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THE SOVIET 19205, as a period of linguistic liberalization, instability
and change, were characterized retrospectively by Roman Jakobson as
a “landslide of the norm.” Another metaphor which in a similar way
highlights the unpredictability of the situation was used in 1924 by Iurii
Tynianov as the title of an essay that monitors the state of contemporary
poetry: “Promezhutok” (“The Interval”). The word in Tynianov’s usage
designates a period in which inertia stops working, allowing for new phe-
nomena to appear and grow: HoBblit cTux—3T0 HOBOE 3peHnue. VI poct
3TUX HOBBIX fABJIEHNUII IPOUCXOAUT TONBKO B T€ HPOMEXYTKM, KOTZA
Iepecraer JeiicTBoBaTh MHepuus [...], that is, promezhutok is one of the
nodes of evolution, a window of possibilities that equates to some degree
with Jakobson’s more dramatic phrase.”

The concept of norm, central to any discussion of literary dynamics
and the literary process, is evoked by Tynianov in the essay only once,
in the section devoted to Boris Pasternak. After discussing the artis-
tic experience of Khlebnikov and Maiakovskii, the outcome of which
is described as an excessive detachment of the “rebellious word” from
the “thing” (cioBo crano cBo6OAHO, HO OHO CTAIO CIUUIKOM CBOOOIHO,

1 Iurii Tynianov, 1977, “Promezhutok,” Poetika. Istoriia literatury. Kino, eds. E.A. Tod-
des, A.P. Chudakov & M.O. Chudakova, Moscow, pp. 168-95; p. 169. “A new verse
is a new vision. And the growth of these new phenomena may take place only in the
intervals when inertia stops working [...].” Unless otherwise noted, translations are
my own.

2 For a discussion of the metaphor opolzen’ (“landslide,” first used by Tynianov him-
self) and its evolution in the formalist context, see Heinrich Kirschbaum’s article in
the present volume.
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OHO IlepecTaso 3afieBaThb), Tynianov defines the “mission of Pasternak”
(muccus ITacTepHaka) as:

B3ATb INIPUIIET C/I0BA Ha Belllb, KAK-TO TaK IIOBEPHYTb U C/IOBA, U
Belly, 4TOOBI CTTOBO He BMCENIO B BO3JyXe, a Belljb He OblIa TOJI0M,
HPUMUPUTH UX, epenyTarb 6parcku. Bmecre ¢ TeM 3TO ecTecTBeH-
Hasi TAra OT TUIepOOIIbL, XaXK/a, CTOS Y>Ke Ha HOBOM IIIacTe CTUXO-
BOJ KyJIBTYPbl, UICIIONIb30BaTh KaK MaTepuasn XIX Bek, He OTIpaB/iA-
SICh OT HETO KaK OT HOPMBI, HO ¥ He CTBI/ISICh POJCTBA C OTLAMU.}

In what ways might norms be understood in this context? And how does
Pasternak’s practice relate to the mission defined by Tynianov? These are
among the questions to be examined in the present article, which also
aims to demonstrate how performance can be a statement in its own right.

Indeed, within the Russian avant-garde, and particularly in the con-
text of Futurism, the artistic position of Boris Pasternak stands out as
non-iconoclastic, evolutionary rather than revolutionary in character.
Though for a period he himself was clearly a part of the Moscow Futurist
milieu, in a letter he wrote to Meierkhol’d in 1928, Pasternak declares
that the only brand of Futurism he could accept is a “Futurism with a
genealogy” (dyTypusm ¢ pomocnosnoir).t A similar standpoint finds
graphic expression some decades later in Pasternak’s novel. The state-
ment ascribed to Iurii Zhivago that in art, as distinct from science, “for-
ward steps are made by attraction” actually has a distinct bearing not
only on the novel itself but on Pasternak’s own creative experience from
its very beginnings. Zhivago writes in his diary:

Kaxapiit popurcs PaycTom, 4ToObI BCe OOHATD, BCE UCIIBITATh, BCE
BbIpasuThb. O ToM, 4T06bI PaycTy OBITH YUEHBIM, 103200 TUINCD OIINO-

3 Tynianov 1977, p. 182. “to aim the word straight at the thing and somehow to turn
both words and things in such a way that the word is not left hanging in mid-air nor
the thing left naked, but instead they are reconciled, fraternally entangled. At the same
time this is a normal pull away from hyperbole, the thirst of one already standing on
a new stratum of poetic culture to use the nineteenth century as material without
pushing off from it as from a norm, but also without being ashamed of kindred with
one’s fathers.” (Turii Tynianov, 1969, “Pasternak’s ‘Mission’,” (trans. A. Livingstone)
Pasternak: Modern Judgments, eds. D. Davie ¢ A. Livingstone, London, p. 126.)

4 Boris Pasternak, 1992, Sobranie sochinenii v piati tomakh, vol. 5, Moscow, p. 243.
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KJ IpeJIIIECTBEHHUKOB 1 cOBpeMeHHMKOB. lllar Briepey B HayKe fie-
JAeTCA IO 3aKOHY OTTaJKMBAaHUA, C ONPOBEPXKEHMA LApAIMX 3a-
OMy>KZEeHWIT V1 JIO>KHBIX TEOPUIL.

O toM, uTo6b! PaycTy OBITH XY/JOXKHUKOM, 103a00TUINCH 3apas-
uTeNbHble TpuMepbl yuuTeneit. lllar Bnepes B MCKycCTBe Jienaercs
I10 3aKOHY NPUTSKEHNA, C HOJPaXKaHNA, CIEOBAHNA U IIOKIOHEHM A
06 MBIM npepredam.’ (DZH 282)

The claim also has a certain polemical thrust. It is aimed at formalist
theories of literary evolution as outlined in the 1920s, notably by Iurii
Tynianov himself. In an essay published in 1921, Tynianov describes
literary tradition precisely in the terms Zhivago applies to science: Her
IPOJO/DKEHNS IIPSMON JIMHUY, €CThb CKOpee OTIIpaBjIeHMe, OTTaIKMU-
BaHIe OT M3BECTHOI TOUKM—O60pp6a.® Pasternak’s oblique reference to
Tynianov in a discussion on artistic evolution may in fact be regarded as
a continuation of a “dialogue” begun by Tynianov’s discussion of him in
“Promezhutok,” which actually carries a dedication to Pasternak.” I will

5

Boris Pasternak, 1990, Sobranie sochinenii v piati tomakh, vol. 3, Moscow. Quotations
from Doktor Zhivago, abbreviated pzH, refer to this edition. “Every man is born a
Faust with a longing to embrace and experience and express everything in the world.
Faust became a scientist thanks to the mistakes of his predecessors and contemporar-
ies. Progress in science follows the laws of repulsion—every step forward is made by
reaction against the delusions and false theories prevailing at the time.//That Faust
was an artist he owed to the example of his masters. Forward steps in art are made
by attraction, through the artist’s admiration and desire to follow the example of
the predecessors he admires most.” (258). English translations are taken from Boris
Pasternak, 1958, Doctor Zhivago, trans. M. Hayward ¢ M. Harari, London.

Turii Tynianov, 1977, “Dostoevskii i Gogol’ (k teorii parodii),” Poetika. Istoriia lite-
ratury. Kino, eds. E.A. Toddes, A.P. Chudakov & M.O. Chudakova, Moscow, pp.198—
226; p. 198. “There is no continuation of a straight line, there is rather a departure, a
repulsion from a certain point—a struggle.”

The essay was published (in part) in the fourth issue of the journal Russkii sovremen-
nik 1924 and was subsequently included in Tynianov’s Arkhaisty i novatory (1929),
where the dedication to Pasternak appeared. As is evident from a letter of 7 March
1929, Tynianov sent the book to Pasternak together with his novel Smert’ Vazir-
Mukhtara (Tynianov, 1977, p. 472). In the second issue of Russkii sovremennik 1924
Pasternak had published his story “Vozdushnye puti,” together with four of his re-
cent lyrics. (Christopher Barnes, 1989, Boris Pasternak: A Literary Biography, vol. 1:
1890-1928, Cambridge, p. 326). Barnes (1989, p. 327) characterizes the journal as “a
forum for outstanding unorthodox talent. On its pages Pasternak figured alongside
formalist critics Eikhenbaum, Grossman, Shklovsky, Tynyanov and Vinokur, prosa-
ists Babel, Pilnyak, and the Serapions, and poets such as Akhmatova, Esenin, Khoda-
sevich, Mandelstam and Tsvetaeva.”
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return to the question of how Pasternak realizes Tynianov’s “mission” in
his novel, but first I will dwell on the concept of “norm,” in relation to
Pasternak’s aesthetics and literary practice.

The evolutionary position notwithstanding, in Pasternak’s ceuvre one
canidentify a paradigm of words/concepts pertaining to creativity in gen-
eral and/or creative processes in particular, which implies a departure/
deviation from perceived norms, such as displacement (smeshchenie), dis-
tortion (iskazhenie), intended liberty (namerennaia svoboda).* The first of
these concepts, smeshchenie, which figures most notably in a well-known
passage of Okhrannaia gramota (A Safe Conduct, 1929-1931), is actually
also a word in Tynianov’s vocabulary. Smeshchenie and sdvig, that is a dis-
placement of automatized literary forms, play a central role in Tynianov’s
conception as the driving force of evolution, leading to the renewal of lit-
erature; figuring under different names (Eikhenbaum’s “sharpening” and
“intensification” (obostreniia and intentsifikatsii), Shklovskii’s “defamil-
iarization” and “making difficult” (ostraneniia and zatrudneniia)), these
concepts lie at the core of formalist theory.” But whereas for Tynianov
and the formalists smeshchenie is a phenomenon largely associated with
literature and language (smeshchenie zhanra, smeshchenie stilia), for
Pasternak it seems to designate an experience of “reality™

HacTaBnenHOe Ha JelCTBUTEILHOCTD, CMEIAeMyI0 4YBCTBOM, JIC-
KYCCTBO €CTb 3aIINCh 9TOTO cMeleHbs. OHO ero CIMCBhIBaeT ¢ HATY-
pol. Kak xxe cmernaetcs Harypa? [Tofpo6HOCTI BBINTPBIBAIOT B SIPKO-
CTU, IPOUTPBIBAsA B CAMOCTOATENIbHOCTI 3Ha4eHbs. KaXk/[y10 MOXKHO
3aMeHUTH Apyromo. Jliobas gparouenHa. Jliobas Ha BbIOOP TOZMUTCS
B CBUJETENbCTBA COCTOAHDA, KOTOPBIM OXBauyeHa BCS IepeMeCTUB-
IIa5CS NeVICTBUTENbHOCTD."

8 'The last expression refers to Pasternak’s translation practice and will not be consid-
ered in this article; for aspects of this practice, see Susanna Witt, 2003, “Perevod kak
mimikriia: Gamlet Pasternaka,” Swedish Contributions to the Thirteenth Internation-
al Congress of Slavists, Ljubljana, 15-21 August 2003 (Slavica Lundensia Supplementa
2), eds. B. Englund Dimitrova & A. Pereswetoft-Morath, Lund, pp. 145-56.

9 V.V.Eidinova,1995-1996, “Tynianovskie poniatiia ‘smeshcheniia’ i ‘smeny’ i nekoto-
rye iavleniia russkoi prozy 1920-kh godov,” Sed’mye tynianovskie chteniia: Material
dlia obsuzhdeniia (Tynianovskie sborniki 9), Riga ¢ Moscow, pp. 236-38.

10 “Displacement of genre,” “displacement of style,” Tynianov 1977, p. 258.

11 Boris Pasternak, 1991, Sobranie sochinenii v piati tomakh, vol. 4, Moscow, pp.187-88
(Okhrannaia gramota, 11:7). “Focussed upon a reality that is being displaced by feel-
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Smeshchenie refers to reality when it emerges in its aesthetic category.”
In the next paragraph a formalist key concept is explicitly evoked, some-
what ironically, and here the reference is to literature:

Korpa nmpusHakm sToro cocTOsIHbS IIepeHeceHbl Ha O6yMary, 0cobeH-
HOCTM JKM3HM CTaHOBSTCSI OCOOCHHOCTSAMMU TBOpYecTBa. Bropble
OpocaloTcs B I71asa pesde nepsblx. OHu jTydlle usydeHsl. /i HUX
MMEIOTCSI TEPMUHBL. VIX Ha3bIBAIOT IpUeMaMM.”

One of the textual realities corresponding to smeshchenie in Pasternak’s
own work is iskazhenie, “distortion.” It is connected to the experience
and reworking of other works of art. Doktor Zhivago presents a picture

ing, art is a record of this displacement. It copies it from nature. In what way is nature
displaced? Details gain in sharpness, while losing independence of meaning. Each
one could be replaced by another. Any one of them is precious. Any one, chosen at
random, can bear witness to the state that envelops the whole of transposed reality.”
Boris Pasternak, 2008, The Marsh of Gold: Pasternak’s Writings on Inspiration and
Creation, ed. & trans. A. Livingstone, Boston, p. 111.

12 See Peter Alberg Jensen’s article in this volume for a discussion of Pasternak’s thema-
tization of this state in his early prose fragments.

13 “When the signs of this condition are transferred onto paper, the characteristics of life
become the characteristics of creation. The latter leap to the eye more sharply than
the former. They have been better studied. There is a terminology for them. They are
called devices.” (Pasternak, 2008, p. 111). Pasternak’s attitude to Formalism emerges
from a letter to Pavel Medvedev (20 August 1929) in which he comments on the lat-
ter’s book The Formal Method in Literary Scholarship. Pasternak fully agrees with
Medvedev’s critique of Marxist literary scholarship and “on the whole” shares his
position vis-a-vis Formalism, but reproaches Medvedev for being “unfair” towards
the formalists “in certain details”; these “details,” however, which Medvedev “insuf-
ficiently explicate,” turn out to be such fundamental concepts as ostranenie (defa-
miliarization), the relationship between fabula and siuzhet and others: Mue Bcerna
Ka3a/10Ch, YTO ITO, TEOPETUIECKH, OUEHDb CHACMIIUEble UNeU, I MEHs BCerja Iopa-
JKaJ/lo, KaK IMO3BOJIAKT 3TU IIOHATHA, SBPI/ICTI/I‘IQCKI/I CTO/Ib I[a)IbHO60]‘/’IHbIe, 6I)IT]J
UX aBTOpaM TeM, 4To oHMU ecTb. (“It always seemed to me that, from a theoretical
perspective, these ideas are very felicitous ones, and it always struck me how these
concepts, heuristically so long-ranging, can be allowed to mean to their authors what
they presently do.” Pasternak, 1992, p. 280). For a discussion of the letter with partic-
ular reference to Pasternak’s own literary practice of the time, see Lazar’ Fleishman,
1981, Boris Pasternak v dvadtsatye gody, Munich, pp. 134-36. Among the formalists,
Fleishman singles out “the Leningraders” Tynianov and Eikhenbaum as being closest
to Pasternak’s reflections on art in the 192 0s (Fleishman, 1981, p. 136). For a survey of
formalist attitudes to Pasternak, see Catherine Depretto, 2006, “Pasternak i russkie
formalisty,” Eternity’s Hostage: Selected Papers from the Stanford International Con-
ference on Boris Pasternak, May 2004, Stanford, pp. 210-26.
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of creation as imitation, in accordance with Zhivago’s own statement
cited above (s podrazhaniia i sledovaniia liubimym predtecham), but the
creative element in the process is linked precisely to iskazheniia, as dis-
tinct from the fatal “gift” of exact copying with which Zhivago’s antipode
Antipov is endowed. These iskazheniia are distortions or deviations from
canonical texts which arise organically and spontaneously in the process
of imitation. A central image pertaining to creation in the novel is mim-
icry, implying an organism that perceives the light, colour and form of its
surroundings, creatively reworks them and expresses them through its
own body. Mimicry is closely related to the essence and existential mode
of art as presented in the novel, a life principle turned into an artistic
principle, thus making “art” an organic part of “life.” Mimicking other
texts is part of the novel’s poetics (mimicry itself being intimately linked
to “evolution,” almost an emblem of it).x

The very word iskazhenie is used in the novel by Zhivago himself to
characterize the speech of the cattle healer Kubarikha, who emerges as a
kind of folkloric embodiment of his own literary persona. It is significant
that iskazhenie appears here in the context of tradition or evolution:

FOpuit AHEpeeBnd ObII JOCTATOYHO 0OPa30BaH, YTOOBI B ITOCTEHUX
C/I0BaX BOPOXKEU 3aII0JJO3PUTh Hadya/IbHble MeCTa KaKoii-TO J1eTOINN-
cu, HoBropopckoit nnn VnarbeBcKoit, Hac/IayBAIOLMMUC VICKaXKe-
HIUSIMU [IpeBpalljeHHble B alloKpud.s (DZH 362)

Kubarikha’s long incantation displays a series of approximations to the
novel itself, including one of its most prominent features—the metapo-
etic stance (the incantation touches, among other things, upon sooth-
saying and its uses). The concept of iskazhenie is furthermore applicable

14 On these aspects, see Susanna Witt, 2000, Creating Creation: Readings of Pasternak’s
Doktor Zhivago (Stockholm Studies in Russian Literature 33), Stockholm.

15 “Yury was sufficiently well read to realise that Kubarikha’s last words had been the
opening phrase of an ancient chronicle, either of Novgorod or Ipatyevo, but so dis-
torted from the errors of copyists and the repetitions of sorcerers and bards that its
original meaning had been lost.” (331). Iskazhenie is a word with negative conno-
tations in common usage; for a discussion of its positive meaning in the novel see
Boris Gasparov, 1989, “Vremennoi kontrapunkt kak formoobrazuiushchii printsip
romana Pasternaka Doktor Zhivago,” Boris Pasternak and His Times: Selected Papers
from the Second International Symposium on Pasternak, ed. L. Fleishman, Berkeley,

pp-315-58, p. 351.
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to the novel’s own relationship to tradition, its mimicking the liubimye
predtechi.

I will now discuss how the novel, in Tynianov’s words, “uses the nine-
teenth century as material,” and, moreover, how it does so in the hand-
ling of the very theme of historical continuity. My specific example is a
poem from 1836 by Fedor Tiutchev, “Ne to, chto mnite vy, priroda...”
(“Nature is not what you think...”), to which Pasternak had turned dia-
logically already in his first collection of verse, A Twin in Clouds (1913).
An apotheosis of animate nature, in which there are “freedom,” “love,”
and “language,” Tiutchev’s poem juxtaposes an implicit “I” (ia), or maybe
“we” (my), who possesses true knowledge, to the “you” (vy) of its opening
line: those who are not open to Nature and therefore do not understand
the essence of things:

He To, 4TO MHUTE BBI, IpUpoOJa:

He crnenox, He 6e3/yLIHBLI TUK —

B Heit ecTb AylIa, B Hell ecTb cBOOOfA,
B neit ecTb M11060Bb, B HET €CTh A3bIK. ..
[...]

Bbl 3puTe MMCT M I1BET Ha IpeBe:

VInb ux cajoOBHUK IIPUKIENT?

Vnb 3peeT 110x B pOZVIMOM 4YpeBe
Vrpoio BHEIHUX, 9YXKIbIX CUIIZ..

[...]

OHU He BUJAT U He C/IbIIIAT,

JKuByT B ceM Mimpe, KaK BIIOTbMAX,
II7s1 HUX ¥ COMTHIIBL, 3HATh, HE JbIIIAT
W >xu3HU HET B MOPCKMX BOTHAX.

JIy4m K HUM B JylIy HE CXOIVIIN,
Becna B rpypu nx He 1iBena,

ITpu HMX NIeCa HE TOBOPUIIN

1 HOub B 3Be3fax Hema Obinal

16 See Susanna Witt, 2008, “O prostranstve lesa v poetike Pasternaka,” Liubov’ pro-
stranstva... Poetika mesta v tvorchestve Borisa Pasternaka, ed. V. Abashev, Moscow,
pp. 175-87. On Pasternak and Tiutchev, see also Konstantin Polivanov, 2008, “O
tiutchevskikh istochnikakh Pasternaka: Zametki k kommentariiam”, Vremia i mes-
to: Istoriko-filologicheskii sbornik k 60-letiiu A.A. Ospovata, Moscow, pp. 560-67.
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W sa3pbIKaMy HE3eMHbBIMU,
Bonnys pexn u neca,

B HounM He coBemtanack C HUMA
B 6ecepie pysxeckoii rposal

He ux BuHa: moiiMu, KOIb MOXET,
Oprana »u3Hb I'TyXOHeMoIi!
YBBI, AyIIN B HEM He BCTPEBOXKUT
W ronoc marepu camoii!”

The last three stanzas of Tiutchev’s poem concretize these vy in a series of
images, first in a “negative” mode, displaying their failing faculties, then
in a striking metaphor which effectively sums up their character.

I would suggest that Tiutchev’s poem provides a genealogy for two
concrete images in Doktor Zhivago related to the central thematic com-
plex of “evolution versus revolution,” and, in particular, to the ambiva-
lent character of the second. The Russian revolution as depicted in the
novel has two faces: one represented by the liberating, all-encompassing
inspiration brought about by the first, February revolution, an emotional
state best captured by the expression “Leto 1917 goda”* the other rep-
resented by the destructive forces of violent reshaping and “improve-

17 Fedor Tiutchev, 1984, Sochineniia v dvukh tomakh, Moscow, vol. 1, pp. 101-102.
“Nature is not what you think:/Not a cast, not a soulless face—/It has a soul, it
has freedom,/It has love, it has language... [...] You behold the leaf and blossom
on the tree:/Did a gardener paste them to it?/Does the fruit ripen in the kindred
womb/Through the play of external, alien forces? [...] They do not see or hear,/They
live in this world as if in darkness,/For them, it seems, the suns do not breathe/And
there is no life in the ocean’s waves.//The beams did not find their way into their
souls,/Spring did not blossom in their breasts,/In their presence the woods did not
talk/And the night in stars remained silent!//And in unearthly languages, upsetting
rivers and woods,/The thunderstorm did not confer with them by night/In a friendly
conversation!//They are not to blame: how can a deaf-mute/Understand the life of an
organ!/Alas, his soul will not be moved/Even by his own mother’s voice!” When the
poem was published in the journal Sovremennik in 1836 stanzas 2 and 4 had been
excluded by the censorship; on Pushkin’s insistence these stanzas (which were not
preserved) were represented by dotted lines (Tiutchev, 1984, p. 440). They are given
hereas[...].

18 “The Summer of 1917.” “Leto 1917 goda” was the subtitle to the collection Sestra
moia—zhizn’; on correspondences between this work, its biographical context and
the novel, see Elena Pasternak, 1998, “Leto 1917 goda (O Sestre moei—zhizni i Dok-
tore Zhivago),” Pasternakovskie chteniia, vol. 2, eds. M.L. Gasparov, L.Iu. Podgaet-
skaia & K.M. Polivanov, Moscow, pp. 100-15.
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ment” of life which finally hijacked it, embodied in the bizarre figure of
the glukhonemoi, the “deaf-mute,” the “extremist-maximalist” Maksim
Aristarkhovich Klintsov-Pogorevshikh.

Tiutchev’s line B Houn He cosewsanacoy ¢ HumMu/B becede fpyxeckoit
rposa! echoes in the image Zhivago himself uses to convey the atmos-
phere of “the summer of 1917” to Lara, having witnessed a nocturnal
meeting in the square of the small town of Meliuzeevo: He To, 4T06bI ro-
BOPV/IN OFHMU TONBKO MIofu. Counucy u cobecedyom 3Be3abl I JePeBbs,
bunocodCTBYIOT HOUHBIE IIBETHI ¥ MUTUHIYIOT KAMEHHbIE 3JaHNA. (DZH
145).» Tiutchev’s negated characteristics of vy are used in an affirmative
way to designate an inspired state of proximity to nature and commun-
ion with all creation. The glukhonemoi in the last stanza of Tiutchev’s
poem is deaf precisely to the voice of life in the same sense as his name-
sake in the novel, whom the doctor meets on the train back to Moscow
that same summer. Zhivago is startled by the attitude represented by this
puppet-like figure who urges that “[s]ociety has not yet disintegrated suf-
ficiently. It must fall to pieces completely, then a genuinely revolution-
ary government will put the pieces together on a completely new basis.”
At this point, however, Zhivago is unable to articulate any counterargu-
ments: “Yury felt sick. He went out into the corridor.” (151).

Not only the deaf-mute, but also the life-affirming image of revolu-
tion originating in Tiutchev’s poem accompanies the train ride—in the
form of the omnipresent lime trees, lipy, whose scent is “like a message
delivered on the way or like greetings from Melyuzeyevo, as though ad-

19 “And itisn’t as if only people were talking. Stars and trees meet and converse, flowers
talk philosophy at night, stone houses hold meetings.” (136) Cf. a passage from the
chapter “Sestra moia—zhizn™ which was excluded from Pasternak’s Autobiographi-
cal Sketch: [...] xazamocn, BMecTe ¢ TOAbMM MUTUHIOBA/IN M OPATOPCTBOBANINU [0~
poru, nepesbst u 3Be3abl. (“it seemed like the roads, the trees and the stars were hold-
ing meetings and delivering speeches together with the people.” Pasternak, 1989, p.
651). In the novel, “leto 1917 goda” is summarized retrospectively by the doctor after
Lara’s departure from Varykino: 3a cBoum nmagem mo Jlape OH OITaKMBaI TaKXe
TO [lajIeKoe JIeTo B MesioseeBe, KOI/ia PeBOIOLA Obl/Ta TOTTALIHIM C Heb6a Ha 3eM-
JI10 coeAmuM 60roM, 6OroM TOro 1eTa, ¥ KaXK/blif CyMacleCTBOBAI I10-CBOEMY, 1
JKI3HD Ka)K/IOTO CYI[eCTBOBAIa CaMa I10 cebe, a He MOACHUTeTbHO-U/ITIOCTPATIBHO,
B IIOATBEP)K/ieHNe IIPABOTDI BBICIIEI MONMUTUKN. (DZH 448). “Mourning for Lara, he
also mourned that distant summer in Melyuzeyevo when the revolution had been a
god come down to earth from heaven, the god of that summer when everyone had
gone mad in his own way, and when everyone’s life existed in its own right and not as
an illustration to a thesis in support of higher policy.” (406).
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dressed personally to Yury.” (146). Once again the image appears in the
novel as a “positive” to Tiutchev’s “negative” (in a photographic sense).*
If Tiutchev’s poem states ITpu Hux neca He roBopunn/Vl HOUDb B 3Be3fax
HeMma 6bu1a,” the lime trees—with “leaves as thick as night and sprin-
kled with small stars of wax flowers” (146)**—are communicating and
Zhivago is able to discern their message:

B 9T MMHYTHI Ka3a/0Ch HOHATHBIM, YTO 3aCTaB/IAJIO IIETIECTETh 1
KJIOHUTBCSI [PYT K APYTY IMu HOUHbLE MeHU U YO OHU Uiendym Opye
Opyey, ene BOpOYass COHHBIMU OTSDKE/IEBINVIMU NUCTBSMU, KAk 3d-
NAEMAOWUMUCT UenensiBbimu A3bikamu. ITo ObIIO TO Xe caMoe, O
4eM JyMaJl, BOpo4asch y cebs Ha BepxHeit monke, lOpuit Augpeesuy,
BeCTb 00 OXBayeHHOIl BCe IUMPSIUMMUCS BOTHEHUsiMKM Poccum,
8ectb 0 PesonoLUL, BECTb O ee POKOBOM U TPYJHOM Yace, O ee Bepo-
ATHOM KOHeYHOM Bennuun. (DZH 160—-61)*

In the following, however, the Janus face of revolution will turn only one
side to Zhivago: the brutal and destructive. A prime example is the parti-
san leader Liverii Mikulitsyn—a kind of narrative substitution or trans-
formation of the deaf-mute, who himself completely disappears from the
novel as soon as he gets off the train. In his confrontation with Liverii the
captive doctor at last articulates his counter-argument in an elaborate

20 Thus the novel repeats an earlier practice in Pasternak’s handling of a Tiutchevan
subtext; cf. Tomas Venclova’s analysis of “Iiul’skaia groza” as a “negative” (Venclova’s
term) to Tiutchev’s “Vesenniaia groza” (Tomas Venclova, 1999, “Iz nabliudenii nad
stichami Borisa Pasternaka,” Essays in Poetics, Literary History and Linguistics, Pre-
sented to Viacheslav Vsevolodvich Ivanov on the Occasion of His Seventieth Birthday,
eds. L. Fleishman, et al., Moscow, pp. 284-86).

21 “In their presence the woods did not talk/And the night in stars remained silent!”

22 Hayward ¢ Harari’s translation slightly changed for greater accuracy.

23 “At such moments Yury felt he understood what it was that made these night shad-
ows rustle and put their heads together, and what it was that they whispered to each
other, hardly turning their leaves, heavy with sleep, like faltering, lisping tongues. It
was also what Yury was thinking of, turning and twisting in his bunk—news of the
ever widening circles of unrest and excitement in Russia, news of the revolution, of
its difficult and fateful hour and of the likelihood of its ultimate greatness.” (149). Cf.
the poem “Tiul’skaia groza” (1915): He oTcbixaeT nmu A3bIK/Y /NUIL, He IMIHYT IUCTbS
K HEOy b (Pasternak 1989, p. 90; Does not the tongue dry up?/For the linden trees,
do not the leaves stick to the palate?”), where Venclova, in addition to the biblical
allusion, catches a “phonosemantic subtext” from “Ne to, chto mnite vy, priroda...”
(Venclova, 1999, p. 286).
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answer to them both. Here, again, Tiutchev’s poem proves to be relevant.
Its juxtaposition of the (implicit) ia and vy is transposed to the novel
and now projected on the discourse of “evolution versus revolution.”
Zhivago’s argument in favour of life and its own capacity for eternal re-
newal is structured according to the rhetorical model set by the very title
“Ne to, chto mnite vy, priroda...”

[lepenenka >km3uu! Tak MOTYT pacCyX/[aTh JIOAM, XOTs, MOXET
OBITH, 11 BUABLINE BIU/BI, HO HY Pa3y He y3HaBaBIIIVe XI3HI, He IT0-
IyBCTBOBABLINE ee AyXa, AyIn ee. [IyIs1 HUX CyLeCTBOBAHNE—ITO
KOMOK Ipy0oro, He 06/1arOpO’KeHHOTO UX IPUKOCHOBEHNEM MaTe-
praa, Hy>KIAIIIErocs B uX 06paboTKe. A MaTEPUAIOM, BELIECTBOM,
U3Hb HUKOTZA He ObiBaeT. OHA cama, eC/iM XOTHUTE 3HATH, HEIpe-
PBIBHO ce6s1 0OHOBIIsIOIIEE, BETHO cebs1 mepepabaThiBaoliee Havalo,
OHa caMa BeYHO ce0s IepefienbiBaeT 1 IIPeTBOPseT, OHa caMa Kyja
BBIIIIE HAIIMX C BAMY TYIIOYMHBIX TeOpuil. (DZH 334)*

The doctor’s reaction to Liverii’s tirades— Kakoe camoocnemenne! (DzH
334)»—is in complete agreement with Tiutchev’s description of the vy
position in stanza three: Onu He Bupar u He cnbiuar,/JKusyr B ceM
Mupe, KaK BIIOTbMaX,/JI/is1 HUX ¥ COMHIIBI, 3HATD, HE JIBILIAT/U XU3HU
HEeT B MOPCKMX BOJTHaX.*

The different attitudes towards nature/life under discussion are also
demonstrated on the narrative level early in the novel. In two short par-
allel scenes (1:6 and 1:8) featuring Iura Zhivago and Nika Dudorov in

e

24 “Reshaping life! People who can say that have never understood a thing about
life—they have never felt its breath, its heart—however much they have seen or done.
They look on it as a lump of raw material which needs to be processed by them, to
be ennobled by their touch. But life is never a material, a substance to be moulded. If
you want to know, life is the principle of self-renewal, it is constantly renewing and
remaking and changing and transfiguring itself, it is infinitely beyond your or my
theories about it.”” (305-306). It is not important that “nature” is not explicitly men-
tioned here; in Pasternak nature is “the closest and fullest synonym of life” (Vladimir
Al’fonsov, 1990, Poeziia Borisa Pasternaka, Moscow, p. 93).

25 “‘How can anyone be as blind as this?”” (306).

26 “They do not see or hear,/They live in this world as if in darkness,/For them, it seems,
the suns do not breathe/And there is no life in the ocean’s waves.” Cf. Zhivago’s
analogous reaction to the government decrees and newspapers that cover the facade
of the house with the sculptures opposite Lara’s home in Iuriatin: Kakoe 3aBunnoe
ocnertene! (DzH 376). “How lucky to be so blind!” thought Yury.” (343).
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childhood, the novel gives a contrastive view of their relationship to sur-
rounding nature, which in this case is Duplianka, the estate of the silk
manufacturer and “great patron of the arts” Kologrivov. Iura is taken to
the estate by his uncle Vedeniapin and left to spend his time with Nika,
some years his elder, who is also staying there.

First, the novel focuses on Iura, who wanders round the house alone,
unable to find his friend. The beauty of the place, it is said, “reminded
him of his mother, who had been fond of nature (mo6muma npupony) and
had often taken him for country walks.” (17). Nature for Iura is a place of
communion and communication:

Hap my>xaiikamMy CIyXOBOJ Ta/IIIOLMHALIEN BICENT IPU3PAK MaMMI-
HOTO TO/I0Ca, OH 3By4an IOpe B Menmogwyeckux o60poTax NTHI| U
XKyxoKkaHuu mdaen. IOpa B3gparusaz, eMy TO U [ie7I0 MEPELIUIOCh,
Oy/TO MaTh ayKaeTcsA C HUM M Ky/ja-TO ero Iofi3biBaeT. (DZH 15).7

Like in Tiutchev’s poem, there are “love” and “language.” Moreover, the
whole scene clearly relates to its last line: YBbI, nymu B HeM He TpeBo-
xut/W ronoc marepu camoit! Iura is moved by his deceased mother’s
voice. Once again the novel makes use of a negated characteristic of vy
in the poem, allowing it to apply in an affirmative way to the opposite
category—Iura is implicitly identified with the ia of the poem, as one
initiated into the secrets of nature.**

In connection with Nika, who deliberately hides from Iura and goes
off into the park, there is an analogous description of the fragrance and

27 “Like an aural hallucination his mother’s voice haunted the lawns, it was in the buzz-
ing of the bees and the musical phrases of the birds. It made him quiver with the illu-
sion that she was expecting him to answer, that she was calling him to her, now here,
now there.” (20).

28 The episode is highlighted once again—this time as vehicle in a simile describing
Zhivago’s sensations after Lara’s departure from Varykino: Kak xorga-to B gercrse
Cpeiu BeNMKOMEINNs eTHell IPUPOJBI B IIePECBICTE IITUI] MEPEIIICA eMy TOnoC
yMeplieit MaTepy, TaK IPUBBIKIINI K JTape, CKMBIINIICA C ee TOTOCOM CITyX Telepb
nHorAa o6MaHbIBas ero. «K0podka»,—B CTYXOBOI Fa/UTIONMHALIMY VHOT/A C/IBIIIA-
JIMCh €My U3 COCelHell KOMHATBL (DZH 449). “As in his childhood, when after his
mother’s death he thought he heard her voice among the bird calls in the summer
magnificence of Kologrivov’s garden, so now his hearing, accustomed to Lara’s voice
and expecting it as a part of his life, played tricks on him and he heard her calling,
‘Yura!’ from the next room.” (407). The repetition (almost verbatim) lends retrospec-
tive weight to the episode.”
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delight of nature. But it has a different influence on the older boy and
leads to other reactions:

«Kak xopo1o Ha cBeTe! —nopyman on.—Ho nouemy ot atoro Bcersa
Tak 60nbpHO? Bor, koHe4yHo, ecTb. Ho ecut 0OH ecTh, TO 0OH—3TO 1. BoT
A BENIO eif,—IOfyMasl OH, B3TJIAHYB Ha OCHMHY, BCIO CHU3Y JIOBEPXY
OXBa4yeHHYIO TPereToOM (ee MOKpbIe IIepe/MBYaThle TUCThsA Ka3aauch
Hape3aHHBIMI U3 )KeCTI),—BOT s IPUKAXKY eii»,—11 B 6e3yMHOM IIpe-
BBIILIEHNY CBOVX CUJI OH He HIETIHYJI, HO BCeM CYIIeCTBOM CBOMM, BCeit
CBOEJ1 IJIOTHIO M KPOBbIO IOKe/Ia U 3ajyMa: «3aMpul»—u fepeso
TOTYAC JKe MOCTYIITHO 3aCThIIO B HemoABIDKHOCTH. Huka 3acmesnca
OT PaflOCTY U CO BCEX HOT OPOCIUIICS KYNaTbCsl Ha peKy. (DZH 21)*

Nika’s behaviour is the revolutionary stance performed: man is god and
his relationship with nature is one of violence and command.* It is not
by chance that the next paragraph tells us about his father, the terrorist
Dementii Dudorov, “condemned to death by hanging, but reprieved by
the Tsar and now doing forced labor,” and his mother with her enthusi-
asm for “rebels and rebellions, extremist theories, famous actors or un-
happy failures.” Nika himself, we are told, contemplates “running away to
his father in Siberia and starting a rebellion.” (26).

My final example relating to Tiutchev’s poem “Ne to, chto mnite vy,
priroda...” is from one of the novel’s central scenes, set in the forest. It
depicts a moment of creative epiphany which occurs when Zhivago finds
himself standing in the play of light from the setting sun. Here, Tiutchev’s
line JTyun x HuM B fyury He cxopmu,* is “distorted” in the same way as
before and brought to bear in an affirmative form on the novel’s hero:

e

29 “How wonderful to be alive,” he thought. ‘But why does it always have to be so painful?
God exists, of course. But if He exists, then I am He.” He looked up at an aspen shak-
ing from top to bottom, its wet leaves like bits of tinfoil. Tl order it to stop.” With an
insane intensity of effort, he willed silently with his whole being, with every ounce of
his flesh and blood: ‘Be still, and the tree at once obediently froze into immobility.
Nicky laughed with joy and ran off happily to the river to bathe.” (25-26).

30 The impact of this passage is also reinforced by repetition; a few pages later the epi-
sode is recalled by the boy: Huka BcrmoMHMI BOMIIEOHYI0 IPUIIOTHATOCTD HOYM,
PaccBeT U CBOe yTPeHHee BCEMOTYIeCTBO, KOIJia OH [0 CBOEMY IPOU3BO/Y MOBE-
nesan mpupogoit. (bzH 23). “He remembered the excitement which had filled him in
the night, and his omnipotence at dawn when he had commanded nature.” (28).

31 “The beams did not find their way into their souls.”
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Opuit AHfpeeBny ¢ meTcTBa MIOOMI CKBO3SIIMIT OTHEM 3apu Be-
JepHuii ec. B Takye MUHYTBI TOYHO U OH IPOMYCKAJl CKBO3b cebst
91U CTO/OBI cBeTa. TOYHO Jap >KMBOTO /jyXa IIOTOKOM BXOAWII B €T0
TPYZb, TepeceKas BCe ero CyIeCTBO U Mapoil KPblIbeB BBIXOUIT U3-
OJ] JIONIATOK HapyXy. (DZH 339)*

The cases described so far are part of the novel’s narration, its “telling.”
The same phenomenon of emulating the “forerunner” Tiutchev is to be
found in the novel’s “showing” too, with reference to Zhivago himself as
well as to his folkloric double Kubarikha. The latter may be said to “per-
form” Tiutchev in her own way; in her discourse (which is explicitly com-
mented upon as iskazhenie) we can discern the opening line of the poem
discussed above, “Nature is not what you think...” in a somewhat “dis-
torted” form: Tbl BOT CMOTPMIIIb M IyMaellb, JIeC. A 3TO HeUUCTas1 CUIA C
aHTeTbCKMM BOMHCTBOM couutacs [...] Tel gymaern, 9o 4To? [lymaels,
9TO Ha bepese BeTep BETKY € BETKOI CKpyTuia-ciytan? JlyMmaers, ntumna
rHe370 BUTh 3agyMana? Kak 6b1 He Tak. ITO caMasi HacTosLIasl 3aTest
6ecoBckas. (DzH 361).# As for Zhivago, his diary (inserted in the novel as
chapters 9:1-9:9) opens with the exclamation:

Kak yacTo meToM X0Tenoch ckasaTh BMecTe ¢ TIOTYeBbIM:
Kakoe neto, 4to 3a nmero!

Bepb a0, paBo, Bo/1IeOCTBO,

W kax, criporiry, fanoch HaM 3TO,

Tax, HU ¢ TOro U HI C cero? (DZH 274)%

32 “Ever since his childhood Yury had been fond of woods seen at evening against the
setting sun. At such moments he felt as if he too were being pierced by blades of light.
As if the gift of the living spirit were streaming into his breast, piercing his being and
coming out of his shoulders like a pair of wings.” (310). Cf. the insistent exclamation
in Pasternak’s poem “Lesnoe” (“Forestrial,” 1913): Ko MHe, 4T0 K cTepTOiT aHarpam-
me,/TTogrocut yTpo my4 B ynop. “To me, as to a wiped-out anagram, the morning
brings its beam straight.”) This passage in the novel is extremely rich and multifac-
eted, for other aspects see Witt, 2000, pp. 119-20; p. 139.

33 “Now you, for example, you look over there and you say to yourself: “There’s a forest.”
But what there is over there is the forces of evil fighting the angelic hosts [...]. Now,
what do you think that is? You think it’s two twigs that the wind has tangled together?
Or a bird building its nest? Well, it isn’t either. That there thing is a proper devil’s toy
[...]I" (330).

34 “How often in the summer I felt like saying together with Tyutchev://*What a summer,
what a summer!/This is magic indeed./And how, I ask you, did it come to us/Un-
sought and undeserved?”.” (252; first line modified).
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The reference has an apparent metapoetic twist: the novel says a lot of
things “together with Tiutchev,” and particularly in relation to the sum-
mer of 1917. Moreover, this explicit citation also contains an iskazhenie
as the reader is informed in the commentary to the novel: Herounas
yurara; y Tror4yeBa— “KONIIOBCTBO.

Mostly, however, the type of iskazhenie observed in the novel and dis-
cussed above consists of an inversion of Tiutchevan subtexts. The signifi-
cance of this practice for Pasternak’s ceuvre as a whole still remains to be
examined in detail. One of its implications, for example, might be a re-
consideration of the much discussed title of the collection My Sister Life.
To the many proposed sources of this Pasternakian master trope—The
Song of Songs, St Francis, Verlaine, Aleksandr Dobroliubov:*— we could
add Tiutchev’s poem “Bliznetsy,” which suggests the image of a “Sis-
ter Death™ Ectb 6musHenpl—jsi 3eMHOpPOAHBIX/[[Ba 60)kecTBa,—TO
CmepTtb 1 Con,/Kax 6part ¢ cecTporo AMBHO cxofHbIXx—/OHa yrpioMmeit,
KpOTHYe OH...”

We have seen how Pasternak in his novel “uses the nineteenth century
as material,” in his own idiosyncratic way realizing the formula set forth
in Zhivago’s diary about “imitating, following and adoring the beloved
forerunners.”* The polemic with formalist views on the literary proc-

35 Pasternak, 1990, p. 702. “Inexact citation—Tiutchev has ‘koldovstvo’.”

36 These are discussed in: Aleksandr Zholkovskii, 1999, “O zaglavnom trope knigi ‘Sestra
moja—zhizn,” Poetry and Revolution: Boris Pasternak’s My Sister Life, Stanford, pp.
26-65; many previous contributions to the subject are invoked here as well.

37 Tiutchev, 1984, p. 158. “There are twins—for the earthborn/They are two gods,
—Death and Sleep,/Like brother and sister wondrously akin—/She is gloomier, he
is gentler...” The poem is discussed by Ronald Vroon in his perceptive analysis of A
Twin in Clouds (Ronald Vroon, 1998, “Znak bliznetsov,” Pasternakovskie chteniia 2,
eds. M.L. Gasparov, L.Iu. Podgaetskaia ¢ K.M. Polivanov, Moscow, pp. 334-54); he
relates its two pairs of twins (smert’i son, liubov’ i samoubiistvo) to central themes in
that collection (ibid., pp. 343-44), but does not comment upon the possible connec-
tion between “sister” and “death.”

38 Interestingly, the formula (O Tom, uT0651 PaycTy 6BITH XYHOXKHIKOM, 103260 TU/INCH
3apasuTe/bHble IpUMepbI yuuterteil. Illar Biepes B MCKYCCTBe [i€/IA€TCS 110 3aKOHY
IPUTSDKEHNS, ¢ IOfPasKaHIs, CIeAOBAHNS 1 IIOK/IOHEHNS TI0OUMBIM IIpefTedam)
echoes a very specific case of poklonenie, namely Pasternak’s inscription on a copy
of his first verse collection A Twin in Clouds, which he presented to Valerii Briusov:
JZopozomy macmepy Banepuio fAkosnesuyay bpiocoBy C 110606v10 1 npexsioHeHuem ot
aBTopa. 19.3.914. (“To the dear master Valerii Iakovlevich Briusov With love and
admiration from the author,” M.L. Gasparov ¢ K.M. Polivanov, 2005, “Bliznets v
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ess implied in this claim may need a certain requalification in light of
the above analysis. The concept of iskazhenie and its creative potential
as demonstrated by the novel may in some respects be compared to the
role of oshibka (error) in Tynianov’s conception of literary evolution as
formulated in the article “Literaturnyi fakt” (1924): Co6cTBeHHO roBo-
psI, K&KI0€ YPOACTBO, KaXKAast «OMNOKa», KaXKJasi «<HeIPaBUIbHOCTb»
HOPMAaTUBHOI IOSTUKMU €CTb—B IOTE€HLM —HOBbBIN KOHCTPYKTVBHBIN
npuHiun [...].» The difference seems to be a question of emphasis: in
Tynianov’s dynamic model it is on the element of “conflict” and “strug-
gle,” in Pasternak’s synthesizing organicism it is on the element of “love.”

39

tuchakh” Borisa Pasternaka: Opyt kommentariia (Chteniia po istorii i teorii litera-
tury, 47), Moscow, p. 32). Though always highly ambivalent towards Briusov’s po-
etry, Pasternak may have appreciated him as a “teacher” in another respect. While
working on his début collection, Pasternak was absorbed by Tiutchev’s poetry, which
he read in an edition containing an extensive preface by Briusov. Here, as noticed
by Ronald Vroon, “the latter set forth the important principle of contiguity as the
foundation for metaphor that Pasternak was later to make theoretically explicit in his
‘Vassermanova reaktsiia’, and which later would be seen as a hallmark of his poetry.”
(Ronald Vroon, 2007, “Pasternak’s Ontology of the Word,” The Real Life of Pierre
Delalande: Studies in Russian and Comparative Literature to Honor Alexander Do-
linin, part1, eds. D. Bethea, L. Fleishman & A. Ospovat, Stanford, pp. 276-92, p. 290,
n. 14). In this sense, for Pasternak Briusov may be said metonymically to represent
Tiutchev.

Iurii Tynianov, 1977, “Literaturnyi fakt,” Poetika. Istoriia literatury. Kino, eds. E.A.
Toddes, A.P. Chudakov & M.O. Chudakova, Moscow, pp. 255-70 p. 263. “Actually,
every deformity, every ‘error, every ‘irregularity’ of normative poetics is—poten-
tially—a new constructive principle [...].” Cf. the significance of oshibka in Paster-
nak’s poetics as articulated in his poem to Anna Akhmatova (1929): MHe kaxeTcs, st
nonbepy cnosa,/Iloxoxe Ha Bally €PBO3AAHHOCTb./ A ONOYCh,—MHE 9TO TPbIH-
TpaBa,/fl Bce paBHO ¢ ommbKoit He paccTaHych. “It seems to me I'll pick out words
that fit/ Your nonpareil originality,/ And if I get them wrong—so what?/I’ll keep my
errors, come what may.” (Pasternak, 2008, p. 200).



