the evocation of the “winged will”—the intimation of
a growing readiness for flight and the birth of a free self no longer humbled by
self-inflicted subjugation:!!

writing Safe Conduct is found in Clowes (2002). For a contrasting viewpoint on the straight-
forwardness of Safe Conduct, see Bykov: “there was an honest conversation about the time and
oneself” (2006, 434).

9. Pasternak’s seemingly nonchalant description of his return from Scriabin’s home indi-
cates that his journey takes him through side streets, not ready as yet to merge with the main
road: “T went along side streets, crossing over more often than I needed to” [ men nepeynka-
MM, 4dallle HaffoOGHOCTI Iepexofs yepes gopory] (CSP 28; PSS 3:156). Pomorska (1975) over-
looks this subtheme.

10. As Pasternak points out, on taking leave of Scriabin his emotions were contradictory:
“Something was mounting up in me. Something was tearing and trying to get free. Something
was weeping; something was exulting” [YTo-T0 mogbIManocs Bo MHe. UT0-TO pBaIOCh U OCBO-
60>xanock. YTo-TO MIaKano, 4To-1o nmKosano] (CSP 28; PSS 3:155). In describing his break
with philosophy, he stresses his ardor, rather than his dislike: “I lived my scientific studies more
powerfully than their subject required” [SI nepexuean nsydeHbe HayKu CUIbHee, Y€M 3TO
Tpebyercs npenmerom] (CSP 51; PSS 3:182-83; emphasis added).

11. About Pasternak’s overcoming in himself “Scriabin’s superman” and its accompanying
winged flight, see Zholkovsky, who notes that in Pasternak’s later period the emphasis is on
falling from the clouds rather than flying upwards (1994, 285). Nonetheless, while the image of
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But music was to me a cult, that is, the destructive focal point at which
everything that was most superstitious and self-abnegating in me gathered,
and therefore every time my will took wing after some evening inspiration,
I hastened next morning to humble it again by recalling this defect. (CSP
26; emphasis added)

Ho my3bika 6bl1a A1 MeHs KYAbTOM, TO €CTb TOJ paspyLINTeNbHON
TOYKOJi, B KOTOPYI0 COGYPANOCh BCe, YTO GBIIO CAMOIO CYeBEPHOTO U
CaMOOTPEYEHHOI0 BO MHE, U [IOTOMY BCAKUIT pas, KaK 3a KaKiMM-HUOYAb
BeYePHNUM BJOXHOBEHbEM OKPBUIANACH MOS BOJSL, A YTPOM CIIELIVII
YHU3UTD €€, BHOBDb 1 BHOBb BCIIOMJHAs O Ha3BaHHOM HegocTarke. (PSS
3:153)

The turbulent expansion of the soul’s will is suggested, rather than stated, in
the description of Pasternak’s mood as he leaves Scriabin’s home; the whole
occasion is tightly contained within a quickly flowing paragraph, ever more
resonant because of its brevity and restraint. First, Pasternak mentions, as
if in passing, the intensity of the emotions that cause his soul’s turbulence:
“no matter how exciting the news I was taking [to the people at] home, my
soul was disquieted” [Kax HU BO30y>K/iana BeCTb, KOTOPYIO 5 HEC [JOMAIIHNUM,
Ha Oyuwie y MeHs ObIIO HecroKoitHO] (CSP 28; PSS 3:156; emphasis added).
Through a careful choice of words and the reiterated emphasis on “soul,” the
process of decision making implies not so much the defeat of former dreams!?
as an emergent new inner state of the soul’s development, with its energy
beginning to affect the surrounding world. The force of this new energy is
felt at this point only by Pasternak himself, as the decision, still deeply private,
begins to expand into the neighboring space, propelled by the semi-conscious
anticipation of a future triumph over the surrounding landscape—Pasternak’s
birth city, Moscow:!?

Yet the consciousness that this very sadness was something I would never
be able to pour into anyone else’s ear, and that, like my future, it would stay
below, in the street with all Moscow, my Moscow, mine at this moment
as never before—this consciousness more and more resembled happiness.
(CSP 28)

spreading wings enters through the figure of Scriabin, it continues throughout Pasternak’s work
in the images of the bird, pilot, and flight.

12. See Pomorska’s argument to the contrary (1975, 66fF).

13. This sense of unity with Moscow is picked up by Bykov: “Pasternak recollects in Safe
Conduct that Moscow seemed to belong to him” (2006, 36).
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Ho Bce 6orbliie IOXOAMIO HAa PAfOCTb CO3HAHbE, YTO MMEHHO 3TOJ IPy-
CTM MHe HU BO YbM yLIM He BIOXKMUTH I, KaK U Moe OyAyliee, OHa OCTa-
HeTCsl BHM3Y, Ha y/IMIle, CO BCell MOe0, MOell B 9TOT 4ac, KaK HUKOTAa,
Mocksoit. (PSS 3:156)

His future as a poet is at this point only implicit, but if Moscow shows at the
beginning of the passage its independent “single-souledness” [eguHomymINE
MOcKOBcKolt Hounu] (CSP 28, trans. altered; PSS 3:156), later that night Mos-
cow already belongs to the poet in some not too distant triumph, for the city is
beginning to partake in his new state, with the old “world” broken and trans-
formed: “Entirely without my knowledge, a world was melting and crackling
in me that only a day before seemed inborn forever” [CoBepienno 6e3 Moero
BeJoMa BO MHe Tas/I U HafIaMbIBajICsl MUP, ellle HaKaHyHe Ka3aBLIMiics
HaBcerga npupoxpeHHsM]| (CSP 28, trans. altered; PSS 3:155).4 The soul’s
capacity to dissolve into space as a triumphant, all-embracing reverberation
(a characteristic trope of Pasternak') is, thus, suggested—subtly, but surely—
during his instinctive turning toward his real vocation.

The wings of the will [oxprinenne Bonu] found in this intimation of his
future victorious embrace of Moscow in Safe Conduct!® is a traditional image
for the unfettered soul.” Resonances of this image are everywhere in Pas-
ternak’s depictions of the role of poetry in his life. The exhilaration of flight
is reflected in the titles (as well as the poems themselves) of his first poetic
volumes—The Twin in the Clouds [bnusnen B Ty4ax] (December 1913) and
Over the Barriers [IloBepx 6apbepoB] (1914-16). The full spread of wings in
flight as a challenge to death appears in the famous “program” poems written

14. T argue for a very similar employment of the concept of the expanding “soul” in Luvers
when the ice on the Kama River melts and breaks (see Chapter 6 of this book).

15. Evgenij Pasternak argues that while the symbolists used the trope of correspondences,
Pasternak employed the suggestion of “dissolution” or “dissolving”: “The formula ‘Everything
that perishes is only a reflection [or copy], which played in its time such a major role in the
theoretical works of symbolism, became for Pasternak a process of the temporary dissolving
into the eternal [ . .. ]” [Popmyna “Bce mpexopsiee—Tonbko mogobue,” KOTopas urpana B
CBOE BpeMs TaKyi0 OO/BIIYI0 POJIb B TEOPETUYECKUX IIOCTPOEHMAX CUMBOIM3MA, IpHO6Gpera
y ITacrepHaka CMBIC/ Ilepexofia BpeMeHHOTro B BeuHoe] (1997, 662).

16. The unfettered spreading of wings is intimated also in Pasternak’s comparison between
his own creative preferences and those of his readers that opens Safe Conduct: “I only came alive
completely on those occasions when [ . .. ] a feeling equipped with all conceivable spaciousness
tore loose from its moorings and escaped to freedom” [s1 U B XX1M3HU O>KMBAJI L{ETMKOM JIMIIb
B TeX CIy4asx, KOrjia [ ... | BBIpbIBAIOCh Ha CBOOOMY BCel LIMPbI0 OCHAIEHHOE YYBCTBO]
(CSP 23; PSS 3:151)

17. Psyche literally means “butterfly” In Greek. There is, of course, a further parallel with
biblical and Platonic notions, namely, the wings of the dove in the Bible (Old and New Testa-
ment) and the wings of the psyche in Plato’s Phaedrus. For Solovyov’s adaptation of the Platonic
winged soul, see also Kornblatt (1992, 35-50).
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at very different times in his career: “Mature archer, cautious hunter” [Pocnbiit
CTPeNOK, OCTOPOXHBI oXxoTHUK] (1928) and “Night” [Hous] (1956). The
theme persists in Zhivago’s “August” (1953) with its evocative last stanza:
“Farewell, the flight of the fully stretched wing, the free stubborn intensity of
flight” [[Tpomaii, pasMax Kpblla pacipasieHHbIi, / [ToneTa BonbHOE yIop-
cTBO] (PSS 4:531). The admission that the fall abruptly stops life-long flight is
implied in one of his last poems, “God’s World” [Bo>xnit mup] (1959): “I too
have fallen from the clouds” [ Bexp To>xe ynan ¢ o6makoB] (PSS 2:195). And,
more specifically, in “God’s World,” Pasternak muses that it is no longer he but
his book that is engaged in flight, reaching across continents to awaken read-
ers all over the globe. In his fallen state, however, he himself can only follow in
the footsteps of the foxes and cats, a reference both to the animal kingdom and
to the instincts of his neighbors, other writers in Peredelkino (and, quite pos-
sibly, to his own instinctive ability—tame and yet cunningly feral—to survive
catastrophe and to live a little longer):

By the footsteps of cats and the footsteps of foxes,
By the cats and foxes’ footsteps

I return with a stack of letters

To the house where I'll give my joy its free will.

Mountains, countries, borders, lakes,
Peninsulas and continents,
Discussions, reports, reviews,
Children, youth and old men. . . .

[TTo xomaubuM cregaM 1 o JIUChUM,
ITo kxomIa4bMM ¥ TUCHUM CTIeTAM
BosBpaiaioch A ¢ TaYKOw MuceM

B mowm, e BOMIO A pajjoCTH AaM.

Topsl, cTpaHbl, IPaHULIBL, 03€pa,
I[leperueiiky U MaTepuKu,
O6c¢yx/ieHbsA, OTYETHI, 0030PHI,
Hetn, roHomNM U cTapuku.] (PSS 2:195)

Thus, the impulse toward unfettered flight—that is, his turn toward poetry—
is already firmly established in his first autobiographical account, where the
decision to leave music is linked to the soul’s expansion, with its potential
commanding energy carefully acknowledged.



20 | Chapter 1
1.2 Seeing the fate of philosophy “in the flesh”

What is no less remarkable is that the image of expanding liberated wings,
for all its direct links to Plato, Neo-Platonism, and Vladimir Solovyov,'® nei-
ther guides nor informs Pasternak’s recollection of his departure from Mar-
burg University, where he was formally registered in two seminars, one with
Nikolay Hartmann on Leibniz and the other with Hermann Cohen on Kant.?
As we shall see below, Safe Conduct provides for its readers, in place of the
intimation of the soul’s wings, a new case of carefully constructed narrative
subterfuge—an ingenious portrayal of an intellectual chasm between the two
schools of philosophy that occupied Pasternak’s thoughts in Marburg. While,
on the surface, the content of his studies is obscured by the nonsensical con-
tradictions of the narrative, the reader’s perception is clearly jarred when
Pasternak claims with startling nonchalance that he withdrew from both sem-
inars, abandoned Cohen (whom he had ardently praised in both Safe Conduct
and letters written just a few days prior to the abrupt decision),?® and changed

18. See Pasternak’s notes on psyche in Plato as the inextinguishable impulse for movement
in Lehrjahre:

Psyche = the beginning of self-directing movement. (The animate differs from
the inanimate by the fact that it carries in itself the source of its own movement.)
Psyche (as independently moving) always moves, cannot stop itself; its life is in-
extinguishable. Psyche is the beginning of movement of other objects; conse-
quently it itself cannot have a beginning. One cannot conceive an end of uncon-
ditional movement. Ergo—it is immortal. [Psyche = Hauao caMooIpenensaeMoro
osuxcenus. (OnyuieBn[ennoe] ornamdl[aercsi] oT HeomyuieBa[eHHOro] Tem,
YTO HOCUT B cebe MCTOYHMK CBOMX ABIDKeHMIT). Psyche (Kak caMOCTOSATENBHO
IBVDKYIIleecs) JBVIKETCA 6Ce20d, He MOXKET caMa cebs OCTaHOBUTD; ee KU3Hb
HencTpebuma. Psyche Hauanmo fBIDKEHNUA APYIMX IMpesMETOB, crief[oBaTenbHO]
He Mox[eT] caMo MMeTh Havanmo. HembicmuMo mpekpalienue 6e3ycIOBHOTO
nBiokennsa. Ergo—6eccmeptna”] (Lehrjahre 1:361; emphasis in original).

This understanding of soul is, of course, the same one that proved so highly influential
for Solovyov’s concept of soul under the influence of Eros: “When Eros enters into an earthly
being, he at once transforms it; the lover feels within himself a new power of infinity; he has
received a new and great gift. But here inevitably arises the rivalry and struggle of two parts, or
tendencies, of the soul—the higher and the lower; which of them will capture for itself and turn
to its advantage the mighty power of Eros [ . . . ]. The sensuous soul drags down the winged
demon and blindfolds him, in order that he should maintain life in the empty sequence of mate-
rial phenomena . . . ” (Solovyov 2000, 242).

19. See Fleishman Lehrjahre 82ff. See also Tropp (1996, 151) and Clowes (2002).

20. In aletter from July 5, 1912, Pasternak writes: “Yesterday there was a banquet in honor
of Cohen. It was a grand celebration, warm, inspiring, with excellent food, light, a multitude of
people. I clinked my wine glass with him” [Buepa 6511 6ankeT B yects Korena. Boito Topxect-
BEHHO, TeIUI0, BLOXHOBEHHO, BKYCHO, CBET/IO, MHOTOIIORHO, o6mmpHo. Yokacs ¢ Hum] (PSS
7:116). In the same letter Pasternak praises Cassirer and plans to join him in Berlin, particularly
because Cohen is also moving there.
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his career path because of . . . a disorder in his room, an intense and single-
minded immersion in his studies.

Puzzles associated with this destiny-altering decision increase exponen-
tially in the light of new scholarly findings, all pointing to the formidable
depth of Pasternak’s philosophical engagement.? Pasternak’s depiction of his
room in Marburg reflects this atmosphere of deep concentration, even though
he proceeds to contextualize his chaos of opened books with a startlingly non-
Kantian concept—an organic vegetative thinking [pacturenpHoe MplneHne]
that had begun its independent life both in him and in his room:

I lived my scientific studies more powerfully than their subject required.
A vegetable kind of thinking dwelt in me. Its peculiarity was that any sec-
ondary idea would boundlessly unfold in my interpretation of it and start
demanding sustenance and attention, so that when under its influence, I
turned to books, I was drawn to them not from interest and knowledge but
by the wish to find literary references in support for my idea. And despite
the fact that my work was being accomplished by means of logic, imagina-
tion, paper and ink, I loved it most for the way in which in the course of
the writing it became overgrown with a thicker and thicker ornamentation
of comparisons and quotations from books. And because, with the limited
time available, I had at a certain stage to give up copying pieces out and
had begun, instead, simply leaving the authors open at the pages I needed,
a moment arrived when the theme of my work had materialized and the
whole of it lay visible to the naked eye from the doorway of my room. It
spread across the room in the likeness of a tree fern, heavily unfurling its
leafy coils on my desk, divan, and windowsill. (CSP 51-52; emphasis in
original)

s nepexuean N3y4€Hbe HaAyKN CUIbHEE, Y€EM 3TO Tpe6yeTC;{ IIpeaMeTOM.
Kaxkoe-to PpacTUTENbHOE MbIIITIEHbE CUIE/I0 BO MHE. Ero ocobeHHOCTHIO
6561710 TO, 4TO nmoboe BTOPOCTEII€EHHOE ITIOHATHE, 6€3M€pHO Ppa3BepTbhIBa-
ACb B MOE€M TOJ/IKOBaHbU, HAYMHAJIO Tp€60BaTb JIA cebs mMimn n yxopaa,
M Korpga A 1mojy €ro BAMAHbEM 06pa1uanc;1 K KHHUTI'aM, s TAHYJICA K HUM
HE N3 6eCKOprCTHOI‘O MHTEpECA K 3HAHbIO, a 3a INTEPATYPHBIMU CChLI-
KaMI B €TO II0JIb3Y. HCCMOTPH Ha TO, 4YTO pa60Ta MO OCYyHIECTBIIATACH
C IOMOIIIbIO JIOTUKU, BOO6pa)K€HbH, 6yMaI‘I/I " 9€pHNUII, 6o0blIIe BCETO S
06U ee 3a TO, 9TO IIO M€p€ NMCaHbA OHA o6paCTana BCe CrylaBmmMmMcsa
Y6OPOM KHVMJKHBIX OUTAT U COTIOCTaB/IeHUN. A Tak Kak IIpn orpaHm-
YEHHOCTN CpOKa MHE€ B M3BECTHYIO MIHYTY NPUIIJIOCh OTKAa3aTbCA OT

21. Cf. Sendelbach (2001, 764).
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BBIIICOK, B3aMeH KOTOPBIX 51 IPOCTO CTal OCTAB/LATh ABTOPOB Ha HYX-
HBIX MHe pasrubax, TO HaCTYIM/I MOMEHT, KOTfia TeMa Moell paboTel
MarepbsUIN30BaIaCh U CTana 0603puMa IIPOCTHIM I/IA30M C IIOPOra KOM-
Hatbl. OHa BBITSIHY/IACh [IOIIEPEK ITOMeIleHbs 0ff00beM LPEeBOBULHOTO
[AIIOPOTHYKA, Hajlerasi CBOMMM JIMICTBEHHBIMY Pa3BOPOTaMU HA CTOJ,
IOVBaH U MOJOKOHHMK. (PSS 3:182-83)

For all its apparent naiveté, this passage crystallizes a formidable strategic
trope. As observed above, the depiction of organic, intertextual, multi-ref-
erential thought processes undermines, however implicitly at this point, the
non-organic principles of Kantian and post-Kantian philosophies of mind.
Spreading like a menacing, dragon-like, preternatural wilderness, the book
fern of expanding intellectual interests overtakes the larger parts of the
room—a rhizome-rootedness of unfurling coils, requesting additional food,
“materializing,” as Pasternak claims, “the theme of his work”; and this means
that the intellectual content of Pasternak’s two seminars in Marburg battles for
his attention like a Leibnizian “organic body”—a “natural automaton, which
infinitely surpasses all artificial automata” (Monadology §64; Cahn, ed. 2002,
595)—and presents a threat to any Kantian abstraction of intellectual thought.

This implied contrast between the organic fern and non-organic thinking
is never to disappear from Pasternak’s thought, and even a cursory glance over
Pasternak’s future imagery suggests a firm preference for uniting organic and
non-organic modes of thought and viewing them as one process, rather than
for distinguishing between them. For instance, Yuri Zhivago’s love for Lara
becomes all the more piercing because of her ability to read “as if reading were
not the highest human activity, but as if it were the simplest possible thing,
a thing that even animals could do” [Ona unraer Tax, TO4YHO 3TO He BBIC-
1Ias1 AesATeIbHOCTD YeJI0BEKa, a HeUTO IPOCTeliiee, TOCTYIIHOE SKUBOTHBIM]
(Zhivago 291; PSS 4:291). In Safe Conduct this potential for continuity between
intelligible reality and nature, in spite of the brevity of the quickly sketched
image, presents a remarkable anticipation of what modern philosophers Gilles
Deleuze and Félix Guattari in Rhizome will call, in their own opposition to
Kant, “the triumphant irruption of the plant in us” (1987, 12).

In depicting the expanding book-fern that threatens the peacefulness of
the room, Pasternak is far from being a naive innocent, blithely unaware of
the contradictions in his own recollections. On the one hand, he makes his
readers believe that he abandoned philosophy because of his room’s chaos,
which, when remembered, triggered a sense of premonition: “And when in my
journey I saw this room in my imagination, I was really seeing in the flesh my
philosophy and its possible fate” [J1 xorga goporoii s Bupen B BOOOpaXkeHbI
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MO0 KOMHATY, 5, COOCTBEHHO TOBOPSI, BUfIel BO IVIOTH CBOK GMI0COduIo
U ee BepoATHyI0 cyabOy] (CSP 51-52; PSS 3:183). On the other hand, his
intriguing statement of “seeing in the flesh” the future of his philosophy can
just as easily signify not the abandonment of philosophy, but the discovery of
a new philosophical pathway, tangibly present in its initial rhizomic irruption.
This latter reading is all the more plausible because the fern is an embodiment
of a constant cross-referencing between philosophical ideas and literary notes
and texts [mureparypHble ccoinku]. The instinctive rightness of this new
pathway is also supported by the obvious linguistic pun, or resonance between
“vegetative consciousness” [pacTurenpHoe MbiineHue] and Pasternak’s own
last name with its vegetable connotations meaning parsnip in Russian.?? The
fern of books then can be understood as indicating an immediate and positive
awareness, even a premonition on Pasternak’s part, that this newly emergent
vegetative growth of his “philosophy in the flesh,” possessing all the qualities
of a stubborn Darwinian survivor, will not abandon philosophy, but will take
on a highly specific form of philosophizing, instinctive to him and no one else.

The book fern, then, is not so much a reason for leaving philosophy, nor
is it a life-altering symbol of his chaotic habits, but rather it is the announce-
ment of a new manner of philosophical engagement.?> And while the sug-
gestion of the leaves spreading from philosophy to literature is both implied
and obscured by the wildness of organic-intelligible life (preternatural, with
no clear point of origin and no visible end in sight), the growing “vegetative”
book-plant,? certainly a highly nuanced challenge to the Neo-Kantianism of
Marburg, replaces the earlier intimation of the soul’s wings tightly bound, but
demanding their freedom in passages associated with music and the overpow-
ering brilliance of Scriabin.?

22. On Pasternak’s “idiostyle,” his play with the vegetative connotation of his name and its
multilayered reference—“poet, plant, poem”—as well as a dual meaning of a leaf (leaf and page)
in his poetry, see Fateeva (2003, 62ff). See also Bykov’s echo of Pasternak’s family conversations
concerning Pasternak’s falling in love in 1917 with Elena Vinograd, the bride of Sergei Listo-
pad, who also happened to be Pasternak’s friend: “an almost comical coincidence of the garden
vegetable falling in love with the orchard fruit” [mouTn xommdeckoe coBmagenue dammmmit—
OropojHOe pacTeHue BI6mIoch B cagoBoe] (2006, 136).

23. For an alternative interpretation that Pasternak is actually abandoning philosophy once
and for all, see Bjorling (2006, 298ff).

24. About Pasternak’s poetic theme, his “auto-metaphor” of “putting soul into leaves and
greenery, see Fateeva (2003, 62).

25. See Bjorling’s argument for the centrality of metaphors in Pasternak as an overlap of
temporal and atemporal sensibility. Her focus upon the image of the fern emphasizes, in con-
trast to my reading, Pasternak’s abandonment of philosophy rather than the emergence of its
newly transformed state: “Vegetative thinking implies not the abstract space of logical thinking
but a physical space invaded by the unruly growth accomplished in time. Pasternak’s inability to
remain in the logical space of concepts is expressed through the metaphor of a grotesque plant
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1.3 Between Leibniz and Neo-Kantianism
Archival data and Boris Pasternaks Lehrjahre

Since the implicit philosophical dilemma of unity-opposition between nature
and intellect underlies his explanation for leaving Marburg, Pasternak must
have been aware that there were at least as many precursors of this “intelligible
tree” as the number of leaves and pages spreading around the room. A par-
tial list includes the Neo-Platonic view that Nature’s meditation is expanded
by intellectual contemplation,?® Kant’s exploration of multiple causality in
the image of tree leaves,”” and, more specifically, the examination of nature
and instinct in Spinoza and Leibniz?® that in turn inspired all the Romantic
thinkers,? including Schelling’s Naturphilosophie and Goethe’s Metamorpho-
sis of Plants. For Pasternak, however, the image also possessed a more focused
intellectual context, directly reflecting his work (and its implicit contradic-
tions) for his seminars on Leibniz and Kant.

Prior to Marburg, Pasternak had already experienced a tension between
his earlier admiration for Leibniz and Naturphilosophie, an interest inspired by
his Moscow professor Gustav Shpet*® and his subsequent immersion in Neo-

growing uncontrollably within the space of the confined room. The metaphor conveys the fact
that even when engaged in logic and philosophy, Pasternak was unable to be still and settle in
the timelessness of ontological discourse” (2006, 298). See here also Fleishman’s argument that
for the early Pasternak philosophy and poetry were intertwined (1993, 59-74).

26. One locus classicus is Plotinus’ treatise on Nature, Contemplation and the One, Ennead
38 [30 in chronological order], vol. 3, see especially chapter 10.

27. Grene and Depew term this Kant’s “subscription to epigenesis”: “One part can certainly
trigger off the development of another in a causal sequence under external environmental
conditions. [ ... ] But in a living thing the existence and balanced functioning of each part still
seems to depend on the prior or concomitant existence of all the other parts, as the leaves of the
tree, for example, depend in their existence on its branches, but the branches in turn depend on
the leaves” (2004, 97).

28. See Dorzweiler’s examination of the influence of Leibniz’s philosophy on Pasternak
(1993, 25-31).

29. Historians of philosophy habitually emphasize that the father of Naturphilosophie and
Schelling’s Philosophie der Natur was clearly Leibniz, “the darling of the Romantic age” “The
great ancestor of the organic concept of nature was that old Erzfiend of Cartesianism: Leibniz.
It was not the exoteric Leibniz of the monadology who made the mental and physical distinct
realms, but the esoteric Leibniz of the monadology, who made matter only an appearance of
vital force. It was no accident that Herder and Schelling, self-consciously and explicitly, revived
Leibniz. Ironically, the arch dogmatist, so recently interned by Kant, had now been resurrected.
Leibniz’s hour had finally come; despite the baroque peruke, he had become a darling of the
Romantic age” (Beiser 2004, 141). See here Evans-Romaine’s chapter on “Pasternak and Ger-
man Romanticism” (1997, 1-43).

30. As Fleishman observes, Gustav Shpet was a follower of Leibniz, and he opposed Kant,
crediting his thought with the initiation of such philosophical directions of modernity as “em-
piricism, subjectivism, relativism, etc.” As far as Plato was concerned, Shpet considered Leibniz
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Kantianism.?! Pasternak was also acutely aware of the philosophical debates
concerning the possibility of continuity, or lack thereof, between the acts of
the mind and the content of nature. In this regard, his letters from Marburg
in June and July of 1912 provide an illuminating context; they clarify, first of
all, that his decision to leave Marburg matured literally between his two final
presentations (“pedeparnr Ha cemmuapax”): the first of these was delivered on
June 27 at Hartmann’s seminar, where Pasternak spoke of Leibniz (PSS 7:113),
and the final presentation, on the ethics of Kant, was received by Cohen par-
ticularly warmly on July 8 (PSS 7:117)—by which time the decision to leave
had already been made. As Fleishman is careful to point out, Pasternak’s most
unpleasant experiences were directly connected not to Cohen’s course, but
to Nikolai Hartmann’s seminar on Leibniz: a particularly “acute distaste”
was expressed by Pasternak at the time of his own presentation (Fleishman
Lehrjahre 83ff). In his letter to Alexandr Shtikh (dated June 27), Pasternak
questioned Hartmann’s approach to Leibniz and praised his “old” Moscow
understanding of Leibniz, warmly reiterating his support for Herbart’s read-
ings as preferable by far to Hartmann’s interpretation:

I did give my presentation about Leibniz. It was a complicated matter: the
professor did not allow me to develop those thoughts where I am—if not
particularly original—at least trying to reconstruct a careful and singularly
correct understanding of Leibniz that was given at one time by Herbart.

O Jleit6uure s npoven. CnoxxHo: mpod. He jal MHe PasBUTDb T€X MECT,
I7ie 51 eC/IU He OPUTIMHAJIEH, TO, BO BCAKOM CIIy4ae, CTaparoCh BOCCTAHO-
BUTb TOHKOE U eAMHCTBEHHO IIPaBIIbHOE [IOHNMaHue JIeitOHMIa, KOTO-
poe B cBoe BpeMms pan Iep6apt. (PSS 7:113)

What those places were in which Pasternak considered himself knowledge-
able may remain unclear, but his Lehrjahre and the notes pertaining to 1910
and 1911 (when his dedication to Leibniz was at its height®?) are explicit:

to be a philosopher dedicated to the potentiality implicit in Platonism, while he saw Kant as
empowering all the negative pathways toward Plato. See here Mikhail Polivanov (1993) and
Fleishman Lehrjahre 25fF.

31. Just a few days earlier, Pasternak was still hopeful that Cohen’s Neo-Kantianism would
be centrally important for his future. In his letter of June 5, 1912, he wrote, “I should forget all
Leibniz(es) and math and philosophy as a general subject, and study only his [Cohen’s] system”
[MHe Hafio IIIOHYTH Ha BCSAKUX JIelOHNMIIEB 1 MaTeMaTHKY U GUIOCODUIO KaK IpefMeT BO-
06111e—1 OTHATHCS MCK/IIYNTEIBHO M3ydeHNIo ero cucreMbt] (PSS 7:105). A similar view was
expressed in the letter to his parents of June 22, 1912 (PSS 7:113 n. 2).

32. On the importance of Leibniz for Pasternak in 1910-11, see Fleishman Lehrjahre
25-28. Pasternak’s own recollection of the doctoral dissertation on Leibniz emerges in the
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Pasternak, following Herbart,* was taken with the spiritual unveiling of ideas
through nature’s material content by means of the aggregation of monads.
The former involvement with Leibniz via Herbart was, therefore, primarily
concerned with the dynamic continuity, even progression, of spirit and soul in
our physical “organism”:

Leibniz is a monist. The monads are spiritual indivisible units, which have
an inner reality: the capacity of presentment. [ . .. ] Monads are spiritual
atoms. Our organism is a complex of monads within a hierarchical rela-
tionship. The monad of the soul is primary. The monad of the soul is a
simple substance; it is indivisible.

Herbart: realities. One of these realities is soul.

JI<eit>6H<1>1—MOHMUCT. MOHa/bl JYXOBH<bIe> HEIPOTSK<EHHBIE>
eVHUIBI, KOTOPbIM IHPUCYyIle BHYTP<EeHHME> COCTOSH<UI>:
CIIOCOOH<OCTD> Mp<e>ACT<a>BA<eHMs>. [ ... ] MOHagbl—/yXOBH<bIE>
aToMbl. OpeaHu3m HAW = KOMNIEKC MOHAO C UePAPXUU<ECKUM>
omHowenuem. MoOHajga [yWM rOCIOACTBYeT. MoH<ajga> AyIN—
npocr<as> cybCcTaHIusA—HepaspyLInMa.

Tep6apT: peamuu. OpHa us peammit gyma. (Lehrjahre 1:174)%

Further, in Lehrjahre this thought is articulated by means of images already
anticipating the book fern of Marburg’s room. Thus, when Pasternak speaks
of Leibniz and illustrates the progressive continuum of the spiritual essence
through physical materiality by means of a conglomerate of monads, he draws
an arresting picture of the multi-voiced and multi-willed interchange of crea-
tures and creations. The preternatural book-fern with authors speaking both
to each other and to the new apprentice is here potentially present:

context of the life-altering meeting with Samarin in Café Grec, when “a piece of Hegelian infin-
ity stretched itself across the pavilion” [Tlonepex maBunboOHa IPOTAHY/ICA KYCOK I'€TeNIeBCKOI
6eckoneynoctn], and Samarin himself “had leapt from Leibniz and mathematical infinity to
the dialectical one” (CSP 36; PSS 3:165). In Safe Conduct, Pasternak notes that in the eighteenth
century Lomonosov came to study with Leibniz’s disciple Christian von Wolff.

33. Johann Friedrich Herbart (May 4, 1776—-August 11, 1841) was a German philosopher
whose interpretations of Leibniz influenced Neo-Kantian views of psychology and education.
See Davidson (1906). While studying in Moscow, Pasternak worked with the textbook Intro-
duction to Philosophy [Beeperne B pumocoduio], written by G. I. Chelpanov, a colleague and a
friend of Shpet.

34. The marks in the quotation are in keeping with those chosen by the editors of Lehrjahre
that indicate abbreviations in Pasternak’s original notes.
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The world is a gathering of the wills of the different levels of complexity
[...]. Consequently nature is a self-disclosure of the spirit: the exter-
nal part of the cosmic world is matter; the internal—feelings, attractions,
spiritual creativity. [ . .. ] Nature is a self-reflective spirit, reaching its con-
sciousness in the human being. The difference of complexities between dif-
ferent willful units. [ . .. ] The goal of life—is a realization of the spiritual
in nature, the outflow of spirituality, a transformation of nature into the
substratum for the achievement of spiritual goals.

Mup—cOBOKYIH<OCTb> BOJIb PA3INYH<OII> CTENIEHNU CTIOKHOCTH | . . . .
OTc<iopa> mpuUpofa—CcaMOpacKpbITHe AyXa: BHEMIH<SA> CTOP<OHA>
KOCMMY<ECKOTO> MUpa—MaTepus; BHYTPEHH<A>—4yBCTB<a>,
BJIeYeH <>, [YXOBH<0€> TBKOpUe>CTBO. [ ... | [Ipupona = gyx co3Ha-
IO, JOCTUTAIOII<UIT> CAMOCO3HAHUS B YeloBeKe. Pasnuune coxHo-
CTV MEX[<Y> OTH<eIbHBIMI> BOJIEB<BIMI> efuHuuamu. [ ... ] Llens
KUSHM—Ppeann3anns IyXOBHOCTU B TBOPYECTBE, PaCIpOCTpaH<eHme>
LYXOBHOCTH, TIpeBpallieHie IPUPOABI B CYOCTPAT /IS HOCTIDK<EHUS>
ILyXOBH<BIX> 1ieneit.] (Lehrjahre 1:185-86)

There is, then, a notable similarity between the content of these Moscow notes
and the picture of the Marburg room that gives material evidence, not merely
of the state of chaos during Pasternak’s studies, but also of his acceptance of
the Leibnizian model of “Nature as a self-reflective spirit, reaching its con-
sciousness in human beings,” a model so influential for Schelling, Goethe, and
other Romantics.*

Might one then conclude that Pasternak decided to embrace Leibniz’s
understanding of the continuum between nature and intellect and because of
this abandoned Neo-Kantianism?*¢ According to scholars who have examined
Kant’s attitude to Leibniz, in the Critique of Pure Reason Kant was particu-
larly averse to Leibniz’s organized continuum, his “marked enthusiasm for the
notion of an infinity of infinitely small systems organized into functionally
differentiated parts”; Kant, for example, rejected as “unthinkable” Leibniz’s
view that this organization could go on to infinity (Kant 1781 [A], € 526; 1787
[B], 9 554) (Grene and Depew 95). While there is no indication that Pasternak

35. Pasternak’s own thoughts on the matter are skillfully articulated: they constitute a ma-
terial structure made up of distinct units that can, of course, be dismantled, but not without
profoundly reorienting the poet’s primary intellectual landmarks.

36. Indeed, Pasternak had to know that Leibniz’s notion of the unification and mutual ad-
dress of human wills though the intelligible forces of nature, or material monads, was not well
received by either Kant or his followers.



28 | Chapter 1

after Marburg became an exclusive apprentice of Leibniz, there is considerable
support for the idea that in the debate about the relationship between nature
and intellect, Pasternak sided with Leibniz and the Romantics,*” and that this
decision meant for him the choice of a literary path. His letter to Shtikh of
July 8—written just after his final presentation for Cohen—opens with rather
telling praise for Shtikh’s own letter, as Pasternak speaks of nature and natu-
ral growth that together give birth to human life and thought in a manner
reminiscent of a living cell dividing itself into new, independent but intercon-
nected units. Thus, in his compliment to Shtikh, one can see botany, writing,
and life as an infinitely divisible and yet unified organic whole: “Your letter is
a botanical garden, out of which life has separated itself, awash in a still pal-
atably-steaming layer of nature” [Tax, TBoe m1cbMO—O0TaHNYECKNUII CaZl, OT
KOTOPOTO OT/ieMIACh XKM3Hb—CO BCEM IAapHBIM HajeToM mpupopbi] (PSS
7:117).

However, the presence of Gottfried Leibniz is palpable not only in the
tone and imagery of this momentous letter of July 8. Pasternak, in fact, admits
unequivocally that as far as his future, as-yet-unwritten poetry is concerned,
his overall preference and love are not far from Leibniz. In deciding to leave
Marburg because he had come to Cohen too late, but still having accepted
Cohen’s dinner invitation, Pasternak emphasizes that if he were ever to publish
poetry, he would dedicate it “to the philosopher of the infinitesimal method?”
For most scholars the reference is to Cohen and his 1883 work Das Prinzip der
Infinitesimalmethode und seine Geschichte [The Principle of the Infinitesimal
Method and its History],*® and the focus of the letter does suggest that Cohen’s
personality here dominates Pasternak’s thoughts, and yet the supposed refer-
ence to a book written by Cohen thirty years ago is perplexing:

It is vexing that it is too late. I will not be his student. But I will go to his

dinner. And if I ever publish any poems, I would dedicate them to the phi-

losopher of the infinitesimal method, and for the sake of this—since I have

no poems of my own—I would even steal, all the conflictual combination

of these words notwithstanding. 10 years ago Gavronsky, Harmann, etc.,

etc. studied with him. Now I will go to dine with him. It doesn’t matter.

It’s vexing.

37. Dorzweiler (1993) makes a persuasive argument that Leibniz’s influence on Pasternak
was considerable and, possibly, decisive as far as philosophy is concerned.

38. See Kudriavtseva’s note (2001, 64 n. 3) that Cohen’s work of 1883 dealt with the infini-
tesimal method. What she forgets to mention is that Cohen deals with Leibniz in this work. As
Poma points out in her work on Cohen, the infinitesimal method of Leibniz reached its full

potential not only “in its application to algebra and geometry” and to “problems of mechanics;”
but also “this method is revealed as a principle of the reality of nature” (1997, 39-40).
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9To0 focagHo,—4TO M037HO. I He 6yay ero yuennkoMm. Ho s moiiay x
HeMY Ha Y>KUH. A ecu Obl 1 KOrfa-HUOYAb U3MaN CTUXU— NOCEAMUT
6vt ux Punocody uHPuUHUMECUMANLHOTI MeMOO0bl; M Paiy 3TOTO, 3a Heu-
MeHMeM COOCTBEHHBIX— TOLIeN ObI jaXke Ha KPaXKy BO BCell IPOTUBO-
PEeUYMBOCTY 3TOTO CIOBOOOpasoBanms. JlecATh IeT Haszay y HErO yYMInch
TaBpoHckuit, Hartmann, etc. etc. I mor 6b1 cTosATh cpeny Hux. Temepsb
A MOy y>XMHATh K HeMy. Hudero, Huyero. 9to gocapgHo. (PSS 7:118;
emphasis added)

Much more telling is the fact that Cohen’s study of the infinitesimal method
was an engagement with Leibniz, who is known much more widely as the
founding philosopher of the method in question,* and this makes Pasternak’s
reference in the letter highly ambiguous, unless his allegiance to Cohen is
linked to that aspect of Cohen closest to Leibniz. In the very next paragraph,
in fact, Pasternak proceeds to contrast the objective method of philosophi-
cal self-discipline with the spirit and creativity of Romanticism. His real self,
Pasternak suggests, is still there in the late summer of 1910, even though from
that point on he forbids himself any outright acceptance of Romantic imagi-
native creativity:*

And the vexation can only grow when ... Marburg... Cohen...1912... —
when, as I say, this combination of words enters into a belated connection
with August 1910 in Spasskoe . . . after St. Petersburg . . . with the project
of radical “self-reeducation” for the sake of entry into the world of Olia
and her father, and so on. Distancing myself from romanticism and the
creative, again and again, creative fantasy—objective judgment and strict
discipline—all of this began for me with that laughable decision. It was an

€rror.

Kaxk >xe yBenuumBaeTca focafia, Korja . . . Map6ypr . . . Koren . .. 1912

. .—KOT/ja, TOBOPIO 5, 3TO COYeTaHME BXOJAUT B HENPEJBUJEHHYI0—
3aII03/1aBIIYI0 CBA3b C . .. aBrycToM 1910 ... B CracckoM . . . mocne
ITerepbypra . . . ¢ IPOEKTOM KOPEHHOTO ‘CaMOIePeBOCIUTAHMA /A
commKeHns ¢ kmaccudeckum mupoM O u ee oTua etc. Otpanenne or

39. Leibniz is known to students of philosophy as the founder not only of “infinitesimal
geometry; but also of “the theory of infinitely small and infinite quantities [ . . . ] the theory of
quantified indivisibles” (Knobloch 2002, 59).

40. See here the recurrent argument of historians of philosophy that the father of Naturphi-
losophie and Schelling’s Philosophie der Natur was clearly Leibniz, “the darling of the Romantic
age” (Beiser 2004, 141).
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pOMaHTM3Ma 1 TBOPYECKOI U BHOBb TBOPYECKOI (paHTACTUKU—OObEK-
TUBM3ALMSA ¥ CTPOTas AUCLUIUIMHA—HAYa/INCh Y MEHs C TOTO KOMUde-
CKOro permeHnsi. 1o 6buta omnbka. (PSS 7:118-19)

It is characteristic of Pasternak that the role of Leibniz, the original “phi-
losopher of the infinitesimal method” and the father of Romanticism and
Naturphilosophie, should not be named, just as the authors of the books in
Pasternak’s room in Marburg remain anonymous; Leibniz-Cohen’s “infini-
tesimal” influence lives in the prism of other voices and traditions—an erup-
tion of mind working as part of nature that permits Pasternak to abandon
his self-imposed discipline and to accept his own long-suppressed “wish to
find literary references in support” of philosophical ideas [ Tauymcs [ . . . ]
3a nmurepaTypHbIMK ccplkamu] (CSP 51; PSS 3:183). Leibniz’s influence on
Romantic poets and philosophers alike is a case in point; it proves to the ques-
tioning glance of Cohen that literature can be a worthy interlocutor for phi-
losophy, and for Pasternak such a path was not only possible and passionately
desirable, but also organically instinctual.

1.4 The multi-voicedness of philosophical themes
searching for literary nourishment

The interdependence of mind and nature has been one of the most easily
identifiable Pasternakian themes, an artistic signature of sorts prevalent ever
since the writer returned to Moscow, a city where poets can be philosophers
and philosophers poets.*! In 1913, in the poems “Eden” [9gem] and “Of the
Forest” [Jlecnoe], Pasternak characterizes his own voice as a participant in the
forests’ conversation:* “I entered as a historical face into a family of forests”
[I mcropuyeckuM MULIOM BolLIen B ceMblo ecuH] (PSS 1:64);* he is also a
direct expression of intense but mute organic processes*—an articulation of
the as-yet inaudible wetness of grass or the thickness of leaves in an impen-
etrable forest:

41. On the exceptional cross-fertilization between literature and philosophy, see Fleishman
Lehrjahre 28-47.

42. On this signature theme in Pasternak, see Fateeva (2003, 62-63) and Pollak (2006,
94-115).

43. This line appears in the later version of “Eden,” “When to the Lyre’s Labyrinth” [Korga
3a nupsl mabupuHT] (PSS 1:326).

44. A similar stance is clearly evident in yet another early program-poem “Spring” [Becha]
(1914), where poetry, a sponge left between the wettest and freshest greenery, expresses the
inaudible voices of nature abandoned into itself (PSS 1:90-92).
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Lacking words—the hundred-headed woods is
Sometimes—a chorus; sometimes—a solitary someone . . .
I am the conversation of anonymous lips,

I am the pillar of ancient dialects.

[JInieHHbI CTOB—CTOIABbI 60p
To—Xo0p, TO—OJMHOKMIT HEKTO . . .

SI—ycT 6e3BeCTHBIX PasroBop,

SA—cronmn gpemyunx guanexkTos.] (PSS 1:327)

It is in prose, however, that this evocation of writing as an intelligible matura-
tion of the forces of nature, reflected in the multitude of human interlocutors,
finds its clearest and most articulate expression.

“Some Propositions” [Heckonbko nomoxxennii] (1918, 1922) compares the
birth of the “book” to the rustle of a great number of treetops, all awakened
into conversation. It is also in these “programmatic” passages of 1918 that
Pasternak claims that the manuscript of his dreams (as preternatural as the
fern in Marburg) is infinite; born together with life itself and made up of the
voices and observations of many testimonies, the book asserts its “rootedness”
not merely in natural instinct, but in the indelible, intellectual, and ultimately
spiritual impulses of human beings:

Without it [the book] there could be no continuation of a spiritual kin. It
would have become extinct. The apes have never possessed a book.

The book was written. It grew, increased in intelligence, became
worldly wise [ . .. ]

Life has not just begun. Art had no beginning. [ ... ] No genuine book
has a first page. Like the sighing of the forest, it is born goodness knows
where, and it grows and rolls along, arousing the thick backwoods, and
suddenly, at its darkest, thunderstruck, and panicked moment, it reaches
its goal and speaks out at once from every tree top. (CSP 260; trans. altered;
emphasis added)

Bes Hee AyxoBHBIII pox He nMern Obl mpogomkennst. OH mepesencs Obl.
Ee He 6b1710 y 06€3bAH.

Ee nucanu. Ona poca, Habypanack yma, Bujjaaa BUAbL,— U BOT OHA
BBIPOC/IAa U—TaKoBa. | ... ]

JKusup nomta He ceifyac. VICKyccTBO HMKOIJAa He HAaYMHANOCH.
[...] Huy xaKoit UICTUHHOI KHUTY HeT IIepBoit cTpaHuibl. Kak nmecHoit
IIyM, OHa 3apOXK/laeTcs Bor BecTh /e, M pacTeT, U KaTUTCcsA, O6yas 3aro-
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BE€IIHbIC 6p€,I:[HM, n B,prr, B CaMbIil TeMHbII?I, OIIIEeJIOMUTEIbHBIN U MTaHM-
YeCcKUn MMUT, 3aI‘0BapI/IBaeT BCeMn BepI.I_II/IHaMI/I cpa3y, JOKATMBIINCD.
(PSS 5:24-25)

This characteristic merging between intellect, nature, and the world of past
and future is evident many years later in Doctor Zhivago, in the sketch of the
library room in Yuriatin. Pasternak, in fact, expands within a new setting the
earlier tropes of the gathering of treetops in “Some Propositions” and of the
book-fern in Safe Conduct. Drawing together many voices, presences, and
realities of different wills and intensities, Yuriatin’s library enriches the writer’s
earlier plateau with a communion—“the bustling intersection”—not only of
open books and thoughts, but of the sun, houses, streets, lives, and people,
imagined and real, from near and far:

Now, as the reading room gradually filled with local people, some sitting
down near to him and others farther away, he felt as if he was getting to
know the town by standing at one of its bustling intersections, and as if not
only people but also the houses and the streets in which they lived were
coming into the room.

However, from the window one could also see the actual Yuriatin, real
and not imagined.

[...] The crowd of readers did not distract him. He had had a good
look at his neighbors; those on the left and right were fixed in his mind, he
knew they were there without raising his eyes and he had the feeling that
they would not leave before him, just as the houses and churches outside of
the window would not move from their places.

The sun, however, did move. (Zhivago 288; 290)

"n Korjga Ha €ro Ija3ax 3a IIOCTEII€EHHO HAIIOTHANCA IOPATUHCKUMU
JKUTENAMU, CAAUBIIMMUCA TO ITOOAA/Nb OT HEro, TO COBCEM IIO COCEN-
CTBY, ¥ IOPI/IH AH,upeeBMqa SABJIATIOCH 1YBCTBO, 6YI[TO OH 3HAKOMUTCA
C ropoaoMm, CTOA Ha OJHOM 13 €ro JTI0JHbIX CerI_LleHI/II‘/JI, u 6}7,[[T0 B 3al
CTEKAIOTCA HE YNTalolie I0pATUHIDBL, a CTATUBAIOTCA TOMa U YN bI, Ha
KOTOPbIX OHM IIPOKVIBAIOT.

OI[HaKO u ﬂeﬁCTBMTeHbeIﬁ IOpHTI/IH, HACTOAIIMI ¥ HEBBIMBIIIIEH-
HBII, BUOHEICA B OKHax 3ajia.

[ e ] HIOI[HOCTI) 3a/71a HE Melllaja €My U He paccenBajla €ro. On
XOpOIIO N3Y4INJI CBOUX COCGIICIZ " BTN X MBICJIEHHBIM B3OPOM CIIpaBa
ucneBa oT Ce6ﬂ, He 1mobIMas I71a3 OT KHUTH, C TEM 9yBCTBOM, YTO COCTaB
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UX He U3MEHUTCS JO CaMOTO ero yXO/a, KaK He CABIMHYTCS C MeCTa Iiep-
KBI ¥ 3[aHNUS TOPOJIA, BUJHEBIINECS B OKHE.
Mexpy TeM conmHIe He cTosno. (PSS 4:287; 289)

Most prominently, however, Pasternak’s view of the interconnectedness of
natural, vegetative, intellectual, and spiritual processes is given its fullest artic-
ulation in the Tolstoyan passages of Doctor Zhivago,*> especially when Yuri
Zhivago argues that history, always in movement, develops according to the
often invisible laws of the “vegetative kingdom” in its reach upwards:

He reflected again that he conceived of history, of what is called the course
of history, not in the accepted way but by analogy with the vegetable
kingdom. [ ... ] [I]n only a few days in spring the forest is transformed,
it reaches the clouds, and you can hide or lose yourself in its leafy maze.
(Zhivago 453; emphasis added)

OH cHOBa JiyMaJI, 4TO UCTOPHIO, TO, YTO HA3bIBACTCS XOJOM UCTOPIH, OH
npefcTaBuAeT cebe COBCeM He Tak, KaK IIPMHATO, U My OHa PUCYeTCsA
Haropo01e )XM3HM PaCTUTENLHOTO LapcTBa. | . . . | BecHolt B HeckonbKo
iHelt ec mpeobpaXkaeTcs, MOABIMACTCA /10 0OTAKOB, 8 €20 HOKPLIMbIX
JIUCMBSIMU 0eOPSIX MONCHO 3amepsmocst, cnpsimamucst. (PSS 4:451)

With such powerful echoes of Naturphilosophie and its themes, Pasternak’s
indirectness in presenting his philosophical indebtedness becomes less per-
plexing. The literary examples, drawing upon these philosophical themes,
not only clarify the precise pathways of his relationship with philosophy, but
also demonstrate the ever-growing number of participants in such vision and
conversation.

“Life has not just begun. Art had no beginning. [ . .. ] No genuine book
has a first page” [PKusup mouuta He ceityac. VICKyccTBO HUKOITA He HauM-
Hanmock. [ ... | Hu y xakoit MCTMHHOI KHUTHU HeT nepBoii cTpanuibi] (CSP
260, PSS 3:25), Pasternak observes in “Some Propositions” in 1918. His pro-
tagonist Yuri, returning from the war in 1918, speaks about the colossal nature
of impending events, emphasizing that they too have no single cause and no
single author. Like all major living phenomena, processes of great significance
have multiple causality and are similar in this to the elemental forest or clouds
in the sky:

45. See particularly Boris Gasparov (1992a) on the role of Leo Tolstoy in Pasternak’s prose.
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It is petty to explore causes of titanic events. They haven’t any. It is only
in a family quarrel that you look for a point of origin—after people pull
each other’s hair and smash the dishes they rack their brains trying to
figure out who started it. What is truly great is without beginning, like
the universe.

[...] The new order of things will be all around us and as familiar to
us as the woods on the horizon or the clouds over our heads. (Zhivago 182;
trans. altered)

Menko KomaTbcst B IPUYMHAX UKIONNYecKUX cobbitmit. OHM UX He
UMeIOT. TO y JOMALIHNX CCOP €CTh CBOII F€HE3NC, U MOC/Ie TOTO KaK
OTTAaCKAaIOT JPyT APYra 3a BOIOCH 1 MepeObIOT IIOCYRY, yMa He MPUIO-
JKaT, KTO Havaj IepBblil. Bce ke MCTMHHO BenuKoe Ge3HavanbHO, KaK
BceneHHas. OHO BJPYT OKa3bIBaeTCs HAINIIO 0e3 BO3HUKHOBEHUS,
CIIOBHO OBI/IO BCera uam ¢ Heba CBaIUIOCh.

[...] HacraBmuii mopsifoK 06CTYMUT HAC C IPUBBIYHOCTBIO JIeca Ha
TOpM30HTe MIM 00671aKOB Haf, ronoBoit. (PSS 4:180-81)

In other words, Pasternak’s position, firmly adopted in Marburg, on the con-
tinuity between the overlapping relationships of thought and nature, appears
to have been accompanied by the major artistic challenge he set for himself: to
portray the relationship between ideas and actions as engendered by a multi-
plicity of causes and influences, by generations of thinkers, natural processes,
and historical events.

Pasternak left Marburg, then, not to return to Gottfried Leibniz, but to
escape the confines of a single philosophical school; his book-fern was a weed,
and it grew freely only among texts whose number could not be itemized. His
acceptance of the organic character of intellectual events necessitated an artis-
tic program within which underlying philosophical principles could never be
isolated, named, or categorized as single causes or influences; their attractive-
ness lay in their ability not to unveil the pages of some philosophical text-
book, but to gather instead a living world of dynamic interlocutors. In the
same manner, the influence of the philosopher-uncle Nikolay Vedenyapin on
Pasternak’s young protagonist Yuri, in contrast to his effect, for example, on
Misha Gordon, was one of unlimited freedom: “Yuri realized the great part his
uncle had played in molding his character. [ ... ] Yuri advanced and became
freer under the influence of his uncle’s theories, but Misha was fettered by
them” [IOpa nmoHmmasn, HacKOIbKO OH 00s13aH fsfe OOIIMMMU CBOICTBAMMU
cBoero xapakrepa. [ ... ] IOpy psapuHo BIMsAHNMe [BUTaO BIIEpes U OCBO-
60xaano, a Munry—ckossiBano] (Zhivago 65-66; PSS 4:67). Similarly, Pas-
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ternak’s turn to art in 1912 was, first and foremost, an “unfettered” reaction
to philosophy—the discovery of literary form as a multiplicity of addresses,
engaged in an ongoing dialogue and situated from the outset within the fullest
range of philosophical questions.

Although the evidence provided by his philosophical konspekty goes, to
some extent, against the overall principle of the author’s project—the unfet-
tered evocation of an open-ended exchange of philosophical questions—the
publication of Pasternaks Lehrjahre from his Moscow and Marburg studies is
a powerful ally for anyone who wishes to examine the philosophical themes in
Pasternak’s oeuvre. Side by side with his early prose works, these philosophical
notes help to explain more fully what Pasternak as a writer learned from his
philosophical studies—how to evoke a chorus of philosophical positions—
directly, without preface or ornament.* In this context, his student notes are
a rare treasure, and not only because they reveal in detail the contents of his
philosophical training. The greater value of the notes is in the access they
grant to the expanding conversations between Pasternak the philosopher and
Pasternak the literary artist.

In what follows, I will offer new readings of Pasternak’s short stories
through 1918, the year in Russian history when the world of Imperial Russia
was to disappear forever. 1918 is also recreated in Doctor Zhivago in the chap-
ters “Farewell to the Past” and “The Moscow Encampment” In these chapters,
the Russia of the past does not depart without a last significant conversation
between Yuri, already a published poet dreaming of a future prose work, and
his philosopher uncle Nikolay Vednyapin. As the two men face each other at
this major historical crossroads, the topic of their conversation is left charac-
teristically open-ended, but their meeting reinforces the kindredness of the
two elemental forces—poetry and philosophy, without whose mutual address
each interlocutor would be weaker and less comprehensible:

Theirs was a meeting of two artists, and although they were close relatives,
and the past arose and lived again between them [ . .. ] the moment they
began to speak, all other ties between them vanished, their kinship and dif-

46. In her analysis of the role of nature in Zhivago, Witt argues that Pasternak follows
Solovyov’s bringing together of Schelling and Darwin, since the Russian philosopher tended
to draw “many examples from the works of ‘the great Darwin’” (2000a, 116) and, together
with Schelling, viewed “art as a kind of continuation” of nature, with Solovyov particularly
stressing art’s role as an evolution “carried on by humanity” (2000a, 116). It is possible, how-
ever, to expand Witt’s list of philosophical references to include Leibniz (a major influence on
Kant) among the unnamed voices that passed through Yuri’s mind when “Darwin was next to
Schelling, the butterfly that had just flown by next to modern painting and Impressionist art”
(Zhivago 346).
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ference of age was forgotten, all that was left was the confrontation of the
elemental forces, of energy and principles. [ . . . ]

Their talk was full of exclamations, they paced excitedly up and down
the room [ ... ] deeply moved by the exalting discovery of how completely
they understood each other. (Zhivago 178)

BeTperunuch ABa TBOPYECKMX XapaKTepa, CBsI3aHHbIE CEMETHBIM POJi-
CTBOM [ ... ] HO eABa MMIIb peyb 3all/Ia O IIABHOM, O Belljax, U3BeCT-
HBIX JIIOJSIM CO3MJATeNbHOIO CKIaja, KaK JCUe3n BCe CBA3M, KpoMe
9TOJI eAMHCTBEHHOI, He CTAIO HU JAANMN, HY IUVIEeMSHHMKA, HY PasHULIBI B
BO3pacTe, a TOIbKO OCTANach ONMM30CTb CTUXUU CO CTUXUEN, SHEPTUN C
9Hepruelt, Hayana ¥ Havana. | ... |

O6a TOMMHYTHO BCKPUKMBAIN U Oeranu Mo HoMepy | . .. ] moTps-
CEeHHbIe OKa3aTelTbCTBaMI B3aMHOTO TOHUMaHus. (PSS 4:176-77)

The passage has potent autobiographical resonances. By 1918, Boris Pasternak
could already claim considerable accomplishments in his open-ended prose,
which constituted itself as an ardent conversation between literature and phi-
losophy, not unlike the spirit of the episode between Vedenyapin and Zhivago.
Like his protagonists’ conversation, Pasternak’s narrative approach to
philosophy does not involve single and discrete parts or occasional “micro”-
themes that might inform his stories” intellectual content. His emphasis on
the dialogic content of ideas, on a multitude of voices, a “maze of leaves,”
suggests that philosophical themes operate as large-scale narrative frames—
as ideas and questions in open-ended dialogue. Pasternak’s narrative strat-
egy, therefore, is propelled neither by a detailed unveiling of causal relations
between protagonists nor by explicit philosophical digressions. The text gains
momentum through a series of powerful metaphoric images that subsume a
multi-layered philosophical context so fully that it appears erased in this new
transformation. Only a certain eccentricity signals this covert strategy. Thus,
the deeper processes underlying his farewell to music are signified by a fleet-
ing suggestion of expanding wings, and a chaos of opened books, both philo-
sophical and literary, is offered as an explanation for leaving Marburg.
Uniquely, in fact, Pasternak’s narratives acquire their fuller significance
within a wide sphere of textual resonances, and this includes a philosophi-
cal substratum, suggested rather than spelled out in a fleeting and seemingly
absent-minded way. As I will argue in Chapter Two, this manner of writing
undermines the validity of Jakobson’s conclusion that Pasternak’s attempts
at metaphor tend to make his narratives “banal and unoriginal,” even while
the author defends “in theoretical digressions his right to triviality” (1969,
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149). Rather, Pasternak’s writing presents serious challenges for his literary
investigators, who can compete neither with the depth and initial ardor of his
philosophical training, nor with his ability to choose images that for all their
natural embeddedness in the text signal not one, but a manifold of philosophi-
cal voices.

For all of the above reasons, the examination of Pasternak’s early stories
in the context of his philosophical interests points to a highly important piece
of a larger puzzle, since his engagement with philosophy must be approached
as inseparable from the tales themselves. The availability of his philosophical
notes permits his critics to grasp more surely the direction of his interests,
which are transformed almost without trace within his fictional prose. Bring-
ing together philosophy and his prose narratives presents an opportunity to
uncover some of the significant and recurrent networks or patterns of thought
that will never disappear from Pasternak’s writings. Consequently, as I shall
argue in subsequent chapters, a detailed unearthing of these networks goes a
long way toward elucidating these more hidden path- or rootways within the
multi-voiced maze of his thought.



Similarity and Contiguity in
Pasternak’s Early Poetics and
Their Philosophical Underpinnings

In Safe Conduct, Pasternak presents a rather curious list of the philoso-
phers who occupied his thoughts during his university studies in Mos-
cow and Marburg: “Along with some of my acquaintances I had connections
with ‘Musaget’ From others I learned of the existence of Marburg. Kant and
Hegel were replaced by Cohen, Natorp, and Plato” [Bmecte ¢ gyacTbio Moux
3HAKOMBIX 5 VIMeJI OTHOIIeHNue K “Mycarery.” OT [pyIMX s y3HaJ O CYIeCT-
BoBaHMUM Map6ypra: Kanra u lerens cmennnu Koren, Haropn n Ilnaton]
(CSP 31; PSS 3:159). Plato appears at the end of the series (prominently and
non-chronologically, even in terms of the order of Pasternak’s studies') and, in
Pasternak’s characteristic manner, is never mentioned in Safe Conduct again,
while such philosophers as David Hume, Pasternak’s major early work on “The
Psychological Skepticism of Hume” notwithstanding, are omitted altogeth-
er.? In this case Pasternak’s habitual obliqueness had straightforward political
underpinnings: in 1930, in spite of the prevailing ideological materialism, he
clearly and somewhat eccentrically (his lifelong manner was to appear eccen-

1. Pasternak studied Plato with Lopatin in 1909-10 and in seminar-form with Kubitsky in
1910-11 (Lehrjahre 1:353, 366) and later referred to Plato in the context of Cohen’s work (spring
1911 [Lehrjahre 1:356]). Nonetheless, he singles out Plato as the major influence before his trip
to Marburg. See also Fleishman’s note on the singularity of this notation in Lehrjahre 129 n.49.

2. The most probable date of Pasternak’s work on his thesis [pedepar] dedicated to David
Hume is spring 1911 (Fleishman Lehrjahre 121).

38
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tric while saying exactly or almost exactly what he wanted) recollected in a
public forum his youthful immersion in philosophical idealism,? foreground-
ing “Musaget,”* Hegel, Kant, Neo-Kantiantism, and particularly Plato as his
key influences in the pre-Revolutionary years. This memory, as we shall see,
was by no means a superficial reminiscence.

Some important aspects of Pasternak’s employment of philosophical con-
cepts have been brought to light by the debates that have followed Jakobson’s
seminal appraisal of Pasternak as the “master of metonymy” (1969, 149),> an
appraisal that tends to co-exist in criticism with what is essentially its coun-
ter-argument, namely, that Pasternak’s roots are in Symbolism.® For Jakob-
son, metaphors—and, by implication, symbols (Jakobson wisely abstains from

3. The Soviet critics were not amused. Safe Conduct was banned in 1933, and in 1931
the confiscation of a number of the issues of the journal Red Virgin Soil [KpacHas HOBb] was
believed to have been caused by the publication of Pasternak’s memoirs (Blum 2003). For a
thorough account of Soviet criticism’s rejection of the memoirs, see Fleishman (1984, 55-57)
and PSSCom 3:553. In Fleishman’s view Safe Conduct made Pasternak’s confrontation with the
official line both “clear and inescapable” (1984, 55).

4. Cf:“ ... ‘something like an academy’ . . . was formed around the Musaget publishing
concerns when it opened in the autumn of 1909. A special attraction of the Musaget gatherings
was their Germanic bias” (Barnes 1989, 95 and 121 ff.), and Fleishman Lehrjahre 143ff. See
further Davydov (2009, 8ff).

5. Vuleti¢ carefully sketches the uneasy nature of Jakobson’s gradual acceptance and re-
evaluation of Pasternak’s role in Russian modernism (2004, 483-86).

6. As scholars engage in the metaphor-metonymy discussion, the question of whether
Pasternak’s roots lie in Symbolism or in avant-garde Futurism inevitably arises. Pasternak’s
pre-Revolutionary acquaintance Feodor Stepun, who is minimally interested in Pasternak’s use
of metonymy, is emphatic about Pasternak’s roots in Symbolism: “Let me add that Pasternak’s
philosophical and atmospheric affinity for the Symbolists is indirectly indicated by the fact that
when in the third part of his Safe Conduct . . . [he] identifies the force that kept them afloat as
the art of Aleksandr Blok, the leading poet of Russian Symbolism, and of Andrey Bely, author of
a voluminous work on Symbolism and, without any doubt, its most remarkable writer, as well as
the art of Skriabin, whose association with Symbolism is attested to by Vyacheslav Ivanov, and,
finally, of the most popular actress of the era, Vera Komissarzhevskaya, who, rather than por-
traying on the stage visible reality, strove to embody the invisible” (1962, 49). For other views on
the subject, see Victor Erlich’s conclusion that Pasternak’s metonymy is a version of metaphor
(1979, 281-88), M. Gasparov’s quantitative analysis of the poetry of Mayakovsky and Pasternak
that disputes Jakobson’s position (1995), Fateeva’s introductions of “metatropes” (or intertextual
tropes) in her analysis of Pasternak (2003, 17-19), as well as Vuleti¢’s careful argument against
Jakobson’s position. Thus, the debate regarding Pasternak’s range in image construction is only
gaining momentum. According to Kling, for instance, “the conversation between Pasternak and
symbolism lasted almost for a century” (1999, 37), and he questions Fleishman’s placement of
Pasternak within Futurism (2002). Faryno speaks of metaphoric Pasternak (1993); Gorelik, of
Pasternak’s post-symbolist mythopoetics (2000). Others, like Rudova, see Pasternak’s style as
reflecting cubo-futurist painting with “metonymy so abundant [ .. . ] that the reader is forced to
follow the connections between things, whereas things as such fall out of the picture altogether”
(1997, 60-61).
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making this interrelation clear)’—“are not what determines and guides [Pas-
ternak’s] lyric theme” (1969, 141). Jakobson’s judgment has never been dis-
puted on theoretical grounds, and so it remains both piercingly apt and yet
problematic. For instance, Pasternak’s understanding of an individual (as well
as his or her role in the surrounding world) is obscured by the debate. Since
metonymy, in Jakobson’s evaluation, implies a weakened role for the human
subject,® Pasternak’s style, rich in metonymic constructions, contrasts with
the main focus of his philosophical studies—the emergence of the individu-
ality and self-consciousness: “All of Pasternak’s studies during his university
years proceeded under a banner of ‘self-consciousness. This term [self-con-
sciousness] appears everywhere, not only in his philosophical notes but in his
early literary drafts and correspondence” (Fleishman 1990a, 29). Fyodor Ste-
pun, a leading figure in Musaget (remembered by name in Safe Conduct), was
certain that Pasternak’s prose reflects principles that “appear in Kant as ‘the
transcendental subject, in Fichte—as the ‘absolute I, and in Hegel as absolute
spirit” (Stepun 1962, 48), but the interconnection between such a judgment
and the metonymic worldview is not easily drawn. Stepun’s position is instruc-
tive, in fact, in allowing a metonymic Pasternak® to accompany Pasternak the
Symbolist:!* having accepted Jakobson’s position, Stepun goes on to insist that

7. Jakobson is aware that Pasternak traces his ancestry to the Symbolists, but he argues
that “Pasternak, who conceives as his literary task the continuing of Symbolist tradition, is
aware that out of his efforts to recreate and perpetuate the old the new art is always arising”
(1969, 137). The conclusion that should be drawn from Jakobson’s positions—that in Pasternak
metonymies predominate not only over metaphors, but also over symbols (which are, in fact,
intertextual metaphors)—remains blurred in criticism, for no one would want to arrive at such
a blatantly false conclusion. Fateeva’s work with “metatropes” reflects her view that Pasternak
does not accept ready-made symbols, but creates his own mythological codes (2003, 17-21); it
also permits her to bypass the metaphor-metonymy conversation altogether. Thus, the acute-
ness of Jakobson’s observation invalidates attempts to problematize his position, “that overcoat
out of which other commentaries” on Pasternak have emerged (Malmstad 1992, 302).

8. See, for instance, Erlich, in analyzing the poem “Marburg,” who refers to Jakobson’s
“sharp analysis” while noting that the subject is not weakened or turned into a passive presence
but equated with the objects of his surroundings (1979, 282).

9. Stepun accepts Jakobson’s premise and simultaneously reverses it by insisting that the
poet’s imagery expands the self: “Pasternak’s poetry, on the other hand, though not immune
to the metaphor, abounds, in Jakobson’s words, ‘in metonymic sequences’ To simplify though,
I hope, not to distort Jakobson’s interesting observation, one might say that in Pasternak the
range of associations is virtually boundless since it is not restricted by the principle of similarity
and contrast. [ . .. ] Jakobson notes that at the first glance the associative downpour of Paster-
nak’s verse may appear to drown out the poet’s I Actually, Stepun argues, Pasternak’s most
bizarre images are metonymic companions, if not reflections, of the poet’s self (1962, 51fF).

10. Stepun, with all his sensitivity to Pasternak’s Neo-Kantian roots, insists that “Symbol-
ism” in Pasternak’s case by no means cancels out his closeness to the avant-garde, but stresses
his “Expressionism” rather than Futurism: “By positing Pasternak’s innermost bond with the
Symbolists I do not mean to call into question his association, to be exact, the association of the
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the early Pasternak with his “every metaphor” points to “the world’s hidden
mystery” presenting in this “a nearly literal echo of V. Ivanov’s [ . . . ] theory of
religious symbolism” (Stepun 1962, 48).

However distinct the diverse critical positions are, Jakobson’s view remains
a formidable reality to confront—a seminal analysis of a virtuoso theoretician
that has profoundly affected the direction of Pasternak criticism, endowing it
with much excitement, but also leaving it in a critical quandary. For there is
a further problem to consider: the essential framework of Roman Jakobson’s
1935 essay closely resembles Pasternak’s own distinction between similarity
and contiguity [acconuartuBHas CBs3b 110 CXOACTBY MIU 11O CMEXHOCTH]
in “The Wassermann Test” [Baccepmanopa peaxiysl,!! his fiery review of
Vadim Shershenevich in 1914. Since this polemical essay was not reprinted in
Soviet Russia during the author’s lifetime, Pasternak critics and readers were
unaware for decades of the intriguing interconnection between Pasternak’s
theoretical pronouncements and Jakobson’s subsequent remarks. A direct line
of influence from Pasternak to Jakobson and then to the subsequent criti-
cism is noted by Livingstone, who echoes in this regard an emerging criti-
cal consensus: “[Pasternak’s] distinction between, on the one hand, metaphor
based on contiguity [ . .. ] and, on the other hand, metaphor based on simi-
larity between things or ideas, has been taken up by Roman Jakobson and,
after him, by a number of scholars, who find Pasternak’s own verse character-
ized by metonymy” (MG 70). Pasternak himself, then, rather than Jakobson,
becomes the principal source of the metaphor-metonymy paradigm, even
though Pasternak never spoke of metonymy but of contiguity, while Jako-
bson equated the two notions.!? Introducing Pasternak into the middle of

pre-1940 Pasternak [ . . . ] with the Futurist movement. [ ... ] With this Mayakovsky, and with
a number of his poetic contemporaries, Pasternak shared a quest and a discovery of new poetic
modes that pointed beyond the Symbolist achievement. The most accurate label for these inno-
vations is Expressionism, which at the beginning of the twentieth century became the dominant
artistic style throughout Europe” (Stepun 1962, 49-51). See also Hasty’s noting of “Pasternak’s
metaphoric explosions” and “picture-taking” (2006, 116-32), as well as Bjorling’s view of the
metaphoric early Pasternak (2006, 285-303).

11. As to the title of the essay, see Barnes (1998, 111): “The Wassermann Test” (with its title
borrowed from a medical test for the presence of the antibodies against syphilis) was a vitriolic
attack on the recent convert to Futurism, the former symbolist poet Vadim Shershenevich.

12. Though Hughes explains that Pasternak’s support of “contiguity” in “The Wassermann
Test” (1914) becomes in Jakobson’s essay of 1935 (see Jakobson 1969) Pasternak’s “predilection
to metonymy,” she avoids discussing the character of the actual historical connection between
the two works: “[Pasternak,] without naming it, describes metonymy and explains his predilec-
tion for metonymic expression” (Hughes 1974, 70). Barnes, however, is more openly critical of
this common theoretical stance: “the 1935 Jakobson’s ‘Marginal Notes on the Prose of the Poet
Boris Pasternak’ drew some of their ideas (without acknowledgement) from Pasternak’s own
article-review “The Wassermann Test’ (1914)” (Barnes 1998, 111).
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the debate significantly restructures its focus: it implies a direct interrelation
between Pasternak’s theoretical thought and his artistic style, thus offering
possibilities for analysis altogether missing when one approaches Pasternak’s
prose through the prism of Jakobson’s judgment. Fleishman, in responding to
some of these potential theoretical directions, characterizes Pasternak’s “met-
onymic” worldview as evidence of a phenomenological stance and Husserl’s
influence (Fleishman 1977, 19-21) and then adds Ernst Cassirer as another
probable source (Lehrjahre 132).1* In so doing Fleishman acknowledges, how-
ever, a certain insoluble residue—the lack of clear philosophical precursors
that could shed light on Pasternak’s distinction between contiguity and simi-
larity, and consequently elucidate the theoretical context of the writer’s work
with imagery (Lehrjahre 132-33).

In taking up the implicit challenge of this impasse in this chapter, I will
argue that Pasternak’s emphasis on the importance of “association by conti-
guity” [acconmaTnuBHas cBA3b 0 cMe>kHoCTH] in “The Wassermann Test” is
based on a much broader philosophical context than most scholars suspect,
a context altogether alien to Jakobson’s work. To clarify Pasternak’s thoughts
regarding the similarity—contiguity opposition (see 2.1) is to uncover, first
of all, major parallels between Pasternak’s terminology and David Hume’s
famous classification of observations and ideas along the principles of simi-
larity, contiguity in time and space, and causality (2.2). Hume’s classification,
as well as his belief that all impressions and ideas are derived from percep-
tion and are posterior to it, is a strictly philosophical position. Nowhere does
Hume apply this opposition to poetics, while Pasternak, in his move from
philosophy to poetry, readjusts his own philosophical training to a new field.
Pasternak’s characteristic insistence on the centrality of perception in poetic
work was, therefore, reinforced (if not suggested in the first place) by Hume’s
philosophical analysis, even though Pasternak’s attitude to Hume was also
sifted through Immanuel Kant’s equally famous objection to Hume—the locus
classicus of the meeting ground between materialism and idealism in mod-
ern philosophy (2.3). “The apriorist of lyricism” was the characterization Pas-
ternak chose for the Futurist poet in his essay “The Black Goblet,” written
roughly at the same time as “The Wassermann Test.”!* This definition points

13. Cf. Fleishman Lehrjahre 132-33: “The opposition of metaphor as similarity to meta-
phor as contiguity (‘with its compulsory force and spiritual drama’) in “The Wassermann Test”
(1914) may be a far echo of the critique of the theory of abstraction of [ . .. ] Ernst Cassirer.”

14. Pasternak’s involvement in Futurism was particularly acute in 1913-15, but he pub-
lished his polemical pamphlets in 1914 in the first and second editions of Tsentrifuga, the
publication of the innovatory Futurist circle, in opposition to Mayakovsky. Cf. Livingstone:
““The Black Goblet’ was Pasternak’s second published article. It was preceded by one published
in 1914 as “The Wassermann Reaction” (MG 69).
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to Kant, who argued in opposition to Hume that not all ideas were a poste-
riori, that is, derived from observation and experience; some were a priori and
preceded experience.

As T will argue in this chapter, such terminological resonances were not
accidental. In elucidating the implicit philosophical context and its role in Pas-
ternak’s youthful attempt at poetics, I will show that Pasternak argues for the
principal role of contiguities not in order to privilege them over metaphors,
but to pursue another goal altogether. In bringing together such opposed phil-
osophical positions as Humean skepticism and the idealism of Kant (and, by
extension, that of Plato), Pasternak aimed to emphasize poetry’s reliance on
perception and yet to preserve its link to a priori intuitions—an impossible
task, in his view, without preserving the importance of contiguities in poetic
art. This theoretical context was formulated in Pasternak’s polemical essays
of 1913-14 in a style that translated his philosophical training into a liter-
ary polemical discourse; on too many occasions Pasternak was stating philo-
sophical ideas as seemingly commonplace, if idiosyncratic, assertions, and this
manner of writing stymied most of his critics. It inspired, however, Roman
Jakobson’s famous argument of the metonymy-metaphor opposition (2.4),
even though for Jakobson the implied conflict between Hume and Kant was
hardly essential. All of this suggests, then, that the clarification of the differ-
ence between Pasternak’s “contiguity” and Jakobson’s “metonymy” constitutes
an indispensable step if one is to clarify a long-lost theoretical background for
Pasternak’s early prose.

2.1 Pasternak’s “justification through metaphor”

“The Wassermann Test,” on the surface, is a vitriolic attack on Vadim Sher-
shenevich for disregarding the “associations by contiguity” (“metonymic” or
contiguous series in Jakobson’s rendition) and relying instead on metaphors
dictated by society’s marketplace. In this polemical essay, Pasternak’s writing
is dynamic, highly aggressive, but opaque.’® Only in the essay’s concluding
paragraphs does Pasternak unambiguously establish an opposition between
contiguity and similarity (or, as he also terms it, the opposition between
“proximity” and metaphor), which can be summarized as follows:

15. See Barnes: “His polemical article “The Wassermann Test' (Vassermanova reaktsiya)
was a typically oblique Pasternakian response to a commission from Bobrov which at the same
time pursued issues bound up with his own creativity. The set task, in this case, was to destroy
Shershenevich’s credibility as a poet” (1989, 166).
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a) association through contiguity or proximity [accounarusHas cBA3b 110
cmexxHoctn] is the essential work of the poet, for it creates the necessary
intensity for further transformative work;

b) this work is “justified” metaphorically only when metaphors emerge
out of the fermenting intensity of the poetic process, generated by the
dynamism of contiguities [TOIBKO SIBIEHMSM CMEXHOCTHI ¥ IIPUCYIA
Ta YepTa NPUHYAUTENLHOCTU U JYIIEBHOTO ApaMaTU3Ma, KOTOopasd
MOXeT 6bITh onpaBjiana Metadopuaecku] (PSS 5:11);

c) only consumers believe that metaphors and symbols constitute the
essential poetic work, and Shershenevich has accepted this view;

d) metaphors, when not necessitated by contiguities, are products of the
marketplace;

e) contiguities, the fruits of poetic observation, call forth the need for
metaphors, and without that practice there is no genuine poetic work.

Although Pasternak’s style may seem tortuous, his suspicion of market-place
metaphors is significantly ahead of his time, for “The Wassermann Test” is one
of the first theoretical works that resists the power of metaphoric relationships
by emphasizing that they (when unaccompanied by contiguities) expand and
reflect the extraneous codes of social conditioning and economic relations:

Figurative imagery—this is what emerges in the understanding of the con-
sumer as a principle of poetry. [ ... ]

However, even the construction of Shershenevich’s metaphor is such
that it is called forth not by the inner need of the poet, but dictated rather
by the conditions of external usage. [ .. . ]

The fact of similarity, more rarely—the associative link according to
similarity—and never the fact of proximity—this is the origin of Sher-
shenevich’s metaphors. In the meantime the sense of necessity and inner
dramatism is a characteristic of proximity, which can [then] be justified
metaphorically. An independent need for association through similarity
is simply unthinkable. However, such and only such association can be
necessitated from within.

durypanbHas 06pasHOCTD, BOT YTO CBA3BIBAMIOCH BCEIZA B IIPE/ICTaBIIe-
HUYM OOBIBATENA C IOHATUEM IO33UM. | . . . |

Onnako u ctpoit Metadopsr lllepureHeBnya TaKOB, 4TO He KaXKETCA
OHa BbI3BAHHOIO BHYTPEHHEl MOTPeOHOCTHIO B Hell 109Ta, HO BHYIIEH-
HYIO YCITOBMAMM BHEIIHETO NOTpebmeHus. | . . . |
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DakT CXOfCTBA, peXKe aCCOIMATUBHAS CBSI3b [0 CXOfCTBY U HUKOTTA
He II0 CMeXHOCTH—BOT npoucxoxjenne meradpop llepmenesnya.
Mex/y TeM TONBKO SIBIEHNUSAM CMEKHOCTH M IIPUCYIIA Ta YepTa IIPUHY-
AUTENIbHOCTHU 1 [YIIEBHOIO ApaMaTu3Ma, KOTOpas MOXeT OBITb OILIpaB-
nana Metadopnyeckn. CaMocTosTeIbHASL IOTPEOHOCTD B CONMMKEHUN
10 CXOACTBY IIPOCTO HEMBICIMMA. 3aTO TaKO€e M TOIBKO TaKoe COMKe-
HUe MOXeT ObITh 3aTpe6oBaHo n3BHe. (PSS 5:10-11)

Such an approach to metaphor, novel in 1914, has become since the 1980s a
mainstay of literary analysis.!® By contrast with the contemporary (or post-
structuralist) position, however, Pasternak does not resist metaphor as such;
rather he points to a poetic process within which metaphors can be renewed
or “justified” as part of the poet’s contemplative attention to locality, to its
proximate, immediate (or contiguous) phenomena.

The conclusion that metaphor must be necessitated from “within” by the
expanding “associations through contiguity” (that reflects the phenomena
grasped by the poet’s perception) is carefully prepared throughout the essay.
Shershenevich’s metaphors are indicative, Pasternak claims, of the poet of
marketable ideas, not of the poet-nurturer or poet-developer; the world Sher-
shenevich represents lacks “the intimacy of the individually fostered device”
developed in “the lyrical space of the initial conception” [mupux[u] 3ambicia
COTPETOrO VHTMMHOCTBIO JIMYHO B3/MmIessHHOro npuemal (PSS 5:6). Shersh-
enevich’s metaphors, therefore, point to the external fashion only, with poetry
as a bi-product that reinforces the prevailing tastes of consumers: “the keys to
Shershenevich’s locks are found among the amateurs of the crowd” [xmoun
ot lepieHeBMYecKX 3aTBOPOB—B pyKax mobuTesneil 13 Tonnbi] (PSS 5:11).
The sharpness of the polemical attack must be understood as part of a much
wider picture: the problem is not even that Shershenevich’s metaphors, “pack-
aged from without,” lack justification from “within” Rather, contiguity and
similarity in poetry should not be independent—or opposed—associative
principles. The intimate work of the poet’s perception, expressed through the
language of contiguities, is a pre-condition to the discovery of the “inner her-
mitage,” the poet’s capacity for integrative contemplation, assisted by emerging
metaphors. If contiguity’s role is the training ground for seeing the proximate,
metaphor is a lock to the deepest chambers of contemplative space where vari-
ous elements of vision and experience are to be integrated and transformed.

16. See Jacques Derrida’s proclamation: “a metaphor would be forbidden. The presence/
absence of the trace [ . .. ] carries in itself the problem and the spirit” (1976, 71).
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This process of integration is of the highest value; all else is merely preparation
for it, even though the integration cannot be achieved without all the prelimi-
nary steps:

The lyrical agent, call it whatever you want, is, first of all, the vehicle of inte-
gration. The elements which are submitted for integration, or rather, which
receive their life through it, are altogether insignificant in comparison with
the integrating process itself.

[...] One wants to compare metaphor with that ornamental lock, the key
to which is kept by the poet, and, in the worse cases, with the lock through
whose keyhole!” one can look at the female hermit hidden in the stanza.

JIupudeckuit fesiTeNnb, Ha3bIBaliTe €T0, KaK XOTUTE,—HAYa/I0 UHTETPUPY-
folljee TIPeX/ie BCEro. JIeMeHThI, KOTOPbIe IIOABEPraloTCsl TAKOI HTET-
paunu wiy, 1ydiile, OT Hee TOIbKO MONyYaloT CBOI XXVU3Hb, ITy6OKO B
CPaBHEHNY C HEIO0 HeCYI[eCTBEHHBL.

[...] [M]eradopy xoueTcs CpaBHUTD C TEM Y30PUATBIM 3aMKOM, K/TIOY OT
KO€r0 XPaHNUT OJVH JIMIIb 03T, ja ¥ TO—B XYALIMX CIYYasiX ¢ 3aMKOM,
CKBO3b CKBXIHY KOTOPOTO Pa3Be TOIBKO MOACMOTPUIID 3a TasILIeNcst B
stanz’e saTBopHu1eit]. (PSS 5:9-10)

The “female hermit” [3aTBopHuIa] of the passage gives readers pause or at
least a jolt. In Pasternak’s later writing the “female hermit” will be habitually
connected to the presence of the immeasurable or infinite. The female her-
mit is either soul (as, for example, in his poem “Soul” [dyura] of 1915, where,
not unlike Princess Tarakanova, the soul is “a prisoner of years” [mrennnna
net] [PSS 1:84]), or is indicative of the presence of the Muses (as in Luvers
[3aTBOpHMIA B mecHe]),'® or of the future, still brewing and undisclosed.? In

5.«

17. Kling’s (2002) argument that Pasternak is aware of Bryusov’s “keys of the mysteries” is
highly apt in this context: “Let us also remember a gesture towards the ‘theurgists —the essay
“The Keys of Mysteries’ in Vesy (1904 [1]): Pasternak tries out on himself the theurgistic neck-
lace ‘of pure creativity, purified from all extra elements’ art, on the basis of life” (2002, 33).

18. When Zhenya Luvers sees the three still women in black, prior to her meeting Tsvetkov,
she muses: “They showed up black, like the word ‘anchorite’ in the song” [Onu yepHesnucs, Kak
cr1oBo “sarBopHuia” B mecue] (CSP 151; PSS 3:54). The reference to the “female hermit” here is
mysterious and ambiguous. Among the multiple meanings, the reference to the hermit may also
signify the “black” mistress-soul of Solomon’s “Song of Songs”

19. See in Doctor Zhivago a sinister apprehension of the future, presented through a female
hermit [3aTBopHual, the unstable mother of Evgraf: “The princess is a recluse. She lives—God
knows on what—in her house just outside Omsk, and she never goes out. [ . .. ] And recently
T've had the feeling that the house is staring at me nastily, through all its five windows, across
the thousands of miles between Siberia and Moscow, and that sooner or later it will give me the
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“The Wassermann Test,” however, the female hermit appears without expli-
cation, disturbing and seemingly out of place. Thus, no matter what oblique
connotations the image may signify in his later writing,? its role in 1914 is to
point to the mystery that contrasts with the quickly churning images of the
marketplace.

In other words, for all its polemical avant-garde bravado, “The Wasser-
mann Test,” from its first paragraph, is directed against modernity if moder-
nity means the repackaging and reassembling of images by means of a
conveyor belt and eradicating those signposts of “grey antiquity”—the signi-
fiers of the sacred—that are still preserved in the language of the past:

In our century . . . of democratization and technology such principles as
vocation and personal gift are viewed as superstitions. “Laisser faire, laisser
passer” has entered in the area of artistic enterprise. [ ... ] To grey antiquity
one attributes such expressions, quite meaningless nowadays, as talent, feu
sacré, etc. [ ... ]

As always, the sign is given by the market. The reader no longer
requires relationships with the thinker Dei gratia, just as he is no longer
troubled by the question of whether the design of his textiles is woven by a
Lancaster craftsman or executed by machine.

B Haul BeK . . . leMOKpaTu3Ma ¥ TEXHUKI TOHATYS IPU3BAHNS U JIMYHOTO
llapa CTAaHOBATCA BpegHBIMU Ipefipaccygkamu. “Laisser faire, laisser
passer” IPOHMKaET ¥ B 00/1aCTh XyIOXKeCTBEHHOTO IIPOM3BOACTBA. | . . . |
K cenoit 910l cTapyHe HY>KHO OTHECTI M TaKe CMbIC/IA JIMIINMBIINECS
BBIpaXeHNs, KaK TajauT, feu sacré, m . [ ... ]

Kak 1 Bcerjja, 3HaK OBIT IOJAH C PbIHKA. Y YMTaTeNsI HET IOTPeOHO-
CTU B CHOIIEHVSIX C fiesitenieM Dei gratia, Kak He 3aHMMAeT ero BOIIPOC O
TOM 3aJlyMaH /1M y30p ero CyKHa JTaHKACTePCKUM CYKHOLEIOM My 6e3-
BIMAHHO TOAKMHYT MalINHOI. (PSS 5:6)

evil eye” [Kusaruns—3arBopuuiia. OHa 6e3BbIe3[JHO XXMBET C CBIHOM B CBOEM OCOOHSIKe Ha
okpante OMCKa Ha HeV3BeCTHBIE CPeACTBa. | ... | VI BOT Bce moCIeiHee BpeMs y MEHsI TaKoe
9yBCTBO, OYATO CBOMMI IIATHIO OKHAMI 9TOT JIOM HeJOODPBIM B3IIALOM CMOTPHUT Ha MEHH
depes THICSUM BepcT, oraesstomue Espomnerickyo Poccnto or Cubupu, u paHO WK IO3HO
MeHs crinasut) (PSS 4:71).

20. Aslate as 1957, in the poem “After the Break” [ITocie mepepsiBa], the image of a hermit
[sarBopHuK] is still directly linked to writing: “I estimated in my mind / That I will close off
as if a hermit” [[TpukuHyn ToT4Yac 51 B yme. / YT0 s yKpoIOCh, Kak 3aTBOpHUK] (PSS 2:176). In
“Behind the turn” [3a moBoportom] (PSS 2:187), the mysterious singing bird does not permit
anyone to come to her threshold [u He myckaer na nopor / Koro He Hago] as she guards the
unknown certain future).
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These transcendental significations, introduced at the beginning of the
polemic seemingly d propos (thrown in as habitual expressions in French and
Latin—feu sacré, etc., and Dei gratia), make their way into the text almost
unobserved, protected by the apparent bluster of a debonair poet. Nonethe-
less, these terms, together with the mysterious “female hermit” behind the
metaphoric lock, establish implicit contiguities and deepen their significance;
the work of contemplative perception of the proximate refuses to banish nou-
mena or a sense of a priori intuitions, all equally endangered by the new fash-
ion, common in equal measure to politics, art, and the marketplace. What is
being attacked, then, is not merely Shershenevich, but rather the emergence
of a new social order and its outright dismissal of the hidden or sacred from
the poet’s vocation—a version of Futurism that Pasternak vehemently rejected
from his first steps as a poet.?!

2.2 The “unparalleled analytical clarity of Hume”*

The philosophical antecedents of this extraordinary argument are actually
at the very center of Pasternak’s philosophical studies: they emerge from his
knowledge of David Hume’s “association of ideas” Hume’s insistence that
impressions have a vibrancy of vitality, lost when they are transformed into
ideas, was accepted enthusiastically in Pasternak’s student notes and his let-
ters, and yet this acceptance came with an important proviso. Pasternak’s ren-
dition of Hume was placed alongside his understanding of Plato, Kant, and
Post-Kantian philosophy. Even though Pasternak’s long essay on Hume has
survived only in part, “The Wassermann Test” remains an important docu-
ment reflecting the development of Pasternak’s philosophical thought. Paster-
nak’s terminology—for instance, his introduction of the distinction between
similarity and contiguity—is a clear debt to the laws of David Hume’s famous
“fork” in An Enquiry Concerning Human Understanding, and particularly to
Hume’s division of subjective experience, drawn from perception, into impres-
sions and ideas, with the latter organized by the laws of (1) resemblance or

21. Fleishman traces this position of 1914 all the way to a highly dangerous confrontation
with Left Futurism, and the principle of “social demand” to the arts [corjuanpubit 3akas] in the
middle of 1920s. Thus, Pasternak’s support of Vyacheslav Polonsky (expelled from Novy Mir in
1931 and exiled in 1932 to Magnitogorsk, en route to which he died from typhus) must be read
in the context of his opposition to the market-place generated metaphors in “The Wassermann
Test” See Fleishman (1980, 72ft).

22. Cf. “Ananurudeckas 3opkoctb IOMa He 3HaeT Huvero pasHoro cebe” (Lehrjahre
1:222).
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similarity, (2) contiguity in time and space, and (3) causality (which is essen-
tially for Hume contiguity through time):?

To me, there appear to be only three principles of connexion among ideas,
namely, resemblance, contiguity in time or place, and cause and effect.

[...] A picture naturally leads our thoughts to the original [resemblance]:
The mention of one apartment in a building naturally introduces an
enquiry or discourse concerning the others [contiguity]: And if we think
of a wound, we can scarcely forbear reflecting on the pain which follows it
[cause and effect]. (1.3. 4 3-4; 2007, 20)

In his notes on Hume that preceded his studies in Marburg, Pasternak care-
fully diagrams this “fork” and supplements the diagram (noted in English)
with a meditation on the causal progression from impressions to simple and
complex ideas:

perceptions

impressions ideas

Ideas exist in a causal relationship from impressions; the first appearance
of each idea necessarily appears as an impression; impressions are simple
and complex; [ . .. ] simple ideas are correlated with simple impressions;
complex ideas do not correlate in this manner.

Ideas B mpuumMHHOI 3aBUCKMOCTH (?) OT impressions; mepBoe IOsABIEHNE
Kaxpoit idea 06s3aTebHO impression; IPOCThIE U CIOXKHBIE, TPOCT<bIE>
BBI3BIBAIOTCH, MIPOCTHIe ideas COOTBETCTBYIOT IPOCT<BIM> impressions,
CTIOKHBIE He cOOTBeTCTBYIOT. (Lehrjahre 1:209)

Thus, just as in Hume’s philosophy where the power of impressions acquired
through perception remains the foundation of ideas, whether the latter are
analytical or imaginative, Pasternak in “The Wassermann Test” makes the
world of the proximate, grasped by perception, a precondition for metaphoric
processes.

23. See Traiger’s exposition of the relationship between causality and contiguities in space
and time: “It is unclear how something that has not existed for many years can suddenly cause
the occurrence of the state of mind here and now; indeed, Hume himself says that a causal
relationship between two things requires their temporal and spatial contiguity. . . . Even if we
waive the requirement of spatial contiguity for causal relations between perceptions, we are left
with the unmet requirement for contiguity in time” (2006, 49).
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Indeed, in his 1910 philosophical notes, Pasternak carefully details how
ideas are derived from perception through impressions, and he observes that
the imagination, working from perception and expanding beyond “simple
impressions,” operates through the relationships of similarity and temporal
and spatial conjunctions or links (in other words, contiguities):

Fantasy (or imagination) aims to develop combinations (ideas) out of sim-
ple perceptions which do not correspond to impressions, according to a
particular principle. These principles are as follows: the relationship of simi-
larity, temporal, spatial, and causal series. In this, memory and imagination
coincide: both activities link simple impressions according to the same three
principles.

@anTasust (Boobpax|eHne]) crpeMuTcst U3 MpOCTHIX perceptions obpa-
30BaTh KOMOVHaL UK ideas, He COOTBETCTBYeT impressions, 110 OIIpefieeH-
HOMY HPUHLUITY. OTU IPUHIUIIBL: OMHOUWEHUS cX00Ccmea, epemer[H]otl,
npocmpancmeentoti U NPUMUHHOL c6s13U. B amom cosnadarom soobpasce-
Hue U Namsmo; 06e 0esmenvHOCMU CBA3bI8AI0M NPOCHble BOCHPUSTNUS NO
mem sice mpem npuryunam. (Lehrjahre 1:209; emphasis added)

Thus, when Pasternak in “The Wassermann Test” lays out the laws of similarity
and contiguity, he has not forgotten the relationships described in his diaries
as “temporal, spatial and causal series” [oOTHOLIeHMS CXO[CTBA, BpeMeH-
[H]oii, mpocTpaHCcTBeHHON U pudnHHON cBs3u] (Lehrjahre 1:209). Nor is
he unaware of Hume’s unambiguous insistence that every idea and every fan-
tasy derives its power from perception: “Let us chase our imaginations to the
heavens, or to the utmost limits of the universe; we never really advance a step
beyond ourselves, nor can conceive any kind of existence, but those percep-
tions, which have appeared in that narrow compass” (A Treatise of Human
Nature, 1.1.6; 2000, 49). And when Pasternak in July 1914 writes in his letters
to his parents that the gift of the poet?* is predominantly that of “sight” and not
of “thinking,” it is impossible to ignore his student years dedicated to Hume:

It seems to me that the artistic gift consists in the following: in a fateful,
instinctive, and unintentional manner, one must see as others think, and,
vice versa, think as others perceive.

24. As Susanna Witt points out, “The emphasis on seeing in connection with creating has
been observed by many scholars” (2000a, 32), as she proceeds to argue that Yuri Zhivago “writes
poetry as an artist paints etudes” (2000a, 34).



Similarity and Contiguity | 51

MHe KakeTcs, XyA0>KeCTBEHHOE JapOBaHIe 3aK/II0YaeTCsl BOT B UEM:
HaJJ0 POKOBBIM, MHCTUHKTUBHBIM 1 HEIIPOM3BOIBHBIM 00Pa30M BULETH
TaK, KaK BCe IIpoYye AyMaloT, 1 Ha06OpOT, [yMaTh TaK, KaK MpOUNe
Bupat. (PSS 7:185)

It is probable, then, that Pasternak aims, above all, to preserve the vitality of
all available pathways from perceptions to impressions and ideas and that his
insistence on the importance of contiguities [oTHOIIEHNA IPOCTPAaHCTBEHHO
cBasu] in “The Wassermann Test” must be read in this context.

The notes of Lehrjahre cannot be viewed, of course, as a precise indicator
of Pasternak’s thoughts in 1914, but the philosophical diary reflects, none-
theless, the direction of his philosophical interests as he studied Hume. The
evidence of Lehrjahre, together with “The Wassermann Test,” suggests, for
instance, that Pasternak’s early philosophical interests were still very much in
play even after he broke with philosophy and that his emphasis on the need
for the widest pathways from perception and impressions to poetic activity
(with similarities never outweighing the power of contiguities) reflects Hume’s
insistence that all ideas, simple or complex, weaken the vitality of immediate
impressions and lose that initial “force and liveliness with which they strike
upon the mind” (Treatise, 1.1.1; 2000, 7).2° Even Pasternak’s passionate defense
of contiguities in poetic work follows Hume, who observed that contiguous
relationships between objects, when repeated, carry a sense of inexplicable
mystery:

There is nothing in any objects to persuade us, that they are either always
remote or always contiguous; and when from experience and observation
we discover, that their relation in this particular is invariable, we always
conclude that there is some secret cause, which unites or separates them.
(Treatise, 1.3.2; 2000, 53)

Both in 1910 and 1914, then, Pasternak agrees with David Hume that the
pathways from perception to imagination have to be all-inclusive if they are to
preserve the vitality of impressions.

25. As Hume writes, the impressions are “all our more lively perception[s], when we hear,
or see, or feel, or love, or hate, or desire, or will” (Enquiry 1.2. 4 3; 2007, 15), and ideas are fainter
and weaker entering reality “when we reflect on a passion or an object which is not present”
(Treatise 2.3.7; 2000, 275). It is in this context that Pasternak’s development of Symbolism needs
to be located; after Hume his path to imagination is through the vitality of impressions, not
through symbols or ideas “purified from perception”
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It is highly plausible, then (and here the missing, full text of the longer
paper written in 1912 for Moscow University would have been most help-
ful), that in downgrading metaphor to a position dependent on contiguities,
Pasternak imitates Hume’s challenge to traditional understandings of philoso-
phy. As Hume dismisses philosophers™ habitual dedication to the primacy of
ideas, a process that started with Plato, so Pasternak dismisses the central-
ity of metaphor, understood by “consumers” as the essence of poetry. Hume,
indeed, reversed Plato’s view that material reality is only a copy of “ideas”;?
he instructed philosophers that perception, not ideas, should be the subject of
philosophical study: “I desire those philosophers, who pretend that we have
an idea of the substance of our minds, to point out the impression that pro-
duces it, and tell distinctly after what manner that impression operates, and
from what object it is derived” (Treatise, 1.4.5; 2000, 153). Thus, ideas as faint
copies of experience are necessarily “posterior;” being increasingly weaker
resemblances of actual reality:

An impression first strikes upon senses, and makes us perceive heat or cold,
thirst or hunger, pleasure or pain of some kind or other. Of this impres-
sion there is a copy taken by the mind, which remains after the impression
seizes, and this we call an idea. [ ... ] These again are copyd by the memory
and imagination, which perhaps in their turn give rise to other impressions
and ideas. So that the impressions of reflection are only antecedent to their
corresponding ideas; but posterior to those of sensation, and derived from
them. (Treatise, 1.1.2; 2000, 11)

Pasternak’s indebtedness to Hume includes, therefore, a taste for a certain
argumentative flamboyance, common to both thinkers. And if this flamboy-
ance on Pasternak’s part was relatively short-lived or his admiration for Hume
limited, his acceptance of Hume’s skepticism had much deeper roots.

In his university notes, Pasternak praises the “incomparable” analytical
powers of Hume [Axanntudeckas sopkocts IOMa He 3HaeT HM4YEro pas-
Horo cebe] (Lehrjahre 1:222), but he also emphasizes Hume’s “blind” dis-
missal?”” of what Descartes called “connexion nécessaire,” the power of the

26. Cf. Plato, Republic, Book X, 596-601e (2005, 820-26).

27. See his characterization of Hume’s “blindness” to ideas and to the formulas underly-
ing the phenomena of nature: “The foundations of connections are minimized in status to that
of the causes of combinations. He is blind in relation to the constitutive inseparability of the
mathematical principles with the objects and objective facts of nature” [OcHoBa KOHHeKCHUM
MeJIbYaeT JI0 MOBOJA K KoMOuHupoBauuio. OH CJIell 110 OTH<OUIEHNI0> K KOHCTUTYTUBHOI
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ideas that arise in the mind, alike in precision and vitality to mathematical
formulas, and armed with the vital power to define reality, rather than being
defined by it:

But the connection of ideas, called by Descartes “connexion nécessaire”
lose in Hume their necessary nature, their inner productive mathemati-
cal verity. Although Hume cites the examples of geometric, algebraic and
arithmetic relations, he does not see how these connections, independent
from their immediate links to the processes of nature, are viewed all the
more as constitutive of nature.

Ho u cBsA3u upeii, Ha3BaHHble [lekapToM “‘connexion nécessaire” muima-
I0TCS1 Y HEro HeO0OXO[MMOCTH, BHYTPEHHOI, IPOAYKTUBHO MaTeMaTu-
4ecKoil UCTMHHOCTH. XOoTs FOM 1 HpMBOAUT KaK NPUMeEpPbl OTHOLIEHWS
reoMeTpun, anreOpsl u apudMeTHKY, HO OH He BUIUT, KAK 3TU CBA3M,
6e30THOCUTENbHBIE K OBITUIO X 00pa3oBaHUIl B IPUPOJE Bellell,
MIMEHHO [109TOMY IIPM3HAHBI KOHCTUTYUPOBATD 9Ty Ipupoxy. (Lehrjahre
11:52)

While the emphasis on the primacy of seeing was to stay with Pasternak
for the rest of his life, there is no parallel denigration of the power of ideas;
instead he adds a complexity to his visual images that has no parallel in Hume.
“The Wassermann Test” is indicative in this regard of the care, caution, and
an admixture of cunning (hidden in the language of a Futurist debater) with
which Pasternak states in 1914 his allegiance to the material proximity of
phenomena grasped by perception, and yet also intimates the reality of tran-
scendental imprints underlying the impressions of any artist who fights for
the longevity of his feu sacré.?® In this manner “The Wassermann Test” sug-
gests a perilous complementarity between materiality and ideality, betray-
ing its author’s awareness of a Kantian and Post-Kantian critique of Hume’s
skepticism.

HepaspbIBHOCTY MaTeMaTWY<eCKUX> MOHATHI ¢ Bemamu u daktamu npuponnt] (Lehrjahre
11:52).

28. See the image of feu sacré in “The Letters from Tula,” in Pasternak’s imitation of Tolstoy:
“A fashion has established itself in life, such that now there is no place left in the world where a
man may warm his soul at the fire of shame; for the shame has everywhere gone damp and will
not burn” [3aBesics Takoit MOMNG B )KU3HY, OTYETO HE CTA/IO HA 3eMJIe MONOXKEHWIA, ITie Obl
MOT 4e/IOBEK COTPETh YLy OTHEM CThIAQ; CTHII IIOAMOK IIOBCEMECTHO 11 He roput] (CSP 121;
PSS 3:28).
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2.3 Perception, contiguity, and Immanuel Kant’s
a priori of time and space

For Hume, as for Locke and for empiricists generally, all thought starts in per-
ception: “Nihil est in intellectu, quod antea fuerit in sensu” (Lehrjahre 11:51).
For Kant, by contrast, a priori principles exist prior to the a posteriori aspects
of cognition derived through experience and impressions. As Kant famously
announces in the first pages of his Critique of Pure Reason, these a priori prin-
ciples underlying perception strike one’s consciousness with a force character-
ized by intrinsic necessity:

But even though all our cognition starts with experience, that does not
mean that all of it arises from experience. [ ... ] Yet experience is far from
being our understanding’s only realm, and our understanding cannot be
confined to it. Experience indeed tells us what it is, but not necessarily
that it must be so and not otherwise. And that is precisely why experience
gives us no true universality; and reason, which is eager for that [universal]
kind of cognition, is more stimulated by experience than satisfied. Now
such universal cognitions which are at the same time recognized by intrinsic
necessity, must be independent of experience, clear and certain by them-
selves. Hence they are called a priori cognitions; by contrast, what is bor-
rowed solely from experience, is, as we put it, cognized only a posteriori, or
empirically. (Kant A1; 1996, 43-44; emphasis added)

And according to Kants most startling dictum, we would be unable to appre-
hend both time and space in specific instances without their a priori reality,
independent of our perception:

Space is not an empirical concept that has been abstracted from outer
experience. For the presentation of space must already lie at the basis in
order for such sensations to be referred to something outside me. (Kant
A23/B38; 1996, 27)

Time is not an empirical concept that has been abstracted from any experi-
ence. For simultaneity or succession would not even underlie our percep-
tion if the presentation of time did not underlie them a priori. Only on the
presupposition of this presentation can we present this and that as being
at one and the same time (simultaneously) or in different times (sequen-
tially). (A30/B46; 1996, 32)
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As his student diaries indicate, Pasternak’s philosophical training was focused
to a great extent upon the synthetic character of perception which blends a
posteriori and a priori phenomena. In notes taken prior to Marburg, he jots
down the following characterization of Kant’s time and space (this passage is
only a brief example of many similar notes):

Space and time are guided by immanent laws, which belong to the very
essence of contemplative activity. Space and time are constitutive principles
of every separate act of apprehension. When we free them, in abstraction,
from all their sensible content, we only raise to consciousness those laws
which operate in the genesis of every apprehension.

ITpocTpaHCTBO U BpeMsi MMEIOT MMMAHEHTHYIO, CBOMICTBEHHYIO CaMOil
CYIIHOCTY CO3€epIiaTeNbHOIl [IesITeIbHOCTI 3aKOHOMepPHOCTb. [Ipo-
CTPAHCTBO U BpeMs—KOHCTUTYTVMBHbIE HPUHINIIBI K&KZOTO OT/e/b-
Horo Bocipusitus. Korjga Mbl 0cBO6OXKaeM 1X, B abCTPaKIMM, OT BCETO
YYBCTBEHHOTO COZIEPXKAHS, MBI TOIBKO IIPUBOAMM B CO3HAHNE Ty 3aKO-
HOMEPHOCTD, KOTOPast [IefiCTBUTE/IbHA B TMHE3NCe KAXKILOT0 BOCIIPUS-
tus. (Lehrjahre 11:12)

This conception, of course, was central to instruction in the Marburg school;
Hermann Cohen’s exposition and critique of Kantian synthetic knowledge
dealt directly with a posteriori and a priori aspects of cognition unifying in the
act of apperception within a transcendental subject.

In order to honor Hermann Cohen’s work on synthetic judgment, Paster-
nak’s Safe Conduct presents Cohen’s teaching in the following manner: prior
to unfolding his own findings and demanding from students a definition of
Kantian apperception (CSP 56; PSS 3:188), the great Marburg philosopher dra-
matizes for his students the full intensity of the battle between pre-Kantian
metaphysics and Humean skepticism,? himself siding with Hume:

Already I knew how on some other occasion, stealthily creeping up on
the Pre-Kantian metaphysics, he would croon away, pretending to woo
it, then suddenly utter a raucous bark and give it a terrible scolding with

29. Pasternak invariably emphasizes the dramatic gift of Hermann Cohen, in a hidden
echo, perhaps, of Cohen’s own view from 1906 (several years after Kants Begriindung der Asthe-
tik) that drama manifests the new spirit of the age: “the peculiarity of drama is the realization
of action not only by the author on the stage, but in a ‘dialogue’ between actor and spectator, in
a spiritual exchange between the two” (Poma 2006, 91).
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quotations from Hume. How, after a fit of coughing and a lengthy pause,
he would then drawl forth, exhausted and peaceable, “And now, gentle-
men . .., which meant that he had finished telling the century off, the
performance was over, and it was possible to move on to the subject of the
course. (CSP 44)

Y>ke 51 3HaJI, KaK B [PyroM KaKOM-HUOYAb CIydae, BKPaZ4MBO MObEXaB
K JOKaHTOBOI MeTaduauke, pasBOPKyeTCcs OH, GpepraKypHuYas C Heil,
fia BAPYT KaK TapKHeT, 3aKaTUB ef CTPALIHbI/i HATOHAN C IIUTATAMU U3
FOma. Kak, packauIsBIINCDh U BBIEP)KAB JOITYIO T1ay3y, MPOTAHET OH
3aTeM yTOM/IeHHO 1 Mupomo6uso: “Und nun, meine Herrn. ... ” M ato
Oy/fieT 3HaUUTh, YTO BBITOBOP BEKY C/Ie/IaH, IPeCTaBIeHbe KOHYMIOCh I
MOXKHO HepeiiTy K IpeaMeTy Kypca. (PSS 3:173)

The whole experience of Marburg in Safe Conduct is presented, in fact, as
an experiment in synthesizing temporal and spatial sequences, open to the
immediate perception, but suggesting a deeper “transcendental” and immea-
surable signification. Even the town itself is depicted as resting in its depth
upon the “lowland” [HusnHal, first discovered by Saint Elizabeth on her leg-
endary nightly walks. On these trips, the eccentric saint directed her steps
toward Marburg’s “unreachable” foundations and in the process established
the spatial height and depth of the city’s life. As she organized the space, the
town began to operate, and has operated ever since, by means of the synthetic
blending of chronological and non-chronological time, hidden in the town’s
lowest depth:

Since that time the town, establishing itself along the path of her nightly
excursions, had set firm on the height in the form it had taken by the mid-
dle of the sixteenth century. But the lowland that had harassed her spiri-
tual peace, the lowland making her break the orders of her superior, the
lowland set astir by miracles as before walked fully in step with the times.
(CSP 43)

C TexX l'IOp I‘OPOI[, paCHOHO)KI/IBH.II/II?ICH 10 I'IYTI/I €€ HOYHBIX BbI/Ia30K,
3aCTbIJT HA BO3BbBILLIEHbBM B TOM BUIE, KaKo HpI/IHHH K cepem/me miecT-
HagnaToro CTojaeTbA. Hwusuna Xe, paCTpaBTIHBH.IaH ee I[yIlIeBHbII/UI HOKOI?I,
HIU3MHA, 3aCTaBJ/IABIIIAA €€ Hapr.IaTb YCTaB, HU3NMHAa, HO-HPC)KHQMY Hp]/[-
BOoJauMasAa B IBUIXEHbE qy,uecaMM, nrarasia B l'IOJ'IHyIO HOI‘Y C BpeMeHeM.
(PSS 3:174)
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In this manner Pasternak’s depiction of Marburg enacts the philosophy prac-
ticed in its famous School. The atemporal layers of human perception enter
not merely the town’s locality; they transfix the minds of the students drawn
to Hermann Cohen and his instruction.

Pasternak’s notes on Hermann Cohen’s Kants Theorie der Erfahrung indi-
cate further work on atemporal signification. The roots of Kantian transcen-
dentalism for Cohen, Pasternak observes, are not phenomenological; they are
Platonic. In Cohen’s world,* the Kantian a priori principles are synthesized
through the centuries and become interconnected with the Platonic world of
ideas (Republic, Book VII, 524-25), which are as independent of subjective
impressions as the laws of mathematics and geography:

The beginning of the history of epistemology is found in Plato’s differen-
tiation within apprehension between the processes which do not call for
scientific study and those which require the contemplation of numbers
and geometrical designs. The latter—“awakening”—of the mind; these turn
the mind away from the sensual and direct it towards the contemplation
of essence. Such an apprehension is “drawing to substance and calling up
thought?” [ ...] The systematization of this philosophy unites Plato and Kant.

Havayo ucTopuy KpUTUKY IO3HAHMA JIeXNUT B [I/1aTOHOBCKOM pasnin-
YMY BOCIPUATHUSA, KOTOPOE He IPU3bIBAET HAYYHOTO PACCMOTPEHN, OT
TAKOT'0 BOCHPUATUSA, KOTOPOE /JaeT HOBOJ, K MBIIIEHVIO YMCEIT M CO3ep-
IJAHUIO TeOMeTPUYECKMX Tel. DTO— £YePTIKA—pPasyMa, OHM OTBPAIAIOT
OT YyBCTBEHHOTO, HAIIPAB/IAA Ha cosepuanne cymero ([ ... Jxal peta-
OTPENTIK@V €T THV ToD §vtog Béav) . . . Takoe BocpusiTiie eCTb OAKOV
émi Thv ovoiav fj mapakAntikda Ti¢ dtavoiog [ . .. ] CucreMaTMYHOCTD 3TOM
¢unocodunu poguut Ilnarona ¢ Kaurom. (Lehrjahre 11:41)

An awareness of the a priori existence of transcendental principles and their
forceful energy—the “contemplation of essences,” which are understood in
Kant as the forms of inner and outer intuition of time and space*—consti-

30. See Poma’s examination of the relationship between Platonic “teaching of ideas” and
Cohenss ethics: “In Cohen’s view, Plato had not provided a satisfactory answer to this problem,
and perhaps, no such answer is possible, but positing the problem and the way in which it is
posited have an important meaning for critical philosophy” (Poma 2006, 179-80).

31. In Kants Critique of Pure Reason, time is a form of inner intuition, because unlike
space, it “cannot determine the outer appearances”: “it does not belong to any shape or position,
etc., but rather determines the relation of presentations in our inner state” (A33/B49-50; 1996,

88).



58 | Chapter 2

tutes an essential feature of Pasternak’s artistic vision, with its idealistic, even
metaphysical overtones, invariably emphasized and just as invariably masked
and skillfully subdued.®

In “The Wassermann Test,” then, Shershenevich, a misguided convert to
Futurism in the eyes of Pasternak, is criticized for employing only a small part
of the arsenal of image processing necessary for poetic maturation. And yet
in lamenting the absence of deeper layers in Shershenevich’s poetry (or the
lack of transformative potential in his “lyrical activity”), Pasternak remains
subtextually linked to Kant’s transcendental themes. These Kantian a priori
principles of “inner” and “outer” intuition,* present as an implicit subtext in
“The Wassermann Test,” emerge more clearly in “The Black Goblet,” an article
published in the second issue of Tsentrifuga’s “Rukonog,” just after “The Was-
sermann Test” (Barnes 1989, 166-68). In “The Black Goblet,” the relation-
ship between perception and contiguous series is unambiguous, although the
philosophical terminology of contiguity—accounaTuBHast CBSI3b 10 CMEXHO-
cTr—is not employed. Nonetheless, the leading image of this article—“coffres
volants” traveling between centuries—implies precisely this association of
contiguity of time; the tightly packaged “goods” [ro6po] in the flying coffers
are not objects; they are temporal sequences brought into an intense proximity
to each other. The Futurists, then, by contrast with Vadim Shershenevich, are
proclaimed as capable of condensing these “goods” into the tightest possible
content and are praised for this ability as the “apriorists of lyricism”:

The art of impressionism—the art of cautious handling of time and space—
the art of packaging; the moment of impressionism—the moment of pack-
ing for a trip; Futurism—for the first time, a startling example of packing
in the shortest possible time. [ . . . ] Generally, the movements of differ-
ent speeds, observed by us, present in themselves one of the multilayered
articles of all the good(s) chosen for the parcel.

[...] Permit then the impressionism in the heart of metaphor of

32. Pasternak’s tendency simultaneously to evoke and to “camouflage” his most startling
thoughts is best described by Pasternak himself, but it is usually applied to his later period when
he admits to Gladkov that he dreams about “originality unobtrusive, concealed in a simple and
familiar form” (Gladkov 1977, 33). However, as I will argue in this book, this tendency is opera-
tive in Pasternak’s prose from his first sketches. Partially it can be explained by his simultaneous
attraction both to Hume and to Kant, and by his conviction that a priori aspects must underlie
a posteriori experiences, even in his own artistic texts.

33. For Kant the a priori of time was grasped by “inner intuition”: “Time is nothing, but the
form of inner sense, i.e. of the intuiting we do of ourselves and our inner state” (A33/B49-50;
1996, 88). Space on the other hand was grasped though “outer intuition”: “Space is merely the
form of outer intuition . . . but not an actual object that can be intuited externally” (B457 n. 126;
1996, 460; emphasis in original).
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Futurism to become the impressionism of the eternal. The transformation
of temporary into eternal by means of the limited moment—this is the tru-
est meaning of the Futurist abbreviations.

[ ...] But only with the heart of lyricism there begins to beat the heart
of the Futurist, this apriorist of lyricism.

[...] VckyccTBO MMpecCMOHN3Ma—ICKYCCTBO GepeXxInBoro 06xo-
XJIeHNA C IPOCTPAHCTBOM U BpeMEHEeM—MCKYCCTBO YKIaJK/; MOMEHT
UMpPeCCHOHM3Ma—MOMEHT OPOXHBIX cO0pOB, QyTypU3M—BIIepBbIe
ABHBI CITy4ail TeMICTBUTENbHOI YKIaJKM B KpaT4ailmii Cpok. [ . . . ]
Boobie, ABIDKEHNA BCeX CKOPOCTell, HaOM0jaeMbIX HaMU, TIPeJiCTaB-
NAIT 06010 OJHY U3 MHOTOPA3/INYHENIINX CTaTell BCEro MpegHa3Ha-
YEeHHOTO K 9TO yKIajKe fo0pa.

[...]Ilo3BombTe e MMIIPECCUOHU3MY B CepJIlleBUHHOI MeTadope
¢dyTypusMa ObITh UMIIPECCHOHU3MOM Be4HOTo. [IpeobpasoBaHue Bpe-
MEHHOTO B BEYHOE IpPJ MOCPe[CTBE TMMUTUBHOIO MTHOBEHUA—BOT
VICTUHHBII CMBICT QyTypUCTUYECKNX abOpeBUaTyp.

[...] Ho TombKo ¢ cepaleM TMPUKYU HaYMHaeT OUThCA cepptie GpyTy-
pucta, aTOro anpuopucta mupuku. (PSS 5:13-14)

In other words, Pasternak’s “Black Goblet,” intriguing and unclear as the essay
may be, is saturated with direct evocations of the a priori realities of Futur-
ism, which employs—or so Pasternak proclaims—“the veritable lyrical expres-
sion, this truly a-priori condition of subjectivism” [ucTuHHas nMpuUKa, 3TO
HOVCTVHE alPUOPHOE YCIOBME BO3MOXKHOCTH CyOBeKTUBHOTO] (PSS 5:14).
This a priori content of Futurism, as the movements very name implies, is
an experiment first and foremost with time, perception, and impression: “the
impressionists of the eternal” discover metaphors through “the transforma-
tion of temporary into eternal by means of the limited moment” Whatever
this complex polemic suggests, it clearly suggests the integration of David
Hume with that of Immanuel Kant from within the intense debates that were
characteristic of the Russian cultural and poetic modernist scene.

2.4 Beyond “The Wassermann Test™:
Contiguities and their characterization in Roman
Jakobson’s essays and Boris Pasternak’s early prose

Jakobson’s 1935 essay “Marginal Notes on the Prose of the Poet Boris Pas-
ternak,” written initially as an “Afterword” for the Czech translation of Safe
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Conduct,** argues that in Pasternak’s narrative, the “images of the surrounding
world function as contiguous reflections or metonymical expressions of the
poet’s self” (1969, 141). As critics have observed, Pasternak himself never used
the word “metonymy;” but his concept of contiguity definitely corresponds to
Jakobson’s metonymic examples (Hughes 1974, 70). Or does it? Jakobson’s
metonymy is predominantly a spatial concept; it embraces environment, land-
scape, material objects, the natural world, and the human agent, all blend-
ing with the world that such an agent observes. In Vuleti¢’s view, Jakobson’s
analysis of “the most frequent cases of metonymy in Pasternak’s prose” isolates
the following metonymic relations: (a) objects represented by other objects,
(b) objects represented by their states, (c) human beings represented by
objects, (d) human beings represented by actions, and (e) the whole repre-
sented by the part and vice versa (2004, 485). Apparently, then, neither Pas-
ternak’s experimentation with time nor his indebtedness to Kant’s inner and
outer a priori intuition—which complicates the Humean division of ideas and
impressions into similarity, contiguity, and causality—resonates with Jakob-
son’s terminology and approach. Does this omission minimize the effective-
ness of Jakobson’s analysis?

For Jakobson, Pasternak’s hero lives in a single temporal layer, and both
the animation of the surrounding world and the de-animation of the acting
human subject unfold on the same temporal plane:

Pasternak’s lyricism, both in poetry and in prose, is imbued with meton-
ymy; in other words, it is association by proximity that predominates.
[...]

It is the same with Pasternak’s poems and, in particular, with his prose,
where the anthropomorphism of the inanimate world emerges much more
clearly: instead of a hero it is, as often as not, the surrounding objects that
are thrown in turmoil; the immovable outlines of the roofs grow inquisi-
tive, a door swings shut with a silent reproach, the joy of family reconcili-
ation is expressed by a growing warmth, zeal and devotion on the part of
lamps. (Jakobson 1969, 141)

As a result, Pasternak’s poetic self, as well as his protagonists, become an
inalienable part of the landscape that the self shapes, but in which it is also

34. As Christopher Barnes notes, Jakobson’s 1935 essay was formulated in response to the
“publication of a Czech translation of Safe Conduct by Svatava Pirkova-Jakobson together with
an afterword by her husband Roman Jakobson” (1998, 111). Barnes’s perception of Jakobson’s
debt to Pasternak is accompanied by surprise over the fact that Jakobson never acknowledged
this debt or referred his readers to Pasternak’s youthful work.
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encompassed: “Show us your environment and I will tell you who you are. We
learn what he lives on, this lyric character outlined by metonymies, split up by
synecdoches into individual attributes, reactions, and situations” (Jakobson
1969, 147). The metonymous protagonists, then, tend to be observers, rather
than active agents: “the favorite transitional formula of Pasternak’s lyric prose
is a railway journey during which his excited hero experiences a change of
locality in various ways and in enforced idleness” (Jakobson 1969, 147). Such
a rendition of Pasternak’s predominant stylistic characteristics is focused and
precise, and yet surprisingly limited, for there exists in Pasternak’s prose an
equally predominant pattern of relationships that contrasts with (and compli-
cates) the world of spatial contiguities.*

Pasternak speaks of space and time as both measured and immeasurable,
and he develops his images in such a way that the suggestion of potentially
infinite interrelations pierces the tangible contiguities of the world grasped
by perception. This aspect remains Pasternak’s consistent signature, and it
is noteworthy that as late as 1956, in returning to the earlier poetic sketches
of 1912, he wants to explain to his readers that even while his attention was
directed toward making a visual picture exist on the page with the power of
real-life experience, he used not colors but print, not photographs but ideas:

I did not express, reflect, represent, or depict anything at all. [ ... ] Quite
the contrary, the subject matter of my poem was my constant preoccupa-
tion, my constant dream was that my poem itself should have something
in it, that it should have a new idea or a new picture, that it should be
engraved with all its peculiarities in the book and should speak from its
pages with all the colors of its black colorless print. (Remember 77-78)

5] Huvero He BBIpaXKas, He OTPaXkas, He OTOOpaxKas, He M306paxar.
[...] CoBcem HampoTus, MOsI IOCTOsIHHAsA 3aboTa obpaijeHa ObIIa
Ha COofiep>KaHIe, MOsI IOCTOSIHHAS Me4Ta, YTOOBI CaMO CTUXOTBOPEHNe
HEYTO COfEPIXKAo, YTOOBI OHO COHEPIXKANO HOBYIO MBIC/Ib MM HOBYIO
KapTuHy. YTOOBI BCEMM CBOMMU OCOOEHHOCTSIMM OHO OBIIIO BIPaBMUpPO-
BaHO BHYTPb KHITH ¥ TOBOPUJIO C €€ CTPAHNI] BCEM CBOVM MOTYaHIEM I

35. The very word “metonymy” is actually somewhat of a misnomer, for Jakobson absorbs
synecdoche into this term. A further development of this “highly influential theory” has neces-
sitated a clarification of terms. Elam notes, “The Structuralists, including Jakobson, consider the
kind of substitution at work here, i.e. of a part for the whole, as a species of metonymy, whereas
the classical rhetoricians termed it synecdoche. It is worth insisting on the difference, since in
practice synecdochic replacement of part for whole is essential to every level of dramatic repre-
sentation” (1980, 24-25).
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BCEMU KPaCHBIMY CTPOKaMU CBOEI YepHOil, 6ecKkpacodHoll mevarn. (PSS
3:326)

Insisting that the poem should intensify the senses open to perception “with
all the colors of its black colorless print,” Pasternak makes a subtle deviation
from what Hume considered the most vital elements of impressions. The
image impresses most, Pasternak suggests, when an immediate sensation
grows in complexity to embrace not just the present, but also the past and the
future in such a manner that the actual picture can expand beyond an obser-
vation limited within a particular time and space. In the same passage Paster-
nak describes his poem “Venice” as a way of exhibiting the expanding series
not merely of objects, or of reflections and impressions—and of their “copies”
in water—but of the ever-growing number of interconnections, overtaking in
intensity the actual materiality of the city, expanding as numerous impressions
“on the horizon” far beyond an immediate temporal and spatial locality:*

For instance I wrote a poem “Venice” and a poem “The Railway Station.”
The city on the water stood before me, and the circles and figures of eight
of its reflections widened and multiplied, swelling like a rusk in tea. Or, far
away, at the end of the tracks and platforms, there arose before me, in all
clouds and smoke, a railway farewell horizon, behind which the trains were
hidden, and which contained the history of relationships, meetings, and
partings, and the events before and after them. (Remember 78)

Hanpumep, s nmucan cTuxoTBopeHne “‘BeHenus” MayM cTUXOTBOpeHNe
“Boksan.” Topoj Ha BOJie CTOSA Mepefio MHOIO, ¥ KPYTM BOCbMEPKI ero
OTpaKeHMII IIBUIM U MHOKWUINCD, pa3byxas, Kak cyxapp B 4aio. Vinn
BJIa/I}, B KOHIIE IyTeil 1 IIEPPOHOB, BO3BBILIAJICA, BeCh B O0/MaKax 1
JIBIMaX, >KeIe3HOJ0POXKHBII IIPOLIA/IbHbII TOPU3OHT, 3 KOTOPBIM CKpPbI-

36. A somewhat similar image concludes the life of Yuri Zhivago, as Zhivago sits by the
window of the tram and observes people passing him and each other in close proximity, but at
different speeds, indicating their lives before and after this meeting, as well as a quasi-invisible
theory of relativity underlying the speed of their entrances and exits: “He tried to imagine
several people running parallel and close together but moving at different speeds, and he won-
dered in what circumstances some of them would overtake and survive others. Something
like a theory of relativity governing the hippodrome of life occurred to him, but he became
confused and gave up these analogies” [OH mogyMasn 0 HeCKOIbKUX, Pa3BUBAIOLIUXCS PSLOM
CYLIeCTBOBAHIAX, ABIDKYIINXCS C PA3HOI CKOPOCTBIO OHO BO3JIE APYTOTO, 1 O TOM, KOIZia
4psi-HUOYAb Cynb6a OOroHseT B XKU3HU CyAbOy APYroro, u KTo Koro mepexxusaetr. Heuro
BpOJie NPUHIUIA OTHOCUTEIBHOCTI Ha XXMTEICKOM PUCTAININe HPEICTABIIOCH €My, HO
OKOHYaTe/IbHO 3aIyTaBLINCh, OH Opocu u oty commkenns] (Zhivago 490; PSS 4:487-88).
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Ba/lIMCh 1O€3/]a M KOTOPDIl 3aKII0Yasl Ie/yl0 UCTOPUIO OTHOIIEHMUIL,
BCTpPEYN ¥ IIPOBOJBI ¥ COOBITUS 1O HUX U IToCie HuX. (PSS 3:325)

While suggesting what Hume would view as the material vivacity of actual
impressions,¥” Pasternak proceeds in a direction that opposes not only Hume’s
dismissal of the power of ideas, but also what Jakobson would draw as a met-
onymic picture of his world, for Pasternak carefully blends and synthesizes
the immediate picture of the city and the suggestion of the infinite meetings
and separations that have already been and will be taking place on its streets.

This blending of the measured and immeasurable, the tangible and elu-
sive, occurs not only in 1912 or in the recollections of that period in 1956. It
is possible, of course, that the account of an expanding consciousness in The
Childhood of Luvers supports Jakobson’s depiction of Pasternak’s metonymies
(Jakobson refers to that novella frequently), but the prose of Safe Conduct that
caught Jakobson’s attention in the first place is rich with passages® that chal-
lenge his idea that the fragments of the landscape and the human protagonist
share and exchange similar characteristics. The very first figure in Safe Con-
duct, Rainer Maria Rilke,* takes the same train as other passengers and speaks

37. In the same passage (and after speaking of the intense power of the past and future that
opens far beyond the horizon), Pasternak concludes the description on a precise and realistic
note, as if he is unaware of the temporal and spatial expansion that has just been created on the
page: “There was nothing I demanded from myself, from my readers, or from the theory of art.
Al T wanted was that one poem should contain the city of Venice and the other the Brest (now
the Belorussko-Baltiysky) railway station” [MHe H1dero He Hafjo 6bIIO OT ce6s1, OT YnMTaTENeIT,
OT TeopuU MCKyccTBa. MHe HY)XXHO GbIIO, YTOOBI OFHO CTMXOTBOPEHIE COEPIKAIO TOPOL
Beneruio, a B ;pyrom 3akmodancs Bpecrckuii, HpiHe benopyccko-Banruiicknit Boksan] (PSS
4:325-26). The structure of the poem “Vokzal” [Boksan], remembered in this passage, echoes
this development of immediate impressions and occurrences pointing to a wider, possibly im-
measurable context. See the examination of several versions of this poem in Gasparov and
Polivanov (2005, 68-73).

38. In Jakobson’s rendition, the arbitrary replacement of one part for the other in the de-
scription of artistic inspiration (Safe Conduct, CSP 31; PSS 3:160) points to a metonymic mind
at work: “To define our problem: the absolute commitment of the poet to metonymy is known
[...].Heis replaced by a chain of concretized situations and surrounding objects. [ . .. ] One
and a half decades later, in his book of reminiscences Safe Conduct, Pasternak mentions that he
is intentionally characterizing his life at random, that he could increase the number of signifi-
cant features or replace them by others [ ... ]” (1969, 146-47). In Vuleti¢s view, “In limiting
himself to noticing the very few types of metonymy indisputably used in Pasternak’s prose and
poetry, Jakobson himself never slipped into a problematic detailed analysis of figurative speech
in Pasternak” (2004, 488).

39. Pasternak not only dedicates Safe Conduct to Rilke, but he intimates throughout these
memoirs that he is only too aware of Rilke’s style and vision and that he can strike Rilkean notes
throughout his narrative. Pasternak, in fact, invariably approaches Rilke as a figure who can be
materially accessible (or contiguous) only by an impossible or improbable chance. Pasternak’s
earliest mention of Rilke in his letters to his family initiates this theme. On May 17, 1912,
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the language of a powerful European nation, but he appears to be an inhabit-
ant of an unknown world, contiguous with no mortal creature:*

The unknown man spoke only German. Although I knew the language
perfectly, I had never heard it spoken as he spoke it. For this reason, there
on the crowded platform, between two jangles of the bell, the foreign man
seemed to be a silhouette among bodies, a fiction in the midst of the unfic-
titious. (CSP 21)

[H]esHakoMery ke TOBOPUT TONBKO MO-HEMEIKM. XOTS 51 3HAI0 9TOT A3BIK
B COBEPIIEHCTBE, HO TAKMM €ro HMKOIfA He cibixai. [loatomy TyT, Ha
JIOJHOM IIEPPOHE MEXAY ABYX 3BOHKOB, 9TOT MHOCTPAHEL KaKeTCs
MHe CUIY9TOM CPefY TeJl, BBIMBIC/IOM B I'yllie HEBBIMBILUIEHHOCTH. (PSS
3:148)

A similar pattern is evident in Pasternak’s description of Hermann Cohen, a

Pasternak writes to his sister Josephine from Marburg that he himself is interested in objects
that are not part of everyday life, the ones that have been lost or misplaced and that can be
recovered only by imagination. In this context he refers directly to Rilke, for whom this world
of lost objects—truth in the space recoverable only by imagination—is akin to the ground of
God: “T would like to tell you to check carefully the features of your past and of your fantasies;
to tell the truth of them is difficult, awfully difficult. [ ... ] These are lost and, in essence, the
only real things. They are owned not by a pocket, but by someone real, anxiously checking the
shelves, asking the servants and calling his acquaintances. And around that which is picked up
by imagination there rushes about someone’s life looking for what it lost. Rainer Maria Rilke
calls this God” [MHe xo4eTcs ele pa3 ckaszaTb Tebe 9TO: BIJIS/bIBAIICSA B CBO€ IIPOLIIOE U B
cBou (haHTA3MY; IPABLY O HUX TPYAHO, CTPALIHO TPYAHO CKa3arth. [ . .. | DTi yTepsHHbIE,
TOJIbKO OHIM, Cy1Mb HACTOsALIMe Beln. VIMu BlafieeT He KapMaH, a KTO-TO JKMBOIL, MeUyImiics
110 mKadaM, paccIpaInBaOLINIL IPUCIYTY U TeleOHMPYIOLINIT 3HAKOMBIM. VI BOT BOKPYT
TOTO, 4TO IOROUPAET BOOOPaXKeHbe, MEYETCA UbA-TO IMOTEPABIIASA BCE 9TO JKM3Hb. PaitHep
Mapus Punbke HaspiBaeT 910 borom] (PSS 7:94-95). In 1931 in the “Afterword” to Safe Con-
duct, Pasternak describes how the realization that Rilke could actually read Pasternak’s work
made him feel as if he is read in Heaven. See E. B. Pasternak (1997, 389-90). Pasternak’s letter
to Rilke on April 12, 1926, echoes this amazement at Rilke’s actually reading him, as Pasternak
compares this to being read by Pushkin or even Aeschylus, that is, the poets no longer found
among the living (PSS 7:648). See also Ciepiela’s account of the Pasternak-Tsvetaeva-Rilke cor-
respondence (2006, 178fF).

40. PasternaK’s debt to Rilke himself is unmistakable in this regard and was meant to be
grasped by his readers. Echoing what most critics call Malte’s “Brahe heritage,” Pasternak recre-
ates, although very much in his own way, the atmosphere of the atemporal contiguous series,
echoing Rilke’s world of existence that knows no temporal borders. For example, Malte’s grand-
father, Count Brahe, lives according to his own temporal measurement: “The passing of time
had absolutely no meaning for him; death was a minor incident which he completely ignored;
people whom he had once installed in his memory continued to exist, and the fact that they had
died did not alter that in the least. [ . . . ] with the same obstinacy, he experienced future events
as present” (Rilke Notebooks 31). See also see Schifer (1997, 193-208).
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philosopher whose mind is firmly situated in a world that contrasts and even
conflicts with the immediate everyday temporality of Marburg in 1912:4

In his roomy frock coat and his soft hat, this university professor was filled
to a certain degree with the valuable essence that in the olden times had
been bottled in the heads of Galileos, Newtons, Leibnizes, and Pascals.
(CSP 59)

9TOT YHUBEPCUTETCKMIT mpodeccop B IUPOKOM CIOPTYKe ¥ MATKOI
IIATIe ObIT B M3BECTHOM I'pajiyce Ha/lIUT AParolleHHOI0 9CCEeHIIMell, YKY-
HopuBaBIIIelicsA B CTapuHy 110 ronosaM lanunees, HbioToHOB, JleiibHM1IeB
u ITackaneii. (PSS 3:191-92)

On the other hand, the personal tragedy of Vladimir Mayakovsky is presented
as that of a man who is unnerved by his own ability to reach, with “medi-
eval boldness” [co cpenHeBexoBoiT cMenocThio], the most ancient layers of
lyricism and to speak in “the language of sectarian identifications” [s3bp1KOM
HOYTM CEKTAHTCKUX OTOXKAecTBIeHmit]*? (CSP 84; PSS 3:223). Frightened by
the isolation inherent in the inborn gift of the visionary whose sight uncovers
the temporal layers inaccessible to his contemporaries, Mayakovsky chooses,
quite willfully in Pasternak’s view, the adjacent neighborhood of the immedi-
ate “local” modernity and its “dwarf-like” inhabitants:

[T]his poet took up just as hugely and broadly another, more local tradi-
tion.

Beneath him he saw the city that had gradually risen up to him from
the depths of The Bronze Horseman, Crime and Punishment, and Peters-
burg, acity in a haze [ . .. ]. He could embrace such views as this and yet,
at the same time as these enormous contemplations, still remained faithful,
almost as to a debt, to all the dwarf-like doings of his accidental clique,

41. Pasternak writes from Marburg to Konstantin Loks (May 19, 1912) about Cohen being
aman not connected directly to his everyday environment, so Cohen’s description is consistent
with PasternaK’s earlier verbal sketches: “Cohen is something trans-natural. [ . .. ] All such
people, in their unbroken, hourly growth rise by their shoulders into some sky of idealism. At
the feet of these crags there plays a handful of enfants terribles” [Koren—cBepxbecrecTBeHHOE
4T0-TO. [ . .. ] Bce 91O /IIOAM, B CBOEM HEIIPVPEIBHOM, ©XKE€YaCHOM POCTe YIIeAIINe [0 [IeYn
B KaKoe-To Hebo ujeanusMa. Y MOJOLIBEI 3TOTO XpebTa YyJaduT rOPCTh XYA0XKECTBEHHBIX
enfants terribles] (PSS 7:100).

42. In fact, Mayakovsky’s description in Safe Conduct is the precise opposite of Cohen’s
portrait in Pasternak’s letter to Loks (see previous note). Mayakovsky chooses the local enfants
terribles, terrified of the atemporal vision open to him. (PSS 3:223)
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which was hastily assembled and invariably mediocre to the point of inde-
cency. (CSP 84)

[O]H Tax ke WIMPOKO ¥ KPYIHO MOAXBATUII APYIYIO TPAafuLuio, bomnee
MECTHYIO.

OH Bugen 1o co60i0 ropoy, HOCTENeHHO K HEMY MO HSBIINIICS
co gHa “Mepgnoro Bcaguuka,” “IIpectymnenus n Hakasauus u “Ilerep-
Oypra,” ropog B gbiMKe [ . .. ]. OH 06HMMAI TaKue BUIBI U HAPSIAY C
9TUMI OTPOMHBIMM CO3€PLAHBSIMI TOYTH KaK JJO/NTY BepeH OblI BceM
Kap/IMKOBBIM 3aTesIM CBOEI C/Iy4aiiHOl, Hacllex HabpaHHOI 1 BCETa 10

HeTIPUINYbsI IOCPECTBEHHOI KIuKu. (PSS 3:223)

Jakobson’s spatial metonymies, highly characteristic of Pasternak’s prose,
are insufficient as analytical tools for those instances when Pasternak intro-
duces the individuals capable of living® in a neighborhood that expands far
beyond the tangible landscape into the atemporal depth of interrelations (that
so frightened Mayakovsky). Pasternak’s indebtedness to the philosophy of a
posteriori and a priori sensibilities cannot provide in this context the whole
of the answer, and yet this philosophical context clearly elucidates something
fundamental about Pasternak’s patterns of thought and image construction.
The inner world of visionaries, open to the many different layers of tem-
poralities, dominates Pasternak’s artistic tropes, but it is precisely this aspect of
his writing that remains alien to Jakobson’s understanding of Pasternak’s use
of metonymy. In his lecture to Musaget in 1913, “Symbolism and Immortality”
[CumBommsMm u 6eccmeprue], for instance, Pasternak insisted that “the poet
dedicates the apparent richness of his life to atemporal signification” [[Toat
IOCBAIAeT HAIIAAHOE GOraTCTBO CBOEIl Ayl 6e3BpeMEHHOMY 3HAYeHMIO]
(PSS 5:318), a position which on that occasion left his audience somewhat
disoriented and dumbfounded.** Similarly, in “The Black Goblet,” symbols

43. See Rilke’s description of the state of writing in the Notebooks of Malte Brigge: “But
outside—outside there is no limit to it; and when it rises out there it fills up inside you as well,
not in the vessels that are partly in your control or in the phlegm of your most impassive organs:
it rises in your capillaries, sucked up into the outermost branches of your infinitely ramified
being. There it mounts, there it overflows you, rising higher than your breath, where you have
fled as if to your last refuge. And where will you go from there? Your heart drives you out of
yourself, your heart pursues you, and you are already almost outside yourself and can’t get back
in. Like a beetle that someone has stepped on, you gush out of yourself, and your little bit of
surface hardness and adaptability have lost all meaning” (Notebooks 73-74).

44. Durylin gives the following account of Pasternak’s lecture and the reaction of the musi-
cal and literary critic Emil Medtner, who was one of Musaget’s founders: “Nobody understood
anything, and looked at me crossways. (I organized this presentation.) Especially E. Medtner
shrugged his shoulders with a smile [ ... ]. The smile meant: this is highly juvenile. The poets
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and images of different centuries are packaged alongside each other—as “cof-
fres volants,” the flying chests or coffers—moving en masse into the future.
This theme appears as a personal discomfort in Safe Conduct, when Paster-
nak asserts that he himself never felt at home in his immediate locality, and
that this alienation included even Moscow University, where he experienced,
almost as illness or feverish attraction, some other atemporal pole. This impa-
tience, he noted, attracted the inhabitants from other worlds and “regions”
into his own “small settlement” [13 ee kpaeB B cBoii mocenok] with something
of a magnetic force:

This is why the sensation of the city never corresponded to the place in it
where my life was being lived. [ . . . ] [w]here too, with its hundred audi-
toriums, the gray-green, much littered university ebbed and flowed with
sound.

[...] HadIgone to the doctor then, he would have thought I had malaria.
Yet these attacks of chronic impatience could not have been cured by qui-
nine. This strange perspiring was caused by the obstinate crudeness of
those worlds—their turgid visuality [ . .. ]. Among them, uniting them
into a kind of colony, the antenna of the universal preordainment rose up
mentally. Just at the base of this imagined post came the attacks of fever. It
was generated by the currents sent to the opposite pole. Conversing with
the distant mast of genius, it summoned from those regions some new Bal-
zacs into its own small settlement. (CSP 33-34)

Bot oTyero oujyuieHbe ropojia HUKOIIAa He OTBEYANIO MECTY, Ifie B HeM
ImpoTeKana MO XKM3Hb. [ . .. ] TaM Takke COTHEIO ayfUTOPUIL TyAeN 1
3aMupal cepo-3e/leHblll, IOMy3aIleBaHHbI YHUBEPCUTET.

[...]Ilokaxmuch s Torma Bpady, OH IPEIIONOXII OB, 4TO y MEHA Majls-
pudA. OfHAKO 9TU NPUCTYIIBI XPOHUUYECKOI HETEPIIeNBOCTH JIEUEHNIO
XMHOI He moggaBamuck. [ ... | O0beqnHsAsa UX B KAKOE-TO IOCE/IEHbE,
Cpeay HMX MBICJIEHHO BBICM/IACh aHTEHHA IIOBA/JIbHOI IIPeoTNpesie/eH-
Hoctu. JIuxopajika Halajiajla MIMEHHO y OCHOBaHbA 9TOr0 BOOOpaXka-
emoro nrecta. Ee mopox/janm Toku, KOTOpble 9Ta MauTa IIOChIIaNa Ha
IPOTUBOIOMOXHBI moymoc. Cobecenys ¢ jaleKol Ma4yToil TeHNaTbHO-

particularly understood nothing” [HuxTo Hy4ero He HOHSI, M Ha MEHs HOCMOTPE/IN KaIle/lb-
Ky Koco. (5I ycrpoun urenne.) Ocobenno . MetHep moxxan redamu ¢ yabiokoii . . . OHa
O3Hayaja: ‘0ueHb IBEHWIbHO. I103TBI—IpocTo Hudero He moHsmm] (1991, 54). It is signifi-
cant that Pasternak, who objected to his own early style, remembered the lecture fondly and
emphasized in his 1956 memoirs his success: “The paper created a stir. It was talked about”
[Moxnap npoussen snevatneHne. O Hem rosopunn] (PSS 3:319).
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CTM, OHA BBI3BIBAJIa U3 ee KPaeB B CBOIT II0CEJIOK KAaKOr0-TO HOBOTO basib-
3aka. (PSS 3:160-61)

Thus, there is a startling discontinuity between Pasternak’s casual admission
that “the sensation of the city never corresponded to the place in it where
[his] life was being lived” (CSP 33; PSS 3:160) and Jakobson’s assertion that
Pasternak’s hero is invariably an observer of his environment, “experiencing a
change of locality in various ways and in enforced idleness” (Jakobson 1969,
147). Unintentionally, it seems, Jakobson redirects Pasternak’s focus toward
a world of limited interrelations just when Pasternak seeks to expand them.

On the whole, the juxtaposition of “The Wassermann Test” and Jakob-
son’s “Remarks” discloses several significant points of difference, reflective
of the characters of the two men. The main binary tenets of Jakobson’s essay
are precise and clear-cut, while Pasternak’s expression is pervaded by ideas
that will take him a lifetime to develop. This includes—centrally—Pasternak’s
experimentation with time and temporal sequences that expand from within
the contiguous series brought together in an intense proximity. In this con-
text, it is particularly instructive to examine yet another document—a letter
Pasternak wrote in December 1913 to his uncle, Mikhail Freidenberg, which
provides not so much an explanation of his decision to leave Marburg as an
outline of his earliest plans for his future protagonist. The young poet claims
that most of all he aspires to capture “in life or artistically” the type of person
near whom time and space open up their significance as infinite categories.
The reason Pasternak offers this explanation to Freidenberg is also notewor-
thy: according to this letter, his uncle exemplifies the personality that cannot
be neutralized by inanimate objects, for he is given “the gift of time,” so that
his impressions can call forth the “spirit” of the city and invite both time and
the depth of space to situate themselves around his work-place and to magne-
tize every surrounding object:

But there is a special gift granted to rare individuals that I would like to call
the gift of time.

People are caught by every present minute, which belongs to no one
and imbues them with a general colorlessness of a particularized time—
actuality. [ . ..]

However, I have met several individuals who appear to breathe with
their own time, and for whom reading their clocks is only a concession
to the common order. What does this signify? It signifies, first, a certain
feature of immortality that has entered into their movement. And it also
speaks of their kindredness with their destiny. [ . .. ]
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It is difficult to express this reality. A happier attempt would be to find
living or artistic means for my enthusiasm in front of them. And if such
a task were within my means, I would necessarily think of you. I would
think of your serene capacity, instinctually, to take control of that chaotic
and close to dream impression, which leaves behind itself Petersburg, city
spirit. [ ... ] how you fantasize over your work place, in the evening, with
bloodless nothingness behind your back. And how you transmit this dra-
matically performed life to surrounding objects, to the whole mystery of
furnishings and rooms.

[leno, MoxeT 6bITh, B 0COO0OM Iape HeCKOIbKIX PeIKIX JIIOfiell, KOTOPbIiL
s1 6bl Ha3BaJI JAp BPEMEHIL.

JIropu 3axBadeHbl HACTOSIEN MIUHYTOI, KOTOpas HUKOMY He IIpH-
HAJIOXUT 1 0OHMMaeT ux o6uieil 6eCIBETHOI CPeoi0 JaHHOTO Bpe-
MEHU—IeICTBUTENBHOCTH. | . . . |

OpnHAaKO 51 BCTPETUII HECKOJIBKO JIMYHOCTENT, KOTOPBIE KaK Obl bIIIaT
CBOMM COOCTBEHHBIM BpeMeHEM, Y KOTOPBIX [IOKa3aHbsI X YaCOB, MOXKET
OBITh, TOIBKO—YCTYIKA 00IeCTBEHHOMY MOPsAKY. UTO 910 03HaYaeT?
9TO0 03HaYaeT, BO-IIEPBbBIX, HEKOTOPYIO YepTy GeccMepTusi, IPOHMKAIO-
I[YIO MX ABVDKEHU. V] 3aTeM 9TO TOBOPUT O KAKOII-TO OFMHOKON UX 6711~
30CTHU CO CBOEII CyAbOOIL. | . . . ]

B Takmx BBIpQXXEHMAX TPYAHO JaTh 00 9TOM mpencTasieHe. [opa-
3[10 cyacTaMBee OblIa ObI MONMBITKA XM3HEHHO WM XYL0XXEeCTBEHHO
3amedaT/ieTh CBOJI 9HTY3Ma3M Imepep Humu. VI ecnu 6bl Takas 3agada
Obl1a 10 CyIaM MHe, sl HeM3MeHHO pyMmai b1 o Bac. 5T gyman 651 0 ToM,
KaK HeBO3MYTVMO ¥ C KaKMM CTPAHHBIM HeBefleHreM 00 9TOM 3aBiajie-
BaeTe Bbl TeM Xa0Tu4YeCKUM U OIM3KUM K rpese BIeYaT/IeHIeM, KOTOpoe
ocrasiseT 1o cebe Iletepbypr, kak ropoa-ayx. [ ... ] kak [...] danra-
3upyeTe Bl Hajj cBouMM CTaHKaMu, Be4epoM, ¢ 6eCKPOBHOIO IIyCTOTO
3a cnuHoiL. V 0 TOM, KaK 3apa’kaeTcsi 3TON, JpaMaTH4ecKu pasbipaH-
HOJ1 BaMut >KM3HBIO MUP TIPEMETOB BOKDYT, BCS 9Ta TailHa 0OCTAHOBKMI
1 KoMHar. (PSS 7:157)

This letter, with its emphasis on the city-spirit, on the inner layers of space
and time, and on the capacity of the self engaged in thought to bring dra-
matic intensity into the world of objects, signifies with a startling clarity that
the themes of Pasternak’s philosophical studies have not been left behind. As
the subject matter and the protagonists of his future work are outlined, the
Kantian a priori principles of time and space constitute an important phil-
osophical subtext, and admirers of Pasternak can already recognize in the
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text of this December letter the images of space and time that anticipate not
only the future portraits of Rilke, Scriabin, Cohen, and (with some qualifica-
tions) Mayakovsky in Safe Conduct, but also the poetry of Doctor Zhivago, be
it “Magdalina” for whom eternity is waiting at her desk,* or Christ in “The
Garden of Gethsemene” who, sweating blood, clings for the last time to the
piece of land on which he stands surrounded by the impenetrable and unin-
habitable abysses of eternity that have come so dangerously close to him.* The
themes and images of Pasternak’s early prose works may as yet be unclear, but
the next step of this inquiry is straightforward and obvious: the mysterious
traveler, Heinrich Heine, appears altogether out of his apparent time and place
amidst the darkness of Pisa in Pasternak’s first published short story, “The
Mark of Apelles”

45. “Oh, where would I now be, / My teacher and my Savior / If at night, near the desk /
The eternity would not be waiting for me” [O, rae 65l 51 Teneps 6bi1a, / YdanTenb MOt 1 MOI
Cnacutenp, / Korga 6 Houamu y croma / MeHst 6b1 Be4HOCTD He xKpjana) (PSS 4:545).

46. “The spaciousness of the universe was uninhabitable, / And only the garden was a place
for the living. / Looking then into these black abysses, / Empty, without beginning or end, / So
that the cup of death would pass him by / In a bloody sweat he begged his father” [IIpocTop
BCeJIEHHOIT ObUT Heo6uTaeM, / VI TObKO caf GBI MeCTOM ISt KUTbA. / VI, I8 B 9TU 4ep-
Hble IpoBabl, / ITycTole, 6e3 Hayama 1 KoHIa, / UT06 3Ta yama cMepTH MIHOBanNa, / B moty
KpOBaBOM OH MO oT1a] (PSS 4:547).



Arguing with the Sun in
“The Mark of Apelles™

In Pasternak’s writing, the gift of poetry is either identified with or perme-
ated by an energy force that lifts the world from gloom and darkness and
fills it, as it were, with fresh air. Both Tsvetaeva and Mandelstam in their
portraits of Pasternak attest to this refreshing dynamism in his poetic world,
Tsvetaeva by comparing it to pouring rain filled with sunlight [cBeTOBOII
nmuBeHb] and Mandelstam by noting that Pasternak’s poetry could become an
effective treatment for tuberculosis.! What is intriguing in these poets’ intui-
tive responses is not simply their enthusiastic description; rather, they both
name a major early theme in Pasternak that otherwise has remained unob-
served in critical literature: the comparison, and even competition, between
the artist’s ability to affect the surrounding world, on the one hand, and the
power of the sun and fresh air, on the other. In this chapter I will argue that
this competition, highly characteristic of Pasternaks early prose, consti-
tutes a hidden mechanism in his first published story, “The Mark of Apelles”
[AnennecoBa 4epral, and that the story’s technical innovation includes the

>

1. Tsvetaevas “Downpour of Light” was in itself a forceful “breakthrough” in reaction to
Pasternak’s “downpour,” since her essay was one of the first instances of the émigré poet praising
the Soviet poet, and it was written almost immediately after receiving Pasternak’s My Sister Life
[Cectpa most xusHb] in the summer of 1922 (Ciepiela 2006, 82-84). Mandelstam’s description
of this book in “Vulgata: Notes on Poetry” [3amerxu o moasun] (1923) points to poetry’s natu-
ral capacity for healing the traumatic and hungry 1920s (Mandelstam 2:302).

71
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inversion (or rather the reformulation) of Plato’s trope of the sun as the high-
est good.

It is noteworthy that in Doctor Zhivago, while describing pre-Revolution-
ary cultural life in the Russian capital, Pasternak singles out the themes of
competition with, or imitation of, the sun when the Tolstoyan follower Vyvo-
lochnov dismisses with disdain the decadent preoccupations of the Silver Age
as he addresses the philosopher Vedenyapin:

Hmm. And now it’s all this highbrow stuff—fauns and nenuphars and
ephebes and “let us be like the sun” I can'’t believe it, bless me if I can—an
intelligent man like you, and with your sense of humor and knowledge
of people. . . . Come, now. . . . Or am [ intruding into the holy of holies?
(Zhivago 41)

Hpa. A teneps atu ¢aBHbl 1 HeHIO(aphI, 9¢ebbl 1 “OyeM Kak conHie.”
Xorb yb6eiite, He ToBepro. UTOOBI YMHBII Y€TOBEK C YYBCTBOM IOMOpa
U TaKUM 3HaHUEM Hapofa. . . . OcraBbre, OXKAYICTA. . . . Vmn, MoxeT
OBbITD, A BTOPraloch. . . . YT0-HN6YAb cokpoBeHHOe? (PSS 4:43)

Even apart from the prominence and extent of this theme in the Silver Age
and its powerful presence in post-Revolutionary culture,? images of sun and
sunset, light and darkness, are hardly new in literature, and intertextual influ-
ences here are unlimited.> My task in this chapter, therefore, is not to situate
Pasternak’s artistic treatment of the sun in the cultural context of his time,
but to elucidate the deeper philosophical roots responsible for his startling
confidence as he entered, without apology or hesitation, into what might have
appeared to be already exhausted subject matter and added to this well-estab-
lished image his own artistic vision, by no means conventional or trite.

It is never easy to isolate a predominant philosophical influence (or the
importance of a specific philosopher) in the work of any writer who finds

2. The motif of the sun and sunlight is characteristic of all Modernism (Russian and
European); it is in Balmont, in Vyacheslav Ivanov, in the Futurists’ 1913 opera The Victory over
the Sun [ITo6ena nap Connuenm], with Malevich’s picture for the brochure. Malevich’s concept
of Suprematism is to some extent a development of this theme, for the famous Black Square
(1915) can be viewed as a total sunset, an actual victory over the sun. This theme is central for
such classical images of Revolutionary culture as Gorky’s Dan’ko with his “flaming heart” and
Mayakovsky’s 1918 “conversation with the sun.” See, for example, Koretskaya (1978, 54-60);
V. V. Ivanov, “Solyarnye mify” (1978, 54-60); and P. Davidson (1989).

3. Gifford, for example, sees parallels between My Sister Life and St. Francis of Assisi and
his “Canticle of the Sun” “My Sister Life records a bond not unlike that of Saint Francis for
whom sun and wind were his brothers, the moon and the stars his sisters” (1977, 53).
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his voice in a period of intense cultural cross-fertilization. It is all the more
difficult to identify these influences in the exceptionally elusive texts of a
writer responding to the widest range of philosophical and literary voices.* To
address this challenge, the analysis of “The Mark of Apelles” will be divided
into three sections. The first section (3.1) will examine the theme of the sun in
Pasternak’s own recollection of the preoccupations of his youth—in Safe Con-
duct—with specific attention to passages dedicated to his university years and
his descriptions of the birth of poetry. The consistent appearance of this “sun-
less” theme in Pasternak up to his “second birth” will be emphasized through-
out. The second section (3.2) will extend this analysis to the discussion of
Pasternak’s philosophical diary and letters of 1910-13 and his proposed (and
abandoned) philosophical dissertation, dedicated to “the laws of thought and
the category of the dynamic object” Pasternak’s modus operandi (which he
shared with Neo-Kantian philosophers)® of approaching Plato’s “ideas” as
diverse forms of energy rather than intellectual “abstractions” will be one
focus of my approach. The examination of “The Mark of Apelles” in the third
section of the chapter (3.3) will clarify the importance of these philosophical
themes and their interconnection with the light of the sun for the overall con-
struction of the story.

3.1 Poetry born in darkness:

Toward an unwritten philosophical aesthetics

Any critic working with Pasternak’s early prose cannot ignore the writer’s
consistent framing of narratives with images of sunset.” Even apart from the

4. As de Mallac observes, “Pasternak occupies in his national and international literary
age a place analogous to the one Goethe occupied in his age” (1981, xvii).

5. The topic of Pasternak’s dissertation (“pa6oTa 0 3aKOHaX MBILUIEHNsI KaK O KaTeTOPUI
IAMHaMMYecKoro npenMera”) was announced at the very same time as he decided to leave Mar-
burg—in the letter to Alexander Shtikh of July 11, 1912 (PSS 7:121-22).

6. It is noteworthy that Fyodor Stepun, once an organizing force of Musaget, recognized
in his discussion of Doctor Zhivago not only the Kantian roots of what he called Pasternak’s
transcendental aesthetics (which he thought were beyond doubt), but the wider influence of
philosophical idealism. To explain PasternaK’s belief in the dynamic force of art, Stepun begins
by quoting Rickert’s phrase—“to understand the world is to make it unrecognizable’—and then
shows the complex resonance of the idealist tradition in Pasternak’s writing (1962, 47-49).

7. Witt locates this theme both in Zhivago and in the poetic works of the later period as
Pasternak’s engagement with Dostoyevsky’s Brothers Karamazov and, more specifically, Alyo-
sha’s memory of his mother’s prayers and “the slanting rays of the setting sun” [kocbie myun
saxopsmiero conuual (2000a, 77-87). Witt also traces the theme of sunset in Dostoyevsky and
that of “the slanting rays” to Sergei Durylin’s article, published in 1928, on Dostoyevsky (“Ob
odnom simvole u Dostoevskogo”). As Witt aptly observes, “Durylin’s summarizing description
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spectacular sunset that opens “The Mark of Apelles,” the narrative frames of
each of Pasternak’s early stories display the same constellation of images: the
rays of the sun are either departing (usually at the beginning of the story) or
re-appearing (at the conclusion), and they are more often than not set against
the background of a journey, its railway lines, stations, street lines, or quickly
changing settings. Sometimes the image is obscure, as in the first page of The
Childhood of Luvers when the girl is frightened by the lights of an industrial
factory and by the new state of reality colored by the sunset. In “Aerial Ways,”
for instance, the emphasis is not so much upon the sun as upon an electric
cloud that darkens the world. However, the interplay between light and dark-
ness is always present and always significant.

In the surviving manuscripts of 1910, Pasternak’s hero Reliquimini is
invariably surrounded by dusk, sunset, and darkness, while sunshine is always
a rare occasion, never directly named.® Nonetheless, Reliquimini recollected
his childhood as daylight, while he conceived his youth as a sunrise that “pre-
dated” his childhood and framed it:

It’s growing dark. How many roofs and spires! And all of them, catching
and tearing, have bent the sky down like a misty bush. (MG 18)

Just look at this chaos of shadows and silhouette-patches, all this buzzing
and flowing thaw of blackened colors feathered with soot, look at them.
(MG 20)

Dusk, you understand that dusk is some thousandth homeless anxiety,
unbalanced and lost, and the lyricist has to find a placement for the dusk.
Childhood remembered noons [ . . . ] youth linked itself with dawn.

of the ‘cumBoO 3aKkara u Kocbix aydeir’ in Dostoevskij [ . . . ] touches upon a subject that very
much occupied Pasternak—and that the two friends discussed: the question of realism in art”
(20004, 89). The major question is the dating of the friendship between Durylin and Pasternak.
Fleishman (as Witt points out [2000a, 90]) speaks of the earliest period of Durylin and Paster-
nak’s acquaintance, placing it in 1910-13, as highly influential in a lifelong friendship. Fleish-
man also observes that in 1911 Durylin was an active participant of Musaget and contributed
(under the pseudonym S. Severny) to the volume dedicated to Francis of Assisi (1981, 228ff ).
Thus, it is more than possible that Durylin, who became a Russian Orthodox priest in 1918 (the
same year as Sergei Soloviev and Sergei Bulgakov), discussed with Pasternak Alyosha’s “oblique
rays of the sun” as Pasternak first turned to his prose, adding Dostoyesky’s influence to the great
number of other influential contexts, including Scriabin’s experimentation with darkness and
light in his 9th (Black Mass) and 10th sonatas, as well as his insistence that one can look into
the eyes of the sun as one listens to Le Poéme de lextase.

8. Livingstone notes “the twilight’s erasure” of objects, so that “they begin to need forms
to hold them together; so they are now god-seekers” (MG 57).
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That is why Reliquimini’s youth took place for him earlier than childhood.
Youth predated Reliquimini’s childhood.

Yxe remHeeT. CKOTBKO KpbllI "1 11810784 (78 W Bce oHn, LEIKO 06prBaH,
Haruyan H€60, Kak TyMaHHbIﬁI KyCTapHUK, 1 BBIITYCTUIIN €TI0 U3 PYK.
(PSS 3:420)

BoT mocMOTprTe Ha 9TOT Xa0C TEHel! U IATEeH U CUIYITOB, HA BCIO 9Ty
XKYPYALYI0, IPOTOYHYIO OTTEIle/Ib HOYePHEBIINX, OLEPEHHBIX KOIIOTBIO
Kpacox [ ... ]. (PSS 3:422)

CyMepKi, TOHMMAeTe I BBI, YTO CYMEPKHU 3TO KaKOe-TO THICAYHOE 6e3-
JIOMHOe€ BOJIHEHIe, COMBILeeCs U IIOTPsiBLIee ceOsl, 1 IMPUK JJOIDKEH pas-
MeCTHUTDb cyMepKu. (PSS 3:428)

JleTCcTBO 3aIIOMHW/IO IONTHM | . . . | IOHOCTD CBsi3ajia ce0s1 C pacCBETOM.
ITosTomy 10HOCTb PeTMKBUMUHY HacTasla g HETO paHbllle ero JeTCTBa.
IOHOCTD mpepuIecTBOBaNa AeTCTBY PenkBummHu. (PSS 3:436)

If one examines the prose that followed “The Mark of Apelles;” there is a
consistent pattern of staging action in darkness, framed by sunrise. “Without
Love” (Besnmiobue, 1918), for example, starts with a blinding blizzard and sig-
nals the sun’s eventual approach, measured not by hours, but by the length of
the protagonists” journey:

[...] it was high time for the sun to rise, but the sun was still far away.
The sun was still far away. They would see it only after another five
versts, after a short stop at theinn [ ... ].
Then it appeared. It entered the manager’s office with them, flooded
over the carpet, settled behind the flowerpots. (CSP 131)

[...] n maBHO 6BITO y>Xe BpeMsA B3OVITHU CONHILY, HO JIO COMHIIA OBITO
ellle Janexo.

Jo conHua 6510 eie faneko. [lo COMHIIA OCTABAIOCh ele BEPCT
IITh Iy TH, KOPOTKasi OCTAHOBKA Ha BBe3xkeli [ . .. |.

Torpa ono BbIrIsiHY0. OHO BOIIIO BMECTe C HUMU B KaOUHET, Ife
OHO pa3bexanoch 0 KOBPUKY U, 3aKATUBILICH 3a [[BETOYHbIE TOPIIKHY,
YCMeXHYOoch |[ ... | (PSS 3:408)

“Letters from Tula” (written in 1918) begins with a sunset:
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[...]in the train from Moscow, a suffocating sun was borne along on the
many striped bench seats. The sun was setting. (CSP 119)

[...] B moesne, menmeM u3 MOCKBBI, BE3/IM 3abIXaBIlieecs COMHIIE Ha
MHOX€eCTBE I0I0CaThIX AuBaHoB. OHO cagunock. (PSS 3:26)

The story also ends with sunrise, which means that all the events of the story
take place, explicitly, between sunset and daybreak:

The train was heading for Moscow, and an enormous crimson sun was
borne along on the bodies of many sleeping passengers. It had just appeared
from behind a hill, and it was rising. (CSP 126)

IIlen moe3x B MOCKBY, 1 B HeM Be3/Ii OTPOMHO€ IYHIIOBOE COHIle Ha
MHOYeCTBe COHHBIX Tell. OHO TONBKO YTO MOKa3aa0Ch M3-3a XOIMa I
MOABIManock. (PSS 3:32)

“Detstvo Luvers” (1918) begins with the child’s tearful reaction to a world so
different during sunset, which she sees unexpectedly when awakened by the
cat:

In those days Zhenya was put to bed early. She could not see the light of
Motovilikha. [ . .. ] However, there was no name of determining what was
happening far, far away on the bank. That had no name, and no precise
color or definite outline. (CSP 133; emphasis in original)

JKento B Te ropp! criath yknagpiBanu pano. OHa He MOI/Ia BUJIETh OTHe
MoroBumuxmn.[ . . . ] 3aro HUIIOYEM Henb3st GBUIO OIIPENETUTh TOTO, YTO
TBOPU/IOCH Ha TOM Oepery, Ja/eKo-a/leKo: y TOT0 He ObUIO Ha3BaHUS 1
He 6bIO OTYET/IBOTO 1IBETA U TOUHBIX OYepTaHmil [ . .. |. (PSS 3:34)

“Aerial Ways” (1924) opens dramatically with darkness stretching over the
world:

When the huge lilac storm cloud rising at the roadside had silenced even
the grasshoppers that torridly chirruped in the grass, and when the drums
gave a sigh and their pattering ceased in the encampment, the eyes of the
earth turned dim and there was no more life in the earth. (CSP 179)
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Korma orpoMHas nmmioBas Tyda, BCTaB Ha Kpaio JOPOTHU, 3acTaBuIa
YMOJIKHYTb ¥ KY3HEYMKOB, 3HOHO TPEILaBIINX B TPaBe, a B JIATepsixX
B3IOXHY/IN 1 OTTpenerany 6apabaHsl, y 3eM/IM IIOTEMHEIO B [71a3ax 1 Ha
cBeTe He cTano kusHu. (PSS 3:86)

It seems, therefore, that a critical analysis of “The Mark of Apelles” or any of
these earlier stories needs to be located within a wider discussion of the artis-
tic aims guiding Pasternak’s persistent evocation of the occluded sun in his
earlier works.

In this examination, one cannot avoid the Urtext of the image in Western
culture; in Plato’s trope for the highest good, the sun is a simile for the univer-
sal power that brings to the material world its highest illumination and true
generation:

The sun, I presume you will say, not only furnished to visibles the power of
visibility, but it also provides for their generation and growth and nurture
though it is not itself generation.

In like manner, then, you are to say that the objects of knowledge not
only receive from the presence of the good their being known, but their
very existence and essence [which] is derived to them from it, though the
good itself is not essence but still transcends essence in dignity and sur-
passing power. (Republic Bk. VI, 509b-c; 1930, 744)

Moreover, for Plato the ideas with which the soul opines are charged with
power and acuity in the intelligible world “where truth and reality shine
resplendent,” while the shining flow of energy recedes in darkness:

When [the soul] is firmly fixed on the domain where truth and reality
shine resplendent it apprehends and knows them and appears to possess
reason, but when it inclines to that region which is mingled with darkness,
the world of becoming and passing away, it opines only and its edge is
blunted, and it shifts its opinions hither and thither, and again seems as if
it lacked reason. (Republic Bk. VI, 508d5-d9; 1930, 744)

It is, therefore, noteworthy that in describing his philosophical training in
Safe Conduct and the accompanying “birth of poetry,” Pasternak is indicating
his distance from Plato’s most famous topos of the good. Carefully emphasiz-
ing that poetry’s birth is awakened in the thickening atmosphere of darkness,
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Pasternak prefaces this recollection with an invocation of the brightest sun-
shine whose rays illuminated his music studies throughout the many pre-
ceding years. Just as happens after Reliquimini’s childhood and youth, the
sunshine in Pasternak’s inner and outer worlds departs as he turns eighteen
(with the cessation of his music studies):

Although my story has inclined this way, I have not asked the question of
what music is or what leads up to it. I have not done so, not only because
I woke up one night in my third year of life and found the whole horizon
flooded with it for more than fifteen years ahead, and thus had no occa-
sion to experience its problematics. [ . . . ] However, the same question in
relation to art as such, art as a whole, in other words, in relation to poetry,
cannot be passed over. I shall answer it neither theoretically nor in a suf-
ficiently general form, but much of what I shall relate will be the answer I
can give for myself and my poet. (CSP 30; emphasis added)

XoTs K 9TOMY paclionaran pacckas, s BOIpoca 0 TOM, 4mo makoe
MY3biKa U umo K Heti npugooum, He cmagus. S He CLenan 9TOro He
TONIBKO OTTOTO, UTO, NPOCHYBULUCH 0OHANObL HA MPembem 200y HOUbI,
3acman 8ecv Kpyz2o3op 3anumvim ew Gosee uem HA NAMHAOUAMb em
éneped u, makum o0pasom, He MMeJl C/Iydas NEPEXUTDb ee IpobaeMa-
TUKy. [ ... ] OgHAaKO TOrO Xe BOIpPOCa B OTHOLIEHNH) UCKYCCTBA 110
IPEeUMYIIECTBY, ICKYCCTBA B I€/IOM, MHBIMY C/IOBAMU—B OTHOLIEHUN
10931M, MHe He 0601iTu. Sl He OTBe4Yy Ha HETO HY TEOPETUYECKY, HU B
JOCTATOYHO 061eit popMe, HO MHOTOE M3 TOTO, UTO 51 PaCCKaxy, Oymer
Ha HETrO OTBETOM, KOTOPBIIL 51 MOT'Y JaTh 3a cebs U cBoero mosta. (PSS
3:158)

As Pasternak proceeds to describe how the sunny luminosity of music was
replaced by the sun’s restricted light and very limited hours of its entry into
the family’s home, it seems unwise to make a categorical assertion that Paster-
nak is here engaged in an implicit reconstruction of the atmosphere of the Pla-
tonic cave, “which has a way up to the light along its whole width” and whose
“entrance is a long way up” (514a). However, this classic Platonic depiction of
education in the polis cannot be too far away when the picture of Pasternak’s
philosophical studies is transformed into a full-fledged parody of Platonic
apprentices searching for enlightenment. Pasternak begins this description by
recollecting his younger self reading Hegel and Kant while the sun is dimmed
by the walls of the adjacent houses and by his family apartment, the living
quarters made up of former classrooms:
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The sun used to rise behind the post office and, slipping down Kiselny
Lane, would set over the Neglinka. When it had gilded our half of the
house, it would make its way from dinnertime on to the dining room and
kitchen. The apartment was government property; its rooms were made up
from classrooms. I was studying at the university. I was reading Hegel and
Kant. (CSP 30)

Conuie BcTaBano u3-3a [louramra u, cockanbsbiBas 1o KucenbHomy,
cagmnoch Ha HernmHke. BpI3070THB Hally osoBuHy, OHO ¢ 06efa mepe-
61panoch B CTONOBYIO 11 KyxXHI0. KBapTupa Obla Ka3eHHast, ¢ KOMHa-
TaMmi, epeie/TaHHbIMY U3 K/1accoB. S yumics B yHuBepcurere. S unran
Terensa n Kanra. (PSS 3:158)

This implicit comparison with Plato’s descriptions of philosophers searching
for liberation in darkness becomes all the more pronounced when Pasternak
recalls the habits of philosophy students (and, more generally, his early artistic
friends) at Moscow University who wake up at night and, stoically deaf to the
material demands of the body, avoid sunlight altogether as they change their
nights into day. In their pursuit of alternative sources of illumination and with
disdain for mere unenlightened mortals,’ they meet at the dead of night and
travel as far as the railway station, Sokolniki or Yaroslav on the outskirts of
Moscow—a task that for some unclear reason must be accomplished before
sunrise. It is in this context that Pasternak mentions learning of Marburg—
and a new liberating destination is finally singled out, with Plato explicitly
identified and placed in a position of prominence equal to that of Cohen and
Natorp:

Often we would get each other up in the dead of night. The reason for it
always seemed of utmost urgency. Whoever was woken was ashamed of
his sleep, as if it was an accidentally exposed weakness. To the fright of
the unfortunate inhabitants of the house, all without exception considered
nonentities, we would instantly set off—as if to an adjoining room—to
Sokolniki and the Yaroslav railway crossing. [ . .. ] The illusion of inde-

9. Pasternak’s irony is reminiscent of Plato’s humor as he describes the arrogance of the
disciples “consecrated” into the higher mysteries of higher truth. Socrates” disciple, Apollodor-
us, admits in The Symposium that he despises everyone, including even himself, who is unaware
of the truths of philosophy: “Because, you know, before that I used to go dashing about all over
the place, firmly convinced that I was leading a full and interesting life, when I was really as
wretched as could be—much the same as you, for instance, for I know philosophy’s the last
thing youd spend your time on” (173al-3; ed. Hamilton and Cairns; trans. M. Joyce, p. 527).
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pendence was obtained by means of such moderation in food that on top
of everything else there was hunger too, which conclusively transformed
night into day in the uninhabited apartment. . . . Along with some of my
acquaintances I had connections with “Musaget.” From others I learned of
the existence of Marburg. Kant and Hegel were replaced by Cohen, Natorp,
and Plato. (CSP 30-31)

YacTo moppIMany ApYyT Apyra raybokoit Houbko. IToBoj Beerma Kasancs
HEOT/IOKHBIM. PasOy>KeHHbIN CTBIAMICA CBOErO CHA, KaK HEYasAHHO
o6Hapy>xeHHOI cnaboctu. K 1mepenyry HeC4aCTHBIX JOMOYA/LIeB, CUM-
TABIIMXCA IIOTOJIOBHBIMY HMYTOXECTBAMY, OTHPABIANUCH TYT XKe,
TOYHO B CMeXHYI0 KOMHaTY, B COKONIbHMKH, K Ilepee3ny SpocmaBckoit
)Kese3Hoit foporu . [ ... ] Vmosusa caMoCTOATENIbHOCTU JJOCTUTA-
JTach TAKOil YMEPEHHOCTBIO B IIMIIE, YTO KO BCEMY IIPMCOEIMHSANCA ellle
U TOJIOf, I OKOHYATENbHO IIpeBpalljal HOYb B JIeHb B IIyCTOINOPOXKHEN
KBapTupe . . . BMecTe ¢ 4acTbhi0 MOMX 3HAKOMBIX 5 MIMe/I OTHOLIEHME K
“Mycarery.” OT IPYrux s ysHas o cymiecTBoBaHuy Map6ypra: Kanra n
Terens cmennnu Koren, Hatopm u ITnaton. (PSS 3:159)

With this explicit mention of Plato, Pasternak presents the background for
his recollections of the “birth” of poetry, which he describes as a pattern that
somehow refuses to follow the motif of the Platonic philosopher liberated into
the blinding light.

Thus, unlike the luminous light of his music studies, this new guiding
force that directs his life at night is presented as altogether independent of
the sun’s energy, which, in Plato’s writing, directs the soul to “the form of the
good” that “is the last thing to be seen and hardly seen” (Republic VII, 517
b5-c; 1930, 749). By contrast, Pasternak remembers himself directed by a sun-
less force, one displaying its capacity to compete with all life-giving forces,
including the power of the sun:

I had made friends with a girl from a wealthy family. It was obvious to
everyone that I loved her. She took part in these walks only in abstract, on
the lips of those more used to going without sleep and adapted to such a
life. [...]

Love raced along most impetuously of all. Sometimes it found itself
at the head of nature and would overtake the sun. (CSP 30-31; emphasis
added)

S mpyxun c geBymkoit n3 6oratoro foma. BceM 6b110 ACHO, 4TO A ee
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067110, B 3TMX IporyaKax oHa y4acTBOBajia TONbKO OTBIE€YEHHO, Ha
ycTax 6ormee 6€CCOHHBIX M IPUCIOCOOTEHHBIX. | . . . ]

Bcero mopeiBucTee Hecnack n100068b. VH0204, 0kas3vieasce 8 20108
npupoowvt, oxa onepexcana conrye. (PSS 3:159)

The energy of poetic practice is found to have a further ability to enliven those
aspects of reality, which, semi-forgotten, lag behind in the ever-expanding,
darkened distance. Echoing the act of “conversion” or “turning around” of the
cave prisoner who is liberated and “compelled to stand up suddenly and turn
his head around and walk and to lift up his eyes to the light” (Republic VII
515 ¢7-d; 1930, 748), Pasternak offers readers his own version of “turning” or
conversion—a backward glance that focuses upon a semi-forgotten series of
impressions, experiences, facts.! The power of the sun is, thus, presented as
a contrasting foil: as the sun directs the rotation of seasons, the poet, turning
toward the call of ephemera disappearing in the darkness, has the indepen-
dent ability to recover and invigorate these lifeless aspects of existence, imbu-
ing them with new intensity that his eye discerns and awakens:!!

I shall ask myself at this point by what virtue and whereabouts in reality
poetry was born. [ ... ]

It was born from the interruption of the series, from the diversity of
their speed, from the way the more sluggish lagged behind and piled from
the rear, on the deep horizon of memory.

Love raced along most impetuously of all. Sometimes it found itself at
the head of nature and would overtake the sun. But as this happened only
rarely, one could say that the force that gilded one side of the house and then
began to bronze the other, which washed weather away with weather and
turned the heavy winch of the four seasons, moved forward with constant
superiority, nearly always competing with love, while the remaining orders
dragged along at the back, at various distances. I often heard the hiss of
yearning that had not originated with me. Catching up with me from
behind, it filled me with fright and pity. It issued from the point at which
everyday life was torn away, and it either threatened to put brakes on reality
or else begged for everyday life to be joined to the living air, which in the
meantime had moved a long way ahead. And what is known as inspiration

10. See here MacKinnon (1988, 152fF.), who sees in this passage the announcement of
“Pasternak’s theory of art””

11. See Rudova on “making art a creative process” (1997, 70). See also Rudova’s comparison
of this passage to Rilke’s writing on Paul Cézanne and Notebooks of Malte Laurids Brigge (1994,
62-73).
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consisted in this turning around to look back. The most tumid, uncreative
forces of existence called for a special vividness because of the distance to
which they had rolled away. (CSP 31; emphasis added)

[SI] TyT ke u crporuy cebs, Tfe M B CHITY 4ero U3 Hee POXK/JaIach MO93usl.
[...]

Oma [11033ms1] poskjanach u3 nepeboeB ITUX PSIOB, U3 PAa3HOCTU UX
XOfia, M3 OTCTaBaHbs O0/ee KOCHBIX U MX HATPOMOJXK/EHbs [103a/y, Ha
ITy6O0KOM TOPM30HTE BOCIIOMUHAHDA.

Bcero nopsIBKCTee Hecnach M000Bb. JH020a, 0KA3bi6asCh 6 207108€
npupoovi, ona onepesxcana convue. Ho mak xax amo 6v10a8anocy o4emv
pedKo, Mo MOHHO CKA3AMb, YMO C NOCHOSTHHBIM NPEBOCXO0CHIBOM, HOUMU
8cez0a conepHuuas ¢ 110060610, 061U2ANIOCH BNEPed Mo, 4Mmo, Gbi30I0MUE
00uH 60K 00Ma, NPUHUMATIOCL OPOH3UPOBAIMb OPY20il, HIMO CMBLBATIO N020-
001l 10200y U 8PAULATIO MSAHCETLTL BOPOM Uembipex 8pemMeH 200d. A B XBO-
CTe, Ha OTCTYTIAX Pa3HOIl HATbHOCTY, IUIEIICh OCTAIbHbIE pAAbL. S 9acTo
CIIBIIIAJI CBYUCT TOCKU, He ¢ MeHA HavaBlreiica. [TocTuras MeHs C THINY,
OH myran 1 xano6un. OH UCXOAVII U3 OTOPBaBIIErocs 06MXo/a U He TO
TPO3WJI 3aTOPMO3UTD AEIICTBUTEIbHOCTD, HE TO MOMUI IPUMKHYTb €ro
K )KUBOMY BO3[IyXYy, yCIIEBLIEMY 3aiiTU TeM BpeMeHeM JIajJieKo BIIepe,.
B amoil o2ns0ke u 3axao4anocs mo, umo 308emcs 8600xHoseHvem. K oco-
berHoli ApKOCMU, 66U0Y 0ATIU C60€20 OMKAMA, 3647l HAUOOee OMmeUHble,
HemaeopuecKue Hacmu Cyu,ectmso8aHbvsl. (PSS 3:159)

The parallel with the sun is carefully maintained, even though the sun is not
the force that moves inspiration. Poetry is born, along with compassion, when
some as-yet-unnamed power invigorates the forgotten aspects of reality that
are begging the poet to preserve them from disappearing from life.!? And for
his young self this new force, just like love, can outdistance the sun.

In the later sections of Safe Conduct, having described his pursuit of phi-
losophy in Marburg, Pasternak announces that he can foresee a new theory of
aesthetics. Laying its first foundations (or at least suggesting its outlines), he
restates his conviction that art is intertwined with a force that shows its tra-
jectory by displacing or transforming the objects it pierces. With a significant
shift in metalanguage, Pasternak claims yet again that, as far as this process
is concerned, textual devices are merely the by-products of a reality that has
been transformed and reordered by this alternative power which exists along-
side that of sunlight:

12. For an alternative view, see Livingstone’s commentary on Safe Conduct (1985, 58-64).
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At the beginning of Safe Conduct I said that sometimes love outstripped
the sun. I had in mind the patency [evidential power] of feeling that every
morning outdistanced the whole of the surrounding world [ . . . ]. In com-
parison with this, even the sunrise acquired the character of a local rumor
needing verification. In other words, I had in mind the patency [evident
force] of a power that outweighed the evidential nature of light. (CSP 54;
trans. altered; emphasis added)

B Havase “OxpaHHOI IpaMOTHI” 51 CKa3asl, YTO BpeMeHaMu 11060Bb 06ro-
HsUIa COTHIE. 5] MMerT B BULY TY OYEBUAHOCTD YyBCTBA, KOTOPAst KAXKZ0€
YTPO Ollepexkasa Bce OKPY’Kallilee ¢ JOCTOBEPHOCTbIO BecTH [ ... . B
cpasHeHvu ¢ Heil daxce 80cx00 CONHYA NPUOGpeman xapaxmep 20p00cKoti
Hosocmu, ewje mpebyroueti nposepku. JIpyzumu cno8amu, s umen 8 U0y
04eBUOHOCY CUTIbL, Nepeselusaryto ouesuorHocmy ceema. (PSS 3:186)

Thus, by comparison with this newly discovered “beam of energy,” the sun’s
rays are relegated to the status of an inferior “news item,” and, as Pasternak
suggests, in all seriousness it seems, a formula for artistic power has been dis-
covered that contrasts with the force of light:

If, given the knowledge, ability, and leisure, I were to decide now to write a
creative aesthetics [ . . . ]. I would show that as distinct from science, which
takes nature in the section of a shaft of light, art is interested in life at the
moment when the beam of energy is passing through it. (CSP 54; trans.
altered; emphasis added)

Ecnu 6bl py 3HAHBSX, CIIOCOOHOCTSX U JOCYyre s 3afyMas Telepb
IUCAaTh TBOPYECKYIO SCTeTUKY [ . .. |. A nokasan 6vi, umo, 6 omaudve
om HayKku, bepyujeti npupody e paspese c6emosozo cmosnda, UcKyccmeo
UHMePecyemcs HU3HbI0 NPU NPOX0NOeH U CKBO3b Hee 1y1a cuno602o. (PSS
3:186)

Moreover, according to this non-existent (but already conceived) aesthetics,
the creative force of art [cuna gBIDKyIerocs s3bika o6pasos] affects reality
as if by magnetism, while the force itself is discovered in reality and not in
art. Even the transference of the metaphor found in reality (and Pasternak on
this occasion employs a linguistic double-entendre—see the use of the word
“pull” [Tsara] in the passage below) is a testimony to the uncovered dyna-
mism in static objects at the moment when they are transfixed by the force
in question:
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Artisrealistic [ . .. ] by virtue of the fact that it did not itself invent metaphor
but found it in nature and faithfully reproduced it. The transferred sense
means nothing in isolation but refers to the general spirit of all art, just as
the parts of the altered reality mean nothing if taken separately.

And in the configuration of the whole pull art is symbolic. [ . .. ] The
interchangeability of images [undergoing displacement], that is art, is the
symbol of power. (CSP 55; emphasis added)

VckyceTBo [ ... | peanucmuuro mem, umo He camo 8vidymano memagopy,
a Hawo ee 8 Npupode u cesmMo socnpousseno. IleperHoctviti CMBICT TaK
K€ TOYHO He 3HAYUT HIYETO B OTHE/NIBHOCTH, @ OTCHUIAET K 00IeMy AyXy
BCEro JMCKYCCTBA, KAK He 3HAYAT HIYETO IIOPO3HD YACHU CMEUseHHOL
OeticmeumenbHOCMu.

Dueypoil eceil ceoeti mseu ¥ CUMBOIUYHO UCKYCCTBO. | . .. | B3an-
MO3aMeHVMMOCTb 06Pa3oB, TO eCTh MICKYCCTBO, €CTh CUMBOJ CUJIbL. (PSS
3:187)

In this process, the immobile objects of reality are clearly neither illuminated
nor changed, but rather returned to life by the animating force that sleeps in
them:

How one understands what it is like for the visible object, when it begins to
be seen. Once noticed, nature moves aside with the obedient spaciousness
of the story, and in this condition, like one asleep, is quietly transferred
onto the canvas. (CSP 70)

Kak Bapyr mocTuraercs, KakoBO CTAHOBUTCS BUANMOMY, KOI/Ia €r0 Haul-
HAIOT BUAETH. Bygyun 3ampumedeHa, IpupoAa paccTynaeTcs IMOCTyLI-
HBIM [IPOCTOPOM IIOBECTH, U B 3TOM COCTOSIHUM €€, KaK COHHYIO, TUXO
BHOCAT Ha IOIOTHO. (PSS 3:205)

In other words, as Pasternak claims that he is rewriting the classical philos-
ophy of aesthetics, he still borrows from the Greeks the affirmation of the
potency of contemplative “ideas,’** and his position contrasts altogether in

13. In a letter to Loks of January 28, 1917, Pasternak speaks of literary forms and clearly
draws on his former philosophical position where forms as ideas are dynamic living energies:
“if the form is to be created [ . .. ] it must be created as living, moved by an irrational self-
consciousness of its self-subsistent and self-propelling organism” [eciu ¢popma MoxeT 6bITH
co3faHa [ ... ] To oHa MOXeT OBITh CO3[jJaHa TO/NBKO B BIJe JKMBOTO,—MpPpPaLOHATIBHO
OCMBIC/IEHHOTO CBOEI0 CIIOCOOHOCTBIO CaMOIIOABIDKHOCTY opranmama) (PSS 7:314-15). This
principle in Pasternak’s world is so long-standing that it still resonated in Doctor Zhivago when
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this regard with that of Hume, who claims that ideas are merely pale copies of
impressions (Treatise 1.1.1; 2000, 7).

It is equally clear that in bypassing the imagery of light, Pasternak dis-
tances himself from the Platonic theory of mimesis. If in Plato’s understanding
of art as a reflection three times removed from reality, “the concave becomes
convex, owing to the illusion about colors” as well as “[to] the art of conjuring
and of deceiving by light and shadow” (Republic X, 602c¢8-d3; 1930, 827), then
the unnamed power that in Pasternak’s writings unearths the living energy
of materiality cannot be discerned with the force of light, and in this it dif-
fers from all other ideas and aspects of consciousness [ocTanbHbIe CTOPOHBI
CO3HaHbA|:

Actually, only this power needs the language of material proofs. The other
aspects of consciousness are durable without this need for proof. For them
there is the direct path to the visual analogies of light: to number, precise con-
cept, and idea. But there is nothing except the mobile or dynamic language
of images, that is, the language of attendant attributes, for power to express
itself by, the fact of power, power durable only at the moment of its mani-
festation. (CSP 55; trans. altered; emphasis added).

CoO6CTBEHHO, TOTBKO CMJTa U HY>KJaeTcA B A3BIKe BEIleCTBEHHBIX JOKa-
3arenbcTB. OCTanbHble CTOPOHBL CO3HAHbBS [JOATOBEYHBI 6e3 3aMerT. YV
HUX NPSMAST 00P02a K 8033PUMENILHIM AHATIOZUSIM C6EMA: K HUCTLY, K MOU-
HOMY noHAMbI0, K udee. Ho HIUeM, KpoMe JIBIDKYIIIerocs A3blka 06pasos,
TO €CTb 513bIKa COIPOBOANTEIbHBIX IIPU3HAKOB, He BBIPA3UTDb cebsl Cute,
dakTy CUIBI, CUTIe, IeATENbHON TNIIb B MOMEHT ABJIeHbA. (PSS 3:187)

In short, although the force of poetry may be measured alongside the potency
of sun, poetic power is an independent energy source. And when measured
against feelings or passions, this power is found to be both wider and stronger
than any of these other forces:

When we suppose that a strong passion is depicted in Tristan, Romeo and
Juliet and other masterpieces, we undervalue these works’ content. Their
theme is wider than this forceful theme; their theme is the theme of power.
(CSP 54)

Yuri in Varykino “made a note reaffirming his belief that [ . .. ] form is a key to organic life,
since no living thing can exist without it” [cHoBa mpoBepu1 u ormeTn, 4to [ . . . | popma xe
€CTb OPTraHMYeCKMil KoY CyIeCTBOBaHA, GOPMOIl JO/KHO BIaJieTh BCe SKUBYIIee, YTOObI
cyuiectBoBaTh (Zhivago 454; PSS 4:452).
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Korpa mMb1 Boo6paxkaem, 6yaro B Tpucrane, Pomeo u Omun n apyrux
HaMsATHUKAX M300paXkaeTcsl CUIbHASL CTPACTb, Mbl HELOOLeHIBAEM
copiep>kaHbs. VIX TeMa mmpe, 4eM 3Ta CUAbHAs TeMa. TeMa MX—rTeMa
cunbl. (PSS 3:186)

These famous passages of Safe Conduct are interpreted by critics as the central
aesthetic statement of the early Pasternak.!* What has been centrally over-
looked, however, is not only Pasternak’s reliance in this regard upon the ideal-
istic tradition that springs from Plato;'° but the significance and consistency of
the contrasts to the light force in early Pasternak are also underemphasized by
Pasternak scholars, and as a result a major direction of his thought and image
construction is altogether ignored.

How far-reaching, then, is Pasternak’s opposition to the tradition of light
metaphysics (and physics) in his writing? Traces can be found in a significant
number of passages; they appear even in Pasternak’s attempt (in what became
the unfinished and unpublished Afterword to Safe Conduct) to explain to
Rilke the difficulty of his personal life. Speaking with the conviction that Rilke
would grasp the full seriousness of his predicament, Pasternak juxtaposes the
beauty of the two women in his life by noting that one needs the illumination
of light or of happiness to be beautiful, while the other is herself simply a force
that, independent of sunshine, radically affects the world. This second type
of beauty is excavated from the deepest layers of earth and in its very stony
materiality needs little from the world itself, whereas the world cannot exist
without it:

A smile rounded the chin of a young woman painter, pouring out its light
into her cheeks and eyes. [ ... ] And since she always needed this illumina-
tion in order to be beautiful, she needed happiness to be admired.

You would say that all faces share in this. Untrue—for I know others.
I know a face that pierces and cuts both in grief and joy, and it becomes all
the more beautiful in conditions destructive to the beauty of everyone else.
Whether this woman flies upward or falls headlong, nothing affects her
fearsome charm, and she needs less from the earth than the earth needs
from her because she is femininity herself, taken out entire like a rough
mountain crag out of the stony mines of creation.

14. Livingstone (2006b); MacKinnon (1988); de Mallac (1981, 340-42).

15. See here Stepun (1962, 48-49). Soviet critics were predictable in their reaction to Safe
Conduct; immediately after its publication they accused Pasternak of counter-revolutionary
“idealism” (PSSCom 3:523).
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Vibi6Ka K0mo6KoM OKPYIIsiia MOEO60POZOK MOTOROI XY/ OXKHUIIbL, 3a/1N-
Bas eil CBETOM LieKy 1 r7asa. [ ... ] V Tak Kak OHa BCerfa Hy>/janach
B 9TOM OCBeII[eHbM, YTOOBI OBITH IIPEKPACHOI, TO eil TpeboBanmoch cya-
CTbe, YTOOBI HPaBUTHCS.

CKaxyT, 4TO TaKoBbI Bce nuia. HanpacHo,—s sHato apyrue. 5 3Hao
JIMII0, KOTOPOE PaBHO PAasUT U PEXeT M B TOPE M B PAJOCTU U CTAHO-
BUTCSI T€M [IPEKPACHENL, YeM Yallle 3aCTaellb ero B I0JI0KEHbSIX, B KOTO-
PbIX IOTyx/1a 6B Apyrast Kpacora. BaBuBaeTcs u 9Ta XKEHIIVHA BBepX,
JIETUT /1Y BHU3 TOJIOBOIO; €€ IyraoliieMy 00astHbI0 HUYETo He [ielaeTcs, 1
eil Hy>KHO 4TO 6bI TO HU OBITIO Ha 3eMJle TOPa3/io MeHblIle, 4eM OHA cama
HY)XHa 3eMJIe, IOTOMY YTO 9TO caMa )KeHCTBEHHOCTb, IPYOBIM KYCKOM
HeObIOLIeNICsl TOPAOCTHU 1IeNKOM BBIHYTas U3 KaMEHOTOMEH TBOpe-
Hbs. (PSS 3:522-23)

In other words, the major emphasis on the dynamic power of the yet unnamed
force, independent from sunlight, is undeniable, and although the theme of
competition with the sun emerges in the final draft of Safe Conduct only in the
context of the birth of poetry, one finds the notion of ideas as self-subsistent
energetic centers in Pasternak’s numerous student notes on Plato.

3.2 “I have dug into idealism to its very foundation”

Pasternak’s initial plans in Marburg were to work on his dissertation enti-
tled “The laws of thought and the dynamism of the material object” While
the plans for his dissertation were abruptly abandoned (E. B. Pasternak 1997,
144), his notes on Plato, written throughout his philosophical training, point
to this very specific interest in the energy of ideas or forms and the parallel
discovery of living energy in the surrounding world.

The young Pasternak’s reading of Plato is concerned almost exclusively with
the dynamism and power of ideas—the energizing nature of intelligible reality
and its empowering of material objects. Already in 1909-10, while studying
with L. M. Lopatin, Pasternak summarizes the latter’s understanding of Plato’s
ideas as an energy flow: the idea of the good, for instance, is the most “mighty”
source attracting material objects and supplying them with its own dynamism.
The word—rsra or “pull”—exercised over material objects, set out in these
notes, already looks forward to the “pull” of artistic language in Safe Conduct:

The power and durability of the idea is directly proportionate to its capac-
ity. [ ... ] The highest, all-embracing idea = the idea of the good, beatitude
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= highest living substance, with intellect and creativity, pulling others
towards itself.

MOLTHOCTD ¥ XXM3HEHHOCTD MJeN IPSIMO IPOIOPLVIOHATIBHbL €€ 00BeMY.
[ ...] BepxoBHas, BceoObemmomas uges = upes fobpa, 6maroctu =
BBICIIIEe CYI[eCTBO, 00/Iajjatolee pasyMoM ¥ TBOPYECTBOM, NPUMSIeUBAI0-
wee x cebe. (Lehrjahre 1:356; emphasis added)

There is a striking consistency in Pasternak’s understanding that the idea of
the “good” cannot be abstract or general; ideas or forms, in contrast to “prin-
ciples,” are living, dynamic spiritual centers:

But ideas are alive spiritual centers. The relationship between things and
ideas is directly opposed to the relationship between things and intellec-
tual principles. Great dynamic power. [ . .. ] Idea as an ideal not abstractly
generated by the mind, but possessing full reality. The ideal as the highest
force, attracting objects to itself.

Ho mpmenm - XuBble fyXOBH<bIe> LeHTPbl. OTH<OIIEHME> MEXAY
Bel[<aMI> 1 UesiMi 06paTHO TOMY, YTO MEX/Y AelaMy U HOHATU-
samu. MomHoCTb. [ . .. ] Vijest Kak ujeasn, He OTBJIEYEHHO IIOPOXK/a-
eMbIIl PacCy[KOM, a MMEIOLINII MOMHYI0 JeICTBUTEIbHOCTD. Vean
K<a>K BEPXOBH<asg> CMJIa, IpUTATUBatomas Bemu K cebe. (Lehrjahre
1:356-67)

This emphasis (a position directly opposed to Hume) predates Marburg,
and Pasternak’s notes on Cohen prior to his trip indicate his awareness of
the application of Plato’s dynamism of ideas to Neo-Kantianism. In study-
ing Cohen’s thoughts on Plato, Pasternak carefully captures the transition in
which the intelligible potency of thought is fused with Hegel’s spirit, and even
more so with Kant’s a priori principles underlying apperception:

Cohen studies the apriori, reforming element of this spirit, which in a
new way applies and enacts apperception upon the aposteriori material of

science.

Cohen nccrenyer anpuopHsiii, peOpMUPYIOIINIT IIEMEHT 9TOTO AyXa,
KOTOPBIi1 I0-HOBOMY aIlllepLiepOBasl alloCTEPUOPY MaTepyan HayKu.
(Lehrjahre 1:393-94)
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His first letters from Germany indicate that he viewed Cohen’s school as a
direct offspring of the Platonic academy and Cohen himself as the insightful
reader par excellence of Platonic philosophy, capable of experiencing a living
energy of Plato’s thought when all the preceding schools were simply filled
with the silent and deadening “stuff of ideas™

It is strange and terrifying to understand that, after Plato, the next crowd,
armed for the whole world and for centuries ahead, is this smoked audi-
torium and this eccentric, confusing, and inspiringly clear old man, who
himself shakes from this startling surprise, from this shocking miracle that
history was not understood before him, and that all these centuries, stuffed
so tightly with lives, with myriads of consciousness and myriads of ideas,
are so uninterestingly mute precisely in the places where he is struck by
clarity.

CTpaHHO n )KYTKO CO3HaBaTb, 4TO CHCIIYIOHleﬁ, 3a HHaTOHOM, CBaeIZ,
BOOPY)KCHHOI/UI BCeMI/IpHO Ha BCe BEKa, OKa3bIBae€TCA BOT 9Ta 3aKO/ITYECH-
Hadg ay,ﬂI/ITOpI/IH n 3TOT ‘{y,ﬂHOf/I, SaHYTaHHbIﬁI 1 BOJOXHOBE€HHO SACHBIN
CTapI/IK, KOTOprI/UI JIPO)KI/IT n caM OT HOTpHC&IOU.[eI‘O I/I3YMH€HI/IH, oT
TOro HOpa3I/IT€TIbH01"O '{yna, qTo I/ICTOpI/IH 6I)I}Ia IIOHATa OO HEro, 4To
9TU BEKa, Tyl"O Ha6I/ITbI€ JKM3HAMU, MI/IpI/IaIIaMI/I CO3HaHI/II7[, MmpmanaMm
MbICHeIZ, TaK TYCKHO MO/4aT, MMEHHO TaM, I'l€ €ro OCEHAECT ACHOCTbBIO.
(PSS 7:93)

Pasternak’s notes on Cohen’s Aesthetics indicate his further engagement with
the vitality and dynamism of material reality, energized by substance, that is,
by the highest vitality of ideas.!® At which point the study of ideas capable of
transforming material reality disclosed itself as simply a “safe profession” is
unclear, but by the time Pasternak was thinking of joining Cassirer in Berlin,
the decision to leave philosophy was expeditiously maturing, and as philoso-
phy was losing its luster, art was promising the real grandeur of working with
the dynamism of thoughts, which could uncover a parallel vitality of material
reality. In his letter to Shtikh of July 11, 1912, Pasternak noted both his deep
engagement with the power of thought “as the category of the dynamic object”

16. As the poet’s studies in Marburg expand, a new theme is introduced as if in medias res:
the dynamic power characteristic not merely of substantive ideas, but of hallucination, ideas as
obsessions, and also of “a singular poetry;” the poetry of an object signifying not so much the
necessity of its transition into a higher status, but rather “indicating its readiness for this transi-
tion” (Lehrjahre 11:118-19).
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and his irrevocable and unconditional decision to leave philosophy in favor
of art:

I have dug into idealism to its very foundation. I have started work on the
laws of thought as the category of a dynamic material object. This is one of
the attractive logical themes that can pass for a harmless narcotic. But I do
not want the harmless. O God, how successful is this trip to Marburg. But
I dropped it all; art—and nothing else.

S joxomajcsA B MAeanMsMe O OCHOBaHMA. Y MeHA HadaThl pPaboTHI O
3AKOHAX MbIUIEHUS KAK 0 Kamezopuu OUHAMu4ecKozo npeomema. dma
00HA U3 NPUMe2AMeNbHbIX TI02UHECKUX MeM, Komopble UHo20a Mozym
cotimu 3a 6e306udnviii napxomux. Ho 6e3obupgHoCTY 5 He X04y. boxe,
KaK yCIIelllHa 3Ta moesaka B Map6ypr. Ho s 6pocaio Bce;—MCKycCcTBO U
6onbire Huyero. (PSS 7:122; emphasis added)

The transition from philosophy to art was by no means without unexpected
twists. In presenting his 1913 lecture “Symbolism and Immortality” to “Mus-
aget,” a text where a great number of philosophical postulations was applied to
poetics, Pasternak all but silenced the group’s members by his intense philo-
sophical language.

It is equally noteworthy that in “Symbolism and Immortality” his highest
expectations for art were formulated as follows: art was a living repository of
the dynamism of ideas alongside transformed material reality. From his sur-
viving “theses” of the lecture and his later recollection of the occasion in Sketch
for an Autobiography [ABTob6uorpadmueckuit ouepk], Pasternak’s abandoned
dissertation topic, “the laws of thought as the category of a dynamic material
object,” reappears—this time as the qualitative essence of material reality that
cannot be perceived, except by living thought or the meditative perception of
the artist. Artists, he claims, leave their imprint of subjectivity as they observe,
armed only with their subjective search, the actual shifts in reality that nec-
essarily emerge in response to the authenticity of their quest. Furthermore,
since art continues to testify to this shift of disclosure, the uncovering of qual-
ity rather than quantity in objects that constitute art, together with the artist’s
subjective perception, is communicated to the audience: the artist, with his
vision freed from accidental historical features, enters eternity, gains immor-
tality, testifying in his very engagement to the process he experiences:

Qualities are enveloped by consciousness, which liberates them from con-
nection with personal life [. . . ]. Immortality takes possession of the con-
tents of the soul. Such a phase is the aesthetic phase.
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[...] Thus immortality is the Poet, and the poet is never a being, but
a condition for quality.

[...] The reality accessible to personality permeated with the quest for
the free subjectivity belonging to quality. Signs of this quest, issuing from
reality itself and concentrated in it, are perceived by the poet as the signs
of reality itself. The poet submits to the tendency [direction] of the quest,
imitates it, and conducts himself as the objects around it. (MG 40-41)
KayecTBa 00BATH CO3HAHNMEM, IIOCTIENHEE OCBOOOXK/AET Ka4eCTBA OT
CBA3M C IMYHOM XXM3HBIO [ . . . |. BeccmepTire oBazieBaeT comepKaHmeM
pymn. Taxoit dpasuc ecTb Basyuc 3CTeTUIECKIIL.

[...] Nraxk, 6eccmeprue ectb I109T, M IOST HMKOT/A He CYIECTBO, a
yCTIoBMe IS KauecTBa.

[...] HeiicTBUTEIBHOCTD, JOCTYIIHASA TNIHOCTH, IPOHMKHYTA IOM-
CKaMy CBOOOJIHOI CyObeKTMBHOCTH, IPUHA/IeXalell KadecTsy. I1pnu-
3HAKM 3TUX VICKAaHUI, UCXOAIMX OT CaMOIl eiiCTBUTENIbHOCTY U B Hel
K€ COCPeJOTOYEHHbIX, BOCIPUHMMAIOTCS II03TOM KaK IPU3HAKM CaMOli
peiicTBuTeNnbHOCTH. [103T IIOKOPAETCA HAIIPAB/IEHNUIO TIOMCKOB, IIEPEHM-
MaeT MX M BeJleT ce0s KaK IpefMeThl BOKPYT. OTO Ha3bIBAIOT HAO/IOfA-
TEJIbHOCTBIO ¥ IIMChbMOM C HATYPBbI. (PSS 5:318)

In this equating of the dynamism of ideas with the contemplative perception
of the artist, there is not a trace of the “sunless” theme which, one should note,
cannot be said as easily about “The Mark of Apelles”

This puzzling story opens as Heinrich Heine, assisted by “a whole horde
of leaning sunsets and leaning shadows” (CSP 101; PSS 3:6), enters altogether
ahistorically the busy streets of Pisa. This mysterious wanderer opens the doors
of the hotel just as the sun’s rays are “slaughtered,” reflecting in this a much
more complex intellectual context than the competition between Pasternak
and Vladimir Mayakovsky, or the portrait of the Romantic hero, embodying
a metaphoric approach, opposed to the quieter “passive” metonymic artistic
type, Emilio Relinquimini.’” Employing the somewhat tortuous phraseology

17. The interpretations and discussions surrounding “The Mark of Apelles” tend to reflect
Jakobson’s distinction between metaphor and metonymy, an opposition that has been recast
by Aucouturier (1969) as a contrast between a Romantic hero, Heinrich Heine, and a quieter
“passive” artistic type, Emilio Relinquimini. In this context, the story becomes a competition
between two artistic types, or, in the words of Lazar Fleishman, about Pasternak’s reaction to
Mayakovsky: “as Michel Aucoutier has convincingly shown, the content of the novella and its
hero, Heine, are indissolubly linked with Pasternak’s reflections about the theatrical nature of
the poet and the theatrical essence of poetry, as well as with two conceptions of art offered in
most complete form in 1931 in Safe Conduct. There one poet’s outwardly passive mode of be-
havior (often characteristic of Pasternak) is contrasted to another type of poet: one who never
leaves the stage [ . .. ] Vladimir Mayakovsky” (Fleishman 1990a, 77-78). It is amusing, however,
that critics, having accepted this interpretation, on occasion mix up who is who, and Hingley,
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of Pasternak in “The Black Goblet,” one may suggest that the Heine of this
story is “the apriorist of lyricism,” emerging out of the “coffres volants” of cul-
tural wealth (PSS 5:14) or, in the language of “Symbolism and Immortality;” “a
living soul alienated from [historical] personality in favor of free subjectivity”
(MG 41; PSS 5:318). If one prefers to adopt the language of Pasternak’s notes
on Plato, Heine becomes a testimony to the power of immortal or atemporal
human thought that continues to exert a vital influence over material reality.
The topic of his abandoned dissertation—“the laws of thought and the cat-
egory of the dynamic object”—becomes then an organizing idea for a literary
construction whose paradoxical design is illuminated further when Pasternak
the philosopher continues to assist the critical understanding of Pasternak the
prose writer.

3.3 The composition of “The Mark of Apelles” and
its “vertical saturation”

Indifference to the philosophical Pasternak has meant that while so many
of the modernist works of major Russian authors have continued to be reas-
sessed and discussed on both sides of the Atlantic, critical evaluations of “The
Mark of Apelles” have remained frozen in time. Written in the spring of 1915,
the story appeared in print only in 1918, that is, at a time when Russia was
already a new country, demanding new themes and allegiances. The archival
data, pointing to the editors’ reluctance to publish this work, foreshadows the
puzzling absence of subsequent critical engagement. After rejections from
several more or less traditional journals in 1915,'® Pasternak offered the story
to Bobrov for the third volume of Tsentrifuga,'® and, in the accompanying
letter of December 30, 1916, cautiously explained the technical challenges in
the execution of the narrative, while disclosing very little else about the goals
of this execution, which “directed a lot of energy to the vertical saturations”
[BepTukanbHble Hachlenus] of the plot:

In its technical aspects, “Apelles” is not at the height of modernity [ . .. ].
But the story is written with excitement and upsurge. Perhaps, an excessive
technical intensity due to my lack of skillfulness, excludes the enthusiastic

for instance, speaks of “Relinquimini-Mayakovsky” and “Heine-Pasternak” (1983, 44).

18. The story was “successively rejected” by Sovremennik, Gorky’s Letopis, Russkaya Mysl,
and eventually Bobrov’s Tsentrifuga. Barnes (1989, 193-94).

19. For the complex history of Pasternak’s relationship with Tsentrifuga, see Fleishman
(1990a, 79-83).
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upsurge in narrative, directing a lot of energy to the vertical saturations
and leaving little for the horizontal speediness of movement.

ITo TexHMKe «Amesiec» He Ha BHICOTE COBpeMeHHOCTH | . . . |. Ho manm-
caHa Obl/1a BEIlb C YB/IEYEHVEM I IIOFBEMOM. [ . .. | MoxxeT ObITb, Cyrybas
TEXHUYHOCTD, 110 MOEil HeyMe/IOCTH, NO'beM M3TI0KEHM MCK/II0YaeT,
OTBIMasl MHOTO CMJ/I Ha BEPTUKA/IbHbIe HACBHIIIEHVA U J/I1 TOPU3OHTAb-
HOJI CTPEMUTEIBHOCTY UX He 0CTaB/sA. (PSS 7:299)

In the same letter to Bobrov, he also admitted that after “Apelles” his technical
experimentation had been far less successful:

One thing I can say to you. From the spring during which I wrote “Apelles,”
I attempted more than once to take up prose, moving towards the focus on
technique. And is it not because of this that my attempts are barren? That is
why, in all justice, I cannot fully dismiss “The Mark of Apelles.

OpHo ckaxy Tebe. C TOi BeCHBI, KaK 51 HaIMcan “Anenneca; st Aelal He
OJ{HY IIOIBITKY IIPO30Ji 3aHATHCS, K/IOHSCh B CTOPOHY TeXHUYHOCTH. V] He
B CHJIY JIM 9TOTO OCTa/IUCh OHM OecIIofHbI? Tak 4TO OCYAUTH COBEPLIEHHO
“AnennecoBy 4epTy” s He MOT 110 cipaBelmuBocTH. (PSS 7:299-300)

Admitting the story’s deficiencies, therefore, Pasternak continued to consider
his efforts in writing it worthwhile.

His readers tend to disagree, and the story remains as puzzling today as
it must have appeared to its original reluctant readers and publishers. Cer-
tain aspects of the story, of course, are fairly straightforward. It is clear, for
example, that the competition between the two rivals organizes the story’s
plot and signifies a “parabolic statement on the nature of art” (Barnes 1989,
195), and yet “it has been difficult,” as Fleishman aptly points out, “to estab-
lish what it is that makes the types opposite” rather than the fact that “the
juxtaposition as such is more important than what is being counter-posed”
(Fleishman 1990a, 77).2* What cannot be questioned are the following facts:
the story’s epigraph, a fictional account of the competition between two seem-
ingly legendary rivals, Apelles and Zeuxis, directs the story’s events. Emilio
Relinquimini, who wrote the famous poem “Il Sangue,” signs his work with a

20. See Levi: “The Apelles Mark is no more than a clever exercise, something less than a
detective novel though more densely and intensely written” (1990, 106).

21. On the whole, Fleishman accepts Aucouturier’s interpretation of the story as reflecting
Mayakovsky-Pasternak completion and Pasternak’s farewell to Romanticism (1990a, 77-78).
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drop of blood and invites the Westphalian traveler, Heinrich Heine, to give a
definition of love, by providing “an Apelles-style proof of identity” and ensur-
ing his “membership in the aristocracy of blood and spirit” [Anennecoso yno-
CTOBepeHMe TNYHOCTY [ . . . | IPUHAIEKHOCTb K apUCTOKPATUU KPOBIU
u pyxa] (CSP 102; PSS 3:7). Having accepted Relinquimini’s challenge (and
Relinquimini indicates in the letter that he is the story’s Zeuxis? [CSP 102;
PSS 3:7]), Heine travels to Ferrara and arranges a meeting with Relinquimini’s
love, Camilla Ardenze, by claiming in an advertisement placed in the Ferrara
newspaper that he possesses Relinquimini’s lost notebook and is ready to give
it to an interested party. After she answers the advertisement, Camilla finds
Heine irresistible, and Heine, in turn, catches her passion. The contest, then,
seems to have been won by Heine outright: Relinquimini’s wager, a drop of
blood, is defeated by Heine’s act of seduction—the mark of Apelles—and yet
his triumph is somewhat obscured by the abruptness of the story’s ending. As
Heine switches off the light, either he, or Camilla, or both lovers are enveloped
by darkness. Despite all the difficulty of finding a publisher, Pasternak never
corrected the uncertainty of this ending—a fact significant in itself.

Equally noteworthy, just as Fleishman indicated, is the difficulty of locat-
ing the exact nature of the competition or what is actually being “counter-
posed” (1990a, 77). Here, I believe, the simple fact that Pasternak was brought
up in the family of an artist must have played a decisive role, for literary critics
tend to overlook the legendary account of Zeuxis, repeated, as is often empha-
sized, “ad nauseam,” by lovers of the art of painting (Marvin 2008, 50). Thus,
according to the ancient legend (as well as to the famous painting by Francois
André Vincent [1746-1816] exhibited in the Louvre), Zeuxis, when asked to
paint the portrait of the most beautiful woman, Helen of Troy, worked from
nature and brought together the most perfect features of five beautiful women
to make one startling ideal. One may also note the rather famous story of
German artist Anton Raphael Mengs (1728-1779) who loved to compare the
paintings of Zeuxis and Apelles and chose Apelles for the vivacity of his col-
ors—the hues of his palette (Marvin 2008, 126). Pasternak, who must have
been aware of these accounts (and who thought that his readers would also
have known these facts), clearly gives his own twist to the competition, and yet

22. There is a textual suggestion that Relinquimini assumes the role of Zeuxis when he
challenges Heine to provide an Apelles-like definition of passion: “You must define it no less
succinctly than the mark of Apelles. Remember, Zeuxis is merely curious about your member-
ship in the aristocracy of blood and spirit” [cka>kuTe o Hell Tak, YTOOBI OUYEpPK Ball He Ipe-
BBILITA/ TAKOHM3MA YePThl AIIE//IECOBOIL. [ . . . | BOT O 4eM eAMHCTBEHHO T06OIBITCTBYET
3eskcuc] (CSP 102; PSS 3:7). However, the instability of the story makes such a careful reader
as Barnes insist that Apelles is Relinquimini, and Zeuxis is Heine (1989, 194).
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it is clear that his winner does not assemble parts, but rather transforms what
is assembled—not by the materiality of colors and hues, but by his presence,
his energy, and, course, the intensity of his meditative glance, all of which dis-
appear before the light of the sun.

The ending, then, sets up a puzzle for the story’s interpreter, and any
successful reading must be able to explain it. No such reading of the story
has as yet surfaced, but if one erases the imaginary wall between Pasternak’s
thoughts about philosophy and his plans for his art, there emerges an intrigu-
ing pathway to an altogether novel interpretation. It relies on the truthful-
ness of Pasternak’s words to Shtikh that the trip to Marburg and its emerging
focus on the dynamism of the objects and the energy of thought amounted
to a real intellectual breakthrough: “O God! How successful was this trip to
Marburg. [ ... ] Art—and nothing else” (PSS 7:122). No longer fettered by the
methodology of philosophical arguments, Pasternak was then free to bring
together within his fiction such diverse principles as the highest potency of
ideas and the living idea or ideal of the poet around whom all material objects
shifted, moved, refused to stay in place. Introducing his mysterious Heine
into the narrative,? Pasternak was able, therefore, to demonstrate—within an
altogether new medium of expression—how the “great dynamic power [ ... ]
attracting objects to itself” (Lehrjahre 1:356-67) could escape any single encir-
cling explanation and generate a work of art where no identity can remain
static. Either coming ahistorically, therefore, into Pisa or emerging from the
pages of the book whose author remains unknown,* Heine in Pasternak’s
story was able to teach Relinquimini, a man of flesh and blood and an aspiring
writer, what it meant to fuse “blood and spirit” and leave behind “asign [ . .. ]
which has since become a byword for artistry”—to make the world unrecog-
nizable and to claim the love of what is most precious (CSP 101; PSS 3:7).

23. Ljunggren speaks of “The Mark of Apelles” as a “kaleidoscope of citations from the
fragments about Reliquimini” inserted in the words of Heine (1984, 81). For the transition
from the first prosaic sketches with Reliquimini as a protagonist to “The Mark of Apelles” with
its contest between Relinquimini and Heine, see Fleishman (1990a, 77). See also Gorelik (2000,
38-43).

24. For instance, it is just possible that Heinrich Heine and Camilla Ardenze are Enrico
and Rondolfina, the fictional characters who emerge from Relinquimini’s manuscript (or his
fictional lost notebook) and discover their life when Heine tears off one page (CSP 102; PSS
3:7). The lovers then, one after another, come to life after Relinquimini gives Heine his own
“visiting card,” a drop of his blood, for on later occasions they do address each other as Enrico
and Rondolfina. Such a reading, however partial, indicates the disappearing line between the
so-called real life and fiction, and this is further supported by the fact that Relinquimini’s name
offers a slight variation upon Pasternak’s youthful pen-name. However, since the name of the
author of “Enrico and Rondolfina” remains unclear, any explanation would remain preliminary
and ready to “shift”
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This textual mise-en-abyme, permitting only tangential interpretations in
a narrative caught in motion, explains the textual confusions, a pattern that
begins with the identity of Apelles’ mark (or line),? especially when the sto-
ry’s epigraph is coordinated with its title. According to the epigraph’s pseudo-
legend,? Apelles’ mark (or his line) provokes Zeuxis’ response. In “The Mark
of Apelles,” however, it is Heine who answers the challenge of Relinquimini,
which makes him Zeuxis,” a role already claimed by Relinquimini. Thus, the
oscillating correspondence between Pasternak’s protagonists and the heroes of
the legend, of which there is no record, is intentionally imprecise; it shifts, like
every other aspect of the story, around its fictional poets. If Heine is Enrico of
Relinquimini’s manuscript, Heine’s victory suggests, by implication, Relinqui-
mini’s success, for Relinquimini, like any writer who makes his characters live,
needs to remain overshadowed by them. The story’s seemingly straightfor-
ward plot and its intentionally confusing epigraph are, thus, not intended in
any way to dispel the mystery of Heinrich Heine, who, apart from being con-
nected to “Enrico” of the torn manuscript, is often viewed by critics as either
“a resurrected Heine [ . .. ] now making a second Journey to Italy”?® (Barnes
1989, 195), or having “no relation to the real Heine” (Fleishman 1990a, 79), or
“crudely identifiable with Pasternak himself” lacking “any obvious connection
with his German namesake” (Hingley 1983, 44). The plot of the story should
make any such absolute judgments impossible, and, indeed, in the case of
Heine there are subtle indications that he reclaims not only the role of Enrico,
but also the actual identity of the German poet. This important claim shifts in
and out of focus: it is intentionally lost (or hidden) in the one-sided but sug-
gestive telephone conversation with an enraged newspaper editor who, on the
final page of the story, insists on knowing the name of the traveler and hears
the following in response:

“I cannot think of any objection today. Heinrich Heine”

[...]
“That’s right”

25. The English translation of “Apellesova cherta” as “The Mark of Apelles” neutralizes the
importance of lines and boundaries for Pasternak (see particularly Gorelik 2000, 17-26) and
negates altogether the suggestion of the line in the title as “the tenuous borderline dividing art
from life” (Fleishman 1990a, 78).

26. Although there are no accounts of the legend mentioned in the story’s epigraph (PSS-
Com 3:539), artists tend to compare the techniques of these painters (Marvin 2008, 126).

27. See here Barnes (1989, 194) for an opposite interpretation.

28. Mossman suggests Heinrich Heine’s “Florentine Nights” as a possible source for the
story (1972, 288).
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[...]
“Very flattering to hear it” (CSP 117-18)

CerofiHsa 51 He BIDKY K 9TOMY HMKaKuX npenatcTeuit. lenpux leiine.
Bot numenno.

OueHb ecTHO cymatsb. (PSS 3:24)

And in all circumstances, even if Heine wins the competition (and he does
win the heart of the beautiful Camilla) and appears to claim for himself the
name of the great poet, his triumph is given the strangest climax when in the
final lines of the story the electric lights are switched off . . . unless the time-
lessness of the traveler proves “the patency [evident force] of a power that
outweighs the evidential nature of light” [oueBupgHOCTD C1/IBI, TepeBelINBa-
IOLIYIO O4eBUAHOCTD cBeTa] (CSP 54; PSS 3:186).

Indeed, the light-darkness contrast, characteristic of Pasternak’s view
of art as an energy, is employed in “Apelles” as a significant part of its con-
struction, and Heine’s capacity to upset the orderly everyday routine does
not minimize the fact that his appearances in the story are coordinated
painstakingly with the approaching darkness. This consistent use of dark-
ness and shadows, as well as the underlying philosophical echoes of the
story, suggests that the connection to Plato’s theme of the cave should not be
overlooked, even if in order to demonstrate these themes, it is necessary to
re-examine the narrative patterns of the story. Barnes, one of the very few
of Pasternak’s critics who has paid attention to the spectacular sunset of the
story’s first paragraph, emphasizes the scene’s chronological discrepancy.
Pasternak alludes to the September evening and yet dates the occasion as
August 23:

On one of those September evenings when the Leaning Tower directs
a whole horde of leaning sunsets and leaning shadows in an assault on
Pisa and across the whole of Tuscany a nagging evening breeze carries the
aroma of bay leaf rubbed between the fingers—on an evening such as this,
why I remember the exact day perfectly well, it was the evening of August
23[...]. (CSP 101; emphasis added)

B OIVH 13 CeHTH6prKI/IX B€4Y€POB, KOTAa IM3aHCKasA Kocasd 6arrss BEOET
nenoe BOJICKO KOCBIX 3ape€B U KOCBIX TeHel TIIpMUCTYIIOM Ha HI/ISY, Korga
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OT BCell BeYepHUM BETPOM pas3ykeHoil ToCKaHbI ITaXHeT, KaK OT II0Tep-
TOTO MeXX [aJIbIleB ITABPOBOTO JINCTA, B OJVH 13 TAKUX BeYePOB,—0a, 1a
A Beflb TOYHO IIOMHIO YKC/IO TO: 23 aszycma, seuepom |. . .]. (PSS 3:6)

Barnes explains the discrepancy as a singular personal note: the sunset in
question refers to Pasternak’s reminiscences of his own “1912 August trip to
Italy” (1989, 194). However, this chronological discrepancy, reinforced by all
other shifts of the realistic details of the story, may have another purpose—the
intensification of the battle between the actual reality of Pisa during daylight
and the poetic world, mindful that “immortality is the Poet” (MG 41), has
descended upon the town in darkness.

From the opening paragraph, then, this opposition between the mate-
rial and the poetic is developed by Pasternak as a dramatic battle: upon the
disappearance of the sun, the peaceful setting of everyday reality is violently
attacked by the sharpness of the growing shadows, and the scene is further
unbalanced by the piercing smell of crushed bay leaves. The evening in ques-
tion is so overwhelming for the senses that chronological time is thrown off
its regular run (hence the chronological discrepancy observed by Christopher
Barnes) and unbalanced further not only by a spectacular sunset, but by an
intensification of the battle between the bleeding sun (the rose color of the sky
at sunset) and dark shadows at the very moment when Heine arrives at the
hotel that has been just abandoned by Relinquimini:

The sun’s last rays crept across the piazzas like partisans. Some streets were
crammed with toppled shadows, while elsewhere there was hand-to-hand
combat in the narrow alleyways. The Leaning Tower of Pisa tilted back-
wards, flailing wildly and indiscriminately, until a giant stray shadow passed
across the face of the sun. . . . Day snapped off short.

As he briskly and disjointedly informs Heine about the recent visit,
the hotel footman managed to hand the impatient guest the card, with its
brown congealed blotch a few instances before the sun finally set. (CSP 102;
emphasis added)

3apeBa, KaK NMapTU3aHb, IIOJI3/IM 110 IJIOMAAM. YIUIBI 3aIIPY>KaTUCh
ONPOKMHYTBIMM TEHAMH, VHBIE elle PyOMINCh B TECHBIX IIPOXOJaX.
In3aHcKas GalIHs KOCUIa HAOTMAllb, 6e3 pasbopy, noka 00Ha WanvHAas
UCNONIUHCKAS MeHb He NPOUIACh NO COMHUY. . . . JleHb 0O60pBaC.

Ho nakeit, BKkparie 1 cOMBYMBO OCBeZOMIIAs [eliHe O HelaBHEM
IOCeIeHNY, BCe e YCIeNl 32 HeCKOTbKO MHTHOBEHUI 10 IOTHOTO
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3aX0fja COHIA BPYYUTb HETEPIENBOMY IOCTOS/IBIY KAPTOUKY C OOY-
peBIIMM, 3aMeKINMCS IATHOM. (PSS 3:6-7)

The contest is not so much between people or colors as between the sunlight
and the creeping shadows, directed by the Leaning Tower of Pisa, itself an
illusion of continuous fall, an oscillation arrested at a standstill. Relinquimini
leaves his challenge to Heine with the footman while the sun’s ascendancy
is still holding and the hope for victory is not yet abandoned: “the sun’s last
rays crept across the piazzas like partisans” However, as Relinquimini’s blood-
stained visiting card is taken up by the footman, the world shifts: “the Leaning
Tower of Pisa tilted backwards” or took aim with all its strength [kocuna HaoT-
Maib, 6e3 pasdopy], “flailing wildly and indiscriminately, until a giant stray
shadow passed across the face the sun [ . . . ] [and] Day snapped off short”
[menb o6opsancs] (CSP 102; PSS 3:6). Even then, according to the text, day-
light does not accept its defeat: Relinquimini’s challenge is handed to Heine
while the last ray still lingers, that is, in the few instants after sunset: “the
hotel footman managed to hand the impatient guest the card, with its brown
concealed blotch a few instances before the sun finally set” (CSP 102: PSS 3:7).

After such an opening, with Heine linked directly to “the giant stray
shadow [that] passed across the face of the sun” (CSP 102; PSS 3:6), Pasternak’s
central technical challenge is to ensure that Heine’s actions against Relinqui-
mini sustain the contrast, and that their duration is limited to the hours after
sunset and before sunrise, so that the furious nature of the struggle will not
be lost but developed. Indeed, this textual feature, while carefully veiled in the
story, is painstakingly observed and even intensified within a precise chrono-
logical frame:

1. Heine accepts the challenge as the sun sets in September, on August 23,
and travels to Ferrara throughout the night.

2. He travels to Ferrara through the night and rushes to the Voce’s office
in the earliest hours of the morning before the paper goes to print. The
text carefully indicates that during Heine’s arrival in Ferrara and his
hurried visit to the editor, limited in time because of the publication
deadline, the rays of the sun are still not above the horizon and veiled
further by the fog: “Ferrara! An indigo-black, steely dawn. An aromatic
mist [fog] suffused with chill” [Peppapa! Vccruna yepHbIit, cTanbHOI
paccert. X0ofioM HamoeH Aymucteiii Tyman] (CSP 104; PSS 3:10). It
is during this uncertain hour that Heine manages to have an advertise-
ment inserted about Relinquimini’s lost notebook.
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3. As the morning of August 24 begins, Heine sleeps in the hotel, and
his deep and restful sleep is ensured by the fact that the sun’s rays are
firmly shut out of the room by shutters on the windows. As Heine
rests, the sun’s rays reach only the floor, creating an illusory carpet
woven of light and darkness. Signaling this time frame, the authorial
voice promises that Heine will awaken just as the carpet disappears
into the victorious darkness (in other words, after the disappearance
of the rays), yet in the narrative the power of darkness is gradually
outpouring from within the carpet’s intricate and constantly changing
design. This illusory carpet—a play of light and shadows—also echoes
the initial image of the sunset, the intense illusory conflict of rays and
shadows surrounding the Leaning Tower. On the floor of Heine’s hotel
room the rays of sunlight endanger Heine; they appear to ignite an
illusory fire that is transmitted through the blinds, and this fire burns
the woven shadows as if they are tightly packed straw that is slowly
turning into a faded, discolored, worn-out rag. The darkness wins but
at a price:

Venetian blinds in his room, warmed by the breath of the morn-
ing, have heated up [burn] just like the brass reeds of a mouth
organ. By the window a bundle of sun rays falls on the floor like a
strip of dilapidated rush matting. [ ...] An hour goes by. By now
the rush matting, flowing across the floor in a pool of sunlight, is
packed closer together. [ . .. ] Heine sleeps. The pool of sunlight
contracts as if the parquet floor had soaked it up; then once again
the scorched plaited straws of matting appear growing more rugged
all the time. Heine sleeps on. [ . .. ] Hours go buy, drawing out
just like the expanding black gaps in the matting. [ ... ] The mat-
ting fades, dims, dusts over. By now it looks like a jute doormat,
rampled and twisted. [ . .. ] Heine sleeps on. Any minute now he
will wake up. (CSP 105-6; emphasis added)

JKamosn B ero HoMepe, Hazpemuvie ObIXAHUEM YymPa, 20PAM,
MO4HO MeOHble nepenorKu 2y6Holl 2pamoruKi. Y OKOIIKa ceTKa
nydeil ynana Ha IO Pacloi3aleiica COTOMEHHO TIeTeH-
koit. [ ... ] ITpoxoput yac. COMOMMHKM yyKe IJIOTHO Ipuie-
TaloT IPYT K APYTY, Y’Ke COMHEYHOIO TY>KMUIleil pacTeKaeTcs 110
nony nneteHxa. [ . .. | Iefine cnut. ComHevHas myXmia pas-
JKMMaeTCs, CTOBHO IPONMUThIBaeTcA e napkeT. CHOBa 3To—
pefierolias MICTEHKA U3 NOONATIEHVLX, NAOAUSUXCA COTLOMUH.
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Teitne cnut. [ . .. ] I[IpoxopaT yacel. OHYU TIEHMBO BBIPACTAIOT
BMecCTe C pOCTOM YepHBIX Ipopesell B IIeTeHke. [ . .. | Ilze-

meHKa 6vlyéemaem, NolAUMCH, mycKkHeem. Yice amo—eepesoH-
HbITl NONIOBUK, C6ANABWULCA, cnymanHbil. [ . . . | Teiine cnum.
Cetiuac on npocremcs. (PSS 3:11)

4. When the carpet disappears and the sunlight is overthrown, the heat of
the late afternoon still manages to break the wheel of the barrow car-
rying newspapers outside Heine’s window. The forces of the sun are
fighting for Relinquimini, attempting, vainly, so it seems, to prevent
the circulation of the paper. As the newspapers are thrown from the
cart, but not damaged, Heine wakes up. In the background there is the
metallic sound of his readiness to enter combat. Once again the autho-
rial voice betrays the excitement of the fight. Aware that Heine’s plan
is endangered during the day, the narrator of the story intensifies the
expectation of a heated conflict:

Any minute now he will wake up. Any time now he will jump to
his feet, mark my words. Any minute now. Just give him time to
finish dreaming his last snatch of dream.

A wheel that has dried up in the heat splits all the way to the
hub [ ...]. The cart falls on its side [ . . . ]. Bales of newspaper
spill out. A crowd, sunshades, shop windows, and sun blinds. The
news dealer is carried off on the stretcher—there is a pharmacy
quite close.

There you are now! Heine sits bolt upright.

[...] There is almost a metallic clank as his right foot is low-
ered on the floor. (CSP 106)

Certyac oH npocHercAa. Ceituac [eiilHe BCKOYUT, TOMAHUTE
Mmoe cnoso. Ceitdac. JlaiiTe eMy TOMBKO 1O KOHIA TOTIAJETD
MIOCTIeHNIT OOPBIBOK CHOBU/IEHDA.

Ot >xapa paccoxureecsa KOJIeco pacKanbIBETCA BAPYT IO
caMy cTymnuny [ ... ] Temexka co CTyKOM, C I'POXOTOM
majaeT HabOK, KMITBI Ta3eT BbIBAIMBAKOTCA. TOMMIa, apacon,
BUTPMHBI, MapK13bl. [a3eT4rka Ha HOCMIKaX HeCyT—amTeka
COBCeM MOOIM30CTH.

Bor Bupute! Uro A rosopun!—Ileitne BckaknsaeT.—Ceiryac!

[...]YyTp uTO He MeTa/IIMYeCKU OPAKHYB, TAXKENO OIIY-
CKaeTcs Ha MO Impasasi Hora. (PSS 3:11)

101
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5. Heine’s love scenes with Camilla, who has been summoned by the
newspaper advertisement, begin on the evening of August 24. Heine
performs his magic seduction and falls in love at night, reversing chron-
ological time in Room 8, which now smells of spring. Once again, just
before the sunrise, still in darkness, the lovers are awakened by a tele-
phone call that Heine answers outside his room, when he admits to the
editor his lie about the discovered notebook, but claims for himself the
name of the great German poet. Camilla comes out to join him in the
hallway, still illuminated by the electricity of the corridor, which Heine
then accidentally switches off, with the result that the lovers disappear
in the darkness. The story, as already indicated, ends on this abrupt
note, just as the hotel is about to be engulfed by sunrise:

Like an automaton, Heine turns off the light.

“Do not put it out, Enrico’—the sound of a voice came from
the depths and darkness of the corridor.

“Camilla?!!” (CSP 119)

TeifHe MalIMHA/IBHO MIOBEPTHIBET BBIK/IIOYATED.

——— He rymun, OHpKUKO,—pasfaeTcs B TEMHOTE U3 I/TyOUHbI
KOpUJ0pa.

— Kammmna?!! (PSS 3:25)

6. The lovers exist and act only when illuminated by the night, its darkness
visible by a specific source of energy that exists outside or rather along-
side the world ruled by sunlight.

This dependence of the lovers’ existence on darkness leaves the question of
final victory wide open; the lovers disappear into the night, and Relinquimini,
by the implication of his name, will remain,? assisted in his return by the
morning sunlight.>

29. Pasternak’s pen-name in 1910 was Reliquimini. Both in these early sketches and in
“The Mark of Apelles” the two versions of the last names, Reliquimini and Relinquimini, are
similar grammatical forms of different verbs. One of the best explanations of the transitions
of meanings is found in Kagan (1996), which can be summarized as follows: “Reliquimini”
comes from reliquor, relictus sum, reliquari—“to be in debt” Relinquimini, possessing both
the active and passive forms—relinquo, reliqui, relictum, relinquere—means “to leave behind”
“Reliquimini”—present tense, passive voice, second person plural, literally “you are in debt.”
“Relinquimini” is also present tense, passive voice, second person plural, and means “you are
left behind” (Kagan 1996, 43-50).

30. Fleishman observes, in fact, that the protagonists, while being “the antipodes on the
level of the plot, actually prove to be doubles or transformations of the same essence” (1990a, 78).
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As already pointed out, “The Mark of Apelles” was not the first Pasternak
story to be built around a conflict between sun and darkness. The surviving
notes of “Reliquimini,” written in 1910, suggest not only the overwhelming
intensity of the darkness, but also the play of reflections and shadows “mov-
ing, like posies pinned on by street lamps” [ABy>KyTCs onagaromme CKOMMIA
U IY4YKM, KaK OYTOHbepKM, HaKOJOTble pyKamu] (MG 18-19; PSS 3:420).
Within these unfinished pages in this early sketch, Reliquimini dies in this
setting, prefiguring in this, as Ljunggren observes, the death of Yuri Zhivago
(1984, 81). Moreover, “The Mark of Apelles” was written shortly after Pas-
ternak’s lost fairy tale “The Tale of the Carp and Naphtalain” (dated to late
1913-early1914). In Lydia Pasternak’s recollection, the subject of the tale that
Pasternak described to Bobrov as “colorful, condensed and technical” (PSS
7:299) was an explicit sun-night rivalry, with the sun eventually triumphing:
“It had a juxtaposition of round, heated vulgarity and savageness, embodied
in the Carp, alias the sun, alias the summer on the one hand, and the pale
blue, cool silkiness, moonlit princeliness of Naphtalain on the other. I think
the Carp finally stole the Prince’s regalia and killed him” (Barnes 1989, 193).
“The Mark of Apelles” then follows upon an already visualized and established
pattern, except for the fact that Reliquimini’s death and the Carp’s victory over
the moonlit, blue, princely silkiness of Naftalene are problematized in “The
Mark of Apelles”; Relinquimini challenges Heine just before the sun sets, but
loses to him within 48 hours and just before daybreak. However, according to
the meaning of Relinquimini’s name, Heine’s existence and ultimate victory
are by no means final, for neither is tangible in the daylight.

The story, then, is not about triumph or victory. In his search for the artis-
tic means to denote the force that pierces darkness in a manner comparable
to the sun, Pasternak’s ultimate challenge was not only to create the sun—
shadow conflict and to ensure that his work registered the transformation of
the surrounding reality—he must have aimed to develop these images further.
It is clear, for instance, that Hein€’s ability to bring disturbance and intoxica-
tion necessarily overlapped with the fashionable preoccupation of the age:
the contflict of the Dionysian and Apollonian forces.?! The Dionysian forces
surrounding Heine bring with them, initially at least, threatening chaos and
an intensification of pressure, as one might expect from a good Futurist poet

31. Gorelik persuasively analyzes young Pasternak’s inevitable closeness (implied in
Scriabin’s influence) to Nietzsche’s “superman” and Apollonian-Dionysian opposition (2000,
8-9; 12) and his desire to develop his own artistic world-view (2000, 35). Nietzsche’s Apollo-
Dionysus dichotomy, so popular among the circle of Viacheslav Ivanov, characterized the intel-
lectual context of the time, and yet it clarifies only partially the character of the early world of
Pasternak. For the same reason, the revolutionary rhetoric of Futurists, although clearly impor-
tant here, may obscure the deeper layers of Pasternak’s thought.
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always ready to strike a Romantic pose (Aucouturier 1969), and these themes,
most immediately apparent in the story, are not its only frame. There also
operates a changing rhythmical pattern, drawn as a musical modulation. On
the one hand, Pasternak’s Heine, alive in an atemporal Italy much later than
the actual dates of the great German poet, is materialized within the narrative
when the chronological sequence is broken. The city is subsumed and aston-
ished by shadows and odors, and shaken by wind and the smell of crushed
bay leaves—clearly a Dionysian touch [Korga oT Bceit BedepHMM BETPOM pas-
3y>KeHHOIT ToCKaHBI [TaxHeT, KaK OT HOTEPTOrO0 MeX MajIblieB TaBPOBOTO
mcra] (CSP 103; PSS 3:8). Heine’s hurried departure to Ferrara is similarly
portrayed against a feverish landscape with its citizens cursing Cassiopeia.*
The town itself, Pasternak emphasizes, is disintegrating into a multiplicity of
motionless existences: “And in just the same way that the inert town was dis-
integrating [pacnadancs] without objection into blocks, houses, and yards,
so too the night air consisted of separate motionless encounters, exclama-
tions, quarrels”—until it reaches the “limit of human endurance” [Tax [ . . . ]
HOMOXMA [ . . . ] HOUb Ipefen demoBedeckoit BorHOCAUBOCTI] (CSP 1035
PSS 3:8-9). On the other hand, however, it is just as the chaos reaches beyond
the limit of what is possible that Pasternak frames the picture with a remark-
able line that arrests and transforms the chaos: “All this was beyond the limits
of human endurance. It was possible to bear all of it” [Bce aTo HaxommIOCA
3a IIpefie/IaMyl YelI0BeYeCcKOll BBIHOCIMBOCTI. Bce 9T0 MOXKHO ObIIO CHeCTH]
(CSP 103; PSS 3:9).

If Pasternak searches to describe the power of the force that brings about a
“shift” in material objects, he clearly does not stop on the Dionysian note. His
Heine controls and directs the flickering, shimmering, and sputtering reality
that he awakens—in fact, this upheaval in the surrounding reality does not
reach or change the graceful, bored elegance with which the traveling poet
moves through space, as if through the still eye of the storm:

Chaos began right at this point, at this limit, an arm’s length away. The
same chaos reigned at the railway station [ ... ]. All this was beyond human
endurance. It was possible to bear all of it. [ . . . ]

A seat next to the window. A completely deserted platform made entirely
of stone, of resonance [ . .. ].

Heine is travelling on an off chance. There is no thought in his head. He
tries to doze off. He closes his eyes. (CSP 103—4; emphasis added)

32. The fact that Cassiopeia is a mythical figure who compared herself with the immortals,
calling forth Poseidon’s wrath reflects this mixture of Dionysian-Romantic-Futurist “storm and
stress” characteristics of the story’s atmosphere.
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Tyt xe, 06 aTOT mpezmen pyKoii NofaTh, HauMHanCA Xaoc. Takoit xaoc
LJapuyI Ha BOK3are. [ ... ]

Mecmo y camoz0 okHa. B nocnednuti mue—cosepuiento nycmoii nep-
DOH U3 UenvHO20 KAMHS, U3 UenbHoll eynkocmu [ ... .

leiine emer Ha aBoCh. [Jymamv emy He o uem. leiine noimaemcs
830pemuymo. OH 3axpoieaem enasa. (PSS 3:9)

The same commanding stillness in the middle of chaotic intensity is rein-
troduced in the story at several key junctures, each time with a different
level of intensity. In Ferrara, Heine sleeps (“dead, leaden sleep” [MepTBBIM,
CBMHIIOBBIM CHOM] [CSP 106; PSS 3:11]) while the city, closed off by the blinds,
shimmers with so much life and heat that the carpet of shadows by his bed
catches imaginary fire, loses its color, ages, and fades away, while outside the
window the wheel of a cart with newspapers splits altogether. Both the lan-
guage of curses and speaking in tongues follows Heine in Pisa (“cursing with
fervent fanaticism as if uttering a prayer” [CSP 103; PSS 3:8]) and in Ferr-
ara: “On the street people chatter, drowse; tongues wag” [Ha ynuie 3arosa-
PUBAIOTCSA, KIIOIOT HOCOM, Ha yaulie 3amieTalorcs sA3biku] (CSP 106; PSS
3:11), but he himself remains unperturbed. Even when he has just enchanted
Camilla, his kiss brings balance: “her body sings, extended, led on by the kiss,
fettered by the kiss” [moer morenyeMm BiekoMoe, IOLeNyeM B3Hy3LaHHOE,
BBITSIHYBILeecs ee Teno], even when the embrace is surrounded by “a string
of Italian oaths, passionate, fanatical, as a liturgy” [MTanbsHckas pyrass,
cTpacTHas, paHaTM4YecKas, kak MonmuTBocaoBue] (CSP 111; PSS 3:17).

The inward intensity of stillness in the midst of an almost elemental chaos
is, of course, also characteristic of the early Pasternak’s understanding of
poetry; in the poems of 1913 he liked to use the double-entendre of the word
“ctux” ((1) to quiet things down; and (2) a poem)—to describe the birth of
poetry. The poem comes into being both by awakening and quieting down
elemental forces; this process is poetry as such:

And, loud you woke up and quieted down (stikhla)
And the dream, as the echo of the bell, was silent. (“Dream,” 1913)

Bppyr, rpoMKas IIPOCHY/IACh ThI U CHIUX/IA

W coH, Kak O0T3BYK Kojmokona, cMoikK. (CoH, PSS 1:64; 1913)
ok

And everything was quiet, and, nonetheless,

In the dream I heard a cry, and it

As a likeness of silent sign
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Was still troubling the sky.

Now it is a poem (stikh). (“Venice,” 1913)

Bce 6b110 THXO, U, OIHAKO,

Bo cHe s cablan KpUK, U OH
ITogo6beM CMOIKHYBIIETO 3HAKa
Eme TpeBoXWI HeOOCKIIOH.

Temneps oH cmux (Benenus, PSS 1:68; 1913)

ok

This means—in truth the sea is excited

And it settles into quiet (stikhaet), not asking about the day. (“Winter”)

3HaYNT—BIPAB/Y BOTHYETCS MOpe
VI cmuxaem, He cripaBsch o gue. (“3uma,” PSS 1:69; 1913)

It is not merely stillness, however, that Pasternak wants to capture as the
ultimate effect of the presence of Heine in Ferrara. The new energy, which
emerges through stillness out of darkness and chaos, implies the gift or birth
of a new vision, an apprenticeship in the act of a perception that synthesizes
rather than breaks apart disunited phenomena, and, given the status of the
artistic act, is viewed as a force which attracts rather than radiates light.

This birth of new synthetic perception out of chaos,®>—a study in apper-
ception, a transcendental principle inherited by Hermann Cohen from Kant
(but never disclosed as a theme by Pasternak)—is, thus, dramatized as trans-
formative energy that emerges from the very depth of chaos (be it spatial,
temporal or emotional) and is, in fact, the very mark of Apelles that the story
conceals within its texture. The mark of true art, proof of which is demanded
from Heine by Relinquimini, is precisely this: the birth of a new quality of
vision in the midst of ecstatic experimentation and emotional chaos, and this
vision, according to Pasternak, is both transitive and transformative, for it has
to be experienced not by the poet, but by the poet’s other—the perceiver. The
birth of the new in the other is Heine’s only hope, when he rushes instinctively
to Ferrara in order to throw himself at the mercy of the totally unknown, as he
bemusedly assesses the uncertainty of the situation that lies ahead:

“Something must surely come out of this. There is no sense, and in fact no

33. Pasternak’s development of Kant’s theory of apperception is discussed in Chapter 4.
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point, in trying to guess the outcome beforehand. Ahead lies beguiling, but
total uncertainty” [ ... ]

“Something must come out of this, I am certain” [ ... ]

“The mark of Apelles [ . .. ] Rondolfina. In twenty-four hours I doubt
whether you can achieve anything. But I do not have any longer” (CSP 104)

“Yro-unbynp fa BeliifieT u3 aToro. Hamepey 3arajipiBaTh HeT MPOKY, fa
U BO3MOXXHOCTHU HeT. Bripeu—ymonTenpHas MojaHas HEM3BECTHOCTD.
“Oro—HnaBepHska. Uro-Hu6yab fa BbligeT. | . . . ]
“Anennecosa depta [ . .. ] Pongonbduna. 3a cyTku, moxanyit,
HIYero He ycietb. A 6osblire Henb3st. (PSS 3:9-10)

The mark of Apelles is a quality of vision experienced not simply by Heine
but by Camilla Ardenze: it must be not an autonomous self-directed glance,
but a creative and shared perception that grasps and unveils the essence of the
perceived.

With all the puzzles of the narrative, Pasternak makes his Heine annunciate
the identity of Apelles’ mark, a sure sign, in fact, that this philosophical theme
is not fully integrated in the narrative. Thus, Heine’s compliment to Camilla on
her capacity for seeing the essence of the situation as if in a flash sounds almost
like a university lecture: “How perceptive you are! At one stroke, the mark
of Apelles, you conveyed my whole essence, the whole crux of the situation”
[Uto 3a mpoHuarenbHocTs! OfHOIO 4epToil, YepToil Amesieca, mepefaThb
BCe MOe CYIIeCTBO, BCI0 CyTh monoxkeHus] (CSP 109; PSS 3:15). Moreover, the
new gift is not a single mark or even a line, but a continuous energy flow that
should not be arrested, and for this reason, Heine begs Camilla to continue,
to draw the line of Apelles further, for that capacity of perception with which
Camilla has been empowered is a flow that revitalizes what it touches:

You possess that vital vision. You have already mastered a line as unique as
life itself, so don’t abandon it. Don’t break it off at me; extend it as far as it
will allow. Take the line farther. [ ... ]

Have you made your line already? (CSP 110; trans. altered; emphasis
added)
Ho 6ot ymeeme ensdemv max wydomeopHo. VI yxe oBlafenyt TMHUEI,
eIMHCTBEHHON, KaK cama usHb. Tak He ynyckatime sxe, He 00pviéaiime
ee Ha MHe, OMMAHUME ee, HACKONILKO OHA CAMa 9mo no3sonum. Begure
fanblie 3Ty 4epTy. [ ... ]

ITpoBenu mu BbI yKe oTy 4epTy? (PSS 3:16)
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Whatever this line is, awakened anew it initiates a process akin to an electri-
cal current—a power force, rather than a light force. Even if Heine waited in
“torment” for the force to ignite Camilla, his new vision, given to him by her
glance, replaces the old coldness and theatricality: the flow of Apelles’ line
becomes a wave, proceeding from chapter to chapter, uniting the two lovers
through perception and moving beyond:

“Signora,” exclaims Heine melodramatically, falling at Camilla’s feet. [ . . . ]
“Have you made your mark [drawn your line] already? [ ... ] What tor-
ment!” he sighs in half-whisper, abruptly pulling his hands away from his
pale face . . . and glancing up into the eyes of an increasingly confused
Camilla Ardenze, notices to his utter amazement that . . .

v

... that this woman is really attractive, almost unrecognizably beautiful,
and that the beating of his own heart is like a rising tide gurgling in the

wake of a boat. [ . .. ] The lazy lapping waves wash about her figure. [ .. . ]
(CSP 110)
—Cunbopa,—TearpanbHo Bockanuaer leitHe y Hor Kammmnet [ ... ]—

IIPOBEJIN /TN BBI yKe Ty 4epTy? UTo 3a MyKal—IO/MyIIenoToM B3bIXaeT
OH, OTPBIBAET PYKNU OT BHE3AIHO [100/IeHEBIIETO /INIIA . . . U, B3[/IAHYB
B 171a3a Bce 6oriee u 6osiee TepsIOLIerics TOCIIOKU ApJieHIe, K HeCKa3aH-
HOMY M3YM/IEHUIO CBOEMY 3aMedvaeT, 4To . . .

v

... 4TO 9Ta KeHIINHA JAeICTBUTENbHO IPEKpacHa, YTO O Hey3HaBae-
MOCTH IpeKpacHa OHa, YTO OyeHe COOCTBEHHOTO €0 Cep/lia, KypIiblya,
KaK BOJa 32 KOPMOII [ . . . | ¥ JIeHMBBIMU, HAC/TAMBAIOLMMILCS BOTTHAMMU
IPOKATBIBETCA IO ee CTany. [ ... ] (PSS 3:16-17)

The mutuality of vital perception, igniting the other in a moment of trans-
formative contact, explains the name Heine’s beloved receives in the manu-
script: Rondolfina, a circle or cycle which ends in every new artistic instance
(Rondo-I-fina) and yet has no end, an image perhaps suggested to Pasternak
by Schubert’s cycle of songs written to the words of Hein€’s poetry.>

For all of these reasons, in assessing Pasternak’s Heine one can suggest a
new direction of critical inquiry that presupposes an entanglement of multiple
influences, both philosophical and artistic, and that points to an argument

34. Heine’s poem “Der Doppelganger” (The Double) struck Schubert with its vision of a
specter mocking a lover’s agony.
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not only with Kant’s understanding of apperceptions, but also with Platos idea
of the good, of light and darkness, and particularly of the new role of the
poet in the human community. Pasternak’s Heine appears at sunset, avoids
sunlight, and knows that he is about to “vanish without trace” (CSP 104; PSS
3:10), but even while embodying an accumulation of Romantic and Gothic
imagery, this protagonist is definitely not a vampire who awakens at night and
seduces women prone to art and poetry. The hero of “The Mark of Apelles”
is conceived as a spirit “breaking out” from a layer of history with no begin-
ning or end, and he speaks for the energy flow of temporal and spatial dimen-
sions that are, in Kantian language, a priori, as he himself confides to Camilla:
“There are such things as hours and eternities. A whole wealth of eternities
exist, and not one of them has any beginning. At the first opportune moment
they come bursting forth” [CymiecTByIOT Yachl, CyIIeCTBYIOT U BeYHOCTH. VIX
MHOXXeCTBO, U HU Y OffHOII HeT Hauasa. IIpu IepBOM ke yHOOHOM crydae
OHU BBIpbIBaIOTCS HapyXy] (CSP 110; PSS 3:16). Conceived as a force located
outside of time, this Heine* is called not merely into reality, but to a stage or
a space where the themes of darkness and light, hours and eternities acquire
new and possibly prophetic significance for his author.

In alluding to the darkness of the stage, Heine recaptures the absence of
the sunlight associated with his presence in the story, but he also communi-
cates a more alarming sense of impending turmoil, stemming from “real life’s
most dangerous places—bridges and crossings” (CSP 110; PSS 3:16). As the
story seeks to portray the forces of inspiration at work, or the darkest “cross-
ings” of culture, Pasternak articulates a new theme—the danger surround-
ing these fermenting “living dynamic centers” of thought. So hidden is their
essence and origin that humankind needs more light to discover their secret.
This is at least how Heine justifies to Camilla the theatrical nature of his own
language and images as he reintroduces the conflict of light and darkness that
characterizes Pasternak’s story:

Yes, it’s the stage again. But why not let me stay a little in this pool of bright
light? After all, it’s not my fault that in real life the most dangerous places—
bridges and crossings—are the most brightly lit. How harsh it is! Every-
thing else is sunk in gloom. On such a bridge, let us say a stage, a man
flares up in the light of the flickering rays as if he had been put on show,

35. See Bykov’s summary of the interview with Evgenij Borisovich Pasternak, whose testi-
mony possibly reflects Pasternak’s own words about the novella, and are colored further by the
habitual Mayakovsky-Pasternak comparison, though milder in tone. Here, in contrast to other
critical readings, Pasternak’s son asserts that the hero of the story is Heine himself and that the
love melodrama is a pure metaphoric fiction (2007, 118).
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surrounded by a railing against the backdrop of the town, of chasms and
signal lights in the river bank [ ... ]. (CSP 109-10)

Ha, 310 cHOBa mogMocTK. Ho oT4yero 6bl 1 He MO3BONMUTh MHE MOOBITH
HEMHOTO B II0JIOCE IIOJTHOTO OCBeljeHus1? Benb 51 He BUHOI TOMY, 4TO B
JKU3HM CU/IbHEE BCETO OCBELAI0TCS OMACHBIE MECTa: MOCTBI I ITePeXO/ibl.
Kaxkas peskocts! Bece ocranbHoe morpyxeno Bo mpak. Ha Takom mocry,
IyCKait 9T0 OYAYT ¥ MOAMOCTKI, YeJIOBEK BCIIBIXMBAET, O3APEHHBIIT Tpe-
BOXXHBIMU OTHSIMH, KaK OyZITO €r0 BBICTABM/IN BCEM HAIlOKa3, OOHeCIIN
€ro mepuaaMu, IaHOPaMOI TOPOJiA, IPONACTSIMI U CUTHAIbHBIMU ped-
JIeKTOpaMy HabepeXXHBIX | . .. |. (PSS 3:16)

Heine’s musings, introduced into the text as if in the middle of idle chatter,
happen to reflect not only the danger of darkness, but also the danger of a
chase, for the poet in Heine’s speech is hunted down with searchlights and sur-
rounded with rails and fences as if in siege or a narrowing cage.

It is somewhat ironic, therefore, that this image of the stage in “The Mark
of Apelles” has been understood by critics (Aucouturier 1969) as akin to
the artistic grimacing and showing off on the stage in “Some Propositions”
[Heckonpko nonosxennit]—and opposed in this to a form of art that hides,
according to the same passage, in darkness among spectators:

In our days it [art] has seen make-up and powder and the dressing room,
and it is exhibited on the stage. [ . .. ] It is put on the show, whereas it
should be hiding in the gallery, unrecognized, hardly aware that it cannot
fail to give oneself away, and that when it hides in the corner it is stricken
with translucency and phosphorescence as though with some disease. (CSP
259-60)

[A]B Hamy JHM OHO IO3HA/NO NIYAPY, YOOPHYIO M IOKa3bIBAETCA C
acTpapsl [ ... ]. OHO mOKa3bIBaeTCs1, a OHO JO/DKHO TOHYTH B paiike, B
6e3BeCTHOCTH, TIOYTY He Beflasi, YTO Ha HeM IIAIKa TOPUT, U 9TO, 3a6UB-
IIeecsi B yrojI, OHO MOPaXeHO CBETONPO3PavHOCThI0 1 hocdopeciieH-
IMelt, KaK HeKOTOpoii 6ore3ubio. (PSS 5:24)

Such an identification—Heine’s poet on the stage and the art of make-up and
powder of “Some Propositions”—is a serious misreading that loses the central
impetus of the story. In fact, the English translations of both passages tend
to mute the subtle difference in the original Russian, for the English word
“stage” in both passages neutralizes the singular nuances of the original. Heine
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uses the word “nogmoctkn” for a theatrical platform, that is, a word etymo-
logically related to a bridge (mocT) or crossing (mepexon), with the root of
“bridge” (mogmocmxm-moct) emphasizing the dangerous transitions between
two spheres of reality. By contrast, in “Some Propositions” the term used for
the stage is “actpapa,” that is, the stage of popular culture. In contrast to the
stage-performer of “Some Propositions,” Heine’s figure on the bridge-plat-
form is drawn as an endangered self, a self called upon to step onto a cross-
ing between two worlds, or rather pulled onto it, illuminated and acted upon
possibly against his will—a theme intensified many years later in Pasternak’s
famous poem “Hamlet” In contrast to the figure of Hamlet in the later poem,
the urgency of danger in “The Mark of Apelles” is unexpected, even alarming,
for there appears no inherent threat to the elegant and seductive protagonist
who invariably brings calm to chaos and darkness. As far as the context of
the story is concerned, there is no explanation for this strangest of emphases,
unless the passage, just like Pasternak’s Heine (and later the figure of Hamlet
in the poem) acquires its real significance atemporally and intertextually.

As argued throughout this chapter, Pasternak’s story of 1915 is imbued
with philosophical themes and images, and the story’s conflict of light and
darkness indicates somewhat fleeting allusions to Plato’s cave allegory. These
allusions, however (as argued in 3.1) are more significantly present in Safe
Conduct—in Pasternak’s recollections of leaving philosophy for poetry. Pas-
ternak, in fact, argues with Plato by insisting upon the existence of the force
that can compete with the force of light. Moreover, Pasternak admits in Safe
Conduct that his decision to become a poet and a writer after studying phi-
losophy would be altogether incomprehensible to his Marburg professor Her-
mann Cohen, whose raised eyebrows at this choice Pasternak describes so
vividly:

What should I say to him? “Verse?” he would drawl. “Verse!” Had he not
sufficiently studied the whole of human mediocrity and its subterfuges?
“Verse!” (CSP 57)

Yro s ckaxy emy? “Verse?”—mnpotsaHeT oH. “Verse!” Majo usy4mn o
Je/loBeYecKyio 6e3apHocTD 1 ee ynoBku?— “Verse.” (PSS 3:189)

In “The Mark of Apelles,” where Pasternak employs so many of the themes he
discovered in Marburg, he actually counters his teacher’s contempt for poetry
by returning to the famous image of the cave—to that enigmatic, enlightened,
and thus endangered figure of the philosopher returning into the deepening
darkness.
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Thus, in the words of Heine about the endangered poet, the allusion to the
cave allegory signals an additional and an unexpected meaning—it recasts the
primacy of philosophy as the pathway to the world of eternity, with the sun as
its primary image of the good. If at the beginning of Book VII of Plato’s Repub-
lic the enlightened figure of the philosopher having beheld the sun re-enters
the cave, this newcomer becomes deeply disoriented in the new setting and is
awkward in his movements:

Now if he should be required to contend with these perpetual prisoners in
‘evaluating’ these shadows while his vision was still dim and before his eyes
were accustomed to the dark [ . .. ] would he not provoke laughter, and
would it not be said of him that he had returned from his journey aloft with
his eyes ruined and it was not worth while even to attempt the ascent? And
if it were possible to lay hands on and to kill the man who tried to release
them and lead them up, would they not kill him? (Bk. VII, 517a; 1930, 749)

In alluding to this figure surrounded by the darkness of the cave, Paster-
nak challenges Plato as he puts art into a context and setting that Plato had
reserved exclusively for his philosophers. This means that “The Mark of
Apelles;,” among its many themes, reconsiders the ancient quarrel of Platonic
philosophy with poetry.

In Pasternak the figure that stands for the atemporal and eternal, always
threatened by the darkness within which he exercises his gift, is no longer the
philosopher, but the poet—less awkward, more graceful and self-assured, per-
haps more seductive, but equally endangered. Unconsciously, perhaps, Paster-
nak introduces here a theme whose authenticity goes beyond “The Mark of
Apelles” and whose reality is to be tested not merely by literary critics, reluc-
tant editors, and publishers, but by the unveiling of history itself, which, like
Heine in the narrative, was moving in 1915 inexorably toward chaos and an
eclipsed sun.



“Letters from Tula”
“Was ist Apperzeption?”

Astrange fate befell Pasternak’s “Letters from Tula” Among his critics the
story provokes a silence almost as profound! as its protagonist’s appre-
hension of the “complete physical silence within his soul”: “Not an Ibsen
silence, but an acoustic one” [B ny1e HacTaHeT HOMHasA pusNMYecKas TUIINHA.
He n6cenoBckas, a akycmuueckas) (CSP 123; PSS 3:30; emphasis in original).
This critical reaction, reminiscent of the equally taciturn reception of “The
Mark of Apelles,” has a few features characteristically its own. The dearth of
interpretative approaches in the case of “Letters” is all the more remarkable
since the story must have been intended to provoke debate, completed as it
was in 1918 (a year not without significance in Russian history) for a collec-
tion dedicated to the ideological understanding of art.? Pasternak’s goals for
the story were ambitious, even boisterous. In a letter to his parents (Febru-
ary 7, 1917), he spoke of the future story steeped in theoretical discourse
[Tam 6ymer mHoro teopun] and emphasized his desire to separate himself
from all “isms,” to adopt a form akin to a diary or letters of correspondence,

1. Payne’s observation that “nearly all of Doctor Zhivago is contained in embryo in this
short, closely written sketch” (1961, 103) constitutes an exception, as is also the work of Gorelik
(2000, 53-60), which emphasizes the story’s capacity to provoke confusion even in the most
knowledgeable of Pasternak’s critics (53).

2. For a fuller account, see Barnes (1989, 268-69); Fleishman (1990a, 93-96); PSSCom
3:540.
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and to mingle ideology with the “concrete” citations of fictional sources (PSS
7:322). The disjuncture between his conviction that the story would contain
some of his most deeply felt theory, on the one hand, and what can only be
called the miserly amount of subsequent debate, on the other, could suggest
either a certain eccentricity in Pasternak’s judgments and aims (which he as a
young writer failed to communicate), or the misdirection of critical inquiry,
or, again, a mixture of both options. In this chapter I argue that the story has
been read for a long time in a key that is essentially unproductive and that
critics have ignored many textual clues that suggest a focus on the processes
involved in the coalescence between art and the moral quest in a world rapidly
losing its ethical orientation.

In taking up the theoretical design of “Letters from Tula,” this chapter will
apply some of the philosophical themes discovered in “The Mark of Apelles”
and extend them to include the Kantian notion of apperception—also a key
Neo-Kantian preoccupation and the subject-matter of Pasternak’s studies at
the universities of both Moscow and Marburg.? In his portrait of Hermann
Cohen in Safe Conduct, Pasternak foregrounds this philosophical principle
as he depicts a severe Cohen asking his students “Was ist Apperzeption?”
and failing those who believed it was “durchfassen” (to grasp through) (CSP
56; PSS 3:188).* Pasternak, as I shall argue both in this and the subsequent
chapter, did not disappoint Cohen in this regard, but, like Cohen himself, did
not fully share Kant’s belief that all phenomenological data can be success-
fully synthesized within the autonomous self. Nonetheless, both Cohen and
Pasternak understood only too well the force of Kant’s argument that percep-
tion alone cannot unify personality and that only apperception “in contrast to
perception deals with a unified consciousness, rather than with the separated
contents” [Ammeprenuys B OTIN4Me OT IePLEHINY; eANHCTBO CO3HAH
KaK 0COOEHHOCTb CO3HaHMs, a He cofiepxkauuit] (Lehrjahre 1:268). It is clear,
of course, that “Letters from Tula” cannot but be read in the context of Paster-
nak’s primary theoretical interests of 1918—his desire to address in prose the
question of what constitutes the unified human being,® as it is also apparent

3. See here Fleishman Lehrjahre 11:138; Vigilianskaya (2007).

4. Pasternak was rarely given to nonconsequential descriptions without an underlying
emphasis on the importance of the theme he was conveying (even when on the surface he ap-
peared to be merely chatting). In fact, the appearance of mere chat is often his favorite method
of introducing a major theme.

5. Barnes emphasizes that the overall goal of Pasternak in 1918 was working on his “pro-
jected book of articles on man,” Quinta Essentia (1989, 256). See also Pasternak’s insistence in
“Some Propositions”: “By its feeling, through its spirituality, prose seeks and finds man in the
category of speech” [UyTbem, 110 CBO€lT OAYXOTBOPEHHOCTH, IIPO3a UILET U HAXOLUT YeJI0OBeKa
B KaTeropun peun] (CSP 261; PSS 5:26).
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that in pursuing this interest he could not bypass the principal direction of
his university training, that is, the question of apperception and the Kantian
emphasis that a unified personality emerges only on the level of the transcen-
dental ego and can never be inferred simply through the data supplied by
perception.®

My argument throughout seeks not merely to establish Pasternak’s employ-
ment of Kants theory of apperception in his narrative design (4.1-4.2), but
also to demonstrate the writer’s argument with Kant and his own emerging
emphasis on the importance of creativity and play for others in the process of
the conscious synthesis of impressions, be it the case of his story’s protagonists
or the contrasting case of the obnoxious “film actors” from Moscow (4.3). The
difficulty of the topic, as in all arguments concerning the philosophical Paster-
nak, remains that of direct access and demonstrability: critical thought must
find a way to elucidate philosophical influences even though Pasternak never
explains the philosophical direction of his thought. He may have mentioned
the emphasis on “theory” in his letters to his parents (PSS 7:322), but what
he demonstrates in art must be read by others, not proclaimed by the author.”
And yet unless the philosophical subtext of Pasternak’s thoughts on apper-
ception—deepened by Cohen’s thought on the necessity of bringing together
citizenship, philosophy, and art—is unveiled, the story’s principal importance
in Pasternak’s thought is lost altogether (4.4), and this loss is colossal, for the
story contains an admission of one of the deepest realignments in Paster-
nak’s life. Therefore, this step—toward the traces of a self-erasing philosophi-
cal subtext—needs to be firmly taken, for Pasternak’s interests in the mysteries
of perception also explain to a remarkable degree his lifelong interest in Lev
Tolstoy, who was not merely the genius loci of Tula, but also a man of many
tasks and responsibilities, ready to sacrifice beauty for the sake of morality and
justice, and yet possessing a singular all-uniting gift—“the passion of creative
contemplation” [cTpacTh TBOpUYeckoro cosepuanns]—a gift that, as we shall

6. This interest also directed his plans during his work on The Childhood of Luvers (cf. the
account of his philosophical interests in 1917-18 in Chapter 5 (5.1)).

7. In terms of explaining his aims, Pasternak, for many years and particularly in his youth,
was exceptionally tight-lipped. In a short essay, published in 1928, in Chitatel’ i pisatel’ (4-5): 4,
he formulates this best: “Now about the reader. I require nothing from him and have only great
wishes for him. The arrogance and egoism that lie at the base of a writer’s appeal to his “audi-
ence” are alien to me and beyond my comprehension. [ . . . ] Very probably, I like the reader
more than I can say. Like him, I am reticent and uncommunicative, and unlike most writers, I
cannot conceive of any correspondence with him?” [Tereps o uurarene. S Hu4ero He X094y OT
HETO ¥ MHOTOTO €My JKeJIal. BbICOKOMEpHBIIT STOM3M, JIeXAlNil B OCHOBE IIICATENTbCKOTO
obpaueHns K “ayguropun,” MHe y)K[ M HELOCTYIEH. [ . . . | BeposTHO, 51 m06mi0 ynTaTess
6orblie, YeM MOTIY cKasaTb. Sl 3aMKHYT U HEOOIIUTENEH, KaK OH, U B IPOTUBOIOIOKHOCTD
MUCcaTeNAM MePeNICKU ¢ HUM He moHuMaro] (CSP 267-68; PSS 5:220).
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see further, is not without some bearing upon Pasternak’s struggle with the
synthetic capacity of apperception in “Letters from Tula” (4.2; 4.5).

4.1 “Was ist Apperzeption?”
Finding a fruitful approach to “Letters from Tula”

There is no need to debate the accepted biographical fact that Pasternak’s Neo-
Kantian training was deep and genuine, and that it reflected the intellectual
language of the time. In Fleishman’s words, the “wide use of neo-Kantian ter-
minology in literary battles, in the purely literary press, contributed to further
dissemination of the ideas of the Marburg school among the Moscow artistic
elite” (Fleishman 1990a, 28). Furthermore, as Fleishman aptly observes, Pas-
ternak’s particular interest was always in aesthetics and philosophy, which
he approached with ambitious zeal: “Just as his transfer to the university’s
philosophy department was provoked by Pasternak’s efforts to surpass Skri-
abin in this sphere, his zealous study of the Marburg philosophers originated
in his desire to understand more fully the aesthetics of those who were the
mentors of his generation in literature, Andrei Bely and the other symbolists”
(19904, 29). Christopher Barnes equally emphasizes Pasternak’s enthusiasm
for Neo-Kantianism, a philosophical direction which, he stresses, prevailed in
Moscow both in “the Musaget philosophical circle run by Fyodor Stepun, who
was a follower of the Freiburg Neo-Kantian, Heinrich Rickert” (1989, 121)
and among university “students and younger lecturers [steeped in] the teach-
ings of Henri Bergson, German Neo-Kantianism, and the phenomenology of
Edmund Husserl” (122).

It is equally true, however, that all the critical emphasis upon Neo-
Kantian influences in Pasternak is usually focused upon the phenomeno-
logical Wesensschau of Husserl—the elimination of the sharp divide between
observer and observed.® The erasure of the demarcation line between subject
and object, so helpful, according to scholars, for understanding The Childhood
of Luvers,® does surprisingly little for “Letters from Tula” Indeed, writing a
story for a volume dedicated to ideologies of art should have given Pasternak
a rare opportunity to demonstrate his mastery of philosophical themes within

8. In this respect there seems to exist an established critical consensus, reinforced by
Barnes as he echoes Fleishman’s judgment: “In Lazar Fleishman’s paraphrase of Husserl: ‘Intui-
tive recognition preserves the object in its authenticity. Man does not perform the act of cogni-
tion, but lives within it. It is not I who must speak about the object, about existence—the object
and existence must speak about themselves’” (Barnes 1989, 122).

9. See Fleishman (1977, 19-21).
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a new political setting and, perhaps, to establish his own trail-blazing path in
aesthetics, but nothing happened, even though critics to this day remain polite
and sympathetic toward the story that, in speaking about some unknown film
actors making some unknown film, apparently settles the author’s unending
score with Mayakovsky—and all of this in the catastrophic 1918 (Barnes 1989,
268). For all the critical forbearance, however, “Letters from Tula” appears in
critical accounts to thematize only the banal:'* the poet of the story, heart-
broken and overly emotional over his separation from his beloved, complains
about film actors as “he finds himself involuntarily associated with their play-
ing the genius and their declamatory gestures and phraseology,” while the
story’s elderly actor, depressed with filming, returns home and “begins playing
through to himself one of his old roles” (Barnes 1989, 267-68). Aside from the
opposition between the poetic and the dramatic, the authentic and the preten-
tious, the story displays a new “moralizing tendency” (Fleishman 1990a, 94),
unusual for Pasternak; the writer does, indeed, appear to claim high moral
ground,!! following in this the example of Tolstoy: “Indeed, this is Tula! [ . .. ]
This is an occurrence on the territory of conscience” [Benb ato Tyma! [ . .. ]
Iro cnyyait Ha meppumopuu cosecmu] (CSP 119; PSS 3:29; emphasis in origi-
nal). If Pasternak’s supposed intention of developing “much theory” within a
narrative is realized in this handful of commonalities, Pasternak, the prose-
writer, must have been an exceptionally pedestrian thinker and a personality
radically different from the groundbreaking poet of My Sister Life.!? It is all
the more disconcerting then that Pasternak himself, at least in 1918, was so
unaware of these obvious shortcomings that he continued to push on with the
publication of this prose work for several years, long after the plans for the
initial theoretical volume were suspended.

The interpretative picture changes significantly, however, when the Pla-
tonic themes of “The Mark of Apelles” are viewed as relevant to the analy-
sis of the “Letters,” and the story’s vigor increases even more dramatically
when Pasternak’s “Neo-Kantianism” is expanded beyond phenomenological
subject-object blending to reveal instead a spectacular study in apperception.
The importance of the principle of apperception for the history of philoso-
phy is by no means minor: Kantian apperception presupposes the existence

10. Even Gorelik’s insistence that the story actively asserts the necessity of the artist to
forego his personal interests in order to enter his surroundings (2000, 60) cannot break the spell
of lukewarm critical regard.

11. Mossman (1972, 289-80).

12. The story took shape while Pasternak was working on My Sister Life (Barnes 1989,
267-68), and when it was finally published in 1922, just after My Sister Life (Fleishman 1990a,
111), the success of his poetry far outweighed the success of the prose.
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of the transcendental ego, which alone can unify consciousness, and without
whose capacity for synthesis the multiple data infused by the a priori and a
posteriori phenomena supplied by perception remain merely a disunited flow.
The reality of apperception was central to Hermann Cohen and the Marburg
school, where Cohen’s dream of developing a logical investigation of synthetic
unity in self-consciousness was realized in setting out the formal categories of
apperception for the a priori principles of space and time."* In Cohen’s rendi-
tion of Kantian principles, the unity of synthetic judgment (the blending of a
priori and a posteriori aspects of perception) presupposes the manifold data of
a priori categories in and through experience, a “rhapsody of perception” to be
processed and unified in the individual consciousness:

For our conception, the essential point of the a priori lies solely in the fact
that it contains the formal condition of experience. As a consequence we
only uphold “synthetic unity in the connection of the manifold” as an a
priori category. For experience in general is not possible without this. By
means of it, the “rhapsody of perceptions” becomes “synthetic unity of the
phenomena” (KTE 101; trans. Poma-Denton 11)

In the criticism of Pasternak’s early poetry, including My Sister Life, written
for the most part just before “Letters,” the glorification of the poet’s gaze as it
adjusts between eternity and history has been attributed to the poet’s ecstatic
temperament, to his characteristic manner of coordinating between the upper
and lower spheres within the lyrical subject (Zholkovsky 1978; 1994, 286-87;
Fateeva 2003, 176-79). However, this pervasive emphasis on the synthesis
between the infinite and the finite in spatial and temporal landscapes can
also be understood as a reflection of his deeply rooted interest in the laws of
apperception—a synthetic blending of the a priori and a posteriori** made
proverbial by his poetry:

13. See here Cohen about the a priori nature of categories: “Although not a Kantian ex-
pression, it can be in the spirit of Kant to observe: how space is the form of outer intuition and
time that of inner intuition; thus transcendental apperception is the form for the categories.
Self-consciousness is the transcendental condition under which we produce the pure concepts
of understanding. Synthetic unity is the form that, as a common element, is at the base of all the
single types of unity thought in the categories” (KTE 144; trans. Poma-Denton 11-12).

14. Tt is with similar interests that Pasternak will endow his young Yuri Zhivago: Yuri,
qualified in general medicine, “had a specialist knowledge of the eye,” and his pursuit of “the
physiology of sight was in keeping with other sides of his character—his creative gifts and his
preoccupation with imagery in art and the logical structure of ideas” (Zhivago 79: PSS 4:80).
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Through the window I'll call out to children
What millennium, my dear ones,
Is presently in our yard?
%%
My dear—it’s horror! When the poet loves,
The unshackled god is infatuated,
And chaos crawls out into the light
As in ancient times.

Tons of fog make his eyes tear up.
He is covered by it. He seems like a mammoth. (1917)

CkBO3b POPTKY KPUKHY JIeTBOpe
Kaxoe, Musnsle, y Hac
TeicAaueneTnbe Ha iBOpe?

%%
JTrobumaa—xyTs! Korga mo6ut moar,
Brro6mseTcss 60T HeIIpUKasiHHBII,
VI xaoc OIATH BBIIION3AET Ha CBET,
Kak Bo BpeMeHa MCKOIIaeMBbIX.

[1aza eMy TOHHbI TYMaHOB CTI€3SIT.
Oun 3actmad. OH KaxkeTcs MaMOHTOM. (PSS 1:155; 1917)

Apperception, synthetic wholeness, the transcendental ego in its comprehen-
sion of a priori categories, transcendental consciousness with its intuitive grasp
of the “a priori of synthetic wholeness” [a priori cMHTeTHYeCKMX eIVHCTB]
(Lehrjahre 11:88)—these themes are all-pervasive in Pasternak’s student dia-
ries, and his notes dedicated to Cohen’s treatment of “synthetic judgment” are
particularly illuminating in this regard. However, precisely where the Neo-
Kantians, following Kant, see the unity of consciousness emerging from all
“the forms of perception,” Pasternak suggests a contrast (and later contradic-
tion) between synthetic consciousness and the logical “forms of thought pro-
cesses.” In his view, it is precisely out of this contradiction that there emerges a
living spontaneous unity of receptivity, an a priori “transcendental” potential
of consciousness:

[T]here is an antagonistic meeting of creativity in its potential (not the
analyses of creativity, but creativity as such) with the judgment regarding
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the material object, and through the soil of this antagonism there awakens
in us creativity in its different forms—as an aspect of antagonism between
the associations of judgments and transcendental synthesis.

[E]cTp aHTaroHucTMYECKast BCTpedYa TBOPYECTBA B MOTEHI MM (He CyX-
[ieHNUs1 O TBOPYECTBe, & TBOPUECTBO) C CyXAeHMeM 00 00beKTe, Ha
[O0YBe KOTOPOTro B HaC [?] 9TO TBOpPYECTBO TaK WM MHade HpOOyAn-
JI0Ch, B POJie AaHTArOHM3Ma MEX/Y accoupaljuerl NpefcTaBleHuil 1
TpaHCILleHJ[eHTanb]HbIM cuHTe30M. (Lehrjahre 11:139-40)

What was for Pasternak-the-student, then, the overlap between transcenden-
tal synthesis in consciousness and transcendental metaphysics (spearheaded
by his own study of multiple philosophical approaches, including those of
Plato, Kant, and the Neo-Kantians) becomes in Pasternak-the-writer one
of his most characteristic themes—the adjustment of the perception of the
inhabitants of eternity, the “a priori lyricists,” to the particularized histori-
cal setting. Whether or not unified consciousness emerges as a result of this
adjustment remains very much an open question, but what is always empha-
sized in Pasternak is the need to address the antagonistic contradictory data
by means of engagement in creative work.!* The aesthetic and ethical, imita-
tive and passionately personal do not want to cohere unless they challenge
creativity, and the effort to find the answer to the gaps between them!® is an

15. In Zhivago, the antagonism between a priori and a posteriori manifests itself directly,
and not as covert, albeit crucial, philosophical content. The reality of death seems to stand out
as a gap or contradiction—a mysterious challenge addressed to the synthetic consciousness. In
responding to this call, the philosopher Vedenyapin speaks of the work of time and memory
in creating a second universe, called human history: “he developed his old view of history as
another universe, made by man with the help of time and memory in answer to the challenge
of death” [oH pasByMBa/ CBOIO JaBHMINHIOWO MBICTb 06 MCTOPUYU KaK O BTOPOII BCEICHHOIL,
BO3IBIUIAEMOI 4e/I0OBEYECTBOM B OTBET Ha SIBIEHIIE CMEPTH C IIOMOLIBIO SIBICHIIT BpeMEHN I
namstn] (Zhivago 66; PSS 4:67). Young Yuri, influenced by Vedenyapin, senses this “presence of
mystery tangible in everything” [mpucyTcTBue TaitHbl 4yBcTBOBaIOCH BO BceM| when working
as a medical student in the anatomic theater (Zhivago 66; PSS 4:66) and realizes that “art has
two constant, two unending concerns: it always meditates on death and thus always creates life”
[Ceituac, Kak HUKOT/A, eMy GbUIO SICHO, YTO MCKYCCTBO BCEI/ia, He IlepecTaBas, 3aHs;TO ABY-
mst BemaMy. OHO HEOTCTYIIHO PasMBILIIAET O CMEPTH Vi HEOTCTYIIHO TBOPUT STUM JKI3HB |
(Zhivago 90; PSS 4:91).

16. Pasternak’s love for Hamlet, the play and its protagonist, was fueled by the fact that
Hamlet answers the gap in reality and that being called by this contradiction in life, by the
eternal conveyed by chance, he finds strength to respond: “[W]hen appearance and reality are
shown to be at variance—to be indeed separated by the abyss—the message is conveyed by
supernatural means [ . .. ]. What is important is that chance has allotted Hamlet the role of
judge of his time and servant of the future” [Korga o6Hapy>xuBaeTcsi, 4T0 BUAUMOCTD U Ji€li-
CTBUTE/TBHOCTD He CXOMSITCS U VX pasfe/sieT IPOIACTb, He CYIIeCTBEHHO, YTO HAIOMIHAHIE
0 JDKMBOCTU MUpa TIPUXOAUT B CBepXbecTecTBEHHON dopme [ . . . |. Topasno BaxHee, 4TO
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invitation issued by what Pasternak will eventually call “the drama of high
destiny, a life preordained to a heroic task” [gpama BrICOKOTO >Kpebus, 3am0-
Be[JaHHOTO ITOJBUTIa, BBEPEHHOro HasHadeHus| (Remember 131; PSS 5:75).
If one applies such a perspective to “Letters from Tula,” the story—banal and
seemingly self-absorbed—displays unexpected cohesiveness, depth, and the-
matic richness, suggesting new and fruitful spaces for analysis.

4.2 Between love and art in the world of reflections:
The adjustment of the protagonists’ gaze

The sublunary world of the story, in which a nameless poet bemoans his lonely
state and an aging actor!” tries to act out an eccentric scene in his room, can
now be approached as a space characterized by multiple crossings and path-
ways between unknown destinations. In Plato’s philosophy the material world
is made up of reflections only (imitations of ideas); in Hume’s language, this
landscape of vital impressions is imbued with contiguities and similarities,
both spatial and temporal; in Kant, the disparate and contradictory phenom-
ena presented to perception demand an integration at the deepest, transcen-
dental level of consciousness. At the opening of “Letters from Tula,” human
beings are in transit; they seek to understand their particular locality through
a multitude of reflections, with every subject reflected in the other.!® All the
while, some major and as yet unspecified event, already in the past, continues
to pervade both the present and the future:

The sun was setting. A bridge with the inscription “Upa” sailed across a
hundred carriage windows at the very instance when the stoker [ ... ] dis-
covered the town [ . .. ] through the roar of his own hair and the fresh
excitement of the evening saw it speeding to meet them.

Meanwhile people over there were greeting one another in the street
and saying, “Good evening” To this some added, “Have you been there?”
“No, just going,” others replied. “You're too late,” they were told. “It’s all
over. (CSP 119)

BOJIEIO CTydas [ameT n3bupaercs B Cy[by CBOETO BPEMEHNU U B CIIyTH GOJiee OT/aleHHOTo)
(Remember 131; PSS 5:75).

17. There is no historical or fictional figure with this name, and therefore Savva Ignatievich
has no intertextual references—this explains the choice for the name. The poet of course is
without a name. Thus the protagonists belong to this text and no other.

18. Cf. Pasternak in the poem “Marburg” about the world of stone open to his eyes: “And
all of these were merely likenesses” [V Bce 10 6111 10506b51] (PSS 1:110).
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OHo capmmoch. Moct ¢ Haamucpo “Yira” HOIJIBIT IO COTHE OKOIIEK B TY
CaMyI0 MUHYTY, KaK Koderapy [ ... ] OTKpbIICS B IIyMe ero cOOCTBEH-
HBIX BOJIOC U B CBEXXECTH BedepHero BO3OY>KIeHNs, B CTOPOHE OT ITyTeli,
OBICTPO HECIINIICS HABCTPEYY FOPOF,.

Tem BpemeHeM TaM, 3J0pOBasch Ha ynuiax, ropopunu: “C fo6psm
Bedepom. ~ Hexoropere npubassimm: “Orryma?”—“Tyma, —oTBevann
nuele. Vim Bospakanmu: “ITo3gHo. Bee koHunnocs.” (PSS 3:26)

In Fleishman’s view, Pasternak the philosopher was never a docile or obedi-
ent thinker: “the independence and originality of Pasternak was expressed not
only in the character of his literary débuts, but in his philosophical studies”
(Fleishman Lehrjahre 14). The same critical temperament can be seen at work
from the very first passages of the story, for if Pasternak here is commenting
upon the life of the prisoners in the cave, all of whom live in the neighbor-
hood of reflected rather than real events and objects, his depiction is more
positive than a Platonic world of shadows. Pasternak’s emphasis on communal
reflections as a means of communication also introduces, and does so with
an assured touch, a serious conflict with Kant—undermining in the very first
paragraph (and promising to continue to do so in the future) the autonomy
of transcendental consciousness and presenting instead the data of percep-
tion as essentially a shared experience. On the whole, however, in relation
to Pasternak’s technique in “The Mark of Apelles,” the frame, suggestive of
the cave allegory with its reflections and shadows, signals the presence of an
endangered, possibly disoriented figure at the center of the setting, and this,
indeed, proves to be the case. The story, in two parts, presents in each segment
a different kind of disorientation and a different kind of protagonist, the poet
and the old actor, one at the beginning and the other at the end of his artistic
(and earthly) life.

“Now if he should be required to contend with these perpetual prison-
ers in ‘evaluating’ these shadows while his vision was still dim and before his
eyes were accustomed to the dark [ . . . ] would he not provoke laughter, and
would it not be said of him that he had returned from his journey aloft with
his eyes ruined?” (Bk. VII, 517a; 1930, 749), Socrates observes in the Republic
about the state of the philosopher who returns to the cave from the sunlight.
“You possess that vital vision. You have already mastered a line as unique as
life itself, so don’t abandon it” (CSP 110; PSS 3:16), exclaims Heine to Camilla
in “The Mark of Apelles,” himself struck that this woman appears as if anew
before his eyes. “What misery to be born a poet! What torment is imagination!
Sunshine in beer. Sunk to the very bottom of the bottle. [ . .. ] Oh my dear,
they are all strangers around me. [ ... ] Why they think it is their sun they sip
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with milk from their saucer” [Kakoe rope popurbcs nostom! Kaxoit myun-
Tenb BooOpakenbe! ConmHile—B nuse. OMYCTUIOCh HAa CaMOe JTOHBIIIKO
OyTbUIKM. [ . .. ] AX, pogHas, Bce 4yxue Kpyrom. | . .. ] Begp onu nymaror,
CBOE€ COJIHIle TOX/IeOBIBAIOT ¢ MOMOKOM 13 Omoper;] (CSP 120; PSS 3:27),
writes the young poet to his beloved in “Letters from Tula,” clearly unable to
adjust his vision and distinguish clearly between what is near and what is “far
far away, beyond the horizon” [ouenn, oyeHb nanexo, 3a ropuzontTom] (CSP
120: PSS 3:27). “Some modern movements have imagined that art [ ... ] can
be resolved into means of representation, whereas it is composed of organs of
perception. It should always be one with the audience and have the clearest,
truest, most perceptive view of all” [CoBpeMeHHbIe TeueHMsI BOOOPA3UIIN YTO
MICCKYCTBO [ ... ] MOXeT OBITh Pa3/IoXKeHO Ha CPeACcTBA M300pas3nTeIbHO-
CTM, TOTA KaK OHO CKIafbIBaeTCs U3 OpraHoB BocmpuaTtus] (CSP 259; PSS
5:25), Pasternak observes in “Some Propositions.” And in Safe Conduct Her-
mann Cohen, as already noted, fails students unable to explain the principles
of apperception (CSP 56; PSS 3:188). In short, Pasternak’s early work is imbued
with the conviction that a very specific quality of perception constitutes an
integral part of the artist’s power, and his allusions to Plato and Kant, as well as
his reminiscences of Cohen, suggest the key philosophical principles that are
destined to become an inalienable part of his narrative art.

“Letters from Tula” is highly significant in this context. Its theme—the
true quest of the artist, whose journey is stretched uneasily between two infi-
nite passions, love and his all-absorbing craft, among dangerous and violent
reflections in a landscape steeped in awakened memories and criss-crossed by
trains—will later become Pasternak’s signature, the landscape of Tula being
its first (not most successful but still fascinating) articulation. The application
of Kant’s principles of perception and apperception clarifies the narrative’s
framework, which remains otherwise obscure and perhaps unimpressive.”
The story’s startling fragmentation?® forbids any facile alignment; instead
it drives the narrative through seemingly contradictory aspects of vision
towards not so much an integration, but a realignment of the protagonists’
inner world. Hence, the poet and the actor, unaware of each other throughout
an apparently uneventful sleepless night, between sunset and sunrise, are not

19. See here GoreliK’s resistance to Fleishman’s “story within a story” or the “matreshka”
design of the narrative (2000, 53-54).

20. Cf. Rudova: “There are problems with spatiality: objects, places, sounds, and memories
seem somehow to co-exist in one plane. The narrative lacks smoothness and continuity. It
can serve as an excellent illustration of the ideal type of writing praised by Kruchenykh and
Khlebnikov. [ . .. ] The character’s thought development does not follow a linear track, which
contributes to a disappearance of one-point perspective. What we get instead is a free, broken
perspective along which fragments of narration are dispersed” (1994, 100).
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only disoriented and forlorn; like Pasternak’s Heine, they are caught in the
“crossing” between everyday reality and an atemporal world where precise
historical knowledge as well as different fragmented memories embodied in
the immediate landscape become both awakened and yet simultaneously dis-
sipated. It is in order to overcome this uncertainty during the crossing that the
poet has given his beloved a volume of Kluchevsky (“look it up in a textbook,
my dear. [ ...] I putitin the case myself” [[Joporas, cnpaBbcs ¢ yueOHUKOM
[...] xman cam B uemopan] [CSP 121; PSS 3:26]), while he himself is engaged
in a futile search for a receipt from a pawnshop where the mementos from his
past must have been stored.?! In contrast to the Heine of “Apelles,” the charac-
ters of this story are not famous in any way, although they do find themselves
in Tula, a few miles from Tolstoy’s Iasnaia Poliana, a fact that eventually “acts
as a lever” for the story’s poet.

The choice of Tolstoy is not accidental as far as the story’s philosophical
themes are concerned.?? As late as 1956, while describing Tolstoy in his Sketch
for an Autobiography [ABTo6morpaduueckuit ogepk],? Pasternak continues
to attribute to Tolstoy the diverse and mutually opposed “categories” of vision
that can be embraced and unified only by his massive talent:>* “What are we
to say of Tolstoy, if we must limit the definition to one characteristic only?”
[4To0 ckasarb 0 TonCTOM, OTpaHIYNB OIIpee/ieHre OGHOI YepToii?] (Remem-
ber 69; PSS 3:322). Proceeding to emphasize Tolstoy’s contradictory modes

21. Scholars point to the receipt from the pawnshop as a recollection of Pasternak’s journey
with Siniakova in 1915 (PSSCom 3:541). However, the image has a haunting quality: a disori-
ented speaker finding his way back into immediate historical setting by recalling the mementos
of the past, including a history textbook.

22. Mossman senses the relationship between Neo-Kantianism and the role of Tolstoy but
is uncertain where to place the focus in this regard, suggesting that in contrast to the Soviet
“objective view of history,” Pasternak believes that “the shadowy, subjective land of paradox and
illogic was the fertile territory of new empirical discovery” (1972, 290). However, Pasternak’s
interest in apperception must be carefully examined, for the contradiction between unified
consciousness and multiple contradictory phenomena is clearly a major theme in the story, and
the width of the talent, its multiple strands that leave no room for superficiality—these themes
with which Pasternak dealt throughout his life. One finds a similar emphasis on Pasternak’s debt
to his father because of the latter’s multilayered talent (his ability to work on several sketches at
once) and yet his all-unifying “eye” (see his letter to Olga Freidenberg of Nov. 30, 1948; Moss-
man, ed. 1982, 284).

23. The “Sketch” was written in May-June 1956 by request from Goslitizdat (PSSCom
3:582).

24. Ttis customary for critics to emphasize the role of Tolstoy’s influence on Pasternak’s life
in 1918, owing to the effect of Tolstoy’s moralizing on the tone of this story (Fleishman 1990a,
94) and the fact that “it is Tolstoy’s view of art which Pasternak adopts in his next prose work,
‘The Childhood of Luvers” (Mossman 1972, 290). The contradiction between the multilayered
interests and the singular insight that Pasternak always emphasized when speaking of the writer
needs to be added to this list.
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of thought, Pasternak foregrounds his extraordinary gift of perception, thus
echoing, with a mature certainty of touch, the philosophical preoccupations
of his own student years (cf. the unifying synthesis of perception in Kantian
apperception) as reflected in “Letters from Tula™:

The chief quality of this moralist, leveller, and preacher of a system of
justice that would embrace everybody without fear or favor would be an
originality that distinguished him from everyone else and verged on the
paradoxical.

All his life and at any given moment he possessed the faculty of seeing
things in the detached finality of each separate moment, in sharp relief, as
we see things only on rare occasions, in childhood, or on the crest of an all
embracing happiness, or in a triumph of a great spiritual victory.

To see things like that it is necessary that one’s eye should be directed
by passion. For it is passion that by its flash illuminates an object, intensify-
ing its appearance.

Such a passion, the passion of creative contemplation, Tolstoy con-
stantly carried about with himself. (Remember 69)

[7TaBHBIM KauyeCTBOM 9TOTO MOPAJNCTA, YPaBHUTE/s, IPOIOBELHMKA
3aKOHHOCTY, KOTOpast OXBaTbiBaia Obl Bcex 6e3 mocmabnennit u nsbsi-
T, 6BUIa HU HA KOTO He II0X0Xasl, MapajOKCAIbHOCTI JOCTUTABIIAS
OPUTMHAIBHOCTb.

OH BCI0 )XU3Hb, BO BCAKOE BpeMsl 06/1afjan ClioCOOHOCTbIO BULETD
SIBJIEHVSI B OTOPBAHHOI OKOHYATEbHOCTH OT/€/IbHOTO MTHOBEHMS, B
MCYEPIIBIBAIOLIEM BBITYKIIOM OYepKe, KaK I/IAAMM MbI TOIBKO B PEIKNX
CIy4asiX, B eTCTBE, WM Ha rpebHe BCeOOHOBISIIOIEr0 CIACThsI, WM B
TOp)KecTBe GOMBIION FyIIeBHON MOOe/bI.

[yt TOro yTO6BI TaK BUETD, I/Ia3 HALI JO/DKHA HAIIPAB/ISITh CTPACTb.
OHa-TO UMEHHO U 03apsieT CBOeJl BCIIBIIIKOI MIPEAMET, YCUIUBASI €ro
BU/IMOCTb.

Takyo cTpacTb, CTPACTb TBOPYECKOTO cO3epLanusi, TOMCTOI OCTO-
AHHO HOCUI B cebe. (PSS 3:322)

In “Letters from Tula,” however, neither the poet nor the old actor is of Tol-
stoy’s stature; rather, they struggle to acquire both for their art and for their
alienated self “the faculty of seeing things in the detached finality of each sepa-
rate moment” (Remember 69; PSS 3:322). The essential frame of the story, and
possibly the deepest preoccupation of Pasternak’s art, is, then, this capacity of
seeing the diverse and mutually exclusive aspects of reality and yet discover-



126 | Chapter 4

ing in this challenge a living, rather than unified, self. As we shall see further,
aware that he is reflecting Kant’s notion of apperception, in “Letters from Tula”
Pasternak does not fully agree with Kant but provides his own solution to
the problem of how an individual self is able to comprehend the diversity of
observed phenomena.

The difficulty of adjusting perception is the opening leitmotif of “Letters.”
The poet, whose diary, or rather letter to his beloved, is the first fragment
of the story, is oppressed, rather than invigorated, by the disjointedness of
the world that meets his sight. He is also burdened by his recognition that
there are separate realities of perception—communal or shared spaces with
others,”> whom this young man happens to fear and despise. Apparently in no
way reminiscent of “the passion of creative contemplation, [that] Tolstoy con-
stantly carried about with himself;” the poet’s observations of his surrounding
world are accompanied by complaints—even horror—when he realizes that an
utterly alien world enters his own through perception:2

They do not realize that their flies stick in yours, or in ours. [ . .. ]

My dear one, it sickens me! This is a display of the ideals of our age.
The fumes that they produce are my own—fumes common to us all! This
is the burning smell of woeful insolence and ignorance. This is my own
self. [ ... ] How dreadful to see oneself in others. It is a caricature of [left
incomplete] [ ... ] (CSP 120-21)

JlyMaloT He B TBOEM, He B HallleM BA3HYT UX MyXU [ ... |.

Hoporoit gpyr! MHe TomHO. 9TO—BbICTaBKa 1fleasloB Beka. Jaf,
KOTOPBII OHY MOJBIMAIOT, —MOJ1, 061Nl HAall Yaj. DTO yrap HeBeXecT-
BEHHOCTM M CAMOTO He6IarononyyHoro HaxanbCTBa. ITo A cam. [ . . . ]
Kak cTpalIHo BufieTh CBOe Ha MOCTOPOHHMX. DTO IIapX Ha (OCTaBIeHO
6e3 nmpomomxennus). [ ... | (PSS 3:27-28)

As Pasternak remains true to his plans, set out in the letter to his parents, “to
keep to the concreteness of different fictional citations of unknown author-
ities” (PSS 7:322), these fictional “authorities” are represented by a name-

25. A sense of similar “physical” impatience and strain is featured in Pasternak’s recollec-
tion of his university years, when observing the capacity of the students’ minds to be lifted only
as high as the ceiling, he feels “these attacks of chronic impatience” (CSP 32-33; PSS 3:160-61).

26. See Rudovas argument (1994; 1997) that understanding Pasternak depends on seeing
in his work the influence of Cubo-futurism (see also Wiegers 1999). However, the technique
of montage or “projection of different objects into one plane” (Rudova 1994, 139) may also be
approached not as an end in itself, but as a “rhapsody of impressions” that remain a prelude to
a deeper, transcendental force emerging in the self.
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less poet, whose future art is only a potential still forming, and an actor far
past his prime, who, with the unlikely name of Savva Ignatievich, is defini-
tively not to be found in any historical chronicles of Russian culture. Both
men, however, shocked by the mundane, long for a lost transcendent: the
poet mourns for his lost beloved; the actor dreams of the deepest artistic
engagement, disconcerted that for the whole long day he has not heard the
real “human speech of tragedy” [0HO 0cTaBMIO HEYLOBIETBOPEHHOI €ro
HOTPeOHOCTDb B Tparndeckoii yemosedeckoit peun] (CSP 124; PSS 3:31). As
the story unfolds, the seeming uneventfulness of the night is called into ques-
tion; in each case the alterations in the protagonists’ inner states and, thus, in
the character of their perceptions are intensely dramatic. Without conscious
awareness of these processes (although registering his every emotion in his
letters), the young man is preparing for his other indelible passion—his future
life and art, with the layers of his memory and vision radically realigning. By
contrast, the actor, unaware of the finality of his life experiences, is reorient-
ing himself for “extraordinary stillness” Employing several sharp contrasts,
Pasternak develops a narrative framework within which both protagonists of
“Letters” are experiencing intense shifts between transcendental and experi-
ential perceptions of reality, moving in this regard in contrasting directions:
the poet, in his search for the transcendent, proceeds from longing for his
beloved to artistic engagement, and the old actor reverses this inner journey
and begins to recall anew his long lost and perhaps deepest love, aptly named
Liubov’ Petrovna.

In Safe Conduct, Pasternak speaks of the power of the lovers’ passion
in Tristan and Romeo and Juliet and suggests that the theme of these works
is “wider than this forceful theme; their theme is a theme of force” [Tema
ux—TteMa cunbl] (CSP 54; PSS 3:186). Inhabiting a similar state of deepest
attachment, the poet of the “Letters” initially holds on to the memory of an
extraordinary personal experience. The need to return to life without his
lost beloved, kindred to him in her essence, to reverse the journey from the
infinite to the everyday, is overwhelmingly painful, but it can (only just) be
soothed by his passion for writing:

Oh, what anguish! I will choke it back, this raging anguish! I will choke it
back, this raging anguish, I will dull the ache with verses.

[...] Alas, there is no middle road. One must leave at the second bell, or
else set off together on a journey to the end, to the grave. Look now, it will
be dawn already when I make this entire journey in reverse—and in every
detail too, in every trivial detail. And now they will all have the subtlety of
some quite exquisite torture. (CSP 120; trans. altered)
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O rocka! 3abblo, 3aTYIIIIO ee, HEMCTOBYIO, CTUXAMIL.

[...] Ax, cepenunbl HeT. Hajjo yXOOUTb CO BTOPOTO 3BOHKA UM XKe
OTNIPABNATbCA B COBMECTHBIN IIYTh A0 KOHIA, 10 Morunsl. ITocmy-
mari, Befib 6yJeT CBeTaTh, KOTZIa A MPOJie/Ial0 BeCh 3TOT MYThb L[eTMKOM
B 0OpaTHOM IOPsZIKe, a TO BO BCEX MeIoYaX, O MenbYyaillinX. A OHM
6ymyT Tenepb TOHKOCTAMU M3BICKAHHOI IMBITKY. (PSS 3:26-27)

Biographers refer here to the incident with Nadezhda Sinyakova,?” who left
for Kharkov in April 1915 (PSSCom 3:541), but the profound angst of the
separation and ensuing readjustment in the young protagonist’s inner world
(as well as the changing plans for his art) point rather to the power of a fare-
well described in 1930 in Safe Conduct, where Pasternak recollects an occa-
sion when the infinite force of unrequited love left him with his perception of
material reality radically altered, an event that demanded an explicit “cross-
ing into a new faith” [nepexod B HOByI0 Bepy] assisted by a quickly departing
train:

It was the pose of a person who has fallen down from something high that
had held and carried him for a long time, then let him go, passed noisily
over his head, and vanished around the turn forever.

[...]11Iwas surrounded by changed things. Something never before experi-
enced had crept into the essence of reality. The morning recognized my face
and made its appearance for the very purpose of being with me and never
leaving me.

[...] The end, the end! The end of philosophy, that is, of any thought of
it at all.

Just like my fellow passengers on the train, it too would have to come to
terms with the fact that every love is a crossing into a new faith. (CSP 50; 53;
emphasis added)

27. Barnes suggests either Elena Vinograd or Sinyakova as the prototypes of the poet’s
beloved (1989, 268). It is notable, however, that the journey with Sinyakova took place in 1915,
while the poem “Marburg,” which displays so many images in common with “Letters,” was writ-
ten in 1916.

28. It is possible, of course, that the description of farewell “among the train crossings”
with Vysotskaya in Marburg is enriched post factum by the narrative depth of the “Letters from
Tula” The echo of the “Letters” in the Marburg episode is further reinforced by the fact that
the anonymous poet, just like Pasternak in Safe Conduct, grieves over the incompleteness of
the farewell, their separation in the middle of the journey, which he describes as madness, and
the necessity to return alone to Moscow. As Payne observes, “Pasternak is inclined to attribute
superhuman powers to railroad stations” (1961, 101).
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IT10 6bIIa [T03a YeTOBEKa, 0MBAIUBULE20CST O 4e20-MO BbLCOKO20, UMO
007120 0epIano ezo U Heco, A NOMOM YNYCMUO U, C IIYMOM IIPOHECSICh
HaJi ero TOJI0BOIT, CKPBIIOCh HaBeK! 3a IIOBOPOTOM.

[...] Mens oxpyscunu usmenusuwiuecs: 6eusu. B cywecmeo oeticmeumernv-
HOCMU 3aKPAnocy 4mo-mo HeucnvimanHoe. Ympo 3Hano meHs 8 TUyo u
SBUTOCL MOUHO 3amem, umoObl Obimv NPu MHe U MeHSI HUK020a He ocmad-
8UMb.

[...] Koneu, konen! Konery punocodun, To ecTb Kakoit 651 TO HI ObIIO
MBIC/IV O HeW.

Kak u cocefAM B KyIle, eil IPUAETCA CUUTATBCA C TeM, 4MO 6CAKAS
71106086 ectmv nepexod 6 Hosy1o sepy. (PSS 3:181-84)

“Letters from Tula,” then, can be viewed as a careful depiction of “this cross-
ing into the new faith,” an altogether irrevocable separation between lovers
taking two train journeys and going in opposite directions. As if returning
to the cave, even if he needs to adjust his vision to the approaching dawn,
the poet of the story is to travel alone in the morning?®—back to the city,
while she, with a volume of Kluchevsky’s history,*® has gone over her own
“crossing”: “So you changed the pathways, as we agreed with the guide™! [Ts
3HAYMT IIepela, KaK Mbl JJOTOBOPUINCD, ¢ TpoBofHuKoM] (CSP 120; PSS
3:26). The poet’s excruciating grief at his separation from the deepest, possibly
eternal kindredness may suggest at first that he is also losing his connection
with transcendence and needs to adjust instead to the world of phenomenal
experience. Indeed, he undergoes singular changes: by the end of the night,
the poet (described already in the third person) has forgotten not only the
purpose of his journey, but also the addressee of his passionate diary (the
name and address of the recipient of his letters), and has become no longer the

29. Cf. “T was surrounded by changed things. Something never before experienced had
crept into the essence of reality. The morning recognized my face and made its appearance for
the very purpose of being with me and never leaving me” [Mens oxpymunu usmenusuwivecs
seujul. B cyujecmeo OelicmeumenvHocmu 3aKpanocy 4mo-mo Heuchoimannoe. Ympo 3nano
MeHS 6 TUUO U ABUNIOCH MOUHO 3ameM, 4mobvlL Obimy Npu MHe U MeHA HUK020a He 0CAsumy)
(CSP 50; PSS 3:181). A similar emphasis is on the poem “Marburg”: “I recognize the face of the
morning” [ 6enoe yTpo B muio y3Hato] (PSS 1:112).

30. Pasternak was Vysotskaya’s tutor, and the emphasis on the history textbook reflects
something of the teacher-student relationship.

31. The translation here is altered from “So you changed compartments then, as we agreed,
with the conductor” (CSP 120). Compare this passage’s emphasis on the crossing with the dan-
gerous bridge [mepexon] in “The Mark of Apelles™: “After all, it’s not my fault that in real life the
most dangerous places—bridges and crossings—are the most brightly lit” [Bexp 51 He BuHOI
TOMY, YTO B JKM3HM CHJIbHEe BCETO OCBENIAIOTCS ONACHbIe MeCTa: MOCTBI U Tepexoybi] (CSP
109-10; PSS 3:16).
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“I) but rather a “third person” of the narrative—he.* Still, the sense of inner
vigilance—and his link to the transcendence—is not lost; rather it has shifted
from the experience of personal passion to his vocation as an artist involved
in the fate of the other, the third person:

The man who had been writing strolled up and down. He thought of many
things. He thought of his art and how he might find the right path. He for-
got with whom he had been travelling, whom he had seen off, and to whom
he was writing. (CSP 123)

IMucaBmmit npoxaxkusancsa. OH gyman o MHoroM. OH fymMan o cBoeM
MCKYCCTBE ¥ O TOM, KaK eMY BBI/ITI Ha IIPaBUIbHYI0 gopory. OH 3a6bL,
C KeM eXaJI, KOTo IIPOBOJNII, KoMy mucai. (PSS 3:30)

Furthermore, there is an indication that his eyesight is beginning to find its
focus even in everyday reality, but only by means of some deep realignment
that focuses on his emerging art. With the gray dawn, the reader leaves the
young protagonist on the platform, once more framed by the new complex-
ity of the light and darkness motif, but ready to buy a ticket for the onward
journey:

The east was turning gray, and a perplexed and rapid dew settled on the
face of all conscience, still plunged in deepest night. It was time to think
about his ticket. The cocks were crowing and the ticket office was coming
to life. (CSP 123)

Cepen BOCTOK, 11 Ha JIMIIO BCell, ellje B IITy0O0KyI0 HOYb MOTPYKEHHOII
COBeCTH BbINajana 6bIcTpasd, pacTepsAHHasA poca. [lopa 6bU10 TOTyMaTh
o 6unere. ITenu meTyxu u oxxmusana Kacca. (PSS 3:30)

If in Kant the synthesis between different layers of experience can be achieved
by transcendent consciousness, Pasternak, by contrast, seems to suggest that a
full synthesis is impossible to achieve within an isolated self, and that art—the
creation of another self, of he rather than I—reflects the ongoing and open-
ended process of synthesis, initiated in Tula as a lifelong vocation. The young
lyrical poet accepts the premises of this experience and the confusing contrast

32. Mossman notes the emphasis on the switch from the first to the third person and links
this to the influence of Rilke in The Notebooks of Malte Laurids Brigge, where the switch between
“I” and “he” is the structural device of the narrative (1972, 289). For the importance of this
switch for Pasternak see also Pomorska (1975, 48).
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of perspectival angles, adjusting better to everyday reality, but remaining in
considerable turmoil, while the switch to the “third” person may indicate the
transition to a new genre, fiction with the third person(s), rather than the
first-person lyricism of poetry.®

The old actor’s sense of the eternal, by contrast with the young poet, mani-
fests itself from the very beginning of the narrative as his explicit and lifelong
devotion to art—an aesthetic longing that starts to readmit personal memory
only after a shocking meeting with an alien reality (an experimentation in
violence by “film actors,” understood by the old man as free fantasy—a perfor-
mance that he detests and from which he is also excluded). The first indication
of emotional reawakening takes place when he catches himself searching for
someone to use a diminutive version of his name (Cassyuka), and this need
for dear ones persists until he experiences a living re-enactment of a meeting
with his younger self in a deeply familiar celebration of homecoming:

And he gave a start when after five and twenty years he heard—just as
he was supposed to—from behind that other partition the beloved joyful
reply: “Yes, I am at home!” . . . The old man was stifled with silent sobbing.
(CSP 125)

[V] B3apoOrHyII, KOTAA, KaK 9TO [0/IaTaI0Ch, Ha PACCTOSHUM ABYX C IIOJIO-
BUHOIJI JeCATKOB JIET YC/IBIXa/l 32 TOI IePEroOpofKOil MUIOE, BeCesioe:
‘Ho-o-ma’ ... Crapuka gyumay 6e33ByuHble pbifaHbs. (PSS 3:32)

Furthermore, in his return to his youthful love, lost for so many years of his life
behind that partition, the old man does not abandon his art:** he experiences
this meeting with his younger self as a play in which he is finally a master and
where he can exhibit “a skill at illusion that a colleague might be proud of on
such an occasion” [c mnatosueit, KOTopas cocTaBuiIa Obl TOPFOCTb MHOTO
ero 6para] (CSP 125; PSS 3:32). There is, then, textual indication that the old
man, reversing the inner journey of the poet and finding his beloved Liubov’
Petrovna without abandoning his artistic self, achieves the unity denied the
poet. This indication appears in the story, however, as supplied through the
intrusion of yet another perspective—this time, the emergence of an authorial

33. It is noteworthy that Pasternak’s decision to write a novel is dated 1918 (the year of
“Letters from Tula”): “In January 1918 at the Tsetlins’ Pasternak had told Tsvetaeva of an ambi-
tion to write a novel ‘with a love intrigue and a heroine in it—like Balzac, and by the summer
he was showing the first drafts of it to friends and colleagues” (Barnes 1989, 269).

34. This deeper synthesis between the personal and the artistic leads Gorelik to assert that
“the old actor is the only artist of the story” (2000, 55).
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voice indicating the fictional nature of the narrative: “And like the main char-
acter, he too was in search of physical silence. He was the only one in the story
to find it, having made another to speak through his own lips” [On Toxe, kak
271a6H0e TUII0, VCKaN HU3NYECKOil TUIIMHEL B pacckase TONIbKO OH Hallen
ee, 3aCTaBMB CBOVMMIH YCTaMy TOBOPUTD HOCTOpOHHero] (CSP 126; PSS 3:32;
emphasis added). The age of the old man and his shaken sense of reality sug-
gest that this silence—this achievement of some unity between man and art—
is also an indication that his life journey is approaching a stage as finite as his
longing for transcendence is infinite.?

Without attempting to reconstruct a fuller picture of Pasternak’s philo-
sophical debt to his Neo-Kantian training in Marburg (a formidable task,
necessitating in any case a very different focus of inquiry), one may suggest
that Pasternak appears to accept the premises of Kants notion of appercep-
tion in several crucial ways. First, it is clear that for Pasternak-the-writer the
world does not exist outside of the mind and that the mind, in fact, constitutes
the world,* and, second, that he, as artist, tends to employ multiple changing
forms of perception and is drawn to the dramatization of processes in which
the perspectives of phenomenal and transcendental “ego-consciousnesses”
weave in and out of everyday reality. These multilayered and distinct spheres
of perception are reflected in Pasternak’s narrative in constant shifts of focus
that also include, as we have seen in the case of the poet, the changing pat-
terns of address in a movement away from the first person to a third-person
narrative. Pasternak’s employment of these multiple perspectives in “Letters
from Tula” reflects, therefore, his intentional and painstaking thematization
of what is involved in Kantian apperception; he draws a process within each
of his protagonists in which the empirical data of everyday reality and long-
ing for the eternal and infinite are being synthesized, realigned, and brought
into new focus. However, if in Kant the synthetic unity of all perceived phe-
nomena is achieved by an autonomous transcendental ego, “a permanent
spiritual substance underlying the fleeting succession of conscious experi-
ence,” inaccessible “to direct introspection, but rather inferred from intro-

35. It is Mossman’s view that “the physical silence attained is figuratively that of a lifeless
world bereft of an observer, deaf and muted [ . . . ] a silence under normal circumstances un-
available” (1972, 290). There is also a transcendent layer here, a performance in front of eternity,
which in Pasternak’s later poems would be more forcefully introduced, when for example, prior
to the emergence of Hamlet on the stage, “the sound is hushed” [Iyn sarux] (PSS 4:515), or in
“Bakhanalia”: “How much courage is needed / In order to play in front of centuries” [Cxombko
Hajo oTBary / 4to6 urpate Ha Beka] (PSS 4:183). The anticipation of “Hamlet” is noted in
Hingley (1983, 63).

36. The theme is identified by Fleishman as the phenomenological position of Husserl
(1975, 79-126; 1977, 8-13).



“Letters from Tula” | 133

spective evidence” (Runes 1984, 88), one does not find a similar emphasis on
autonomy in Pasternak. Reflecting upon the nature of art, Pasternak appears
to revise Kant’s thought and to assert instead that the multiple strands of
experience cannot be synthesized in the isolated, “pure, original, unchange-
able consciousness” as postulated by Kant (Runes 1984, 15), but must remain
an ever-widening and living experience, inclusive of other selves—an artistic
act that is always in play with the other, making “another to speak through
one’s own lips” [3acTaBUB cBOMMM ycTaMy FOBOPUTH NMOCTOpoHHero] (CSP
126; PSS 3:32).

The complex philosophical intertext and Pasternak’s dialogical engage-
ment with its main precepts (rather than philosophical subservience) explain
the disorienting and puzzling quality of the story—its employment of a suc-
cession of radically changing viewpoints never fully synthesized in the story
and nuanced so carefully®” that they cannot be easily grasped and processed by
the reader. The first essential emphasis, then, is on dislocation and confusion
in perception. For instance, as the poet looks, in a highly impractical manner,
for a mailbox into which he can drop the letters to his beloved who is already
slowly fading from his memory, Pasternak experiments widely with constant
shifts of focus from inward (suggesting a close-up of a reflection in water or
of seats banging in the train, that is, registering in an almost simultaneous
observation two very different locations) to outward (an emphasis upon look-
ing from a great distance), as well as moving the perspective from above (the
height of the stars) to below (the trains “lying” upon the earth as if depicted
from a very high viewpoint), and crossways over a large distance, making it
impossible to suggest who is looking “beyond” or why the scene is observed
from so “far away”:

Five hours passed. There was quite an extraordinary stillness. It became
impossible to tell where the grass ended and where the coal began. A star
twinkled. Not a living soul remained by the pumphouse. Water showed
black through a moldering cavity in a moss-covered swamp. The reflection
of the birch tree trembled there. It quivered feverishly. But this was far far
away. Far far away. Apart from the birch tree there was not a soul on the
road.

37. These separated levels of perception within a single narrative are reflected in a tech-
nique responsible for the difficulty associated with Pasternak’s early prose (and often under-
stood as Futuristic incomprehensible trans-sense or fragmentary Cubism). For a more sub-
stantial reading of Pasternak’s prose, the Neo-Kantian “rhapsody of perceptions” waiting to be
transformed into the “synthetic unity of the phenomena” should be introduced alongside these
concepts (KTE 101; trans. Poma-Denton 11).
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There was quite extraordinary stillness. Lifeless boilers and coaches lay
on the flat earth like piles of low storm clouds on a windless night. [ . . . ]
The Tula trolley line came up from the town. The reversible backrests of
the seating banged. The last to alight was a man carrying letters, which
jutted from the wide pockets of his broad overcoat. The others made their
way into the waiting room. But this man remained outside of the building
looking for the green letterbox. But no one could tell where the grass ended
and where the coal began. [ . .. ] The night uttered a long-drawn-out gut-
tural sound—then everything was silent. It was all far, far away, beyond the
horizon. (CSP 120)

ITpomno nATh YacoB. beima HeoOpIvaiiHas TumMHA. Ha rmas Henmb3s
6bI7I0 CKa3aTh, Ifie TPaBa, Iie yronb. Mepluana sseszia. bonblre He 6bITO
HM JKMBOJL JyIIM Y BOJOKaYKM. B rHM/IOM IIpofaBe MIIaHMKA YepHeTa
Bofa. B HeM fposkano oTpakenbe 6epesku. Ee muxopaguno. Ho ato 6p110
OYeHb OYeHb JaNeKo. | . .. | Kpome Hee, He 6bUIO HU AyLIM Ha JOpOTe.

Brina HeoObIUaitHasg TUINMHA. be3gbiXaHHbIE KOT/IbI ¥ BaTOHbI
JIeXKayIi Ha TIOCKOJ 3eMJIe, TOXO0XKNe Ha CKOIUIeHMA HU3KUX Ty4 B 6es-
BeTpeHHBbIe HOUN. [ . . . ] ITocnmenHmit Baron Ty/nbcKoit KOHKM IOJOIIET
13 roposia. 3axonaay OTKUAHbIE COMHKM ckaMell. [locnegHuM corern
4ye/IoBeK C MUCbMaMM, TOPYABIIMMIY U3 MIMPOKUX KaPMaHOB UIMPOKOTO
nanpTo. OCTanmbHble HAIPABMINCDH B 3aJl, K Ky4Ke BeCbMa CTPaHHOI
MOJIOfIeXH, IIYMHO YXXMHaBIIell B KOHIle. DTOT ocTancA 3a dacagom,
uia 3efneHoro Amyka. Ho Henb3s ObIIO cKasaTb, Tie TPaBa, Ifie YrOb.
[...] Houp uspgana fonruit ropioBoit 3ByK—U Bce CTUXIO. DTO OBITIO
OYeHb, OUeHb JajIeK0, 3a TOPU30OHTOM. (PSS 3:27)

When placed, however, in the context of Kant’s “transcendental apperception”
(the “ultimate foundation of the synthetic unity of experience” [Runes 1984,
15]), these narrative patterns show that Pasternak as artist and storyteller
portrays the capacity for expansion in human awareness, as he dramatizes
the angles of perception from the viewpoints of multiple separated aspects of
“ego-consciousness” and searches for an experience that can facilitate for his
protagonists the need to integrate external phenomena within an emerging
sense of self. In contrast to Kant, Pasternak sees art (desired by his poet) and
“play” (practiced by his actor) as essential to this process, and yet he proceeds
to distinguish two opposed manifestations of this process: a play calling forth
inner alignment and further ongoing synthesis that uncovers moral concerns,
and a bohemian, indeed fraudulent, play-acting, dependent upon imitation
that misses or bypasses self-consciousness and conscience.
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4.3 Searching for synthesis:
Art, play-acting, and film actors from Moscow

The disorientation in immediate historical reality, sensed by the story’s pro-
tagonists, permits Pasternak to comment upon the revolutionary spirit of
the time while displaying his rarely recognizable sly humor (aligned with
his better-known political sense and its perilous balance of insight and cau-
tion). The uncertain sense of historical reality—the time of troubles [cmyTHOE
BpeMs|*¥—is drawn in the story both as a state of incomprehension (com-
municated to the readers), an intimation of the ongoing, disturbing acts of
violence and murder, and as the subject of the film practiced by the actors.
In Doctor Zhivago, this uncontrollable anxiety of the inhabitants of Moscow
in 1918 will be identified and named in the narrative: “The inevitable was
approaching. Winter was near and in the human world that very same state of
death that winter brings to nature was in the air, finalized, decided upon and
incessantly talked about” [HaBucamo HeoTBpatumoe. bnusnnacp 3uma, a B
4eJI0BEYeCKOM MIpe TO, II0XO)XKee Ha 3MMHee 0OMIMpaHIe, IpefpelieHHOe,
KOTOpOe HOCMJIOCh B BO3AyXe U OBIIO y BceX Ha ycTax] (Zhivago 183, trans.
altered; PSS 4:182). In “Letters from Tula,” however, Pasternak experiments
with the creation of the very spirit of anxiety through the eyes of two people,
alienated by the very nature of who they are: the poet who has not yet dis-
covered his voice* and the actor who is aging in an alien world. Tula, a place
of major upheavals during the civil war, was to experience the revolutionary
onslaught in spurts of activity and short periods of rest**—a network of rail-

38. “Letters from Tula,” composed in 1918, Russia’s turbulent year that followed upon the
altogether unprecedented 1917, cannot be placed alongside such Revolutionary works as Blok’s
“Twelve” or, for instance, John Reed’s Ten Days that Shook the World (1919). What happens
instead in Pasternak’s tale is, above all, an event that had already finished before it properly
started and was decisive for the provinces (at the beginning of the story)—an event that needs
to be grasped via reflections. As Pasternak notes in Doctor Zhivago, the revolution was made
in the cities, which, nonetheless, suffered most from what they had engendered: “The people in
the cities were as helpless as children in the face of the unknown [ . .. ], although it was itself
the offspring of the city and the creation of city dwellers” [JTrogu B ropogax 611y 6ecromor-
HBI, KaK JIeTH, Hepes MUIoM OIU3sIeicss HEM3BeCTHOCTH | . . . |, XOTs cama 6bla eTuieM
ropoia u cosanmeM ropoxat] (Zhivago 183; PSS 4:182).

39. In his recent popular biography, Bykov suggests that Pasternak, in love with Elena Vi-
nogradov, did not notice the Revolution, and quotes here the support of E. B. Pasternak in his
interpretation of Gladkov’s memoirs (2006, 147).

40. Tula, 200 kilometers south of Moscow, was a strategically important location for rail
access because of the River Upa. In 1896, Tula became a major center for the production of
armaments and weapons, and for this reason one of the centers of active Bolshevik propaganda
during the Revolution. According to Soviet historians, the membership of workers in the Bol-
shevik party in 1917 grew from 22 people (in February) to 1500 (in October), and on October
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roads and a major strategic center with its famous Tula Arms Plant [Tynbckmit
opy»eitHbIiT 3aBof], but also a province in a state of uncertainty, its future
determined by the country’s capitals. The fact that both the poet and the old
man are disturbed by film actors who appear to be playing some major his-
torical drama of mutiny and execution should, therefore, be sifted through
the unfocused lenses of this ongoing anxiety during a period of unnamed his-
torical turmoil. The uncertainty between reflection and reality that permeates
the narrative permits Pasternak to approach an otherwise dangerous politi-
cal theme—the description of an arrogant crowd that has taken the action
from the Kremlin to Tula, where they are now playing out some “violent”
episode involving “Bolotnikov and Peter;” spectacles of mutiny and execution
described, the poet surmises, in the historical accounts of Kluchevsky:

They act as if they were geniuses, declaiming and hurling phrases at each
other [ ... ]. They have been shooting The Time of Troubles in the Kremlin
and in the places where the ramparts were.

Read Klyuchevsky’s account—I have not read it myself, but I think
there must be some episode with Bolotnikov and Peter. This is what
brought them to the River Upa. I find they have set the scene exactly and
shot it from another bank. (CSP 121; trans. altered)

OHU TeHMaTbHNYAIOT, IeKIaMUPYIOT, O6pocaloTcs IPYT B APYXKKY dpa-
3ami | ... ]. CraBumm «CmyTHOe Bpemsar» B Kpeme u rie ObIIy Basibl.
ITpournu no KitoyeBcKOMy,—He YUTaN, LIyMalo, TO/KEH OBITD SIN-
307, ¢ Ilerpom 1 BomOTHNMKOBBIM. DTO U BBI3BAIO UX Ha YIIy. Y3HAJI, 4TO
HOCTaBWIM TOYKA B TOUKY ¥ CHSIU € ipyroro 6epera. (PSS 3:28)

The drowning of Ivan Bolotnikov’s followers in the River Upa in 1607, which,
according to the poet’s oblique remark, was shot by the film crew “from the
other bank” with professional exactitude [Touxa B Touky], belongs to some
of the most disturbing pages of Russian history, and yet the violent content
of this historical reference is overlooked, as most of Pasternak’s commenta-
tors accept this strange, unfocused frame at face value, as a straightforward

31 the arsenal of arms was confiscated by the revolutionary committee and sent to Moscow.
After that time, Tula became the center of the civil war, a process that reached its zenith in 1919
when Denikin’s army descended on Tula, attempting to destroy the “principal source of the
supply of the armaments for the Soviet army” or, as Trotsky termed it, “the jewels of the Soviet
Republic”
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account!! of the poet’s dislike of film actors.*> However, it is equally probable
that Pasternak uses the context of film and acting, as well as the historical
memory of mutiny and mayhem in Tula, to develop, for the first time in his
prose, an opposition between two kinds of self: the imitator, ready to copy acts
of murder and violence, if these become fashionable, and the creative self**—
and to find his original voice by approaching this contrast alongside Kant’s
theory of apperception.

It will be helpful to sketch, however briefly, the centrality of this theme
in Pasternak’s later writing. In Doctor Zhivago the opposition between artist
and imitator appears in one of the novel’s most startling scenes— Yuri’s meet-
ing with Pasha Strelnikov, once again at a railway station. The gift of the fiery
revolutionary is identified as his ability to copy, so typical (and necessary for
survival) in those turbulent years:

This talent, which showed itself in his every movement, might well be the
talent of imitation. In those days everyone modeled himself on someone
else—they imitated heroes of history, or the men who had stuck their
imagination by winning fame in the fighting at the front or in the streets,
or those who had great prestige with the people, or this or that comrade
who had won distinction, or simply one another. (Zhivago 249)

Jlap, MpoOrIAABIBaBIINIT BO BCEX €r0 JIBVYKEHMAX, MOT OBITH JapoM
noppaxanus. Torma Bce KoMy-HU6yAb mofpakanu. IIpocnaBieHHBIM
reposaM ucropun. durypam, BUeHHbIM Ha GPOHTE WU B THU BOTHEHUIA
B TOPOJIaX, ¥ OPa3yBIINM BOOOpaXKeHNe.

41. Apart from the actors representing episodes of rebellion and execution, there is also the
reality of the mutiny of 1607 in the name of the self-appointed “Prince” Peter (hence “the time
of troubles”), re-enacted in 1918. The mutiny of 1607 near Tula was led by Ivan Bolotnikov, and
Bolotnikov’s army gave itself up to Prince Schuisky in October 1607 (PSSCom 3:541), when most
of Bolotnikov’s men were drowned in the River Upa. The device of ahistorical re-enactment is
also reminiscent of Rilke’s The Notebooks of Malte Laurids Brigge, in which the ghosts of the past
move in and out of reality. In “Letters from Tula,” however, scholars tend to see “the depressing
sight of the amateurish attempts by the bunch of film actors to re-enact the ‘Time of Troubles’
and then pick up this record of ‘history’ in their suitcases” (Barnes 1989, 268). Fleishman speaks
of Pasternak aiming at “Mayakovsky, who deemed it necessary to take a visible role in revolu-
tionary affairs” (1990a, 94).

42. The acceptance of film actors prima facie contributes to the perception of Pasternak’s
early prose as highly idiosyncratic and more preoccupied with Mayakovsky’s actual participa-
tion in the film versions of either Martin Eden (Barnes 1989, 268) or The Young Lady and a
Hooligan [Bapbimss u xymuran]| (PSSCom 3:541) than with the major historical upheavals of
Russia (and Tula as its microcosm). Fleishman argues that “Tolstoy, like Pasternak, had come
to consider film as a profanation of art” (1990a, 95).

43. Hingley calls this “a study of the false and genuine in art” (1983, 63).
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Hanbonee mpusHaHHBIM HAPOSHBIM aBTOPUTETAM. Bplmreqmum B
nepBble pAABI ToBapuiaM. IIpocTo apyr apyry. (PSS 4:248)

The significance of the episode, presenting the highly unified and con-
centrated personality of Strelnikov,* emphasizes that not all “synthesized
phenomena” can awaken an independent and original (and for Kant, tran-
scendental) self. More often than not, surrounded by so many indigestible
reflections during Russia’s “horrifying years,” the participants of these events
do not develop an original synthesizing response, but choose instead to imi-
tate others, and survive the turbulence of reality in this chameleon-like state
just as well or, perhaps, even better.** In Zhivago, in fact, Pasternak frequently
returns to the declamatory, unnatural, and imitative characters of political
figures, and his female heroine, Lara Antipova, even attributes the cause of
Strelnikov’s downfall to his inability to see through the stage rhetoric of their
times and to become infected by the general societal malaise that reinforces
the herd instinct of “imitators™:

[TThey must all sing in chorus, and live by other people’s notions, notions
that were being crammed down everybody’s throat. And then there arose
the power of the glittering phrase, first the Tsarist, then the revolutionary.

This social evil became an epidemic. It was catching. And it affected
everything, nothing was left untouched by it. Our home, too, became
infected. Something went wrong in it. Instead of being natural and sponta-
neous as we had always been, we began to be idiotically pompous with each
other. Something showry, artificial, forced crept into our conversation—you
felt you had to be clever in a certain way about certain world-important
themes. (Zhivago 404)

[T]emepnb Hafio meTh ¢ 06IIETO rONI0Ca ¥ KUTh YYXKVMI, BCEM HaBsA3aH-
HBIMM TIpeficTaBieHussMu. CTaao pacTy BlafbpldecTBO (ppassl, cCHavaIa
MOHApXNYeCKOJ—IIOTOM PEBOMTIOIIOHHOI.

9T0 0bIIecTBeHHOE 3abTyX/jeHNe OBITIO BCEOXBAThIBAIOIINM, ITPY-
mum4uBbeIM. Bee mopmazgano mox ero BausAHue. He ycTosAn npoTus ero
maryObl 1 Hall foM. YTO-To MOMIATHY/IOCh B HeM. BMecTo 6e30T4eTHOI
SKMBOCTH, BCETZIa Y HAC LIApMBIIeIt, T0JA ypPaljKoil leKIaMaluy IpOHN-

44. There is an emphasis in the description on the fact that Strelnikov is a completed “man-
ifestation of will” [aToT YenoBek mpexcTaBisieT 3aKOHYEHHOE siBNIeHe BOjn] (Zhivago 248; PSS
4:248).

45. See Witt (2000a, 97-105) on mimicry in Doctor Zhivago.
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KJIa ¥ B HAlllil pa3TOBOPBI, KaKOe-TO IOKa3Hoe, 00s13aTe/IbHOe YMHIYA-
Hbe Ha 06s3aTe/IbHbIe MUPOBbIe TeMbl. (PSS 4:401)

This participation in history as a form of imitative role-playing constitutes a
recurrent theme in Pasternak’s poetry dedicated to these revolutionary years,
when, for instance, he speaks of Russia’s cultural pre-revolutionary milieu as
performers about to leave the theatrical stage in “Lofty Malady” [Bsicokas
6onesnp]* and Vladimir Lenin? as a new figure exploding onto that stage
(PSS 1:259).

Thus, it is more fitting to suggest that the film actors, disturbing irritants
for both the poet and the old actor, are, in fact, indistinguishable in their roles
from the actual revolutionaries who, after their unparalleled performance in
the Kremlin, continued to exercise their craftsmanship in Tula. Employing the
persona of the disoriented observer, Pasternak accuses these contemporary
trendsetters, political actors and the revolutionary crowd with their ideologies
and “isms,” of behaving like inferior actors, armed with the worst pretensions,
and the poet’s careful erasing of this thought in his letter indicates both his
anger and a need for caution: “I have not said who they are: the worst form of
the bohemians [carefully crossed out]” [ He ckasan, kTo 3T0. XyAwuit Bup
6oremsl. (TijatenpHo 3adepkHyTO)] (CSP 1215 PSS 4:29). Moreover, there is
a trace of the unexpectedly subtle humor of the situation where appearances
and reality blend as the young poet thinks that these performers of The Time
of Troubles must have hidden parts of their costumes in their suitcases (“Now
they have the seventeenth century stowed away in their suitcases while all the
remnants linger on over the dirty tables” [Temepb ceMHanLaTbIll BeK pacco-
BaH y HUX 10 Y4eMOJaHaM, Bce JKe OCTaTbHOE BYCHET Haf| IPS3HBIM CTOIOM]
[CSP 121; PSS 4:29]).

This humorous touch ensures that the mixture of horror and indignation
at the actual scenes of violence does not automatically signal a sharp political
commentary; instead, the uncertain events remain obscured, suggesting either
a film narrative or the unleashing of ancient ghosts and memories locked
within the surrounding landscape. The poet’s observation—“The Polish

46. “We were a music on ice. / I speak here about the whole milieu / With which I meant
to leave the stage and will do so” [Msr 66111 My3BIKOIT BO /IBAY. / SI TOBOPIO IIPO BCIO Cpexy, /
C xortopoit 51 umen B Bupy / CoilTit co cLieHsl, 1 coitny] (PSS 1:255-56).

47. In the description of Lenin, there is an uncertainty whether the leader of the Revolution
is an author, approaching his art from the standpoint of the first person: “Then having met him
in reality / I thought and thought without end / About his authorship and his right / To dare
from the first person narrative” [Torga ero ysuses BbsBe, / 5 gyman, gyman 6e3 koxua / O6
aBTOpCTBe ero u mpase / Jlep3aTs oT nepsoro nunal (PSSCom 1:517).
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women are horrid, and the boyars’ children even more dreadful” [Y>xacus
HOMAYKY, U 6ospckue getu crpamrHeii] (CSP 121; PSS 3:28)—points, there-
fore, to the reality of actual historical events of 1607 and yet obscures the
reference, for the old actor rummaging “through his own repertoire,” finds
“no such chronicle there” (CSP 124; PSS 3:31). The old man’s terror in front
of a scene of obvious execution (be it in film or in reality) is again depicted
through a multitude of lenses: the old man observes an event, which he, well-
trained in theater, understands as lacking a good script; he leaves the scene
saddened that it is not yet a performance, but rather “some free flight of fan-
tasy” [Crapuk [ ... ] molesn omevasieHHBIil IPOYD C Ty>KalKHU, KOTfa y3HAI,
4YTO 3TO BOOOIIe He Ibeca, a HOKYL0Ba BoMbHas elje pantasus] (CSP 124;
PSS 3:31). The freedom of fantasy, however, is clearly directed toward scenes
of mass murder that the old man understands again as free re-enactment of
some historical drama, safely removed from everyday reality, although the
battle-axes (obviously rifles) they use reflect no light:*® “he first saw the boyars
and governors milling on the far shore, and the commoners leading the bound
men and knocking off their hats into the nettles, he saw the Poles clinging to
laburnum bushes on the scarp, and their battle-axes, which gave no response
and no bright ring” [CHavana, Ipu Bupie 60sp U BOEBOJ, KONbIXaBIIMXCS Ha
TOM Gepery, 1 YepHBIX JIOfell HOABOAVBIINX CBA3aHHBIX U CUIMOABIINX C
HJX IIAIKVM B KPalNBY, IPU BUAE HO/AKOB, LEIUIABIINXCSA 3a PAKUTOBbBIE
KYCTBI 110 OODBIBY, U UX CEKUD, HEUYBCMBUMENLHDIX K CONHUY U He U30a646-
wux 360Ha) (CSP 124; PSS 4:31; emphasis added).

This covert and ambiguous identification of the imitative historical “per-
formers” with the “bohemian artistic crowd of the worst sort” is, of course,
not merely a cautious political statement or an unsuccessful artistic device.*’

48. In Doctor Zhivago, Lara speaks about the interdependence between the daily violence of
wartime and revolution and the loss of personal viewpoint. Repetition and mimicry are the root
of the loss of morality: “And then there was the jump from this peaceful, naive moderation to
blood and tears, to mass insanity. [ . . . ] The main misfortune, the root of all evil to come, was
the loss of confidence in the value of one’s own opinion. People imagined that it was out of date
to follow one’s own moral sense, that they must all sing in chorus, and live by other people’s no-
tions. [ ...]” [V BAPYr 9TOT CKA4OK 13 6e3MsATEXXHO, HEBIUHHOI Pa3MEPEeHHOCTHU B KPOBb 1
BOIIY, TIOBa/IbHOE Oe3ymue u ogudanye [ . .. | I/maBHoit 6enoit, kopHeM Oyxylero 3/1a Obiia
yTpaTa Bephl B IieHy COOCTBEHHOro MHeHNA. Boobpasumu, 4To BpeMs, KOTfa ClefoBaIu
BHYIIEHVSIM HPABCTBEHHOTO YyThsI, MIHOBAJIO, YTO TeIlepb HaJO IeTh C OOIIero romoca u
JKUTh Iy>KVMIU, BCeM HaBsI3aHHBIMU npefcrasiennsamu] (Zhivago 404; PSS 4:401).

49. In his letter to Polonsky in the summer of 1921, Pasternak basically recreates the scene
of his own aversion to the political position of the avant-garde artists that is virtually identical
to the stance of the poet, and he mentions 1917 as the last year of their common journey. His
own “sea sickness,” that is, the mixture of nausea and horror, is mentioned in the context of the
“sea of violence” [Mope mpoussona] and he puts a significant emphasis on his own “isolation”
from the “originality” of the artistic crowd: “Until 1917 I had a path externally common with
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Pasternak’s participation in the Futurist movement was becoming ever more
problematic as he began to view the world of politics and that of revolutionary
futurist art as interconnected, if not ideologically identical.*® Still in 1918, the
story’s employment of film actors indicates that he was still hoping that better
spectacles (and actors) might soon appear on the stage—a hope that would
not last long.*! Pasternak’s lifetime experience, in fact, was to observe the pro-
cess by means of which ethical and aesthetic judgments in the worlds of state-
sanctioned art and politics were to become based entirely upon the imitation
of fraudulent principles, and as a result any pathways to the inner self and to
the personal capacity for independent judgment were entirely closed. Needless
to say, these patterns were in direct contrast to the Kantian view of appercep-
tion that situates true moral judgment in the autonomous transcendental self.

The relationship between art and the awakened voice of conscience,
entailed in the opposition between the two types of play-acting in life and
art—imitative and creative—was only to deepen in Pasternak’s writing, with
“Letters from Tula” disclosing his first artistic draft that also carried the most
immediate imprint of his philosophical studies. Just as Heine’s passage into
the dark world of Pisa in “The Mark of Apelles” echoes the Platonic philoso-
pher’s return to the cave, “Letters from Tula” presents yet another page of the
writer’s apologia for art’s primacy over philosophy. When put into the context
of the Kantian theory of apperception, art’s capacity to mediate and synthe-
size the deepest layers of reality®? is theoretically grounded and demonstrated.
Moreover, the focus of “Letters from Tula” on the synthetic processes of con-
sciousness entails the obligation of the artist to address all aspects of percep-
tion presented to him, and this includes questions of morality and conscience
that are necessitated by scenes of cruelty and violence imposed on the eyewit-
nesses. Hermann Cohen’s work with Kant’s “synthetic unity” and his writing

all, but my fatal peculiarity [pokoBoe cBoeo6pasue] brought me to an impasse, and I alone, it
seems |[ ... ] realized that logical end into which our era’s originality in quotation marks leaves
us” (PSS 7:371).

50. As Nerler observes, “Mayakovsky, alas, was one of the first poets who initiated the mu-
tual infiltration between the Cheka and the writers’ world” (2010, 26). See also Gordin about
the “Futurists serving in the Cheka” (1993, 8)

51. See a careful account of Pasternak’s alienation from Futurism in Fleishman (1980,
12-43).

52. Answering a questionnaire from the Soviet magazine The Writers’ Watch in 1927 [“Ha
nmTeparypHoM nocty” 5-6], Pasternak defines the “classical” writer as a person who can syn-
thesize reality within an approximation of a holistic vision that can be accepted as the world-
view of his epoch [ITog xmaccukom st pasymero mucaresis, KOTOPbIl B CBOeM TBOpYeCTBe
IaeT mIacTudecKoe mofo6ue meIbHOro MupoBoaspenns. Kimaccnaeckas xe amureparypa ecTh
COBOKYITHOCTD TaKVX IPOV3BELEHNUIT I TeHEHIIT, KOTOPble BIIOCTEACTBUN IPUHVIMAKTCS
3a MIpOBO33peHne anoxn] (PSS 5:216).



142 | Chapter 4

on philosophy, law, religion, and aesthetics no longer present themselves in
this context as irrelevant or “safe” meditations>*—rather, Cohen’s philosophy
helps to address as if anew the traditional opposition between aesthetics and
morality, or between the “beautiful” and the “good,” as part of the phenomenal
world open to the synthetic processes of apperception. Nor is Tula’s landscape
indifferent to these problems, for it remembers, as the poet too is about to
recollect in the course of a single night, that its actual spaciousness had been
transformed not only by Bolotnikov and “the time of troubles,” but by Lev Tol-
stoy’s writing, which testified to an irreducible “territory of conscience”—to
the inescapable tension between “the beautiful” and “the good”

4.4 Between to kalon and to agathon:
Cohen’s Neo-Kantianism, the fire of conscience, and
Lev Tolstoy’s gift of perception

Once the purpose of sharply changing perspectives is understood as a prin-
cipal frame of the story (and a frame rooted in Pasternak’s dialogue with the
key philosophical questions of his day), the psychological realities of his pro-
tagonists lose their apparent banality, and the story’s landscapes of different
phenomenal perspectives no longer appear hopelessly disjointed. Rather, their
disjointedness becomes a necessary precondition for the living contradictory
force of creative consciousness. Like no other Russian writer of his generation,
Pasternak was thoroughly prepared to address the relationship between the
moral and aesthetic, and to bring into close proximity highly complex philo-
sophical, political, ethical, and literary concerns.

The relationship between the moral and aesthetic was not only the leading
frame of Kant’s Third Critique and its insistence that universal agreement in
judgments of the sublime rests on an appeal to moral feeling (§29, 265-66);
these questions constituted the very kernel of the philosophy of Hermann
Cohen, and, more generally, stood for the intellectual signature of the Mar-
burg school. Cohen’s own work in law and religion stemmed from his ardent
loyalty to the unity of the transcendent, the sublime, and the moral, reflecting
in this the Platonic affirmation of the kalon (the beautiful) and agathon (the
good) as the organizing forms for the experience of the infinite.

53. According to his letters to Shtikh from July 8 and 11, 1912, Pasternak viewed Cohen’s
“logic, the idea of reality, integration, self-consciousness of the state” as a harmonious and
beautiful work of genius [ero noruka, ero uest peabHOCTH, NHTErPaja, CAMOCO3HAHNS TO-
cymapcTal, but a safe narcotic [6e306upublit HapkoTuk] (PSS 7:118, 122). In 1918, Cohen’s
“idealism,” surprisingly apropos, would no longer provide a safe haven.
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Cohen’s stature as a thinker, his deep devotion to the reality of both tran-
scendent categories and logical argument, need no introduction, and yet it is
helpful to recollect how every step of his argument presupposes the longing of
the finite for the infinite. In this longing, moral principles draw the “external
or heterogeneous” infinity into the immediacy of aesthetic purity:

The finite is not happy to remain finite, but has the courage to overcome
the distance from infinity. The limitations of the finite are eliminated,
there is an aspiration to elevation (Erhebung) to infinity. Infinity must not
remain something alien, external. It may well be that it must be and remain
something transcendent. This is unimportant, as long as it must not be
something external or heterogenous. But is what happens in this aesthetic
sublimity (Erhebenheit) arrogant, or presumptuous (Uberhebung)? This can-
not be right, since presumption is contrary to moral law, but the latter is the
indispensable premise, concerning matter and method, of aesthetic purity.
The sublime thrust towards infinity is not at all presumptuous, otherwise
sublimity will be presumptuous as well as elevation. (ARG 1:266-67; trans.
Poma-Denton 144; emphasis added)

Cohen’s argument that aesthetic and cultural products belong in the moral
domain opposes Marx’s view of culture as by-products of economic relations,
a position Cohen found particularly misleading:** “It is simply not true that
the compulsion of nature and especially of animal nature in man produced
those achievements of culture which can be only hypocritically called moral
culture, and should rather be labeled economic” (Ethic 37; trans. in Munk
2005, 20). The loss of presumption in the “sublime thrust towards infinity”
presupposes in Cohen the heavy weight of ethical self-judgment, just as the
need for “the courage to overcome the distance from infinity” emphasizes the
ensuing difficulty of perseverance.

Pasternak, as his student notes (and all his later work) indicate, was
stirred by these views, emphasizing for himself the need to push conscious-
ness toward new creative solutions and new boundaries, without minimizing
the power of contradictory impulses (operating in “obverse proportions” and
directions) and thereby inflaming consciousness and awakening creativity.
Thus, he jots down the following under the subtitle “Towards Urtheilskraft—
Kant” [K Urtheilskraft—Kanra]:

54. Holzhey argues that for Cohen the man’s adoration of himself would end in “anthro-
pological naturalism,” against which Cohen defends his “ethical idealism”—“the notion of a
human being who makes it his task to ‘eternally’ perfect himself” (2005, 20).
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Any construction emerging from transcendental conditions serves as an
antagonistic impulse towards a problem only when we enter (think of)
life as such, in whatever form it is presented; then the construction of the
object and its non-material residue enter into an obverse relationship. The
more clear is the organism, as an object of study, the less clear it becomes
as a unifying life force; and only thinking of its living quality, do we break
through the sphere of its object-like materiality; the sphere of experience.
[...]

But in creativity, immanent apperceptions, the whole Milky Way of the
centers of creative unities, the incomprehensibility of its inflamed systems

[...]

KoHcTpykiua ns Tp[aHCIeHIEHT]anbH |[bIX] YCIOBUIT BO3MOXHOCTH
CTAaHOBUTCS aHTATOHUCTUYECKUM TOMYKOM K Ipo6ieMe NNUIIb KOTZa
MBI MBICJIIM >KM3Hb KaK TaKOBYIO, Ifie Obl TO HY OBITIO IIpefCTaB/IeH-
HYI0; TOT/Ja KOHCTPYKTUBHOCTH IIPeJMeTa I er0 HellpeJMeTHBIl OCTa-
TOK 0OPaTHO MPOIOPLMOHAIBHBL II0 CBOEN HOHATHOCTHU. UeM sicHee HaM
OpraHu3M, KaK [pefiMeT [I03HAHNUs, TeM OH HEIOHSTHee, KaK eINHCTBO
JKM3HM; U TOT/{A MBICIISL €70 XKVM3HEHHOCTD, MbI IPOpbIBaeM cdepy Ipef-
MeTHOCTH, cepy ombITa. [ .. . ] T.e. TeneomornyecKuit puHIMI AaHTAro-
HIYeH IPUHINIY NPEIMETHOCTIL. | . . . ]

Ho B TBOpUYecTBe MMMaHEHTHbIE ANIEPLEIIN, Leablil MedHblit
IyTh LIEHTPOB TBOPYECKOTO OO'BEANHEH NS, TYMAHHOCTI UX BOCIIA/IeH-
HBIX cucrteM | ... ] . (Lehrjahre 11:139-40)

The notes in his Lehrjahre provide, of course, only a superficial demonstration
of what must have been in reality a deep intrinsic conviction, reinforced by the
Russian pre-Revolutionary and Revolutionary cultural scenes, that diversity is
both a challenge and the fodder for a creative thinker.

In “Letters from Tula,” Pasternak does little to dilute the complexity of the
intellectual and moral intertext, as he brings together in the consciousness of
his poet dispersed phenomenological data that are infused by the memory
of his lost beloved, confusion, pangs of conscience, abhorrence of violence,
revulsion, fear, shame, the need to find truth, and the need to write—all of this
constituting the challenging (and necessary) preconditions for the flame of
creativity,>® “the whole Milky Way of the centers of creative unities, the incom-
prehensibility of its inflamed systems” [menbiit Mye4yHBII IyTh LIEHTPOB

55. Cohen, after Kant, saw this process in somewhat milder terms: the “rhapsody of per-

ceptions” longing to be transformed into the “synthetic unity of the phenomena” (KTE 101;
trans. Poma-Denton 11).
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TBOPYECKOr0 0O'befMHEHNsI, TYMAHHOCTH X BOCHAIEHHBIX | . . . | cucrem]
(Lehrjahre 11:139). Contradictory data that cannot be easily unified communi-
cate an intense pressure capable of igniting the objects it touches. In the face of
deeply troubling historical events, Pasternak’s poet is not only shocked, smit-
ten, and pierced; when the difficult April night obscures all available sources
of light, his conscience, unable to work through the startling contradictory
data, is set aflame:*

“O night; all is not over yet; scorch me to cinder; that word that thrust
through all accumulated dross, burn, burn bright and clear, the forgotten,
angry, fiery word ‘conscience’ [heavily underscored with a line that tears
through the paper in places]. [ . .. ]

Now for the first, for the very first, time since the distant years of child-
hood I am consumed with fire [crossed out]”
Another fresh attempt. The letter remains unposted. (CSP 121-22)

“Tep3ait, Tep3ail MeHs, HOUb, He BCe ellje, a JOT/Ia, TOPY, TOPU SCHO,
CBET/IO, MpOpBaBIlee 3aChllb, 3a0bITOE, THEBHOE, OTHEHHOE C/IOBO
‘coBectd’ (ITog HUM Yepra, IpopipaBuIad MecTamu 6ymary.) [ . . . ]

‘B mepBbIit, B IEPBBIIL pa3 C JaleKuX JeTCKUX JIeT 51 cropaio’ (3adep-
KHYTO BCe).

Hogas nonsiTka. [InchMo ocTaercs HeoTOCTaHHBIM. (PSS 3:28)

Oppressed by disunity, the poet does not merely wail in self-pity (“I still
understand nothing. So strange it is, so terrible” [Huuero eije He moHMMAI0.
Tax cTpaHHO; Tak cTpawmHo] [CSP 121; PSS 3:28]). The emphasis upon horror
may not be, after all, so much out of place: the young poet in the story and,
by extension, his young author, understand on this night—with absolute clar-
ity—that they are destined to fulfill their vocation in hostile historical times
among hostile co-travelers, from whom they are, at this point, indistinguish-
able: ““Colleague; the scum had said. Yes, indeed, and he was right! Here was
the witness’s evidence for the prosecution” [‘Komnera,—ckasan 3ToT mogo-
HOK. [la. IIpaB. 9T0 cBMAETeIbCKOE OKa3aTeNbCTBO 06BuHeHMs] (CSP 1225
PSS 3:29). This sense of reality acquires the force of a prison sentence (“the
witness’s evidence for the prosecution”), and the echoes from Plato’s cave may
not be altogether out of place. What is demanded now from the young poet is
not so much a unified perception, but rather a decision to accept his alienation

56. For the intertextual echoes of the flaming heart, “cor ardens,” tradition in the Russian
Silver Age, see Proskurina (2001, 196-213).
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and to suspend all the nominations and ambitions that belong to the sur-
rounding world.*” Thus, “a line [underneath the word conscience] that tears
through the paper” [mop HuM depra, mpopsaBiuas MecTamu Oymary] (CSP
121; PSS 3:28) has turned into a fire®® that burns “through all the accumulated
dross” [mpopBaBias saceinb] (CSP 121; PSS 3:28), operating in the text as a
significant textual marker: burning through the protective construction of
the first person, it levels the field of perception. Indicating the birth of a new
genre,” the fire reduces to ashes Romantic self-aggrandizement (and senti-
mental self-pity) and brings the poet to a new artistic vision—a third-person
discourse, conceived, or so it seems, as a cure for the language of his own time
that so favors the presumptuous pose of the poet.®® While reformulating the
poet’s future, the fire does little, however, to his surroundings, indicating that
the personal call of conscience has not as yet begun its hopeless task of dis-
pelling the oppressive “putrefaction” of the surroundings where the strips of
light,*! nonetheless, do not arrest their assault on darkness:

While these lines were being written, nothing changed in the entire space
of conscience. From it rose smells of putrefaction and of clay. Far, far away,
from its farthest extremity, a birch tree gleamed and a cavity in the swamp
showed up like a fallen earring. Strips of light broke from within the waiting
room and [ . .. ] squirmished, revolting together. (CSP 123; trans. altered)

HwuuTo He n3amMeHMnnm0OCh Ha BCeM IIPOCTPAHCTBE COBECTM, IIOKA IMCATNICh
3TN CTPOKN. OT Hee HECTIO THUIOCTHOCTBIO U TTIMHOIA. HaneKo, HOaneKo, C
TOTrO €€ Kpasd, MepLaja 6epesl<a, U, KaK yIiaBiiasa cepbra, o603HavanCcs B

57. See Fleishman on PasternaK’s disagreement with Mayakovsky about the public role of
the poet (1990a, 94-95).

58. Here Pasternak brings several philosophical traditions together. The fire imagery in
(and outside of) Plato’s cave as well as Kant’s notion of moral categories ingrained upon the
transcendental ego and understood as moral imperatives, contribute here to a complex literary
intertext.

59. Zholkovsky notes the correlation between flame and ecstatic awakening in Pasternak’s
poetry, his “transformation: passage into a new state, taking off the mask and, on occasion,
metamorphosis, connected with fire” [mpeo6pakeHue: mepexos B HOBOe, CpbIBaHIIE€ MAaCKII,
MHOTIZIA [IepeBOIUIOLIeHe, CBsi3aHHOe ¢ orHeM] (1994, 286).

60. See Fleishman’s view that the poet sees in the actors “the same falseness he has detected
in himself. The conclusion he reaches is devastating: he must break immediately with poetry,
since it distorts the truth” (1990a, 93).

61. In “Letters from Tula” Pasternak appears to experiment with the descriptions of sev-
eral forms of energy, with inflaming, magnetic, and electrifying forces: departing sunlight, the
power of the train engine in the beginning of the story, the flame of conscience, a “lever that sets
the whole scene in motion,” the dance of compass needles, the putrefying smell of corruption,
and the rebellion of the strips of light.
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60710T1[e TpOfaB. BEIpbIBasCh 13 3a/1a HAPYIKY, ajajIi IIOOCHI CBeTa Ha
KOHOYHBII 1O [ . . . |. DTu momocs! 6ysammm. (PSS 3:30)

The image of the flame of conscience, born out of the pressure of contradic-
tory impulses within the poet and still too weak to pierce the darkness, clari-
fies to some extent the identity of the force that Pasternak often discusses in
his work: the force, distinct from the force of light, born, nonetheless in cre-
ative perception in response to the accumulated challenging multiplicity of
surrounding phenomena. Its power of ignition, its combustible intensity,*
assisted Heine in his journey in Pisa; in the darkness of “The Mark of Apelles,”
as he himself attests to Camilla: “a man flares up in the light of the flickering
rays’ [4eloBeK 6cnvixuedem, 03apeHHBIl TpeBOXHbIMY OorHaAMM] (CSP 110;
PSS 3:16; emphasis added). In “Some Propositions,” sections 2 and 3, Pas-
ternak discusses the piercing power of phosphorescent light from within (or
behind the perception) and then compares the book to the fire of conscience:

[...]1It should always be one of the audience and have the clearest, tru-
est, most perceptive view of all [ . .. ] hiding in the gallery, unrecognized,
hardly aware that it cannot fail to give itself away and that when it hides in
the corner it is stricken with translucency and phosphorescence as though
with some disease [and that hiding and biting nails, it illuminates and
blinds, from its back x-rayed by Lord God].

[...]

A book is a cube-shaped chunk of blazing, smoking conscience—nothing
more. (CSP 260)

[...] Emy cnegyer Bcerna ObITh B 3pUTE/ISIX U ITIAETh BCEX YMIIE, BOC-
IpUMMYNBEI ¥ BepHeit [ ... | TOHYTb B paiike, B 0€3BeCTHOCTI, IIOYTH He
Beflast, YTO HA HeM IIANKa TOPUT 1 4TO, 3abMBIIeecst B yroj, OHO IIOpPO-
XKJI€HO CBETOIPO3PAavYHOCThI0 1 PocdopecreHIeil, KaK HeKOTOPOil
60J1e3HDBIO [M YTO TasICh U Kycasi HOI'TH, OHO CBepKaeT U CJIEINT, U3-3a
cnuHbl peHtrenupyemoe focrogom borom].%

[...]

KHura ectp KyOudueckuit Kycok ropsdeii, gbIMsAILLENCsA COBECTU—N
6onbine HUYero. (PSS 3:24)

62. See here the beginning of the poem “Marburg”: “I shuddered, I was afire, I was switched
off, I shook” [ B3aparusan. 5 3aropasncst u rac. 5 tpsccs] (PSS 1:110).

63. This image of divinely sent X-ray forces remained in Pasternak’s drafts, clearly unac-
ceptable for the Soviet press (PSS 5:523).
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And years later, the young Yuri Zhivago, echoing this emphasis on the shared
contents of perception, will attempt to prove to Anna Gromeko that the fire
of thought has to be turned not into oneself, but outwards. In other words,
the light of consciousness, in order not to harm itself, should not be directed
toward an autonomous experience:

Consciousness is a poison when we apply it to ourselves. Consciousness is
a light directed outward. It lights up a way ahead of us, so that we do not
stumble. It’s like the headlights on a locomotive—turn them inward and
you will have a crash.

[...]your consciousness [ ... ] your soul, your immortality, your life
[...] have always been in others and will remain in others. (Zhivago 68)

CosHaHue sijj, CPeICTBO CAMOOTPAB/IeHNs I CyObeKTa, IIPUMEHSII0-
wjero ero Ha camoM cebe. Co3HaHMe—CBeT, ObIOLNIT HAPYXKY, CO3HAHNUE
OCBelljaeT mepey HaMM JOPOTry, YTOO He COTKHYThCst. CO3HaHMe 9TO
3a)OKeHHBIe (apbl BIIepeny UAylero mapososa. O6parure X cBeTOM
BHYTDb U CIIYYUTCS KaTacTpoda.

[...]BoT 4TO BBI €CTB, BOT YeM JIBIIIIATIO, IUTAIOCh, YIIMBAIOCH BCIO
JKI3HB Ballle CO3HaHue. Barueit Ayuow, Bammm 6eccMepTueM, Baliei
JKU3HBIO B Apyrux. VI uro sxe? B apyrux bl 661N, B IPYTUX U OCTaHe-
Tech. (PSS 4:69)

As one returns to “Letters from Tula,” it appears plausible, therefore, that the
fire of conscience and the ensuing switch to the third person (indicating alien-
ation from the poet’s old self) operate in the story as the only possible unify-
ing step for a writer at this point in the journey, a choice simultaneously moral
and artistic®* on the path toward an ever sterner understanding of oneself and
one’s time.

The vision, however, is not only that of moral perseverance. As the poet
pledges to his beloved, speaking of himself by now in the third person, his
future art and moral stance will not be the testament of an onlooker. The
observer is to become the observed, and as the object and focus of the percep-
tions (and judgments) of others, he will need to find inner strength, even at
the price of utter loneliness and self-sacrifice, not to be one face among many,
not to be lost in the crowd among these colleagues:

He swears to you, that when he someday sees The Time of Troubles on the
screen (it will be shown eventually, one imagines), the sequence on the

5.«

64. On Pasternak’s “lengthy farewell to Romanticism,” see Gorelik (2000, 39).
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River Upa will find him utterly alone, if actors have not reformed by then
[...].(CSP 122; emphasis added)

OH xnsiHeTCs Tebe, YTO KOTma-HMOyAb, KOTAa OH YBUAUT C 9KpaHa
«CMyTHOe BpeMsi» (Beb IOCTABSIT €ro KOrga—HuOY/b), SKCIO3UINS
CLleHBI Ha YIIe 3aCTaHeT ero co8cemM 0O0UHOKUM, eC/IU He UCIPABATCS K
TOMY BpeMeHU aKTepHl | .. . ]. (PSS 3:29)

In terms of the philosophical motifs that traverse the story, the poets deci-
sion signals an acceptance of responsibility for the world inhabited, if not by
shadows, then by imitators and reflections—all of which in Plato’s cave indi-
cated danger—a situation that might well end in the philosopher’s death. In
Pasternak’s narrative, however, the choice, once made, immediately recovers
a new sense of belonging and association. In contrast to Pasternak himself,
who admitted his theoretical underpinnings in his letter to his parents [Tam
Oyzmet MHOTO Teopuu (PSS 7:322]), the poet in the story—in his moral awak-
ening—aligns himself neither with Kant’s view that a “mental attunement [is]
favorable to moral feeling” (Third Critique, $§42, 298-99), nor with Cohen’s
upholding of “moral culture” (Ethic 37), but with Lev Tolstoy, who is intro-
duced as “an occurrence on the territory of conscience, in its gravitational and
ore-bearing sector” [cry4ait Ha TepPUTOPUU COBECTHU, Ha €€ TPABUTUPYIO-
1eM, pyAOHOCHOM y4acTke] (CSP 122; PSS 3:29).

Tolstoy’s presence is the nourishing (“ore-bearing”) force in the soil of
memory in the poet’s surroundings, able to transform the weight of moral
responsibility into an artistic decision®*—a possibility to emerge from the dis-
united data of impressions and convictions towards the authorship of a new
world inhabited by the diverse viewpoints of other living characters, in short,
a fictional narrative populated by others. This artistic reorientation begins
with a jolt. Out of a shared layer of darkened memory emerges a re-awakened
recollection of Tolstoy’s funeral, as the writer’s power escapes a finite sen-
tence. For the poet, this recollection spurs the confirmed recognition of the
self in a third-person narrative, a self situated among others, and not all of
them alien:

65. Mossman speaks of the interrelationship between Tolstoy and Pasternak’s “facility of
vision” and art as an “act of conscience” He also quotes the following “unsent” letter of Paster-
nak: “the central and most undying aspect of Tolstoy, that which is greater than the teaching
on Good and broader than his immortal artistic individuality (perhaps that which makes up
his true being) is a new kind of inspiration” (1972, 291). Mossman identifies the addressee of
the letter as Sergei Durylin. In fact, the letter was sent to N. Rodionov on March 27, 1950 (PSS
11:603).
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At this point something new occurred—a mere trifle, but the one that in its
way shivered all the events and all he had experienced in the waiting room
up until this moment.

“The poet” at last recognizes the person strolling by the baggage office.
He has seen that face before. From somewhere locally. He has seen it on
several occasions [ . .. ]. It was when they were assembling a special train
at Astapovo [ ... ].

In an instant, realization now weighs in on all that has so far happened
to the ‘poet’ in the waiting room, and it acts as a lever to set the whole
revolving stage in motion. And why?—Indeed, this is Tula! This night is a
night in Tula. Night in a place bound up with the life of Tolstoy. Is it any
wonder that compass needles start to dance here? Such events are in the very
nature of the place. This is an occurrence on the territory of conscience, in
its gravitational and ore-bearing sector. There will be no more of the ‘poet.
(CSP 122; emphasis added)

B 9T0 BpeMs IIPOUCXOAUT HOBOE, CYIUIT HYCTSK, II0-CBOEMY COTPSCAIO-
I[VIT BCe CTyYMBIIEECs U MCIBITAHHOE B 3ajI€ 0 9TOTO MOMEHTA.

«IToaT» y3HaeT HaKOHEL] IPOTYIMBABIIErOCs 10 OaraxHoit. JInio
9TO OH BUJeN Korja-to. VI3 spemnnx mect. OH BUJieN ero pas, He OjHa-
KJIbl, B TEYEHMU OJJHOTO [JHsI, B Pas/IMYHbIe Yachl, B PA3HBIX MecTax. ITo
6B1710, KOTJJa COCTABIIAAN 0COOBIN oe3 B AcTtanose | ... |.

Tyt MruoBeHHOe COOOpa)keHNe HaBa/IMBAETCs HA BCE, YTO OBIIO
B 3aJIe C «II09TOM», U KAK HA pbludze N0BOPAUUBAEN CUEHY, Nl BOT KaK.
Benb a10 Tyna! Begp ata Houb—HOUYb B Tyne. Houb B MecTax TO/ICTOB-
ckoit 6uorpadun. Juso nu, umo mym HA4UHAIOM NASCAMb MAZHUMHbLE
cmpenku? ITO Cydail Ha TEPPUTOPUN COBECTH, Ha ee TPABUTUPYIOLEM,
pynoHocHOM yuacTKe. Tloata’ 6onblire He cTaHeT. (PSS 3:29)

The discovery of Tolstoy’s power in a highly charged layer (a magnetic force in
fact) among the multiple layers disclosed to perception—*Is it any wonder the
compass needles start to dance here?” [[IuBo 1y, 4TO TYT HAUMHAIOT MJISICATH
MarHuTHble cTpenku?] (CSP 122; PSS 3:29)—finally realigns these landscapes.
In contrast to Kants “synthetic unity of experience,” Tolstoy’s heritage does
not unify the disparate elements, but makes them live and speak in an ever-
widening multiplicity of characters and voices.

The inner expansion into different voices, associated with the presence
of Tolstoy, explains, in turn, the structure of the story. In the second part of
“Letters,” the old actor is conceived of not merely as a Tolstoyan character and,
thus, a tribute to Tolstoy: he is also explicitly the protagonist of a story within
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a story, a powerful indication that the outcome of the poet’s turmoil is the act
of writing with a distinct other protagonist who, nonetheless, comes into exis-
tence woven out by the poet from his own experience, reassembled into a new
design from the poet’s disjointed thoughts, emotions, and artistic attempts to
speak through the voice of the other, spearheaded by the example of Tolstoy. It
is in order to emphasize this creative birth that Savva’s first appearance in the
story®® is accompanied by the whispers of the disheveled poet, who is finally
thinking about his ticket toward his morning destination:

It was only then that in his apartment in town on Posolskaya Street an
extremely strange man finally settled down to sleep. While the letters were
written at the station, this apartment had quivered with soft footsteps and
the candle at the window had caught a whisper broken by frequent silences.
It was not a voice of the old man, though apart from him there was not a
soul in the room. It was all amazingly peculiar. (CSP 123-24)

Tonpko Torga yercst HaKOHel[ B TOPOACKMX HOMepax Ha Iloconbckoit
Ype3BBIYANIHO CTPAHHBI CTapuK. IIoKa mucamuch mucbMa Ha BOK3aJle,
HOMep IIOJ;paruBal OT JIETKUX IIAKKOB, U CBEYKa Ha OKHE JIOBUJ/IA LIEIIOT,
4acTo IpepbIBaBIIMiiCS MonyaHueM. To He GBI TONIOC CTApUKA, XOTS,
KpOMe Hero, He ObI/IO AyIIM B KOMHare. Bce 9T0 OBIIO yAMBNUTETBHO
cTpanHo. (PSS 3:30)

And even though the old man, having entered the story, starts operating as
an independent agent, reversing some of the themes associated with the poet,
and is more successful in incorporating “otherness” than his author, both his
entrance and departure from the narrative emphasize his fictional status.
Eventually, the authorial intrusion announces his belonging to a fictional text,
just as it celebrates the actor’s ability to transform himself so fully into another
self and achieve silence: “He was the only one in the story to find it, having
made another to speak through his own lips” [Ou Toxe, kak enasnoe nuyo,
ucKan GU3NIeCcKOil TUIINHBL. B pacckase TOTbKO OH OIMH HallleN ee, 3aCTa-
BUB CBOMMIM YCTaMU FOBOPUTH TOCTOpOoHHero] (CSP 126; PSS 3:32; emphasis
added). This shock of authorial intrusion, coming as it does at the end of the
narrative, signals the need for disclosure (akin to what Shklovsky termed the
“baring of the device”—o6naxxeHne mpuema) in a story somewhat baffling in
its subtextual intensity.

66. See Fleishman: “the ‘actor’ in the second part may well be seen as a transformed ‘poet’
of the first part” (1990a, 94).
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Pasternak in this instance states directly what he considers to be the only
possible synthetic unity—the story’s end, or telos—the artistic goal, both for
the narrative, and also more generally for his own future as an artist: all the
turmoil of multiple perspectives and viewpoints must finally come together
not in an autonomous transcendental self, but in the birth of art—the attain-
ment of those rare occasions when real inner silence permits another or others
to speak through one’s own self. His young poet, as we catch our last glimpse
of him, dreams precisely about this future, hoping that his own voice will
eventually give way to a very different inner state, a theater-stage for the voices
of others:

He supposed that everything would begin again when he ceased to hear
himself, and when there was complete physical silence within his soul. Not
an Ibsen silence, but an acoustic one. (CSP 123; emphasis in original)

OH HpEeATONOXIII, YTO BCe HAYHETCS, KOTa OH IepecTaHeT CIIBIIIATh
cebs1 1 B Aylle HaCTaHeT HOMHAs (pusudeckas tummHa. He nbceHosckas,
HO akycmuueckas. (PSS 3:30)

The notion of silence at the edge of chaos was, in fact, one of the key themes
noted in “The Mark of Apelles”; it also operated as a definitive theme of Pas-
ternak’s early lyrical poetry where the word “stikh” (it quieted) is used as a
double-entendre for the poem, also “stikh” But here in “Letters from Tula,’
Pasternak speaks about the search for a new form of art—a multivoicedness
of narrative, which captures the multiplicity of viewpoints, the whole range of
the “rhapsody of perceptions” giving way to the “synthetic unity of the phe-
nomena” (KTE 101), conceived as an artistic direction on the very ground
traversed by Tolstoy. Moreover, if an acoustic silence, a potential, comes as
the final desired end of multiple perspectives, then Pasternak’s heteronomous
understanding of “apperception” also offers a definitive correction to the Kan-
tian theory of the autonomous self.

4.5 Tolstoy, the Tolstoyans, and
the living characters of fictional space:
Autonomous transcendental consciousness versus a
created living world of perceived and perceiving selves

As generally agreed by philosophers, in developing the notion of appercep-
tion Kant insists upon the autonomous unity of experience and views it as a
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necessary precondition for knowledge, or for any real sense of what it means
to be a self:

Kant argues that one of the most basic rules of this activity is that the self
organizes its experience in such a way that it always recognizes them as its
own experience. The rule is that we must always “synthesize” our various
experiences into a unity, for we could not come to any knowledge whatever
of a scattering of various impressions and sensations without this synthesis.
(Solomon 2005, 277; emphasis added)

On the basis of “Letters from Tula” and the development of the themes of
the story in subsequent years, it appears most likely that Pasternak, in con-
trast to Kant, did not believe in the possibility of an autonomous, unified, and
self-dependent “ego-self,” but rather conceived of synthetic consciousness as
a transformative space for the birth of many voices and visions. This means
that although his philosophical training supplied for Pasternak an initial way
of approaching consciousness, he moved quickly into his own direction of
thought. Kant’s autonomous self was in some complex way contrasted with
Tolstoy’s example, for throughout Pasternaks life (and as late as the 1956 Sketch
for an Autobiography) the figure of Tolstoy demonstrated for him a paradoxi-
cal contrast between a man of multiple and conflicting interests searching for
a wholeness of vision and invariably coming short, on the one hand, and, on
the other, a horde of followers who thought of that vision as straightforward,
unified, clear, and complete.®” Hence, the relationship between Tolstoy and
his followers—“those who were the most un-Tolstoyan in the world—the Tol-
stoyans” [Te, 4TO OBIZIO CaMBbIM HETOICTOBCKMM Ha CBeTe,—TONCTOBII[bI]]
(Remember 67; PSS 3:320)—would signify in time a contrast between the
pseudo-peacefulness of a unified consciousness, lacking any creative charge,
and the powerful consciousness of the artist, characterized as an ever vigorous
space for the birth of new visions and voices.

For Pasternak, therefore, the impossibility of the unification of thought
into one clear, autonomous vision, even if it has the force of transcendence,® is
of paramount importance for the writer. Doctor Zhivago, in its very first chap-
ters, speaks of “one of those followers of Tolstoy in whom the ideas of a genius

67. See Pasternak’s emphasis on Tolstoy’s individuality being “beyond measure” and alto-
gether new [«r1aBHOe U HemoMepHOe», «OoIblie IIPOIOBeAY fOOpa», «upe ero Geccmep-
THOTO Xy/I0)K€CTBEHHOTO CBO€OOPasNs», <HOBBIIl PO OfYXOTBOpeHus»] (PSS 11:603).

68. When Pasternak speaks about artists and writers continuing “the Revelation of St. John”
(Zhivago 90; PSS 4:91), he states his deepest belief that no living vision is complete. On “Creation
as dopisyvanie,” see Witt (2000a, 57-94).
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who had never known peace had settled down to enjoy a long unclouded
rest, growing hopelessly shallow in the process” [oguHn 13 Tex mocnenoBa-
teneit JIpBa Hukonaesnda ToncToro, B rooBax KOTOPBIX MBICIN Te€HIUs,
HMKOTIZIa He 3HaBILEro [OKOs, Y/IEI/INCh BKYIIATD JOIIWIL ¥ HeOMpadeHHBII
OTABIX U HemompaByumMo Menbyanu] (Zhivago 40-41; PSS 4:42). Significantly
in Sketch for an Autobiography, Tolstoy’s relationship with his wife—a separate
area of familial intimacy that Savva Ignatievich of Tula only begins to recol-
lect and accept as his own in the final stages of his life—is viewed by Paster-
nak as essentially distinct, an area of Tolstoy’s personality within which Sofia
Andreyevna retains a deservedly separate, autonomous voice. Revisiting her
quarrel with her husband’s followers, Pasternak emphasizes the importance of
her role as Tolstoy’s other, as yet alienated self: by contrast with the Tolstoyans,
she testifies to the full range of organic spaciousness and living contradictions
in Tolstoy’s world and refuses to harmonize peacefully® with it: “In a room lay
a mountain like Elbrus, and she was one of its large, detached crags [ona 6p11a
[...] 6omb1oit oTHRenbHOI cKanoii]; the room was filled by a storm cloud the
size of half the sky, and she was one of its separate lightings [oHa 6bima [ . . . ]
otmenbHor0 MonHuei]” (Remember 67; PSS 3:320). Moreover, these distinct
spaces within personality are an indication for Pasternak that personality is
living and human, and its work has not as yet been completed.

Alongside Kant’s autonomy of apperception, therefore, Pasternak offers
heteronomy; against the synthetic unity of experience within the autonomous,
isolated consciousness, he proposes a transformative gap, or silence produced
by the incommensurate—a space for art, which gives birth to another land-
scape or landscapes’ and becomes a force that can influence and realign
other consciousnesses. If for Kant “transcendental apperception is a linkage
between spontaneity and receptivity” [Tp[aHcueHmeHTa]1pHas amlmeplien-
LV COIEP>XKUT COeNVHEHHBIMY CIIOHTAaHHOCTDb 1 penentuBHOCTh]| (Lehr-
jahre 11:89), Pasternak, as a young student, already argues with Kant in his
notes that the gap in perception created by the antagonism between the tran-
scendental a priori and logical thought processes cannot be easily filled: “The
significance of ‘the forms of perception’ is unveiled in contrast to the ‘forms of
thought’ [3nauenne “popm Bo33peHMs” pacKpbIBaeTCs B IPOTUBOIIOIONKE-

69. Moreover, there is in the same passage a significant irony directed at the modern man
who expects a measured normality from the poet: “Poor Pushkin! He should have married
Shchegolev and the latest Pushkiniana and everything should be perfect” (Remember 67; PSS
3:321).

70. This pattern is stated with exactness of formulation in the first lines of the poem “Ham-
let”: “The sound is hushed. / I stepped forward on the stage” “I'ys 3aTux. 5 BbIiesn Ha MOAMOCT-
xn” (PSS 4:515).
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Huy “¢plopmam] mpimenns”] (Lehrjahre 11:89). The role of this contrast or
gap is to disturb and yet to awaken creative force in consciousness:

[...] through the soil of this antagonism there awakens in us creativity in
its different forms—as an aspect of antagonism between the associations of
judgments and transcendental synthesis.

[...] ecTp aHTaroHMCTUYECKAsI BCTpeYa TBOPYECTBA B IOTEHLMN | . . . |
Ha II0YBe KOTOPOTrO B HAC [?] 9TO TBOPYECTBO TaK MaM MHa4e Hpoby-
[MIOCh, B POfie AHTAarOHM3Ma MEX/y accoljualell IpeCcTaBlIeH il 1
TpaHCLleHJ[eHTanb]HbIM cuHTe30M. (Lehrjahre 11:139-40)

“Letters from Tula,” in this regard, is a unique artistic document: it actually
elucidates what Pasternak means when he says he plans to write a story that
contains “much theory” (PSS 7:323). The poet’s piteous complaints about the
disturbing picture that meets his sight is only the beginning of visual adjust-
ment. The fire of conscience that can burn him to cinder “through all accu-
mulated dross” and “tear through the paper” (CSP 121; PSS 3:322) indicates
that in response to the multiplicity of challenging data crushing upon and
against perception, there emerges in the darkness of Tula an alternative force,
an energy, which was able in Tolstoy’s case to ignite vision, “a passion that by
its flash illuminates an object, intensifying its appearance” [r1a3 Hair fo/DKHA
HAIpaB/ATh cTpacTs. OHa-TO MMEHHO U 03apsieT CBOEN BCIIBILIKOI IIpef-
MeT, yCUIMBas ero BUpuMocTs] (Remember 69; PSS 3:322). As a result of its
magnetism, this force will affect the consciousness of numerous readers.
“Letters from Tula” is only the beginning of this meditation, but this mul-
tilayered text is highly significant not least insofar as it contains a startling
number of themes and images that will remain in Pasternak’s art, to be trans-
formed certainly, but never abandoned. The example of Tolstoy’s death as the
death of an artist, whose vision still “acts as a lever to set the whole revolving
stage in motion” [kak Ha pbryare moBopaumBaet cueny] (CSP 122; PSS 3:29),
changes the direction of the young poet’s life. But what is it that he remembers
most? His recollection is not merely of the dead body of an artist, surrounded
by railway lines. What catches his vision is the railway lines that bring together
individual consciousnesses and perceptions, impossible to enumerate and
unify within a tortuous and uneven landscape, and also the multiplicity of dif-
ferent worlds crisscrossing in Astapovo as a final but never-ending farewell:

It was when they were assembling the special train in Astapovo, with a
freight car as a hearse, and when the crowds of strangers left the station in
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different trains, which then wheeled and crossed the whole day around the
unexpected turns of the tangled junction where four railroads converged
and parted, returned and split again. (CSP 122)

9T0 6bII0, KOT[IA COCTABISIIN OCOOBIIT IT0e3] B ACTAallOBe, C TOBAPHBIM
BaroOHOM II0f] I'p00, U KOT/ja TO/MIIBI HE3HAKOMOTO HapoJia pas3besyKanch
CO CTAHIIMY B PA3HBIX II0€3/1aX, KPY>KUBIIMXCSA M CKPEIMBABIINXCA BeCh
leHb TI0 HeO)KMAAHHOCTAM ITyTaHOTO Y3714, Ile CXOAMINCH, pa3beranmuch
U CeKJIUCD, BO3BPATACD, YEThIPE JKeNe3HbIX Joporu. (PSS 3:29)

In his 1956 memoirs, just after he summarizes the theses of “Symbolism and
Immortality” and writes about the primacy of individual perceptions, Pas-
ternak returns to this portrayal of Tolstoy’s death and depicts again the many
railway lines meeting around Astapovo and the trains which in “Letters from
Tula” carried “an enormous crimson sun [ . . . ] along the bodies of many
sleeping passengers” (CSP 126; PSS 3:33). In 1956, however, Pasternak goes
directly for the hidden dynamic center of the image. Tolstoy’s art is viewed as
the celebration of the numerous pathways of perception, which has not merely
recognized the great multiplicity of viewpoints within the larger cosmos, but
made each a reality to be communicated to the world at large. So in 1956, Pas-
ternak recollects his earlier narrative in “Letters from Tula,” effectively rewrit-
ing the landscape of this “territory of conscience” with a surer hand. And even
though he professes to have rejected his earlier style, he honors this important
insight of 1918 by recreating the gathering of a great variety of ever-changing
observers traversing Russia by means of those multi-layered and multi-direc-
tional railway lines surrounding, yet again, the reality of Tolstoy’s death. All
those who trespass or bypass the station are drawn into a process of a differen-
tiated and diverse, yet continuous moment of “seeing” As they look unknow-
ingly over the material evidence of the landscape, they are emphatically not
unified, but continue to live their own lives immortalized by what has become
the now departed observer, who finds his rest near the crossroads of uninter-
rupted communication:

It was natural, somehow, that Tolstoy was at peace and that he should have
found peace by the wayside, like a pilgrim, near the main lines of commu-
nication of the Russia of those days, which his heroes and heroines con-
tinued to fly past and pass and repass, looking through the windows of the
train at the insignificant railway station they were passing through, with-
out realizing that the eyes which had watched them all their lives, the eyes
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which had seen through them and immortalized them, had closed forever in
it. (Remember 68; emphasis added)

bbI10 KaK-TO €CTeCTBEHHO, YTO TONCTOI YCIOKOUICH, YCIIOKOMICA Y
[opory, KaK CTpaHHUK, 6JIM3 MpOe3HBIX IyTell TorgamHeir Poccun,
10 KOTOPBIM IPOJIO/KA/IM MPOJIeTaTh M KPYroBpalljaThCs €ro repou u
TePOVHU U CMOMpPeny 6 6420HHbIE 0KHA HA HUYTOXHYI0 MUMOJIEXKAILYIO
CTAHIMIO, He 3HAs, UTO 27143d, KOmopbvie 6C10 HU3Hb HA HUX CMOMpPent,
U OOHSNIU UX 830POM, U yBeK0BeuUnU, Hascez0a Ha Hell 3aKpoinucy. (PSS
3:321)
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Contextualizing the
Intellectual Aims of 1918

From “Letters from Tula” to
The Childhood of Luvers

he year 1918 proved to be a highly significant one in Pasternak’s cre-

ative life. His collection of poetry Over the Barriers [[loBepx 6apbepoB]
was published in 1917; My Sister Life [CecTpa mos >xu3Hb], finally published
in 1922, was subtitled “Summer of the Year 1917, which “indicated when
most of its poems were written” (Barnes 1989, 228). “Letters from Tula” was
completed in April 1918; by the summer of 1918 the manuscript of what is
now known as The Childhood of Luvers [[JeTctBo JItoBepc] was also ready for
publication. Pasternak worked on this novella as part of a larger novel, provi-
sionally entitled Three Names, during the winter of 1917-18. By all accounts,
he wrote “rapidly, with the same impetus that produced the lyrics of 1917
and ‘Letters from Tula”” (Barnes 1989, 268). In 1918 Pasternak also com-
pleted “Some Propositions” [Heckonpko monoxxenuii], which encapsulated
his understanding of creativity, reasserted as his “credo” [aBe cTpanuuxyu, 3a
KOTOpBIe CTOI0 T0710BoIT] to Marina Tsvetaeva during their passionate letter
exchange in 1926 (May 23; PSS 5:683). By the fall of 1918, the deteriorating
social conditions of Russia finally arrested this tremendous upswing: “under-
fed and in poor health” like the rest of his country, “he had survived creatively
longer than some, but he now needed to find employment to help maintain
the family” (Barnes 1989, 273).! The Childhood of Luvers was published only

1. As Barnes notes in this context, Pasternak, in a short biographical note of 1923, states
that “serious creative work came to an end in 1918, and there followed a four-year interval

158
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in 1922 in Moscow in the almanac Our Days [Hamn guu] and was warmly
received by critics (even Maxim Gorky wrote an enthusiastic introduction in
the 1920s for “an American translated edition” [PSS 3:543]).2 However, enthu-
siastic support from Russia’s foremost scholars and writers does not mask the
curious disjuncture between the focus of these critical assessments and Paster-
nak’s own plans for this work, evident in several passages that were eventually
excised from the published version of the novella. These “purely philosophical
digressions™ are echoed in many of his observations, including letters to his
family and friends. Chapter 5 will address this dislocation prior to an analysis
of this central early work* in Chapters 6 and 7, focused sequentially on two
parts of Luvers, “The Long Days” and “The Stranger”

In the passages excised from the published novella, Pasternak contrasted
the artistic and philosophical touch of the artist. The philosophical touch,
according to the authorial voice, has no sensual characteristics and emits no
smell, but opens up from within into “clear and distinct” ideas, while the artis-
tic touch smells of “human meat”—“noble, sacred, philosophizing, slowly lib-
erating oneself from the pernicious power of fate” [Kaxum e msacom Hecet
OT M€l MpU BCAKOM XYLOXXHUYIECKOM HPUKOCHOBeHNN? YemoBedecknm.
To ectb: 6maropogHbiM. CBATHIM, GprIocodCTBYIOIEM, TOCTEIIEHHO OCBO-
O0o>KaoleMcs OT BpefHOi Bractu cyabosr] (PSS 3:515). Cartesian echoes
in the phrase “clear and distinct” ideas point to the emergence of subjectiv-
ity in the history of philosophy,® a resonance that blends only too well with
the emphasis on “human touch” and “human meat” The overall dilemma for
the interpreter of The Childhood of Luvers stems, however, from the uncer-
tain character of this philosophical-artistic interplay, and from the fact that
although Pasternak had abandoned philosophy as a career path, philosophy’s
influence clearly lingered in his approach to art. The philosophical undercur-
rent, nonetheless, is not easy to demonstrate; he tends to “camouflage” philo-
sophical issues® not by eschewing them, but rather by embedding them deeply

whose greater part was taken up with verse translation work on commission from TEO and
World Literature publishers” (1989, 273, 443).

2. See Fleishman (1990a, 120; 147).

3. In Fleishman’s view, these “digressions were injected into the original narrative, only to
be deleted, apparently by the editors” (1990a, 104).

4. Pasternak names Luvers as his central work in the “Questionnaire of Profsoyuz of 1919”
(PSSCom 3:542).

5. Philosophical ideas opening up “clearly and distinctly” points to the “clear and distinct”
ideas of Descartes’s Meditations, and especially to the primacy of the philosopher’s clearest but
most puzzling idea of infinity in Meditation 3. In “On the Object and Method of Psychology,”
Pasternak points to Descartes’s thoughts on the Cartesian consciousness and the emergence of
the subject, as replacing Aristotelian objectivity (PSS 5:304).

6. See Dorzweiler (1993, 25-31), and particularly his commentary on Pasternak’s descrip-
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within his realistic prose narrative. It is, therefore, unclear what issues of phi-
losophy—be they the emergence of Cartesian subjectivity, a quasi-Humean
emphasis on perception and impressions, Kantian apperception or its treat-
ment by the Neo-Kantian school, or more generally images and ideas familiar
from Plato—should be expected to underlie this new completed work. And
all of this must have been fodder for an altogether new start in prose, so that
Pasternak’s statement to Marina Tsvetaeva about writing “a love intrigue and
a heroine in it—like Balzac” (Barnes 1989, 269) is cited frequently in order
to demonstrate Pasternak’s departure from his other prose works. But was it
really a departure? And, equally important, a departure from what? In 1921,
in a letter to V. P. Polonsky, Pasternak admitted that in this work he had tried,
in contrast to his previous prose pieces, to open his hand and share with his
readers the focus of his technical and theoretical experimentation; in the same
letter he also acknowledged that in the past he had kept formulations of these
concerns “outside” the text, never fully explaining his goals:

I decided to make a sharp turn. I decided I would write as people do write
letters, and not in the current manner, revealing to the reader all that I
think and intend to tell him, refraining from technical effects fabricated
outside his field of vision and served up to him in a ready form, hypnoti-
cally. [ ... ] Ibegan to write about a heroine, a woman, with her psychologi-
cal genesis and a scrupulous account of her childhood. (trans. in Barnes
1989, 270)

Thus, Pasternak searched for a new start, accompanied by open-handed
intellectual disclosure—a path, one may note, altogether alien to his artistic
temperament.

Consequently, his desire to abandon his hitherto habitual camouflage was
not realized, due either to his decision or to that of his publishers. Lazar Fleish-
man in the 1970s, while sifting through the drafts of Luvers, uncovered these
singular pages, excised from the final version,® which announced the author’s
theoretical intentions, but they were—for all Pasternak’s intentions—never
included in the text when it was published in 1922.° The overall problem for

tion of Kleist’s studies of philosophy in the 1911 essay “G. Fon Kleist. Ob asketike v kul'ture”
(PSS 5:294-301).

7. The letter to Polonsky is dated “Summer 1921”7 (PSS 7:370-72).

8. See Fleishman (1975) and (1977, 18-129).

9. The novella was set to be published in the summer of 1918, but the publication was
cancelled because of “the general crisis” and appeared only in 1922 (Fleishman 1990a, 104,
111). In 1921, in a letter to Polonsky, Pasternak complained about the weighty digressions in the
text: “It is simplified to the extreme and filled with long digressions and asides” [meperpy>xena



Contextualizing the Intellectual Aims of 1918 | 161

the interpreter of his prose is, thus, clear. With the exception of these passages,
the early Pasternak tended not to include abstract philosophical issues or to
display them as easily identifiable layers of his fictional texts. Since, however,
it is the view of this study that there were never two distinct Boris Pasternaks
(the philosopher and the artist), it is necessary to elucidate a deeper layer of
integration in his prose between his artistic goals and his philosophical train-
ing, all the more so because Pasternak’s “manner of thought always remained
independent and original” (Fleishman Lehrjahre 133).

In such a context, the pages deleted from Luvers constitute an important
document, and this chapter seeks, as its first step, to examine the theoreti-
cal overlap between Pasternak’s asides and disclosures in earlier drafts of the
novella and the philosophical themes (“muoro Teopun”) of “The Mark of
Apelles” and particularly “Letters from Tula” (5.1). Our next step is to exam-
ine the structure of one of Pasternak’s earliest prose sketches, “Ordering a
Drama” [3aka3 gpambi], which portrays the development of artistically gifted
children, a topic of direct relevance to The Childhood of Luvers (5.2). The
sketch was composed under the pen-name of Reliquimini in 1910, that is, one
year after the beginning of his philosophical studies.!® The chapter then pro-
ceeds to examine this earliest attempt on the part of Pasternak to speak about
the child’s psychological development by placing this theme into the context
of his philosophical interests. His student notes on psychology and his single
surviving philosophical essay “On the Object and Method of Psychology” [O
npepMeTe U MeTofe Icuxosoruu|!! are invaluable at this stage (5.3). Blend-
ing these multiple angles of inquiry adds a significant theoretical perspective,
hitherto unsuspected, to established readings of The Childhood of Luvers (5.4)
and provides a cohesive context for the analysis of the novella in the next two
chapters.

5.1 The “spirituality” of prose:

“It is important to visit a person when he is whole”

In contrast to Akhmatova’s characterization of Pasternak’s poetry as conceived
“before the sixth day of creation” or without a human being in view (Bykov
2007, 92),'2 The Childhood of Luvers, Pasternak’s first critically acclaimed prose

cenTeHIMAMU U guuHoTamu| (PSS 7:371).

10. Pasternak “formally commenced philosophy studies [ .. . | in the autumn of 1909” (CSP
1989, 120).

11. Fleishman dates the essay to 1912-13 (Lehrjahre 120-21). However, there is a possibil-
ity that the paper was written in December 1911 (PSSCom 5:641).

12. Lydia Chukovskaya jotted down this statement of Akhmatova’s in the 1940s.
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work, is dedicated explicitly to the psychological development of the person.
In discussing the context of Pasternak’s paper “On the Object and Method
of Psychology;” Fleishman emphasizes that his whole period of philosophical
studies is colored by his examination of “psychology and psychologism” (Lehr-
jahre 121)," an interest Pasternak reaffirmed in his letter to Polonsky as late as
1921 (“I began to write about a heroine, a woman, with her psychological gen-
esis” [quoted from Barnes 1989, 270]). Furthermore, as aptly noted by Bykov,
1918 and 1919 were years when Pasternak, moved by the complexity of revolu-
tionary experience, was particularly taken with the idea of the human self; he
suspended his work on poetry and planned a book based on his 1913 lecture
“Symbolism and Immortality”!* and then “Articles about Personhood” [Cra-
TbU 0 yenoBeke], for which he considered the title Quinta Essentia, reflecting
a premise of the Italian humanists who added the fifth element—man—to
the four elements (fire, air, water, earth) found in nature (Bykov 2007, 169).15

Thus, Akhmatova’s curt remark helps to identify, albeit unintentionally,
the curious orientation of Pasternak’s thought in 1918, namely, his drawing an
unusual distinction between poetry and prose in “Some Propositions” (writ-
ten, as observed above, also in 1918). Here he characterizes poetry’s task as
the search for “the melody of nature,” while the primary goal of prose is for
him nothing less than “finding” the individual (4enosek) who is then placed
in the maelstrom of contemporary life. Writing, with its two poles of poetry
and prose, connects nature and human beings, with the latter as the “spiritual”
focus and destiny of prose:

Poetry and prose are two polarities, indivisible one from another.

Through its inborn hearing, poetry seeks out the melody of nature
amid the noise of lexicon, and picking it up like some motif, it proceeds to
improvise on that theme. By its feeling, through its spirituality, prose seeks
and finds man in the category of speech. And when man is found lacking in
an age, then it re-creates him from memory and sets him there and pretends
for the good of mankind to have found him in the present. These two prin-
ciples do not exist separately. (CSP 261-62; emphasis added)

HeOTJIeTII/IMbIe ApYyr OT ApyTra IMo33mA U IIpo3a—IIoarca.

13. Fleishman writes: “the whole period of the philosophical interests of Pasternak is col-
ored by the discussions of psychology, psychologism, and poetic creativity” (Lehrjahre 121). I
leave aside here Aristotle’s notion of aether as a fifth, more divine element.

14. This lecture, by many accounts, was related to Pasternak’s dissertation, the text of which
has not survived (Fleishman 1977; CSP 1989, 148; PSSCom 5:644).

15. “Some Propositions” [Heckonbko mosoxkenuit] was a part of this projected book (CSP
1989, 256).
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ITo BpOoXXI€HHOMY C/IyXy 0931 MOABICKMBAET METOAMIO IPUPOJIbI
Cpefy IyMa coBaps 1, ofobpas ee, Kak IMOA0MPAIOT MOTHB, IPefAeTCs
3aTeM VIMIIPOBU3AI[UN Ha 9Ty TeMy. Yymovem, no ceoeti 00yx0meopeHHO-
CMu, NPO3a uwsem U HAXo00Um 4es08eKad 8 KAmezopuu peuul, a eciu 8ex ezo
ULeH, MO0 HA NaMAmb 80cco30aem e20, U IONKUbIBAET, I IIOTOM, [/
67ara yesmoBevecTBa, e/laeT BIJ, YTO HAlllIa €T0 CPefy COBPEMEHHOCTH.
Hauvaa 9T He CyleCTBYIOT OTAEIbHO. (PSS 5:26)

Emerging, therefore, from the much wider context of his interest in the
human being as “the fifth essence,” this “proposition” may help to explain his
zeal (persisting from 1918 onwards) for writing prose as well as his seemingly
inexplicable emphasis upon prose’s “spiritual nature” and the observation that
there are ages in which the individual (uenoBex) may not be found. This star-
tling connection between the human being and the spirit(edness) of prose
[omyxoTBOpeHHOCTD] Was clearly meant to be noticed.

As one searches for an explanation, the bridge between Neo-Kantian
apperception and psychology may provide a plausible missing link. In “The
Object and Method of Psychology,” Pasternak focuses on Natorp’s view that a
series of impressions can be unified only by apperception, and that the whole
field of consciousness belongs to apperception. Any subjective impression
and, indeed, all particularized contents of experience must become subject to
this all uniting principle:

Let us note that not one single content can enter consciousness without
entering the act of apperception in one manner or another. [ . .. ]

This consideration will bring us forcefully to the sought-for principle.
Indeed, the principle of connectivity is essentially a generic characteristic:
this becomes clear from the fact, that apperception covers the whole arena
of consciousness. In the same manner, it is a psychological principle.

3aMeTuM, YTO HU OJHO COJep>KaHMe He MOXKET BOWTU B CO3HaHMeE He
anIeprenupyaAch TaK WM MHave. | ... ]

ITr coObpaskeHNMsT CUIBHO HPUOIUSSAT HAC K MICKOMOMY IIPU3HAKY.
B camoM gere, IpMU3HAK CBsA3Y, IPEX/e BCErO—IIPU3HAK POLOBOIL: 9TO
SIBCTBYET M3 TOTO XOTsI ObI, 4TO allleplieliiyell MOKPbIBAETCs BCe HOTe
CO3HaHUsA. B OIMHAKOBOI Mepe 9TO MPKU3HAK YUCTO IICUXOTOTUYECKUI
[...]. (PSS 5:311)

Thus, the Kantian transcendental ego in the work of apperception, the major
interest of Pasternak’s studies in psychology, here resurfaces as a central uni-
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fying principle of human psychology and this also becomes in 1918 the char-
acteristic of prose whose work it is to find and place the human being “in the
category of speech” This philosophical resonance explains, in turn, why the
very notion of prose writing appears to Pasternak not merely spiritual, but
also rather an act of “spirit-creation” [0-gyxo-TBopenHocTb] (that is, an activ-
ity possessing the literal ability to create other spirits) or “spirit-embodiment”
within a “whole, but fictional individual’!® By remaining a personal or lyrical
vehicle of expression, poetry does not pursue this goal of creating other selves
as clearly; it does not explicitly move, like the poet in “Letters from Tula,” from
the first to the third person.

Thus, it should be noted that alongside the Kantian transcendental con-
sciousness (or transcendental ego) capable of uniting disparate elements
because of its spiritual essence, Pasternak tends to see the unifying principle as
essentially a creative act directed outwards. When the description of the “spir-
itedness of prose” is put into the context of those pages excised from the final
manuscript of The Childhood of Luvers, the emphasis that Pasternak places in
his notes on the young girl discovering her wholeness becomes much clearer.
“It is important to visit a person when he is whole” [Hago 3axoguTb k 4yeno-
BeKy B Te 4achl, KOorfa oH 1eneH] (PSS 3:515), observes Pasternak, in a passage
excised from the concluding pages of “The Long Days,” and this emphasis on
wholeness is hardly new in the writer’s corpus. In fact, Pasternak’s search for
wholeness is often misunderstood when it is placed into the context of the
cubo-futuristic “projection of different objects into one plane” (Rudova 1994,
139) or when viewed as a “chain of ‘riddles’ and ‘solutions,” dependent on the
characters’ solution of linguistic puzzles (Fleishman 1979, 48). Any solution
to the series of impressions at different levels of intensity or intellectual depth
and power is for Pasternak invariably an awakening of a deeper “apperceptive”
self, and it is in this sense that he opposes his work in the letter to Polonsky to
“the sea of violence that stands behind all our neo-aesthetism” and that afflicts
him “with sea sickness” (PSS 7:371).

When his early prose is examined in this light, it is striking to what extent
his writing is guided by the theme of grasping the human being as a uni-
fied movement—a sketch, line, or stroke that is not a “collage” or “deliberate
semantic confusion” (Rudova 1994, 140)” but that expresses a singular feature

16. Barnes connects this theme, also central in “Symbolism and Immortality,” not merely
to Husserl, as does Fleishman, but also to Andrey Bely’s use of the Kantian “transcendental
subject” and Berdyaev and FranKk’s view that creativity involves a “supra individual form of
consciousness” (1989, 151).

17. A similar view to Rudova’s insistence on Pasternak’s aesthetic closeness to cubo-futur-
ism is expressed by Wiegers (1999). Olga Hasty, however, suggests, on the basis of her analysis
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which can then be viewed as an organizing principle for the whole personal-
ity. “The lyrical agent [...] is first of all a principle of integration” [Hauano
UHTeTpupyloliee mpexe Bcero] (PSS 5:9), said Pasternak, arguing with Sher-
shenevich in 1913, and he never abandoned this position. When, for example,
in “The Mark of Apelles,” Camilla appears to succeed in her intuitive grasp of
Heine, Pasternak’s Heine praises (somewhat too emphatically) her capacity
to grasp his nature in a unified gesture, proclaiming it to be the only artistic
accomplishment worthy of Apelles’ line. The gift of “vital” perception, of life
itself, and the intoxication of deep love are required for drawing such a line:

How perceptive you are! At one stroke, with the line of Apelles, you con-
veyed my whole essence, the whole crux of the situation. [ . .. ]

[...] You possess such vital vision. You have already mastered a line
as unique as life itself. [ ... ] (CSP 110; trans. altered)

Yro 3a npoHunatensHocTb! OfHOIO Y4epToit, 4epToil Allenieca, epesaTh
BCe MOe CYIIeCTBO, BCIO CyTh momoKeHust! [ .. . ]

Ho BbI yMeeTe IIsifieTb TaK )XMBOTBOPHO. V yKe OB/Iajieu nnHME,
eIMHCTBEHHOI, KaK cama XU3Hb. [ ... | (PSS 3:15-16)

Consciousness in the act of creativity turned toward others, a “vital vision”
enhanced and intensified by passion, had been Pasternak’s antidote to the
disunited layers of impressions and ideas within the individual; this act of
turning discloses a permeable boundary where the holistic emergence of self
can be located in his works prior to Luvers. As noted in earlier chapters, this
theme also tends to be interwoven with images of electrified illumination, in
which inspiration is presented as a flash that illuminates and clarifies the real
outlines of personality.!® As Pasternak asserts in “Some Propositions,” artistic
vision (or the intense dramatization of apperception, we may add) is insepa-
rable from “some unearthly, transient, yet forever vernal thunderstorm . . . [as
it begins] to spread and roar through consciousness stroke by stroke, like the
convulsions of lightning on dusty ceiling and plaster” [kak max 3a MaxoM,
HAIIOMMHAasl KOHBY/IBCUM MOJIHWII Ha NBUIbHBIX IIOTONKAX ¥ TUIICAX, HAYM-

of “The Black Goblet,” that “Pasternak senses that for all their hyperbolized enactments of
breaking with tradition, the Futurists contribute nothing essentially new to that perennial ques-
tion that stymied the Symbolists of how the fleeting and the eternal are to be negotiated” (2006,
120).

18. Hasty speaks of the image of the “flash” as “the age-old quest to reconcile the fleet-
ing and the eternal” (2006, 123). On Tsvetaeva’s themes and variations of Pasternak’s light in
darkness, as well as his androgynous masculine-feminine self, “flooded and overwhelmed,” see
Ciepiela (2006, 41).
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HaeT MMPATHh U IIYMETh IO CO3HAHBI0 OTPa)KeHHas CTEHOMNNCh KaKOM-TO
HesJellIHell, HeCyIlelicsi MUMO 1 Be4HO BeceHHell rposer] (CSP 262; PSS 5:
27). And as I argued in Chapters 3 and 4, this vernal storm in the early Pas-
ternak is aligned with the theme of artistic competition with the sun’s energy
(and for this reason the theme of light or electric illumination remains an
important focus for the examination of all his works).*

However, these grandiose themes of “storm and stress” cannot be devel-
oped in Luvers, for here Pasternak is engaged in a task altogether different
from a vision accompanied by the “dance of compass needles” or “vernal
thunderstorm”: the perceptions of a child cannot be imbued with, or accom-
panied by, either creative passion or the presence of intensive creative light,
as supplied in “The Mark of Apelles” by the genius of the wandering Heine.
“Apperception” and the “transcendental ego” in Kant indicate personal matu-
rity, just as in Pasternak creative vision and all-transforming poetic power are
themes by definition outside the purview of the experiences narrated in the
novella.

Recalling, perhaps, his experience in writing Luvers, Pasternak in Safe
Conduct emphasizes that the perception of the child has very little to do with
the Romantic earth-shattering sublime, for the child does not experience any
Romantic aggrandizement of self and does not exaggerate the extraordinary
nature of extraordinary experiences:

It [antiquity] was insured against this because it prescribed entirely for
childhood the whole dose of extraordinariness contained in the world.
And when, after taking it, a person entered with gigantic strides into a
gigantic reality, both his strides and the world round him were accounted
ordinary. (CSP 28-29)

Ot 910r0 OHA [aHTUYHOCTH] ObI/IA 3aCTPAXOBAHA TeM, YTO BCIO [JO3Y HEO-
OBIYHOTO, 3aK/TIOYAIOLIYIOCS B MUPeE, L{e/IMKOM IPUINChIBaIa HeTCTBY. V1
KOIZia 110 ee IpueMe Yel0BeK IMTaHTCKMMY [IaraMy BCTYIaa B IUTAHT-
CKYIO IeICTBUTENBHOCTD, MMOCTYIIb M 0OCTAHOBKA CYMTAIMCH 0OBIU-
HbIMU. (PSS 3:156)

One may suggest, then, that when compared with the earlier stories, Paster-
nak’s thematic shift in Luvers is considerable: the writer must work with the
many developmental stages occurring within a protagonist who is not yet an

19. See Greber: “In Pasternak, as in classical mnemotechnics, an almost literal illumination
is required to light up the imaginés so that they become recognizable” (1997, 33).
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artist, poet, or musician—stages that precede any serious artistic engagement
even though childhood constitutes, according to Safe Conduct, an indepen-
dent unity, “like a central nucleus of integration” [feTcTBO 3aMKHYTO U caMO-
CTOSITENbHO, KaK 3aIJlaBHOE MHTErpanyioHHoe aapo] (CSP 28-29; PSS 3:156).

Thus, in his second prose work of 1918, Pasternak chose a challenging
subject-matter, and one where any Kantian notion of apperception could not
function as a straightforward guiding principle: the growing child, and this
is very clear in Luvers, is only learning how to synthesize her impressions
and thoughts. It is possible then that it was precisely the open-endedness and
incompleteness of the developmental psychological states of the child that
attracted Pasternak,? allowing him room for artistic experimentation and
innovation, all the more so because Andrey Bely, also deeply influenced by
Neo-Kantianism, had just finished “his own account of a childhood, Kotik
Letaev, [that] was serialized in the Scythian journal Skify (no.1, 1917 and no.
2,1918)” (Barnes 1989, 271-72). Here, then, is the crux of the problem for the
interpreter, yet it remains altogether unclear how Pasternak could have com-
bined the portrayal of a child’s developing perception with the realization of
his intention to “visit a person when he is whole,” especially if in his artistic
exploration he was aiming to compete with Bely.

Pasternak, of course, was the first to admit this challenge. In 1917-18,
as he was working on Luvers, he explicitly discussed—in the same excised
passages—the difficulty associated with any holistic presentation of a grow-
ing self. Lamenting the previous failures of this enterprise (particularly the
exclusive concentration on the issues of sex by novelists and doctors), Pas-
ternak reaffirmed the need to encapsulate the fullest range of phenomena,
apprehended by and realigned within the individual self. In fact, in labeling
his approach “artistic materialism,” he compared it to the judgment of a textile
producer who wants to see the texture of the material as a whole and rejects
any tests on isolated pieces of the fabric:

Physicians facilitated this task of the novelists. They concentrated the lat-
ter’s attention on sexual maturation. A novelist sees a male and a female. He
writes a novel and promises the reader a novel of love. A novelist must know
that the one who cuts and amputates puts an equals sign between a textile
product and a separate textile sample. [ . .. | But this is a cheap, naively cyni-
cal, and lazily trusting materialism. The textile producer, however, checks the

20. See here also Pasternak’s insistence in his student notes that for the Neo-Kantian
school only apperception “in contrast to perceptions deals with a unified consciousness”
[Anmepueniys B OTIMYUM OT NEPLEILUNA; efVUHCTBO CO3HAHNUS KaK 0COOEHHOCTh CO3HAHMS, &
He copepxanuit] (Lehrjahre 1:268).
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full product and often finds it wanting. He is not brought up on separated
samples. He doubts.

Thus, we too doubt. We doubt that an animal develops according to
the principles of the separated living parts, all the more so because these
separated parts decay.

We doubt the correctness of the boundaries, placed by doctors to
direct writers’ materialism. We doubt the value of such materialism and we
doubt its satisfactory depth. [ ... ]

It is important to visit a person when he is whole.

Bpauu obnezuunu pomanucmam ux 3adawy. OHu cocpedomouuny 6Hu-
Manue NocieOHUX Ha co3pesanuu nona. Pomanucm uoum xeHuuny u
myscuuny. OH nuwem poman u obewsaem Humamenio no6ecmv n1006uU.
Pomanucm donsicen 3Hamp, 4mo mom, Kmo ymeem amnymuposamo, npu-
BbIK OMOJNECMBIIAMY KYCOK ¢ 00pasyom. [ . .. | Ho amo—Ooewesolil, yuru-
"ecku-HAUBHYIL, 1eHUB0-006epuuvLii mamepuanudm. Ipouzeooumeny
nponycxkaem éecb Kycok neped coboti u uacmo 6paxyem. OH He socnuman
Ha nockymxax. OH cOMHeBAeMmcs.

MbI TOKe COMHeBaeMcs celiyac. Mbl COMHeBaeMcsl B TOM, YTOObBI
JKMBOTHOE Pa3BUBAJIOCH [0 3aKOHAM Pa3/I0XKEHVS YXUBOTHOTO Ha YaCTH,
1 TeM 60JIee IO 3aKOHAM Pa3/Iarakollerocs >KUBOTHOTO.

Mbl coMHeBaeMcsi B IIPaBUIBHOCTI IPAHMUIL, [IOTI0KEHHBIX BPauOM
MarepuanuaMy mucarens. Mot comHesdeMcss 8 00CMOUHCINBAX MAK020
Mamepuanusma, 6 00cmamo4Hoti ezo enybune. [ . .. |

Haodo saxooumbv K uenosexy 6 me 4acwl, ko20a o yeseH. (PSS 3:514-15;
emphasis added)

However, in presenting this version of the emergence of the “whole individual”
whom he expected to “visit” in his novella, Pasternak blends idealist philoso-
phy and Humean materialism, a mixture that appears under the formulation
of “artistic materialism.”?! Attacking throughout the insufficient “materialism”

21. Athough Pasternak would later tell Polonsky that he had revealed “to the readers all
that he thinks and intends to share” (quoted from CSP 1989, 270), he does misdirect his readers
when he speaks of his own materialism. There is perhaps an unintentional confusion of terms,
but a confusion nevertheless: while explaining his views as materialistic in principle, Pasternak
continues to stress not so much his materialistic premises, but rather materialism’s philosophi-
cal antonym—the classical idealistic position, the world of thought influenced by Platonic and
Neo-Platonic arguments within which the notion of the form or idea can never be found as
such in sensible reality but belongs instead to the realm of the intelligible world. According to
classical idealism (if, for argument’s sake, one speaks of idealism more broadly so as to avoid a
Cartesian split between the finite and the infinite), the form of personhood, that is, the human
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of other practitioners of the craft, Pasternak carefully places the word “soul”
into the mix and emphasizes the spiritual context of his “full-blooded” com-
mitment to the soul’s material development:

We doubt the value of such materialism and we doubt its satisfactory depth.
We permit ourselves to believe that decisively all psychological (soul’s) con-
tent—the whole without exception—is maturing in the human soul with
the same gravity and full-blooded materiality as, with the easy blessing by a
doctor, the emphasis in the novel is placed on a small sample—sex.

Mpl comMHeBaeMcA B JOCTOMHCTBAX TAKOTO MaTe€pUann3Ma, B JOCTaTOY-
HOII ero riny6uHe. MbI mo3BossAeM cebe [yMaTb, 4YTO BeCh PEIINTETbHO
OyuiesHvlil UHBeHMAapb, BeCb, 6e3 U3BIThsI, HA3PeBAJI U Ha3Pell 8 Heose-
weckoii yuie C TOI Xe TATOCTHOI, KPOBABOIl MaTepPbs/IBHOCTHIO, KAKYIO,
C JIETKOJI PyKM Bpada, HaTypa/lMcTaM B POMaHe YTOJHO COCPeIOTOYUTD B
HebOIbLIOM KYCKe pPOMaHM4ecKoro Maca—B mone. (PSS 5:514; emphasis
added)

In these same excised pages? he admits to the reader that “the world of the
human soul” will be ultimately examined in the context of the values and ideas
born within it, and that the full range of the self, the whole of the personal-
ity, cannot be grasped until the self is situated in the environment of ideas
that open up “clearly and distinctly” [scHO u or4ernuBo]. In intimating this
Cartesian context,?® Pasternak proclaims that for his work he has chosen an
idea that is the most common and “nameless,” while demanding from it not a
philosophical, but an artistic touch:

The most diverse, the most abstract ideas of the living person [ ... ]. We
speak here about the artistic touch. There still exists another—philosophi-
cal. Then the ideas do not smell, but they open up clearly and distinctly.
To be true to our word, we will narrate presently in what circumstances
there was once born, on a particular occasion, within the world of a human

soul, as the organizing principle of personality, remains intangible on the level of material sub-
stance; it is both invisible and indivisible in the sensible world while being in itself the principle
of wholeness and the expression of the person’s sacred essence. To find its material principles
artistically is, thus, not a simple task at all.

22. The length of these excised passages suggests that Pasternak was aware that the reader
would need further direction: one can sense here both his simultaneous desire and reluctance
to give explicit articulation to the direction of his thought.

23. See n. 4 above.



170 | Chapter 5

soul one of the most popular and unnamable ideas. It will demand time. It
will be a lengthy passage, full of facts and descriptions.

CaMble pasnuyHbIe, cCaMble OTBJICYCHHbIE M/IeU KMBOTO YemoBeka | ... ].
MbI rOBOpUM O IPUKOCHOBEHNN Xy 0KeCcTBeHHOM. CylIllecTBYeT JIpyroe,
¢dunocodckoe. Torma oy He maxHyT. Torfa OHM He CMEIOT TaXHYTh, HO
TOJIKHBI PAacIIaXMBaThCs ICHO U OTYETINBO.

BepHble C/IOBY, MBI pacCKaXkeM Telepb, B KaKOil 00CTaHOBKe POfM-
JIach OJHAXK/IbI B TAKOM-TO M TAKON Pas B MUPe YeT0BeUeCKOl JyLIn OffHa
U3 PacIpOCTPaHEHHENNX ¥ O0e3bIMAHHENINX usieil. 9To moTpebyeT
BpeMeHN. DTO OyeT maccaxk MPOLO/DKUTENbHBIN, P PAaKTOB 1 OIuca-
Huit. (PSS 5:514-15)

The crucial role of abstract ideas in the formation of the human self is also
reiterated in Pasternak’s letter to Bobrov of July 16, 1918 (the only surviving
letter of this period that discusses Luvers directly). Not only does Pasternak
insist in this letter that the growth of human beings and their subsequent
destinies are inextricably connected with what he calls an “abstract moment,’
but he also states that any moral development in the life of the individual is
directly related to the world of ideas, among which he chooses “the idea of a
third person” or the independent other as the most significant first step:

[...]the second and third portions, fastened together (as the notebooks),
are all connected together by an attempt to show how there takes shape in
consciousness an abstract moment, to what it leads in consequence and how
it is reflected in the character of the personality. Here it is shown through the
idea of the third person.

[...] BTOpas u TpeThs CKpeIIeHHbIe TOpLMY (TeTpajyu) CBsA3aHbl BOe-
AVHO IIONBITKON II0Ka3aTh, KAK CKAObLIBACMCS 6 CO3HAHUU MOMEHIMN
abcmpaxmuulil, K Hemy mo 6n0Ce0Ceul 6edem U Kax ompajiaemcs Ha
xapaxmepe. TyT 910 IOKa3aHO Ha udee mpemvezo uenosexd. (PSS 7:348;
emphasis added)

This letter, then, adds further clarification to those excised statements dis-
cussed above which aimed to explain Pasternak’s intention in working with
Luvers: his task of “visiting a person when he is whole” includes the portrayal
of a meeting space between the world of thought and the child’s forming per-
sonality, or, in his own terms, a meeting place between abstract reality, the
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world of ideas, and what he calls in earlier drafts “the world of the human
soul” [Mup genoseueckoit gymm] (PSS 3:515).

Such themes as personhood, the human soul, the role of ideas, and the
specific idea of the “third person” can be further elucidated by recalling Pas-
ternak’s experience in Marburg and the focus of Cohen’s ethics on the “person,
specifically on the unity of person [ . .. ] born through ethics and nourished
by it” (cf. Fleishman Lehrjahre 97). Cohen, in fact, augments Kant’s view of the
unified self by insisting that moral growth begins when the external freedom
of the individual “is broken down in relation to an other person” (Gibbs 2005,
206). Cohen’s emphasis upon the other, singled out later by Levinas,?* denotes
the conditions for the development of a moral self, that is, the self’s purifica-
tion of will:

For the will and for action self-consciousness cannot mean the conscious-
ness of the self as a unique person. This self must not so much include
the other, but rather be related to him. [ ... ] No one can be regarded as
expanded by the other. Both must remain standing isolated. But precisely
then they do not remain isolated; rather they are related to each other and
build self-consciousness in this correlation. Self-consciousness is in the first
case determined through the consciousness of the other. The uniting of the
other with the one generates self-consciousness for the first time as that
of a pure will. (Ethics 212-13; 10a-b; trans. Gibbs 2005, 206-7; emphasis
added)

It is very probable that precisely this position—the awakening of the self’s
ethical dimensions in regard to the other—was endorsed by Pasternak and
identified as “the most common and nameless idea” in the drafts of Luvers and
named as “the idea of the third person” [upges TpeTbero uenmoBexa] in his letter
to Bobrov (PSS 7:348).

In this manner, The Childhood of Luvers helps to clarify that Pasternak was
one of the first writers to grasp the importance of Cohen’s insight, an insight
destined to become a major focus of postmodernity, even when not attributed
to Cohen directly,? for the idea of “the other” is combined in Pasternak with

24. In current philosophical studies, there is a renewed interest in Cohen’s development of
the principle of the other, and his possible influence on Levinas. Levinas, however, saw Cohen
as primarily a Platonist, but this meant that Cohen’s “love” for the world of ideas was also a
relationship with otherness: “Hermann Cohen (in this a Platonist) maintained that one can love
only ideas; but the notion of an Idea is in the last analysis tantamount to the transmutation of
the other into the Other (de l'autre en Autrui)” (Levinas 68; trans. Levy 1997, 138).

25. Levinas® concept of the Other may not owe any direct debt to Cohen’s concept of the
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an artistic awareness that the unity of the personality cannot be experienced
without a creative move toward another self. Luvers, then, follows directly
upon the philosophical preoccupations of his earlier prose, including Camilla’s
marvelous glance directed toward Heine, and his world effectively changed
thereby and his own vision redirected both toward and because of her. In “Let-
ters from Tula” the poet’s moral growth is also signaled by the narrative switch
from the first to the third person, while the story’s actor triumphs when he
makes “another . . . speak through his own lips” [3acTaBun cBouMu ycramn
TOBOPUTD IOCTOpOHHero] (CSP 126; PSS 3:32). One hears the development of
this thematic emphasis at the closing of Luvers (in the story’s second part, tell-
ingly entitled “The Stranger” [[TocToponumuit]—that is, “outside” any imme-
diate personal boundary), when the authorial voice observes that Zhenya’s
significant transformation is marked not by the fact that she has experienced
“sexual maturity” and fallen in love (as her tutor had assumed upon seeing a
“little woman” in her bearing),? but by her painful stumbling upon an uncon-
trollable new principle, as yet unfocused (Tymannsit) and featureless—a gen-
eralized outline of the other self, “a third person™:

“How is one to explain this excessive sensitivity?” the tutor reflected. Evi-
dently the dead man meant something special to the girl. She had changed
greatly. He had been explaining decimals to a child, whereas the person
who had just sent him into the classroom. . .. And this was only a matter of
one month! Obviously at some time the dead man had made an especially
deep and indelible impression on this little woman. [ . . . ]

He was mistaken, for the impression he imagined did not fit the case
at all. But he was right in that the impression that lay behind it all was
indelible. Its depth was even greater than he imagined. . . . It lay beyond
the girl’s control, because it was vitally important and significant, and its
significance consisted in the fact that another human being had entered her
life—a third person totally indifferent, with no name, or only a fortuitous
one. (CSP 178)

YeM 00BACHUTD STOT U3OBITOK ‘{yBCTBI/ITeHbHOCTI/I?—paSMbIH.UIHH pemne-
TI/ITOp.—O‘leBI/IﬂHO, TTOKOWHBIN OBIT Y B€BOYKM Ha 0C000M IOIOKEHN.

“neighbor,” but, as Levy indicates, there are expanding “new vistas for a better understanding
of the main ethical views of the two philosophers” and for “Cohen’s and Levinas’ conceptions
of the other man and the stranger as a mediating idea in their understanding of man” (Levy
1997, 136-37).

26. In this, Pasternak clearly places himself in opposition to the “novelists and psycholo-
gists” and their emphasis upon “sexual maturation.”
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OHa ovyeHb M3MeHUIACH. [leprognyeckue gpobu 0OBIACHINNUCD ele
pebeHKY, MeXyY TeM, KaK Ta, YTO IOC/Iaa ero ceifyac B KIACCHYIO . . . 1
910 feno Mecsna!l O4eBUAHO, TOKOHBIN MPON3BEN KOTAA-TO Ha 9Ty
MaJIEHBKYIO )KEHIINMHY 0060 ITTy00KOe U HeM3INafMOe BIIeYaTIeHNe.
[...]

Ou omnbancs. To BreyaTneHne, KOTOpPOe OH MPEFIIOIOKIUII, K eIy
HUCKonbKO He uyto. OH He ommbcs. Brieyarnienue, cKpbiBaBlLIeecs 3a
BceM, 6b110 Hemarmagnmo. OHO OT/IMYANOCh OOJIBIIEI0, YeM OH [[yMall,
r1y6uHoit . . . OHO /IeXkasno BHe BefieHNUs AeBOUYKM, IIOTOMY YTO OBIIO
JKIM3HEHHO Ba>KHO M 3HAUMTENIbHO, ¥ 3HAUEHUE ero 3aK/IJYanoch B TOM,
YTO B ee )KM3Hb BIIEPBbIe BOLIE APYTOil YeNOBEK, TPEThe JIUII0, COBEP-
IeHHO 6e3pasnnyHoe, 6e3 MMEHV MIN CO CTIyYalfHbIM, He BbI3bIBalolee
HEHABUCTY U He Bcengionee mo6Bu. [ ... | (PSS 3:84-85)

However, this conclusion, for all its echoes of Hermann Cohen and its spiritual
and ethical overtones, appears only at the story’s end—as a shock or revela-
tion, and it remains unclear whether or not (and by what means) this principle
of the other has previously guided both the narrative and the child’s personal-
ity (or even the developing soul) toward individual unity or individualization.

5.2 “Three groups™:

Three levels of reality in “Ordering a Drama™

The puzzle of the novella is deepened further by a startling resonance, fre-
quently overlooked in critical literature,?” between the three-layered organiza-
tion of the worlds of Luvers and one of Pasternak’s earliest sketches composed
under the pen-name of Reliquimini. “Ordering a Drama” [3axa3s gpamsi],
whose composition coincides with those years when his devotion to philoso-
phy was still wholeheartedly enthusiastic,?® is dedicated to the portrayal of
the minds of growing children. While the sketch places major emphasis on
music rather than poetry (in Luvers, Zhenya is not a musician, but an avid

27. Ljunggren observes the similarity between “Ordering a Drama” and Luvers, the empha-
sis of both works on the inanimate objects as the needy recipients of the action, an image that
she traces to Rilke (1984, 99-101). See also Gorelik (2000).

28. Fleishman Lehrjahre 120. See also CSP’s eloquent summation of the period: “[H]e
formally commenced. His capacity for abstract thought was remarked upon [ ... ]. After mas-
tering the rudiments of a subject, he and his like-minded companions worked semi-indepen-
dently in the University library and pursued their private philosophical enthusiasms” (1989,
121).
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reader), the major emphasis of the narrative is upon the formation of per-
sonalities pierced (or “sewn” together) by art and thought.® In pre-setting
the stage for the as yet unknown event of the future (“ordering a drama”),
Pasternak isolates three layers of reality®® that are not without some bearing
on the construction of Luvers: (1) the inanimate objects of the room that live
“like well-attended children” [Bewju B koMHaTe (Kak OfapeHHbIe BHUMaHIEM
metu)] (PSS 3:458); (2) the first lyricism of music, a constant “movement with
no materiality” [gBy>kenue 6e3 meiictBurenbHOCTI]; and (3) the spirit of the
street in winter directly associated with the composer Shestikrylov (the Six-
Winged One),! the children’s tutor (PSS 3:460-64).

If we return, ever so briefly, to Pasternak’s letter to his uncle Mikhail Fre-
idenberg in December 1913, we will find, to our surprise, precisely the same
three levels in the portrayal of Freidenberg’s working space. The levels appear
in a descending order: (3) Petersburg, city-spirit; (2) a dramatic movement
of thought and engagement; and (1) the inanimate objects in his room that
absorb the intensity of the man at the desk:

I would think of your serene capacity, instinctually, to take control of that
chaotic and close to dream impression, which leaves behind itself Peters-
burg, city spirit.

[...]how you fantasize over your work place, in the evening, with
bloodless nothingness behind your back.

And how you transmit this dramatically performed life to the sur-
rounding objects, to the whole mystery of furnishings and rooms.

s ayMan 6B 0 TOM, KaK HEBO3MYTUMO 1 C KaKIM CTPaHHBIM HEBEICHNIEM
06 aTOM 3aB/1aJieBa€TE BbI TeM XaOTUYeCKUM U OTU3KUM K rpe3e Brie4ar-
JIEHNEM, KOTOPO€ OCTaBJ/IAET I10 cebe HeTep6ypr, KaK ropoj-myx.

29. Livingstone in translating “Ordering a Drama” says the following about these earliest
sketches: “This odd, dense prose is rich in motifs characteristic of the poet’s later work; here they
appear in their intensest, primary form. It is clear from them that Pasternak was possessed by a
single vision and was developing a single main cluster of images for it which would evolve and
settle but not radically change” (MG 56).

30. See Livingstone: “‘Ordering a Drama’ sets out to construct something like a philosophi-
cal system. [ ... ] Not all of this is clear, but certain things are clear enough. It is clear that the
life of a particular man is needed to combine the three categories” (MG 59).

31. In Safe Conduct, Pasternak attaches the same epithets to Scriabin: “So, it was winter
out of doors. The street was chopped a third shorter by dusk and was full of errand-running
all day long. A whirl of streetlamps chased along after the street, lagging behind in the whirl
of snowflakes” [VTak, Ha ABOpe 3uMa, yINIa Ha TPeTh HOAPYOIeHa CyMepKaMu U BeCh JieHb
Ha 1oberyukax. 3a Hell, OTCTaBas B BUXpPe CHe)KMHOK, TOHATCA BuxpeM doHapu] (CSP 23; PSS
3:50).
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[...]xax [...] panTasupyere Bbl Hai CBOMMY CTaHKaMU, Be4epoM,
¢ 6eCKpOBHOIO ITyCTOTOIT 32 CIHOIL.

M o ToMm, Kak 3apakaeTcs 9TOM, [paMaTU4YeCcKy pasbirpaHHON Bamu
JKVM3HBIO MUP IIPEIMETOB BOKPYT, BCA 9Ta TajiHa 0OCTAHOBKM U KOMHAT.
(PSS 7:157)

Shestikrylov’s portrait is, of course, considerably more dramatic than the
sketch of the uncle in the letter: the composer “sews” together the three levels,
while he himself is “sewn by life”; in the manuscript of “Ordering a Drama”
he is also a mysterious eternal figure—an almost Hegelian spirit of history in
transition (as well as a literary reminiscence of Pushkins poem “The Prophet,
with its Six-Winged Seraphim).?* Awaited eagerly by the children, surrounded
by storms and lit-up windows, and dressed in fur coats, the composer is eter-
nally in search of himself, either lifted up by music (when he becomes god-
like) or descending into the lives of others* and, although he has a room where
he teaches and performs, he does not really have a place. Not unlike Heinrich
Heine in “The Mark of Apelles,” Shestikrylov is a presence that belongs to
infinity, as he both recollects and forgets his immediate factual reality. He is
essentially a unifying principle, even while being always in motion:*

32. Gorelik suggests the Nietzschean echoes (e.g., the emergence of drama, The Birth of
Tragedy from the Spirit of Music) in the title and the overall conception of the sketch, and
speaks also of the Apollonian and the Dionysian opposition (2000, 10-12). Since, in my view,
Shestikrylov is a portrait of Scriabin’s influence on Pasternak’s childhood (Gorelik indicates as
much: 2000, 9), the Nietzschean overtones should not be discounted, but in themselves they
are not sufficient. Shestikrylov is a multilayered image.

33. The sleep of Shestikrylov that Gorelik reads as an Apollonian dream (2000, 13) can be
also read as a reminiscence of Pushkins “prophet” falling asleep as he meets his Six-Winged
Seraphim: “And the Six-Winged Seraphim / Appeared to me at the roads” crossing / With the
fingers light as sleep / He touched my eyes” [/ mecTuxpsusiit cepadum / Ha mepernyTbe MHe
asuncs. / Tlepcramu nerkumm Kak con / Moux senut; kocuyncs o] (Pushkin 3:30).

34. Cf. Scriabin in Safe Conduct: “On the way home from school, the name Scriabin, cov-
ered with snow, skipped down from a poster onto my back” (CSP 23:150).

35. Cf. also Freidenberg’s gift of time in the letter of December 1913: “But there exists a
reality of a special gift of rare individuals which I would like to name as the gift of time. [ . .. ]
However, I have met several individuals, who appear to breathe with their own time, and the
indication of whose clocks is only a concession to the common order. What does this signify?
It signifies, first, a certain feature of immortality that has entered into their movement. And
it also speaks of their kindredness with their destiny” [[eno, moxeT 6biTb, B 0cO60M Jape
HECKO/IBKIX PEIKIIX JIIOfiell, KOTOPBIIL sl ObI HasBasl fap BpeMeHIL. | . .. ] OZHAKO sl BCTpeTmI
HECKOJIbKO IMYHOCTElT, KOTOpbIe KaK ObI ABIIIAT CBOMM COOCTBEHHBIM BPeMEHEM, Y KOTOPBIX
[I0KA3aHbsl UX YaCOB, MOXET OBITh, TOMBKO—YCTYIKa 00I[eCTBeHHOMY HOPsAKY. UTO 91O
o3HavyaeT? DTO O3HAYaeT, BO-TIEPBIX, HEKOTOPYIO YepTy GeccMepTyA, IPOHMKAIUIYI0 X
IBIDKeHNA. VI 3aTeM 9TO TOBOPUT O KaKOI-TO OZMHOKOI MX OIM30CTH CO CBOEil Cybboii]
(PSS 7:157).

36. In “Letters from Tula,” the poet forgets or places some of his belongings in the pawn-
shop while traveling (CSP 120; PSS 3:27).
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The three layers were being sewn together by the life of the composer, so
that one whole should result; and according to which layer he was piercing,
the composer Shestikrylov would at one moment be fretting and worrying,
feeling the inanimate weight of guilt and need, while, at the next, uplifted,
he would gaze around: “Where are the kneelers?” But most often of all,
life was being stitched and embroidered by means of the composer, and
together with it he would fling himself into the search for himself. [ . . . ]
All too often he forgot he had taken himself along with him once and for
all. But is it possible to bear this in mind eternally? (MG 28)

JKn3HBIO KOMITO3UTOPA CIIMBAJIM 9TU TPU CIIOsL, YTOOBI BBILIIO II€/I0€,
U, CMOTPA IO TOMY, KaKoil CI0il mpoKainbiBal, Komnosutop IlecTtu-
KPBIIOB TO He HAXOAMII cebe MeCTO 1 YyBCTBOBAJ HEO[YLIEBIEHHYIO
TSOKECTb BUHBI U HY)KY HeOf[yLIEeB/ICHHYIO, TO, BO3HECEHHBDII, OTTIA/bI-
BAJICSL: T/ie YKe KOTIeHHO-IIpeK/ToHeHHble? Ho yallie Bcero KOMIIO3UTOPOM
IIVJ/IV, BBIIIVBA/IY >KM3Hb, M BMeCTe C Hel0 OH OpOcasics CKaTh CaMOTro
cebs [ ... ]. CinmkoM 4acTo OH 3abbIBaj, YTO 3aXBaTUI cebs ¢ cO6010
HaBcerga. Ho pa3Be MOXXHO BeYHO IIOMHUTD 3TO? (PSS 3:461)

Moreover, all three levels, about to be sewn right through and coexisting in
the same room, are permeated by expectation, with life as their eventual guest
(BrocnemcTBuY K HUM CTy4Yaaach >ku3Hb [PSS 4:462]).3 The presence of the
three levels is essential for the young children’s instruction in art,’ for those
who “think further than others and become unrecognizable as a result,” as they
learn all the while that in order to confront the requests of all three levels of
reality as themselves, they must discover their own art:

Thus. Three groups. First: a true story, reality as a great immobile legend
of wood and cloth, objects in need, twilight in need, like a church parish
that has grown stale from waiting. And lyricism, music, this is the sec-
ond. [ ...] The first is—reality without movement, the second—movement
without reality. And the third: the music down there in the snowflakes,
the music of people going in and out of their homes, in brief the street’s
music [ ... ] the movement of reality which tosses about and desponds and
stretches itself over temporal layers [ . . . ].

So, life is the third element. And the composer Shestikrylov, who gave
lessons in the winter twilight, the composer Shestikrylov, who was waited

37. See here Ljunggren (1984, 75-78).
38. Gorelik emphasizes the relationship between children and objects, for, like children,
objects are unable to reveal their potential unaided (2000, 13).
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for by his pupils in the salon a long, long time [ . .. ]. The Composer Shes-
tikrylov was the surgical thread for the stitching up of the world order that
was operated upon. [ ... ]

Now I shall unobtrusively tell a small truth: a drama has been prom-
ised, and like all dramas it begins with a scenario, a description of objects
[...]

Here is the scenario: twilight in the composer’s apartment—and either
there is no meaning in it or else it’s to be followed by a drama. This was
how it was in life too—there stood the inanimate principles, demanding
to be set in motion, and people would start off here at a run, and some of
them, and ones who always thought further than others, and more quickly
became unrecognizable to their acquaintances, they endured this delicious
suffering: to work, to think upon the inanimate objects. [ . . . ]

Later they became artists. (MG 28-29)

Bor. Tpu rpynnsl. IlepBoe: 6bIIb, AelICTBUTETbHOCTD, KaK BeNIMKOe
HeIIO[[BJDKHOE MpeflaHue U3 JepeBa, U3 TKaHeil, Hy)X/lalolyecs mpey-
MeTBI, Hy)XJaloluecs CyMepKy, KaK IIepKOBHBIII 3a4epCTBEBIINIT B
OXUJaHUM TpuUxof. VI mupusm, My3bika—aTo BTOpoe. | . .. ] I[leppoe—
IeICTBUTENBHOCTD 0€3 BVIKEHUS, BTOpoe—IBVDKeHNe 0e3 JIeliCTBI-
TeTbHOCTHU. VI TpeTbe, TaM, BHU3Y,—MY3bIKa B XJIIONbAX, MY3bIKa TeX,
KOTOpBIe UYT HOMOII U U3 JOMa, CIOBOM y/INYHAsA MY3BIKa, [ ... ] fBU-
JKeHUe JeliCTBUTETbHOCTY, KOTOPOe MEYeTCHA U TPYCTUT, U TAHETCA IO
BpeMeHaM [ ... ].

Wtak, )usHp—aTto Tpetbe. VI xommosutop llecTUKpHIIOB, Karo-
Uil B 3SUMHUE CYMepKM ypoKM, KoMnoauTop IlecTHKpbIZIOB, KOTOPOTO
JLOJITO, JO/ITO OXKWJamy yaeHuknu B 3ae | . .. |. Kommnosutop IllecTukpoi-
JIOB OBIJI TOVT TepaleBTUIECKOI HUTDIO, KOTOpask HO/DKHA Obl/Ia CIIMBATD
OIIEPUPOBAHHBINT MUPOIOPSIZOK | . . . .

Temepp s yKpagKoJ CKaXy Ma/leHbKYIO NPaBAy: TYT obemlaercs
IpaMa, ¥ HauMHAeTCsl OHA, KaK BOOOIIe IpaMbl, ClleHapueM, OMCaHNeM
mpenMeToB [ ... ].

BoT TyT cueHapuii: CyMepKM B KBapTUpe KOMIIO3UTOpaA, I OHY MK
He VIMEIOT CMBIC/IA, W/IV 33 HUMU JNO/DKHA CIe[0BAaTh ApaMa; TaK 1 ObIIO B
JKU3HU,—CTOAIM HeOAYIIeBIeHHbIE HayasIa 1 TpeboBanu pasbera; TORU
pasberanuch 3fjech, ¥ HEKOTOpPbIe U3 HUX, Te, KOTOPbIE JyMalu Bcerja
fajblle IPYTUX M CKOpee CTAaHOBM/IUCH Hey3HaBaeMBbIMM ISl 3HAKO-
MBIX—OHM BBIHOCWJIY 9TO CTalOCTHOE CTpajiaHue: paboraThb, AyMaTh 3a
HeofyIIeBIeHHoe. | . . . |

BriocnencTBye, OHU CTaMy XyHoXKHMKaMu. (PSS 3:460-62)

177
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The necessity of abstract thought and of ideas that allow future artists to think
for the inanimate objects in the room is therefore the ultimate destination of
the children’s growth: it is a crucial stage of their childhood—a time of growth
and transformation.*

The organization of Zhenya Luvers’s world is nuanced, of course, around
different emphases (for example, the story’s script is no longer situated within
a single room, and it extends throughout every season of the year, rather than
taking place exclusively in winter); yet there is a surprising number of com-
mon themes between the two texts, the most prominent of which is the ques-
tion of “inanimate foundational principles” (or “reality without movement”),
for which the children must think and which they need to animate® so that
the emergence of a world of constant movement (movement without reality)
can replace the static restfulness of inanimate reality. Also common to both
texts is the presence of art in the children’s lives, and while there is no com-
poser Shestikrylov with his echo of Pushkin’s prophetic Six-Winged Seraphim,
there is the mysterious Tsvetkov, the “stranger” who emerges with “an atlas or
an album” just as Zhenya reads Lermontov’s “Demon” in the early fall and who
disappears during a winter storm, breaking the chronological precision of the
story in his last appearance.

“Thus. Three groups,” Pasternak writes in “Ordering a Drama” and adds,
“These three layers were being sewn together by the life of the composer”
(MG 27-28). The world of The Childhood of Luvers eschews the simplicity
of a three-level structure, and yet Pasternak was seriously thinking of calling
the work “Three Names” (see Chapter 7.5). Moreover, both narratives start
with an analysis of the children’s impressions, synthesizing the presence of
inanimate objects and eternal significances,* and both texts appear to point
to thought and thinking as the transforming axis of the children’s lives (one
finds a similar emphasis in the portrait of Mikhail Freidenberg). In contrast to

39. In Pasternak’s poetry Fateeva discerns two layers, or rather two circles: “the first circle
of Pasternak—the initial stage set for growth,” the organic processes; the second circle is the
place of “Divine tragedy” where Dante’s hell is inhabited (2003, 190). This pattern, characteristic
of My Sister Life and The Childhood of Luvers, should be reconsidered in the context of the three-
layered world of “Ordering a Drama?”

40. See here Fateeva: “the category of the development in him is, in the final analysis,
three-dimensional [kareropus Tpexmepnal. It is, first of all, the development along the vertical
axis [ . . . ] synthesizing the idea of growth: natural, spiritual, historical” (2003, 111). Similarly
Faryno speaks about the scale of transformation from the “material” into “spiritual” [pasnuna
HO3uUIMIt Ha 061welt mKase TpaHchoOpMaLuii ‘MaTepuaabHOro” B ‘AyxoBHoe'] in Luvers (1993,
12).

41. Faryno observes the correlation between “a great immobile legend of wood and cloth,
objects in need, twilight in need” and “the puzzles of the wood, wool, and metal” at the end of
Luvers (1993, 12).
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Hume, therefore, for whom impressions are the most vital aspects of human
apprehension (see Chapter 2.2 above), Pasternak’s children-protagonists in
both texts not only undergo stages in the development of their perception and
impressions; they also come to maturity in the context of the artistic ideas they
embrace.

When all of the above is situated in the context of Pasternak’s philosophi-
cal studies, this three-layered organization reverberates with deeper precision,
and the world of the children can be identified as the layers of the inanimate,
the world of animation, and the movement of the spirit or ideas. “Spiritualism,”
Pasternak wrote while at Moscow University about the thought of Leibniz, “is
comprised of monads [which are] the gradation of the clarity of perception,’
while the human organism is “a compound of monads within a hierarchical
relationship” (Lehrjahre 1:174). While the first layer, namely, material reality
apprehended through perception, is a world more than adequately grasped by
Hume, Hume’s model, according to Pasternak’s notation, denies the existence
of the monads of the soul:

Herbart: realia. One of the realia is soul.

Contemporary spiritualism: soul—spiritually simple, [ . .. ] unchangeable
in the foundation of its occurrences, its modulation. An argumentation:
the unity and self-identity of consciousness, a substance, denied by Hume,
but a principle which is not analogous to impressions.

The analytical insight of Hume is incomparable. But the subject which is
thus examined, cannot be approached as a fully philosophical, consciously
placed dilemma [ ... ].

Tep6apT: peanyn. OpfHa U3 peanuit—pgyma | . .. ]

CoBp|[eMenHbIiT] cimpuryanusMm: [gyma]—pyxosH[oe] mpocToe, [ . . . ]
Hey3MeHHas B OCHOBAHUM SIBIEHNII, ee MOAYCOB. ApryM[eHTupyor]:
eIVHCTBO ¥ TOXXeCTBO CO3HaHN, cybcrannus orpunaemas lOmom, HO
HOHATHE, KOTOPOE He COOTBETCBYeT BIevaTneHuAM. (Lehrjahre 1:174)

Ananutnyeckast 3opkocts IOMa He 3HaeT Hiyero paBHoro cebe. OgHako
[peiMeT, Ha KOTOPBIII OHA HAaIlpaB/ieHa, He MOXKeT OBITh Ha3BaH (uiio-
codckolo, CO3HATETPHO MOCTABICHHOW npobnemoir [ . . . . (Lehrjahre
1:222)

And, as observed above, it is of the child’s “soul” that Pasternak intends
to speak in those excised passages of Luvers, insisting that the moment of
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transformation takes place while the soul is visited by the idea,*? and if not
“sewn” through by it, then at least it is so shaken that its impressions become
“indelible”

The first two realities of “Ordering a Drama” suggest, then, the world of
material reality and that of soul entering into the surrounding world: the pro-
cess of the “inanimate” undergoing “animation.” Moreover, if Hume’s philoso-
phy cannot clarify for Pasternak the world of “soul,” his synopsis of Plato and
the ancient Greek philosophers more than adequately make up for the gap.
His Lehrjahre notes dedicated to Plato correspond directly to what he employs
as the second stage of “Ordering a Drama”—its “movement without reality”
[BTOpoe—pBIDKeHNEe Oe3 mericTBuUTenbHOCTH] (PSS 3:460), already prefigur-
ing the dynamism of animation that Pasternak employs so centrally in Luvers.
Thus, Pasternak carefully notes in his diary the view of soul (in the Greek,
Ylvxn]) as unceasing movement, constant renewal of content, possessing no
material reality of its own and directing itself, as also in Pasternak’s world,
toward the world of ideas:

Y[vyn] = the beginning of self-directing motion (The inanimate is distinct
from the animate precisely because it contains the source of its motion.
Yluyn] (in a self-dependent motion) moves always, cannot arrest itself; its
life is without cessation. Y[vy7] is the beginning of movement of other
objects; as a consequence it cannot have a beginning.
Y[vy#n]—is invisible and intangible.

[...] Ylvxn] lives and moves of itself. The complex is always chang-
ing. ¥[vyr]—turning away from sensible objects and concentration on the
intelligible, elevating itself to the unchangeable, self-identical condition.

Y[vyn] = Hauano camoomnpepenAeMoro aBwkeHudA. (Oxymesn[eHHoe]
oTnnM4[aeTcsA] OT HEORYLIEBI[€HHOTO] TeM, YTO HOCUT B cebe MCTOYHMK
cBomx ABIDKeHUI). Y[vy#] (kak caMOCTOATeNbHOE ABIDKYIeecs) ABY-
JKEeTCsl BCerfja, He MOXKET caMa ce0s1 OCTAHOBUTH: ee )KM3Hb HEUCTpe-
6uma. Y[vyn] Ha4amo IBYDKEHMS [PYTUX HPELMETOB, C/ef[0BaTeNbHO]
He MOX[eT]| camo MMeTh Havaso. | ... |

Y[vx1]—HeBUAMMa 1 HeocsA3aeMa.

42. Cf. the passage that is excised from the final draft: “To be true to our word, we will
narrate presently in what circumstances there was once born, on a particular occasion, within
the world of a human soul one of the most popular and unnamable ideas” [Bepusie cosy,
MbI PacCKaXkeM TeIepb, B KaKoil 06CTaHOBKe POAM/IACh OFHAXMBI B TAKOI-TO I TAKOI pa3 B
MIIpe 4eI0BeYeCKOlT YN OffHA U3 PACcCIPOCTPAHEeHHENIINX 11 Ge3bIMAHHeX upei] (PSS
5:514-15).
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[...] ¥Y[vyn] xuBer n gBI>KeTCA OT cebs. CIOXKHOE HEIPEPHIBHO
usmensiercs. Y[vyr], oTBpaIasich OT YYBCTBEHHDIX Belleil I COCPeRoTO-
YYBIINCH Ha YMOIOCTUT[aeMOM], BO3BbIII[atoleMcA] 10 HeM3MEHHOTO,
TOXXJeCTBEHHOTO cebe cocrosanus. (Lehrjahre 1:361)

The third layer of the story in “Ordering a Drama,” inhabited by the composer
of Six-Wings, a layer independent of inanimate objects and the world of ani-
mation, is actually the reality or spirit of the street, coming to pierce the silence
of the room’s furniture. “The spirit,” observes Pasternak in his philosophical
notes, “always comes from the outside” [[Jyx npuxonut ussue] (Lehrjahre I:
174), obviously referring to the Aristotelian nous thurathen (the mind-spirit
from out of doors).** Moreover, the real character of a person, according to his
notes on Plato, cannot be found unless it is sought in the world of ideas and
layers of the spirit:

Wa = Spirit, personal in a human being, his/her 1. It contemplates the
world of ideas. It is similar to that world.

¥Ya = Jlyx, nuuH[oe] B denoseke, ero fI. OHO co3epljaeT MUP UZEIL.
ITopno6no emy. (Lehrjahre 1:361)

The juxtaposition of “Ordering a Drama” and Pasternak’s student diaries sug-
gests, therefore, that the children’s psychological progression articulates the
following sequence: (1) the life of material objects as it is grasped by the chil-
dren’s perception, (2) the animating power of soul, and (3) instruction by the
Spirit from outdoors.** Whether a similar progression is to be found in Luvers
cannot be confirmed without a more careful analysis of the text, the goal of
Chapters 6 and 7.

What can be observed without further examination, however, is the fact
that apart from Freidenberg’s ability to live in the presence of the city-spirit,
both Safe Conduct and Sketch for an Autobiography are explicit in their empha-
sis upon the power of the “spirit” [gyx],* rather than upon psychological (or

43. For the nous thurathen see De Gen. An. Book II, ch. 3, 736b15-29. Thurathen also oc-
curs later in De Gen. An. Book I, ch. 6, 744b21.

44. There are more than sufficient philosophical precursors for this layered eclectic world
in Pasternak, but it is also necessary to point to Mikhail Gershenzon, one of the closest friends
of Leonid Pasternak (CSP 1989, 251), whose opposition of the layers of consciousness into
“soul” and “spirit” must have been well known to Boris Pasternak. See Gershenzon’s articulation
of this position (1918).

45. See also the image of city-spirit or gorod-dukh in Pasternak’s letter to Mikhail Freiden-
berg in Dec. 1913 (PSS 7:157).
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“soulful”) reality, when Pasternak speaks about the people who influenced
his deeper formation as an artist. In his description of Alexander Scriabin
(as mentioned above, Scriabin undoubtedly was an actual “historical” proto-
type of the “Six-Winged Composer” or Shestikrylov), the theme of “spiritual”
power is suggested with mild irony. Nonetheless, if in Safe Conduct Scriabin’s
name, in a demon-like manner, jumps on the child’s back in wind-swept Mos-
cow and the composer himself becomes the boy’s idol rather than God,* then
in the Sketch for an Autobiography Pasternak is less evasive; the “spiritual” des-
ignation of “dukh” is clearly there:

In general he cultivated general forms of inspired lightness and unencum-
bered motion on the borderline of flight. [ ... ] But Scriabin won me by the
freshness of his spirit. (Remember 37-38)

OH B0oOOIIe BOCIIUTBIBAJ B cebe pasHble BUIBI OlyXOTBOPEHHOI JIeTKO-
CTU U HEOTATOLeHHOTO ABYDKEHMs Ha rpaHy noneta. [ . .. ] Ckpsabun
TIOKOPSJI MEHSA CBEXeCThbIo cBoero myxa. (PSS 3:303)

Hermann Cohen’s portrait in Safe Conduct leaves no ambiguity on this
account, even though the “spirit” assisting Cohen in his movements is that of
science, rather than art or philosophy:

Talking with him was rather frightening, and going for a walk with him
was no joke at all. Beside you, leaning on a stick and moving along with
frequent stops, went the very spirit of mathematical physics, which had
assembled its basic principles, step by step, by way of such a gait as this.
(CSP 59)

BecepoBaTh ¢ HIM OBIZIO CTPALIHOBATO, IPOrYINBATHCA—HEIIYTOYHO.
Omnmpasich Ha HAJKY, PSOM C BAMMU C YaCTBIMU OCTAHOBKaMM IIOBM-
TraJICst peasIbHBII Jyx MaTeMaTNIeCcKOil GUSUKM, IPUOIN3UTENTBHO Iy TeM
TAKOJ1 XKe IOCTYIN, LIAT 3 [IaroM Moj06paBIIell CBOU IIaBHbIe OCHOBO-
monoxxeHbs. (PSS 3:191)

Nor is there any uncertainty in feeling and vocabulary in Pasternak’s initial
attitude to Mayakovsky, whose portrait, like that of a “spiritual horizon,” care-
fully blends the finite character of machines and the infinity and endless depth
of space, open to perception:

46. Pasternak in Safe Conduct speaks of his love for music as a cult [My3bika 6bi1a 15
mens kynbroM] and calls Scriabin “his idol” [moit kymup] (CSP 28; PSS 3:153).
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Far off, locomotives roared like grampuses. At the very same unconditional
distance as upon the earth was there in the throaty territory of his creation.
This was that immeasurable inspiration without which there is no original-
ity, the infinity that can open out in life from any point and in any direc-
tion, and without which poetry is merely a misunderstanding that has not
yet been clarified. [ ... ]

I had made a god of him. He was a personification of my spiritual hori-
zon. (CSP 79, 81; emphasis added)

B ropmoBoM Kpaio ero TBopuecTBa OblIa Ta ke 6e3yC/IoBHAs Aajlb, YTO
Ha 3emjte. TyT Ob1a Ta 6e3J0HHAs OfYXOTBOPEHHOCTD, €3 KOTOpPOil He
ObIBaeT OPUIMHAIBHOCTH, Ta 6€CKOHEYHOCTb, OTKPBIBAIOLIASICS C TI00011
TOYKM XXU3HU, B NI0OOM HampasieHbU, 6€3 KOTOPOI I1033UsI—O/JHO
Hefj0pa3yMeHbe, BpEMEHHO He pa3bsCHEHHOe. | . . . ]

S ero 6oroTBopuiL. S ONMMIETBOPSII B HEM CBOII [yXOBHbII TOPU-
30HT. (PSS 3:218, 220)

And to Rilke in a letter of 1926 Pasternak was, perhaps, even less ambigu-
ous: “I am indebted to you by the general features of my character, by the
overall cohesiveness of my spiritual life. You have created them” [ o6s3an
BaM gepramy Moero xapakrepa, BceM CK/IafjOM JyXOBHOI >xusHu. OHI
cosnanbl Bamn] (PSS 7:648; emphasis added). These evocations of a lexicon
of “spiritual” gifts also point to Pasternak’s careful effort to place the “mea-
sureless” properties within everyday language, but the force of these portray-
als explains even in retrospect what Pasternak might have meant in 1910
when he insisted that the composer Shestikrylov was the needle and thread
that was sewing the children’s world into one cloth—the composer clearly left
an indelible impression on his pupils’ psychological make-up.

5.3 The limitations of psychology:

Neo-Kantians in dispute with David Hume

Thus, Pasternak’s “artistic materialism” and its evocation of spirit and infinity
seem to have coalesced into an unusual genre, nourished by a highly eclectic
philosophical substratum. However, how precisely did his studies of psychol-
ogy assist him in his attempts in Luvers to reconstruct the tangible qualities of
the ever more intricate and widening layers of the child’s understanding? Pas-
ternak’s disappointment in psychology—and the ironic dismissal of its subject
matter—is stated in Luvers by means of an authorial voice, reminiscent in this
of similar evocations that were deleted from the final draft. The following
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pronouncement, however, was kept, placed centrally as a conclusion to the
episodes of early childhood, and it contained the word “soul”—one of its first
appearances in the text:

[I]f a tree was entrusted with the care of its own growth, [ ... ] it would
forget the surrounding universe which should serve asa model [ . .. ].

And to guard against the dead branches in the soul—to prevent its
growth from being retarded and man from involving his own stupidity
in the formation of his immortal essence—several things have been intro-
duced to divert his banal curiosity from life, which dislikes working in his
presence and tries every means to avoid him. For this purpose all proper
religions were introduced, all general concepts and human prejudices, and
the most resplendent of these, and the most entertaining—psychology. (CSP
135-36; trans. altered; emphasis added)

Ecnu foBeputh nepeBy 3a60Ty 0 ero co6cTBeHHOM pocTe [ . .. ] oHa
3abyfieT 0 BCENIEHHOIT, C KOTOPOIT Hajo 6paTh mpumep [ . . . |.

W 4T063I He 6BIIO CYKOB B [yllle,—94TOOBI POCT €€ He 3aCTanuBaICs,
4TOODBI YelOBEeK He 3aMellBal CBOeIl TYIOCTU B yCTPOMCTBO CBOeI
beccmepmmoti cymu, 3aBeleHO MHOTO TaKOT0, YTO OTBJIEKAET €ro IMOLI-
J10€ MI0OOIBITCTBO OT XXM3HMU, KOTOpas He MI0OUT paboTaTh Ipu HEM 1
ero Bcsdecky nsberaet. [/ 91mozo 3a6edeHvl 6ce 3anpasckie penueuu u
8ce 00ujue NOHAMUS U 8ce npedpaccyOKu nodeil U camolii APKULL U3 HUX,
cambiii pasenexaroujuil—ncuxonoeus. (PSS 3:37)

In this dismissive observation, psychology is actually not badly damaged, for
it is put aside together with “all proper religions” and “all general concepts and
human prejudices” Nonetheless, this semi-humorous disavowal of psychology
indicates Pasternak’s desire in Luvers to inform his readers of a major gap in
knowledge concerning the development of the individual self, a gap psychol-
ogy is unable to fill or reach.

Pasternak’s disappointment with psychology during his university years
has been well documented, and his pronouncements that art is more psy-
chologically astute than psychology [ncuxonorununee ncuxonornu], carefully
noted.”” However, the deeper cause of his disappointment still needs to be

47. On Pasternak’s disappointment in psychology as ultimately “subjectless,” a position that
contrasted with a much more optimistic assessment of the discipline’s potential by his Moscow
teachers, see Fleishman Lehrjahre 122. See also PSSCom 5:641-42, which contains the evalua-
tion of Pasternak’s essay “On the Object and Method of Psychology” by a renowned psycholo-
gist S. G. Gellershtein. Gellershtein’s conclusion: the work of Natorp was for young Pasternak
a catalyst; it directed him to address the deeper concerns of the psychological make-up of the
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elucidated. According to the weight of existing documentation, the following
objections were formulated by the young Pasternak during his initially fer-
vent studies of Heinrich Rickert and Paul Natorp’s Einleitung in die Psycholo-
gie nach kritischer Methode.*® While his essay “On the Object and Method of
Psychology” shows that he agreed wholeheartedly with the Neo-Kantian pos-
tulation that “apperception covers the whole field of consciousness” [anmep-
Lenipell NOKpbIBaeTCs Bce mome cosHaums] (PSS 5:311), this position also
leads him, according to his diary notes, to suggest together with Natorp that
psychology should make the study of apperception the content of its discipline
[enVHCTBO copep)KaHMA . . . He B CO3HAHHOCTH, a B am[epuemni|un k[ak]
codepicanuu—3anada ncuxonornn] (Lehrjahre 1:268; emphasis in original).
At the same time, he is aware that methodological explorations, armed with
scientific categories and analytical principles, will block the metaphysical con-
tent of apperception and choose instead “consciousness” as its focus of study,
while consciousness, in turn, will pose its own imponderable challenges:

[Scientific psychology], of course, critically rejects metaphysics <?>—for
consciousness for psychology as a science—is a series of flowing, raw phe-
nomena, waiting for its explanation, account, placement or description.

[Hay4Has mcuxomorusi], KOHEYHO, KPUTUIECKM OTBOPAYMBAETCS OT
MeTapu3NIECKOTO MUThs <?>—[JIs1 Hee CO3HaHMe—Psif] TAKYYUX, Heo-
O6paboTaHHBIX (EHOMEHOB, OXXIMAAIONINX CBOEr0 00'bsICHEHN, YIeTa,
pasmeennsa wiu onucanus. (Lehrjahre 1:278)

The surviving text of “On the Object and Method of Psychology” rather masks
this problem, while his diary notes, for all the incompleteness and disjoint-
edness of the note-taking process, point to his awareness of the inabilities
of psychological methods to grasp spatial and temporal series as they strike
consciousness. Since space and time (in their a posteriori and a priori range)
challenge any mechanistic or purely analytical approach, spatial and tempo-
ral phenomena, when grasped sensually, will only intensify the impression of
indefiniteness.”” In other words, the subject-matter of psychology will resist

individual (PSSCom 5:642).

48. See here Loks’s unforgettable portrayal of young Pasternak: “More and more often I was
noticing in him some deeply seated despair, hidden behind this flow of unfinished speech, so
gifted, and somehow cut from within. I began to look for the cause of this and soon found it. It
was a fear of himself, an uncertainty in his chosen path” (1993, 37).

49. See here Loks’s statement that, while emerging from a different context, is still highly
significant: “Pasternak loved this clarity [of the university lectures], but at the same time I
saw that such thinking was alien to him. In this difficult battle one could sense that a right to
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the schematizations of mechanical logical quantifications, limited by “the
realism of mechanical understanding” As a result, phenomena, open to con-
sciousness in all its fullness, will escape analytical objectivization:

It is impossible to explain causally sensual impressions (impossible to
[deduce] psychological from physical), <cf. Natorp, 1888, S. 80> because
a mechanism, as a causal system, can give only a mechanical effect, and
the causal dependency is a synthetic unity of sameness. At the same time
there exists an objective reality, expressed in mechanical terms—it is a
measurable, quantified multiplicity of space and time. The purity of such
measurements necessitates the self-identical precision of their intellectual
understanding. Such understanding unifies in itself also the irrationality of
time and space. But if one applies a sensual evaluation of time and space,
they will appear indefinite; only intellectual understanding identifies them.
But such understanding can signify and identify a certain qualitative unity
[ ...] within which, on the causal side, we will be thinking by applying
pure mechanistic terms. [ . . . ]

This finality of the impossibility to convert psychological data into a
physical measurement is founded upon the impossibility of analyzing the
phenomena in purely objective terms.

Henp3st mpu4mHHO 06BsACHUTD ouylieHNst (BooOlie mcuxmaeckoe
n3 ¢usnyeckoro), <cf. Natorp, 1888, S. 80.> T<ak> K<ak> MeXaHU3M,
K<aK> MPUYMHSAIMAA CIUCTeMa, MOK<EeT> [JaTh MeXaHUYIECKUIT UIIb
a¢deKxT; IpUINHH<As> 3aBUCUMOCTD €CTh CHHTETHY<ECKOe> eANHCTBO
OIXHOPORHOCTH. [ . .. ] O6beKTUBHOE, BBIpPa)KEHHOE B MEXHIYECK<UX>
TepMIUHAX, eCTh U3MepPeHHOe, KBAaHTU(UIMPOBAHHOE MHOroo6pa-
31e Mp<0>CTP<AHCTBA> I BpeMeHM. UNCTOTY 3TOMY U3MEPEHNIO flaeT
UJIEHTUYHOCTD U TOYHOCTD NOHAmMuUsi B HeM. OHO CKperUIsieT Kak 6bl—
MPPaLMOHAIBHOCTh BpeM<eHU> I Np<o>cTp<aHcTBa>. Ecnm ocrarbes
[IpY YyBCTBEHHOII OLleHKe BPeM<EHM> U MP<0>CTP<AHCTBA>,—TO OHU
OK@)XyTCSI HEOTIpefie/IEHHBIMI; IIOHSATIE—BOT YTO OJHO3HAYHO 1 TOXKe-
CTBEHHO ompefensieT ux. Ho moHsATIe MOX<eT> 0003HAYUTD U TOXKECT-
BEHHO 3aKpeIUTh U3B<eCTHOE> KaueCTBeHHOe obpasoBaHue [ . .. ] rae
Ha CTOPOHEe HPUYMHHOTO 0OYCIOB/IeHNs Mbl OyfeM MBICIUTD YUCTbIE
MeXaHMCTUY<EeCKIe> TEPMUHEL | . . . ]

ITocmenH<uUIT> CMBICT 3asABsEM<OI> HEBO3MOXXHOCTY IICUXOTIOTIYe-
CKoe cBecTy Ha Ppu3nuecKk<oe>—JIeKXUT B HEBO3MOXXHOCTI PA3/IOXKeHMs

indefiniteness was for him—a crucial question [mpaBo Ha HesICHOCTb ISl HETO—PeLIAIOLINI
Bompoc]” (1993, 37).
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SBJIEHWSI LIe/IKOM Ha 00beKTUBHOCTD. (Lehrjahre 1:279-80; emphasis in
original)

The limitations of psychology, however, go, according to his notation, much
further.

In order to explore the status of personality as that of an independent self,
psychology has to confront the reality of subjective understanding—the sub-
jective “I”—which unifies initially disunited phenomena.*® However, the con-
tent of the multiple series of impressions, the diversity of the “synthetic flow;’
will distract the investigation from the unified consciousness, which will need
to be constantly superimposed upon the data of impressions:

In order for the multiplicity to become consciousness, one consciousness,
it is not only necessary, but is already evidently present, that the multiplic-
ity is unified in the emotive life of consciousness and that this unity is the
characteristic moment of the subjective experience. [ . . . ]

This is characteristic for every T; T itself” is denoted by the particular-
ity, even by the solitariness of its experience, but it is based on the unified
nature of such memories in one’s recollections—that is—it exists as a com-
plex interweaving of the general connections of temporal and simultane-
ous experiences only because this T remains the same.

Kak MHOroo6pasne CTAaHOBUTCS CO3HAHMEM, OJJHIM CO3HAHMEM—HeO006-
XOMMO; HO OYeBUIHO, YTO OHO—e[MHO B IePEXXVBAHNN CO3HAHUA U
YTO 9TO eJUHCTBO XapaKTepUCTWY[eckuii] MOMEHT cyObeKTUBH|[0Oro]
nepexxuBaHuA. [ ... ] 9To cBoilcTBeHHOE KoMy «SI» mmm «5 cam»

50. To this problem Natorp adds his own question as to whether or not psychology can be
that science:

But it is necessary to find a common principle signifying all these contents, which
is capable a) to unite these contents under one task of a separate science [ . .. ].

This principle—a connection between constantly complex contents: [in which]
one separate elementary act is differentiated from, as well as unified with another
elementary act in a temporal sequence; linked everywhere as its contents are sig-
nified by temporality and locality.

Ho tpebyeTtcst HaitTy 0OwuiT BCEM 9TUM COfepXKaHUAM IIPU3HAK, KOT[OpbIit]
6511 651 CrIOCO6€EH a) 0OBEIVHUTD 3TV COLEPXKAHIIS IO Of{HOIT 3aj1adert 0co6oit
Hayku [ ...].

ITOT NpU3HAK—CBA3b, CBA3SHOCTb IIOCTOSIHHO CJIOXHBIX COJePXKaHMIl:
oTHenbH[blil] ameMeHTapH[bliT] akT BpemeH[biM] 06p[asom]| orTamuaercs u
CBA3BIBAETCs C Apyr[(uM] anem[eHTapHBIM] [aKTOM]; CBSISHOCTH IOBCEMECTHO:
BCe COlepyKaHIsA IpocTp[aHCcTBeHHO] n BpeM|[enHo] obycnosn|enst]. (Lehrjahre
1:268)
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XapaKTepu30BajIo Yepe3 0COOEHHOCTb, laXKe OMHOKOCTD €ro Mepexn-
BaHIIT, OHO OCHOBBIBAETCS HA HEIIPEPBIBHOCTY STUX BOCIIOMUH|aHMi1] B
ero BOCIIOMUHAHMNH, T.e. K[a]K oueHb clo>KkHOe [complexion] creTeHne
061X cBsi3ell (BpeMeHH[bIX] 1 eMHOBPEMEeHH [bIX]); TONBKO Oraropapst
aromy A—rtor xe. (Lehrjahre 11:206-7)

The principle of “synthetic flow;” a recurrent theme in his notes, is accompa-
nied by the reiterated assertion that personality cannot be built up from the
summation of subjective impressions as its constitutive elements, but must
incessantly synthesize the ever new impressions that enter into the human
purview: “Selthood (or personality) is the unity of consciousness, in which
every newly added element starts playing the role of a connecting princi-
ple” [JIN4HOCTD eCTh TaKoe eNMHCTBO CO3H[aHM:A], B KOT[OpOM] Kak[blit
HOC/IeHIIT 97IeMeHT oKasbiBaeTcs cBA3bio] (Lehrjahre 1:276). This “synthetic
flow;” however, cannot be grasped in stillness; it is realigned with the addition
of every new element, and it necessitates, therefore, the presence of a living
active consciousness [TeKylee cosHaHe]:

A personality does not consist of elements; rather there exist elementary
and complex connections, not separate members of these mixtures: the
non-breakable unity of subjective consciousness rests on this and only this
paradox. [ ...]

This function of connectivity, its differentiated features, are character-
ized by the processes of the flowing active consciousness.

VY IMYHOCTM HeT 97IeMEHTOB: eCTh 97IeMeHTapH|ble] u 6oee CIOKH[ble]
CBSI3U, HO He YIEHBI STUX COWICHEHWIT: HA 9TOM U TOJIBKO Ha 9TOM Iapa-
JIOKCe CBSI3M AEPXKUTCs HEIMPEPbIBHOCTb CyOBeKTUBH[Or0] CO3HaHMS.
IToHsATMEM TEKYIero CO3HAHMUs XapaKTepusyercs: QYHKUWS CBSA3H,
OT/IMYNTENbHBIE ee CTOPOHBI. (Lehrjahre 1:276)

This thought is reflected in drafts of Luvers in Pasternak’s otherwise startling
assertion: “We doubt that an animal develops according to the principles of
the separated living parts” [Mbl coMHeBaeMcs B TOM, YTOOBI )KMBOTHOE pas-
BUBAJIOCh 10 3aKOHAM Pa3jIOKeHN )KMBOTHOTO Ha yacTu] (PSS 3:514).
Herein lies the crux of an irresolvable paradox. The individual character of
the synthetic processes, imponderable subject-object compound, reflects the
dynamic unity of thought and perception.®! As Pasternak insists that the sub-

51. As Pasternak’s notes indicate in numerous entries, Leibniz’s monads were for Pasternak
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jectivity of impressions is determined not by the materiality of the compound,
but by the character and dynamism of the thought processes in conscious-
ness, his position moves beyond the boundaries of psychology.”? Pointing to
Natorp and Rickert in his notes, Pasternak explains the limitation of the disci-
pline: the content, power, and value of intellectual ideas cannot be examined
and evaluated by the methodology of psychology. Not only is psychology’s
approach to the events of the soul (gymesnbie sBnenns) ultimately insuf-
ficient, but also psychology lacks a system of values in its examination of ideas,
and for this reason cannot exist without philosophy:

The objective nature [of the science of psychology], in its attempt to explain
causal connections (rather than discuss their real signification) of world
events, finds also that emotional occurrences (events of the soul) constitute
an aspect of the data for objective examination. But soon it is evident that
the world becomes more and more obscure when examined by means of
the objective method. [ ... ]

A question arises: how can a subject, as a simple object among objects,
have any connection to the values that bring meaning to his/her life? Thus,
there emerges the necessity of subjective understanding of the world based
upon the pre-existent dilemma of values. [ . . . ]

The work of objectivizing sciences on reality, if it is to take into consid-
eration pre-existing theoretical values and their meaning—such work can
only be the subject of philosophy and value theory [cf. Rickert’s article in
Logos, pp. 20-31].

important guiding principles in this regard. In Pasternak’s notes, this idea is clearly stated and
reintroduced multiple times among the many pages of his philosophical diary. The following
is his discussion of Leibniz’s monads and the confusion resulting from the nature of the com-
pound in the perceived phenomena: “From this confusion—matter; this phenomenon is well
founded. [ . .. ] As soon as there is a mixture of confused thoughts, there is the meaning, and
then there is the matter. But this is not an illusion. For the phenomena are real. But the reality
does not lie in matter. It is opened by the mind through the opening of the monads. The matter
is an appearance, which is firmly situated in the monad. The monad is the reality in the objects.
But the real substance is in opposition to the sensible atoms: it is located in the substantial
forms” [V13 aroit confusion—marepus, ator phaenomenon bene fundatum. [ ... ] Aussitot qu’il
y a un mélange de pensées confuses, voila le sens, voila la matiére. Ho ne mnmosus. Nam et
phaenoma sunt realia. Ho peanmbroCcTb exuT He B MaTepuy. OTKPBIBA@TCA PasyMOM depes
OTKpBITHE MOHaJ. MaTepus—BUAMMOCTD, XOpoLo 060CHOBaHHAsI B MOHafe. MoHaa—pe-
a/IbHO€ B Bellax. VIcTuHHast CyOCTaHIMA B IIPOTUBOINONOXH [0CTh]| YyBCTB[eHHBIM] aTOMaM:
formes substantielles] (Lehrjahre 11:61).

52. As observed already, this idea is reflected, in the initial topic of his Marburg disserta-
tion—“the laws of thought as the category of a dynamic material object” [pa6oTa o 3akoHax
MBIIIIEHNA KaK 0 KaTeropun guHammdeckoro npepmera] (Kudriavtseva 66).
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O6BeKTUBU3M, CTPEMSICh IPUINHHO 00BACHUTS ([a] He MCTONKOBATS C
t[ouku] 3p[eHust] cMbic/a) MUPOB|[ble] sIBIEHNS, HAXOAUT U OyuiesH[vie]
a6n[enus] kak 06beKT WIN K[ak] comepaHnA, JOCTYIHbIE 00beKTUBa-
uuu. Ho B ganbHerineM BBISICHSIETCSI, YTO MUP CTAHOBUTCS BCE HEIIOHST-
Hee B 00bsicHeHMM 00 beKTUBH|[0ro] meToga. [ ... |

Bomp[oc]: kakum o6pas[om] cy6bekT, k[ak] IpOCTOi 06BEKT Cpenn
00'BEKTOB, MOXET MMETh OTHOIIEHVE K [IEeHHOCTSM, IIPU/AMLIM CMBICT
ero Xu3Hu. Tak NOTpe6HOCTb B CyOBeKTUBUPYIOI][eM] MOHMMAHUN
MIpa BBIPACTaeT U3 MPeLUIeCTBYIOLei el Ipo6/IeMbl LIEHHOCTIL. [ . . . ]

Pa6oTa 06beKTUBUPYIOLINX HAYK O Je/ICTBUTEIBHOCTIL C TOYKM 3pe-
HVISI JIEKALIMX B €e OCHOBE TeOPETHYECKNX IIEHHOCTEN 1 IIPUCYILEro el
TEOPETUYECKOTO CMbIC/Ia = HpegMeT Grmocoduu 1 Teopun LeHHOCTe
[cf. PuxkepT, cTatbs B Jloeoce, c. 20-31]. (Lehrjahre 1: 274-75)

On its own, therefore, psychology deals only with the most partial and mecha-
nistic of experiences. Moreover, this view reflects a deeper seated philosophi-
cal conflict—that between the followers of David Hume and Immanuel Kant
concerning the role of impressions and ideas in perception.>* The insistence
that the self cannot be discovered purely through its impressions, but that the
events of the soul [gymesnsle siBnenus] depend to a great degree on the value
and reality of ideas which are integrated within the human self—this view
contradicts the position of David Hume that ideas are “pale copies of impres-
sions,” for they lose the vitality, “force and liveliness” with which impressions
first “strike upon the mind” (Treatise, 1.1.1; 2000, 7).

Thus, for all the incompleteness of the archival materials, one begins to
sense an emerging picture whose reality is reinforced by Pasternak’s philo-
sophical interests prior to 1913. The concomitant strands of documentation
suggest that Pasternak’s understanding of the constituents of a unified per-
sonality is directly related to the individualized, unrepeatable capacity of each
human being for synthesizing in a subjective manner both inanimate and
animate phenomena, as well as the world of intellectual and spiritual ideas.
In this, he accepts Hume’s focus on the importance of perception and sen-
sation, but insists, nonetheless, that artistic ideas, in capturing the vitality
of sensations, remain dynamic energies fighting against the limitations of a

53. The most recent echoes of the debate prove that passions surrounding it are still intense:
“We have seen that on Hume’s account, the perception of an event must be a complex impres-
sion [ ... ]. An act of mind is only required subsequently [ . .. ]. Nevertheless, I think it is
doubtful that the experience of the event can be adequately characterized in this manner. What
it leaves out is a dynamic element in such experience, which is emphasized by Kant” (Allison
2008, 110).
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particularized time and space. As pointed out earlier (4.1), art for Pasternak
goes further than psychology in grasping the individual character of the “syn-
thetic flow;” a position of his youth that he acknowledges as late as 1957 in the
Sketch for an Autobiography. According to his recollection of “Symbolism and
Immortality;”* the subjectivity of artistic impressions becomes an all-endur-
ing symbol that survives death and destruction:

My paper was based on the idea that our perceptions are subjective [ ... ].
In my paper I argued that this subjectivity was not the attribute of every
individual human being, but was a generic and suprapersonal quality [ ... ]
though the artist was of course mortal like the rest of mankind, the joy of
living experienced by him was immortal, and that other people a century
later might through his work be able to experience something approaching
the personal and vital form of his original sensations. (Remember 63-64)

Jlok/maj; OCHOBBIBAJICS HA COOOpaKeHNN 0 CYOBEKTUBHOCTY HAILINX BOC-
npusituit [ ... . B fokIage mpoBoguiack MbICIb, 9TO 9Ta CYObEKTNB-
HOCTb He SBJIAETCSA CBOIICTBOM OT/E/IbHOTO YeN0BEKa, HO €CTh KaueCTBO
POJIOBOE, CBEPX/IMYHOE, YTO ITO CYyObEKTUBHOCTD YeTOBEYECKOTO MUPA,
Ye/I0BEYECKOT0 POJA. [ . .. | XOTS XyHOXKHUK, KOHEYHO, CMePTEH, KaK BCe,
CYacThe CYLIeCTBOBAHNS, KOTOPOE OH UCIIBITAJI, 6eCCMEPTHO 1 B HEKO-
TOPOM HPUOIVKEHUY K IMIHON ¥ KPOBHOI pOpPMe ero rmepBoHavasb-
HBIX OIYLIEHNIT MOXeT ObITh MCIBITAHO APYTMMM CIIYCTS BeKa IOC/Ie
Hero 10 ero npousBegeHnsM. (PSS 3:319)

All of this suggests that Pasternak’s work in Luvers on the perceptions of the
little girl, who was expected to become the heroine of a much longer tale,
emerged out of a larger vision that had been developing for many years. In
preparing for a focused examination of the novella, one can draw at this stage
the following conclusions:

1. The Childhood of Luvers is directly related to Pasternak’s interest in a
human self: the story is conceived from within the wider context of his
interests in perception and apperception, extending as far back as 1910.

54. See here Fleishman’s characterization of the paper: “it was semi-literary and semi-
philosophical in nature. Thus it was reminiscent of the paper on Natorp that Pasternak had just
written” (1990a, 51). See also Livingstone’s commentary about the surviving theses of the paper:
“Why such difficult concepts? Pasternak was writing for listeners who had spent some three
years studying problems of symbolism and to whom his philosophical language would not be
daunting” (MG 65).
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. It appears more than probable that Pasternak was particularly inter-

ested in establishing a paradigm for the development of awareness, as
the young girl advances beyond her earlier ability to register impres-
sions toward the act of understanding and absorbing “indelible” ideas.
The earlier texts suggest a progression from (a) material inanimate
objects confronting consciousness; to (b) the animating work of soul;
and finally to (c) the unifying presence of “spirit” and the world of
ideas “from the outdoors,” the dynamic spiritual centers characterized
by power, which enter reality with a force equal to the power of the
sun. Further analysis is needed to determine the extent to which this
structure is reflected in Luvers.

This three-layered progression is particularly evident in “Ordering a
Drama” with its invitation to the children to “bear this sweet pain: to
work; to think for the inanimate objects” [oHM BEIHOCHUIN 9TO ClTafOCT-
HOe CTpajaHMe: paboTaTh, [YMaTh 3a HeOAYIlIeBIeHHOe], an invita-
tion that reflects almost verbatim Pasternak’s many philosophical notes.
It also seems incontestable that in describing this process of an ever-
deepening and expanding apprehension, Pasternak is interested in
the synthetic quality of Zhenya’s perception as she synchronizes the
experiences that are both immediate and very distant or unfocused
(rymanmnsiin). In this, Pasternak echoes some of the major premises
of Hume, but as expanded and questioned by Kantianism and Neo-
Kantianism. There is a further debt to Hermann Cohen and his insis-
tence that “the finite is not happy to remain finite, but has the courage
to overcome the distance from infinity” (ARG 1:266-67; trans. Poma
1997, 144).

There is, thus, an overall impression in Pasternak that consciousness
is affected most strongly not only by what is immediate, but also by
what is still “outside experience” As Pasternak observes in describing
Zhenya’s stumbling on the “idea of the third person,” the impression is
all the more strong because its full reality remains outside of her range
of understanding: “the impression that lay behind it all was indelible.
[...]1Itlay beyond the girls awareness, because it was vitally important
and significant” [BriedatiieHne, CKpbIBaBIiIeecs 3a BceM, ObIIO HeM3-
r1aguMo. [ ... ] Ono nexcano éHe 6edeHus de60UKU, NOMOMY 4O ObLIO
HUSHEHHO 8aNHO U 3HauumenvHo] (CSP 178; PSS 4:86; trans. altered;
emphasis added).

Pasternak undoubtedly experiments in this passage with the artis-
tic means of blending categories that both proceed from and pre-
cede experience—in short, the Kantian categories of a posteriori and
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a priori, a pattern which also indicates that Pasternak in Luvers may
be taking the child in her development toward her first experience
of apperception whose spiritual and moral context is supplied by the
authorial voice and its reference to the commandments.

7. As Pasternak searches for a paradigm for the child’s growth that can
address the gap existing in the psychology of his day, he is focused on
the artistic means that can portray how a developing personality syn-
chronizes the categories of immediate reality and the phenomena of a
much wider range, starting from impressions and addressing itself to
ideas and questions of morality. In this pursuit he is unrestricted in his
artistic work and feels free to select and apply any insight of which he
approved before leaving philosophy. Cohen’s emphasis on the “other”
becomes a powerful moral guide, and the ancient Greek understand-
ing of soul and spirit, augmented by the analytical insight of Hume, is
there to be brought into the purview of his own experimentation.

8. In short, he considers the landscape of the developing self as territory
only partially explored in philosophy, and his training in this regard
presents something of a treasure trove for thematic and technical
experimentation.

9. Itis also possible then that the last name of the heroine in the Child-
hood of Luvers is a play upon this never-ceasing work of conscious-
ness flowing toward “something” or “someone” to be realigned within
itself—Lu-vers or vers le—a movement of perception that overtakes
and synthesizes the ever new data that informs, and is informed by,
“the essential self”>

10. Thus, in working on Luvers, Pasternak pursues an ambitious and com-
prehensive goal, with many uncertainties and unknowns—all ripe for
artistic exploration. The very range of these intentions may, in fact,
have been responsible for the puzzling discordance between Paster-
nak’s artistic aims and the critical reaction to his work.

5.4 Beyond the metonymous self:
Moving beyond traditional readings of the novella

In contrast to the reception of Pasternak’s earliest prose works, The Childhood
of Luvers was noted and celebrated, but the focus of the critics (so many of

55. This interpretation’s sense of ever-expanding journey is supported by a somewhat dif-
ferent etymological route. Fateeva speaks of Luvers (moBepc) as a ring in a sail, and by extension
with “wind,” “sail,” “boat” (2003, 225).
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whom were Russia’s most eminent and perceptive readers) had very little to
do with any of the concepts mentioned by Pasternak in the above passages.
This situation has hardly changed for the contemporary reader who is often
bewildered by Pasternak’s theoretical pronouncements, couched in difficult
and evasive language. Boris Gasparov, one of the most perceptive contempo-
rary critics, observed that Pasternak’s “artistic metaphysics” is a singular blend
of Tolstoyan vision and Futurism;® yet it appears that it was only the latter
aspect—Pasternak’s avant-garde or abstract qualities—that was immediately
seized upon after the publication of Luvers.” Sensing the remarkable dyna-
mism of his technical experimentation, critics have focused on Pasternak’s
ability to present a montage of differentiated details. What fascinated critics
was not the writer’s search for the pathways of unification of phenomena in an
evolving self-consciousness, but rather the break-up of the whole into parts,
and eventually—a spectacular series of metonymies and synecdoches. Per-
haps reflecting the spirit of the country in upheaval, critics ignored Pasternak’s
capacity to unify the immediate and infinite, while being drawn to his ability
to describe the disunited and broken. In short, critics were fascinated by the
disrupted diary of Zhenya Luvers’s impressions. The issues of soul and spirit
in this regard interested very few.

Thus, while reconnecting Pasternak to Tolstoy’s Detstvo, Yuri Tynianov
sensed the originality of the work and its unprecedented “newness” as he
focused his analysis upon the multitude of inanimate objects, broken and
reassembled elements, united not by organic life but by artistic montage, rem-
iniscent of abstract or Cubist art:*

Everything is given under the microscope of adolescent transition, which
changes phenomena under observation and makes them more brittle,
breaks them into a thousand pieces, turns them into living abstractions.
An object of everyday life (Bews 6biTa) must be broken into a thou-
sand pieces and glued together again, in order to become a new thing in

56. Witt (2000a, 135); B. Gasparov (1992a, 110-11).

57. Kuzmin’s reaction to the novella is an exception, rather than the rule: “The interesting
aspect of Pasternak’s novella lies not so much, perhaps, in the child’s psychology, as in the wave
of love, warmth, open-heartedness and unusual sincerity of the author’s emotional response to
the world.” [MInTepec mosecTu ITacTepHaka He B I@TCKOIL, MTOKaTyil, ICUXONIOTHH, @ B OTPOM-
HOIT BOJHE /MI00BY, TEIUIOTHI, IPSIMOLYLINS VM KaKOI-TO OTKPOBEHHOCTI 9MOL[MOHAIbHBIX
BocHpusTuit aBropal (PSSCom 3:543).

58. Malmstad, sharing this view, accepted by a greater number of critics, cites Pasternak’s
conversation with Zoia Maslenikova about poetry of 1917: “At that time I was very caught up
with cubism” (1992, 301)
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literature. In literature, so it seems, a glued together object is stronger than
an unbroken whole one. (1977, 161)

Similarly, Konstantin Loks, praising the story, spoke of “a manner of story-
telling, moving forward by means of descriptions of particularized detailed
accounts” [Tak 00ycaBIMBaeTCsA 0COOBIT CIIOCOO pacCKasbIBaHUA, BIKY-
1Ierocs omyMcaHueM 4dacTHocTell u geraneit] (1925, 286-87). This enthusi-
astic welcome not only avoided the issue of wholeness of the self, but shared
an implicit critical consensus: Pasternak’s protagonists, invariably engaged in
observation, were simply too passive, and the narrative itself was intrinsically
descriptive, with no interest in plot or action. “He is a writer without kith or
kin” [6e3 pony u mnemenn], proclaimed Zamyatin, and immediately observed
that Pasternak, for all his brilliant innovations in syntax, could not develop
a plot: “His own contribution is not in the area of plot (his work is plotless)”
[HoBoe y Hero He B cioxxeTe. OH 6eccioxerer] (Zamyatin 1923; [1967, 203]).

Roman Jakobson in 1935 proposed a critical framework® that situated
these approaches within a wider theoretical view that identified the highly
specific quality of Pasternak’s artistic gift (see also Chapter 2). In contrast to
the metaphoric images of Mayakovsky, Pasternak’s hero, in Jakobson’s view,
blends into the environment. His unification is with the world: he is “con-
cealed in a picture puzzle [ . . . ] broken down into a series of constituent
and subsidiary parts” (1969, 146). Pasternak thus presents cut-up parts of
the abstract world:® “Show us your environment and I will tell you who you
are. We learn what he lives on, this lyric character outlined by metonymies,
split up by synecdoches into individual attributes, reactions, and situations”
(Jakobson 1969, 147). Jakobson’s seemingly incontrovertible assessment of
Pasternak as “emphatically lyrical” identified the writer’s range as unsuited
to an epic theme (or possibly any theme outside his own or his heroes’ lyrical
feelings®!) for the simple reason that his “lyricism, both in poetry and prose,
is imbued with metonymy; in other words, it is association by contiguity that
predominates” (Jakobson 1969, 141).%2 This meant, in turn, that Pasternak’s

59. In Malmstad’s view, Jakobson’s position of 1935 became “that overcoat out of which has
come most of the commentary on the writer” (1992, 302).

60. Jakobson thereby echoes Tynianov’s image of “living abstractions” broken “into a thou-
sand pieces” (Tynianov 161).

61. “This attitude of childhood towards appearances corresponds perfectly to Pasternak’s
own. An epic attitude to his environment is naturally out of the question for a poet who is con-
vinced that, in the world of prosaic fact, the elements of everyday existence fall dully, stupidly,
and with crippling effect upon the soul” (Jakobson 1969, 139).

62. Mikhail Gasparov, as I have noted already, refuted Jakobson’s position, having analyzed
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characters were happiest when dissolved into the world they observe, and
most uninteresting and banal when they had to think or be active:* “The
hero’s activity is outside Pasternak’s sphere. When he does deal with action,
he is banal and unoriginal, defending in the theoretical digressions his right
to triviality. [ ... ] Pasternak’s stories are similarly empty of action” (Jakobson
1969, 149). Jakobson’s judgment—the triumphant acme of Russian theoretical
criticism—was a decisive step for Pasternak studies. With the return of inter-
est in Pasternak’s work following the Nobel Prize fiasco, The Childhood of
Luvers was hailed as highly innovative and exceptionally well suited to Paster-
nak’s temperament, a view spearheaded by Jakobson’s observation that “this
attitude of childhood towards appearances corresponds perfectly to Paster-
nak’s own” (1969, 139). Michel Aucouturier® and Angela Livingstone, fol-
lowed by a generation of critics in the 1970s and 1980s, developed Jakobson’s
position further by working with the concept of “the receptive hero,” a person
capable of absorbing and reflecting the world by becoming a metonymous
part of his surroundings. The most brilliant discoveries in the construction
of Pasternak’s world, including Faryno’s demonstration of Luvers’s “archepo-
etics” (1993), the quantitative analysis of Mikhail Gasparov (1995), and the
postulations of “metatropes” by Fateeva (2003), proved not strong enough to
overturn the critical consensus that Pasternak’s preoccupations in his early
prose were directed by his cubo-futurist experimentations and metonymous
relations.®

quantitatively the use of metaphors and metonymies in the poetry of Mayakovsky and Paster-
nak (1995).

63. See Glazov-Corrigan (1991, 137). Strictly speaking, Jakobson is not always consistent
in this regard. Occasionally he also insists that there is lack of agency, rather than lack of action,
in Pasternak’s narrative world: “The active voice has been erased from Pasternak’s poetic gram-
mar. In his prose ventures he employs precisely that metonymy which substitutes the action for
the actor. [ . .. ] The agens is excluded from his thematic material” (1969, 147).

64. In Aucouturier’s view, Zhenya Luvers as an artistic self is not yet an individual or a
metonymous self—rather she is a receptive generic concept: “Zhenya Luvers unites in herself
all the ideal conditions for a receptive attitude towards the world; a child who perceives things
directly without the screen of words, solidified concepts, habit; a woman who in her very body
is sensitive of the mysteries of life and creation. However, precisely because these are generic
and not individual qualities which mark her for the incarnation of the Pasternakian concept of
the personality, one cannot consider her as the first metonymous hero of the poet” (1978, 45).

65. As far as the understanding of Pasternak’s concept of personality is concerned, Jakob-
sons influence proved decisive, insofar as it ignored and dismissed a whole range of evidence as
ultimately banal. Jakobson acknowledges, for example, Pasternak’s “acute awareness of Symbol-
ism” (1969, 137) as well as the writer’s emphasis upon the phenomenon of “soul,” but he treats
both in passing and covertly suggests that metonymy as a principle provides here a sufficient
key for the indebtedness in question: one pattern, a grammatical formula of artistic vision, once
recognized and named, explains all other constructions. Thus, instead of a concept of personal-
ity whose highest idea is to overcome fate (Pasternak’s intention for the direction of his work),
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Thus, the model of the metonymic or receptive self triumphed, and while
it captured some essential features of Pasternak’s prose, it cut out a whole
range of narrative themes and tropes, as well as the novella’s philosophical
undertones. It is my position in the present investigation that the critics who
accepted the metonymous model for the construction of Pasternak’s protago-
nists made assumptions that mistook the very scope of Pasternak’s ambition.
In the next two chapters I challenge this prevailing view and argue instead
that the fuller picture is far more complex: even if Pasternak’s university stud-
ies might no longer direct his thought, this earlier training carries the force of
initial blueprints for the understanding of reality nourished decisively by the
methodology of philosophical inquiry. In short, the goal of the subsequent
chapters is to address the rather formidable dislocation between Pasternak’s
plans “to visit a human self when she is whole” and the picture of Zhenya as
a “childlike spontaneity and a feminine receptivity” (Aucouturier 1978, 45) in
order to suggest a novel approach to Pasternak’s first major prose work.

Jakobson’s powerful analysis supplies a picture in which “the genuine agent has no place in
Pasternak’s poetic mythology” (1969, 148).



“The Long Days” in
The Childhood of Luvers
Chronology of a Permeable Self

he analysis of “The Long Days” (Part I of Detstvo Luvers) will pursue sev-

eral interconnected aims. Its principal goal is to emphasize the novella’s
overall design, which has hitherto escaped critical notice. The Kantian notion
of a posteriori and a priori ranges of perceptions will be approached as fun-
damental to the organization of the novella: the analysis will explore how the
sense of finite and infinite, known and unknown, changes and expands at
every major stage of the child’s growth, while some key elements of Zhenya’s
world, reintroduced into this ever renewed context, gain a deepened signi-
fication. Thus, the chapter will argue for the presence of meticulously orga-
nized narrative layers (reflected in a series of Tables 6a-6d)—the sequential
expansion of the phenomenal world as it captures and restructures Zhenya’s
perception. These layers will be approached as evidence of Pasternak’s nar-
rative strategy that goes beyond metonymic paradigms: each major event of
the novella, signifying yet another of Zhenya’s rites of passage, will be viewed
as a familiar, everyday occurrence, disrupted nonetheless by the expanding,
startlingly new, and eventually unlimited range of phenomena—a design
reminiscent of the three worlds in “Ordering a Drama.” While unveiling this
narrative pattern, this chapter will emphasize the gradual realignment of met-
onymic or contiguous series within a taut metaphoric structure that grows
ever more elaborate and complex, just as the novella approaches a paradigm

198
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shift in Part II, “The Stranger” Table I, entitled “Chronology of a Permeable
Self” will conclude the chapter. As it collects the evidence of Tables 6a-6d
(and looks forward to completion in Chapter 7), Table I facilitates the demon-
stration of the philosophical vision underlying the expanding patterns of the
child’s sensations as they are carefully aligned not only with different seasons
of the year, but also with the gradual approach of the as yet unknown external
world of Russia at the beginning of the twentieth century.

6.1 Transition from infancy to early childhood:
Zhenya’s first awareness of the world beyond

The first scene of the novella, so familiar to all readers of Pasternak—Zhenya
Luvers’s transition from infancy to early childhood (Bsixon us mmapenue-
cTBa)—is often understood by critics as an emblem for much of the writer’s
early prose.! AsIargued in Chapter 4, this scene is focused on the impressions
of an as yet undeveloped self and, for this reason, its emblematic character
must by definition be limited. Nonetheless, the scene presents a series of star-
tling portrayals of the synthetic nature of perception into whose purview enter
images that may appear somewhat accidental. The most arresting of these,
however, are destined to follow Zhenya throughout her life in the novella
and, consequently, to play an important part in the organization of the nar-
rative. The centerpiece of the scene is the contrast between the child’s vague
understanding of things and images which (for all their baffling appearances)
already possess names and her dawning awareness of a reality beyond what
is grasped, named, and known.? More important still, this unknown world
is introduced as more kindred to Zhenya than what is known and familiar.
This design is carefully steeped in an overall state of confusion: the child is
both drawn to and frightened by everything that has no name and no clear

1. See here, for instance, Bjorling (1982, 141-43) and Faryno: “this whole novella is born
if not from its first paragraphs, then at least from its first chapter” (1993, 1-2).

2. In Faryno’s reading almost all images of the opening scene have continuous resonances
throughout the narrative. For a lack of time “to explore all,” he selects certain “key” images
or motifs [ 0CTaHOBIIOCH MUIIb HA T€X MOTUBAX, KOTOPbIe MOTYT PacCMaTPMBATLCA KaK
ornpasHble]. Hence, he argues that the mention of Zhenya’s childhood toys—ships and dolls
[kopabmuxu n xyknbi]—already contains the notion of the journey and navigation, while
dolls indicate motherhood and home, and both of these are the central themes of the narrative
(1993, 2). In this context it is all the more important to find the dynamic pathways of the im-
ages’ realignment—layers of transformation that indicate a direction beyond that of intertex-
tual and intratextual echoes.
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delineation,® while at the same time everything known that has a name is also
characterized by a kind of delirjum:

In those days Zhenya was put early to bed. She could not see the lights
of Motovilikha. But once something scared the Angora cat, and it stirred
suddenly in its sleep and woke Zhenya up. Then she saw grown-ups on the
balcony. The alder overhanging the railings was dense and iridescent as
ink. The tea in the glasses was red. [ ... ] It was like a delirium—except that
this one had its name, which even Zhenya knew: They were playing cards.

However, there was no name of determining what was happening far,
far away on the other bank. That had no name, and no precise color or defi-
nite outlines. And as it stirred it was familiar and dear, and was not deliri-
ous as was the thing that muttered and swirled in clouds of the tobacco
smoke [ ... ]. (CSP 133; emphasis added)

JKenio B Te rogp! crmarh ykmagpisanyu pano. OHa He MOITIa BUJIETh OTHE
Motosunuxu. Ho ofHa>Xabl aHTOpCKas KOIIKa, YeM-TO MCIyTaHHAs,
pesKo LIeBebHYIach BO cHe 1 pasbynmna XKenro. Torga ona ysupgana
B3pOCTIbIX Ha 6ankoHe. HaBucaBmas Hay 6pycbaAMy obxa 6blIa rycta
U MepenyuBYaTa, Kak depHuia. Jait B crakaHax ObUT KpaceH. [ ... ] 9mo
6b1710 noxoxce Ha b6ped, HO Y 3mMo20 6peda ObLIO C60e HA3BAHUE, U3BECTNHOE
u JKene: nta urpa.

3aTo HUIIOYEM Henb3 ObITIO OIpeeINTh TOTO, YTO TBOPUIOCH Ha
TOM Oepery, ja/ieKo-/ja/ieKo: Y TOro He ObI/Io Ha3BaHMsA 1 He OBIIO OTYeT-
JIMBOTO 1IBETA Y TOUYHDBIX OUEPTAHWIL; U B0IHYIOU eeCs, OHO ObIIO MUTIbIM
U poOHbIM U He OBITO 6pefioM, KaK TO, 4YTO 6OPMOTAJIO M BOPOYAIOCh B
KIy6ax TabaqHOro AbIMa [ . .. ]. (PSS 3:34)

The frightening nameless principle that makes Zhenya cry is the dark factory-
village, Motovilikha, at night, appearing in the reflected light of either the set-
ting sun, electric lights, or the moon;* it is an arresting image of the unknown
world surrounded by a halo of light. Equally significant, however, is the fact
that the factory produces “cast iron”; metal makes its marginal entry here into
an otherwise pastoral home® with the “iridescent alder overhanging” its rail-

3. Jakobson notes: “For Khlebnikov, as for the little heroine in Pasternak’s story, a name
possesses the complete and comforting significance it has in childhood” (1969, 139). The em-
phasis, however, is not so much upon naming, but upon sensing an infinite, as yet unnamed
space that retreats behind the name.

4. Gorelik observes that the theme of light always accompanies the description of night in
Pasternak (2000, 67).

5. See Faryno: “In the poetic system of Pasternak the motif of the ‘factory’ becomes one
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ings.® This emergence of an unfamiliar world” (which contains, in the clos-
est of proximities, a great number of details ready to spring into symbols)® is
dearer to the child than the house, the alder, and the alien but habitual (and
already named) card game of the adults. Thus, Motovilikha at night is Zhenya’s
first unnamed presence, introduced pointedly in order to set up a metaphoric
place-holder for the new and expanding impressions of the unknown and
unreachable® that will appear in the narrative each time the child approaches
a new stage of growth and traverses a new boundary between what is familiar
and what is “beyond” her knowledge or frame of reference.

It should also be noted that the card game, mentioned in the scene as if
in passing, is by no means accidental. As Zhenya leaves infancy, Pasternak
underscores the importance of the transition by acknowledging and display-
ing his debt both to the Symbolists and to Rainer Maria Rilke: the playing
hands of fate, surrounded by the colors of a masquerade,'* appear as the child
enters the world whose arbitrary and yet significant design will from now on
be imprinted on her memory. Moreover, the image of hands will become a
recurrent motif throughout Luvers, operating as another marker, changing its
position and signification every time it denotes the approach of a new stage in
Zhenya’s growth (see Table 6a below).

of the variations of his transformative chains” (1993, 11). In contrast to Faryno’s emphasis on
the “alchemic” nature of these transformations, the image of metal appears to us as threatening,
preparing the image of nature imprisoned and “in chains” [Bosoua cBepxkalomue ey BeTBeii]
at the conclusion of the novella (PSS 3:84).

6. Farynos reading of the “iridescent alder” as kindred (in its reflections of light and thick-
ness of color) to the appearance of the Kama River opens up, in our view, a larger theme of the
role of nature in the novella (1993, 15). Fateeva, in citing Pasternak’ letter of May 1912, suggests
that the garden in Pasternak is always linked to a crossing into the world of his “inner infinite
garden” (2003, 127).

7. Both Faryno and Fateeva emphasize the etymology and mythological overtones of
Motovilikha (motki and motivilo—the spools of wool and the instrument for their unveiling)
(Faryno 1993, 12-13; Fateeva 2003, 128). Faryno observes that Motovilikha’s role is broken
into two counterparts: “unseen” and “not understood” (1993, 15), while these qualities appear
to readers not as opposed, but rather as interconnected. Fateeva notes that the “inanimate”-
“animate” world in Pasternak constantly changes its form and calls for an indefiniteness in nam-
ing and appearance, so that the text is oversaturated with indefinite neuter pronouns, variations
of “some-thing” [uTo-T0, HeuTo] (2003, 125).

8. Gorelik, following Yuri Lotman and B. A. Uspensky, speaks about post-symbolism as
a genre, and of a symbol as a type of a sign that creates “methodological situation” (2000, 6).
Fateeva, following Barthes’s Mythologies, speaks about a creation of a “personal mythology of
the author” wherein every detail of the world assumes its own compositional function in the
narrative (2003, 137).

9. Gorelik notes about the role of Tsvetkov, “He incarnates an appearance as yet unre-
vealed [Hepackpsitoe siBnenne] as Motovilikha or the street without a name” (2000, 107).

10. In a somewhat different context Ljunggren observes that the hand was the most “be-
loved” of Rilke’s synecdoches; further, she traces the role of Rilke’s hand—“Die hastige Hand”—
to the sculptural analogue of Rodins “hand of God” (1984, 99-100).
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In Pasternak’s narrative, then, Zhenya does not simply notice an unknown
reality; she internalizes its mystery, and the formation of her character reflects,
as in a mirror,!! the external outlines of this new experience:

That morning she emerged from the state of infancy she had still been in
at night. For the first time in her life she suspected that was something that
the phenomena kept to themselves [ . . . ]. For the first time, like this new
Motovilikha, she did not say everything she thought, but kept to herself what
was most essential, vital, and stirring. (CSP 134; emphasis added)

B 9T0 yTpo OHa BBILIIA U3 TOTO M/IafeHIeCTBA, B KOTOPOM HAaXOLM/IACh
emre Houblo. OHa B IEpPBBIIT pa3 3a CBOM IOJbI 3aI10[,03pU/IA SIBJIEHNUE B
4eM-TO TAaKOM, 4UTO sIBJIeHMe M1M00 ocTaBseT npo cebs. [ ... ] Ona Buep-
Bble, KaK I 9Ta HOBasi MOTOBM/INXA, CKa3aja He BCe, 4TO MOfyMana, 1
caMmoe CyIeCTBEHHOe, Hy)XHOe U 6eCIIOKOiIHOe CKpbLIa Ipo cebs. (PSS
3:35)

Here, then, is Pasternak’s first emblem of the child’s consciousness in the pro-
cess of change. While the focus upon new materials entering consciousness is
intentionally obscured, the lines of kindredness are most clearly established
between the child’s inner sense of self and the marginal and indefinite content
of her experience. The focus of this complex passage, the vague indefiniteness
that appears at the boundaries of consciousness, produces in the girl a parallel
awareness of a similarly vague and as yet unknown inner world.

Moving further and further away from his studies of philosophy, Paster-
nak nonetheless signals here his indebtedness to Kant’s “synthetic judgment,’
as the child’s awareness of spatial and temporal categories (outer and inner
forms of intuition) is introduced as an act of perception that blends and syn-
thesizes both a priori (the kindredness with the unknown) and a posteriori
(impressions already established by experience). This recognition of the unfa-
miliar and yet kindred as both inner and outer constitutes the first temporal
boundary that Zhenya crosses, herself unaware of any dividing line, moved
only by an inborn sympathy of the obscure for the obscure, of the hidden for
the equally hidden and mysterious.

In this portrayal of emergence from infancy, one finds Pasternak’s charac-
teristic and well-analyzed “contiguous series” or “metonymous relations,” that
is, patterns of narrative that establish ties of kindredness between the girl and

11. Fateeva proposes that “mirror” and “reflection” in Pasternak are invariably intercon-
nected with the transformation of the “face” of the lyrical subject (2003, 160).
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the external world, obscuring the outlines of personhood. Such descriptions,
proposed by Jakobson as comprising Pasternak’s essential technique,'? will, as
we shall see, dominate the author’s early portrayals of Zhenya’s childhood, but
they will not characterize her life at the time of her meeting with the myste-
rious Tsvetkov. At the beginning of the story, however, the contiguous series
are a dominant device, for even her passage from childhood is introduced by
means of a kindredness between herself and the world, and yet it is just as
important to emphasize that while the girl’s consciousness synthesizes the sur-
rounding world, her feeling of kindredness is attached not to the familiar, but
to the mysterious, unnamed, and unknown.

6.2 Childhood:

Acquaintance with still life and the
quiet plasticity of the northern daylight

The first: a true story, reality, as a great immobile legend of wood and
cloth, objects in need, twilight in need, like a church parish that has grown
stale from waiting. [ . .. ] The first is—reality without movement [ . . . |.

—“Ordering a Drama” (MG 27)

As observed by critics, every major scene in the story’s first pages rejects the
possibility of agency and draws instead a de-animated human being sur-
rounded by the kindred series of inanimate objects.!*> However, it is equally
important to observe that acquaintance with the inanimate world is char-
acteristic only of Zhenya’s early childhood, and that a few scenes operate in
this regard as emblem-images or emblem-sequences that exemplify the child’s
earlier state of mind in her instinctual interaction, through perception, with

12. Cf. “However rich and refined Pasternak’s metaphors may be, they are not what deter-
mines and guides his lyric theme. It is metonymical, not the metaphorical passages that lend
his work an ‘expression far from common. Pasternak’s lyricism, both in poetry and in prose,
is imbued with metonymy; in other words, it is association by contiguity that predominates”
(Jakobson 1969, 141).

13. See here Jakobson: “The hero is [ . . . ] replaced by a chain of concretized situations
and surrounding objects, both animate and inanimate” (1969, 146-47). Fleishman similarly
observes that the focus of the prose is “landscape descriptions, interiors and still lives”: “Regis-
tration of shifts in the semantics of the world that describes the thing prevails over the conflict
of characters, and the movement of the ‘word’ is more noticeable than the movement of the
‘character’” (1979, 48). Rudova echoes: “The reality that Zhenya sees through relationship of
things becomes the stream of images” (1997, 55). Wiegers concludes, accepting Jakobson’s
position that the absence of active agent [orcyrcTBue gesrens] is the result of Pasternak’s met-
onymic prose style (1999, 288).
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the material objects around her. Perhaps the most arresting emblem!* of these
earlier sections is another episode involving the movement of hands. The very
slow motion of the impersonal hands of the strict English governess as she
presides over the dinner table asserts balance between the inner and outer
worlds in concentric, ever-widening circles: from the food to the mood of the
children, to the pieces of furniture and rooms in the house, and to the quiet
and softly lit day. The governess’s hands, introduced as a replacement for the
parents’ card game, reorder the initial memory that Zhenya carries with her
upon leaving infancy. Orderly in themselves, the governess’s hands no longer
play: their focus is a movement from inanimate objects to the world of the
growing children, and they belong to a person dehumanized by her proximity
to orderly, inanimate reality. Lit by the diffused northern day and herself an
emblem of orderly balance, the woman occupies a space next to the “graying”
oak sideboard cabinet and a “severe” collection of heavy silver. By contrast
with the governess, then, these surrounding objects are almost humanized
while the governess, at the center of this design, metes out neither pleasure
nor happiness, but a well-ordered, emotionless, tepid universe which prom-
ises to last without limit in the narrative section, fittingly entitled “The Long
Days™:

The quiet northern daylight streamed through the curtains. It was unsmil-
ing. The oaken sideboard seemed gray. And the silver lay piled there heavy
and severe. The lavender washed hands of the governess moved above the
tablecloth. She always served everyone his fair portion and had an inex-
haustible supply of patience, and a sense of justice was germane to her to
the same degree as her room and her books were always clean and neat.
The maid who brought the food stood waiting in the dining room and only
went to the kitchen to fetch the next course. It was pleasant and comfort-
able, but dreadfully sad. (CSP 134)

CKBO3b rapyHbI CTPYUIICS TUXMII CeBepHBIl AeHb. OH He ybIbancs.
Iy6oBbiit 6ydeT Kaszanca cebIM. TAXeno ¥ CypoBO TPYAMUIOCH cepebpo.
Hap ckaTepTbio ABUTaINCh TABAHOM yMBIThIE PYKYM aHITIMYAHKI, OHA
HVIKOTO He 00pensiia u 06/1afana HEMCTOLMMbIM 3a[1aCOM TEpPIEHbs; a
4yBCTBO CIPABEIMBOCTY OBIIO CBOJMICTBEHHO €i1 B TOJ BBICOKOIL CTe-

14. According to Wiegers, the infantilism of Luvers is directly linked to the fragmentary
nature of the narrative and the fact that her parents are deeply indifferent to her (1999, 232).
However, the parents are kept outside of her interests particularly in the first part of the story
when her consciousness is developed in relation to objects. This pattern is not general; it will
change in other episodes of the novella.
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[IeHM, B KaKOJl BCerga 4imcra OblIa ¥ OIpPsTHA ee KOMHATA 1 €€ KHUTH.
TopHuYHasI, [I0JaB KyLIaHbe, 3aCTalBalach B CTONOBOI M B KYXHIO
YXOAW/Ia TOJBKO 3a CaefyomumM 6monom. beino yro6Ho u Xxopouro, HO
CTpALIHO NevaabHO. (PSS 3:35)

On the whole, then, this everyday comfortable life of Zhenya’s early childhood
continues to imitate the movements of the governess’s hands. The events move
out of the center to the periphery and never back—from the governess’s hands
to the world outside, but not the other way round, just as the governess’s hands
only serve, give, measure, but rarely receive.

One should note that there exists—against this balanced, well-measured
space—a disorderly and irrational residue that threatens the established order:
the electricity of the parents’ presence and feelings. However, just like Motovi-
likha at night at the beginning of the story, the parents’ inexplicable irritability
remains very much on the outskirts of the children’s consciousnesses—experi-
enced on this occasion “within” as a kindred weight of resentment and guilt:*®

Totally vulnerable, and somehow unrecognizable and pathetic, this father
was genuinely terrifying, unlike the merely irritated stranger. He produced
more effect on the little girl; his son was left moved.

But their mother bewildered them both. [ ... ]

Everything that passed from parents to children came inopportunely
and from outside, elicited not by them but by some external cause—and as
is always the case, it had a touch of remoteness and mystery, like whimper-
ing outside the city gates at night when everyone is going to bed. (CSP 135;
emphasis in original)

Huyem HeyA3BMMBIN, KaKOJ-TO Hey3HaBaeMblll U JKaJAKuUil,—amom
orel| ObII—CTpalleH, B IPOTHBOIIOIOKHOCTD OTIIY pasfipaKeHHOMY, —
gy>xomy. OH Tporasn 60/blie JeBOYKY, CBIHA MEHBbIIIE.

Ho MaTb cMymana ux o6oux. [ ... ]

Bce, 4TO 110 OT popuTeneil K meTAM, IPUXOAMUIO HEBIOMAJ, CO
CTOPOHBI, BbI3BAHHOE HE MMM, HO KaKMMM-TO HOCTOPOHHUMU HPUYN-

15. Gorelik observes the correlation between poor relations of parents and children and the
narrative focus upon objects and, just like Wiegers, considers these to be characteristic of the
world of Luvers (2000, 104-5). However, this correlation is characteristic only of the first part
of the narrative, of the world characterized by the English governess, when the space, as Gorelik
notices, appears comfortable but cold to Zhenya. Parents in this section replace the unknown
distant qualities of Motovilikha, awakening in the children not merely the inner concealment
of curiosity, but the concealment of resentment.
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HaMU, U OTJaBaJIo a/leKOCThIO, KaK 9TO BCerja ObIBaeT, U 3arajikoil, Kak,
HOYaMM, HBIThE I10 3aCTaBaM, KOTJIA BCe JIOKATCs ciaTh. (PSS 3:36-37)

The parental presences are kept very much at a distance; their actions are liter-
ally at the boundary of the children’s consciousnesses; the temporal and spatial
markers are those of outsiders to the routine of everyday: “like whimpering
outside the city gates at night when everyone is going to bed” [Houmve no sacma-
6am, koeda ece noxamcsi cnamv] (CSP 135; PSS 3:37; emphasis added). These
most “kindred” and immediate people are at this point only strangers who
threaten to undermine (but never do) the horizontal symmetry of the chil-
dren’s world while widening and deepening it with a sense of danger—with an
unconscious hidden uncertainty of the external and distant, reflected in the
unexpected bouts of irritability and guilt, experienced by the children, who
otherwise remain surrounded by what is, on the whole, a world of animated
objects and de-animated humans (see Table 6b).

As Fleishman aptly observes, this manner of writing destroys the dividing
line between subjects and objects (1977, 19-21). Indeed, as noted above, it is
not really the governess, but her hands, and more precisely her rooms that
continue to inscribe order in the Luverses’ house. The subject seems to have
no power over objects: objects move in unison with human beings, echoing
their thoughts, impulses, and states.!® The symmetry of subject-object—which
slows down time by arresting and even reversing the possibility of incontro-
vertible action or agency—indicates, however, not merely Pasternak’s techni-
cal penchant for a weakened agent,” but also something of the magical quality
of childhood, its wonder and sadness. As human consciousness expands, how-
ever, and the subject perceives the world and sees herself reflected in objects,®
the established balance ensures—at this stage, at least—that no event or action
can take place in this world as it continues to hide from the children the reality
of their own powerlessness or, what is equally possible, their as yet unknown
power.

In the meantime, Zhenya, after lingering for a very long time in the world
without clearly defined agents—with its “playing and squabbling, writing and
eating in completely empty, solemnly deserted rooms” [Ho Bce yaine u yarie

16. See Glazov-Corrigan: “the loneliness and uneventfulness of the children’s early years
[...]1is described as an interaction, an acquaintance with the inanimate world around them”
(1991, 139). See also Barnes: “Both Pasternak and his heroine thus emerge as enraptured pas-
sive observers, rather than demonstrative masculine doers” (1989, 271).

17. See Glazov-Corrigan (1991, 140); Rudova (1997, 55); Wiegers (1999, 288).

18. Glazov-Corrigan (1991, 157 n.11) also emphasizes that in the first part of the “Long
Days” Pasternak avoids the question of the interaction between brother and sister by observing
that “up till now they had lived as a pair” [go cux nop onu >xum napoii] (CSP 146; PSS 3:49).
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UTPANOCh ¥ B3TOPUIIOCH, IMIOCh M €l10Ch B COBEPIIEHHO IYCThIX, TOPXKe-
CTBEHHO Oe3mogHbIx KoMHaTax] (CSP 134; PSS 3:35)—will finally transgress
this boundary" and turn toward a singular confrontation, this time with the
forces of nature. On this new boundary, however, the new kindredness of pat-
terns will continue to preclude major changes, permitting the state of child-
hood to last for a while longer, with the deceptive and comfortable promise of
uninterrupted permanence.

6.3 The boundary of spring and the outlines of soul:

New kindredness with nature at the appointed time

It is characteristic for Pasternak that the textual marker for soul is presented
as underlying (rather than coinciding with) expanding consciousness. Soul
in Luvers appears initially as an incidental place-holder for misnamed moral
concepts, an inner self of which the growing children are aware very par-
tially, being otherwise guided by superstition and prejudice. It is also note-
worthy that “soul” makes its first appearance in the context of the children’s
suppressed irritation at their “distant” parents, an irritation, accompanied by
a vague sense of guilt:?® “the concepts of punishment, retribution, reward,
and justice had in a childish way already penetrated their souls, while distract-
ing their consciousness” [TIOHATVS Kapbl, BO3LAasHNUsA, HATPAAbl U CIIPaBef-
JIMBOCTU NPOHUKIU YoHe NO-0emcKu 8 UX OYuLy U OmeneKanu 6 Crmopory ux
cosnanue]?' (CSP 136; PSS 3:37; emphasis added). The childrens “souls” in

19. Gorelik, in the chapter “The image of a line, frame, boundary in the youthful prose
works” [O6pas muHuM, OIpaBbl, PAHNIB B IOHOIIECKMX IIpo3andeckux Habpockax] (2000,
17-27), suggests the interrelation between boundary and childhood (2000, 17) and notes
(2000, 23) Pasternak’s letter to Olga Freidenberg of July 23, 1910, where the writer speaks of
boundary and city outposts [rpanuibl 1 3acTaBbI] as an entry into a “spiritual spaciousness”
[myxoBHble pocTpancTBal (PSS 7:49). In the context of this, the appearance of the phrase
“howling at city gates” [HbITbe 10 3acTaBaM] in the novella signals a presence of the boundary
and its openness to a “spiritual spaciousness.”

20. It is noteworthy that the major change in Zhenya’s relationship with her mother, which
coincides with the coming of spring, remains unnoticed in criticism. For Pasternak’s critics,
Zhenya’s moral development either remains generic, rather than individual (Aucouturier 1978,
45); or it is interconnected exclusively with Tsvetkov (Barnes 1989, 272); or “Pasternak saw
Christianity at that time as only one cultural system among many” (Fleishman 1990a, 104).
Faryno (1993), while emphasizing the connection between Zhenya’s early years and the apoc-
ryphal accounts of Mary’s childhood, does not note the mother-daughter transformation, while
Bjorling discounts the reality of the sudden warmth: “Zhenya is in all senses an unenlightened
if not neglected child” (2010, 132).

21. There is a slight alteration of the translation (cf. in CSP “had in a childish way already
penetrated their souls, distracting their consciousness”). “While” was placed between “soul” and
“distracting” in order to emphasize that the two concepts are not identical in the narrative.
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Luvers, then, enter the narrative as independent principles associated with
the concepts of spiritual life, which, initially ill-fitting and misdirected, are
blended with unconscious resentment, pain, and misunderstanding, and
remain on the outskirts of the children’s consciousness—a deepening of an inner
world by an as yet unnamed, unclear though distant force. Kantian influ-
ence is again clearly in evidence here, as the concept of soul is introduced as
another example of the synthetic blending of a posteriori (diverse threads of
poorly understood Christian teachings and dogmas) and a priori (a weight or
a force for which there is—as yet—no name).

The proximate cause of this inner weight is the children’s literally clos-
est kin—their estranged parents—who tend to destroy the orderly symmetry
of their lives, otherwise carefully guarded by the English governess. In their
disruptive acts and emotions, the parents stand for a painful and unwelcome
connection to the external world, as well as to the children’s future that still
awaits discovery. The emphasis on “soul” is, thus, consistently re-introduced
into the context of the direct interrelation between anger at parents and the
children’s conscience:

And often, when a calm of rare clarity came to their souls and they ceased
inwardly to feel they were criminals—when their consciences were relieved
of all the mystery that evaded discovery, like fever before a rash, they saw
their mother as aloof, remote from them, and irascible without cause.
[...]

At first they would cry; later, after one especially sharp outburst, they
began to take fright; then, over the years, it turned into a concealed and
increasingly deep-rooted antagonism. (CSP 135; emphasis added)

W gacro, KOTja B MX [ylIaX HACTYIAa Ha PEIKOCTb SCHBII MOKOI, 1
OHJ He YyBCTBOBA/IM IPECTYIIHUKOB B cebe, KOIfa OT COBECTI UX OTIIe-
rajio Bce TAaMHCTBEHHOE, Yypaolieecss 0OHapy>KeHbs, I0OX0XKee Ha >Kap
Iepey ChINbIO, OHM BUJEIM MAaTh OTYY)KAEHHOI, CTOPOHsIIeiics ux u 6e3
MOBOJY BCIBUIBYMBOIL. [ . . . ]

CHauaJia, CIy4a0Ch, OHU IJIAKa/IN; IIOTOM, II0C/Ie OZHOI 0COOeHHO
PE3KOI BCIIBILIKY, CTAIV GOSITHCS; 3ameM, ¢ meueHUeM iem Mo nepeuisio
Y HUX 6 3amaeHHyio, 8ce ery0iuce YKOPeHI8ULY10CS HenpusisHy. (PSS 3:36)

Soul as terminology and concept appears first in a world that is almost
automaton-like in its orderly balance: the soul’s emergence, spearheaded by
erratic and inexplicable events, disrupts the world’s comfortable but joyless
routine. On this occasion the absent-minded animation of the “ensouled”



“The Long Days” in The Childhood of Luvers | 211

lamps?? signals the appearance of this new principle, approaching from the
outer distances and from the inner, as yet unexamined depth of resentment,
hurt, and pain, a principle that psychological terms and religious categories
suggest as an ill-fitting, but orderly and symmetrical system of rewards and
punishment. Thus, Pasternak compares the children’s growing shame with
“what in French might be called christianisme (because none of this could be
called Christianity)” [4To x04eTcs 0603HaUUTD NO-PPAHLY3CKM “XpUCTHA-
HI3MOM, 32 HEBO3MOXXHOCTBIO Ha3BaTh BCe 3TO XpUCTHAHCTBOM] (CSP 134;
PSS 3:36). This state of superstition and guilt,?® as Pasternak emphasizes, has
a particularly strong effect on the girl, for it “sometimes seemed to her that
things could be no better—nor, indeed, ought they to be so in full view of
her perversity and impenitence—and that it all served her right” [To nuxorna
Ka3ajIoch eif, 4TO JIy4Yllle ¥ He MOXKeT U He JTO/DKHO OBITD IO ee MCIIOpPYeH-
HOCTU M HepacKassHHOCTY; 4TO 3TO nogpenoM] (CSP 134; PSS 3:36).

The focus on the girl permits Pasternak to develop a startling psycho-
somatic sequence, within which the hidden inner weight of guilt and anger
begins to operate as a physical ferment, the hormonal imbalance of a maturing
organism: “their whole beings shuttered and fermented, utterly bewildered by
their parents’ attitude to them” [Bce ux cymectBo cogporanocs u 6poguno,
cOUTOE COBEPLIEHHO C TONKY OTHOLIeHMeM popuTeneil K Hum| (CSP 134;
PSS 3:37). Moreover, the young girl’s guilt for the great number of unnamable
sins is no longer supervised by the cold and fair English governess, but by an
erratic French woman, obviously the bearer of “le Christianisme.” She dis-
trusts and torments the young child, already perplexed and burdened by her
sense of sinfulness. The French woman has no name, but, in Zhenya’s mind,
this governess looks like a fly, an instinctual life that has no memorable or
intelligible significance. Thus, if the development of the children’s conscious-
ness is coordinated in the first part of the narrative with the balanced motion
of human beings in relation to inanimate objects, then this new stage includes
not only inanimate objects, but also emotional, physical, and instinctual forces
inside and outside the body of the child.

22. The absence of the parents is matched by the absent-mindedness of the lamps whose
soul is outside: “The lamps only highlighted the emptiness of the evening air. [ . . . ] In their
souls they were out in the street [ . . . ]. Here was where the light disappeared for the evening.
Their parents were away” [JIaMIIbl TOZBKO OTTEHS/IM MYCTOTY BeYEPHEro Bo3ayxa. [ . . . |
Jyuroit cBoeit ouu 6N Ha ynune. [ . .. | Bor e Bedepamu npomagany pamiisl. Pognrenn
6b111 B oTheszie” (CSP 137; PSS 3:38; trans. altered).

23. Pasternak’s opposition between Christianisme and the Russian word for Christian-
ity—xpucTnancTBo—is quite a peculiar one. His jab at the French is here a signal of his own
attraction to Christianity as a living mystery, rather than as a list of dogmatic rules. In this he
never changes. See, e.g., Bodin (1990).
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Zhenya’s first menstruation, playing a role of purgation on several levels
of the narrative, is presented, therefore, as a spectacular series of contiguous
relationships, the gathering of an oversaturated synthetic unity that signals
the approach of a new and highly meaningful boundary. The initial onset of
the blood-flow, just like the French governess, has no name at first and cor-
responds to a multiplicity of carefully garnered textual layers: Zhenya’s fear
of the French governess, her growing dislike of her parents, her painful and
secretive body (which reflects her own stubborn and instinctual secretive-
ness), and, finally, the gathering intensity of the Kama River as yet blocked
by cold and ice. As in the earlier part of the narrative, all these contiguous
motifs appear to possess similar characteristics of inner swelling, sickness,
secrecy, concealment, and guilt, evident in the whole spectrum of details,
which include:**

a) the description of the lamps in the room:

They gave no light but swelled up inside like sickly fruits, with a
clear and lackluster dropsy that distended their dilated shades.
(CSP 137)

OHu He faBanu cBeTa, HO HaOyX/IM M3HYTPHU, KaK GONbHBIE
IUIOZBI, OT TOJ MYTHOI ¥ CBET/ION BOJSHKM, KOTOpPas paspy-
BaJjIa MX OflyT/IOBaThle Kommaku. (PSS 3:38)

b) the psychological state of the child:

For the girl, these were years of suspicion, solitude, and a sense
of sin [ ... ]. [IJt therefore sometimes seemed to her that things
could be no better—nor, indeed, ought they to be so in full view
of her perversity and impenitence. (CSP 134)

A Tak Kak /s ZeBOYKY 9TO OBV TOABI IOFO3PUTENbHOCTI 1
OIVMHOYeCTBA, YyBCTBA IPEXOBHOCTH | . .. | TO MHOTA Ka3amoch
eif, YTO JIydllie ¥ He MOXKET U He JO/DKHO ObITb II0 e€ VICIIOPYeH-
HOCTY ¥ HEPACKAsTHHOCTM; YTO 9TO MOfenoM. (PSS 3:36)

c) the girl’s behavior during the onset of menstruation:

She could only deny it and stubbornly disavow the thing that was

24. Here, the argument restates the findings of Glazov-Corrigan (1991, 141-42).
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most vile of all [ . .. ]. She could only shudder, grit her teeth, and
press herself against the wall, choking with tears. (CSP 137)

ITpyXOfUIOCH TOBKO OTPUIATH, YIOPHO 3aIIePEBIINCh B TOM,
4TO 6BITO raXke Bcero [ . .. ]. IIpuxonmmocs B3aparnsarh, CTu-
CHYB 3y0BI, U, JaBACDH CIe3aMM, XaThCA K cTeHe. (PSS 3:39)

d) the physical, actual state of the body:

Her joints ached and fused in a total hypnotic suggestion. Tor-
menting and enervating, this suggestion was the work of her
organism, which concealed the meaning of everything from the
girl, and behaving like a criminal, made her imagine this bleed-
ing was some foul and revolting form of evil. (CSP 136)

CycTaBbl, HOS, IUIBIIY CIUTHBIM TMITHOTMYECKUM BHYIIEHMEM.
ToMmsilee 1 M3MOXAAOLee, BHYIIEHIE 9TO OBUIO [1e/IOM Opra-
HM3Ma, KOTOPBII Tau/l CMBICT BCETO OT AE€BOYKY U, Bels cebs
NPECTYIHUKOM, 3aCTaB/IAJI €€ IO/IaraTh B 3TOM KPOBOTEYEHUM
KaKOoe-TO TOIUITHOTBOPHOE, THYCHOE 3J10. (PSS 3:40)

e) and the external, natural world—the onset of spring and the initially
slow melting of the Kama River:

Sickly and ripening laboriously, spring in the Urals later bursts
through broad and vigorous in the course of a single night, and it
continues broad and vigorous thereafter. (CSP 136-37)

TpynHo HaspeBatolas 1 60NbHasA, BeCHa Ha Ypaje IpopbIBa-
eTcs 3aTeM IIMPOKO M OypHO, B CPOK OJHOI KaKOWI-HUOYIDb
HOuM, 1 OYPHO U MIMPOKO ITpoTeKaeT 3areM. (PSS 3:38)

The above juxtaposition of parallel motifs further emphasizes a new symmet-
rical (or almost symmetrical) relationship that expands far beyond the sym-
metry between subject and object in the earlier section: the text presents the
physical growth of the young girl as inseparable from her psychological devel-
opment, accompanied by yet another parallel, and this time external, natural
event—the onset of spring. The contiguous series, in fact, only multiply, as the
surrounding world is about to be awakened and animated.?

25. As Fateeva observes, “the metonymic hero” is a reflection of the creative process, or



214 | Chapter 6

Thus, contrary to critical observations about the lack of agency in the early
Pasternak, this part of the narrative supplies a surprisingly long list of agents
of action, with one important caveat: all of them are, in a strict sense, pseudo-
agents.?® The unshakeable darkness of the night is first pierced by the twin-
kling of an impatient star, then by Mrs. Luvers’s threatening demeanor, and
then by the emphatic urgency of gesture—by the hand of the French govern-
ess resting on her watch. Whereas the hands of the English governess used to
direct the children’s lives by exuding order and solemnity, the French govern-
ess’s gesture propels the world toward an irreversible breakthrough. Through
darkness and cold, her hand on the clock shows an urgent pathway from the
forms of the passé to the futur antérieur [cpenu dopm passe u futur anterieur]
(CSP 136; PSS 3:38), and possibly for the first time in the narrative draws
Zhenya’s attention to the reality and urgency of chronological time, even if the
young girl is oblivious to the recognition that the night in question is also the
tempestuous beginning of spring:

The ice was moving downstream and, presumably, crackling. A star shim-
mered. The deserted night showed rough and black and was malleable,
chill, but unchanging. Zhenya looked away from the window. A note of
threatening impatience sounded in her mother’s voice. The French girl
stood against the wall, all solemnity and concentrated pedagogy. Her hand
was in an adjutant pose, resting on her watch ribbon. (CSP 138; emphasis
added)

Illen u, BepHo, urymen nex. baucrana sBesga. Kosxo u cmydeno, Ho Ge3
omnuea, MeplIaBo YepHeIa MyCThIHHAsA HOYb. JKeHs oTBena Imasa ot
OKHa. B ronmoce marepu cibliranack yrposa Heteprenbs. OpaHIfy)keHKa
CTOSIIa § CTEHBI, BCA—CEPbe3HOCTD 1 COCPEOTOYEHHAs IIefarornd-
HOCTb. Ee pyxa no-advromanmcku noxounaco Ha uacoéom uinypke. (PSS
3:40; emphasis added)

the relationship of the reflections through the mirror between the poet and the world (2003,
50). This reflective function does characterize Zhenya, but only at a very particular time in her
life—in the spring and summer in Perm.

26. See here Fateeva who, summing up the argument of Arutiunova (rpt. 1972) and Kovtu-
nova (1986, 148), sides with Kovtunova’s conclusion. Thus, while it may appear that the “lyrical
subject” in Pasternak is eliminated, the obverse, in fact, takes place. The predicative relation-
ships of the “subject” become attached to the objects of the external world, and as a result
the whole of the text becomes dynamic and filled with predicative action [rexcT cTaHOBUTCS
“crimomp mpepukaTuBHBIM ). In the meantime, the lyrical subject moves to the foreground,
reinforced at least twice as a reflection of what was reflected from him into the world (2003, 51).
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It must also be emphasized that among a whole series of pseudo-agents, the
text clearly points to Zhenya as the ultimate agent of change.?” Zhenya seems
to start a whole chain of events—the flow of the Kama River, the spring in the
Urals, and the family’s happiness—by her courageous confession, when almost
like the ice on the river she decides to move forward, or rather to jump into
her words, as if she were jumping into the Kama and moving with the ice:

Zhenya once more glanced at the stars and at the Kama. She had made
up her mind. Despite the cold and the ice floes. And—she plunged. Getting
tangled in her words, she gave her mother an unlikely and terror-stricken
account of it. (CSP 138; emphasis added)

JKens cHOBa rnaHyna Ha 3Be3bl u Ha Kamy. Ona pewunace. Hecmomps
HU HA X07100, HU Ha ypuiéHu. VI—6pocunace. Ona, nymasco 6 crn06ax,
Henoxoxce u cmpawto pacckazana mamepu npo amo. (PSS 3:40)

Mrs. Luvers’s reaction to Zhenya’s words points within this section to yet
another important agent revealed in the process—the birth-like emergence
of Zhenya’s soul, recalled into the world out of darkness as if propelled into
external reality by her menstrual blood:

Mother let her finish only because she was struck by how much soul the
child put into her story. To understand—she understood everything from
Zhenya’s very first word. No, not even from that; from the way the little girl
gulped deeply as she started her tale. Mother listened, rejoicing, loving, and
consumed with tenderness for this slender little body. She felt like throwing
her arms around her daughter’s neck and weeping. (CSP 138; trans. altered;
emphasis added)

27. Fateeva poses a direct question regarding the status of the process by means of which
the “soul” in Pasternak’s works assumes the qualities of its surroundings. Working initially
with the poem “The Definition of the Soul” [Onpenenenne gymu], Fateeva gives a three-fold
answer. First, she emphasizes the fluidity of referential correspondences: the referential signifi-
cations of the “soul” are not fixed. Second, the word into which the speaker (or the hero in this
case) puts in his/her soul becomes not merely a vehicle of a trembling soul, but a soul as such.
There is therefore a transformation, evident in Luvers, from “Broxun gymy” to “6bemncs” and
“myura” Third, Pasternak, sensitive to the vegetative meaning of his name, collates natural and
spiritual growth. A leaf of the tree becomes a leaf of the page, and both are life and soul. In The
Childhood of Luvers, one observes an interesting combination of these: Zhenya’s “putting of the
soul” begins the process wherein the animation of the surrounding world is to spring up as a
celebration of awakening nature after winter (2003, 61-62).
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Marbp fajia JOrOBOPUTS eif 1O KOHIIA TOTBKO IIOTOMY, YTO €€ IIOpasuio,
CKOMIbKO Oyuiu 6710%Us pebeHok 8 amo coobujerue. IIOHATH MOHSAIA-TO
OHa Bce II0 IIepBOMY CI0BY. HeT, HeT: 10 TOMY, KaK ITTy60KO IJIOTHY/Ia
JileBOYKa, IPYUCTYIIAs K pacckasy. MaTb cylana, pagysich, 1005 1 U3HbI-
Basi OT HEKHOCTH K 9TOMY Xy[eHbKOMY Tefblfy. Eif xoTenoch 6pocntbes
Ha LIeI0 K ffodepu 1 3amiakars. (PSS 3:40)

This new qualitative addition? to the Luverses” world changes once and for
all the mother-daughter relationship, announcing a new animation, a living
relatedness, pierced by love, and incomparably preferable to the mechanical
symmetry of the previous interactions between human beings. The former
weight of resentment against the parents becomes in this context not a fault,
but rather a necessary psychosomatic weight defining the reality and outlines
of the concealed and as yet unconscious soul. Thus, Zhenya’s confession does
not merely animate her stilted relationship with her mother; Zhenya redefines
the world and all its relations by sharing this newborn energy with the still
world around her.?

In short, it is not only the spring, or the physical maturation of Zhenya’s
body, that “sickly and ripening laboriously” has come to fruition: a real tri-
umph occurs as a new vitality pierces the icy cold water, resentment, and
shame, and bursts “through broad and vigorous in the course of a single night”
to continue flowing “broad and vigorous thereafter” [TpynHo HaspeBaolas
u 60/bHasA, BeCHa Ha Ypaje MPOPBIBAETCA 3aTeM IIMPOKO 1 6YPHO, B CPOK
OIHOJ KaKol-HMOYAb HOUM, ¥ OYPHO ¥ LIMPOKO IpoTekaeT 3areM] (CSP
137; PSS 3:39). The text carefully underscores the triumph that follows upon
Zhenya’s courageous jump, indicating that the event in question is a tangible
spiritual victory: as Zhenya finishes her “plunge,” the French governess is van-
quished and, instead, the mother’s voice speaks no longer of winter, but of
the coming summer, just as the lamps at home immediately lose their absent-
minded indifference. The new warmth of lamps awakens or, more precisely,
animates the static object—the mother’s sable collar—and all of these, in turn,
point to the “blessed” coming of Easter, to Holy Week and the spirit of bless-

28. Fateeva suggests that Pasternak’s style—its dual reflection—the dynamism of the predi-
cation travelling from the hero to the objects and back to the hero—generates a mythological
context: the generation of the authorial myths (2003, 51). Cf. Pasternak’s own words in the
theses of “Symbolism and Immortality” (1913): “The poet submits to the direction of his search,
takes them into himself and behaves as the objects around him” [[ToaT noxopsietcst Hanpasie-
HIUIO IIOUCKOB, IIEPEHNMAET VX I BefieT Ce0sl, KaK IpeaMeTsl BOKpyr] (PSS 5:318).

29. In Fateeva, this act of unintentional or intentional self-disclosure of “putting the soul”
[BxmagpiBath myiry] into nature creates Pasternak’s allegorical “code” starting from his earliest
works (2003, 62).
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edness “blagodat™ (according to the words of the telegram that announce Mr.
Luvers’s return to his family):

Zhenya could not see the French girl. Only tears, only her mother—filling
the whole room. [ ... ]

“Zhenya dear, go to the dining room . . . and T'll tell you what a lovely
dacha Daddy and I have taken for you . . . for us for the summer”

The lamps were again themselves, as in winter, at home with Luvers—
warm, zealous, faithful. Mama’s sable frisked across the blue wool table-
cloth. “Won—remaining Blagodat— Await end Holy Week” (CSP 139)

JKens ne Bupena ¢ppanuysxenku. CTOsUIN c/1e3bl—CTOsIa MaTh,—BO BCIO
KOMHary. [ ... ]

“YKenmuka, cTymail B CTOMOBYIO, A€TKA, 51 Ceil4ac TOXKe TyAa IPULY,
U paccKaxy Tebe, KaKyi0 Mbl Yy[HYIO Iady Ha IeTO BaM—HaM Ha JIETO C
Marou CHsm.

Jlam1ibl OBIIM ONIATH CBOM, KaK 3MMOI, ioMa, ¢ JItoBepcamMu,—ropsi-
4ite, ycepAHble, MpefaHHble. [10 CiHeil MePCTAHON CKaTepTu pe3BUIach
MaMMHa KyHuua. “‘BeimrpaHo 3ajepxycp Ha Brarogatm xpu KoHIy
CrpacrHoit ecmu.” [ ... ] (PSS 3:41)

In this victorious state of the girl’s deliverance,* reflected in the return of
her mother’s understanding, the family’s happiness, and the spring with its
promise of the summer, there is a clear indication that the unburdening of the

30. Blagodat, etymologically “blessedness” or grace, is a mountain with an adjacent mining
settlement in the Eastern part of the Urals (PSSCom 3:543).

31. Gorelik observes that the space in the novella is coordinated very precisely. However,
uncharacteristically perhaps, the narrative at the end of the “daughter-mother” reconciliation
episode moves forward to the occurrence six months later (beyond the forms of the passé to
the futur antérieur [CSP 136; PSS 3:38]) toward another of Zhenya’s major spiritual or rather
intellectual victories when she passes the entrance exams into the lycée. The compressing of
time indicates a capacity to see the future at a glance, akin to the soul in flight: “Zhenya sat
down on the end of settee, tired and happy. She sat down modestly and correctly, just as she
sat six months later on the end of the cold brown bench in the corridor of the Ekaterinburg
lycée, when she gained top marks for her answer in the Russian orals and was told she ‘may
go” [’Kens cena Ha Kpaii fuBaHa, yctanas u cqacTiusasd. Cela CKpOMHO U XOPOIIO, TOYb-B-
TOYb KaK CeJla IIO/ITOfia CIyCTs, B Kopuzope EkarepnHOyprckoit ruMHasuu Ha Kpail JKeJToit
XOJIONHOIT /IaBKM, KOIZd, OTBETHB Ha YCTHOM 9K3aMeHe II0 PYCCKOMY sI3bIKY Ha IIATEPKY,
y3Hama, 4To “MoxkeT uaru’] (CSP 139; PSS 3:41).

There is, however, another methodology for formulating the process in question: Pas-
ternak’s reaction to both Hume and Kant. For Pasternak, impressions and perceptions are in-
variably synthetic; they blend the immediate and indefinite, and as the indefinite begins to
unveil its hidden qualities, replaced by other aspects of indefiniteness, entering into a purview,
the space opens up into a mythopoetic structure.
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body is contiguous with the unburdening and purgation of all the previously
collected psychological weight underlying the developing consciousness (see
Table 6¢). It is at this point in the narrative, then, that the contiguous motifs
are garnered explicitly within a “natural” all-embracing metaphor that has
emerged organically®? out of the preceding textual strategies. As the woman’s
body, just like nature in spring, comes into its own and throws away darkness
and cold shadows, a deeper ritual of inner cleansing is being effected—deliv-
ered and washed not only by the visiting doctor, but by a medicinal light, the
new leading agent of change—bright direct sunlight—that is announced to the
expanding world:

And this is how the story of her maidhood’s first maturity imprinted herself
on her memory: the resonant echo of the chirruping morning street, which
lingered on the stair and freshly penetrated into the house, the French girl,
the maid and the doctor—two criminals and the one initiate, bathed and
disinfected by the daylight, chill, and sonority of shuffling steps. (CSP 139;
emphasis added)

Tak 1 3amedvaTsienach y Heil B IaMsTH UCTOPYS €€ MEePBOIl AeBUYbeil
3PENIOCTI: NOMHBILL OM3BYK Wiebeuyuyeil ymperHetl yaulbl, Meonsueti Ha
JlecmHule, c8ex0 NpoHukarweil 6 dom; GppaHIjy>KeHKa, TOPHUYHAS U
JOKTOD, fiBe IIPECTYIIHNUIBL ¥ OFMH [OCBAIEHHBII, OMbimble, 06e33apa-
JHeHHble CBeMOM, NPOXIAd0il U 38yuHOCMYIO wapKasuiux mapuetl. (PSS
3:41)

The pattern of contiguous series surrounding Zhenya’s entrance into adoles-
cence is, therefore, more complex than a pattern identified by metonymic
constructions. If, in the preceding section, the presence of inanimate objects
de-animated humans, then in this part of the narrative, human beings share
agency with natural forces, participating themselves in the incontrovertible
power of natural events and yet expanding the capacity of human agency. In

32. As Pasternak suggests in “The Wassermann Test,” only the contiguities can nourish
“the intimacy of the individually fostered device” developed in “the lyrical space of the initial
conception” [mpuk[y] 3aMbIc/Ia COrpeTOro MHTUMHOCTBIO IMYHO B3/IMIESHHOTO IpueMal]
(PSS 5:6). Indeed, his series of metonymies in The Childhood of Luvers begin to generate his own
metaphoric structures, or, as Fateeva would have it, “Pasternak’s allegorical code,” consistently
nourished starting from his earliest works (2003, 62). See here also Gorelik’s position that if for
the Symbolists the symbol is immaterial, for Pasternak it is developed “on the basis of liberated
object” (2000, 140). Fateeva refers to this process as the dynamism of the predication that trav-
els from the hero to the objects and back to the hero, generating in the process a mythological
context—the authorial myths (2003, 51).
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creating this almost symmetrical series of contiguous states, Pasternak con-
ceives a narrative where human consciousness, expanded together with the
triumphant emergence of soul, can be depicted as not merely linked to objects,
physical events, and natural phenomena, but as an animating principle that
has just manifested its glorious power within both the child and the external
world.?* Moreover, and only in this part of the narrative, there are no hidden
shadows on the margins of consciousness—all, even the French governess
who looks like a fly, are temporarily “bathed and disinfected by the daylight”
(CSP 139; PSS 3:41).

As spring comes to Perm, Pasternak’s Zhenya is to enjoy a dizzying hap-
piness with the boundaries between inner and outer worlds totally erased;
assisted by spring, she will experience an animated world where her moth-
er’s sable collar, racing upon the bed cover, will not be the only inanimate
object coming to life: even the rooms will rise “clean and transformed”; sigh-
ing “sweetly with relief,” and echoed by the courtyards, they will announce the
“overthrow of night,” “reiterating that there would be no more evenings, and
that no one would be allowed to sleep” [oHM 00BABIANM HOUD HUBTIOKEHHOI
U TBEPAWIN, MEJIKO U JPOOHO, IeHb-A€HbCKOIL, C 3aTeKaHbsIMH, [JeiICTBO-
BaBIIVMI KaK COHHBIII OTBap, 4TO Bedepa HUKOT/A 6osblite He GyzeT, 11 OHI
HUKOMY He fafyT craTb] (CSP 140; PSS 3:42).

6.4 The boundary of summer:
An infinitely expanding world approaching limits
within the unlimited

Apart from Zhenya plunging into the Kama River with her confession, the
unexpected happiness that enters the children’s lives after that memorable
spring night is also given a more realistic explanation. The Luvers family is
clearly becoming prosperous: Mr. Luvers’s business no longer oppresses him

33. In this sense there is definitely room for the debate with the critics’ position, summa-
rized best by Gorelik as she argues, on the basis of The Childhood of Luvers, that in opposition to
the Symbolists, the material and the spiritual in Pasternak’s world are from the very beginning
inseparably united [MaTepuambHOE M JYXOBHOE M3HAYAIbHO U Hepa3pbBHO cimthbi] (2000,
143). For Pasternak, however, the spiritual manifests the dynamism of its landscape in time:
there is a periodization and progression of the unveiling in this regard, parallel to a vegetative
growth (see here Fateeva 2003, 61-62). In other words, the Kantian vision of a priori and a
posteriori is common to Pasternak and the Symbolists, and the synthetic unity of spiritual and
material is shared by all these artists. In Pasternak, however, there is a singular periodization of
the spiritual unveiling that the critics tend to ignore.
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and makes him a stranger to his children; instead, the family’s affairs are flour-
ishing, and some of the constant parental anxiety is finally lifted.**

This factual explanation, however, remains on the margins of the text—
to emerge as a new reality later on—and what is presented centrally instead
is the unrestricted passage of joy not only between nature and humans, but
also between the Luvers family home, other houses, streets, trees, neighbors,
with the piercing light reflected in the relieved air that makes it impossible to
distinguish who it is that rushes in, who is hungry, who breathes in, and who
speaks out:

The boring chatter of the courtyards continued around the clock. [ ... ]
“Feet! Feet!”—but they arrived hotfoot. They came in intoxicated from
the open air with ringing in their ears, so they failed to understand
properly what was said and rushed in to gulp and chew as fast as pos-
sible before . . . running back into that souring daylight that forced its way
through suppertime . . . where the blue chirruped piercingly and the earth
gleamed greasily like the baked milk. The boundary between house and
courtyard was erased. The floor-cloth failed to erase all the footprints.
Floors were streaked with dry, light colored daubs and crunched under-
foot. (CSP 140)

Kpyrmable CyTKM CTOSAN CKYYHBII TOBOP ABOPOB. | . .. ] “Horu, Horu!”—
HO VM TOPeIOCh, OHM NMPUXOAUIN NbSgHbIE C BOIY, CO 3BOHOM B YIIaX,
3a KOTOPBIM YIIYCKa/ly MOHATH TOTKOM CKa3aHHOE U PBATNCh MOXUBeI
0TX/1e6aTh M OTXKEBATHCA, YTOOBI, C ePYIUM LIIYMOM CABUHYB CTY/Ib,
6exaThb CHOBA Hasajl, B 9TOT HaBBIIET, 33 Y>KUH JTOMAIIUICA JIeHb, TTie
ImpochIxalollee JepeBo M3/1aBasio CBOV KOPOTKUII CTYK, Ifie IPOH3U-
TeNbHO IjebeTasa CMHEBA M JXMPHO, KaK TOIIeHas, 6/ecTena 3eMsl.
IpaHuIa MeX/y JJOMOM U JJBOPOM CTMpajach. TpANKa He JOMBIBaIa
HacnexeHoro. ITonpl MOBOMAKMBANNCh CYXOJ M CBETION MasHEN I
noxpycTbiBamu. (PSS 3:42)

34. One senses this from the parts of the telegram Zhenya sees just before the mother’s
sable collar comes to life (CSP 139: PSS 3:41). As Wiegers observes, the fragmented nature of
the novella is founded on Zhenya’s ignorance of the adult world (1999, 31). In contrast to Wieg-
ers’s view (which he shares with Rudova) that the fragmented world is projected onto the same
plane as in a cubist painting, it is possible to argue for a formation of several layers in the child’s
world, which, like the layers in “Ordering a Drama,” reflect the worlds of inanimate, animate,
and spiritual spheres of existence. In other words, Pasternak controls the disclosure of the frag-
mented details for the sake of an “organically grown” metaphoric design.
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Once again, the overall principle of the narrative construction is no longer
pure metonymy or even a phenomenological shift of perception. The agents in
the contiguous series—which now include inanimate objects, natural events,
forces of light, and feelings of humans for each other—reflect and even replace
each other;* they cross boundaries and cross-fertilize, intensifying in the pro-
cess the warmth of spring that started with Zhenya’s entry into womanhood.

While Pasternak is cautious not to overuse the concept of the mani-
fested soul during this dizzying spring,* he emphasizes nonetheless the pro-
cess by means of which each newly animated object awakens into life. Thus,
in the startling textual emblem, the inanimate stones, the gift of Mr. Luvers
to his children, are awakened by this all-reigning call into life. These tradi-
tional representatives of the lowest group of inanimate nature announce their
appearance as if secreted or borne by the unfolding paper, emerging out of
its “frothing” folds. These newborn beings, like blind rabbits (the alliteration
suggests that koponbku are, in fact, kponuku), exude new color and warmth,
preparing to breathe and move:

Moistly rustling, the stones gave warning of their appearance through the
gradually coloring tissue paper, which grew more and more transparent
as these packets, white and soft as gauze were unwrapped layer by layer.
Some of them were like drops of almond milk, others—like splashes of
blue watercolor, while others resembled a solidified tear of cheese. Some were
blind, somnolent, or dreamy, while others had a gay sparkle like the frozen
juice of blood oranges. One feared to touch them. They were lovely, displayed
on the frothing paper, which exuded them like the dark juice of the plums.
(CSP 140; emphasis added)

B mome cTano yygHO Xoporuo. KaMHM ¢ BIaKHBIM IlIeJIeCTOM IIpefyTpe-
KJIaZ O CBOEM IOSIBJIEHMN U3 TTANIMPOCHOI, TOCTEIIEHHO OKPAILIMBaB-
meiicst 6ymary, KOTopasi CTaHOBIU/IACh Bce 6oree u 6ojiee MpO3pavHOI

35. It is precisely this landscape that Fateeva, drawing upon the works of Arutiunova
(1972) and Kovtunova (1986, 148), calls a “predicative relationship” of the whole landscape of
images and motives [TekcT craHoBuUTCs “cruromb npeankaruBHeiM” | (2003, 51). See also Fate-
evas conclusion that the process of blending the motives associated with soul, tree, leaf, branch,
and a plant’s first growth [gyura, nepeBo, muct, Betka, mober] is used very widely in Pasternak
(2003, 64).

36. One must stress that the term “soul” is used very cautiously in “The Long Days” as if in
passing through the figures of speech, but always strategically and precisely. Altogether before
the Luverses’ arrival in Ekaterinburg, the word “soul” is used six times: five times in the context
of the pain and joy experienced in the relationship with parents, and once in a train when she
observes in their compartment.
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II0 Mepe TOTO, KaK /0N 3a CJIoeM pa3sBOpauYMBajINCh 3TU OesIble, MATKIE,
KaK ras, makeTsl. OfHM MOXOAM/IN Ha KAIl/IM MMHJATLHOTO MOJIOKA, PY-
THe—Ha Opui3eu 2071601l aKeapenu, mpemvu—Ha 3ameepoenyio ColpHyo
cnesy. Te Ovinu cnenvt, COHHbL U MeUMAaMmenbHbl, IMU—c Pe3gorw UCKPol,
Kax cmepsuuticss cox koponvkos. Vx ne xomenocy mpoeamp. OHU 6N
Xopolu Ha MeHMBIIeicA 6GyMare, BhIfIe/IABIICIH UX, KaK C/IMBA CBOIO
TYCKIIYIO T7IeHb. (PSS 3:42)

This animation of still life can also be sensed in the overflow of mutual sup-
port between the parents, an unclouded breakthrough of affection and love,
first appearing as sunlight in the eyes of the father, and then reflected through
the mother’s glance and flowing onto the children:

[W]hen Mother on odd occasions cast a playfully reproachful glance at
Father, it seemed as though she drew tranquility from his small and ugly
eyes in order then to pour it forth from her own, large and beautiful, upon
the children and those around them. (CSP 140)

[M] xorpma MaTh ypbIBKaMM, C LIYTANBOI YKOPU3HOI B3I/IsAAbIBANA Ha
OTIIa, TO Ka3a/0Ch, OHA YepIaeT 3TOT MUP B €ro I/1a3ax, HEKPYIIHBIX U
HEKPACHBBIX, U M3/IMBAET €r0 MOTOM CBOMMU, KPYIIHBIMU 1 KPACUBBIMI
Ha JieTell 1 oKpy>Karomux. (PSS 3:42-43)

The intimation of reflected sunlight, which now lives among the Luverses
and enters into all aspects of their surroundings, is finally defined as a spirit
of the family—the first mention in the text of the word “spirit” or “gyx”—a
unified family principle, so tangibly real in the parents during those summer
months: “Most of all, both were serene in spirit, even-tempered and friendly”
[A r1aBHOe, 06a OBV CIIOKOJHBIL, [[yXOM pOBHBI 1 IpuBeTuBbI] (CSP 140;
PSS 3:42). This first mention of “spirit,” a force destined to grow in complexity
after Zhenya reads Demon on an autumn afternoon in Ekaterinburg, is at this
point of the narrative just another magnificent gift of the happy spring and
summer months.

Initially, then, the family move from Perm to Ekaterinburg also encapsu-
lates the theme of space and time that surpasses all actual temporal and spatial

37. The correlation between eyes, reflection, and soul is observed in Fateeva in the context
of tree leaves becoming the eyes of the soul (2003, 63). Here, however, the eyes of the parents
reflect the sun, and the narrative moves to the new stage—not that of the soul, but that of the
spirit—dukh. For the correlation of the images of the spirit, air, wind, danger, battle, and inspira-
tion [ogyxoTBopeHue], see again Fateeva (2003, 187fF).
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measurements. Within the precise chronology of a one-day train ride, Zhenya
discovers “that the day that had all this packed into it—this actual day, now in
Ekaterinburg—was still not over yet,” and feels in the process “as if she too had
assisted in shifting and removing all that weight of beautiful objects and had
overstrained herself” [geHb, BMeCTUBILINIT BC€ 3TO—BOT 3TOT CaMblil, KOTO-
polit ceitdac B ExatepunObypre, u TyT ellje, He BeCb, He KOHUMICA elre. | . . . |
Byaro u oHa y4acTBOBaIa B OTTUCKMBAHWUI U TIePeMEIeHUN TeX TSDKENbIX
KpacoT, 1 HajopBanacb] (CSP 146; PSS 3:46). The lack of clear boundaries
between human beings, nature, and still-life is also reflected in the lack of geo-
graphical boundaries, a dissipation of the borderline between Europe and Asia
(even when a major move from one part of the country into another is being
undertaken).

It must be emphasized, nevertheless, that this unlimited vast happiness is
itself placed within a precisely defined temporal period: it starts in the early
spring with Zhenya’s entry into “maidhood” and ends just before her sexual
awareness. This temporal space will always be for the later Pasternak some-
thing of a signature for understanding the future of the personality,®® as well as
the key to poetic formation. In his poem “So they begin” [Tax naunnaiot], the
immeasurable space of adolescence equals the unlimited vision of Faust:®

... How can a child allow
A star to exceed his grasp
If he’s Faust? If he’s a dreamer?

This is where Gypsies come from.

... Kax on pgact

3BesJie MPEeBBICUTD JJOCATAHDE,
Korpa on—®aycr, korma—daHTacT?
Tak HaumHawTCA 1birade. (PSS 1:189)

And in Safe Conduct, Pasternak speaks about the “vastness” of adolescence,
identifying it as the part that “exceeds the whole,” something of a “mathemati-
cal paradox.” Returning to the fate of Faust, Pasternak insists (contrary to all
the evidence) that Faust has gained his understanding of infinity because he
has relived his adolescence twice:

38. As Lara observes to Zhivago, she lost that essential time of adolescent purity, that is,
the time of transition between childhood and youth: “I think that to see it [beauty] your imagi-
nation has to be intact, your vision has to be childlike. That is what I was deprived of” [Mue
KaXKeTcsl, YTOOBI ee yBUeTh, TPeOyeTcsi HeTPOHYTOCTh BOOOPAKEHNS, [IePBOHAYATBHOCTD
BOCHPUATHUSA. A 9TO KaK pa3 y MeHs oTHATO] (Zhivago 399; PSS 4:396).

39. See here Livingstone (1994).
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And everyone knows the vastness of adolescence. [ . . . ] In other words,
these years in our life constitute a part that exceeds the whole, and Faust,
who lived through them twice, lived something utterly unimaginable, to be
measured only in terms of the mathematical paradox. (CSP 24; emphasis
added)

A xax He0603pUMO OTPOYECTBO, KAKLOMY U3BECTHO. [ . .. | Apyeumu
cnosamu, dmu 200bl 8 HAULell HUSHU COCABTIOM YACMb, NPEBOCX00s-
wiyto yenoe, u Gaycm, nepercusuiuti ux 08axovl, NPOICUT CYULYI0 HEBOO-
bpasumocmy, UMePUMyI0 Movbko mamemamueckum napadokcom. (PSS
3:151-52)

In Luvers, however, during the summer “with its parts that exceed the whole,’
there pass now and again occasional and fleeting suggestions of danger, as, for
example, in the reflected world of a train window, “more serious and gloomy
than the one here” [3a oxHOM He ynuIa, a TO>XXKe KOMHATa, TONbKO Cepbe3Hee
u yrpiomee] (CSP 145; PSS 3:44), or the expectation of pumas beyond the
imagined barrier, suggestions remaining, on the whole, on the outskirts of the
text—a new placeholder for a future that is still only an unimportant and very
minor detail.

Thus, in this unlimited happy world where parts “exceed the whole,” the
notions of limit and border emerge in a momentary sense of danger, a “mis-
nomer; in fact, whose fictional unreality is emphasized when in the train the
children imagine the borderline between Europe and Asia:*

In her enchanted head, the “frontier of Asia” arose in the form of some
phantasmagoric barrier, like those iron bars, perhaps, which laid down a
strip of terrible, pitch black, stinking danger between the public and the
cage with pumas in it. (CSP 144).

B ouapoBaHHOII ee ro/oBe “rpaHuila Asun’ BCTana B Buje GaHTacMa-
FOPIYECKOr0 KaKOro-To pybexa, Bpojie Tex, 4TO /M, )Kelle3HbIX OPyCbeB,
KOTOpBIE ITOJTaTAl0T MeX/[y MyO/IMKOIL U KJIeTKOV C ITyMaMM ITOI0CY IPO3-
HOIJ1, YepHOJi, KaK HOYb, ¥ BOHIOUET orracHOCTH. (PSS 3:47)

40. For Faryno, the “cage with pumas” is the thematic development of the kitten who wakes
up Zhenya in the beginning of the novella and the skin of the “white she-bear” in her nursery.
This image of the furry animal is developed later into the lioness from Lermontov in “The
Stranger” (1993, 9ff.). Faryno also identifies here the transformational series of curtains: the
alder handing over the country house in the novella’s opening is now replaced by yet another
curtain (1993, 20).
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Zhenya’s fears (and her sense of enchantment) are immediately allayed: there
is no barrier and no curtain “rising on the first act of a geographical tragedy”
[moxHsATasA 3aHAaBeca HaJ IepBBIM aKTOM reorpadudeckoit Tpareguu] (CSP
144; PSS 3:48), not even a promised “post on the frontier of Asia and Europe”
with “Asia written on it,” but instead there is only a renewed animation among
the train passengers, an excitement that for a short time manages even to ani-
mate the train, but there is simply no corresponding significant or tangible
spatial border:*

Zhenya was annoyed by dull and dusty Europe for sluggishly withholding
the appearance of the miracle. And how put out was she when, as if in
answer to Seriozha’s furious shriek, something resembling a small tomb-
stone flashed past the window, turned sideways to them, then rushed away
[...]. At that instant, as if by arrangement, several heads leaned out of the
windows of all classes, and the train came alive as it traced down the slope
in the cloud of dust [ . . . ]. On and on they flew past the same dusty alders,
which recently had been European, and were for some time now already
Asian. (CSP 144; emphasis added)

JKens mocazoBana Ha CKy4YHYIO, HbUIbHYI0 EBPOITY, MEIIKOTHO OTJA/AB-
IIyI0 HACTyI/IeHne Jyfa. Kak >xe omemmmaa oHa, Korja, ctoBHo Ha Cepe-
KMH HEMCTOBBIN KPMK, MIIMO OKHAa MEIbKHYJIO ¥ CTa/o 6OKOM K HUM I
106e)ajIo IPoYb YTO-TO BPOJie MOIM/IBHOTO MaMATHUKA [ . .. |. B aTo
MTHOBEHME MHOXXECTBO T'OJIOB, KaK I10 yTOBOPY, CYHYZIOCh U3 OKOH BCeX
KJTaCCOB U myHell Nbiliu HeCULUTICS n00 YKIIOH 10e30 oxueunca. [ ... Ju
niemenu 6ce, 6 0071AKAX KPYMUEULe20CT NeCKy, /lemenu U aemeny MUumo
8ce Mol Jice NuibHOL, euje HeOA6HO eBPONeLicKotl, yice 0A8HO A3UAMCKOL
onvxu. (PSS 3:47)

In Pasternak’s rendering of the move, the boundary is both suggested and
erased, for as far as the experience of the children’s happiness is concerned,
there is no tangible difference between the original locale and the new
destination.

Similarly, no demarcation lines between past and present can as yet be

41. See here Glazov-Corrigan (1991). See also Faryno, who views the boundary in the con-
text of a death resurrection motif (further supported by the image of a gravestone as a marker
on the border). Faryno also suggests that the image of the train accelerating and flying together
with the landscape invokes the image of the serpent with many heads, traveling together with
the miraculous nature and the cloud of alders that had awakened Zhenya in the beginning of
the story (1993, 18).
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found. Upon arrival, the actual changes in the new locality become blended
with old memories in an immediate acceptance of the already well-known
world of Ekaterinburg; instead of a real difference, the children simply regis-
ter a sense of cleanliness and renewed spaciousness, as if the old world is only
being repaired and cleaned, so that it can now store both the old and the new,
expanding Europe into Asia:

Everything was fine and spacious. [ . .. ] [Father] unbuttoned his waistcoat,
and his shirt front curved outward, fresh and vigorous. He said this was
a splendid European-style town, and he rang for them to clear away and
serve the next course [ ... ]. (CSP 145)

bbIo X0opoImo u mNpocTOpHO. [ . .. ] OH paccTerHyn XWUIET, U ero
MaHUIIKA BBITHY/ACh CBEXO 1 MOIIHO. OH roBOpMJI, 4TO 3TO IpeKpa-
CHBIII eBPOIIENICKIUIT TOPOJ, U 3BOHMII, KOTZIa HaJio ObIIO yOpaTh 1 IIOJATh
ellje YTO-TO, ¥ 3BOHI U paccKasbIBal. (PSS 3:48)

In coordination with this theme, Zhenya’s new maid quickly becomes an old
acquaintance, and the new kitchen imagined as dark turns out to be full of
light, just as Zhenya believes she has known all along:

And down unknown passages from rooms still unknown there came a
silent maid in white, all starched and pleated, with neat black hair; she was
addressed in a formal manner, and though new, she smiled at the mis-
tress and children as though they were already friends. She was given some
instruction regarding Ulyasha, who was out there in the unknown and
exceedingly dark kitchen [ ... ].

[ ...] The kitchen turned out to be fresh and bright, exactly, it seemed
to the little girl a minute later—exactly as she had guessed and imagined in
the dining room. (CSP 145)

W 110 HeU3BECTHBIM XOJaM U3 ellle HeM3BECTHhIX KOMHAT BXOfMIa Oec-
mrymMHast Gejasi TOpHUYHAsS, BC KPaxMaIbHO-COOpUYaTast M YepHEHbKas,
eil TOBOPMJIOCH “BbI” I, HOBasi,—OHA, KaK 3HAKOMBIM, y/IbI6aIach GapbiHe
u getsaM. V eit oTaBanuCh Kakye-To IpUKasaHysa HacyeT Y/IbsIIIN, KOTO-
past HaXO[V/IACh TaM, B HEU3BECTHOIL U, BEPOSTHO, OY€Hb-0YEeHb TEMHOI
KyxHe [...].

[...] Kyxus okasamach cBexast, CBeT/Iast, TOYb-B-TOYb TaKasi,—YyKe
Yepe3 MUHYTY Ka3a/loCh JeBOYKe,—KaKYI0 OHA Hallepes 3arajiaia B CTO-
JIOBOII U IpefcTaBuia. (PSS 3:48)
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The infinitely expandable space and the erasure of chronological borders
between past and future reflect the spirit of the summer: a sense of the all-pen-
etrating sunlit season visiting the world with no borderlines observed between
Europe and Asia, between old and new, or between expectation and reality.
However, within this space, with its quickly fleeting shadows of darkness, Pas-
ternak’s readers are served yet another image of hands—a metamorphosis of a
recurrent self-transforming emblem. This time it reflects and summarizes the
atmosphere of the summer trip, its boundless overflowing expansion and yet
hidden, unknown potentiality of the approaching fall.

If the hands of the English governess had served food, moving outwards
in a precise punctual gesture, and those of her French successor had pointed
directly and urgently to the watch on that memorable spring night, there
appears during the summer journey another singular human presence, a
seemingly kind, overweight co-traveler in the train, whose hands are drawn as
a wave-like expanding surface, directly reflecting the swaying rays of the sun
and yet holding something back, as if hiding a foreign element. This portly
man offers an indiscernible presence next to which Zhenya and her brother
also become unknown and indiscernible, losing their sense of the earth that
bears the world:

He was a very portly man. He read his newspaper and swayed about. One
glance on him was sufficient to reveal the swaying, which flooded the
whole compartment like the sunshine. [ . .. ] She surveyed him and won-
dered where he had come from to sit in their compartment, and when he
had managed to wash his dress. She had no idea of the real time of the day.
[...] He could not see her because occasionally he too glanced up from
the news or aslant, or sideways, and when he looked up at her bunk, their
eyes never met. [ ... ] But Seryozha is not down there either. “So where is
he?” [ ... ] “But where is the earth?”—the question gaped inside her soul.
(CSP 142)

9T0 6bIT OYeHb MOMHBII YenoBeK. OH 4nTas rasety u Koabixauacs. [Ipu
B3I/Isile HAa HETO CTAHOBWJIOCH SIBHBIM TO KOJIBIXaHb€, KOTOPBIM, KaK I
CONHIIeM, 6BIIO IPOMUTAHO U 3a/IUTO BCe B Kymd. JKenst [ . . . | pasos-
[IbIBAjIa €r0 M AyMaja, OTKY/Ja OH B3sUICS K HUM B KyII9, M KOTAA 9TO
yCIIeN OH OfeThCs U YMbIThcsi? OHa MOHATHS He uMena 06 MCTUHHOM
vace iHA. [ . .. ] OHa ero pasrysiyipiBaia, a OH He MOT BUJIETD e€; IO/IATI
T HAK/IOHOM BIJIYOb K CTeHe. [ ... ] 1 KOrjja OH IOABIMAJI I71a3a Ha ee
KOJIKY, VX B3IJIA/IbI He BCTPeYanuch. | ... ] “A Cepexxn HeT u BHu3y. Tax,
rie xe oH?” [ ... ] “A rge >ke 3eM/A?” axHyno y Hell B gyuue. (PSS 3:45)
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This passenger, unbeknownst to himself, represents a reality that for the first
time in the narrative breaks the parallelisms of the earlier series—Zhenya
observes him while remaining unobserved herself, as she loses, with a sudden
yet still fleeting anxiety, the sense of time and space.

This stranger, then, who carefully explains the boundary between Europe
and Asia to Zhenya (even if this border proves to be no real border at all)
absorbs into himself the qualities of the limit, border, boundary. This near-
sighted, overweight, wave-like man brings out a pocket watch and raises it to
his face as if he is about to swallow whatever he is holding, and yet he does
not swallow, but instead repeats the gesture back and forth, moving like a
pendulum, forwards and backwards,* or like a rubber ball, himself not quite
Chronos or a Nutcracker, but fully equipped with sighing, giving, and taking
fingers. He brings a sense of disorientation to the children, as he moves his
hands to check the time with a gesture, highly suggestive and yet mysterious
and unclear, becoming himself the measure and signpost, which as yet has no
real content, but rather remains a point of punctuation—in this case, a ques-
tion mark:

He was amusing and probably a kind man, and as he talked, he constantly
lifted a plump hand to his mouth. His speech would often swell up and
then break off, suddenly constricted. It turned out that he himself was from
Ekaterinburg, had traveled the length and breadth of the Urals and knew
them well, and when he took a gold watch from his waistcoat pocket and
lifted it right up to his nose before popping it back, Zhenya noticed what
kindly fingers he had. As is the nature of the stout people, he took things
with the gesture of actually giving, and all the time his hand kept sighing as
if proffered for someone to kiss, and bobbing gently as though bouncing a
ball on the floor. (CSP 144)

OH 6bII CMELTHO U, BePOATHO, ZOOPBIil ¥, pPa3roBapuBasi, IOMUHYTHO
MO HOCWII IIYX/IYI0 PYKy KO pTy. Ero peus myummacs u, BApyT crmpaemasi,
JacTo mpepbiBanack. Okasanock, oH cam u3 ExatepuHOypra, nspes3nun
Ypan BKpMBb ¥ BKOCh U TPEKPACHO 3HAET, a KOT/|a, BEIHYB 30/I0ThIE Yachl
U3 XXVMJIETHOTO KapMaHa, OH IIOJHEC MX K CAaMOMY HOCY 1 CTa COBaThb
obparHo, JKeHs 3amernina, Kakue y Hero JoO6poayurHble manpisl. Kak
9TO B HaType MOJHBIX, OH Opasl ABJDKEHMEM JAIOLIETO, U PyKa y Hero Bce
BpeMsi B3[IbIXaJIa, CJIOBHO IIOJJAHHAS [UIsl [|eJIOBAHMS, ¥ MATKO IIpbITasa,
6ynro 6una magoM 06 mor. (PSS 3:46)

42. The movement of the pendulum is suggested rather than clearly stated.
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This almost*® august stranger, whose hands are offered as if for a kiss, becomes
an emblem of the as yet unknown future—of a summer that gave joy and mer-
riment, and yet took away its gifts, bringing the children to another threshold
which, once passed, changes them once and for all. This threshold is the real-
ity of other wills, and it is here that Pasternak’s narrative acquires a new, and
as yet unobserved, complexity.

43. Everything appears either seeming or almost exact.
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“The Stranger” in
The Childhood of Luvers

Disruptions in Chronology and the Collision with
Other Worlds

Nhough The Childhood of Luvers is by far the best-known prose work of
Pasternak’s early period, critics (with some notable exceptions) con-
centrate on the overriding importance of the metonymic series in the earlier
parts of the narrative, approaching these as prototypical of Pasternak’s early
style.! However, in his letter to Sergei Bobrov of 16 July, 19182 (the only sur-
viving letter of this period that discusses Luvers directly), Pasternak, while
sending the manuscript, directs Bobrov’s attention to the “second and third
notebooks” [BTopast u TpeThbs cKpeneHHble Topuuu (tetpagu)] (PSS 7:348),

1. See, for example, the findings of Wiegers (1999): “Only fragments are given in the text,
for they stand in metonymic (or causal) relationship to the hidden occurrences. The fragmen-
tary nature is a result of a metonymic shift, which is explained in turn by the ignorance of the
heroine and her childish innocence” (233). Similarly Junggren finds no significant distinction
between the behavior of Zhenya in Perm and in Ekaterinburg (1991, 489-500). See also Ru-
dova’s view that “the style of his early fiction was marked by metonymy and gravitated towards
the abstract” (1997, 166). Alongside these views Fateeva introduces “metatropes”: intertextual
(or rather autotextual) units within the texts of Pasternak that integrate his mythopoetic images
(2003, 17-21).

2. Alarger question can be posed as to what Pasternak might have meant by this “abstract
moment” in a cultural context where, quite apart from his own philosophical training, the no-
tion of abstraction already included a wide range of different representations in philosophy,
literature, Russian symbolism, constructivism, abstract art, cubism, and futurism. This chapter
will attempt to answer this question.

233
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parts that were collected under the title “The Stranger” [IIoctoponnmit].® In
the same letter, Pasternak characterizes these parts as an attempt to unveil an
important shift in the child’s developing personality—her confrontation with
an “abstract moment™ that he chose, as he states, to be represented through
“the idea of a third person” (PSS 7:348).° The exact meaning of Pasternak’s for-
mulation remains something of a mystery, and yet it exposes the living nerve
of Pasternak’s youthful interest in human psychology—his belief (supported
by his studies in Neo-Kantianism) that the formation of selthood, or the emer-
gence of a unified self, is inexorably tied to intellectual interests that move the
developing personality ever more decisively away from self-preoccupation.

In my earlier work on the novella (Glazov-Corrigan 1991), I argued for
the importance of the figure of Lermontov in the overall construction of the
story, for in Ekaterinburg, as the weather turns cold and the leaves turn yel-
low, Zhenya reads Lermontov’s long poem Demon in the yard, an event that
is linked in her mind to several traumatic events that are soon to follow. The
importance of the Demon-Lermontov theme has now been accepted by sev-
eral critics (Faryno 1993; Fateeva 2003, 120), but the larger framework that
calls for Demon-Lermontov’s presence in the narrative still remains a mystery,
especially when Pasternak claimed in the drafts of the novella that his aim
in writing was to embrace “truly artistic materialism” [McTuHHBI XynoXe-
cTBeHHbIT MaTepuanusM] (PSS 3:515). The popularity of the Demon theme
in the Silver Age, or the “Lermontov-Vrubel-Blok complex” (Kurganov 2001,
86), equally does not explain Pasternak’s adoption of the theme,® even though
its nuanced and skillful employment presents him as an able and rather crafty
practitioner of Symbolism. Most problematic in all of this is the figure of
Tsvetkov, whom Zhenya sees while reading Demon. Tsvetkov (a person one
never meets, a friend of a friend just beyond one’s grasp, always appearing at a
distance) carries major weight in the novella—he is simultaneously the instru-
ment of “demonic” powers, an innocent sufferer, and a “third person,” whom

3. For the account of the difficulties associated with the identification of the “three parts”
of The Childhood of Luvers and the loss of the manuscript of a larger novel, see Barnes (1989,
270-72). See also Fleishman (1975, 119), and finally PSSCom 3:542-43.

4. For Wiegers (1999), for example, the abstraction of the novella’s fragmentary nature
is directly linked to cubism and the development of abstract art, and these are determined by
the young age of the heroine. There is no indication in his analysis that the narrative strategy
changes as the heroine grows.

5. See Junggren’s suggestion that the third, the “other” or the stranger, is, in fact, the fe-
male heroine, drawn by the male writer (1991, 489ff).

6. Fateeva suggests that Pasternak’s leg injury, received in his youth, made him feel this
connection with “the living spirit” of Lermontov [06befunsieT ero ¢ »xuBbiM gyxom Jlep-
MmoHToBa] (2003, 120). However, as I shall argue in this chapter, there was an earlier and more
“living” precursor to this image in Pasternak’s work—the composer Shestikrylov in “Ordering
a Drama,” a figure connected directly to Alexander Scriabin and his effect on the young Boris.
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“the commandments have in mind” (CSP 178; PSS 3:85). The conception that
could have led to the construction of such a personality is, again, by no means
transparent.

In responding to these riddles, the present chapter argues that the nar-
rative of Zhenya’s growth in “The Long Days” (characterized by the hero-
ine’s metonymous relationship with objects, natural forces, and other human
beings) is altered drastically in “The Stranger” A highly innovative narrative
pattern is woven into an earlier, already complex web of relations, and this
new pattern reflects the formation of Zhenya’s intellectual and moral under-
standing that coincides with the beginning of the processes that will lead to
the catastrophic realignment of Russian history.” In this context, Pasternak’s
employment of ghostly images of a Lermontov-Demon entering reality from
the pages of Zhenyas book must be understood not as demonic possession
as such (Faryno 1993; Fateeva 2003, 225-45), but as a much more assured
and far-ranging development of the role of the composer Shestikrylov, who
used to pierce through the children’s lives in “Ordering a Drama,” albeit with
the following significant difference: references to Pushkin (and his “shesti-
krylyj serafim”) and Scriabin in “Ordering a Drama” are replaced in Luvers
by Lermontov’s poetry. The intrusion of the writer and his spirit can also be
approached as a continuation of the themes connected to Heinrich Heine’s
appearance in modern Italy during the spectacular sunset of “The Mark of
Apelles,” or again to Tolstoy’s role “as a lever to set the whole revolving stage
in motion” for the disoriented young poet during one very dark night in “Let-
ters from Tula” In contrast to the dramatic settings of these earlier works,
Lermontov’s entry into the narrative is quiet (and for this reason unnoticed by
critics for many decades)—after all, could anything untoward actually happen
when a well-protected child reads a book before the onslaught of winter and
sees in the far distance a lame man whose name, as she eventually finds out, is
Tsvetkov?®

7. See in Zhivago: “In this third year of the war the people have become convinced that
the difference between those on the front line and those at the rear will sooner or later van-
ish. The sea of blood will rise and submerge all who stayed out of the war. The revolution is
this flood” [Ha TpeTuit rox BOiHbI B HAPOJE CIOXKMIOCHh YOEKIeHNUe, YTO PAHO WM TIO3[JHO
rpaHuIia MEXAY GPOHTOM ¥ TBUIOM COTPETCS, MOpe KPOBI IIOACTYIUT K KaXKJOMY U 3a/IbeT
OTCYDKMBAIOLIMXCS ¥ OKOMaBINuXcs. PeBomolyst 1 ecTb 910 HaBopHeHne] (Zhivago 182; PSS
4:180). The image of the unhappy Demon who brings disaster is, therefore, an introduction to
what is soon to unveil. Thus, in contrast to Fateeva’s brilliant comparison of the narratives of
Pasternak’s Luvers and Nabokov’s Lolita, I will argue against the image of “deflowering” con-
nected to Tsvetkov-Demon (see 2003, 329-30). It is precisely Pasternak’s view in this story that
the maturation of the personality can be examined outside of the issues of sex; reading for a
child may have a prophetic connotation, pointing to events larger than the life of the girl.

8. There is an ironic parallel here between Zhenya’s reading and that of Tatiana Larina,
an obedient and quiet girl, initiating a series of most traumatic events, totally unnoticed by her
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The call to a child by the intellectual world, its opening into the world of
the unknown that will form her future character and destiny, comes in “The
Stranger” at a point when Zhenya, during the unsparing progress of autumn,
wonders at the facelessness of the people around her (7.1). The intimation that
only the birth of thought overcomes a generic human “facelessness™ is articu-
lated by Pasternak in a startling instance of “synthetic blending of impres-
sions,” a masterful fusion of Symbolism and Realism (7.2-7.4), of his personal
biography and his love of Scriabin (7.5), and, of course, his philosophical stud-
ies (7.6). In Luvers a complex literary intertext redirects the themes of sexual
longing, associated with Demon’s Tamara (7.3), to what will remain from then
on the principal impulse in Pasternak’s search for new forms of prose writing:
the need to find artistic means commensurate with the theme of an unspar-
ing historical reality both destroying and honing a genuine artistic self that is
fused with the wounded organic life of his/her land (7.7-7.8). In addressing
the emerging metaphoric or symbolic patterns of the narrative, Chapter 7
expands and re-aligns the themes of Chapter 6. In order to clarify the chang-
ing narrative strategies of the story and to elucidate further these altogether
new levels or boundaries that Zhenya crosses in her growth, Table I (6.5) is
modified and expanded throughout Chapter 7, and a revised Table II is pro-
vided at the chapter’s conclusion (7.9).

7.1 The boundary of fall:

Erased faces of others and turpentine sun

It is curious that while critics observe Pasternak’s penchant for “receptive”
heroes and his inability to create a strong decisive personality,!* they tend
to overlook Zhenya’s horror during her first autumn in Ekaterinburg as she

family. At Tatiana’s very young age, as Pushkin notes with mild irony, her father never wondered
what “secret volume slept under the pillow of his daughter” [On, He unras Huxoraa, / VIx no-
9uTas MycToit urpymkoit / VI He sabormmca o Tom, / Kaxoit y gouku TaitHbiir ToM / JIpemarn
Io yrpa mog nopyiukoii| (Evgenii Onegin, Ch. 11, st. XXIX; Pushkin 1994, 6:44). The reorienta-
tion from Lermontov to Pushkin is actually suggested in the text, just before the tragedy strikes
(somewhat too late to avert it since the mother is already in the theater): “She glanced out in
the yard and began to think of Pushkin. She decided to ask the tutor to assign her an essay on
Onegin” (CSP 168; PSS 3:73). Fateeva argues, for example, that Lara in Zhivago is actually an
abbreviation of Larina (2003, 226).

9. It is significant that in the excised passages, describing Zhenya’s life in Ekaterinburg,
Pasternak emphasizes the emergence of Zhenya’s already recognizable and distinct personal-
ity: “She loved that city because it noticed her, Zhenya” [Ona mono6muna ero 3a To, 4TO OH ee,
JKewnro, samerm] (PSS 3:545).

10. I refer here to the critical tradition that follows upon Aucouturier’s postulation of the
“metonymous hero” (1978).
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watches how other people blend into each other, lose their faces, and, when
unchecked, slide out of themselves into another self without ever noticing
their own disintegration.!* After the triumphant openness of the “outflow-
ing” of nature during the summer months, this realization does not please
the child; in fact, it comes as a shock. In the meantime, the “soul” of the child
has not only emerged, it has now “budded” (3aBsspiBaBuIasics gyma), and
“the elements of everyday existence entered the budding soul” [momagann
97IeMEHTBbI OYJHMYHOTO CYIeCTBOBAHMs B 3aBs3bIBaBINylocs ayury] (CSP
147; PSS 3:50). The first sober experience of this maturation is the growing
girl’s awareness at the end of the summer that she is severely limited by the
presence of other people and the external forces they appear to command.
Signs of implicit danger are initially oblique: in Pasternak’s words, these new
facts and realities, as opposed to the “poetic trifles” of early childhood, enter

>«

as “metallic presences” into Zhenya’s “budding soul”!? It is also true that these
metallic objects do not necessarily stay unchanged. At the end of “The Long
Days,” the “metal” at the depth of the soul begins to melt as if in a chemical
reaction, transforming itself into “phantasmagoric ideas”—thus providing the
first mention of “ideas” in the text and initiating a confusing and disorienting
process that eventually “burns” through the fabric of nature.!3

11. On the whole, it has been accepted by Pasternak critics and theoreticians that there
exists an unmistakable transformability and transferability between Pasternak’s images: “The
interrelationship of mutual transferability brings about a neutralization of similarity-contiguity
[...] which was studied in detail in the works of Roman Jakobson about the prose of Paster-
nak” (Fateeva 2003, 31). The question of how this affects the process of individuation, however,
remains open.

12. This image was particularly disliked by Roman Jakobson, who used it as conclusive
proof of Pasternak’s disinterest in factual reality and, thus, as a sign of the writer’s ineptitude
for writing an epic: “An epic attitude to his environment is naturally out of question for a poet
who is convinced that, in the world of the prosaic fact, ‘the elements of everyday existence fall
dully, stupidly and with crippling effect upon the soul and sink to the bottom, real, hardened
and cold, like drowsy tin spoons, and that only the passion of the elect can transform this ‘de-
pressingly conscientious truth’ into poetry. Only feeling proves to be obviously and absolutely
authentic. [ . . . ] Pasternak bases his poetics on the personal, emotional experience—indeed
even approbation—of reality” (1969, 139). Faryno, on the other hand, argues most persuasively
about the growing importance of the metal in the story, a theme that starts with the factory
called Motovilikha (1993, 121T.).

13. It is noteworthy that the novella’s “programmatic passages,” later excised from the final
text, followed immediately after this chapter—that is, after the first mention of the “ideas.” See
Fleishman (1975, 119) and the fuller text of the excised passages in PSS 3:514 and in the com-
mentaries of E. B. and E. V. Pasternak in PSSCom 3:544-45. Moreover, in the final text, Zhenya’s
painful awareness of reality after the move to Ekaterinburg is very gradual, but in the drafts
this transition is more abrupt, and after the image of the “pewter spoons” one reads: “Ekat-
erinburg in her memories became a place occupied by the heart in the thoughts of the heart
patient” [ExaTepunHOypr 3aHs/I B ee BOCIOMMHAHUAX MECTO CepAlLid Y CEPAEYHO GONBHOTO]
(PSS 3:544).
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This difficult process begins in the late summer (at the very end of Part
I of the novella) when Zhenya has to study with a tutor, pointedly named
Dikikh (the Wild One), as she prepares for the lycée.!* It is on these occasions,
mildly reminiscent of Ida Vysotskaya studying with young Boris Pasternak,'®
that Zhenya finds herself highly irritated at so many potentially nightmarish
forces and faceless people controlling her life:'®

It began while it was still summer. It was announced to her that she would
be going to the lycée. This was entirely pleasant. But it was announced to
her. She had not invited the teacher into the classroom. [ ... ] She had not
given him the ridiculous surname Dikikh. And was it by her wish that
from now on the soldiers always drilled at midday [ . . . ]? Of course, not
everything settled so heavily on her soul. There was much that was pleas-
ant, like her forthcoming start at the lycée. But this too was announced to
her. Ceasing to be a poetical trifle, life began to ferment like a stern, black fai-
rytale, because it had become prose and turned into fact. Dull, painful, and
somber, as though in an eternal state of sobering up, the elements of everyday
existence entered the budding soul. They sank deep into it, real, solidified,
and cold, like sleepy pewter spoons. There at the bottom, this pewter began to
melt, congealing into lumps, forming into droplets, falling down as obsessive
ideas. (CSP 147; emphasis added)

9T0 Havanoch emte neToM. Eif 06BABMIN, YTO OHA MIOCTYNINT B I'MMHa-
3m10. 3T0 6BIIO TONMBKO NpUATHO. Ho 9T0 06BaABUNNM eli. OHa He 3Bana
pereTTOpa B KINaccHyI [ . .. ]. OHa He 1mo3Bana ero, KOrja, B COIpoBO-
XKJIeHUJ MaMBl, OH 3allle]l CI0fja 3HAKOMUTBCS “CO CBOelt byayleit yde-
Huneit.” OHa He Ha3HavaTa eMy Henmernoit pamunuu Jukux. VI passe aTo
OHA TOTO XOTe/a, YTOOBI OTHBIHE BCEIfa COMAATHI YUMINCh B TION/IEHb
[ ...]. He Bce, pasymeercs, TOXXMIOCHh HA YLy TaK TaXeno. MHoroe,
KaK ee 6/113K0e MMOCTYIUIeHNe B IMMHa31I0, ObIBajio npusitHo. Ho, kak

14. In the excised drafts, the boundary that Dikikih and his very name signify is explicit
and is compared to the dreamlike boundary experienced by Zhenya when she waited on the
train to enter Asia. The words “his name was reminiscent of that very thing she was expecting
from the signpost on the pillar put on the boundary between two countries” [moxoxeit Ha da-
MUJIMIO TOTO, Yero Xjaaa OHa OT cTon0a Ha TpaHuIie ABYX crpaH]. See commentaries of E. B.
Pasternak and E. V. Pasternak in PSSCom 3:544.

15. Pasternak started to tutor Ida when both were finishing the gymnasium in the winter
of 1908 (E. B. Pasternak 1997, 88).

16. Bjorling comments, “Intimately connected with the concept of ‘other people’s words’ is
the idea of ‘other people’s ideas, second-hand initiation into the facts of life when [ . .. ] she has
no part in forging her own destiny” (2010, 131).



“The Stranger” in The Childhood of Luvers | 239

U 0HO, 6ce aM0 00v767151710¢H eti. Ilepecmas Gvimp NOIMUUECKUM NYCHAY-
KOM, HU3HL 3a0pO0Una Kpymoii uepHoii ckazkoil NOCMONbKY, NOCKONbKY
cmana npo3oii u npespamunacy 6 gaxm. Tyno, 1omomuo u myckno, kax
6vl 8 COCMOSHUY 8e1H020 NPOMPE3BIIEHUS, NONAJANU IleMeHmbl OYOHUY-
HO20 CYu,ecmeo8anus 6 3a653vi6asuiyiocst 0yuy. OHu onyckanuco Ha ee
OHO, peanvHule, 3ameepoenvie U X0N00HbIe, KAK COHHble 0JI08STHHbIE JIOHKU.
Tam, Ha OHe, 3MO 071080 HAUUHATO NILIMD, CAUBAACL 8 KOMKU, KANAS
Hassazuusvimu udesmu. (PSS 3:50)

Very shortly, “obsessive ideas,” all signaling the instability of personal identi-
ties around the young girl, are projected onto her mother: at the beginning
of autumn, Mrs. Luvers (pregnant like her maid Aksinya, a fact not really
understood by Zhenya) appears to her daughter to be transforming into her
illiterate maid:'

Suddenly something strange occurred to her [ ... ]. It occurred to her that
recently there had been a certain elusive similarity between Mama and the
janitor’s wife. Something quite indefinable. She stopped. [ . .. ] Neverthe-
less, it was Aksinya who set the tone of this compelling comparison. The
association was weighed in her favor. The peasant woman gained nothing
from it, but the mistress lost. (CSP 152)

Bapyr eif mpuIIo B TONOBY YTO-TO cTpaHHoe. [ . . . ] Eif mpumio B
TOJIOBY, YTO C HEJLABHETO BPEMEHN MeX/ly MaMoOJl ¥ TBOPHUYMXOII 3aBe-
JIOCh KaKOoe-TO HeyC/leluMoe CXOJCTBO. B 4eM-To coBceM HEYNTOBUMOM.
OHa ocTaHOBMIACE. [ ... ] A MeX/ly TeM UMEHHO AKCUHbBSA 3ajlaBaja
TOH 9TOMY HaBs3bIBaBIIeMYycs cpaBHeHu0. OHa 6paja mepeBec B 9TOM
commxenbe. OT Hero He BeIMrpbIBana 6aba, a mpourpbiBana GapbiHs.
(PSS 3:56)

17. In late autumn, just before the fateful snowstorm, Zhenya asks her mother to repeat
certain phrases (significantly not only about the loss of face, but of the whole head, as in the
case of St. John the Baptist). The girl is almost certain that her mother will start speaking like an
uneducated Aksinya, a thought piercing to her and bewildering for Mrs. Luvers: “She repeated
it, puzzled. She did not say ‘Babtist. That was how Aksinya said it. [ . . . ] But Mama just stood
there. She could not believe her ears. She looked at it with eyes wide open. This sudden caprice
had nonplussed her. The question sounded like some mockery; yet her daughter had tears
in her eyes” [Marb mosropuia, HefoyMmesas. OHa He ckasanma: “IIpexrenya”. Tak roBopuia
Axcunps. [ ... ] A maTp Bce crosma. OHa ymaM He Bepuia. OHa I7Afe/a Ha Hee IIMPOKO
PACKpBITBIMI I/Ia3aMiL. JTa BBIXOLKA [TOCTABIJIA €€ BTYINK. BOIpoc MOXOAWI Ha M3EeBKY;
MeXJy TeM B I/Ia3ax y JO4KM cTosmu crnesb] (CSP 164; PSS 3:70).
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In Zhenya’s responses, Pasternak’s knowledge of philosophy is central to the
depiction of the girl’s discomfort. Zhenya, in fact, is pondering the essential
dilemma of Post-Kantianism (and Paul Natorp’s work in psychology); the girl
searches for the tangible outlines of selthood or the basis of a distinct unified
personality.!® Unable to find firm individual outlines, Zhenya at the beginning
of autumn is haunted by the fear of obliteration of all personal identities,'* an
experience particularly painful in the case of Seryozhas friendship with his
classmates, the Akhmedyanovs, whose father just happens to trade in iron.?

As Zhenya watches, her brother Seryozha’s features become defaced?! just
as the first cold begins to strip the lusciousness of nature:

The most true to type fourth-formers in the fourth form were the brothers
Akhmedyanovs [ ... ]. Seryozha made friends with them in August. By the
end of September the boy had lost all personality [lit. had no face]. (CSP
155)

CaMBbIMU 3aIIPaBCKUMI YeTBEPOK/IACCHUKAMY B Y€ TBEPTOM KJ1acce ObIn
6patba AXMebAHOBEL [ .. . ] Cepexa cpyXuucs ¢ HuMn B aBrycre. K
KOHITY CeHTH6pH Yy Majib4MKa He CTajIo JIKIA. (PSS 3:59)

In other words, what critics see as a fundamental principle of Pasternak’s
world—its parallel contiguous or metonymous series that both presuppose
and facilitate the absorption of the hero into his/her surrounding world—is

18. In his philosophical diaries, while preparing to travel to Marburg, Pasternak muses at
Natorp’s view that without a critical intellectual self-examination, without an episteme, there is
no foundation for the unified personality, no real “I” or selthood: “Even then the idea is not
unconditional and presupposes the thinking of the idea and presupposes [ . .. ] one’s own con-
sciousness and “I” as a direction of this self-consciousness” [Ho u Torga nuesi—ue 6e3ycnoBHa
U IIpeAIIoaraeT MbIIUIEHNE MeN Vi IIPEAIIOIaraeT, HOCKOIbKY OH MBIC/IIM,—CBO CO3HAH-
HOCTD 1 51 KaK HalpaBJieHme 3Toit cosHanHoctu| (Lehrjahre 1:275 ff.).

19. See Pasternak’s notations on Natorp’s work about the paradox that exists between mo-
nological self-consciousness and the understanding of the personality of the other (Lehrjahre
1:275 ff).

20. A mechanical, rather than natural, force directs the image of the Akhmedyanovs: “The
Akhmedyanovs’ father traded in iron. [ . .. ] The children were a splendid success insofar as they
followed the prescribed pattern, and they retained the speed and sweep of their father’s will,
noisy and destructive as a pair of flywheels set whirling and left to spin by inertia” [Orer; Ax-
MeJIbSHOBBIX TOPrOBaJl XKeIe30M. | . . . | JleTnt ymamuch Ha CIaBy, TO €CThb HOLIIN BO B3STHII
06pasunk, u mWbKMit pa3Max OTLIOBOI BOJIM OCTAJICS B HUX, IIYMHBIIT U KPYIIUTETbHBII, KaK
B IIape 3aKPY>KeHHBIX I OTJAHHBIX Ha MIJIOCTh MHEPLIUM MaXOBUKOB] (CSP 156; PSS 3:59).

21. See here the incisive observation of Fateeva, albeit appearing in a somewhat different
context: “The conflict of the ‘living’ and ‘death-bearing, formulated by Bely and Briusov, [ . .. ]
became most significant for Pasternak” (Fateeva 2003, 194).
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experienced by Zhenya during her autumn in Ekaterinburg as a nightmar-
ish pattern, at first only troubling, but eventually terrifying. This pattern also
signals great danger to the identity and power of the “soul,” which lives at this
point only instinctively, answering the pulse of seasons. Thus, as the chil-

>

dren’s “budding” selves proceed to blend not only with the world outside, but
also with other human beings, the awareness of others enters into the girl’s
consciousness as an increasingly threatening force, disarming and disabling.?
Moreover, these “other” presences, with all their capacity for obliteration, do
not preserve their own identities—they too blend and lose their singularity,
presenting the typical or generic, rather than personal, face.?

22. The presence of others in Pasternak is always an invitation into battle, which will end
in a protagonist’s eventual (and often only apparent) defeat (but not after a lifetime of effort
and even some accomplishment in the process). A sense of danger, for example, overwhelms
both Heine in “The Mark of Apelles”—“Signora Camilla, you would not have listened to half
my words if we had not bumped into each other in such a dangerous place” (CSP 110)—and
the distraught poet of “Letters from Tula” who exclaims to his beloved, “Oh, my dear, they are
all strangers around me” (CSP 120). Even the adoration of Scriabin in Safe Conduct is described
as a profoundly devastating, “ravaging” experience, from which young Pasternak is protected
only by love: “This adoration attacked me more cruelly and undisguisedly than any fever. [ . .. ]
[A]nd the fiercer it was, the more surely it protected me from the ravaging effect of his inde-
scribable music” [O60xanbe 9T0 6beT MeHs )KecToue 1 HelpUKpalleHHee TMXOPajKIL. | . . . |
TonbKO OHO, ¥ YeM OHO ropsdee, TeM OOMbIIle OTPAKAET MEHS OT ONMYCTOIIEHNIL, IIPOU3BO-
IMMBIX €ro HelepefaBaeMoil My3bikoii] (CSP 23; PSS 3:150). This theme is articulated most
powerfully, perhaps, in Pasternak’s well-known poem “Mature Hunter” [Pocisiit cTpenox],
where the outflow of the poet’s soul discloses a presence of a hunter, who will eventually shoot
the speaker—the question is not that of finding safety, but rather of gaining time for self-real-
ization in the permitted duration of a lifetime:

Mature archer, careful hunter
The ghost with a rifle at the boundaries of the soul’s overflow
Do not collect me as a hundredth victim to make a clean hundred . . .

Pocnblit cTpenok, 0CTOPOXXHbII OXOTHUK,
ITpuspax ¢ py>xbeM Ha pasnuse ayum! He go6mpait MeHs COTBIM [IO COTHU . . .
(PSS 1:221)

23. The faces of the Akhmedyanovs, for example, are slowly erased by cold: “snubbed nose
self-assurance that peeled away in frost” [oHM cocTosinu U3 . . . HIETyIINBIIECS B MOPO3BI,
KPACHOII[eKOIT ¥ KypHOCOi camoyBepeHHocTu] (CSP 156; PSS 3:59). This view of faces and
the forces that erase their personhood will stay with Pasternak throughout his career and only
deepen with lifelong exposure to the impersonal ideology of the Revolution. Lara, for example,
speaks of Strelnikov’s face and her suspicion that it has been marked by depersonalization,
which signifies the approach of death: “It was as if something abstract had crept into his face
and made it colorless. As if a living human person had become an embodiment of a principle,
the image of an idea. My heart sank when I noticed it. [ . .. ] It seemed to me that he was a
marked man and this was the seal of his doom” [TouHo YTO-TO OTBJIEYEHHOE BOLIIO B 3TOT
061K u obecuBerno ero. JKusoe demoBedeckoe MU0 CTAIO OMUIETBOPEHIEM, IPUHIIN-
[IOM, M300pakeHneM yaen. Y MeHs Cepflie CKaloch Ipy 9ToM HabmopeHun. [ . .. | MHe
[I0Ka3a/10Ch, YTO OH OTMEYECHHBIIT, I 4TO 3TO mepcT obpedenus] (Zhivago 401-2; PSS 4:399).
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The emphasis on the deeper awareness of others and their will, initially
so confusing to a child, echoes Hermann Cohen’s insistence on the role of the
other in the ethical development of the individual [Der Anderer, der Alter Ego]
(Ethik 201).2* Cohen’s belief that the external freedom of the individual “is
broken down in relation to an other person” (Gibbs 2005, 206) is transformed
in Pasternak’s rendering into a new boundary with the “unknown,’?* which
appears in this text as initially indeterminate and phantasmagoric.?® At the
beginning of autumn, however, the awareness of other individuals and their
wills stimulates not so much the expansion of perception as a confused intel-
lectual growth while the same synthetic blending that characterized the previ-
ous themes of the story is now attached to the effect of ideas threatening the
identity of the growing self.

The experience is further deepened by the endangered power of the sun,?”
even though the intimation of the approaching bloody battle does not break
the bounds of the realistic narrative; Pasternak’s “artistic materialism”?® is
maintained as he presents an unusual but still rather faithful rendition of the
reddening sunsets of the last summer days. Just as Pasternak’s young heroine
finds herself restricted in her freedom, the sun holds to the walls of the house
with what seems to be a crimson effort of will:

24. See here Fleishman’s summary of Cohen’s view of “the other” (Lehrjahre 1:97).

25. Fateeva points out the long-term importance of this theme, which she connects with
the image of Adam’s rib, that is, a boundary. Many years later, for example, Pasternak in the
poem “Eve” speaks of Eve’s creation as a line from the other cycle [Tb cosgana kak 61 BuepHe,
/ Kax crpouka u3 gpyroro nukia] (Fateeva 2003, 340).

26. Transitions and boundaries in Luvers seem to receive the epithets of wildness, phantas-
magoria, delirium, named and unnamed reality, and the call of the kindred, and it is not always
clear at what side of the boundary these epithets fall. The image of Motovilikha, which starts this
pattern, is described as breaking through the delirium of reality that has a name—the parents’
card game—and then appearing as a mixture of fantastic, kindred, and frightening, and the
same images were excised from the text that follows upon the passage of the “pewter spoons” at
the depth of the soul, that is, the passage that speaks of Zhenya’ first awareness of the external
and controlling reality of others: “And the force, capable of foregrounding this mute fever, this
hidden fairy tale and delirium, was against the same force: the force of daily prose; the force of
repressive, fantastic ache of existence” [A cuoit, cioco6HOI BIIENUTD 9TOT OCOOEHHBII T/Ty-
XOI1 JKap, 9Ty CKPBITYI0 CKa30YHOCTD 1 Gpefi, OKazamach BCe Ta XKe CIIa: CIJIA IPO3bL: CHIa
rHeTyIel, paHTaCTUYeCKOI TOCKH CyliecTBoBaHms1] (PSSCom 3:544).

27. Fateeva comments on the role of the colors associated with the sunset (3akatHOe
conHie) in Pasternak’s poetry of this period: “Turning retrospectively to the description of this
historical process in his poetry, we note the predominance of ‘bloody-maroon’ [kpoBaBo-Ky-
mauesblit] ‘frozen’ color, symbolizing the spread of ice and the ‘breaking apart’ of the time into
‘pieces’™ (2003, 288). See also Fateeva’s observation that the image of the young girl appears in
both Pasternak and Nabokov in the rays of the sun “between home and garden” [mexpy con-
HiueM u cagom] (2003, 342).

28. Pasternak is careful not to undermine the realistic account of the child’s impressions.
See his definition of the artistic style at which he aims as “artistic materialism” [xygoxxecTBen-
HblT MaTeprannsM| in the excised pages of the novella (PSS 3:515).
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It was not she who invited the teacher into the classroom where sunlight
hues stuck so firmly to the walls with their glue paint wash that only by
drawing blood was the evening able to rip away the clinging daylight. (CSP
147)

OHa He 3Bajia peneTMTopa B KHaCCHYIO, roe COJITHEYHbIC Konepa TakK
II/IOTHO r[pl/mmnanm K BbIKan.IeHHbIM KJI€eBOIO KpaCKOf;I CTeHaM, 4TO
Beqepy TOJIBKO C KpOBbIO yﬂaBaJ’IOCb OTO,upaTb HpVICTaBaBU.U/Ii;I OE€HDb.
(PSS 4:51)

This new sense of danger and conflict is then shared with the season, and
the suggestion of a battle with the sun indicates for readers familiar with the
opening scene of “The Mark of Apelles” that a phantasmagoria of powerful
presences is about to begin®—a pattern foregrounded to some degree by the
title of the story’s second part, “The Stranger” [ITocTroponumit].*

The theme of others entering into the family home gains gravity almost
imperceptibly. At first, at the very end of “The Long Days,” the Belgians,
strangers from afar, replacing the somewhat threatening “wave-like” stranger
on the train, appear in the house together with the first change of weather.
The visitors strike the family as both eccentric and almost banal until their
appearance is placed in the emerging context of the continuing obliteration
of personal characteristics. The Belgians, who begin visiting the Luvers fam-
ily at the end of August, are indistinguishable from each other, with the mild
exception of one—Negaraat, a figure closely associated with rain.3! The group
on the whole is so washed clean that their faces remind the children of soap,
an image that covertly signals defacement or the emergence of forces that,
while being defaced themselves, may eventually whitewash and obliterate
their interlocutors:*

29. The August-September transition operates, therefore, as an important textual marker,
appearing first in “The Mark of Apelles” where, as Barnes observes, the importance of the sea-
son’s change is emphasized by the intentional chronological error: “On one of those September
evenings [ . .. ] why I remember the exact day perfectly well, it was the evening of August 23”
(CSP 101; PSS 3:6). See here Barnes (1989, 194).

30. For the formation of the opposition kindred vs. alien [¢popmupoBanme cuctems npo-
TUBOIIOCTAB/IEHNUIT ‘CBOII—uy>Koif'] as the central “metatropos” of the function of the lyrical
subject, see Chapter 2 of Fateeva (2003, 110-219).

31. See, for example: “he always chose nasty, rainy weather” [JHorga oH IpuxopuI oauH,
HEHApOKOM, B OYIHU, BBIOpaB Kakoe-HUOYb Hexopollee, [OXKIINBoe Bpems] (CSP 147; PSS
3:50-51). Fateeva observes, following Frank: “In Pasternak water [ . . . ] is signified as two hy-
postases: as ‘living water’ and as ‘dead water'—snow and ice. Snow indicates the freezing of life,
water—its bloom” (Fateeva 2003, 127; Frank 1962, 245ff.).

32. Bjorling proposes a somewhat different reading: “The general tenor of the similes is of
something new, fresh and satisfying to the needs of children [ . . .]. The narrator has threaded
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Belgians often began to appear at the house for tea. That was what they
were called. That was what father called them. “Today the Belgians would
be here,” he would say. There were four of them. The clean-shaven one came
only seldom and was not talkative. Sometimes he would pay a chance visit
on a weekday, and he always chose nasty, rainy weather. The other three
were inseparable. Their faces resembled cakes of fresh soap, unstarted,
straight from the wrapper, fragrant and cold. One of them had a beard,
thick and flufty, and downy chestnut hair. (CSP 147-48)

V HUX 9acTo cTanu GbIBaTh 3a YaeM OelnbIuillibl. TaK OHM Ha3bIBAJIMUCh.
Tak HasbIBAJI MX OTeL], TOBOPsL: CerofHs 6yayT 6embruiiisl. VIx 6110 deT-
Bepo. besychlit 6p1Ba peako u OblT Hepa3roBopums. VIHOTAA OH IpH-
XOAWTI OJVH, HEHAPOKOM, B OyHM, BbIOpAB Kakoe-HUOY/b HEXOpOIIee,
poxpnBoe Bpems. IIpoune Tpoe 6bmu Hepasay4dHsl. JInna nx 6su1n
IIOXOXX!M Ha KYCKJ CBE)XXero MblIa, HEIIOYaToOro, 13 00epTK, JYIINCThIE
U XOJIofHble. Y OfHOrO 6b1a 60pO/a, IycTast U MyLMINCTAs Y MYIIICThIE
KallITaHOBBIE BONOCHI. (PSS 4:52)

Whether or not the four guests are meant to remind readers of the four
remaining months of the year, with September-Negaraat already on the way
out and the fourth Belgian, denoting December, ritualistically equipped with
a beard (and thus explaining an earlier reference to reality appearing as a stark
black fairy tale**); and whether or not the inner group of the three carries a
deeper echo of the three visitors to Sarah and Abraham, suggesting an unex-
pected pregnancy that on this winter occasion will end in miscarriage—all
this ultimately amounts in the text only to a fleeting sensation, along with
many other phantasmagoriae of the fall.

Within any reading, however, the visitors remain linked to running or
pouring cold water, to fresh “outdoor” water brought inside the house:

Everyone in the house liked them. They talked like spilling water on the
tablecloth—noisily, freshly, and all at once, away to one side where no one

these sensations together by means of the comparison of faces to new pieces of soap, and speech
to spilled water” (2010, 137).

33. Faryno tends to see in the Belgians the Trinity from the Old Testament and the fact
of their learning Russian as the transformation of the immediate reality into the country of
the miraculous (1993, 55). The textual opposition between a poetic trifle and a stark fairy tale
is once again noteworthy in this context: “Ceasing to be a poetical trifle, life began to ferment
like a stern, black fairytale, because it had become prose and turned into fact” [Ilepectas 6bITh
HO3TUYECKIM ITYCTSIYKOM, XXU3HD 3a0POJ/Ia KPYTOil YePHOI CKa3KOil TOCTObKY, TOCKO/Ib-
Ky CTajIa Ipo3oit u npesparuaach B ¢axr] (CSP 147; PSS 3:50). For an opposing view of the
Belgians, see Bjorling (2010, 137).
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expected, and their jokes and stories, which were always understood by the
children, always thirst-quenching and clean, left trails behind, which took
along time to dry out. (CSP 148)

B nome Bce nx mo6umn. OHy roBopun, OyATO IPOIMNBAIU BOAY Ha CKa-
TepPTh: ITYMHO, CBEXO U Cpasy, Kya-To BOOK, KyJa HMKTO He JKJall, C
JO/ITO JJOCBIXABIIMMU CAeflaMM OT CBOMX LIYTOK M aHEKJOTOB, BCEITa
MOHATHBIX IeTAM, BCET/ia YTOMABIINX KXY 1 YUCTBIX. (PSS 4:52)

The emphasis on washing out, coming from the outside—whether it is water
pouring onto the tablecloth or the visitors’ clean-shaven, washed-out faces—
is one of Luvers’s signature themes of autumn.** In this construction one
approaches the crux, even the cause, of the absence of events or actions in
Part I of the novella.* In any interactions in the text up to this point, the
recipient of the others’ actions, presences, or addresses cannot act as an inde-
pendent agent. And in the months of autumn when the outlines of the per-
sonality become more distinct, all personal features are explicitly portrayed as
overpowered and subjectless, reflecting the quality of the season that itself is
unable to resist the onslaught of the cold.

The threat of depersonalization is thus constructed with great care. “The
Stranger” opens with a depiction of Zhenya in the yard—possibly wrapped
in a shawl because of the cold weather, yet it is altogether unclear whether it
is Zhenya or a little Tatar girl or even a small boy, Kolka, who walks up and
down in the yard:

The little girl’s head and body were wrapped in a thick woolen shawl, which
reached down to her knees, and she strutted up and down the yard like a
small hen. Zhenya wanted to go up and talk to the little Tatar girl. At that
moment the two sides of a small window flew open with a bang. “Kolka”
called Aksinya. Looking like a peasant’s bundle with felt boots hastily stuck
into the bottom, the child toddled quickly to the janitor’s lodge. (CSP 149)

34. As Frank observes, rain (and, by extension, autumn) signifies in Pasternak “the opera-
tion of mysterious, unearthly force upon nature” (1962, 240). Equally suggestive is Fateeva’s
observation that the rain is a “demonic” “first-born of creation” [mepBener; TBopenbs] (2003,
331).

35. It is in this context that Aucouturier observes that the characterization of Zhenya is
that of an emphatically “generic” hero: “However, precisely because these are generic and not
individual qualities which mark her for the incarnation of the Pasternakian concept of the per-
sonality, one cannot consider her as the first metonymous hero of the poet” (Aucouturier 1978,
45). However, one of the goals of such a narrative is to indicate the boundary where individual-
ization becomes possible. This boundary has not as yet been reached. See also Glazov-Corrigan
(1991).
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JleBouKa 6bUIa C TOTIOBOIT YBsI3aHA B TO/ICTBIII MIEPCTSIHON IITATOK, HOXO-
AMBILINIA €if IO KOJIEHOK, ¥ KypOUKOJi IoXakMBaja 1o fBopy. KeHe xore-
JIOCh MOJOMTHU K TaTapO4Ke ¥ 3aTOBOPUTD C Hell. B aTo BpemsaA cTykHynmn
CTBOPKM pasjereBiuerocst okonua. “‘Konbka,” —KIMKHyTa AKCUHBA.
Pe6eHOK, ITOXOAMBIINI Ha KPECTbAHCKUIT Y3/ C HacleX BOTKHYThIMU
Ba/IeHKaMu, OBICTPO IIPOCEMEHNT B IBOPHULIKYIO. (PSS 4:54)

This description at the outset of Part II, therefore, introduces a motif that
dominates a significant layer in “The Stranger”: the disappearance of the
face in a material world, alongside other disappearing faces. Not only do Mr.
Luvers, Seryozha, and the visiting Belgians possess no personal features, but
every personal relationship experiences self-erasure, a process reinforced by
the fact that Mr. Luvers’s incurable sickness is announced at a point where the
text is saturated with impersonal pronouns, whose antecedents are intention-
ally vague (the end of Chapter III and the beginning of Chapter IV in Part
IT). Thus, Pasternak’s intimation of Luvers’s sickness appears in the narrative
at a break between chapters and paragraphs—a technique that foregrounds
the facelessness and anonymity of personal pronouns with their obscure
references:

By the end of September the boy lost all personality. [ .. . ]

Luvers did not try to hinder his son’s friendship. He saw no change in
him, and even if he did, he ascribed it to the effect of adolescence. Besides
his head was filled with other cares. Sometime ago he had begun to suspect
that he was ill and that his illness was incurable.

v
She was not sorry for him, though everyone around could only say how
really awkward and incredibly annoying it was. Negaraat was too compli-
cated even for their parents, and all that the parents felt about others also
dimly conveyed itself to the children, like spoiled household pets. (CSP
153-54)

K KoHIly ceHTA6pA y Ma/lbuyKa He CTalo Muua. [ . . . |

JIxoBepc He IpeIsITCTBOBAT pyxKbe chita. OH He BUe]I IIepeMeHbI B
HeM, a eC/IM YTO U 3aMeyaJl, TO IPUIMCHIBAIL 3TO AEMICTBUIO IIEPEXOHOTO
Bospacra. K Tomy ke ronosa y Hero 6bi1a 3aHsTa fpyrumu saboramu. C
HEKOTOPBIX [OP OH CTaJI JOraJbIBaTbCsl, YTO OOJIEH U YTO ero 6oje3Hb
HeusieynuMa.

1V.
Eit Ob1710 Xa/Ib He ero, XOTs BCe BOKPYT TOIBKO M TOBOPWIIN, YTO KaK
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9TO B CAMOM Jie/Ie 0 HEBEPOSITHOCTH HEKCTAaTH U focaiHo. Herapar 6bu1
CIMIIKOM MYAPEH U AJIsL pOJUTEIEN, a BCe, YTO YYBCTBOBAIOCH POJITE-
JISIMU B OTHOLIECHUY YY)KUX, CMYTHO IIepefaBanoch 1 AeTsIM, KaK JOMall-
HUM 136a/10BaHHBIM JKMBOTHBIM. (PSS 3:59-60)

A sensation of pity is thus evoked by a series of obliterated agents: Mr. Luvers’s
incurable sickness (again experienced during August and September),
Seryozha’s loss of face, followed by Zhenya’s compassion for another, “he” this
time—Negaraat, who is conscripted to war and will leave Ekaterinburg (just as
September draws to a close).

Even more startling in this regard is Zhenya’s attempt to understand Nega-
raat’s predicament, an incident narrated again as an act of depersonalization.
As she grasps the objective facts of military conscription, the narrative, quite
emphatically—in a telling and difficult passage—presents Zhenya’s very act of
comprehending others as a demystification and a stripping of color from the
subjects/objects of her inquiry. In understanding the fate of the conscripts,
Zhenya depersonalizes not only Negaraat, but all the soldiers she sees in Ekat-
erinburg, just as—paradoxically—she shares in and “animates” [ogymeBna]
their state. The steps of comprehension take place as follows: having under-
stood the conscripts’ experience, she inhabits the soldiers” circumstances and,
in the process, erases the boundary that has kept them at bay in their initially
colorful and mysterious aloofness.

The man explained everything so clearly to the girl. Nobody had explained
things like that before. The veil of soullessness, an amazing veil of obvious-
ness, was removed from the picture of white tents; companies of men faded
and became a collection of individuals in soldier’s dress, and she began
to pity them at the very moment when they were animated and elevated,
brought close and drained of color by their newly acquired significance.
(CSP 157)

Tak XOpouIO pasbsACHNUI JeBOYKe BCE TOT YeloBeK. Tak He PacTONIKO-
BBIBAJI et elte HUKTO. HaseT 6e3ay1bs, HOTPsCAIONMINIT Ha/IeT HATIAM-
HOCTY COIIIe/l ¢ KAPTUHBI Oe/IbIX IIaIaTOK; POTHI MOTYCKHEIN M CTaNn
cobpaHMeM OTHENbHBIX /IOl B CONJATCKOM IUIATbe, KOTOPBIX CTAIO0
KQJIKO B Ty CAMYIO MUHYTY, KaK BBEJ€HHBIII B HUX CMBIC/I OfYLIEBUII UX,
BO3BBICUTI, clenan onuskumu u obecsetu. (PSS 3:61)

The process of the soul’s expansion toward the other, represented as an act of
understanding, is portrayed emphatically as a loss of color [Haner 6e3pyuibsa
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[...]comen[...]BTycamylo MUHYTY, KaK BBe[CHHBIil B HUX CMBICII OFy-
meBwI ux [ ... | u obecusernn] (PSS 3:61).

The textual paradox can be presented as follows: the expansion of self that
animates the inanimate world depersonalizes the other selves. And to rein-
force this unconditional process of defacement set against the background of
the fall, Zhenya’s friendship with Liza Defendova (a relationship instinctual
and, because of this, generic) is presented explicitly as a self-extinction moved
by the instinct of the person in love, a process Pasternak is careful to distin-
guish from any deeper personal influence:

She fell in love with her; that is, she played the passive role in their relation-
ship, became its pressure gauge, watchful and excitedly anxious [ . .. ]. Her
feeling was as random in its choice of an object as its origins were dictated
by the powerful demands of instinct, which knows no self-love and can
only suffer and consume itself in honor of some fetish as it experiences
feelings for the first time.

Neither Zhenya, nor Liza had the slightest influence on the other, and
they met and parted—Zhenya as Zhenya, Liza as Liza—the one with deep
feelings, the other without any. (CSP 155)

Omna Bmo6unach B JledeHI0BY, TO €CTb CTa/la CTPajaTeIbHBIM JIMI[OM B
OTHOIIECHMAX, X MAHOMETPOM, OIUTEIbHBIM M Pa3rOPAYEHHO-TPEBOX-
HBIM. [ ... ] Ee 4yBcTBO 6bI/IO HACTOBKO Ke CITyYalfHO B BHIOOpE Ipef-
MeTa, HACKOJIbKO B CBOEM MCTOYHMKE OTBEYAsIO BIACTHOI MOTPeOHOCTI
MHCTUHKTA, KOTOPDIil He 3HAeT CaMOJTIOOMA 1 TOIBKO ¥ YMEeT, YTO CTpa-
JiaTh ¥ 5kedb ce6s BO CaBy (eTuIna, I0OKa OH YYBCTBYET BIIEPBBIE.

Hu JKens, Hu JIusa HM4YeM pelIMTeNbHO APYT Ha Apyra He BAMAIM,
u XKens XKewneit, JInsa JIusoit, OHM BCTPEYANICh U PaCCTaBaIUCh, TA—C
CUJIBHBIM YyBCTBOM, 3Ta—6€30 BcAKoro. (3:59)

In Hermann Cohen’s view of the other, “[n]o one can be regarded as expanded
by the other. Both must remain standing isolated” (Ethik 212-13; 10a-b; trans.
Gibbs 2005, 206-7). In this context, it is clear that Pasternak’s contiguous
series of the narrative organization of the fall presents a dilemma for a person-
ality that knows as yet nothing of individualization. In the fall, the individu-
als that Zhenya meets display patterns of personal relationships that go in the
opposite direction from Cohen’s thought; they do not present their person-
alities as “isolated,” but show instead depersonalized faceless subjects merg-
ing into each other or consuming themselves, all overtaken at the same time
by the unconditional power of leaden facts. Thus, as the text approaches the
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limits of the power of the animated soul, reinforced by the loss of fertility and
warmth in nature, it is altogether unclear whether the self-effacing process can
ever be arrested or reversed.

7.2 Metaphoric narrative and spirits meeting
at the threshold:

Reading Lermontov’s Demon at sunset

It is clear, nonetheless, that this erasure of human identities, often viewed as a
leading characteristic of Pasternak’s prose, cannot dominate the entire length
of the novella. The landscape of the fall as a psycho-physical reality is explic-
itly portrayed as limited in time**—with the full realization on the part of the
reader that an important boundary has been reached. Thus, as the narrative
approaches the conflict in human relationships and human destinies, con-
tiguous parallel series reach an impasse. For this reason, the opening passages
of “The Stranger;,” directly following upon the image of the featureless child,
“wrapped in thick woolen shawl,” point to the threshold of the Luvers’s house
and to mysterious presences facing each other, the most recognizable of which
is “the house spirit” that seems to the child eternally safe and guarded by the
house furniture.” In the very next paragraph of the opening of “The Stranger,”
however, Pasternak informs his readers of an approach of a very different
spirit in opposition to the house guardian—*“this time it was Lermontov” (PSS
3:53). The passage, like all the previous descriptions of the thresholds and
boundaries, is intentionally confusing, presenting an intermingling of views
and perspectival angles, but this time, perhaps, the text is most disorienting,
and it is altogether unclear which spirit belongs indoors and which comes “out
of doors,” and how precisely Lermontov, taken out of doors, is connected to
this chaotic narrative.

The rooms inside seized one at the doorstep with their peculiar semi-gloom
and chill, and with that peculiar, always unexpected peculiarity of furniture
that has taken up an allotted position once and for all and remained there.

36. About the importance of seasons for the themes of the child’s maturation in Pasternak,
see Glazov-Corrigan (1991) and Fateeva (2003, 118).

37. 'This confusing description is by no means accidental. There is a clear parallel between
the house spirit supervising the “unexpected peculiarity” of the house furniture and the life of
the children in “Ordering a Drama” (1910) that takes place inside “the dear, perhaps, dearest of
all, inanimate world” [goporoit, Mo>xeT OBITb, CAMBIil JOPOTOJl HeORyIeBIeHHbIT Mup] (MG
28; PSS 3:461).
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[...] One could not foretell the future, but it could be seen entering the
house from outside. Here its scheme is already in evidence—a distribution
to which it would be subject despite its recalcitrance in all else. And there
was no dream induced by the moving outdoor air that could not be shaken off
quickly by the fatal and alert spirit of the house, which struck one of a sudden
from the threshold of the hall.

This time it was Lermontov. (CSP 149-50; emphasis added)

OHu pasom, ¢ Topora IpOXBaTBIBaIX 0COOBIM MOMTYMPAaKOM 1 IPOX/Ia-
Ji0if, 0c060Ji, BCErfja HEOXKNUJAHHOI 3HAKOMOCTbBIO, C KaKOI Mebeb,
3aHAB pa3-Ha-BCerfa MpeNiCcaHHble MeCTa, Ha HUX OCTaBamach. | . . . |
Bynymero Henb3as npepckasatb. Ho ero MOXXHO yBUJIETh, BOI/IA € BOMM
B JIOM. 37lech Ha-JIMI[O Y>Ke €ro IIaH, TO pa3MelieHbe, KOTOPOMY, Hello-
KOPHOE BO BCEM IIPOYeM, OHO MOJUMHUTCA. M He 01710 maxoeo cHa, Hase-
AHHO020 08UINCEHbEM B030YXA HA YU, KOMOPO20 Obl HUE0 He CPAXHYT
600pouii u pokosoii 0yx 0oma, yOapseuiuti 60pye, ¢ NOPO2a NPUXOIHEIL.

Ha smom pas amo 6vin /lepmonmos. (PSS 3:53)

The text introduces—with a jolt—the world of spirit, the in-door and out-of-
door confrontation, which points to an altogether new layer of textual organi-
zation, a layer described by Pasternak to Bobrov as the story’s most significant
“abstract moment,” “taking shape in consciousness” to be “reflected in the
character of the personality” (PSS 5:542). This transition is introduced by Pas-
ternak as a series of startling metaphoric images that undermine the estab-
lished patterns of the contiguous relationships, and, what is equally important,
appear in the narrative when the sphere of the “spirit” begins to expand (or
even subsume) the power of the soul.

Reminiscent of the indoor-outdoor layering of “Ordering a Drama” with
the composer Shestikrylov “eternally” sewing together the layers of the chil-
dren’s world,* the text of Luvers places a carefully concealed emphasis on the
long-term effects of the introspective quietness of reading.* This seemingly
imperceptible moment of inner expansion also reflects Pasternak’s belief,
reinforced by his study of psychology with Natorp, that the development of

38. Ljunggren is one of the few who observes the correlation between the youthful “Order-
ing a Drama” and “The Stranger” (1984, 101-2).

39. The notion that the real personal face emerges only in response to the intellectual or
artistic tradition is emphasized in Safe Conduct when Pasternak speaks of his own adolescent
love for Scriabin and muses on the contrast between face and facelessness: “To personality they
preferred nonentity, afraid of the sacrifices tradition demands from childhood” [Ono muuy
IpeAIouo 6esmnube, HCIYTaBLINCh XKEPTB, KOTOPBIX Tpaauuus Tpebyer ot sercrsal (CSP
24; PSS 3:151).
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the individual is singly dependent on ideas and values he or she is about to
adopt (Lehrjahre 1:274-75).4 Thus, having forgotten the featureless Tatar girl,
Zhenya “creases up the book with its binding folded inward,” entering yet
another a new space, characterized by a careful synthetic blending of mul-
tiple contradictory impressions.*! Too lazy to read Lermontov’s Demon, she
observes nonetheless how the river Terek, “springing like a lioness with shaggy
mane on the back” (CSP 150; PSS 3:53),% is accompanied by (or accompanies)
“the devilish, blustering bark of the general’s little hairless dogs” [kny6sinitcs
0bAB0NILCKULL TTall TOMEHbKUX TeHepanbCKux cobadek] in the yard next door
(CSP 150; PSS 3:53; emphasis added). This new instance of the blending of
impressions is very carefully nuanced: the child, struck by an image in the
book, gazes at the soldier and the dogs next door while the dogs™ “devilish,
blustering bark” signals something more than an autumn day.** Two reali-
ties begin to co-exist and merge in such a manner that “the golden clouds
from the southern lands afar” hardly have time to accompany the river Terek
“northward,”* but manage to bring with them an unexpected guest, another
“he” (unless the pronoun refers to the river Terek, which has simultaneously
turned into water in the bucket carried by the soldier, Prokhor, in the general’s
yard next door). Within this syntactical confusion, which suggests the pres-
ence of a new indefinable male figure who has traveled with the clouds and
now upsets the dogs, there is also a new complex interaction of two sets of
hands confronting each other, one set washing out the colors and the other
holding up the book and changing everyday reality.

The soldier Prokhor’s hands (or, perhaps, syntactically even the hands of
the traveling clouds) clean, wash, and whitewash, armed with a bucket of water
and bast scrubber, assisted by the “turpentine” sun that bleaches Prokhor’s

40. Fateeva, in an altogether different context, comments on “the girl with a book” as a step
toward maturity [pacrenne-pacrienue] (2003, 329).

41. See Pasternak’s student notes developing his view that the life of self-identical and uni-
fied consciousness consists of a constantly renewed series of changing impressions: “A knot of
impressions. Unity and self-identity of selfhood—abstract equivalency of changing contents,
does not have absolute character” [I[Iygok np<e>acr<a>Brennit. [Eguncrso u] ToxaecrBo
JIMYHOCTY IOAPBIBAIOT ero abcomoTHblil Xapakrtep] (Lehrjahre 1:174). Hume, as Pasternak is
careful to point out in the same passage, did not accept the unity and self-identity of conscious-
ness.

42. This passage, a citation from Lermontov’s Demon, happens to be Lermontov’s famous
error, as any zoologist would be happy to point out. Only lions, not lionesses, have manes. Pas-
ternak obviously uses this passage to point to a longevity and reality of a fictional construction.

43. Fateeva points here to Kurganov’s treatment of the theme of the Demon and the
“Lermontov-Vrubel-Blok complex” in the literature of Silver Age (Kurganov 2001, 86; Fateeva
2003, 329).

44. On the unstable identity of Lermontov, Demon, Terek, the house, and the garden, see
Fateeva (2003, 329).
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uniform. As the images of washing, whitewashing and bleaching echo the pro-
cesses Zhenya confronts everywhere during the fall, her own hands crease the
poems of Lermontov, exposing its contents to the adjacent world:

This time it was Lermontov. Zhenya creased up the book with its binding
inward. Had Seryozha done it indoors, she herself would have been up in
arms about this “disgraceful habit” Outside it was quite another matter.
[...]

Meanwhile the river Terek, “springing like a lioness with shaggy mane
on the back;” continued to roar [ . .. ]. She was too lazy to follow the book,
and “golden clouds from the southern lands afar” had hardly had time to
“accompany the Terek northward” when there they were to meet him*® at
the general kitchen’s doorstep holding a bucket and a bast scrubber in [their
/ Prokhor’s?] hands.

The batman set down the bucket, bent over, and after taking apart the
freezer, proceeded to wash it. The August sunlight burst through the tree
foliage and came to rest on the soldier’s hindquarters. It settled, red, in the
faded clothes of his uniform and greedily impregnated it, like turpentine.
(CSP 150; trans. altered; emphasis added)

Ha arot pas 310 65611 JIepMoHTOB. JKeH:A MsAma KHIDKKY, CTIOXKUB ee Iepe-
I/IeTOM BHYTPb. B KoMHaTax oHa, cienaii ato Cepexka, cama ObI BOccTana
Ha ‘6e300pasHyio MpuBBIUKY. JIpyroe geno—Ha gsope. [ .. . ]

Mexpy Tem, Tepek, nppiras Kak JbBMIIA, C KOCMATOl I'PUBOI Ha
CIIMHe, IPOJO/KaN peBeTh| . . . |. CHpaBUThCA C KHUTOIT OBIIO JIEHD, 1
30/10TbIe 00/TaKa, U3 IKHBIX CTPaH, M3/jaNeKa, efBa yCIeB IPOBOAUTD
ero Ha ceBep, y>Ke BCTpevan y Iopora TreHepanbCKoll KyXHM ¢ 6e0pOM U
MO4anKoil 8 pyxe.

JleHIMK MOCTaBUI BEAPO, HATHYIICS 1, pa306paB MOPOXKEHNUILY,
IIPUHATCA ee MBITh. ABIYCTOBCKOE CONHIE, IPOPBAaB APeBeCHYIO TCTBY,
3aceno B KpecTIje y conpaTa. OHO BHEIPUIOCH, KPaCHOE, B )KyX/I0€ MYH-
IVMPHOE CYKHO M KaK CKUIUIapOM >KaJHO ero coboit mpommutano. (PSS
3:53-54)

A few minutes later, the young heroine meets a new man, perhaps the very

male presence, identified by the personal pronoun “he” that was delivered into

45. The pronoun in question without an antecedent points to yet another unaccounted
presence.



“The Stranger” in The Childhood of Luvers | 253

the story by “the golden clouds from southern lands afar”*® One of the strang-
er’s textual names is Tsvetkov (color and flower),*” and even in this naming he
already sends a clear challenge to the general loss of color and natural growth
in Ekaterinburg—a rebellion against more than the northern weather of the
fall.

The presence of Tsvetkov, the stranger, who comes from across the bound-
ary (mo-cTopoHHUII), suggests a major thematic shift: Zhenya meets this lame
man as she reads a specific Lermontov text that will have a bizarre link to the
house spirit of the Luvers family, ably protected until now, at least in the eyes
of the little girl, by the house furniture. The Demon of Lermontov’s poem—
“the sad demon, the exiled spirit” [reyanpHBII JeMOH, fyX U3THaHbs | —was
invisible to mere mortals, but very much active in the unhappy destinies of
their households. And as Zhenya hears the roar of the Terek River intermin-
gling with the bark of the dogs next door, Pasternak initiates a whole chain of
remarkable passages (within which the symbolic presences, characteristically
muffled, are nonetheless worthy of a virtuoso Symbolist writer, and certainly
not expected from an author who has been regarded primarily as a virtuoso
of the metonymic series). As the imaginative and real worlds of the girl begin
to superimpose and clash, she observes at first only a commonality of rhythm
and visual echoes in these separate spheres, just as Pasternak warns in Safe
Conduct: “And when, after taking it, a person entered with gigantic strides into
a gigantic reality, both his strides and the world round him were accounted
ordinary” [V xorga 1o ee mmpueme 4eJI0BeK I’MTaHTCKMMI LIaraMy BCTYIIaa B
TUTAHTCKYIO JIe/ICTBUTEIBHOCTD, TOCTYIb ¥ 0OCTaHOBKA CYMTAINCh OOBIYU-
ubiMu | (CSP 28-29; PSS 3:156).

How then do Lermontov and his Demon appear in this barely perceptible
manner in the world of Zhenya Luvers? Just as Zhenya, while reading the
book, begins to occupy herself with the animal roar of the river Terek and
finds herself distracted by the similarly noisy “devilish, blustering bark of the
general’s little hairless dogs” (CSP 150; PSS 3:53), Pasternak carefully unveils

46. See here Faryno's nuanced treatment of the scene, suggesting Zhenya eventually sees
the Demon (1993, 301t.).

47. Here, one may also solve the enigma of “The Three Names,” the title considered by
Pasternak for these parts of the narrative: the lame Tsvekov, who enters Zhenyas life from the
cautiously lit stage of a street hidden behind the Luvers’s house, is not alone. He travels with
Lermontov, and very possibly with Lermontov’s Demon—and in a manner not dissimilar from
Pasternak’s Henrich Heine, who appeared in modern Italy during the spectacular sunset of “The
Mark of Apelles,” or from Tolstoy acting “as a lever to set the whole revolving stage in motion”
for the disoriented young poet during one very dark night in “Letters from Tula” Lermontov’s
complex entry is enacted in the context of one of the most elaborate settings of Pasternak’s early
prose, constructed as carefully as Pisa’s sunset or the dance of compass needles in Tula.
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the uncanny events underscored by the sun’s rays spreading from Lermon-
tov’s Demon to Zhenya’s actual world. With open book in hand, Zhenya trav-
els around the garden and finds a rarely visited corner between “the janitor’s
lodge and the coach house,” “overgrown with short curly grass, which in the
afternoon emitted the sort of bitter medicinal smell that hangs around hos-
pital in hot weather” (CSP 150; PSS 3:54).%® Inundated by piercing hypnotic
smells, she finds the woodpile, leaves the book, slides down to an uncomfort-
able but interesting perch “on the middle rung,” and then discovers, “open-
mouthed and entranced,” an entry—if not onto a theatrical stage, then into
what appears to be a totally separate reality, a separate world, not so very dif-
ferent, one may add, from the pathway once indicated by the Golden Bough,
but now introduced by the “yellow acacia, drying, curling up and shredding”

There were no bushes in the other garden, and as the age-old trees raised
their lower branches up into the foliage as though into a night sky, they laid
the garden bare below, even though it stood there and never emerged from
its permanent state of solemn, airy semi-gloom. Fork-trunked, mauve as a
thunderstorm, and covered with gray lichen, they provided a good view of
the little-used deserted alleyway that the other garden gave on to on the far
side. There was yellow acacia growing there. Now the shrubbery was drying,
curling up and shredding.

Borne through the gloomy garden from this world to the other, the far-
away alley glowed with the light that illuminates events in a dream—very
brightly, very minutely and noiselessly, as if the sun over there had put on
spectacles and was fumbling among the buttercups.

But what was Zhenya gaping at so?—She was gazing at her discovery,
which intrigued her much more than those who had helped her to make it.
(CSP 150-51; emphasis added)

Kycros B uy>xoM cagyy He OBI/IO, I BEKOBbIE €PeBbs, YHECA B BBICOTY, K
JIMCTBE, KaK B KaKyI0-TO HOUb, CBOY HIDKHUE CY4bs, CHU3Y 0207IA/U €A,
XOMb OH U CHOST 8 HOCHIOSHHOM NOTLYMPAKe, B030YULHOM U MOPIHECTBeH-
HOM, U HUK020a U3 Hezo He 6bix00u . CoXaTble, TUIOBbIE B IPO3Y, TIOKPHI-
Thbl€ CEJIbIM JIMILIAEM, OHM TTO3BOJIAIM XOPOIIO BUJETD 1M1y NyCHbIHHY1O,
MA7I0e3HCY10 YNI0UKY, HA KOMOPYI0 8bIX0OUT UYHOLl €A MO0 CIOPOHOTL.

48. Pasternak is careful to suggest the smell of ether coming from the grass—the boundary
to the world of the dead [6ynbDKHUK I'ycTO IOPOC IIOCKOI KYApsIBOII TPAaBKOIL, M3 aBaBIIel
B 110C/1e00€e/jeHHbIe Yachl KMCTIbIil IEKAPCTBEHHBII 3a11ax, KaKoil ObIBaeT B 3HOI BO3/1e 60/Ib-
Hutg] (PSS 3:54).
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Tam pocna scenmas axayus. Tenepb KycmapHux cox, CKPIOUUBAICS U OCbI-
nazucs.

BoiHeceHHas MpauHbimM cadom ¢ 31020 céema Ha mMom, eyxasi yio4Ka
C8eMUNACy MAK, KaK 0CBEULAIOMCS NPOUCULECBUS 80 CHE; 0-eCb 04eHb
SIPKO, 0UeHb KPONOMAUBO U 0UeHb OeCuiyMHO, OYOMO CONHYe mam, Haoes
0UKU, WAPUTIO 8 KypOCTiene.

Ha uro x Tax 3aseBanach JKeHsn? Ha cBoe OTKpbITIE, KOTOPOE 3aHM-
MaJio ee OO/bllle, YeM JIIOfIM, IIOMOTIIINE eil ero chenarb. (PSS 3:54)

Drawing with great precision Zhenya’s movements in the garden, Pasternak
presents the already well-practiced scene of the bridge or crossing between the
two worlds—the carefully lit stage which in “The Mark of Apelles” appeared
in the middle of a city with its spotlights directed upon the intruder.*” On this
occasion, surrounded by a bucolic world, Zhenya too discovers a separate and
separated world, with sharp spotlights focused upon a constructed stage in the
middle of its semi-gloom.

In this emphatically natural setting behind a dark garden that opens onto
“another world” [BbIHeceHHass Mpa4yHBIM CafloM € 3TOrO cBeTa Ha TOT] (PSS
3:54), Zhenya meets four figures. At first, it is only a group of three women, at
which Zhenya “gazes” because “her discovery [ . .. ] intrigued her much more
than those who had helped her to make it” [cBoe oTkpbITHE, KOTOpOE 3aHM-
Majo ee OOJIbllIe, YeM JIIOAM, IIOMOTIINE eil ero chaenarh]. The three women,
black hermits or anchorites, Pasternak tells us, move in unison, and at this
particular moment seem to be united by a kind of “filial dozing” [cocTosiHUE
IpyXHOI coHnmBocTu] until, once again, all together they turn their heads
toward something still outside Zhenya’s vision:*

“Happy people!” she envied those unknown girls. There were three of them.

They showed up black, like the word “anchorite” in the song. The three
even necks with hair combed up under three round hats leaned as if the
one at the end, half hidden by a bush, was sleeping propped on her elbow,
while the other two also slept, huddling against her. The hats were a dark
gray-blue and kept flashing in the sun, then fading, like insects. They were

49. cf. Heine’s protestation: “Yes, it is a stage again. But why not let me stay a little in this
pool of bright light? [ . . . ] Everything else is sunk in gloom. On such a bridge, let us say a stage,
a man flares up in the light of the flickering rays as if he had been put on show, surrounded by
a railing against the backdrop of the town, of chasms and signal lights in the river bank” (CSP
109-10; PSS 3:15-16).

50. Here, as in several other aspects of this chapter, I draw on my earlier work (Glazov-
Corrigan 1991).
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tied about with black crepe. At the moment the three strangers all turned
their heads the other way. Something had, no doubt, attracted their atten-
tion at the far end of the street. (CSP 151)

“CuacTiuBble,” II03aBIOBajIa OHA HE3HAKOMKaM. VIX O6bLIO TpH.

OHu yepHenuCh, KaK CI0BO “3aTBopHMLa” B IecHe. Tpu poBHBIX
3aThIIKA, 3a4€CaHHBIX IO, KPYIJIble LUIAINDI, CKTOHUINCH TaK, O6YATO
KpailHsisl, HATIOJIOBUHY CKPBITast KYCTOM, CIIUT 060 4TO-TO 0O/IOKOTICH, a
JiBe IpyTHe TOXe CIISIT, TPYDKABIINCH K Hell. III1sa1s1 Ob11n YepHO-C13ble,
VI TAC/IU M CBEPKaJIM Ha COJMHIE, KaK HacekoMble. OHM ObIIM OOTAHYTHI
YepHBIM KpenoM. B 3To BpeMsi HE3HAaKOMKY ITOBEPHY/IU TOIOBBL B [IPy-
TYI0 CTOPOHY. BepHO, 4TO-TO B TOM KOHIje Y/IMIIbI IIPUBJIEK/IO UX BHIMA-
Hue. (PSS 3:54-55)

The women’s position on the enchanted street strikes a familiar note: “Lucky
people” [cuacmnusevie], thinks Zhenya, that is, blessed, makarioi or beati,
classical epithets for Gods, Immortals, or Fates, while the women’s glance,
unperturbed by the sun, slightly expands the frames of both time and space,
reintroducing a summer note into the autumnal air:

For a minute they looked toward the far end—just as people look in sum-
mer when an instant is dissolved in light and extended, and you have to
screw up your eyes and shield them with the palm of your hand—for just a
minute they looked; then they relapsed into their former state of filial dos-
ing. (CSP 151; trans. altered)

OHI/I IIornApenn C MI/IHyTy Ha TOT KOHE€I TaK, KaK I'tAgAT J1I€TOM, KOorjga
MTI'HOBE€HIE paCTBOpeHO CBETOM U Y,I:[TII/IHCHO, Korpmga HpI/IXO,E[I/ITCH
H_[ypI/ITbCH M 3al0MIIaTh riaa3a JagJoOHbIO—C TaKyIO-TO MI/IHYTY IIOTJIA-
JOeny OHU, 1 BITa/IN OIIATH B r[pe)KHee COCTOsAHME JIpy)KHOﬁ COH/INMBOCTMN.
(PSS 3:55)

Like the three Graces (a la Canova, only in black), the three women gaze, and
their momentary contemplation brings out another enchanted figure—a lame
man:

One by one in turn they came through the gate. A short man followed after
them, walking with a strange crippled gait. Under his arm he carried an
enormous album or atlas. (CSP 151)
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OHU TOOAMHOYKE, APYT 3a APYKKOI IPOLUIM B KaAUTKY. 3a HUMMU
CTPaHHOIO, YBEUHOII ITOXOAKOI C/Ie0BaI HeBBICOKMIT YemoBek. OH Hec
IO/}, MBILIKOJ 6ObIIyINit anb6oM um ataac. (PSS 3:55)

The three women in black usher a lame man onto this rural stage and into
Zhenyass life, a stranger who carries not only with his hands, but with his
whole torso “an enormous album or an atlas”—that is, a mysterious object,
representing either the world or art or both (an ambiguous object, indicating,
among a multiplicity of other meanings, the merging layers of Zhenya’s pres-
ent vision).*!

Struck forcibly by this annunciation, Zhenya considers the situation: “So
that was what they had been doing, peering over each other’s shoulders. And
she had thought they were asleep” [Tax BOT 4eM 3aHUManuCh OHM, 3aI/IALBI-
Bas Yepe3 IUIEYO APYT APYKKe, a oHa aymama—cmar] (CSP 151; PSS 3:55).
The overdetermination of this last remark also permits several readings; the
unknown women are either dreaming the lame man into existence, or watch-
ing him emerge, or helping this apparition emerge in their contemplation, or,
finally, dressed in black, they are grieving over his fate and his fateful presence
in the world of other people. In the meantime, however, the mysterious lame
man attracts the attention not only of the three female companions who, after
this occasion, depart from the story. His first brief appearance indicates his
connection to the elemental forces of nature, while his entry into Zhenya’s life
signals the passing of day into night, a change of setting accompanied by a
mysterious music in the air. He also appears to give Zhenya temporary power
over the garden, for bending to pick up the Lermontov volume she had earlier
forgotten, she too commands the beginning of the dusk, and, as the evening

51. Analyzing this scene, Faryno concentrates on the opposition between sexual love that
the Demon brings to Tamara and the education in pre-fallen love in the text of Pasternak:
“Since the direct exchange between Zhenya and the Demon leads to the fact that from her ‘log’
Zhenya can see the Demon (and actually does see him), the movement to the ‘pre-text’ leads
to the ‘genesis’ of the Demon [ . .. ]. This has a sanction in Lermontov’s text: Lermontov’s De-
mon is ‘sinful lover-tempter. Pasternak, inheriting the ‘eroticism’ of the Demon reconstructs,
so to speak, its pre-fallen invariant” (1993, 30-31). This reading overlooks altogether the role
of the three Graces who usher the mysterious man, carrying “an enormous album or an at-
las” onto the scene. A parallel reading of the scene would suggest Pasternak’s announcement
of his debt to the Symbolists and his own rendition of the programmatic image of Briusov’s
“pantheon, temple of all Gods” [[TanTeoHn, xpam Bcex 6oros] and particularly the three gifts or
counsels that a young poet receives in “To the Young Poet” [FOHOMy moaty]. The last admoni-
tion, “Safeguard the third: worship art, / Art alone, without thought or goal” [Tperuit xpaun:
HOKJIOHANCA UCKyccTBY, / Tonbko emy, 6e3pasgymHo, GecuenbHo], is, perhaps, the central
theme of Luvers, and the power of art is viewed as equivalent to the highest, all-embracing and
life-changing gift.
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descends, its enchantment is deepened by the rising and falling melody, imi-
tating even in this detail the movements of the lame man.

Thus, “the stranger” appears as night falls, welcomed by the strumming
of a balalaika as its sounds move up and down, in a pattern reminiscent of “a
strange crippled gait,” repeated by the swarming movement of the midges:*

The sun was already sinking. As she retrieved her book, Zhenya disturbed
the stack of logs. The whole pile awoke and stirred as though alive. A few
logs rolled down and fell onto the turf with a gentle thump. This served as
a signal, like the night watchman’s rattle. Evening was born, and with it a
multitude of noises, soft and misty. The air began to whistle some old-time
melody from across the river.

Low down, just above the grass, here spread the melancholy twang and
strumming of a soldier’s balalaika. Above her a fine swarm of quiet midges
weaved and danced, plunged and fell, hanging in the air, fell and hung again,
then without touching the ground rose up once more. But the strumming of
the balalaika was finer and quieter still. It sank earthward lower than the
swarm of midges, and without getting dusty soared aloft again more easily
and airily than they, shimmering and breaking off, dipping and rising unhur-
riedly. (CSP 151-52; emphasis added)

Yae nusunocv connye. Jocmasas knuxky, JKeus nompesonuna nonem-
Huyy. Ca>keHb pOOYAMIACh M 3afjBUTANACh, KaK uBad. Heckonbko
IO/IeHbEB C'beXalo BHU3 M YIA/NO Ha JIePH C JIeTKUM CTYKOM. Imo
NOCILYHUNLO 3HAKOM, KAK CIopoies yoap 6 konomyuiky. Poouncs eedep.
Poounoco mHoxecmeo 36yK08, Muxux, mymaunolx. Bosoyx npunancs
HACBUCMBLEAMD YINO-MO CAPUHHOE, 3apeuHoe.

IIsop 6p1n myct. IIpoxop orpaboran. OH BbILIen 3a BopoTa. Tam,
HJ3KO-HM3KO HaJl CaMOil TPaBOIl CTPYHYATO ¥ IPYCTHO CT/IANOCh OpeH-
JaHbe CONJATCKON Gaanariky. Hapf Heit BUICA 1 IULACA, 00pbi6ancs u
naoan, 3amupas é 6030yxe, U NAOAT, U 3AMUPAT, U NOMOM, He 0OCIULHYE
3eMU, NOOLIMATICA B6bICb MOHKULL poil muxoil mowkaput. Ho 6penuarve
bananaiixu 6v1710 euse monvute u muute. OHO ONYCKANOCH HUME MOULEK K
3emrie, U He 3ANbUIACY, Tydule U 6030yuiHetl, uem poti, NYcKanocy Ha3ao 6
8bICOMY, MEPUAS U 00PbLBASACY, ¢ NPpUNadanvamu, Hecneuid. (PSS 4:56-57)

52. The last stanza of John Keats’s “To Autumn” is another suggestive Romantic intertext
for this scene: “Where are the songs of Spring? Ay, where are they? / Think not of them, thou
hast thy music too,— / While barred clouds bloom the soft-dying day, / And touch the stubble
plains with rosy hue; / Then in a wailful choir the small gnats mourn” (434-35).
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The man who enters the narrative in this bucolic setting later receives the
name of Tsvetkov, and the importance of his appearance is summarized by
Pasternak at the end of the story as an ethical lesson, an education in learning
how to act alongside indefinable and uncontrollable reality, just as “the Com-
mandments have in mind”:

“As a living individual human,” they say, “you must not do to this feature-
less generalized man what you would not wish for yourself as a living indi-
vidual” (CSP 178; emphasis in original)

He nenait TbI, 0COOEHHBIN U XUBOI,—TOBOPAT OHIU—IMOMY, MYyMAaH-
HOMY U 00ujemy, TOro, 4ero cebe, 0COOEHHOMY M )KMBOMY, He >Ke/laellb.
(PSS 3:85)

Fated to vanish under the hooves of Mrs. Luvers’s horse and depart several
nights later from the house across from the Defendovs, Tsvetkov (tsvetok, a
flower> destined to die in winter and, thus, already mourned by the Graces)
manages, however, like the three women dozing in unison, to extend and even
break the duration of temporal measurements within the chronology of the
story. The indefinable object he carries under his arm—“an enormous album
or an atlas”—indicates that his art, the work of his hands, is indistinguishable
from the events in the world at large. Thus, displaying physical characteristics
that connect him directly to the author of Demon,* his very appearance and
posture strongly suggest that he has stepped out of the book folded inside out
and that he promises, at this moment only indirectly, that his future effect on
the Luverses’ house will be that of the master of shadows and storms sweeping
over the world at large.

53. Fateeva links the vegetative aspects of the name both to My Sister Life and to the vegeta-
tive meaning of Pasternak’s last name, suggesting (see here also the next note) that Tsvetkov is
linked not merely to Lermontov or his Demon, but to Pasternak as well: “To remind the reader,
the name “Zhenya’ is paronomasically linked to zhizn’ (life) and zhenschina (woman), and if in
My Sister Life the concept of ‘sister-life’ is connected to Lermontov, then in The Childhood of
Luvers this coordination in embodied in the compositional line—Girl-Tsvetkov-Dikikh (the
Wild One)-Lermontov, where Tsvetkov becomes an analogue of the ‘vegetative’ name and a
replacement of Pasternak’s T” (2003, 330).

54. Lermontov’s lameness in his mind linked him to Byron, and was in Lermontov’s mind
a sign of his chosenness. In Pasternak’s mind, however, his accident with the broken leg must
have, in time, become a connection to Lermontov. See Faryno (1993).
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7.3 What does Tsvetkov do?
The world of the indefinable other

For all the ambiguity surrounding Tsvetkov’s identity, both in itself and as it
is enhanced by Lermontov’s poem, the stranger’s every appearance turns out
to be significant, and even his name magnetizes the most trivial events with a
sense of an impenetrable mystery. It is possible, then, that in conceiving this
“postoronnyj” (or stranger) who brings excitement to the fading reality of the
natural world, Pasternak constructs a mildly ironic pun on Victor Shklovsky’s
“ostranenenie”—a quality of “estrangement” or defamilarization proposed by
the theoretician in his 1916 essay “Art as Technique”:

Habitualization devours works, clothes, furniture, one’s wife, and the fear
of war. ‘If the whole complex lives of many people go on unconsciously,
then such lives are as if they had never been! And art exists that one may
recover the sensation of life; it exists to make one feel things, to make the
stone stony. [ . . . ] The technique of art is to make objects ‘unfamiliar;
to make forms difficult, to increase the difficulty and length of perception
because the process of perception is an aesthetic end in itself and must be
prolonged. (1988, 19-20)

Pasternak would never agree, of course, that any specific artistic method or
technique can return animation and vitality to what has been “habitualized”
and discolored. Thus, the covert reference may equally indicate an implicit
debate with Shklovsky and not only by means of an alliteration that implies
at the very least an apposition of terms: estrangement versus the appearance
of a stranger (ocTpaneHue vs. moctoponnmit). What defamiliarizes reality
in Luvers is not a specific technique, but rather a suggestion of the immate-
rial mystery that Tsvetkov exudes during the very season when the process of
nature’s fading is all-embracing.

It is noteworthy, then, that Tsvetkov’s name is mentioned for the first time
just as Zhenya, in her understanding, discolors Negaraat, and yet the young
Belgian regains his previous mysterious indefinability when he promises, on
leaving Ekaterinburg, to leave “some books with Tsvetkov” (a friend, about
whom apparently he has before told “so much” to everyone). The name Tsvet-
kov, appearing for the first time directly after the girl’s act of understanding,
“de-glamorizes” and “decolors” her interlocutor and calls the reader’s atten-

55. “Art as Technique,” published in 1917, “remains the most important statement made of
early Formalist method” (Leon and Reis 1965, 4)
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tion to the multiple meanings of Tsvetkov’s name, which points etymologi-
cally not only to a flower (11BeTok), but also to color (uBer).* Thus, Tsvetkov
reestablishes a connection to the infinite and immeasurable; literally his role
is to return mystery and color to a discolored world,”” and this means that
Zhenya’s expanding understanding, accompanied by her action of turning
the book inside out, reaches toward a new stage in the apprehension of her
surrounding—beyond both the inanimate landscape and nature’s animation,
all embracing, but limited in time—toward the “infinity” of art and the very
world it represents—the very object, in fact, carried by the stranger, the “enor-
mous album or atlas” [6onpirymmit ane6om mnn arnac] (CSP 151; PSS 3:55).

The change in the construction of the narrative when compared with
“The Long Days” (see Table I in 6.5) is considerable, particularly since sev-
eral narrative worlds (rather than one, albeit ever-expanding) appear to blend
together in “The Stranger” The images of hands, presented with crisp pre-
cision in “The Long Days,” still remain significant, but they lose clarity of
depiction in the highly condensed text. The shifts of narrative paradigms are
presented in Table 7A.

The interplay with the Demon, therefore, plays a very specific role. In con-
trast to the Tamara of Lermontov’s poem, the extraordinarily beautiful young
woman on the threshold of marriage, seduced by her immortal visitor, thir-
teen-year old Zhenya does not long for a sexual embrace.’® What is of principal

56. It is curious that Fateeva, who dedicates a whole chapter of her book to “The Colors of
Boris Pasternak’s World” (2003, 282-93), emphasizes mostly the etymological significance of
the flower in Tsvetkov’s name, viewing it as “an analogue of the ‘vegetative’ last name” (2003,
330). See Zholkovsky (1999) addressing the dialogue between Tsvetaeva and Pasternak within
the context of their vegetative last names. For a potential interconnection between the last name
of Tsvetkov and the “flowers” of St. Francis, see Gardzonio (1999).

57. Witt, in a chapter entitled “Creation as Zhivopis,” examines the question of color in
Zhivago and suggests that the loss of personality, observed by Yuri during his pre-revolutionary
work in the hospital, a phenomenon he names “igra v ljudej,” is counteracted only by the themes
of color painting, connected to iconography and the Book of Revelation (2000a, 30-47).

58. Pasternak, as already noted (see Chapter 5.1), objects in the drafts of Luvers to psy-
chologists and novelists who concentrate upon the sign of maturity of characters only in terms
of sexual maturation: “We permit ourselves to think that absolutely the entire psychological
inventory, totally without exception, was maturing and had matured in the human soul with
the very same painful full-blooded materiality that (with the help of physicians) was focused by
the naturalist-practitioners of the novel on a very limited piece of novelistic meat—on matters
of sexuality” [MpI mO3BOMsAEM cebe AyMaTh, YTO BeCh PELINTEIbHO MYIIEBHBIN MHBEHTAPD,
Bech 6e3 M3BATHUA, Ha3peBasl M Ha3pe/l B YeIOBEYECKOIA JIyIIe C TOJ e TATOCTHOI, KPOBaBOI
MAaTepbsIBHOCTBIO, KAKYI0, C IETKOIl PyK) Bpada, HATYPaaMCTaM B POMaHe YTOZHO ObIIO
COCPEIOTOYUTD B HeOOMBIIOM KYCKe pOMaHI4ecKoro Mmsica—s nosue] (PSS 3:514-15). Fateeva,
in fact, develops Faryno's insistence that Zhenya’s fascination with the Demon is pre-sexual into
a more complex comparison of young girls’ “demons” in Pasternak and Nabokov (Faryno 1993;
Fateeva 2003, 323-45).



JWBAIP © UT SJUIAD
sajeuTwN(T Jeyy) JyS1y oY)
M pamo]3 £ayre Aemerey
3y} 9910 3]} 0} PlIoM
s1y) woij uapred Awoo[d
a1} ydnoiy surog,
:saouasaxd [ezodwaje £q

SB[Je IO Wnq[e SNOULIOUd
ue, wIe STy 1opun Surd1red
qred e ym 1o8uens oy, ‘¢
‘spuey] seAuayy
ur ‘pIemino pauIny Yooq Y[, ‘g
([¢]spnop a3 jo spuey
9y} ur 10) spueq [;] s1oypoid
I9TP[OS ) UT 12QqNIdS Jseq Y °T

‘uapres oy puryaq

1221)s a3 uo jred pajddin
© M UBW 1I0YS
*SSAUIS SSIIANT TN

J198uens o) pue
Priom 1930, 9y woiy
19918 9} UT JsaIU] "7
*SI9YIO JO SSAUSSIIIB]
37} J& pUE 2OUAIATISqNS

3100p 1xaU s10qySIou 10

—oe[q UT $3}B,] IO SISNA[
21y, jordoad Addepy ¢
‘AojuowIa Sutpedy ¢

paxysuen) swrn pue doedsg :spuviy fo s1as ¢ $108] JI[[BRIN,, UMO SUO 18 WLIR[Y ‘T "SI0 YIM suoney ‘1 ‘Ired Areq
soeds pue uornen)is 3y} Jurjonuod punoduods ay) jJo Je)s [euonowyg  punodwod sjqeswrtad pue  yImois jo safe)s
awr) Jo Jd)oeIeYd YT, spuey oy} jo safewt oy ],  surrew oy} Uo INPISAY uondasiad yo wondamq ‘SuU0seas

'NHAUVO HHL NI XOOd HHL ANV HOVA 40 SSOT “1T'TvVd "VL HTdVL



“The Stranger” in The Childhood of Luvers | 263

significance, however, is a comparison rather than a contrast: the fact that
Tamara’s awareness of the Demon, for all its erotic overtones, figures a long-
ing® for the infinite and eternal:

A familiar image sometimes

Moved without sound and trace

In the light mist of incense

It was shining quietly, like a star:

It was inviting and calling, but where?

.. . 3HaKOMBIIT 06pa3 nHorHA

Ckornb3ui 6e3 3ByKa 1 c1efa

B rymane nerkom ¢pummama:

CHsI OH TUXO, KaK 3Be3Ja:

Manun u 3Bain oH, Ho kyga? (Lermontov 2:363)

Thus, given the differences in the texts, the emphasis on the presence of mys-
tery unifies the sensibilities of both heroines, and Zhenya, like Tamara, cannot
really define this new presence in her life, but watches for it and guards it. In
the meantime, Tsvetkov, an indefinite stranger, does not simply enhance the
mystery of Ekaterinburg’s streets. Promising the beginning of something new
and unknown, Tsvetkov also indicates the passing of an occasion, an ending
either of the day or of good weather or health, or, again, of the transformation
of autumn into winter, and, finally, of the passing of Zhenya’s childhood.

The language of longing, confusion, ecstasy, sinfulness, fatality, demonic
visitation, satanic jubilation, and tragic denouement travel from Lermontov’s
Demon to The Childhood of Luvers, but it denotes in these texts expressly dif-
ferent meanings. Only the drama of the Demon’s feelings—the longing of the
immortal, suffering, and conflicted loner—is kept in Luvers quite faithfully,
although this gamut of feelings is suggested, rather than fully articulated.
Without sustaining the virtuosity of the scene where Tsvetkov appears in the
yard for the first time, Pasternak is nonetheless consistent in developing a sig-
nificant inner division in the nature of the mysterious stranger, characterized
by a serious philosophical tension at the heart of the figure (see 7.5 and 7.6).
To sketch a chronology, a dramatic crescendo of sorts, associated with Tsvet-
kov’s appearances is to trace an intensification of meanings that pull simul-
taneously in opposed directions. On the one hand, as someone remaining
outside Zhenya’s comprehension and control, Tsvetkov represents an impulse

59. The philosophical resonances of this longing for the infinite will be discussed in 7.6.
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of mysterious energy, a gathering snowstorm falling upon the earth and sub-
duing it. On the other hand, as a flower in the winter months, he is bound by
the forces he initiates and brings with him, and in this Tsvetkov becomes a
prophetic and suffering figure.

In contrast to all the previous boundaries in Luvers that appear initially
confusing but that were eventually clarified and resolved in the earlier parts
of the novella, the role of Tsvetkov is to deepen confusion until it is conflated
with (and swept away by) the elemental chaos of the winter blizzard. The first
indication of Tsvetkov’s disorienting influence is signaled when Zhenya and
Seryozha see him walking behind Dikikh, while the tutor seems to be arguing,
proving something emphatically “with all ten fingers” (CSP 159; PSS 3:64). The
spirit of argumentation and intangible conflict spreads across the straight-
forward journey of Zhenya and Seryozha—the children’s walk begins to
exhibit one complication after another, even though all these first instances of
approaching chaos are merely trifles. First, the shopkeeper thinks that Tsvet-
kov, and not Dikikh, is their tutor (CSP 159; PSS 3:63-64); then the children’s
outing, connected to their meeting with Dikikh and Tsvetkov, ends in their
total loss of orientation: they leave the store literally with nothing (momnmn
HII ¢ 4eM), although Zhenya at this point finally—and not without Seryozha’s
reference to a light in the window (mibioT, cBeT B 0kHe)—links Tsvetkov to the
man she saw on the hidden street. It is also at this moment that the mysterious
street proves not to be hidden at all, but to be located, according to Seryozha’s
explanation, at the center of all their walks, right next to the smithy, that is,
side by side with the world of metal:®® “Why, we've been past it today already.
[...] And we'll be going by it again soon. [ . .. ] You know the coppersmith’s
[...] on the corner” (CSP 160; PSS 3:63-64). On the way back, the street is
missed yet again, and only the smell of “brass knobs and candlesticks” indi-
cates the presence of the coppersmith’s shop, adjacent to the street in question,
which makes Zhenya somehow understand “that [the] Tsvetkov mentioned by
the bookseller was the same man with the limp” [uTo ToT LIBeTKOB, 0 KOTO-
POM TOBOPM/I KHUTONIPOZAABeL], ¥ eCTb 9TOT caMblit xpomoii] (CSP 160; PSS
3:65).

A sense of disruption is intensified in the rather disquieting chapter VI
of “The Stranger;” which presents a bewildering description of a man mov-
ing with all his belongings, undermining Zhenya’s earlier sense that the inner
spirit of the house is solid and inviolate, with its furniture settled in “its
allotted position once and for all” (CSP 149; PSS 3:53). While it is altogether
unclear whether it is Tsvetkov who moves into Negaraat’s quarters or Nega-

60. Cf. the room in Moscow where Zhivago lives before his death.
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raat’s own belongings that are now being moved, the emphasis of the passage
is upon the contents of the house being emptied into the outside world in a
chaotic and disorderly manner: “the meager equipment of the study was not
loaded but simply placed on the dray just as it stood in the room” (CSP 161;
PSS 3:66). Nonetheless, as Zhenya visualizes the lame man’s movements in
his new home, the emphasis on color returns. In contrast, then, to all the ear-
lier passages that describe Zhenya’s interaction with other people, emphasiz-
ing the inevitable fading of the glamorous novelty of the world, the processes
associated with the presence of Tsvetkov present the opposite, obverse condi-
tion. Coldness, nastiness, and rain, so forcefully emphasized in this passage,
cannot dilute the piercing whiteness of the cart:

[A]t every jolt of the cart the armchair casters peeping from beneath their
white covers trundled around the dray as if on a parquet floor. Despite the
fact that they were sodden through and through, the covers were white as
snow. So sharply did they catch the eye that when one looked at them every-
thing else became the same color: cobblestones gnawed by the foul weather,
shivering water beneath the fences, birds flying from stable yards and trees
flying after, chunks of lead, and even that ficus in its tub, which swayed and
bowed awkwardly from the cart to everybody as it flew past.

It was a crazy cartload. It could not help but draw attention. (CSP 161;
emphasis added)

[K]onecma kpecern, TAeBIINe U3-TI0f, 6€TbIX YeXJIOB, e3V/IN 110 MOJIKY,
KaK I10 TIapKeTy HpM BCAKOM COTpsiceHMM Bosa. Yexsvl Ovinu 6esno-
CHEXCHbL, HECMOMPST HA MO, MO Obiiu NPOMOUeHbL 00 NOCIeOHetl HUMKU.
OHu mak pe3ko 6pocanuce 6 2na3a, 4mo npu 83eznsde Ha HUX 00HO20
yeema cmaHoBUNUCH: OOTIIONAHHDIN HEIOTo/[0l OYIBKHMK, IPOPO-
r7as mop3abopHas BOfa, NTUILBL, TeTeBIINe C KOHHBIX BOPOB, T€TEB-
e 3a HYMU JepeBbs, OOPBIBKM CBMHIIA U JaXKe TOT QUKYC B KafylIKe,
KOTOPBIN KOJIBIXa/ICs, HECK/IA[JHO K/IAHAACDh C TeJIerM BCeM NPOIeTaB-
LIUM.

Bo3s 6611 guk. OH HEBOJIBHO OCTAHAB/IMBAJ Ha cebe BHMMaHMe. (PSS
3:66)

The duality of the image, however, is startling. While the whiteness is pre-
served in any constitution, the lame man (introduced yet again as “unknown”
to Zhenya) will not, according to Zhenya’s expectations, be well and healthy.
Threatened by the elements he resists but to which he also belongs, he will
eventually become ill:
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“When he unpacks his things he will catch a chill,” she reflected, thinking
of an unknown owner. And she imagined the man—any man, in fact, with
a shaky and uneven gait—setting his belongings out in different corners.
She vividly pictured his mannerisms and movements, and especially how
he would take a rag and hobble around the tub as he started wiping down
the drizzle-clouded leaves of the ficus. Then he would catch a cold, a chill
and fever. (CSP 161; emphasis added)

“OH IPOCTYANUTCS, TOMBKO PA3TIOXKUT Bellly, —IIOflyMasia OHa IIPO Heus3-
BECTHOrO Biajesbla. VI oHa npexcraBuia cebe yemoBeKka,—4denoBeKa
B0OO11je, BAJIKOJI, HA IIATU Pa3pPO3HEHHOI MOXO/KOIl PacCTaBIISOLIEr0
cBOM MOXUTKM 110 yrimaM. OHa XUBO NpeAcTaBuia cebe ero yxBaTku
U JIBVDKEHMs, B 0COOE@HHOCTH TO, KaK OH BO3bMET TPSIKY U, KOBBULAA
BOKPYT KaJKy, CTaHeT OOTUPATh 3aTyMaHEHHbIE U3MOPOCHIO TUCThS
¢duKyca. A TOTOM CXBaTUT HACMOPK, 03HO6 u xap. (PSS 3:66-67)

The scene of the house turned upside down no longer seems banal or trifling;
it presages approaching sickness and disaster, even though, at first, it will be
Zhenya, and not the lame man, who will become seriously ill, “lying in fever
for two weeks,” as if stung by a serpent (CSP 162; PSS 3:67-68).

As the snowstorm replaces the rain and fog in the next section, Tsvetkov
is no longer named, and Seryozha’s insistence that they have seen the stranger
during their outing to observe the gathering snowstorm provokes Zhenya’s
outburst:

“When we went out, we saw Negaraat’s friend. Do you know him?”
“Evans?” Father inquired distractedly.
“We don’t know that man!” blurted Zhenya hotly. (CSP 166)

‘Kak Bble3xarb, Mbl Bujenu Heraparoa 3HakoMoro. 3Haemb? —
‘OBaHca?’ paccesiHHO YpOHMII oTel. ‘Mbl He 3HaeM 9TOTO YelOBeKa,
ropstuo Bbimauna XKeus. (PSS 3:72)

Tsvetkov becomes, therefore, the unnamable spirit of the snow blizzard, for
the narrative of the outing, while painstakingly concentrating on the children’s
impressions during the short coach journey, never mentions their seeing any-
one at all. Instead, their perceptions are totally arrested by their premoni-
tion of the gathering storm: “Her vague premonitions came true [ . .. ]. But
they had not had time to reach beyond the bridge when separate snowflakes
ceased to be and a solid, fused coagulum came heaving down” [CmyTHBIE
ee mpefdyBCTBMA COBUINCH. [ . . . | Ho He ycmenu oHm BblexaTh 3a MOCT,
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KaK OT/Ie/IbHBIX CHEXXVMHOK He CTaa0 M MOBa/JNI CIIOMIHOM, CIIIBIBIINIICS
nenenb] (CSP 165; PSS 3:70). Zhenyas protection of Tsvetkov’s strangeness,
then, indicates that while powerful elemental forces are now reaching their
crescendo, Zhenya is somehow implicated in the process by welcoming and
guarding the spirits of the approaching whirlwind, the visitors from worlds
that have nothing to do with the earth:

The heavens quivered, and down from them tumbled whole white kingdoms
and countries. They were countless, and they were mysterious and dreadful.
It was clear that these lands falling from goodness knows where had never
heard of life and earth: coming blind from the northern darkness, they
covered them over without ever seeing or knowing of them.

They were ravishingly dreadful, those kingdoms—quite satanically
entrancing. Zhenya was breathless as she looked at them [ . . . ]. Everything
was confused. The night rushed at them, infuriated by the low swept gray
hair that flogged and blinded it. Everything was scattered, shrieking, and
unable to discern the road. (CSP 165; emphasis added)

He6o mpscnoco u ¢ Hezo 8anunuce 6envie 4apcmea u kpas, um He 6vi10
cuema, u OHU ObiU MAUHCIBEHHDL U YHCACHDL. BBITIO SCHO, YTO 9TU HeBe-
JIOMO OTKYy/ja T1afjaBIiyie CTPaHbl HUKOT/A He C/IBIIIA/IN IIPO XKMU3Hb U IIPO
3€MJII0, I TIOJIyHOYHBIE, CTIETIble, 3aCBIIIANN €€, ee He BU/S U He 3Hasl.

Onu 6viny ynoumenvHo yicacHvl, IMu yapcmed; cO8ePUIEHHO cama-
HUHCKU 8ocxumumenviul. XKens saxnebviéanacy, ensios va Hux. [ ... ] Bce
cMenranoch. Houb puHy/Iach Ha HUX, CBUPeIIes: OT HU3KO COMBIIETocs
CefIoro BOJIOCA, 3aCEKaBILIero U CIeNMBIIEro ee. Bee moexano Bposs, ¢
BM3TOM, He pa3bupas foporu. (PSS 3:71)

And just like Lermontov’s heroine, Zhenya becomes a magnet for a disaster
brought about by expectations of meetings with her extraordinary visitor in a
world that can be schematized as in Table 7b.

In Tamara’s case a fiery horse brings its dead master, Tamara’s unfortu-
nate bridegroom, home from battle, while, in Luvers, the frightened horse
tramples the stranger (Tsvetkov), and the horrific scene leads to Mrs Luvers’s
miscarriage. And just like Tamara, Zhenya cannot shake off the burden of
responsibility as she weeps over her own reckless persistence in seeing Tsvet-
kov everywhere and thus bringing him, together with all the presences associ-
ated with him, into the family:

And Zhenya wept because she considered herself to blame for everything.
For it was she who had brought him into the life of the family that day
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when she noticed him on the far side of someone else’s garden. And, hav-
ing noticed him quite needlessly, without sense or purpose, she had then
started meeting him at every step, constantly, directly, or indirectly, and
even, as on the last occasion, quite contrary to all possibility. (CSP 178)

A mnakana JKens oTrToro, uto cuuTana cebs Bo BceM BMHOBaTOIL. Benb
BBeJIa €0 B )KM3Hb CEMbJ OHA B TOT JleHb, KOIJIA, 3AMETHB €T0 3a YY>KIM
CazioM, 1 3aMeTuB Ge3 Hy>XAbI, 6e3 IOIb3bl, 6€3 CMBICIA, CTana 3aTeM
BCTPEYATh €0 Ha KXK/OM LIary, HOCTOSHHO, IIPSAMO U KOCBEHHO U JaXe,
KaK 9TO C/IYYM/IOCHh B NOC/IERHNIT pas, HallepeKop BO3MOXXHOCTH. (PSS
3:85)

The decisive difference between the female protagonists of Lermontov and
Pasternak is located, nonetheless, not only in Pasternak’s rejection of sex-
ual maturation as the threshold upon which personality becomes unified.
If Lermontov’s emphasis is upon the suffering of the supernatural Demon
and his power over the life of mortals whom he despises and for whom he
longs, Pasternak works with those layers in human perception that take his
heroine seemingly naturally and realistically outside material, measured, and
ultimately discolored impressions. Her longing for the infinite and distant
(evident already when as a little child she cried for the unknown Motovilikha,
dearer to her than her known and named surroundings) is at the center of
Pasternak’s interest. However, the fact that Tsvetkov is both the spirit and the
victim of the forces he brings with him indicates something of a conceptual
contradiction between an all-powerful master of the shades and a suffering
servant (for further clarification of this hidden contradiction, see also 7.5-7.6
below). And while some critics believe that Pasternak in both My Sister Life
and The Childhood of Luvers says good-bye to the “demonism” of his child-
hood years (Fateeva 2003, 330), the longing for the infinite sets the compass
of his artistic inquiry, for it is only with this longing and the quest for the
unknown, he suggests, that one can defamiliarize the surrounding discolored
world.

7.4 In the sanctuary of the sacristan Defendov

With all their differences in conception, Lermontov’s Demon, as a tale about
the Spirit who brings disaster to those he visits, emerges as the clearest coun-
terpoint for the structure of both the plot and narrative in “The Stranger” In
an event parallel to Tamara’s entering the convent, Zhenya, after the tragedy
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wrought by the storm, is taken from her home to the house of the sacristan
Defendov who, just as his name and occupation indicate, is chosen to protect
the girl from the outside world and from its demonic realities. Defendov is
by no means the holy angel who finally reclaims the soul of Zhenya, cleanses
it of her former memories, and offers a heavenly sanctuary from the hellish
spirit. Nonetheless, the sacristan clearly, if unsuccessfully, wants to bring joy
into Zhenyass life, and it is in his home that Pasternak portrays his heroine as
finally reaching the “line” that serves as a basis for her integral selthood.

As one might have expected, while portraying this major change in his
heroine’s awakening, Pasternak takes time to establish Zhenya’s absolute igno-
rance of sexual matters, thus refusing to equate sexual and emotional matu-
rity. When Zhenya discusses the process of birth pangs with Liza Defendov,
the power of the “sanctuary” ensures that Liza “spared her [Zhenya’s] igno-
rance because she never suspected that one could tell her about it without
using expressions that could not be spoken here at home” [ee HeBefeHne ona
HOILaiV/Ia IOTOMY, YTO ¥ He IIOf{03peBaa, YToObI 06 3TOM MOXXHO OBIIO
pacckasarb MHade, 4YeM B TeX BbIPaKEHMAX, KOTOPBIE TYT, OMa, [Iepef 3Ha-
KOMOIJ1, He XOMBIIE B LIIKOMY, ObIIN He TpousHocuMsl] (CSP 174; PSS 3:80).
The change in Zhenya is spearheaded not by sexual knowledge, but rather by
a decisive inner transformation. In Pasternak’s description, Defendov searches
for Zhenya’s soul, attempting to find that singular, “unmistakable” and tan-
gible “trait” (or actual line—yepra, as in “AnenmecoBa uepra”) that might
be a beginning or turning. Moreover, this explicit awareness of the soul’s
“outlines” is no longer masked or hidden in the text by colloquial or habitual
turns of phrase. Instead, the whole episode of Defendov’s actions appears sur-
prisingly out of place, drawing the reader’s attention by their unquestionable
awkwardness:

Defendov realized what was the matter. He tried to amuse her. [ ... ] In
the darkness he was groping the soul of his daughter’s friend, as if he were
asking her heart how old it was. When once he had caught one of Zhenya’s
traits unmistakably, it was his intention to work on this observation and
help the child to forget about home—but by his probings he had reminded
her that she was in a strange home. (CSP 171)

HMedennos monnman, uto ¢ Heit. OH cTapajcsa passiaeds ee. [ ... ] 910
OH OIIyIbIBaJ BIOTbMAX YLy JOYKMHOI MOJPYTH, CTOBHO CIIpalIn-
BaJl y ee Cepfilia, CKOIbKo eMy jeT. OH BO3HaMepM/ICH, yIOBYUB 6e301In-
604YHO OffHY KaKylo-HMOynb YKeHMHY 4epTy, ChIrpaTh Ha MOMEYEHHOM
¥ IIOMOYb Pe6EeHKY 3a0bITh O JOMe, ¥ CBOMMI IIOMCKAMY HAIIOMMHAT eif,
4TO OHa y uyXux. (PSS 3:78)
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Even if Defendov’s attempts to find her single essential feature are unsuccess-
ful, it is in the sacristan’s home that Zhenya begins to enter a new stage of her
life; and it is equally meaningful that it is in the house of the Defendovs, where
the vocabulary of the soul is reintroduced, that Tsvetkov—or rather a ghost
(mpmspax), or the Demon associated with him—finally departs.

To emphasize the deeper significance of Zhenya’s transition, three new
sets of hands are introduced into the narrative, and their movements play out,
as if within a cameo frame, the significance of these seemingly insignificant
occurrences whose every detail constitutes, nonetheless, a symbolic gesture.
First, Defendov’s hands, old and shaking, attempt to adjust the light inside a
room pervaded by remnants of organic life, beauty and horror, house plants
and cockroaches. The movements of the hands, turning on the light, appear to
raise the overfilled but invisible wine glass—a sacramental gesture, successful
in its aim, and yet attracting every kind of insect:

They were sitting down for supper at the Defendovs. Their grandmother
crossed herself and flopped into an armchair. The lamp burned dimly and
kept smoking. At one moment it was turned down too far, and the next
they let it out too much. Mr. Defendov’s dry hand would often reach out
for the screw and when he slowly settled in his seat, his hand quivered
minutely, not like an old man’s hand, but as though he were lifting a glass
filled to the brim. His fingernails and fingertips trembled. [ . . . ]

The bulbous neck of the lamp flared, edged about by the tendrils of
geranium and heliotrope. (CSP 171)

Y edeHT0BBIX CAfMINCch yXX1MHATh. babyliKa, KpecTsich, KOATBIXHYIACh
B Kpecy0. JlaMITa ropeia MyTHO 1 [TOKa41BasIa; ee TO epeKpyINnBam, TO
yepecuyp ormyckanu. Cyxas pyka JledpennoBa 4acTo TSHY/Iach K BUHTY,
U, KOT/la MeJI/IEHHO OTBhIMasl e OT JIAMIIbI, OH MeJ/IEHHO OIIyCKa/ICs Ha
MeCTO, pyKa y Hero Tpsc/iach, MaJeHbKO U He I10-CTapuecKu, OyaTo oH
O/ BIMAJT HAIUTYIO Yepe3 PIOMKY. JIpOXKaiu KOHI[BI T1a/bLieB, K HOI'TSM.
[...]

[Tpumyxsoe TOP/IBIUIKO JIAMIIBI HBIIANIO0, 0OT0XXEHHOE YCUKaMU
repanu u renuotpomna. (PSS 3:77)

The complex syntax of the narrative minimizes the successful completion of
the action, but implies, nonetheless, that Defendov—in a sacred gesture—
reclaims both space and time from their external, cold and evil-smelling dura-
tion, exposing in the process a new ripeness: the swelling of time ready to be
lanced—as if an infectious boil is finally ready to burst. And just as Defendov’s
hands touch the lamp,
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Cockroaches ran to congregate by the glowing glass, and the hands of the
clock stretched out carefully. Time moved at a hibernal crawl. Here it was
swelling, festering. Out in the yard it was numb and malodorous. Outside
the window it scuttled and scurried, doubling and trebling in the gleaming
lights. (CSP 171)

K sxapy crexa cOeranuch TapakaHbl M OCTOPOXXHO TAHY/IUCH 9aCOBbIe
crpenku. Bpems monsno no-3umuemy. 3xech oHO HapbiBato. Ha gBope—
KOY€eHeJI0, 3/I0BOHHOE. 32 OKHOM—CHOBAJI0, CEMEHUJIO, {BOSICh I TPOSICh
B oroubkax. (PSS 3:77)

At this very moment, looking over Defendov’s books on the shelves (a forbid-
ding set of North magazines and the dingy gold of Karamzin’s complete works
suggest the significations of space and time, geographical directions, and his-
torical narratives), Zhenya finds that she can regain inner balance only by
recollecting her mother; and here she experiences the first real barrier of dif-
ferentiation and separation in her life—a rebirth through which she reclaims
her separation and identity.

As cockroaches run toward the light and away from Zhenya’s space, she, in
her mind, returns to the train station, which in summer, during the animation
of the surrounding world, admitted no boundaries and farewells. However,
this time Zhenya sees her mother as a figure left behind on the platform, a
departing memory separated temporally and spatially:

And something in her turned over, releasing tears at the very same moment
when mama emerged in her memories: suffering and left standing in the
chain of yesterday’s events like one of a crowd who were seeing her off,
and now set spinning back there by the train of time, which was bearing
Zhenya away. (CSP 172)

W 4T0-TO B Hell epeBepHYNOCh, JaB BOJIIO C/Ie3aM B TOT CaMblii MUT, KaK
MaTb BbIIIJIA y Hell B BOCIIOMMHAHMAX: CTpafialolliell, OCTaBlleiicsa CTo-
ATb B BepeHMIle BUepalllHNX (aKToB, KaK B TONIIE IIPOBOXKAIOIINX U KPY-
TUMOII TaM, TI03a/ii, 0e3/I0M BpeMeHM, yHocAmuM JKento. (PSS 3:78)

Precisely at this moment, however, Zhenya is pierced by her recollection of
her mother’s glance, a moment when Zhenya’s empty hands—in the second
highly significant motif of hands in these passages—receive an invisible heavy
weight. This time, however, Zhenya’s hands are in control of the situation.
The text meanwhile is saturated with multiple reconstructions of (and depar-
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tures from) the Kantian experience of apperception: the mother’s glance from
a recent mother-daughter conversation reaches Zhenya’s inner vision. Two
instances of inner eyesight meet at this crossing, awakening Zhenya’s inner
self and its personal, genetic (rather than generic) outlines.®! Thus, Pasternak
finally draws Zhenya’s entry into maturity as a moment when she actually car-
ries, in her empty hands, a past that henceforth lives in her, full of separated
spatial and temporal measurements, invisible and intangible, yet offering in
her a new intelligible life. It is here that she is finally able to re-enact another
as herself.®? Her mother’s tears, held back on that memorable night in Perm
when the spring was breaking through and the Kama River was ready to burst,
are now Zhenya’s tears, and mother begins to live in daughter, in a significant
metaphoric replacement, intended, it would seem, to be a moment of textual
maturity that accompanies the maturation of the protagonist:

But utterly, utterly unbearable was the penetrating glance that Madame
Luvers had fixed on her yesterday in the classroom. It was carved deep in
her memory and would not go. Everything that Zhenya now felt was bound
up with it. As though it were something that should have been taken and
treasured, but which was forgotten and neglected.

This feeling could have made her lose her wits. Its drunken, crazy bit-
terness and inescapability spun her so giddily. Zhenya stood by the window
and wept silently; tears flowed and she did not wipe them away: Her hands
and arms were occupied, though she was holding nothing in them. Something
caused them vehemently, impulsively, and obstinately to strengthen.

A sudden thought dawned on her. She suddenly felt that she was fer-
ribly like Mama. This feeling was combined with a sense of vivid certainty,
capable of turning conjecture into fact (if the latter were not established),
and of making her like her mother by the mere strength of the striking, sweet
condition she was in. This sensation was piercing, sharp enough to make her
groan. It was a sensation of woman perceiving from within, or inwardly, her
outward appearance and her charm. Zhenya was incapable of realizing what
it was. She was experiencing it for the first time. In one thing she was not
mistaken. This was just how Madame Luvers had once been as she had
stood by the window, turning away from her daughter and the governess
in agitation, biting her lips and tapping her lorgnette against a kid-gloved
palm. (CSP 172-73; emphasis added)

61. See Aucouturier’s analysis of Zhenya’s “generic and not individual qualities” (1978, 45).
62. Cf. the description of the old man in “Letters from Tula”: “He was the only one in
the story [who] made another to speak through his own lips” [B pacckase Tonpko oH [ . . . ]

3aCTaBI[/I] CBOMMM yCTaMy TOBOPUTH MOCTOpPOHHET0] (CSP 126; PSS 3:32).



274 | Chapter 7

Ho coBeplieHHO, COBEpIIEHHO HECHOCEH OBII TOT MPOHMKHOBEHHBIN
B3IJIAJ, KOTODBIII OCTAaHOBIMIIA Ha Heil rocroxa JlioBepc Buepa B Kiac-
cHoit. OH Bpe3asics B TaMATDb 1 13 Hee He Iuen. C HUM COeAMHATIOCH BCe,
4TO Tenepb ucnbiThiBana XKena. Byaro sTo 6bl1a Belllb, KOTOPYIO CIef0-
BAJIO B3ATb, JOPOXKa €if, ! KOTOPYIO 3a0bLIN, €10 IPeHeOPErHyB.

MO>KHO 6bIIO TOTIOBY IIOTEPATH OT STOTO YYBCTBA, /IO TAKOI CTEIeHN
KPy>KI/Ia MbsIHASA LIA/asd ero ropedb 1 6e3bICXONHOCTD. JKeHs cmosna y
0KHA U NAAKANA 6e336Y4HO; CTle3bl MK, U OHA UX He YMUPAna: pyKu y
Heil GbiIU 3AHAMbL, XOMA OHA HUHe20 6 HUX He Oepxcand. OHu oLy y Hell
BUINPAMIIEHDL, SHEPLULECKU, NOPLIBUCINO U YHPAMO.

BHesamHas Mpicip oceHuna ee. OHa BAPYT MOYYBCTBOBAna, 4TO
CTpAlIHO MOXO0Xa Ha MaMy. OM0 4y6CHE0 COEOUHUNOCH C OULyUseHIeM
HUBOTL 0e30UUOOUHOCNU, 8TIACIHOLL COeNlAmb 00MbLces PaKIMOM, ecriu
211020 Hem euje HA-TULO, YnodobUmMb ee Mamepu 00HOI0 CULOL nompaca-
1ouge-cnaokozo cocmoanus. Iyscmeo smo 6vino0 npoHUsbIeaOUlee, 0Cmpoe
00 cmona. Imo 6vin0 ouLyuleHUe HEHUUHDL, USHYMPU UL BHYMpPeHHE
suUdAUeli c6010 8HEWHOCMb U npesecmy. JKeHa He MOITIa OTAATb cebe B
HeM oT4eTa. OHa €ro MCIBITEIBA/IA BIIepBBIe. B ofHOM OHa He ommm6mach.
Tax, B3BOTHOBaHHaA, OTBEPHYBILNCH OT JOUEPU U TyBEPHAHTKH, CTOSAIA
OffHaX[bI Y OKHa rocroxa JIloBepc 1 Kycana ry6bl, ygapssa T0pHETKOI0
110 TaMiKOoBOM nmamoun. (PSS 3:79)

True to his conception, Pasternak immediately establishes Zhenya’s innocence
in sexual matters in the conversation “about it” with Liza Defendov. Then Pas-
ternak moves to another farewell and yet another significant instance of this
symbolic gesture of hands.

Across from the Defendovs’ house, Zhenya, ignorant of Tsvetkov’s death,
observes his departure; or rather the hands of the departing Ghost at midnight
carry a lamp, except that these are not real hands, but the empty sleeves of a
light-bearing or Luciferic Demon who finally moves on, partially because this
new Zhenya is no longer fascinated by him, and lets go of the apparition, of
the lighted window, the shadows, the snow, and even the horse:

In a small window across the way a lamp was burning. Two bright stripes
fell beneath the horse and settled on its shaggy pasterns. Shadows moved
across the snow; the sleeves of a phantom moved, wrapping a fur coat around
itself; the light moved in a curtained window. But the little horse stood
motionless and dreaming.
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Then she saw him. She recognized him immediately by his silhouette.
The lame man lifted the lamp and began to walk away with it. The two
bright stripes moved after him, distending and elongating, and behind the
stripes—a sleigh, which quickly flashed into view and plunged back into
the gloom even faster as it slowly went around the house to the porch.

It was strange that Tsvetkov should still appear before her gaze even
here in the suburbs. But it did not surprise Zhenya. She was hardly con-
cerned with him. Soon the lamp appeared again. It passed steadily across
the curtains and was at the point of retreating again when suddenly it
turned up once more behind the same curtain on the windowsill from
which it had been taken. (CSP 175; emphasis added)

B oxomike yepes fopory ropena nammna. /e spKue IOIOCHI, yIaB MO
JIoIIafb, IOKUINCh Ha MOXHAThIe 60K, JJeueanucy menu no cHezy, 06u-
2A7UCH PYKABA NPUPAKA, 3ANAXUBABULE20 ULYOY, 06ULATICS C6€M 6 3aHAGe-
wenHom oxHe. JTouaoxa e cmosna Henod8uUIHo U Opemana.

Torpa ona ysupmana ero. OHa cpasy ero ysHasa 1o CuayaTy. Xpomoii
TOZIHAT IAMITy ¥ CTasl yAANATbCA C Hell. 3a HUM JBUHYINCD, TIePeKally-
BasACh U Y/IMHAACD, 00€ APKNe MOMOCH, a 33 IO/I0CAMMU U CaHM, KOTO-
pble OBICTPO BCIBIXHYIN U ellle ObICTpee MeTHY/INCH BO MPaK, MeJITIEHHO
3ae3)kas 3a oM K KPbI/IbILY.

brino crpanno, uto IIBETKOB MPORO/MKAET MOMaslaThCs eif Ha I71asa
u 3zech, B cnobope. Ho JKenro a1o He yauBuno. OH ee Majno saHMMaIl.
Bckope mamma onATh MOKasanach 1, MIaBHO MPOI/ACH IO BCEM 3aHa-
BeCKaM, CTana-OblI0 CHOBA INATUTLCA Hasaf, KakK BAPYT OYyTHUIACh 32
CaMoJi 3aHAaBEeCKOI1, Ha OJJOKOHHNKE, OTKyZa ee B3smu. (PSS 3:82)

The return of the lamp to its proper place and the end of the play of shadows
do not constitute a romantic interlude equal in splendor to the description, in
Demon, of the secret life of shadows at night in an abandoned castle,® but this
scene in Luvers does imply a finality, even closure, as dark superhuman pres-
ences depart and a young girl enters upon a new stage of maturity that prom-
ises further upheavals, since Zhenya’s world (see Table 7c) has been already
punctured, from childhood, by fatality and impending danger.

63. See Demon: “There are no imprints of the former years: the hand of centuries was
clearing them for a long time” [net HurAe cemoB / MunyBmuX n1eT: pyka Bekos / Ilpunexno,
nonro ux cMmerana] (Lermontov 2:382).



‘awr) pue adeds mau
a1 jo amyeu snoxod ayJ,

JWTY YITM PIUIddU0D
A[prey sem eAuayyz[ ** * | ‘mopuim
paurend e ur pasow JySiyayy [ ]
pasowr wojueyd e JO SIAII[S ), ¢
Jway) ut Surgiou Surpjoy sem
ays ydnoyy ‘pardnodo a1om surre pue
spuey seAuayy ‘[ -] '08 jou pjnom
[ ] 2oue[3 sS19ANT SWepPEIN, T
« WHqQ Iy 03
Ppaqry sserd e unjiy a1om oy, ySnoyy
se dwre[ oy [ * * * ] 10J N0 yoeax

—

u2)j0 p[nom puey £Ip, SAOPUAI(T *
'SpUBY JO $335 ¢

*2ze3 [RUISIUT PUE [PUIIXF
‘SMopeys woy
Suniedop ay) Je 1opuopy  Suruanjar a10joq Aopudo

Joeds pue
awn Jo 19)oereyd Y],

uomen)Is Ay
Surronuos spuey ay) jo safewr ay

‘ap1sur Jajowr Jurureday uejsLIOeS
“a8pajmouy| [enxag “IeI[Turey 3Y) Jo SsO'| 31 Jo asnoy ay) uf 1 dasg
punoduos ay3 Jo 23e3s [RUOTIOW punoduros djqesuwrzad  yymois jo sageig
surdrew ay) uo anpisay pue uondasiad yo wondarg ‘SUOSeIg

‘SAOANHTATA HHL 40 AYVALONVS HALLOHLOYd HHL NI *HHLNIM "OL HTAVL



“The Stranger” in The Childhood of Luvers 277

7.5 “Three Names” and the construction of the
“Demonic” or spirit-bearing protagonist

In his letter to Bobrov of July 16, 1918, Pasternak mentions his plans for the
title of the novel—Three Names. This provisional title, which on the surface
has very little to do with the text of The Childhood of Luvers, suggested to crit-
ics that the title is connected to the rest of the work, lost in subsequent years.**
However, since this is the only title that Pasternak mentions to Bobrov while
sending him the earlier part of his future novel, it is very probable that Three
Names and the text published later as The Childhood of Luvers were more
directly linked than hitherto thought, and that the conception responsible
for the title was to reflect the multifaceted role of Tsvetkov (and, perhaps,
any other protagonist constructed along similar lines at future points of the
novel).%

Several considerations support this view. In more recent studies, Russian
scholars have begun to approach Pasternak’s construction of lyrical subjects
as a reflection of the wide spectrum of “that natural and cultural universe, in
which he or she is initially reflected, as in the part of the whole” (Han 1988,
99). The lyrical subject, then, “possesses, on the one hand, a multiplicity of
expressions, and, on the other, indefiniteness as a textual category” (Fateeva
2003, 87). The transformation of Pasternak’s poetic subject into the protago-
nist of a prose narrative remains a highly disputed question, and the multifac-
eted figure of the indefinable Tsvetkov helps to disclose Pasternak’s aims in
this regard. In the personality of Tsvetkov, Pasternak hones his earlier tech-
nique of constructing the protagonist by bringing together and superimposing
several themes and presences, and it is highly important that these presences
are not drawn from the immediate surrounding world, from the proximities
to which critics tend to point in their characterization of Pasternak’s “meton-
ymous heroes”®® Rather, in a manner similar to the formation of Heinrich

64. Pasternak’s letter is somewhat elusive in this regard, for sending to Bobrov only a part
of the future novel, he still lets him know only one title—that of Three Names (and then in
his characteristic manner insists that this is hardly important: “The novel will be called Three
Names or something of the kind. At this point it's unimportant” [Poman 6yzer HasbIBaTbhCA
“Tpu uMeHn” wm 4TO-TO B 3TOM pogie. [Toka uTo 3T0 HeBaxkHO] (PSS 7:348). Still he gives no
other title to the work (Barnes 1989, 2691f).

65. Fateevas summary of Tsvetkov’s role in the text is apt (though in this chapter I tend
to disagree with her stress on the “synthesis” and “naturalness” of Zhenya’s growth in “The
Stranger” and view the process instead as contradictory and counterpointed): “The synthesis
of the idea of spiritual and organic growth as a reflection of the ‘naturalness’ of the individual
development can be seen in the name “Tsvetkov’” (2003, 225).

66. According to Michel Aucouturier, the character based on the metaphoric relations,
“by analogy or opposition, connects the entire universe to the T of the poet, while the art of
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Heine in “The Mark of Apelles,” where Heine is simultaneously a traveling
stranger, a poet, a character in a manuscript, an ahistorical figure appearing
at sunset, a power able to pierce darkness, and finally a great German poet,
Tsvetkov becomes shaped not merely by his last name, or by the fact that he is
associated with the approach of winter blizzards, but also by Lermontov and
Lermontov’s supernatural Demon (see Glazov-Corrigan 1991; Fateeva 2003,
225). In other words, Tsvetkov becomes the focus of multiple lines of rela-
tionship during the fall, as well as by their indefinite residue, and his trio of
personalities—Lermontov, his Demon, and Tsvetkov—surely must bear some
relation to the mysterious title planned for the larger novel.

Tsvetkov, it should be noted, belongs to a group of characters in Paster-
nak’s world that simply do not fit the profile of the metonymic hero (who
tends to dissolve into the surrounding world);*” the outlines of selthood in
Tsvetkov’s case present him as a receptacle of presences from “lands afar,
that is, from very distant worlds. And even though the existence of the tri-
adic relationship Tsvetkov-Lermontov-Demon has begun to be accepted in
criticism,® the implications of this artistic technique are far from straightfor-
ward. The indefinite Tsvetkov has an everyday life that ultimately does not
interest his author, apart from the fact that Tsvetkov, like Lermontov, is a lame
artist; what interests Pasternak instead is how to construct a narrative subject
who is, in effect, a psychopompos—a spirit or soul carrier.®” The choice of the
title Demon is itself an indicator of this aim, and because of the multilayered
nature of this narrative construction, Tsvetkov’s entry into the text opens an
altogether new world in front of Zhenya’s eyes. To emphasize the new layer of
vision, a vocabulary of spirits gathering at the threshold of the Luvers’s house
is introduced at the very beginning of “The Stranger,” but with all the Symbol-
ist echoes that such a construction may suggest, the originality of Pasternak’s

Pasternak, founded upon metonymy, on the contrary dissolves the ‘I, and generally any kind of
conscious or self-willed agent, in the image of a world where the “subject” is nothing but a gram-
matical fiction because there exists only one single real subject, life, whose essence is supra-
individual” (1969, 222; emphasis added). The relationship of Tsvetkov is, in fact, created by
oppositions—to Lermontov, the Demon, storms, winter, discoloration—and if the protagonist
is dissolved, it is definitely not in the surrounding world, but in other literary and intellectual
universes of discourse.

67. See previous note.

68. Faryno (1993, 30ff) and Fateeva (2003, 3291f).

69. Pasternak actually indicates as much in “Some propositions” through his unusual
emphasis on the relationship between the spirituality of prose [ogyxoTBopenHOCTB] and the
emergence of the individual in the narrative: “By its feeling, through its spirituality, prose seeks
and finds man in the category of speech. And when the man is found lacking in an age, then it
recreates him from memory [ ... ]” [UyTbeM, 110 cBOEIT OFYXOTBOPEHHOCTH, IPO3a MIIET I
HAXOJJUT Ye/l0BeKa B KaTeTOPUI Pedl, a e/ BeK ero JIMIIeH, TO Ha [aMsATh BOCCO3/aeT ero)
(CSP 261-62; PSS 5:23-24).
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narrative lies in his ability to fold the narrative world of spirits that crosses
time and space into the framework of his earlier metonymous constructions.
These layers are fused, and yet they are also distinct and bear different artis-
tic attributes. Thus, the “strange little street,” never to be visited or found by
Zhenya again,” is a simple street crossed by others every day, and the three
grieving women in black—Graces, Muses, or Fates, who suggest the presence
of a Romantic poet destined to die young—might for other spectators simply
be strange next-door neighbors. Seryozha’s innocent reference to the lame
mans “light in the window, late gatherings, and all night celebration” [ITom-
HMUIIIb, 51 PacCKasbIBal—coOMpaeT Jofiell, BCIO HOYb IbIOT, CBET B OKHe]
(CSP 159, PSS 3:64) suggests to the Russian ear an unmistakable echo of Ler-
montov’s “Tamara” and her illumined window’s invitation to nightly visitors
[M1 Tam ckBO3b TyMaH IONYyHOYHBINT / Brcran oronex somnoroit / Kupgancs
oH myTHMKaM B ounu], as well as the feast in the darkness of night [mmmenn
IBa KyOka BuHa], to which she welcomes her visitors before destroying them
with her caresses. And yet Seryozha can be (and is) totally unaware of the
implication of these words. If Zhenya’s life and character are to be changed by
this “abstract moment,” it is important to note that its narrative design pursues
at least two interrelated goals. First, it suggests an altogether distinct world of
symbolic presences and forces; and, second, it ensures that this other world
remains masked and barely perceptible in the everyday reality of Ekaterin-
burg’s life. To say that Pasternak simply tries to reconstruct the universe of the
book in the child’s mind is to trivialize a much more complex vision. For him
such a narrative reflects a philosophical understanding of reality which has
also become an artistic program that he is free to explore with all the artistic
means within his power.

In a letter to Eugene Kayden (August 22, 1958) after the success of Zhivago
awakened in the West interest in his early work, Pasternak carefully recon-
structs the nature of Lermontov’s presence in his own life of 1917. He writes
to Kayden not of Lermontov’s influence or of his memory, but of Lermontov’s
reality as a living person and (what is equally important) as an active living
spirit, who had entered contemporary life and art, in order to assert the poetic
freedom of everyday reality:

70. In the earlier draft of the scene of Tsvetkov’s first appearance, Pasternak crosses out a
passage with Seryozha and the Akhmedyanovs appearing on this hidden street as they return
from “unknown destinations” [oHu pOLUIN TOI FOPOTOIL, U, 3HAYNT, HE U3 TOMY, A HEBEOMO
otkyna] (PSS 3:545-46). Zhenya’s surprise at the boys’ appearance is followed by the authorial
voice observing that Zhenya was never able to find a way to that street (PSS 3:546). In the final
text of Luvers, Pasternak emphasizes the “unfindability” of the street when the children return
from a bookstore and meet Dikikh with the stranger (CSP 160; 3:64-65).
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I dedicated My Sister Life not to the memory of Lermontov but to the poet
himself as though he was living in our midst—to this spirit still effectual in
our literature. What was he to me, you ask, in the summer of 1917?—The
personification of creative adventure and discovery, the principle of free poeti-
cal statement. (Kayden 1959, ix; emphasis added)

A mocarun “Cectpy MO0 XU3HD” He MaMATH JIEPMOHTOBA, HO CAMOMY
1031y, MOUHO OH CAM HUJ CPeOU HAC—ETO KXY, BCe ellje AeiCTBeHHOMY
B Hallell 1uTeparype. Bbl cpamyBaere, 4eM OH ObUI /I MEHS JIETOM
1917 ropa. Onuyemeoperuem meopueckoti cmMenocmu U OmKpulmut,
HAUAIOM C60600H020 NOIMUUECKO20 ymBepiudeHUs noscedHesHocmu. (PSS
10:380)

In the same letter, Pasternak asserts that every historical period possesses “two
time sequences”: “the one known to all and the other that has not as yet taken
place, infinite and concealed, for the future is always part of this ungrasp-
able and unknown infinity [gBa BpeMeHyU —mu3BeCcTHOe ¥ ellje He HACTaB-
mee, 6eCKOHEYHOE U HeBeOMOe, TIOCKONIbKO Oyfylee BCerja—yacThb 3TO
HeM3BeNaHHON 1 He3BecTHOI 6eckoHeyHocTy] (PSS 10:379). In the world of
Pasternak in 1957 it is, perhaps, no longer appropriate to seek echoes of Kan-
tian a posteriori and a priori time, and yet it is also clear that this philosophical
manner of approaching reality never left the writer. His rendition of Lermon-
tov’s influence is to be understood in that context—the Romantic poet was for
Pasternak in 1917 a necessary writer, a compatriot in acquiring a poetic voice
and yet also a reminder of an “immeasurable” larger force of spirit, unfolding
an otherwise impenetrable future.”

According to Pasternaks curious admission, Lermontov’s entry into his
own world in 1917 was tantamount to a huge biographical and artistic event.
By contrast, however, Tsvetkov’s entry into the life of Zhenya is of a some-
what different nature, for the child is only forming, and one cannot speak
in her case about the discovery of a new poetic voice. This difference’ may

71. See in Luvers at the beginning of “The Stranger,” prior to the introduction of Lermon-
tov: “One could not foretell the future, but it could be seen entering the house from outside.
Here its scheme is already in evidence—a distribution to which it would be subject despite its
recalcitrance in all else” [Byxyuiero Henb3st npenckasatb. Ho ero MOXXHO yBUZETb, BON/A C
Bonu B om] (CSP 149; PSS 3:53).

72. Neither Faryno nor Fateeva comments on Lermontov’s very different roles in Paster-
nak’s poetry and prose of the period, an emphatic versus covert appearance (Faryno 1993).
In fact, Fateeva believes that, in their textual references to Lermontov, both My Sister Life and
Luvers express a similar position, namely, the author’s farewell to the demonic sense of life, char-
acteristic of childhood: “Pasternak says farewell to this child-like “demonic” sense of life in My
Sister Life when he opens the poetic cycle with the poem “In the Demon’s memory” [[TamsTu
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explain why the subtlety of the correlation between Tsvetkov and Lermontov
has no parallel in Pasternak’s poetry of this period. In contrast to the evocative
and indefinite resonances in the novella, Pasternak’s My Sister Life is not only
dedicated to Lermontov but opens with a clear celebration of Lermontov’s
storms”*—a poem entitled “To the Memory of the Demon” [ITamsartu [Iemona]
that depicts the Demon’s elemental power in the ensuing chaos of nature after
his nightly visits to Tamara:

He came at night,

With blue ice, from Tamara,

With two wings he marked

Where the nightmare would begin and end.

IIpuxopun no Houam

B cunese neguuka ot Tamapnbl

ITapoit kppiT HamMeyar,

I'me rymeTs, rje KOHYATbCA Kolmapy. (PSS 1:114)

In poetry, Pasternak accepts unconditionally Lermontov’s spirit and his long-
ing for the storm, as in the poem “The sail” [A oH MATe>XHBIT uieT Oypu
/ Kak 6ygTo B 6ype ecTb mokoii] as a new guide in the eventful summer of
1917. In the case of Pasternak’s young fictional protagonist, however, there
is a covert link to Lermontov, and the girl’s momentary embrace of the ele-
mental power of the winter blizzard is followed almost immediately by death
and devastation in her family (see 7.6 below). In other words, the biographi-
cal intrusion of Lermontov into Pasternak’s life and art is of a very differ-
ent character than that visited on his heroine, and it is very possible that in
this highly nuanced difference one finds a further key to Pasternak’s manner
of constructing his prose. The writer’s own childhood may also provide an
important textual clue.

7.6 Alexander Scriabin and “the freshness of his spirit”

Lermontov or his Demon enters Zhenya’s life as both a living person and a
spirit, emerging during the sunset from the enchanted street behind her house.

nemona] while The Childhood of Luvers ends with “And without another word Lermontov was

returned by the same hand and pushed back into the little slanting row of classics” (2003, 330).
73. After the dedication to Lermontov in My Sister Life, there follows the epigraph from

Nicolaus Lenau within which the face of the beloved is intertwined with storms and clouds.
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These presences will be superimposed on Tsvetkov and will have a profound
effect upon the girl, while bringing her no happiness and signaling instead
the approach of turmoil and disaster. As observed above (5.2), the composer
Shestikrylov, whose very name suggests the image of a spiritual messenger, a
Six-Winged Seraphim, is the closest textual prototype in this regard, for, just
like Lermontov, Shestikrylov enters the inanimate world of the children’ lives
in “Ordering a Drama” with a storm of snowflakes and makes the children
unrecognizable by awakening their self-consciousness and preparing them for
the oncoming drama of life (and their future in art):

Here is the scenario: twilight in the composer’s apartment—and either
there is no meaning in it or else it is to be followed by a drama. This is
how it was in life too—there stood the inanimate principles, demanding
to be set in motion, and people would start off here at a run, and some of
them, the ones who always thought further than others, and more quickly
became unrecognizable, they endured this delicious suffering: to work, to
think upon the inanimate. And grew conscious of it. [ . . . ]
Later, they became artists. (MG 29)

BoT TyT clieHapumii: CyMepKy B KBapTHpe KOMIIO3UTOPA, ¥ OHU UM He
MMEIOT CMBIC/IA, UV 32 HUMU [O/DKHA CIefoBaTh paMa; TakK 1 ObIIO B
YKVM3HM,—CTOSANN HeOflyllIeB/IeHHbIe Havasa 1 TpeboBay pasbera; moau
pasberanuch 3fjech, ¥ HEKOTOpPbIe U3 HUX, Te, KOTOPbIE yMalu Bcerja
fasblile [PYTUX M CKOpee CTAHOBM/INCH Hey3HaBaeMbIMU [ CBOUX 3Ha-
KOMBIX, OHU BBIHOCUJIY 3TO C/IaJIOCTHOE CTpajlaHNe paboTaThb, IyMaTh 3a
HeofyleBIeHHOe. VI cosHaBamu ero. [ . . . ]
BriocnmencTBUM OHY CTAIM Xy[OXKHMUKaMU. (PSS 3:462)

The authorial insistence that the future speed of thought was initially found at
this juncture [rogu pas6eranucs 3gecs], and the phrase “this was how it was
in life” [Tax u 6p170 B >XM3HMJ, constitute a valuable signal, simultaneously
textual and autobiographical.

There was, in fact, only one artistic figure who influenced Pasternak’s char-
acter in his adolescence with such force—the composer Alexander Scriabin.”

74. Barnes notes the interconnection between the role of Scriabin in PasternaK’s life and
his unpublished “Story of Counter-Octave,” but omits altogether the references to the composer
in “Ordering a Drama”” He insists, nonetheless, that “Pasternak’s early fascination with music,
as well as the influence of Scriabin’s personality and artistry, was not easily—nor was it ever
completely—eradicated” (Barnes, 1977, 14).
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“Ordering a Drama,” then, can be viewed as Pasternak’s first quasi-autobio-
graphical sketch, as well as his first articulation of a three-layered universe,
the creation of the necessary frame to explain Scriabin’s power. Similarly to
Scriabin’s role, described in both of Pasternak’s published autobiographies,
Shestikrylov uncovers for his young pupils a layer of reality that was mute and
invisible until his appearance, or rather until the entry of his music, which he
always carries with him and by means of which he starts all the motion and
commotion. Scriabin’s link to Tsvetkov appears unlikely until one recollects
that the very meaning of the name Tsvetkov must have a direct link to Scri-
abin’s so-called “synesthetism,” the composer’s famous ability to hear musical
notes as colors, and to his well known experiments with light-color-music
synthesis.”> Even the lameness of Tsvetkov, this clear reference to Lermontov,
may yet refer to Scriabin, since, according to some critics, it was Scriabin’s
effect on the Pasternaks and their household in 1903 that resulted in Boris’s
fall from the horse” and his subsequent handicap: one of his legs considerably
shorter than the other.

There is further biographical evidence to consider. In contrast to “Order-
ing a Drama,” there is no mention of music in Luvers, but there is a poet and a
spirit of his poetry. The enchanted street, opening a pathway “from this world
to the other” is actually a reconstruction in fiction of the childhood event that
both Pasternak and his brother Alexander narrated in their memoirs—namely
their roaming in the park-like forest in the late spring of 1903 at the dacha
at Obolenskoe and hearing the sound of a piano—their first introduction to
what would prove later to be piano pieces from the Divine Poem (the Third
Symphony), composed by their as yet unknown neighbor, Alexander Scriabin.
Alexander Pasternak’s recollection of the event is straightforward and factual:

Unexpectedly, amidst the surrounding silence, which was deepened fur-
ther by the singing of birds and the crackling sounds of the squirrels, we
heard, very much from the distance, constantly breaking separated pieces
of piano music. [ ... ] We began to find our way towards the sounds.
[...]In the forest’s meadow, where we finally arrived, there were the thick
impenetrable bushes. On the meadow in the sun’s rays, there appeared a
country house (dacha), the same as ours.

75. For documentary material on Scriabin’s “color hearing,” see Galeev and Vanechkina
(2001).

76. See here Boris Gasparov’s 1995 article in which he links Pasternak’s fall from a horse
on August 6, 1903, to Scriabin’s “polyrhythmia” [monupurmus]. Gasparov views the rhythm of
gallop ending in a fall as the imagery emblematic of Pasternak’s prose, embodying an arrival of
catastrophe intermixed with a “secret voice”—a call to transcendence.
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It was from that house that the music was coming; it sounded as though
someone were deciphering a new piece, but for that it sounded strange,
unusual, without uncertain pauses at the more difficult parts. [ ... ] My
brother, who understood music more than I did, said, that without a doubt
someone was composing there, and not memorizing or studying a new
work. (PSS 11:11)

In Boris Pasternak’s own recollection of the event in the Sketch for an Auto-
biography (May-June 1956), the setting of the mysterious street in Luvers is
anticipated by the portrayal of an opening among the trees and the alteration
of “the light and shade [that] followed each other in the forest” (Remember 36;
PSS 3:302). There is once again an emphasis on the spirit of the artist’s art—an
elemental force, a fallen angel, not unlike Lermontov’s Demon, but more play-
ful and mischievous, and there emerges also the theme of eventual destruc-
tion, “the tragic force of the composition,” corresponding to the character of
the time:

Lord, what music it was! The symphony was continually crumbling and
tumbling like a city under artillery fire, and was all the time growing and
being built up out of debris and wreckage. It was brimful of ideas worked
out to the point that was indistinguishable from frenzy, and at the same
time as new as a forest, breathing life and freshness and, indeed, arrayed,
surely, in the morning of a spring foliage of 1903 and not of 1803. [ . .. ]
[T]he tragic force of the composition in the process of creation put out
its tongue triumphantly at everything that was decrepit and generally
accepted and majestically obtuse, and was bold to the point of frenzy, to a
point of mischievousness, playfully elemental. And free like a fallen angel.
(Remember 36-37)

Boxxe, uTo 910 6bL1a 32 My3bika! CuMdoHMs GeCIpepbIBHO PYIINIACh U
o6BauBanach, Kak rOpof IOJ| aPTUIUIEPUIICKMM OTHEM, M BCSI CTPOM -
J1ach ¥ pocia 13 067IOMKOB 1 pas3pyuieHuit. Ee BCIo mepernonHsiio copep-
KaHue, [0 6e3ymusi paspaboTaHHOE 1 HOBOE, KaK HOB OBUI )KM3HBIO 1
CBEXXEeCTbHIO [BIIIABIINIL JIEC, OfLETHII B TO YTPO, He IIPaBJja /I, BeCEHHel
nmuctBoit 1903-ro, a He 1803 roga. [ ... ] [T]parudeckas cuma counHse-
MOTO TOP)KECTBEHHO [TOKa3bIBaJIa SI3BIK BCEMY OZIPSX/IENIO IPU3HAHHOMY
U BE/IMYECTBEHHO TYIIOMY 1 ObIIa CMerTa O CyMAacIIeCTBU, JO MaIbul-
[IeCTBA, IIAJ0BINBO CTUXUITHAS U CBOOOHAsA, KaK Haammii auren. (PSS
3:302-3)
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The spring setting in the memoirs of both brothers contrasts with the fall-
winter world of “Ordering a Drama” and “The Stranger,” but the portrait of
Scriabin in Safe Conduct emphasizes both the winter blizzard and the evoca-
tion of the rebellious and destructive spirits in his art. Pasternak’s adoration of
Scriabin is animated through the description of the little demon who jumps
from music posters onto young Pasternak’s back as the boy walks through
Moscow streets, while the power of adoration is not only “fierce” and “cruel,
but “feverish” and “ravaging”:

So it was winter out of doors. The street was chopped a third shorter by
dusk and full of errand running all day long. A whirl of streetlamps chased
along after the street, lagging behind in the whirl of snowflakes. On my way
home from school, the name Scriabin, covered with snow, skipped from a
poster onto my back. [ . .. ] This adoration attacked me more cruelly and
undisguisedly than any fever. [ . .. ], and the fiercer it was, the more surely
it protected me from the ravaging effect of his indescribable music. (CSP
23; emphasis added)

VTak, Ha jBOpe 3MMa, yIUIia Ha TPeTh HOfipyOIeHa CyMepKaMIi 1 BeCh
IleHb Ha moberymrkax. 3a Heil, OTCTaBasg B BUXPe CHEKMHOK, TOHATCA
BuxpeM ¢ponapu. O60KaHbe 3TO ObeT MeHs XKeCToue ¥ HellpUKpalleH-
Hee nuxopaaku. [loporoit us rumuasuu nma CkpsA6UHa, BCe B CHeTY,
cockakusaem c aduuiu mue Ha 3akopku. [ ... ] [D]To umenno to 6esor-
BeTHOE, HepasJleIeHHOe YyBCTBO, KOTOPOTO A 1 XaXX7y. TonbKo OHO, U
YeM OHO ropsdee, TeM 6OJbIIe OrpakjaeT MeHA OT OIYCTOIICHMII, TPO-
U3BOJVIMBIX €TI0 HellepefiaBaeMoli My3bIKoit. (PSS 3:150)

In fact, in The Childhood of Luvers, as in both of his memoirs, Pasternak’s
meditation on the demonic aspect of these artistic intruders and on the spiri-
tual reality they unfold is ultimately ambiguous. If in Safe Conduct Pasternak
is still in awe of his “ido]” and his compositions’ “lyrical dwelling [ . . . ] mate-
rially equal to the whole universe, which had been ground down to make its
bricks” [BBIMBIIITIEHHOE TMPUYECKOe XKIINILE, MaTepyaabHO paBHOE BCeil
eMy Ha KUpIINY IepeMojIoToll BcenmeHHoit] (CSP 25; PSS 3:152), then in the
Sketch for an Autobiography his assessment of Scriabin’s developing “super-
man” influence is very carefully nuanced.

Given that Scriabin had won him over “by the freshness of his spirit”
[Ckpsa6UH MOKOPsI/I MeHs CBeXeCTbIo cBoero ayxal (Remember 38; PSS
3:303), there is a distancing on Pasternak’s part from the spiritual reality
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sought by the composer. The Pasternak of Sketch for an Autobiography clearly
resists the Nietzschean direction of Scriabin’s world view,”” but the very man-
ner in which Pasternak describes Scriabins “superman” influence resonates
with the depiction of Tsvetkov, particularly the belonging of both the fictional
protagonist and the composer to a heroic “other world” that brings sorrow,
and both figures’ ability in their otherworldliness to define the situations they
touch:

That was the negative side of Scriabin’s influence, which in everything else
became decisive for me. His egocentric nature was appropriate and justi-
fied only in his case. The seeds of his views, childishly misinterpreted, fell
on favorable ground.

[...] Almost since the night described by Rodionov, I had believed in the
existence of a higher heroic world, which must be served rapturously, it might
bring suffering. [ ... ]

Actually not only must music be supermusic to mean anything, but
everything in the world must excel itself to be itself. Man, man’s activity must
include an element of infinity which lends form and character to everything.
(Remember 40-42; trans altered; emphasis added)

910 6bUTa 060POTHAA CTOPOHA CKPAOMHCKOTO BAMAHUA, B OCTalb-
HOM CTaBILETO /1A MeH:A pemraoiuM. Ero srormeHTpnsM 651 yMecTeH
U OIIpaBfJaH TOIbKO B ero caydae. CeMeHa ero BO33peHNI, O-AeTCKI
HPEeBPATHO MOHATHIX, YIIaMy Ha 6/1arofapHyIo TIOYBY.

[...] Yymo nu He ¢ poOUOHOBCKOU HOUU A 8ePUIL 6 CYULECIBOBA-
Hile BbLCIAE20 2ePOUHECK020 MUPA, KOMOPOMY HAOO CILYH UMb 80CXULLEHHO,
XOMA OH NPUHOCUM cmpadaus. | . . . ]

JleitcTBUTENIbHO, He TOMBKO HAaJO OBITH CBEPXMY3BIKOI, YTOOBI YTO-
TO 3HAYNTD, HO 11 BCE Ha CBeTe JO/DKHO MPEBOCXOJUTD Cebst, YTOOBI OBITh
cobo10. Yenosek, OeamenvHoCmy 4enosexa 00NHCHbL 3AKTI0HAMb I/leMeHm
beckoHeuHoCMU, NPUOAIULUTL A67IeHUI0 OnpedeneHHOCMb, XapakTep. (PSS
3:305-6)

Thus, a most singular blend of Pasternak’s autobiographical and inter-
textual resonances defines Tsvetkov’s featureless presence, his “fog and mist”
[TymanHOe 1 obmee],”® while the superman motif of Scriabin’s vision clearly

77. See here Barnes (1977, 15ff); Levi (1990, 21-23; 42-43).

78. See Demon: “This was not a horrifying spirit of Hell, / a sinful sufferer - oh, no. / He
looked like a bright evening/ neither day, nor night / —neither darkness, nor light!” [To ne 6b11
afa gyx yxacHslii, / Ilopounsiit MydeHrk—o Het! / OH 6T OXOX Ha Bedep scHbii: / Hu
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had a conduit to Lermontov’s Demon, “a speechless stranger of the fog” [mpnu-
mter, TyMaHHbIM ¥ HeMolt] (Lermontov 2:361). In all of this, Pasternak’s
conception of the human being resonates with the a priori of infinity and
indefiniteness that underlies sensation, in Luvers brought into the open and
given reality by the world of poetry and art that emerges when Zhenya reads
Lermontov.

7.7 Philosophical overtones of the indefinable Tsvetkov

In Sketch for an Autobiography, Pasternak describes Marina Tsvetaeva in a
somewhat puzzling manner, but one that is not exactly irrelevant to the issue
at hand: “in her work she rushed impetuously, eagerly, and almost rapaciously
toward the achievement of finality and definiteness” [B »xusHu u TBOpUecTBe
OHa CTPEMUTENBHO, XKaJHO U MOYTH XUIIHO PBalach K OKOHYATENbHOCTH U
onpegneneHHocTr] (Remember 110; PSS 3:340). It is very probable that in this
oblique fashion Pasternak establishes his difference from Tsvetaeva, for ever
since his student notes the question of indefiniteness in art and in sensations
was a concept he tended to emphasize. The question of the indefinable residue
associated with human destiny is evident, for example, in Pasternak’s student
notes on Kant, Cohen, and Natorp, particularly when he speaks about psy-
chology and the need to “break” through the limits of materiality to introduce
the human self whose teleological “end” is antagonistic to the material “thing-
ness” in the sphere of experience:

The more clear is our organism as an object of study, the more mysterious
it is as a unity of life; and then considering its living principle, we break its
material thingness, its sphere of experience. And separating it, on the one
side, from its belonging to the laws which constitute material thingness, we
grant to it, on the other side, its own empirical law, as we return it to the
unity of the subject, which as an object, in its own idea, is not constituted,
but regulated and teleological. In other words, its teleological principle is
antagonistic to the material thingness.

Yem sicHee HaM OPraHM3M, KaK [IpefMeT II0O3HAHMsI, TEM OH HEIIOHSTHee,
KaK eIMHCTBO XXWM3HU; U TOT/IA MBIC/IS €T0 XM3HEHHOCTD, MBI IIPOPbIBaeM
cdepy mpegMeTHOCTH, cepy ombita. V nuinas ero, ¢ ofH[oli] CTOPOHHI,
IPUYACTHOCTI BCeOOb1IeMy 3aKOHY, KOHCTUTYMPYIOLIeMY IIPeMETHOCTb,

IeHb, HM HOYb,—HU MpakK, Hu cBeT!] (Lermontov 2:362).
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¢ apyr[oit] cTopoHbI HamenAd ero coOCTB[eHHBIM]| SMIMPIY [eCKUM]
3aKOHOM, BO3BpalljaeM ero eMHCTBY CyObeKTa, KOT[opblit] Kak mpey-
MeT, B CBOEM MbIC/IIMOM IPOMCXOX/EHUI He KOHCTUTYTUBEH, @ pery-
JISITUBEH U TeeoorndeH. T.e. Te/ieoornyecKuii IpUHINIT aHTarOHNYeH
npuHINIY peaMeTHoCTH. (Lehrjahre 11:141)

The question of the indefiniteness and incompleteness in a human being is
reflected most strongly in Cohen’s “ethical ideal,” which the founder of the
Marburg school described in the following terms: “The ethical ideal contains
three moments: completeness, fulfillment, the incompleteness of fulfillment”
(ERW 424; trans. Poma, 2006, 151). From within this context one can approach
the ethical education of Zhenya, which emphasizes the power of command-
ments toward “a third person, totally indifferent, with no name, or only a for-
tuitous one, neither arousing hatred nor inspiring love” (CSP 176; PSS 3:84).
This manner of defining an ethical pathway in otherwise indefinable territory
reflects Cohen’s insistence that the foundational principle of selthood is the
“yearning of the self” for the subject beyond material experience, the yearning
for the indefinable “other” which—and this is highly important—possesses
no clear outlines and remains a receding, teleological goal that is invariably
incomplete:

Yearning (Sehnsucht) is above all an expansive feeling of the Ego; it spreads
the Ego beyond the limits within which it must move and feel itself. [ . . . ]

Thus the monologue of yearning becomes a dialogue, a duel between
lovers, or even that of a single partner in the various phases of his love or
under the different connected effect of other feelings. (ARG 2, Bd. 1, pp
26fT; trans. Poma 2006, 377-78)

The importance of the indefinite range within the human self (both in
Zhenya’s growth and in the human subject who becomes the indefinable focus
of her interest), which can be thus only regulated by laws and commandments,
both corresponds to and reflects Cohen’s emphasis on the overlap of ethical
and religious frameworks.

There is more than an accidental overlap between Pasternak’s introduc-
tion of the Commandments concluding his portrayal of the “featureless man”
and Cohen’s philosophical postulation of laws. While Cohen insists: “Better
a man who acts because he received a commandment than a man who has
not received a commandment and acts” (RV 381; trans. Kajon 114), Pasternak
concludes with respect to the theme of Tsvetkov:
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[T]he impression [ . . . ] lay beyond the girl’s control, because it was vitally
important and significant, and its significance consisted in the fact that was
the first time another human being had entered her life—a third person,
totally indifferent, with no name, or only a fortuitous one, neither arous-
ing hatred, not inspiring love, but the person whom Commandments have
in mind, addressing men with names and consciousness, when they say:
“Thou shall not kill” “Thou shalt not steal” et cetera. . . . (CSP 176; empha-
sis added)

TO BIIe4YaT/I€eHUEe [ e ] 3aK/JIK04Ya/JI0Ch B TOM, UYTO B €€ JKIU3Hb BHepBbIe
BoOIIIesr I[perf;I Ye10BeEK, TpeTbe N1 0, COBepI.I_IeHHO 6e3pa3m/mﬂoe, 663
VIMEeH!N NJIn Cco C)'Iy‘{ﬁ.]?[HbIM, HE€ BbI3bIBAKOIIICEC HEHABUCTN I HE BCEIA-
oiree TIIO6BI/I, HO mo, KOI?’IOPO@ umerwm 6 Buby 36”’1036614, 06pa1ua;{cr, K
JIME€HaM U CO3HAHUAM, KOorjga I‘OBOpHT: He Y6I/II/VI, HE Kpanb n BCe Hpo'{ee.
(PSS 3:84)

Pasternak’s concluding insistence that there is “no name for such an impres-
sion” corresponds to Cohen’s argument that the preservation of the inex-
haustible potential in every human activity must be preserved in perception,
knowledge, and art:

The concept is a question and remains a question, nothing but a question.
The answer which it contains must also be a new question, it must raise a
new question. This is precisely the intimate methodological relation which
exists between question and answer: that every question must itself be an
answer; therefore every answer also can and must be a question. It is a new
type of reciprocal conditioning, of reciprocal action, which is question and
answer. No solution can be regarded as definitive. The concept is not an
absolute totality. (LRE 378; trans. Poma 2006, 151)

There is, however, a further theme in common between Cohen and Pasternak:
this “infinite” or “incomplete” principle of selfhood is connected in Cohen
with the notion of suffering as a characteristic of the human subject, a theme
reflected in Pasternak in the death of Tsvetkov. Readers of Cohen identify this
emphasis on suffering with his “anti-eudaimonism” or with Cohen’s radical
opposition to Nietzsche’s Superman.” As Cohen writes in Die Messiasidee,

79. For Cohen’s dislike of Nietzsche, see Renz (2005, 308) and Poma (1997, 242).
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[...] the entire cult of heroes must be destroyed. This gives birth to
the moving image of the servant of God, who, like a miserable, afflicted,
despised man of pain and suffering, with neither appearance nor beauty,
is led, like a lamb, to the slaughter, and, like a sheep, falls dumb before its
shearers. (Die Messiasidee, J1:114; trans. Poma 2006, 243-44)

In opposition to the triumph of power in Nietzsche, Cohen—who, one should
add, would never shake the hand of a Jew who had accepted Christianity—
viewed this overlapping emphasis on the suffering man in both the Jewish and
Christian religious traditions as history’s deepest puzzle:

It is truly an unparalleled irony of history that the story of Jesus Christ’s life,
sealed by his death, should have become the source of the main difference
between Christianity and Judaism. The history of this passion is an imita-
tion of the messianic imagination of the Deutero-Israel, while the latter, as
is now commonly agreed, anticipated the history of ‘the remnant of Israel’
And hence, according to this poetic image, the history of Christ is actually
the history of Israel. The philosophy of history of future generations will
have to consider and fathom the riddle of the most intimate history of the
spirit, as far as it has unfolded up to this time. (RoR, 439-40)

This philosophical context underlies the principle of the indefinite “other” in
human life, introduced in Pasternak in his seemingly vague sketch of the lame
stranger.

7.8 Sensing transition:
Temporal and spatial complexities of the conclusion

When Zhenya returns home after her mother’s miscarriage and subsequent
sickness, she suddenly notices that the spirit of her house no longer guards its
inhabitants against the enclosing threat of external darkness. This darkness is
now ominous; the sounds of mangling linen echo like the rumbling of a vio-
lent attack,®® and the dark forest outside the windows is slowly surrounding
her family and moving step by step toward her hitherto protected world:

80. Faryno approaches the sound of the mangling of clothes as an important part of the
burial rite for Tsvetkov (1993, 37). It is more probable, however, that the rhythms attached to
this repetitive washing are linked with the upcoming endangerment of the house. The house
spirit, inviolable at the beginning of the fall, is now clearly under attack.
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The curtains reached down to the floor, and down to the floor the starry
night also hung through the window, and low down, waist deep in the
snow-drifts, two thick, dark trees rambled into the clear light of the win-
dow, trailing the glittering chains of their branches through deep snow.
And somewhere through the wall the firm rumble of the mangling went up
and down, tightly constricted by the sheets. (CSP 177)

TapauHBL OIYCKaMNCh 1O MOy U [0 MOy CBELIMBANach 3MMHSAA 3Be3]I-
Hasl HOYb 32 OKHOM, U HU3KO, II0 TI0sIC B Cyrpo6ax, BOIOYA CBepKaloliue
LIeIV BETBeIl 110 [ITyOOKOMY CHery, Openu peMydiie AepeBbsi Ha SICHbII
OTOHEK B OKHe. V rjie-To 3a CTEHOI1, TYTO CTAHYTBIi IIPOCTHIHAMM, B3aJl-
BIIepef; XOANUTI TBEPABII IPOXOT packaTkiu. (PSS 3:84)

With great care, Pasternak sets the final scene of the story in such a way that
both temporal and spatial descriptions appear to become porous, pervaded
by invisible presences. The temporal chronology has already been twisted by
the appearance of Tsvetkov after his death at Defendov’s house and by all of
Zhenya’s experiences with him “at every step, constantly, directly or indirectly,
and even, as on the last occasion, quite contrary to all possibility” [Ha kaxgom
IIary, HOCTOSIHHO, IPSIMO ¥ KOCBEHHO I JJaXKe, KaK 9TO CIIy4YM/IOCh B OCTIe]-
HUJI pas, Hamepekop Bo3Mo>kHOCTHM] (CSP 178; PSS 3:85). Time as a single
unit, like the death of Tsvetkov, contains a hidden multiplicity of presences,
and this new elasticity of time is perhaps Zhenya’s last lesson from Tsvetkov. It
also marks the stranger’s last appearance in the story, when Zhenya realizes as
she talks with Dikikh that her quantitative count of deaths was faulty:

“Do you have some sorrow too? So many deaths—and all of a sudden!”
she sighed.

But he was about to tell her his story when something quite inexplica-
ble occurred. The young girl suddenly changed her ideas about this quan-
tity, and clearly forgetting the evidence provided by the lamp she had seen
that morning, she said anxiously, “Wait. One time you were at the tobac-
conist's—Negaraat was leaving—I saw you with someone. Was it he?”—She
was afraid to say “Tsvetkov.” (CSP 177)

—n Yy BacC ToXe rope? CKOJTbKO CMEPTEIZ—I/I BCe BAPYT,—B3IOXHYJ/Ia OHA.

Ho Tonbko co6panca OH pacCKa3bIBaTb, YTO MMEJI, KaK IIPOM3O0III0
YTO-TO HEOO SICHUMOE. ,ZIeBqua BHE3AIIHO CTa/la APYyIrux MbIC/TEN 06 X
KO/INM4YE€CTBE, U BUTHO Sa6bIB, KaKoOm 01'[0p0]7[ pacmonarana B BI/I,IIeHHOVI
B TO YTpO /aMII€, CKa3ajia B3BO/IHOBaAaHHO: “HOI‘O,E[I/ITC. Pa3 xak-To BbI
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61y y TabavHNKa, yesxan HerapaT; 4 Bac Bupiaa elre ¢ KeM-To. 9Tot?”
Omna 6o0s1ach ckasarb: “IIBeTkoB?” (PSS 3:85)

The room where Zhenya meets Dikikh offers an equally porous firmament.
The floor has become a receptacle for multiple worlds, so much so that Dikikh
has to step very gingerly across the dark room, and Zhenya warns him of the
corner chest that might as well be a mountain because of the linguistic double-
entendre (ropka-ropa):

Dikikh [ . .. ] stood up and looked like a stork. He stretched his neck
and raised one foot, ready to fly to her aid. He rushed to look for the girl,
deciding there was nobody at home and that she had fainted. And all the
time he bumped in the dark in the puzzles made of wool, wood, and metal,
Zhenya was sitting in the corner weeping. But he continued to rummage
and grope, and in thought he was already raising her from the carpet in a
dead faint. He shuddered when a voice sounded loudly at his elbow, amid
whimpers: “I am here. Be careful, there is the cabinet [mountain] there.
Wait for me in a classroom. I'll come in a moment.” (CSP 177)

Iukux [ ... ] BcTas, MOXOXWIT Ha aucTa. BRITAHYN 1I€l0 U IPUIIOf-
HSUI HOTY, TOTOBBIL 6pocuThcs Ha nomolb. OH KMHYICS OTBICKUBATD
JIeBOUKY, PELINB, 9YTO HUKOTO HET JOMa, a OHA JIMIIN/IACh YYBCTB. A TeM
BpeMeHeM, KaK OH ThIKa/ICsl BIIOTbMaXxX Ha 3arajiKi U3 jiepeBa, LepcTn
u metaja, YKenst cugena B yronouke u miakana. OH ke IPOJOTDKa
IIAPUTD U OLIYIIBIBATh, B MBIC/IAX Y)Ke IOJbIMasl €e 3aMepPTBO C KOBpa.
OH B3[pOTHYII, KOTJIa 3a €T0 JTOKTSAMI Pasfaoch IPOMKO, CKBO3b BCX/IN-
nsiBaHme: S Tyr. OcTOpOoXKHeit, TaM ropka. IIogoKauTe MeHs B Kiac-
cHoit. f ceitqac mpupy.” (PSS 3:84)

These temporal and spatial layers, gathered in a single unit and a single per-
son, are reflected in the theme of the commandments addressed to the living
self and yet concerned with the “featureless generalized man.” This theme
appears on the last page of the story, and is completed by the indefinable
hand of the author shaking the row of classics, as Dikikh and Zhenya prepare
for a new lesson and she abruptly refuses to read the book pointed out by her
tutor.

When she saw which book Dikikh was taking from the shelf, she frowned
and said, “No, I can’t answer on that today. Put it back in its place. Excuse
me, please...”
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And without another word Lermontov was returned by the same hand
and pushed back into the little slanting row of classics. (CSP 178)

Korpa ona yBupena, Kakyko KHUTy GepeT JJMKUX C [TO/IKNM, OHAa HAaXMYypPH-
nach u sasBwia: “HeT. TOro 51 ceropHs oTBevyars He cTaHy. [lomoxure
Ha MecTo. BuHoBara: moxxanyiicra.”

VI 6e3 janbHUX CI0B, JIepMOHTOB OB TOIO XKe PYKOU BTUCHYT Hasaj
B IOKOCHBIINIICA PAKOK KIACCUKOB. (PSS 3:85)

The fact that the row of classics is shaken at the story’s conclusion intimates
Pasternak’s indirect celebration of his own artistic achievement, emphasizing
the final movement of a hand that has completed the story—a hand whose
textual identity is unknown since its syntactical antecedent cannot be located
within the narrative. As a result, the image points indirectly to the hand of the
story’s author while it also recapitulates all the “hands” that signal transitions
in Zhenya’s growth (see 7.8).

Zhenya Luvers’s story ends surrounded by darkness—Pasternak’s only
direct reference to the immediate historical reality of 1917-18. This theme
is stated in Safe Conduct with more emphasis, as Pasternak points to a world
in need of color and remembers his tutoring of Inna Vysotskaya on the eve
of unparallelled and fateful changes. Reconstructing this once peaceful set-
ting, he speaks of white space in need of color, of a blackboard with traces of
instruction, and of time impregnated by its as yet invisible content, collect-
ing twelve years later so many themes that appeared first in The Childhood of
Luvers:

It was the time of year when people dissolve paint in pots of boiling water,
and gardens, left to their own devices, warm themselves idly in the sun-
shine, all cluttered with snow shovelled down from everywhere. [ .. . ]

I do not know why all this impressed itself on me in the image of a
school blackboard with the chalk not quite rubbed off. Oh, if we had been
made to stop then, and the blackboard wiped to a gleaming wetness, and if
instead of theorems about isometric pyramids, they had expounded to us
in fine copperplate, with carefully thickened strokes of the pen, just what
lay ahead of us both. Oh, how dumbfounded we should have been. (CSP 46)

9T0 6bITIO TO BpeMst TOa, KOTZIa B TOPIIOYKAX € KUIATKOM PacIIyCKaioT
KPAacKy, a Ha COJHIle, IpefoCcTaBIeHHble cebe CaMIM, IPa3fHO TPeTCs
cajbl, 3aTPOMOJK/IEHHBIE CBaJIEHHBIM OTOBCIONY cHeroM. OHI 10 KpaeB
Ha/IUTBI TUXOIO, SIPKOIO BOJOIL. | . . . ]
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He sHato, oT4ero Bce 9TO 3alevyar/ieoch y MeHs B 06pase KIacCHO
JOCKM, HEOYMCTA OTTEPTOI OT Mena. O, ecu 6bI OCTAHOBU/IM HAC TOT/A
U, OTMBIB IOCKY OT BJI&)KHOTO 0JIeCKa, BMECTO TeOpeM O PAaBHOBETMKUX
nupaMmupax, Kaummrpaduveckn, ¢ HOKMMaMU U3TOXKUIN TO, 9YTO HAM
npegncrosiio obouM. O, kak 6s1 Mbl o6omenu! (PSS 3:176)
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Conclusion
Pasternak’s Symbolic World: Prose and Philosophy

P asternak did not like his early style and rarely spoke about the influence
of philosophy upon his thought. For the last three years of his life, he
was openly distressed when his publishers in the West, in order to capture the
interest of the market after the success of Doctor Zhivago, proceeded to seek
out, translate, and publish his early prose. These prose works generated very
little critical debate even when they were read by Russia’s expert readers, and
they could promise their author no change in this regard, especially after the
critical exegeses of Zhivago that he so often found disappointing. Thus, he
expected nothing good from unearthing works that he assessed not merely
as immature, but as aesthetically and morally opposed to what he tried to
do in his later art. This was altogether a harsh judgment. As far as this study
is concerned, it also presents a formidable problem. In the process of analy-
sis, it has been established (not without an element of surprise) that many of
Pasternak’s later ideas, metaphors, and symbols were already present in their
essential and even intricately developed form in these earlier stories. How
then can one explain Pasternak’s explicit negativity, and how does this affect
the status of the underlying philosophical themes that pervade so many of
Pasternak’s earlier images and symbols? In drawing conclusions and evaluat-
ing our findings and premises in a focused manner, we must re-evaluate not
only the metaphor-metonymy opposition so central to the issue of Pasternak’s

296
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symbolic language; we must also discuss, where appropriate, the unexpected
longevity of these earlier images and paradigms within his later style known
for its simplicity of expression. However, as we draw conclusions, it is equally
important to determine, as far as possible, the deeper reasons for his rejection
of these earlier stories.

8.1 Assessing Pasternak’s later view of his early prose

In his letter to the German musicologist Renata Schweitzer (December 1958),!
Pasternak insists that the very intensity of the spirit of Zhivago was under-
mined by the republication of his earlier prose, which had participated, or so
he claims, in the overall “destruction of form,” characteristic of the beginning
of the twentieth century:

It is all tarred with the brush of the expressionist era, of the disintegration of
form, of half-baked content, abandoned to the mercies of the manner that
was adventitious, poorly understood, weak, and empty. The reason Zhivago
rises above all this is because it is a spiritual act—a spiritual achievement.
(Ivinskaya 1978a, 308; trans. altered)

Bce 910 HOCKT Ha cebe KIIeiMO . . . STIOXY IKCIPECCHOHU3MA, PACIaga
($bopMbI, HEBBIIEP)KAHHOTO COJePXKAHNS, OTAAHHOTO Ha IPONU3BOJI CIIy-
YafHOCTY HEIIOJTHOTO OHMMaHMsI, c1aboro u mycroro. ViMeHHO motomy
nopHuMaetcs JK. HaJ BceM 3TUM, 4TO B HEM e€CTbh CTYIeHNUe AyXa, YTO
OH AB/IAETCA JyXOBHBIM moasuroM. (quoted from Ivinskaya 1978b, 329)

He finds it ironic, he writes to Natalya Sologub in June 1959, that his efforts
to address the madness of the century and his earlier acquiescent role of fol-
lower have resulted in new interest in the very works he wants most to forget.
Participation in the “destruction of forms” is mentioned again:

In the years of turmoil which we all went through together, I managed,
through the lack of seriousness, to commit very many errors and sins. How

1. Pasternak’s letters to Renate Schweitzer were published by her in German in 1963. The
Russian original has not survived, and scholars question on occasion the authenticity of some
of the letters published by Schweitzer (see PSSCom 10:486). Ivinskaya, however, kept copies of
some of Pasternak’s letters, so several letters to Schweitzer (both originals and English transla-
tions) are cited from Ivinskaya’s memoirs.
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terrible and inexpressibly sad that not only Russia, but the whole “civilized
world” was afflicted by this disintegration of forms and concepts during
several decades. [ ... ]

The success of the novel, with its evidence of my wish to contribute to
the belated work of bringing our age to its senses, has meant that every-
where people are rushing to translate and publish all the stuff put out by
me in those years when we lapsed into folly and barbarism [ . .. ] (quoted
from Ivinskaya 1978a, 308)

B rozipl OCHOBHBIX OOLIMX HaM BCeM MOTPSICEHMIT 51 YCIIeTT, [0 Hecepbes-
HOCTH, O9€Hb MHOTO HamyTaTh M Harpemnthb. Kak cTpamHo u Hemo-
IIPaBMUMO TPYCTHO, 4TO He ofHy Poccuto, a Bech “TIpocBelieHHblt Mup”
HOCTUT 3TOT paciaj GpopM ¥ MOHATHUI B TeUeHNe HECKOMbKUX [IeCTH-
nereit. [ ... ]

Ycrex poMaHa U 3HaKM MOeJl TOTOBHOCTY IIPUHATD y4acTye B O3] -
HeM 00pasyM/IeHNN BeKa [OBEIN K TOMY, YTO BesJie GPOCUIIICH [IepeBo-
IUTD V1 M3[aBaTh BCe, YTO 5 YCIIe/ IPOJIeNeTaTh I HallapalaTh MIMEHHO B
9TU TOABI AyparKoro ogmyanus. (PSS 10:509)

However, while writing to George Reavey (December 10, 1959), he not only
admits his own “inexpressibly painful” reaction to the publication of his ear-
lier prose, but he explicitly isolates the causes of his weariness: the immaturity
of the prose and its schematic, deadening execution:

My inexpressible pain and grief are caused by the fact that again and again
I am reminded about those rare grains of life and truth that are intermixed
with great quantities of deadening schematic nonsense and unreal and raw
material. I am surprised at the reason that makes you and Kayden attempt
to save works clearly destined to perish.

Moe HeBbIpasumoe rope u 60Ib B TOM, YTO MHE BHOBb Il BHOBb HAIIOMU-
HAIOT, YTO STU PeJIKVie 3ePHA XXM3HY I [IPABJIbI [lepeMelIaHbl C OTPOMHBIM
KOJIMYeCTBOM MEPTBOI, CXEMATUYHOI 6eCCMBICINIBL M HECYIeCTBY-
I011eTO ChIpbsi. S yauBstioch, 3adeM Bor u KaiifieH mpiTaetech CracTu
BellN, 3aBefJOMO 0OpedeHHbIe Ha rubens. (PSS 10:550)

For the purposes of analysis, epithets like “schematic nonsense” and “unreal
and raw material” present the clearest point of departure: for even a cur-
sory comparison between what he expected from art as a young man and
his expressed aims during the composition of Zhivago indicate a major con-
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trast. In “The Black Goblet” (1914), Pasternak argues that an artistic text is a
tightly packaged parcel, made up of symbols placed in intense proximity to
each other and exhibiting a controlled multi-layered space—a craft for which
he thanked the Impressionists. The artistic narrative becomes in this rendition
a “coffre volant,” filled with carefully selected goods, ready to travel through
the centuries:

You [impressionists] have brought up the whole generation of skillful pack-
aging experts. You began by inviting from abroad the most experienced
teachers—symbolists—to wrap up with symbols the whole oversaturated
globe in the blue valleys. And you opened your own school.

You, impressionists, have taught us how to roll the paintings, roll the
evenings, to lower into the cotton of twilight the fragile objects of fancy.

Bl BocmTanu MoKojeHne YaKoBIMKOB. Bbl cTamu BBIINCBIBATD U3-32
TPaHMUIIBI ONBITHBIX yuuTeneii: des symbolistes pour emballer la globe com-
blée dans les vallées bleues des symboles. VI OTKpbLIU COOCTBEHHYIO MIKOITY.

Bbl, MMIIpeCCHOHNUCTHI, HAYYU/IM HAC CBEPCTBIBATh BEPCThI, CBEP-
CTBIBAaTh BeYepa, B X/IOIOK CyMepeK IOIPyXXaTh XPYNKMe HPOAYKTHI
npuayn. (PSS 5:12)

Already in Safe Conduct he denigrates this earlier form of expression as a
handicap that “forces a person into performing acrobatics” [kak MHOe yBedbe
obpekaer Ha akpobaTuxy] (CSP 31; PSS 3:159). And in Sketch for an Auto-
biography he expresses dislike for his style prior to 1940 and proceeded to
inform his readers that, as a young artist, he had been far too attached to
the fashionable mannerisms of artistic expression. The “break up of forms”
appears again:

The general disintegration of forms in those days, the impoverishment of
thought, the uneven and impure style are foreign to me. (Remember 81)
Everything spoken in a normal way rebounded from me. I forgot that words
by themselves can mean and contain something apart from the cheap toys
with which they are strung. [ . .. ] It was not the essential I looked for in
everything, but some additional spice. (Remember 105)

MHe 9y>kp 061mmit TorgamHmnit pactag Gopm, OCKy/eHue MbICIH, 3aC0-
PEeHHBIIT 1 HEPOBHBII cI1or. (PSS 3:327)

Bce HOpMaIbHO CKa3aHHOE OTCKAKMBAJIO OT MeHsL. SI 3a6bIBaJI, 4TO CI0Ba
camy 1o cebe MOTYT 4TO-TO 3aK/II0YaTh ¥ 3HAUUTD, IOMUMO HOOPSIKY-
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IIeK, KOTOPBIMY UX YBEIINBAIMN. | ... ] S Bo BceM yMcKas He CYIIHOCTH, a
IIOCTOPOHHEN OCTPOTHI. (PSS 3:338)

The Pasternak of Doctor Zhivago, of course, would never speak of the narra-
tive text as a carefully packaged parcel; nor would he seek additional “spice”
As he tells Gladkov in June of 1948, he is dreaming about a covert, thoroughly
“camouflaged” originality; he conceives of a prose where images contain clear
thought with no need for further translation, schematization, or explanation:

No—TI am not by any means saying I am for giving up originality of expres-
sion, but I aim at a kind of originality unobtrusive, concealed in a simple
and familiar form, restrained and unassuming—so that the subject matter
is absorbed by the reader without noticing. I dream of a form by virtue of
which the reader becomes, so to speak, one’s co-author—an inconspicuous
style in which nothing intervenes between the idea of a thing and its depic-
tion. (Gladkov 1977, 133)

A similar goal is pursued by his protagonist Yuri Zhivago:

It had been a dream of his life to write with originality so discreet, so well
concealed, as to be unnoticeable in its disguise of current and customary
forms; all his life he had struggled for a style so restrained, so unpreten-
tious that the reader of the hearer would fully understand the meaning
without realizing how he assimilated it. He had striven constantly for unos-
tentatious style, and he was dismayed to find how far he still remained
from this ideal. (Zhivago 440)

Bcro >KM3HB MeuTas OH 06 OPUTMHANTBHOCTY CITIaYKEHHOI U MIPUITyILIeH-
HOIf, BHEIITHe Hey3HaBaeMoll ¥ CKPBITOII IT0j IOKPOBOM obIieymoTpe-
611 Te/IbHOI ¥ TIPUBBIYHON (GOPMBI, BCIO KM3Hb CTPEMUIICS K BRIpabOTKe
TOIO C/IeP>KaHHOI'0, HEIIPUTA3ATEIbHOIO C/I0Ta, IIPY KOTOPOM 4YUTaTelb
U CIyLIaTeNlb OBNIAZIEBAIOT COAEP)KaHMEM, CaMIl He 3aMedasd, KaKuM CIo-
co60M OHM ero ycBaMBaIOT. BCIo )KM3Hb OH 3a60TU/ICA O He3aMeTHOM
CTUJIE, HE NIPUBJIEKAIOIEM HIMYbETO BHUMAHNA, ¥ IPUXOAVT B yXKac OT
TOTO, KaK OH ellle JjajieK OT 3Toro upgeana. (PSS 4:438)

These passages are as famous as they are elusive (for all their insistence on
simplicity). The apparent unpretentiousness of his hoped-for narratives
expects from writing an organic transformation and natural growth, free life,
and air—hence Pasternak appears to reject his early prose for being too much
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governed by abstract and schematic intellectual constructions. Yuri Zhivago,
for example, attributes to the works of Pasternak’s favorite writer, Chekhov, a
natural ability to ripen with time as if they were apples, getting ready for har-
vest and acquiring ever more sweetness and sense [10[06HO CHATBIM ¢ fiepeBa
Ho3peBaroIuM s6/I0KaM caMa JOXOAUT B IIPeeMCTBEHHOCTH, HA/TMBAsACh BCe
6orpllero cmafocThio U cMbiciioM] (PSS 4:284). The natural metaphor thus
employed is not accidental; the emphasis on living narrative is everywhere,
including the very name of his protagonist, Zhivago. “I would landscape my
poems as a garden, with all the tremor of my veins” [ 6 paséuan cTuxm Kax
cap /Bceit spoxpio xunok], says Pasternak in 1956 (PSS 2:149). His own ear-
lier works, he truthfully thought, did not possess this quality—they were, just
as he had announced in “The Black Goblet,” highly complex, intensely layered
and carefully controlled texts.

And vyet it is also true that the leopard never really changes its spots. If
in Zhivago Pasternak is trying to camouflage originality by writing a love
story full of events and collisions, Pasternak’s earlier prose camouflages its
tightly packaged thought, the precision of its construction, and its philosophi-
cal intensity by a certain eccentricity of expression. The intensity of his ear-
lier writing is startling, but it puzzles rather than illuminates, tending on the
whole, as Pasternak admitted to V. P. Polonsky in 1921 (PSS 7:370-72), to keep
“the technical effects outside the reader’s field of vision and serve them up to
him in a ready form, hypnotically” (quoted from Barnes 1989, 270). Paster-
nak’s later writing exhibits, by contrast, a simplicity of narrative style and an
engrossing speed, but again it leaves the reader perplexed about the apparent
obliqueness of its symbolic vision and its “concealed originality”; over time
critics have found it easier to assess these experimentations as evidence of
political and historical, rather than artistic value. Thus, both periods (earlier
and later) employ a covert strategy with different aims, but, perhaps, with
similar results—the symbolic language of his narratives throughout his life
brought their author much disappointment, as far as their critical reception
was concerned. Whether in 1918 or in the 1950s, Pasternak misjudged his
readers and critics: all too frequently in both periods he met with the incom-
prehension of his contemporaries.

Moreover, philosophy played a definitive role in both periods, even
though Pasternak was very reluctant to elucidate or clarify this. The late 1950s
were no different. Only when thoroughly downhearted about the reception
of Zhivago did Pasternak start to admit to his Western correspondents that
the key to his symbolism was “a philosophical rendition of reality” In a letter
to Jacqueline de Proyart of May 20, 1959, frequently cited by critics, Paster-
nak states unequivocally that the essence of Zhivago’s symbolism consists in
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presenting “reality as a philosophical category” [peanbHOCTb Kak sBIeHMe
i Kak ¢unocodcekyro kareropuio] (PSS 10:489). In clarifying his aims, he
stresses that his prose argues for the existence of “a particular kind of reality;’
unified as a single movement, an inner impulse. Such reality, he insists, has
been known to philosophers of different ages under different names and dif-
ferent approaches:

One should not think that it is something totally new, that earlier no one
had such a goal. On the contrary, “larger art” always attempted to com-
municate the unified picture of life, life in its wholeness, but it was done
and commented upon always in a different way, in accordance with the
philosophy of the époque and because of this by different methods. [ . . . ]

He Hago fymare, 4TO 9TO 4TO-TO COBCEM HOBOE, YTO PaHbIe He 3a/a-
Ba/IMCh MOKO6HBIMMY LensMu. Hao6opoT, Bennukoe MCKyCcCTBO BCerja
CTPEMUIOCH 3apUCOBATh 00Iee BOCIPUSTIE XU3HN B [[eJIOM, HO 9TO
Jienanoch (TONMKOBAIOCh €€ Hefle/IMO€e eAVHCTBO) KaXK/Iblil pa3 mo-pas-
HOMY, B cornacuu ¢ punocoduert cBoero BpeMeHI. | ... | (PSS 10:489-90)

The conclusion to the present study must offer, then, some clarification of
this statement, for if Pasternak’s symbolism reflects reality as a category of
philosophy, it must also echo—even as a point of contrast—the philosophical
concerns of his younger self. For the earlier period we have the testimony of
his student philosophical notes; no such archival data can be marshaled for his
later work, and the dialectical materialism practiced en masse in his country
was certainly not a philosophical school to which such a reality could testify.
Thus, one has to start at the beginning and assess whether or not his earlier
philosophical interests may have still served as a guide, however partial, to
Pasternak’s later corpus in a manner reminiscent of their effect on his earlier
work.

8.2 Metaphor and metonymy:
Pasternak’s philosophical studies and their role in his
early prose

In “The Wassermann Test,” Pasternak distinguishes, as we remember, between
association by similarity and association by contiguity, an opposition devel-
oped under the influence of David Hume and proposed as part of his literary
credo in his negative review of Vadim Shershenevich. According to Pasternak’s
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argument, metaphors can be developed both by contiguity and similarity, and
he finds “association by contiguity” an essential principle in the development
of metaphoric language. His criticism of Shershenevich is simple: Shershen-
evich’s metaphors rely only on “the fact of similarity;’ not even “association
by similarity;” and for this reason these metaphors possess no integral char-
acter; the necessary inner poetic work required for synthesis and integration
is lacking:

A lyrical agent, call him by any name or term, is, first of all, a principle of
integration. The elements which are submitted to such integration or, bet-
ter still, receive their life from it, are less significant than the process itself.
[...]

The fact of similarity, rarer the association through similarity and never
through contiguity—this is the genesis of Shershenevich’s metaphors.

JIupudeckuit gesiTeNb, Ha3bIBaliTe €r0 KaK XOTUTe,—Ha4ao NHTETPUPY-
folilee MpeXx/ie BCero. JeMeHThl, KOTOPbIe TI0[iBEPTalOTCsl TAKOIl VHTET-
paunu wiy, n1ydiie, OT Hee TOIBKO MONyYaloT CBOI XXV3Hb, ITy6OKO B
CPaBHEHUIO C HEI0 HECYIIECTBEHHBL. | . . . ]

DakT CXOfCTBA, peXKe ACCOUMATUBHAS CBSI3b [0 CXO[CTBY U HUKOTAA
He [I0 CMeXXHOCTH—BOT npoucxoxjenne meragop Illepiienesuya. (PSS
5:9; 10)

In Roman Jakobson’s rendition, the similarity—contiguity opposition becomes
the famous contrast between metaphor and metonymy: metaphor is an asso-
ciation by similarity between images that belong to different realities; meton-
ymy is an association by contiguity between elements in adjacent series. This
terminology has since become the language of linguistics and poetics, its
straightforward simplicity catapulting an unknowing David Hume into the
enigmatic world of literary symbolism in general, and Pasternak’s symbolism
in particular.

In contrast to Jakobson’s view of Pasternak as a virtuoso of metonymy, this
study has argued for the metaphoric depth and complexity of his early prose,
while demonstrating that these qualities emerge most powerfully when his
artistic narratives are placed alongside his philosophical interests. This study
has shown that metaphoric relationships—association by similarity—emerge
when Pasternak’s texts are examined not within their generic classifications,
but rather when they are assessed across genres and disciplines, and under-
stood as infused by a philosophical understanding of selthood. Pasternak’s
image of the book fern in Safe Conduct (see Chapter 1) offers in this regard
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a significant direction for inquiry, all the more so because the writer himself
uses this image ostensibly to explain the reasons for his farewell to a profes-
sional career in philosophy, and draws instead a picture of intense philosophi-
cal involvement, albeit with specific emphasis—in bridging the transitions
between philosophical themes and literary exempla:

[Wlhen [ ...] I turned to books, I was drawn to them not from interest
and knowledge but by the wish to find literary references in support for my
idea. And despite the fact that my work was being accomplished by means
of logic, imagination, paper and ink, I loved it most for the way in which
in the course of the writing it became overgrown with a thicker and thicker
ornamentation of comparisons and quotations from books. (CSP 51)

[Klorma s [ ... ] obpamanca kx KHUTaM, A TAHYICA K HUM He U3 6ecKo-
PBICTHOTO MHTepeca K 3HaHbIO, a 32 IMTePaTyPHBIMU CCBUIKAMU B €T0
nonb3y. HecMoTps Ha To, 4To paboTa MOA OCYIIECTBIAIACH C TOMOIIIO
JIOTMKY, BOOOpaXkeHbs1, OyMaru u 4epHusI, 6ojblie BCero s I06ui ee
3a TO, YTO ITO Mepe MUCaHbsA OHa obpacTasa Bce CTYIaBIIMMCA YOOpoM
KHIVDKHBIX IIUTAT U conoctabnenmit. (PSS 3:183)

Resonating similarities and internal echoes between philosophical themes and
literary images became, in turn, a major characteristic of the metaphoric pat-
terns of his early prose. Jakobson’s view that the early metaphoric Pasternak is
too preoccupied with emotions to try out an epic genre (1969, 139) is based
upon an implicit indifference to Pasternak’s engagement with philosophy.
For this reason his approach to Pasternak’s craft—together with his assess-
ment of its stylistic technique primarily as a mastery of metonymy—cuts out
the whole scope of the paradigms that consolidate the reality of Pasternak’s
metaphors, namely, his highly significant evocations of major philosophical
themes and his frequent disagreement with them. For this reason the juxta-
position of Pasternak’s student diaries and his early fictional narratives proves
to be both puzzling and illuminating, and it demonstrates that philosophical
themes are never superimposed as foreign objects upon a literary narrative;
neither are they concealed in Pasternak’s prose. They are an intrinsic part of
his early symbolic language, and the resulting tension signals a need for fur-
ther exploration and comparison. If we rephrase Pasternak’s words in “The
Wassermann Test,” philosophical paradigms offer “a key to the ornamental
lock” [meTadopy xoueTcss CpaBHUTD C TeM y30p4aThiM 3aMKoM] (PSS 5:10)
that clarifies the principles of his metaphoric vision.

This approach proves singularly fruitful for the analysis of his earliest pub-
lished story, “The Mark of Apelles,” written in 1914 (Chapter 3). The interplay
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between Plato and Kant in Pasternak’s diaries and the habitual comparison
of the two philosophers in the works of Hermann Cohen offer a new heu-
ristic pathway into the story: in this context the story’s protagonist Heinrich
Heine assumes, and does so gracefully, the otherwise unlikely role of an atem-
poral, lyrical force. “The Black Goblet,” also written in 1914 and saturated
with philosophical resonance, confirms such a reading; in the essay’s context,
Heine acquires a further identity to augment his personality—in its light he
becomes the “apriorist of lyricism,” who has stepped out of the “coffre volant”
(see PSS 5:14-16) of cultural wealth into the autumn night of Pisa. The “asso-
ciation by similarity” also suggests in this context an implicit reference to
Plato’s power of ideas and the Platonic topos of the sun as the physical image
of the highest good. Since Heine appears exclusively in darkness, his own
awareness of the danger of such “crossings” invokes Plato’s allegory of the cave
with its emphasis on the perils associated with the deceptiveness of its shad-
ows and its pervasive parade of reflections, all promising death to the lonely
visionary returning into the darkness. This philosophical allusion is further
strengthened by Pasternak’s sketches of 1910, where his hero Pourvit Reliqui-
mini dies in darkness, in a street car near a child “poisoned by electric lights”
(PSS 3:487). As he dies, Pourvit wonders at the reflections of his childhood
that appear in his memory as if they were “negatives of a film, archiving all
the white past as a black line” [>usHs [ ... ] kak HeraTus, 3ane4arnena 6emoe
npoltoe YepHoit yepToii] (PSS 3:488)—in other words, as copies reflected in
quasi-cinematographic fashion on the cave-wall, echoing implicitly the prin-
ciples of Platonic mimesis.

The juxtaposition of fictional and philosophical texts suggests, as shown in
Chapter 3, the presence of a design that is both stunning and original, one that
closely fits Pasternak’s interests prior to World War I. What is particularly sig-
nificant is that the discovery of this philosophical substratum in “The Mark of
Apelles” is intrinsic to the story’s success—it is, in fact, a key to its metaphoric
design. Without the involvement of philosophical parallels the story remains
eccentric and puzzling, with its abrupt finale reinforcing the overall challenge
of the narrative. In other words, the story calls for genuine inquiry: the emerg-
ing philosophical subtext, signaled by the narrative’s intentional obscurities,
is Pasternak’s principal technique of establishing metaphoric relationships.
Pasternak tries to say as much, albeit in his usual enigmatic manner, in “The
Wassermann Test” when he insists that the need for metaphor must be created
from within the text—from within the dramatic intensity of its contiguous
series:

[T]he presence of metaphor justifies the inner tensions of the contiguous
series in the text. An independent need for association through similar-
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ity is simply unthinkable. However, such and only such association can be
necessitated from within.

[T]onbKo sIBIEHMAM CMEXHOCTI U IPUCYIIA Ta YepTa IPUHYLUTEIBHO-
CTM ¥ [yIIEBHOTO paMaTy3Ma, KOTOpas MOXKeT ObITh OIpaBiaHa MeTa-
dopnueckn. CaMocTosiTeNbHAS HOTPEOHOCTD B CONMVKEHNN IO CXOACTBY
[POCTO HeMbBICAMMA. 3aTO TAKOE ¥ TOJABKO TaKoe COIMVKEHNE MOXKeT
6bITb 3aTpeboBaHo M3BHe. (PSS 5:11)

The need for a metaphorical solution (necessarily accompanied by philosoph-
ical parallels) emerges, therefore, from the tension created by the narrative ele-
ments of “Apelles” The philosophical level, or the world of ideas that deepen
and enrich the story, enters into the narrative to ease the quandary created
by its puzzling surface, and the need to find this other relationship—to find
the “association by similarity” that explains the puzzle—is necessitated by the
story’s disquieting dynamism.

These philosophical strands constituting the story’s metaphoric level are,
one should add, by no means banal: Pasternak creates a vibrant symbolic
interconnection with one of the major texts of world culture, proposing an
innovative rendering of Plato’s cave allegory, as well as offering to philoso-
phy his own apologia for choosing poetry as his future path. The metaphoric
image also speaks in this context with the formidable power of a chilling fore-
sight, as the poet, rather than the philosopher, is threatened by the darkness in
Pasternak’s tale. Many years later, with great sadness and without any hidden
allusions, Pasternak will describe exactly this role, mourning his own destiny
and the destinies of so many of his contemporary artists:

It is unfortunate that in the days of the Great Soviet,
Where spaces are given to higher powers,

The vacancy of the poet is not cancelled out.

That position is dangerous when taken up.

HamnpacHo B JHU BEINMKOrO COBETA,

Tne BbICIIEN BIACTY OTJAHbI MECTA,
OcraBeHa BaKaHCK 1103Ta.

Oma omacHa, ecnu He mycTa. (PSS 2:212)

This pattern of indicating metaphoric design—or association by similar-
ity—represented by a philosophical theme is by no means unique to the works
written in 1914. A similar reliance on metaphoric relationships grounded in
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philosophical questions underlies the extraordinary rich context of “Letters
from Tula,” which develops, in fact, the patterns already suggested by “The
Mark of Apelles” The earlier story’s emphasis upon its protagonists’ “vitality
of vision” in discerning reality and apprehending shadows already indicates
an interest in different angles of perception; awareness of this theme and its
resonance in “Letters from Tula” prove productive from the first paragraphs
of the story (see Chapter 4), which centrally employ Plato’s parable of the
poor eyesight of the philosopher who returns to the cave. However, the confu-
sion of the story’s poet between the immediate and the distant, deepened by
the opposition between the moral and artistic questions raised by the narra-
tive, points not merely to Plato, but also to Pasternak’s dialogue with Kantian
“apperception,” the a posteriori and a priori experiences of time and space,
synthesized in “transcendental consciousness” (whose reality the story both
investigates and problematizes). Pasternak’s student notes offer striking sup-
port for such a reading; there is no need to search far and wide for Pasternak’s
interest in the synthetic unity of consciousness, a transcendental ego unifying
all subjective experience, the a priori and a posteriori of all impressions, or
the notion of open-ended and ongoing synthetic flow—these topics are sim-
ply everywhere in his Lehrjahre, Kantian apperception remaining the diary’s
major theme.

His later writings confirm his essential adaptation of the Kantian and
Neo-Kantian view that personality emerges through the work of integration, a
synthetic unity, however problematic, of all subjective experiences, realigned
each time a new element enters the series. As late as 1956, in Sketch for an
Autobiography, Pasternak gives one of his most powerful renditions of this
philosophical view of selthood when he depicts the obverse condition—the
cessation of the synthetic work of consciousness, which necessarily results, in
his view, in self-annihilation. The examples he gives are painful testimony to
a century that constitutes the historical foil to his maturing art; the Kantian
notion of the synthetic unity of subjective experience is tested for its appli-
cability against the state of consciousness during torture and preparation for
suicide:

We have no idea of the mental agony that precedes suicide. [ . .. ] Subjected
to torture by a hangman, a man is not yet utterly destroyed; [ . . . ] his past
belongs to him, his memories are with him, and, if he so desires, he can
make use of them and they may be of some use to him before he dies.
Having arrived at the thought of suicide, one abandons all hope, one
turns away from one’s past, one declares oneself a bankrupt and his memo-
ries non-existent. These memories are no longer capable of reaching the



308 | Chapter 8

would-be suicide to save him, to sustain him. The continuity of one’s inner
experience is destroyed, the personality has ceased to exist. In the end,
perhaps, one kills oneself not out of loyalty to the decision one has made,
but because one can no longer endure the agony that does not seem to
belong to anyone in particular, suffering in the absence of a sufferer, the
empty suspense which is not filled up by a life that still goes on. (Remem-
ber 89)

MpbI He MMeeM TOHSITHE O CEP/ledHOM TepP3aHMN, MpeJIlIeCcTBYIleM
caMoyOuiicTBy. [ . . . ] [U]emoBek, mopBeprHyTHIil MalauecKoil pacmpa-
BOJI, ellle He YHUYTOXEH [ . .. ] ero mpouuioe NpuHAIeKUT eMY, ero
BOCIIOMMHAHVS IIPY HEM, U €C/IM OH 3aX04eT, MOXKeT BOCIIONIb30BaThCs
VMU, TIePef] CMEPTBHIO OHJ MOTYT IIOMOYb eMY.

ITpuxops K MBICIIM O CaMOyOUIICTBE, CTABAT KpecT Ha cebe, OTBO-
PAYMBAIOTCSA OT MPOLIIOTrO, OOBABISAIOT ce6s1 GAHKPOTOM, a CBOU BOC-
[OMMHAHVS HefeICTBUTENIbHBIMU. DTU BOCIIOMIHAHNS YK€ He MOTYT
HOTSHYTBCS O Yel0BeKa, CIIaCTI U IOAep>KaTh ero. HempepblBHOCTD
BHYTpPEHHETO CyIleCTBOBAHMs HAPYIIeHa, TMYHOCTh KOHYNMIach. MoXkeT
ObITH, B 3aK/II04YeHIEe YOUBAIOT ce6s He M3 BEPHOCTH NMPUHITOMY pelile-
HIIO, @ 3 HECTEPIIMMOCTH 3TO TOCKM, HEBELOMO KOMY IpIHAJIexKa-
1[eil, 9TOT0 CTPaJAHNUsA B OTCYTCTBME CTPAfAIOLIEro, 3TOTO MYCTOr0, He
3aII0/IHEHHOT'O [IPOJOJDKAOIEIICS XU3HbI0 oKmpanust. (PSS 3:331)

Thus, as he describes the days leading to the eventual suicides of Vladimir
Mayakovsky, Marina Tsvetaeva, Paolo Yashvili, and Alexander Fadeeev, Pas-
ternak views their torment as deeper and more unbearable even than that of
a tortured person because the ongoing work of synthesis has stopped. They
reject part of their experience, and, thus, arrest the work of consciousness,
destroying in the process any possibility of an integral self, leaving in its place
an empty gap.

The synthetic unity of experience, an inalienable part of Pasternak’s
approach to the human self, finds in “Letters from Tula” its first artistic ren-
dering that will in time shape some of his most distinctive and intricate artis-
tic traits. If in Kant the synthetic unity of experience is gathered within the
inner self—within a transcendental autonomous “spiritual substance under-
lying the fleeting succession of conscious experience [inaccessible] to direct
introspection, but rather inferred from introspective evidence” (Runes 88)—
Pasternak, by contrast, never accepts the autonomous isolation of this integral
process. His insistence on the “animation” spreading from a thinking self to
the surrounding material world (and vice versa) is already present in the prose
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pieces of 1910, including “Ordering a Drama,” with its emphasis upon “this
sweet pain: to work; to think for inanimate objects” [cmagocTHOe cTpafaHue:
paboTtaThb, f;yMaTb 3a HeoxylieBneHHoe] (PSS 3:462). Similarly, neither in his
Lehrjahre nor in “Letters from Tula” does Pasternak regard the transcendental
ego as an autonomous and self-dependent receptacle. I argued in Chapters 4
and 5 that Pasternak was indebted to Hermann Cohen for the latter’s empha-
sis on the role of the “other” in the development of the self: Cohen, in fact,
held the striking view that moral growth began when the external freedom
of the individual was “broken down in relation to an other person” (Gibbs
2005, 206). However, Pasternak’s own development of this vulnerable pro-
cess is highly original. The experimentation with perception in “Letters from
Tula” does not at any level point to the possibility of the unified isolated con-
sciousness of either the story’s young poet or its elderly artist. What emerges
instead is an insistence that artistic consciousness is renewed and integrated
not within itself, but in its impulse towards, from, and in others. For the poet
and the actor of the story, this means an ongoing quest for creative endeavor, a
quest concerned not so much with self-expression and self-unification, as with
“making the other speak through one’s lips” (CSP 126; PSS 3:32). One may
plausibly suggest that for Pasternak it also meant that the work of art—the
expression of selfhood—equally cannot be integrated within itself as an inde-
pendent autonomous construction. From its first moments of inception, art is
the gift from the other. In its development it progresses into its reception, into
its being grasped by the reader, which means that the author under no condi-
tions holds the key to the final meaning of the text.

In Safe Conduct, Pasternak plays most openly with this conception, even
somewhat teasing his readers by suggesting that the poet’s biography can be
found only in the biography of others. His own memoirs, he claims in 1930,
are not merely dedicated to Rilke. Since Rilke’s power over Pasternak is all per-
vasive, Rilke, more than Pasternak, is the memoir’s genuine, motive cause:

The poet deliberately gives the whole of his life such a steep incline that it can-
not exist in the vertical line of biography, where we expect to meet it. It cannot
be found under its own name and has to be sought under those of others, in
the biographical columns of those who follow him. The more the produc-
tive individuality is closed upon itself, the more collective—and this is no
allegory—is his story. The realm of the subconscious is a genius that does
not submit to measurement. It consists of everything that happens to his
readers and that he does not know. I am not presenting my reminiscences
in memory of Rilke. On the contrary, I myself received it from him as a gift.
(CSP 30; emphasis added)
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Bceti cgoetl sicuznu nosm npudaem maxoti 006p0BONLHO KPYMOLi HAKTIOH,
4mo ee He mMoxcem Ovimv 6 6uoepaduueckoil sepmukanu, 20e Mol JHoem
ee scmpemumo. Ee Henv3s HAtimu nod e20 umeHem U HA00 UCKAMb 100
uyscum, 6 buozpaguueckom cmonbue ezo nocnedosamerneii. deM 3aMKHY-
Tee MPOM3BOASALLAs MHAMBIAYAIbHOCTD, TEM KONIEKTUBHEee, 6e3 BCs-
KOTO MIHOCKa3aH, ee oBecTb. O6/1acTh MOICO3HATETHHOTO Y TeHMA He
nopaeTcs oomepy. Ee cocTaBnsAer Bce, YTO TBOPUTCA C €T0O YMTATE/LAMU
U 4eTo OH He 3HaeT. Sl He Japio CBOMX BOCIOMMHAaHUII maMATH Punbke.
Hao60poT, A caM IONTy4YNI UX OT HEero B mofiapok. (PSS 3:158)

Just as Pasternak insists that the poet’s biography “cannot be found under his
own name,” he also suggests—and this theme is to play an ever-expanding role
in his art—that the poet’s power is always in process of transference, if not
simply to the reader, then to the poet’s “image,” while so-called “autonomous”
expression is necessarily shut off: “In art man falls silent and the image begins
to speak. And it turns out that only the image can keep pace with the progress
of nature” [B 1cKyccTBe 4eZloBeK CMOJIKAaeT U 3aroBapuBaeT obpas. J okassl-
BaeTCsl: TONBKO 00pas mocnesaeT 3a ycrexamu npupoxbi] (CSP 47; PSS 3:178).
The image, then, has an infinite capacity for self-renewal and expansion, not
because the poet has some autonomous transcendental self, but because the
image, having received the integrating power of the poet’s sight, continues
to live, synthesizing into itself an ever-growing series of approaches and per-
ceptions. As we have also seen, this thought, namely, the transference of the
synthesizing power of vitality to the “other;” underlies the development of Pas-
ternak’s symbolic expression, in both its metaphoric and contiguous series,
although the need for these categories is altogether minimized in his later work.

There is, nonetheless, no more important theme in Pasternak’s oeuvre
than that of ongoing, open-ended and living, synthetic understanding. This
philosophical theme takes a slight adjustment of vision before one recognizes
a similar principle operating in Safe Conduct, when Pasternak describes his
trip to Italy immediately following his Marburg experience. Even then, how-
ever, Pasternak’s mixture of evasiveness and transparency mutes the fact that
his accounts of Italian museums (he leaves Marburg for Italy in August 1912
[Barnes 1989, 143]) present an opportunity to demonstrate—as if in passing—
a period of “crossing” from philosophical aesthetics (and his apprenticeship
in Neo-Kantianism) to art, for as he points out in Safe Conduct, “This is what
interested me at the time, this is what I then understood and loved” [Bot
4eM 51 TOT/ja MHTepecOBasCs, BOT YTO TOTfa HOHMMaN u mobu] (CSP 72;
PSS 3:207). Thus, he describes his trips to Italian museums as crystallizing
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his understanding that the “other,” apart from the “image” or the reader, may
also be the work’s subject matter in the moment of its being perceived. In the
activity of being observed, the object of the artist’s perception in a poem or a
painting begins to unfold, continuing its new integral or “synthetic” life that
expands by accepting the glance of the “other” Artistic perception unveils,
then, not so much the autonomous life of the observer, as the awakened life of
the observed:

I saw what is the first observation to strike the painter’s instinct. How one
suddenly understands what it is like for the visible object, when it begins to
be seen. Once noticed, nature moves aside with the obedient spaciousness
of a story, and in this condition, like one asleep, is quietly transferred into
the canvas. (CSP 70)

S yBupen, kakoe HabnOLeHME MEPBbIM MOpaXkaeT >KMBOIMCHBIN
MHCTUHKT. Kak BAPYT mocTuraercsi, KAKOBO CTAHOBUTCS BUAMMOMY,
KOIJIa er0 HaYMHAIOT BU/JETh. Bynyun sanpumedena, mpupopa paccry-
[aeTCsl MOCTYLUIHBIM IIPOCTOPOM IIOBECTH, U1 B 9TOM COCTOSIHUM €€, KaK
COHHYIO, TMXO BHOCAT Ha MONOTHO. (PSS 3:205)

The synthetic unity of consciousness is, therefore, transferred to an ever self-
renewing synthetic artifact, animating what initially appeared only as a mate-
rial object.

And in what seems to be a triumphant four de force in Safe Conduct, Pas-
ternak applies the image of the synthetic unity of consciousness in apper-
ception to cultural artifacts and to culture in general, which he visualizes as
living and animated—as an open-ended synthetic chain of never-ending data,
renewing itself with every genuine new insight and work of art, synchronizing
what is distant, “everlasting” [BekoBeuHoe], and immediate:

I understood that the Bible, for instance, is not so much a book with a
definitive text as the notebook of humankind, and that everything everlast-
ing is like this. That it is vital not when it is enforced but when it is receptive
to all the analogies by means of which the subsequent ages, issuing from it,
look back at it. I understood that the history of culture is a chain of equa-
tions in images which link in pairs the next unknown thing with some-
thing already known, whereby the known, constant for the whole series, is
legend, set at the base of the tradition, and the unknown, new each time, is
the actual moment in the flow of culture. (CSP 71)
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A mouAn, 4To, K NpuMepy, Bubmus ecTb He CTONBKO KHUTA C TBEPHbIM
TEKCTOM, CKOJIbKO 3aIliICHasA TeTpPajib YelOBEYeCTBA, M YTO TAKOBO BCe
BeKoBeyHOe. UTO OHO )XKM3HEHHO He TOIJa, KOIfla OHO 00A3aTeIbHO, a
KOT/]a OHO BOCIIPMMMYMBO KO BCEM YIOOOIEHNAM, KOTOPbIMI Ha HEro
03MpaloTCA UCXOAILE BeKa. S MOHAM, YTO UCTOPMA KYIbTYPBI €CTh
Iielb ypaBHeHMII B 06pasax, MOMapHO CBA3BIBAIOLINX OYePeTHOE HEens-
BeCTHOE C M3BECTHBIM, IIPMYEM ITUM M3BECTHBIM, HOCTOSHHBIM /1A
BCETO psAfla, ABAACTCA JIET€H/Ia, 3a/I0)KeHHAsA B OCHOBaHME TPaJUILIUML,
HEV3BECTHBIM e, KX/IbIil pa3 HOBHIM—AaKTya/IbHbII MOMEHT TeKyIeit
KynbTypHI. (PSS 3:207)

As one looks at these series of images one can begin to sympathize with Pas-
ternak’s disheartened attitude to his earlier style. “Letters from Tula,” a text
implicitly containing all these observations, but in a somewhat oblique and
“hermetic” form, emerges as one of the most carefully conceived and intel-
lectually stimulating texts of the Russian avant-garde, and yet it remains a
concealed puzzle, resisting interpreters and interpretations (unless the story is
read alongside Pasternak’s philosophical notes). This is equally true of many
passages from Safe Conduct.

These far-reaching themes of “Letters from Tula” tend to elude the reader,
of course, and it is ironic that Pasternak should appear almost banal and self-
indulgent in a work where he passionately espouses the need for the other in
the creative act. There is then, as we have shown, a considerable dislocation
between the story’s taut, ingenious design and the depth of its philosophical
involvement, on the one hand, and the surface appearance of an eventless
enigmatic narrative, on the other. However, once the inner vitality of the phil-
osophical context is grasped, it becomes indisputable that “Letters from Tula”
marks a major threshold in Pasternak’s development as an artist: the story
rejects the autobiographical pose of the poet and announces the resolve of a
prose writer who searches to expand his understanding. The narrative also
invokes Lev Tolstoy’s example and, thus, points to Pasternak’s reorientation to
an epic style and to the creation of other selves. It also contains some of Pas-
ternak’s most characteristic and deeply held themes, including the opposition
between the self, who in his/her search for inner alignment reaches (or hopes
to reach) unparalleled moral and artistic stature, and the altogether opposed
figure—the imitator or circulator of the most fashionable symbols, capable
(by virtue of an imitation that bypasses the work of any deeper integration
within the self) of a violent crudeness and cruelty.

The story also emphasizes the “dramatic” vitality of the world that sur-
rounds artistic vision even after the writer’s death: the dance of the “magnetic”
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needles of Tula still remembers Lev Tolstoy, many years after his death. Thus,
“Letters from Tula” does not so much employ contiguous series as grapple
with the depiction of the vitality of a world caught by dynamic creative per-
ception and represented within a seemingly straightforward narrative pattern.
The metonymic series alone do not explain this complex organization. Rather,
the text presents a metaphoric structure that already contains the principal
outlines of a new genre—the design of an open-ended tale-within-a-tale,
where the first frame and its first protagonist operate as a generating prin-
ciple of the story’s second half (“Letters from Tula” echoes in this the struc-
ture of Rilke’s Malte Laurids Brigge, and predates Jorge Luis Borges’s circular
“ficciones” by many a decade). This emphasis on the transference of poetic
intensity to the other—the passing of living energy from the story’s poet to
the old actor, a fictional protagonist, who comes to life alongside the poet by
overhearing the poet’s words—this structure encapsulates best what is known
as Pasternak’s famous ability to evoke animation in the world surrounding his
protagonists.

Equally important, however, is that the design in question goes far beyond
the principal characteristic of the “metonymy” that Jakobson sees as the main
organizing principle of Pasternak’s world: “Instead of a hero it is, as often as
not, the surrounding objects that are thrown in turmoil; the immovable out-
lines of the roofs grow inquisitive, a door swings shut with a silent reproach,
the joy of family reconciliation is expressed by a growing warmth, zeal and
devotion on the part of lamps” (1969, 141). My argument throughout is that
Jakobson’s assessment is both precise and yet too severely restricted as far
as Pasternak’s early prose is concerned. Indeed, material objects, occasional
plants and trees get animated, but they are not the only elements in the series
chosen for the process of animation. Pasternak’s experimentation in anima-
tion, proceeding from a person involved in a vital creative work, includes tem-
poral sequences, nature, relationships with other individuals and works of
art, and the creative impulse of living protagonists. In other words, Paster-
nak’s understanding of the animated world strives to be more comprehensive
and expansive, and precisely this goal will both propel his later work in prose
and eventually demand from him a search for an altogether new style. And
while the design—its narrative mise-en-abyme, with one character generating
another—will not become an essential part of his fiction, Pasternak’s focus on
the energy of the creative glance turned toward the other or others will remain
a major characteristic of his symbolic world.

For Pasternak, then, the creative work of perception will never stay iso-
lated within the individual: it will always flow into the world since the energy
it generates enhances the vitality of life. Furthermore, for the rest of his life,
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Pasternak will be convinced that creative work for the artist is the only way he
or she can continue to integrate the catastrophically disassembled realities of
the twentieth century. One hears this insistence in Sketch for an Autobiogra-
phy: in his tribute to Marina Tsvetaeva, Pasternak notes that her suicide was all
but assured when she stopped working; the surrounding chaos became then
too horrific and finally overwhelming. There was no poet’s insight to keep
chaos at bay, to synthesize the impossible, to dispel the immovable heaps of
stagnation:

Marina Tsvetaeva all her life shielded herself by her work against the hum-
drum affairs of everyday existence. When it seemed to her that it was an
inadmissible luxury and that for the sake of her son she must for a time
sacrifice her all-absorbing passion, she cast a sober look around her and
she saw the chaos that had not been filtered through her creative work,
immovable, stagnant, monstrous, and recoiled in panic. Not knowing how
to protect herself from that horror, she hurriedly hid herself in death, put-
ting her head into a noose as under a pillow. (Remember 90)

Mapuna I]BeTaeBa BCI0 )KM3Hb 3aC/IOHANACH OT HOBCEJHEBHOCTH pabo-
TOII, ¥, KOTZIa €Jf 0Ka3anocCh, 4YTO 3TO HEMO3BONUTENbHAA POCKOUIb 1
Pajiu ChIHA OHa JIO/DKHA BPEMEHHO T0XKePTBOBATh YB/IEKaTeNbHOM CTpa-
CTDIO U B3ITIAHYTb KPYTOM TPE3BO, OHA yBUe/a Xa0C, HEMPOIyLIeHHbII
CKBO3b TBOPYECTBO, HETIOJBIKHBII, HEMPUBBIYHO KOCHBI, ¥ B UCITyTe
OTIIATHY/ACh U, He 3Hasd, Ky/a IeTbCS OT y’Kaca, BIIOMbIXaX CIpATanach
B CMepTb, CYHYB T'OJIOBY B IIET/II0, KaK ITOJ MOAYLIKY. (PSS 3:331)

The same conviction can be discerned in one of Pasternak’s letters to Renate
Schweitzer written in 1958, where he observes that even Rainer Maria Rilke
could not find the reality worthy of the power of his insight while the tragedy
of Russia—with its overwhelming heaps of cold, deadening, and heart-rend-
ing material—waits to be noticed and transformed by its artists:

[I] have simply relit the candle of Malte Laurids which had been standing
extinguished and unused, and gone out with this light of Rilke’s into the
darkness of the streets, into the midst of the ruins. To think that when he
wrote his novel (like Proust) he had nothing to apply his brilliant insight to,
but now look at the mountain of the subject matter around us . . . the ter-
rifying pretext for art begging to be used. How grimly in earnest it is, this
reality, how tragic and stern—but it is nevertheless the reality of our earth,
a defined poetic entity. And so we want to weep from joy and awe. (quoted
from Ivinskaya 1978a, 221)
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[...] kak 6ygTo 3axer st cBeqy MasbTe, CTOABIIYIO XOJIOHON, HEN-
CIIO/Ib30BAHHOIT, U BBILIEN CO CBETOM PUjIbKe B pyKe U3 JOMa B TEMHOTY,
BO JIBOD, Ha Y/INILY, B IyILy pa3Banut. [logymMait TONbKO, B CBOEM pOMaHe
oH (kak u IIpycT) He HaXOAW IPUMEHEHNS /ISl CBOETO FeHIATbHOTO
[IPOHMKHOBEHUS,—M Tellepb, IOCMOTPY,—TOPBI HIPUYNH . . . )KYTKIE,
yMoOJIsIOLIYe IpefIorn TBopuyecTBa. Kak HeiiCTBUTENbHOCTD He AJIs
IIYTOK, KaK Tparu4yHa M CTPOTra OHa, M BCE )K€ 9TO—3eMHasl JeliCTBI-
TE/IbHOCTb, TOITUIECKAs OIIPEeeIeHHOCTD. VI BOT MbI XOTUM IUTAKaTh OT
cuacTba 1 Tpenera. (quoted from Ivinskaya 1978b, 242)

Forty years have passed since the poet in “Letters from Tula” observed the
putrefying smell of the earth pervading the whole territory of conscience (CSP
123; PSS 3:30) and acknowledged that he was unable as yet to lift or dispel this
raw decay. The power of Tolstoy’s presence, vital even after the great writer’s
death, explained on that occasion the nuances and responsibilities of this raw
call of the environment. The perception of the artist, then, was understood
as testifying only partially to the laws of Kantian apperception. The artist for
Pasternak does not merely sift through these disparate forms of chaos in order
to synthesize them within his or her self; the artist pierces through immobile,
inanimate existence, and his or her power of perception grants even static
monstrosity the vitality of life and movement. Tolstoy’s figure in this regard
(echoing the example of Rilke’s Malte Laurids Brigge) is a brilliant develop-
ment of Pasternak’s implicit argument with the Kantian insistence upon the
autonomy of individual consciousness: in Pasternak’s rendition, the writer’s
search for inner alignment results not in self-understanding and inner har-
mony, but in the creation of multiple narrative worlds inhabited by many pro-
tagonists and shared with an ever-growing multitude of readers.

While this formidable philosophical subtext of the “Letters from Tula”
lacks the active power of projection (it operates in the story as a theme, rather
than as a medium of delivery with actual communicative force), it signals,
nonetheless, the range of Pasternak’s ambition. Thus, the poet promises to his
beloved that he intends to stand utterly alone and not turn into a decadent
actor when The Time of Troubles (that is, his own historical time) appears on
the screen. This promise indicates both a moral conviction and an artistic
program, even though the power of this pledge is lost somewhat in the care-
fully constructed evasiveness of the story’s political overtones. In Sketch for an
Autobiography, Pasternak points to a similar theme in Mayakovsky. He first
quotes the latter’s poem:

Time, I beseech you; though you be
A lame icon painter, my image paint
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In the shrine of this century’s misshapen selves!
I am alone, as the last eye
Of the man going to the blind. (Remember 93; trans. altered)

Bpewmsi! XoTb Tbl, XpoMoit 6oromas,

JIuk HaMasro¥ Mol B 60>KHUILY YPOJILia BeKa.
S omMHOK, KaK ITOC/TEMHNI T/1a3

Y MAYILEro K CIenbIM yenoseka (PSS 3:333)

He then comments on its plea: “Time obliged and did what he asked. His
image is written in the shrine of the century” [Bpemsa mocnyuanocs u cge-
7710, 0 4eM OH Hpocui. JIuk ero BmucaH B 60xxHULY Beka] (Remember 93;
PSS 3:333). This was also Pasternak’s ambition, and it was first articulated
somewhat covertly in “Letters from Tula” Sensing his eventual appearance
on a screen (as a future protagonist of a historical account), Pasternak’s lyri-
cal poet (as well as his author), however, does not long merely for fame or for
survival in cultural memory; he longs not to lose his moral orientation among
“the smells of putrefaction and of clay” [Hecno ruunocTpio u ruHoit] (CSP
123; PSS 3:30).

The Childhood of Luvers, written the same year as “Letters,” demonstrates
ever more pointedly the strength of Pasternak’s artistic ambition and his deter-
mined experimentation with metaphoric design. It was not without reason
that for a long time Pasternak considered this story his central work (see the
Questionnaire of Profsoyuz of 1919 [PSSCom 3:542]): the overall philosophical
conception of the story is realized with confident, even grand strokes. As the
development of personality is presented as a widening and deepening series
of perceptions reintegrated within a maturing self, the transition from con-
tiguous to metaphoric series is no longer left for the reader to discern: this
transition is presented as moral and intellectual growth, so that the emergence
of the overall metaphoric pattern confirms and expands Zhenya’s artistic sen-
sibility and her awakening gift of clairvoyance (or her acute apprehension of
the future, brewing all around the disquieting Urals). In contrast to previous
stories where “association by similarity” was directed toward a philosophi-
cal text and grounded in philosophical themes, Zhenya’s encounter with “the
abstract moment” is represented by Lermontov’s Demon, read by the child on
an autumn afternoon when the leaves are already shriveled by cold. This met-
aphoric design—an approaching future emerging both from a literary text, the
first cold days of the fall season, and out of an unknown stranger appearing
on a back street?>—does not diminish the philosophical context of the story.

2. See Pasternaks letter to D. E. Maksimov (October 25, 1957), explaining that the “dedi-
cation to Lermontov” of My Sister Life rather than to “the memory of Lermontov” was an indi-
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In portraying the development of the child, struck in her early adolescence by
the energy of the departed poet, Pasternak creates a paradigmatic progression
from the first moments of awakened consciousness to the invigoration of the
life of soul, and then to the next stage—awareness of “spirit” and a spiritual
world—literally the daimonic world whose boundary is first signaled by Ler-
montov’s Demon. And if the first two levels of this expansion of personality,
those of consciousness and soul, are described to some extent by means of
association by contiguity, the clairvoyant awakening of the spiritual level is
conceived as a metaphoric or symbolic relationship that integrates the met-
onymic series and points through them to the outlines of the child’s future,
so that the Demon, the herald of pain and suffering, can appear only when
the natural cycle of nature’s flourishing and growth is arrested and for a time
reversed.

As far as the structure of Luvers is concerned, it is not easy or desirable to
indicate any single philosophical framework that Pasternak might have fol-
lowed while working on the story—indeed, Pasternak brings together a great
number of approaches. The Kantian (and Neo-Kantian) tradition is clearly
present in the portrayal of Zhenya’s growth as a process of synthetic percep-
tion that blends the finite and the immeasurable and integrates the phenome-
nal world with things named together with phenomena still unnamed and out
of focus. Pasternak’s choice of the idea of the “third person” echoes Hermann
Cohen’s “other;” while Luvers’s portrayal of the “animation” of the surrounding
world, so central to Pasternak’s future writing, expands in startling fashion the
“second state”—“movement without reality” [gB>keH1e 6e3 HeNICTBUTEND-
HocTH] (PSS 3:460)—or animation transfixing inanimate objects in “Ordering
a Drama” (1910). It also clearly echoes Plato’s idea of the soul as “incessant”
movement, conspicuously noted in his philosophical diaries:

Yluyn] = the beginning of self-directing motion (The inanimate is distinct
from the animate precisely because it contains the source of its motion.
Yluyn] (a self-generating motion) moves always, cannot arrest itself; its life
is without cessation.

cation “not so much that Lermontov was alive, but that he was there in accidental passers-by,
still unknown and not as yet sufficiently immortalized by their sucess and fame, as if in that
summer it was still possible to meet him, [ . .. ] to express the feeling of something as yet very
immediate, for instance, the remaining wetness of the night rain or the quieting echoes of a dis-
appearing sound—{ . . . ] this secretive grandeur of Lermontov’s essence” [He TO 4TO B )KMBBIX,
HO B psifiaX CIyYailHbIX IIPOXOXKUX, ellje HeBELOMbIX U/ HEJOCTATOYHO YBEKOBEYEHHDIX a0-
CTPAaKTHOCTBIO IPM3HAHIIA, TOYHO €T0 TeM JIETOM Ifje-HUOYAb elle MOXXHO OGBIIO BCTPETNTD,
[...] BBIPasUTb 9TO YYBCTBO YETO-TO COBCEM HEJABHETO, HENPOCOXIINX C/IEfOB HOYHOIO
TOXKMA WIN 3aTUXAIOLIVX, HEOT3BYYaBIINX OTTOIOCKOB TOMIBKO YTO IPOKATHBIIETOCS 3BYKa,
—[...]aro TauHCTBeHHOE MOTYIecTBO JIepMOHTOBCKOIT cyijHOCTH] (PSS 10:270).
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Y[vy#] = Hauano camoomnpependeMoro aBikeHudA. (Oxymesn[eHHoe]
ornnd[aeTcsi] OT HeORyIIeB/I[€HHOTO] T€M, YTO HOCUT B ce6e MCTOYHUK
cBomx ABIDKeHUI). Y[vy#] (kak caMOCTOATeNbHOE ABIDKYIeecsA) IBU-
JKETCSI BErZa, He MOXKET cama cebsi OCTAHOBUTH ee XXU3Hb HercTpebuma.
(Lehrjahre 1:361)

On the whole, this philosophical subtext—the progression of awakened con-
sciousness from ensouledness to spirit—indicates here a carefully worked out
and highly original narrative design that reflects to a considerable degree the
ideas of Plato, Kant, Cohen, Solovyev, and, to some extent, Mikhail Gershen-
son (see 5.2).

However, when placed in the context of Pasternak’s later writing it is pre-
cisely the carefully worked out systematic organization of the story that marks
the beginnings of Pasternak’s dissatisfaction. If “Letters from Tula” contains
philosophical principles that are destined to play a major part in Pasternak’s
later work, the stylistic innovations in the organization of Luvers will be later
reconsidered and altered in a radical manner. In Doctor Zhivago, for instance,
it is no longer the spirit of Lermontov (or any poet for that matter) or his dai-
monic protagonist that will awaken young Yuri into his first understanding of
the incommensurable forces of the approaching future: it will be his mother’s
death and then the winter storm, knocking on the window, reminding him
of the necessity of remembering and articulating something for which he, as
a child, as yet has no language. This change of setting is just a detail upon a
much larger canvas, but it signals a major reorientation.

The power of the call that accesses the future creative potential of the
child’s consciousness remains an overall theme of the novel’s opening, but
compared to The Childhood of Luvers, the metaphoric structure of Doctor
Zhivago appears radically simplified: realistic events, rather than complex
schematic “abstractions,” awaken the child’s self, and it is in this context, I
suggest, that one can begin to see the artistic principles that made Pasternak
reconsider his earlier narrative patterns. The “schematic” organization that
informed his early style is gone, written off in the letter to George Reavey
(December 1959) as “those rare grains of life and truth that are intermixed
with great quantities of deadening schematic nonsense and unreal and raw
material” [peaxie sepHa )XU3HU 11 IPABJbI IepeMeIIaHbl C OTPOMHBIM KOJIN-
4eCTBOM MEPTBOI, CXeMaTUYHON OeCCMBICTMIBI M HECYIeCTBYIOIIEro
coipbsa] (PSS 10:550). What could have been the cause of this change? The
lack of critical response to his carefully executed narrative designs must have
indicated the necessity for a new path (especially when the writer is so intent
on reaching the other), but the change was also demanded by the new reality
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and challenges of the post-revolutionary experience. Thus the novel, of which
The Childhood of Luvers was to have been just a beginning, was never fin-
ished. With the exception of “Aerial Ways” in 1924, Pasternak’s future style was
altered drastically, and the very principles and their philosophical underpin-
nings that gave Pasternak his first themes in narrative fiction appear to have
become something of an obstacle to the vitality of his future fiction. Or was
their earlier execution viewed as still insufficiently open-ended, too abstract
to be thoroughly integrated into the narrative? As I conclude this study, this
question needs a more careful analysis.

8.3 New symbolism:

Toward “the soul” of the later prose

In Doctor Zhivago, Pasternak depicts the visit of Nikolay Nikolayevich Ved-
enyapin to Moscow during post-Revolutionary chaos and hunger. Yuri, of
course, is overwhelmingly happy to see his philosopher-uncle who had so
strongly influenced his art, but he senses that his uncle’s brilliance, as well as
his carefully coiffed image, does not live up to the weight and scale of events
in Russia:

He was seeing the idol of his childhood, the teacher who dominated his
youthful thoughts—alive, in the flesh, was standing in front of him.

His gray hair was becoming to him, and his loose foreign suit fitted
him well. He was very young and handsome by his years.

Admittedly, he was overshadowed by the grandeur of the events; seen
beside them, he lost in stature. But it never occurred to Yuri to measure
him by such a yardstick.

He was surprised at Nikolay Nikolayevich’s calm, at his light and
detached tone in speaking of politics. He was more self-possessed than
most Russians could be at that time. (Zhivago 178)

KyMI/Ip €ro AE€TCTBA, BTAaCTUTE/Ib €ro IOHOMECKNX AYM, >KBOJ BO IVIOTU
OIIATDH CTOAN IIEpeENN HUM.

Huxkomnaro HI/IKOJ’IaeBI/I‘Iy OY€Hb IJ/Ia CeANMHA. 3arpaH1/[quH”A mnpo-
KNI KOCTIOM XOpouIo Cupel Ha HEM. ,H]'IH CBOUX JIET OH ObII €lI€ OYE€HDb
MOJIOKaB 1 CMOTpEI KpacaBLIEM. KOHC‘{HO, OH CUJIBHO TE€psAIT B COCEN-
CTBE C TPOMAaJHOCTBIO COBEPIIABIIETOCA. Cob6biTns 3acnousm ero. Ho
IOpI/IIO AaneeBI/my " He IPUXOJNIIO B TOJIOBY MEPUTD €TI0 TAKMM MEPU-
JIOM.
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Ero ymusuno cnokoiicteue Hukonas Hukonaesuda, X1agHOKPOBHO
HIyTAMBBI TOH, KOTOPBIM OH TOBOPWJI Ha MONUTHYeCKMe TeMbl. Ero yme-
HIe Jlep>KaTh ce6s MpeBbIIIaNo HBIHENIHNE PYCCKIe BO3MOXHOCTH. (PSS
4:176)

This minor scene captures something of Pasternak’s quandary after 1918: the
narrative style he had developed with such care and intellectual precision was
the fruit of his youthful thought, but it was simply not commensurate with the
overwhelming catastrophe enveloping his country. Just as he had done during
his other re-envisionings of himself, Pasternak moved forward by reworking
the intellectual insight of the past. This new reorientation, however, may not
have been as abrupt and dramatic as his earlier abandonment of music and
then philosophy, but it was a considerable personal quest—and the main artis-
tic challenge of his life.

By 1958, during both the signs of triumph and the political scandals asso-
ciated with Doctor Zhivago, Pasternak felt oppressed by at least two painful
realizations. First, there was the clear and painful awareness that he might
not be able to get any closer to his readers than the narrow window of cor-
respondence with his foreign admirers, an activity permitted, but barely tol-
erated, by the State. Second, he understood vividly (and with considerable
alarm) that the lack of readers’ comprehension had not been alleviated by
the simplified narrative style of his later prose. Thus, Pasternak put aside his
earlier proclamation of a reticence he shared with his reader (“I cannot con-
ceive of any correspondence with him” [1928 essay published in Chitatel’ i
pisatel’ (CSP 267-68; PSS 5:220)]) and began to clarify the artistic goals of
his new prose through his letters. In the letter to Jacqueline de Proyart cited
above (dated May 20, 1959), he notes that while conceiving reality as a philo-
sophical category, he was also addressing a specific historical setting: “It por-
trayed a particular reality—a reality that also reflected a particular period of
time. And more specifically—Russian reality of the last fifty years” [pycckas
peanbHOCTb MOCTeRHUX naTupecsaTn net] (PSS 10:489). This statement does
not merely signify a dual goal, which implies a contrast between locality and
general philosophical truth found in symbolic language. Rather, Pasternak
also speaks about the symbolic expression of a particular reality, noting that
the depiction of this reality as a historical phenomenon eschewed the symbol-
ism he practiced in his youth. He also insists that his adherence to “reality as
a philosophical category” demanded from him a strong objection to narrative
style conceived as an intellectual puzzle and that this new artistic code also
entailed a categorical rejection of partial and autonomous symbols, as well as
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the presence of ideas to be fitted into some crossword problem. Moreover, in
order to explain the style of his novel, he refers to the example of the Impres-
sionists, echoing his 1914 entry into artistic debates in “The Black Goblet” In
1958, however, he demonstrably replaces the experience of packing and pack-
aging symbols with images of the soul and open, unrestricted air. The word
“soul,” in fact, appears in opposition to “self-identical symbols” and to “ideas”
as solutions to “crossword puzzles™:

I wanted to write to Héléne about false interpretations of my style which
are becoming highly popular. [ .. . ] Critics are searching for a secret mean-
ing in every syllable of the novel, decode words, the names of the streets
and protagonists as if these are allegories and cryptoquotes. There is noth-
ing of this in [Zhivago]. I reject even the possibility of existence of com-
plete, partial or self-identical symbols for anyone who is an artist. If the
work of art is not fully exhausted by what is said and printed in it, if it
contains something else—this can only be that common quality, breathing,
movement, infinite urge forward that transfixes the whole work and makes
it to be a particular work, not because it hides an idea, equal to the solved
puzzle—this other is the likeness of soul, because soul, in our view, fills the
body, and cannot be extracted from it.

In other words, if the soul of the art of French impressionists—is air
and light, then what is the soul of the new prose of Doctor Zhivago? In its
appearance, its execution and its goals it was a realistic work. It portrayed
a particular reality—a reality that also reflected a particular period of time.
And more specifically—Russian reality of the last fifty years. When this was
accomplished, there remained a certain residue, which deserves to be char-
acterized and described. What is this residue? Reality as such, reality itself
as a phenomenon or a philosophical category—the very fact of existence of
a particular reality.

S XxoTen Hanucatph OJIeH O MONTy4YNBIIEM PACIPOCTPAaHEHMe TOKHOM TOJI-
KOBaHMUY MOEro CTHA. [ ... ] VIIyT TalHbI CMBIC/ B KQXX/[OM C/IOTe
poMaHa, pacindpoBbIBAIOT C/IOBA, HA3BaHMA YIUI] X MMEHA TepOeB Kak
anjeropun u KpunrorpaMmmel. Hudero storo y MeHs HeT. Jlaxke BO3MOX-
HOCTD CYI[€CTBOBAHU:A OTHE/NbHBIX, M30/IMPOBAHHBIX CYMBOJIOB Sl OTPMU-
1jal0 y KOro 6bI TO HU ObIIIO, eC/M OH XyHTOXHUK. Ecny nponsseneHne He
JICYEPIIBIBAETCA T€M, YTO B HEM CKa3aHO, €C/IM eCTh ellle YTO-TO CBEPX
TOI'O, 3TO MOXKET OBITH TOIBKO €ro 00lllee KauyecTBO, HbIXaHWe, JBIKe-
Hue WK 6eCKOHeYHOe yCTpeM/IeHMe, IPOHU3bIBalollee IPON3BeieHIe
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BCe LIeIMKOM I JIe/Ialoliiee ero TeM WK PYTuM. ITO He Mfesi, KOTopas B
HeM CKPBITa, KaK pellleHne 3arajKu, Ho HogoOue [y, 3aK/II0YeHHOl B
TeJle ¥ er0 HAIIOTHAIOLIElT, KOTOPYIO Hellb3sl U3 HETO U3B/IeYb.

Wrak, ecny Ryuioi >kuBomyucu GpaHIjy3CcKOil MMIPECCUOHUCTI-
YeCKOJ1 KUBOIIUCHU ObUIM BO3/YX M CBET, TO KaKasi JyIla y 9TOI HOBOI
IpO3bl , KOTOPYIO IpefcTasisieT coboit “IJ<oxkrop> XK<msaro>"? Ilo
3aMBICTTY, 3a/ja4e ¥ MCIIOIHEHNIO 9TO OBUIN PeanncTudeckoe MponsBe-
feuue. IToroMy 4TO B HeM ObI/Ia TOYHAsI PeaTbHOCTD OIPe/eeHHOTO
[epUOJa,—pPYyCCKas peabHOCTDb MOCTeAHUX nsaTugecstu net. Korma sta
paboTa 6blIa BBIIIONHEHA, OCTANIOCH €llle OJHO, YTO Haflo OBIIO TaKXKe
OXapaKTepu3oBaTh U ONKcaTh. UTO MMeHHO? PeabHOCTH KaK TAKOBYIO,
peanpHOCTh KaK siBleHue Wi GpuaocodpcKyro KaTeropnio—camblit Gpaxt
OBITUS KaKOM-TO meiicTBuTenbHOCTH. (PSS 10:488-89)

Thus, the concept of soul is not merely introduced: it is presented as a key to
his philosophical view of reality (at the very same time as Pasternak restates
his adherence to realism) and an implicit rejection of his early intellectualized
style of prose; the philosophical rendition of reality is its breath, movement,
impetus, unifying sweep, and new dynamic direction, which enter into all
aspects of life, so that the artistic text becomes the ground and spectacle of
this incarnated impulse.

However, the echoes of Kantian and Neo-Kantian synthesis, of appercep-
tion not as personal autonomy, but as a principle in the world at large, are still
evident as a mark of the reality he wants to capture in his novel—recreating
something of the figure of a world soul animating all at every point. This,
indeed, is precisely what he had written to Jacqueline de Proyart when he
observed that great art always “attempted to communicate the unified pic-
ture of the life, life in its wholeness, but it was done and commented upon
always in a different way, in accordance with the philosophy of the époque
and because of this by different methods” [Bennkoe 1uckyccTBO Bcerna cTpe-
MMJIOCD 3apICOBaTh 06Ijee BOCIPUATIE KU3HI B I[e/IOM, HO 9TO [Ie/anoch
(TO/IKOBA/IOCh ee HefeMMMOe eANHCTBO) KaXK/Bl pa3 I0-PasHOMY, B COITIa-
cun ¢ punocodueir ceoero Bpemenn] (PSS 10:489-90). In short, all the impe-
tus of his early prose is contained in this “philosophical rendering of reality,”
but the canvas of the narrative is much larger, so that it is no longer even pos-
sible to identify philosophical echoes and to fit them into a puzzle in order to
explain philosophical precursors of the reality in question. The tableau is both
more unapologetic and yet more tragic, for this world and the reality that Pas-
ternak aims to capture are not permanent and secure—they are wounded and
endangered by incarnated ideas of “iron causality” that enter the dynamism of
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animation and arrest its freedom and flow. Having written Doctor Zhivago, he
may, perhaps, feel that as the artist of such awakened, animated surroundings
he has escaped the laws of iron causality at least for the time being. He clarifies
this position to de Proyart:

I described the characters, situations, details and particulars with the single
goal: to question the idea of iron causality and absolute necessity; to show
reality as I always saw it and felt it: as an inspired spectacle of as yet unreal-
ized, as a reality engendered into movement by free choice, as a potential
among potentials, as free path.

[...] From this springs the optimism of my manner. The understand-
ing of existence not as enslaving and disappointing, but as surprising and
freeing mystery.

5] onmcepiBan xapakTepsl, MONOKEHUs, HOAPOOHOCT U YaCTHOCTU C
eJMHCTBEHHOIO 11€/Ibl0: [IOK0/Ie0aTh NIEI0 XKele3HO! MPUIMHHOCTI U
a0COIIOTHOI 00513aTeNIbBHOCTH; IPEACTABUTD PEAIbHOCTD TAKON KaK 5
BCerja ee BUJel U IIEPEXUBAI; KaK BIOXHOBEHHOE 3peiiie HeBOIUIO-
[eHHOT0; KaK sIBJIEHIE, IIPUBOJMMOE B IBV>KEHVE CBOOOJHBIM BbI6O-
POM; KaK BO3MOXKHOCTb CPefiyi BO3MOXKHOCTEIT; KaK [IPOM3BOIBHOCTD.
[...] Orcrona HEKOTOPBIT ONTUMK3M 9TOI MaHepsl. [loHUMaHMs
ObITIS He KaK 4ero-To mopabolaoiiero u pasouapoBbIBAIOLIETO, a KaK
YAMBUTENIBLHON 1 0CBOOOXK ato1eit TaitHbl. (PSS 10:488-89)

In short, if Pasternak in The Childhood of Luvers sees the moral maturation
of personality as the progression from “soul” to “spirit” and to the world of
“abstract ideas,” then the Pasternak of Zhivago reclaims the concept of the soul
as his primary and most comprehensive focus, which helps to integrate on a
much broader tableau the stylistic findings of his early narrative. Nonetheless,
he also aims to name the conflict of his age—the carriers of the “spirit of the
age,” or individuals sacrificing the vitality of self-renewing reality, the agents
of ideas that bring about the eventual extirpation of life.

The artistic realization of this tableau and its philosophical underpinnings
needs a more sustained analysis that goes beyond the parameters of this study,
yet it is possible to summarize at least some signposts of this artistic re-ori-
entation. Pasternak’s style no longer reflects any progression of the awakened
consciousness from the world of soul to that of spirit. Instead, he sees the
spirited agents of ideas attacking and destroying the dynamic spaciousness of
soul. At the turning points of Doctor Zhivago, Pasternak seeks to clarify some
significant elements of this opposition. Zhivago, for instance, tries to explain
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to Liberius, who “chairs” the “forest brotherhood,” that their “ideas of social
betterment” are not only paid by “a sea of blood,” but that they are based on
the crudest dismissal of any animating principle. On this occasion the words
“soul” and “spirit of life” are interchangeable:

Reshaping life! People who can say that have never understood a thing
about life—they have never felt its breath, its heartbeat—however much
they have seen or done. They look on it as a lump of raw material that needs
to be processed by them, to be ennobled by their touch. But life is never a
material, a substance to be molded. If you want to know, life is a principle
of self-renewal, it is constantly renewing and remaking and changing and
transfiguring itself, it is infinitely beyond your or my obtuse theories about
it. (Zhivago 338)

Hepe;[enKa xxusun! Tak MOTYT pacCyXaaTb TIOAU, XOTSA MOXKET ObITH 1
BuAaBlINe BUAbI, HO HM pa3y HE y3HaBIINE XU3HU, HE TIOYYyBCTBOBAB-
mue ee Ayxa, Jyumn ee. HTIH HIUX CylI€CTBOBaHME 3TO KOMOK rpy60ro, HE
06HaI‘0pO)K€HHOI‘O X NPUKOCHOBEHMEM MaTepuaja, Hy>Kalolerocsa B
ux O6pa60TK€. A MaTe€pHajioM, BEIIECTBOM, JK3Hb HUKOIIa HE ObIBaer.
Omna caMa, €C/iit XOTUTE 3HaTh, HEIIPEPbIBHO cebs 06HOB)’IHIOU.(€€, BE€YHO
cebs nepepa6aTbIBa101uee Havajio, OHa caMa B€YHO cebs IIepenenpiBaeT
1 IpeTBOPAET, OHA CaMa KyJla BbIII€ HAIINX C BaMI TYIIOYMHBIX Teopm?[.
(PSS 4:336)

Or, again, in comparing his own thought to that of Lev Tolstoy in the con-
cluding chapters of Zhivago, Pasternak pushes Tolstoy’s organic philosophy
further than even Tolstoy had done, setting up an opposition between organic
life and the self-appointed carriers of ideas, the self-limiting agents of doom
and idolatry:

History cannot be seen, just as one cannot see grass growing. Wars and
revolutions, kings and Robespierres, are history’s organic agents, its yeast.
Revolutions are made by fanatical men of action with one-track minds,
geniuses in their ability to confine themselves to a limited field. They over-
turn the old order in a few hours or days, the whole upheaval takes a few
weeks or at most years, but the fanatical spirit that inspired the upheavals is
worshipped for decades thereafter, for centuries. (Zhivago 454)

VicTopuu HUKTO He Jle/laeT, ee He BUJJHO, KaK Hellb3s YBUATh, KaK TPaBa
pacret. BoitHbI, peBomonny, apu, Pobecrbepsl 9TO ee OpraHMyecKme
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BO30yAuUTENN, ee OPOAMIbHBIE FPOXOKM. PeBOMIOLNI ITPOM3BOMAT TIOAN
IefiICTBEHHDIE, OJHOCTOPOHHME (aHATUKMN, TEHUN CAMOOTPAHNYEHMS.
OHU B HECKOJIBKO YaCOB MM [HEI OIPOKUABIBAIOT CTAPbIN IOPSOK.
IlepeBOPOTHI ANATCS HELENN, MHOTO TOfIbl, @ IIOTOM JeCATUIETUSIMMU,
BeKaMJl NOK/IOHAIOTCS AYXY OTPaHMYEHHOCTH, PMBeJIIeil K epeBo-
pOTY, KaK cBATBIHE. (PSS 4:452)

These passages begin to clarify what Pasternak means by “the destruction of
forms,” mentioned so often in those letters concerning his earlier artistic “par-
ticipation in the sins of the age” He is least concerned with the formal appear-
ance of order, or with cultural history where, as he mockingly observes in Safe
Conduct, “a knot of old men in chlamys and sandals, or periwigs and cami-
soles, fib up some impenetrable mumbo jumbo” [HekoTopas 6oromenbHs,
r7ie Ky4Ka CTapMKOB B XTaMMaX I CAHAA/IVSX WM MTapKax M KaM30JIax BpeT
HenporsifHyio oTcebatuny] (CSP 39; PSS 3:169). He does, however, speak
of “form [as] the key to organic life, since no living thing can exist without it”
[bopma e ecTh opraHMYecKuii KJIWY CyIecTBOBaHMsA, GOPMOIL [OIKHO
obnmaziaTb BCe XXUBOe, YTOODI cymiecTBOBaTh] (Zhivago 454; PSS 4:452). The
schematic organization of his earlier prose, he suggests, was part of the overall
dismissal of the organic power of renewal and animation that can be discerned
as invigorating reality, releasing its still sleeping potential. At the same time,
it is also clear that Pasternak’s early prose work (while lacking the broader
historical tableau and the depth of the ongoing conflict depicted in the later
work) has already experimented with many of these artistic ideas.

It is also noteworthy that Pasternak’s early stories examined in this book
are all centered on the spirited carriers of “ideas”: Heine, whose power com-
peted with that of the sun; Tolstoy, the force of conscience in Tula, who
directed the dance of the compass needles [TyT HaunHAaIOT MIsicaTh MarHUT-
Hble cTpenku] (CSP 122; PSS 3:29); Lermontov, the “spirit of living adven-
ture” who presages suffering and storms. Even Pasternak’s understanding of
the roles of Scriabin, Cohen, and Mayakovsky (agent of the spirit of the age)
should be understood in this context—the admired faces of his youth and
the re-makers of his life. The striking opposition of his mature years emerges
centrally as an opposition between the ideas that destroy the world and the
soul of life itself [ee nyx, nywa ee] (Zhivago 338; PSS 4:336). In finishing his
Sketch for an Autobiography, Pasternak thematizes his life’s work by drawing
the portraits of two Georgian poets, Titian Tabidze and Paolo Yashvili, whose
fate, together with that of Marina Tsvetaeva, became his “greatest sorrow.” The
portrayal of these poets exterminated in the unequal conflicts of the century
is centered on the centripetal and centrifugal directions of soul’s agency, the
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poets’ inexhaustible clairvoyant potential projected into their surroundings
and their art:

If Yashvili was turned outwards, all in a centrifugal direction, Titian Tabidze
was turned inwards and every line he wrote and every step he took called
you into the depths of his rich soul, so full of intuitions and forebodings.
[ ...] This presence of the untouched store of spiritual reserves creates the
background and lends depth to his poems and imparts that special mood
with which they are imbued. [ . .. ] There is as much soul in his poems as
there was in himself, a complex, esoteric soul, directed wholly toward good,
capable of clairvoyance and self-sacrifice. (Remember 116; emphasis added)

Ecny AmBunm Bech 6bI1 BO BHEIIHEM, I[EHTPOOEKHOM IPOABICHNUM,
Tunnan Tabupse 6T ycTpeMIeH BHYTpPb M KaXK/J0K0 CBOEN CTPOKOII
M KKIbIM IIATrOM 3BajI B ITyOMHY CBOeil 60raToil, II0JTHOI JOTajoK 1
HPeNYyBCTBUIL Oyuiu. [ ... | DTO IPUCYTCTBUE HE3aTPOHYTHIX AYIIEBHBIX
3amIacoB cosziaeT GOH ¥ BTOPOII IVTaH €T0 CTUXOB U MPUJAET UM TO 0CO-
60e HacTpOeHNe, KOTOPBIM OHM IIPOHM3AHBI ¥ KOTOPOE COCTaB/ACT UX
I7IaBHYIO ¥ TOPBbKYIO IIPeNecTb. Jyuiu 6 e20 cmuxax cmonvko e, CKOIbKo
ee Obl710 6 HeM CAMOM, Oyl CTIOHHOU, 3aMaeHHOl, UeUKOM HANPaseH-
HOll K 000py 1 cnoco6HOTI K ACHO6UOEHUIO U camonoxcepmeosaruio. (PSS
3:343)

This other tableau, then, of “years, circumstances, people, and destinies within
the framework of the Russian revolution” [0 romax, 06cTosATENbCTBAX, ITIONAX
u cynp6ax, oxBadeHHBIX pamolo peBomouuu]| (Remember 122; PSS 3:345)
was, Pasternak claims, the work of his life—and it was to be a realistic narra-
tive, which sought for new forms in order not to cheapen this living memory
with unnecessary artistic mystification. For this reason, only the most careful
analysis, and another study altogether, can do justice to the later stages of Pas-
ternak’s continuing artistic work.
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