- 37 -

ZESZYTY FAUKOWE WYZSZEJ SZKOLY PEDAGOGICZNEJ W BYDGOSZCZY
Studia Pilologiczne; Pilologia Rosyjska 1989 z, 31/12/

PER ARNE BODIN
Stockholms Universitet
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BAJUATA

BuBaeT, KypbepoM Ha GOP3OM
Paccravyercsa cepaue, # TOYHO
OrpuBHECTOCTE a30ykHA Mopse,
Yepru TBOM B 3epkaJe CPOYHH.

[loaT mwmw DpocTo rmmarafl,

Tepose HJH OPOCTO NOST,

B rpyam TtBOe# - TOmOT JomAHuM

H cxaTocTe orHelt u HOYHHX acrader,

Komy ceromusa myruTca?
KoMy Koro xajetsr?

C mmTKa TeKJA2 paclyTHIA,
U K JMBHO JEILIE IIEThH.

BHJ BeTep 3anepr HAINIyXO
W wTemnens BaemwIaa,

KaK oIuleyx# HaIVIOCTH,
llayes, XOHP B MNOJA.

BpAIBI MyROUTYK 3aKymeHHEHR,
BpuBasachk B HOYL JyKa,
Kors oruymasn 3ayudHof
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PackarTy GOJNBIARA,

He BHIHO HE 3I'H, HO 38TeéM B OTIaJeHBH
IBExeHse: Jakelt co cBewoff B KoamEKe.
Mexpyasfd, KONTAT TONOAA, H auned
YXOLET 38 OYeNBHAR, HCTJAEB BIaJeEKe.

Caaderkm Cene#t areCGacTp GasmCTPalH.
lloxoxe, OrpOMHHft, K&K TeHs, Opanodpeft
MagaeT B OPyAH JepeBa H OIpalH

! 3pARaer OpATBOA OO pamT raJjepef.

BoyersTe, MHe HAano BEmers rpedae.

BH crmpocHTe, KTO A7 30ech XHI OpPIaHECT.
OE Jer B MOD XE3Hb OATepHIHOf ompaBo#
Kymveft # perscTpoB. OH ymE 38DHEN
Kpoxav# MECEJ K mpoBoZam Tenerpada.
Be cmpocaTe, KTO A7 Ha possck Kaftafu
OrBevy: myTh MOH OHJ TEepHHCT.

JeraM THNB I'poloBas
Crosma, H moJje OTXneCHBAJO
3 YepHHEX KOTJNOB, 38CHBAACE,
Jamy cBeTOHOCHOIO OCJ2KS.

A 3¥MH IpyTYyD OCHOBY
CxoBaJ®, ¥ BOT B 3TOM KpOmeBe
fl - wepHA TOYKA XYPHOTO

B BaJAuMXCA XJOMBAX XOPOWEIo.

fi - mp oTCTyYABUErO Ipaja, OpoxJano#

B MCXONHyD BHCh Bocrapsoum#, f -
[lnonosasa mAIaJNh, OTIABmAA Caly

Bce cuYeTH no cayxbe, BCD C/ANOCTH H AIH,
Y1006, MySHKOfl XJHHYB C AyT® OHTHA,

B NpHeMHYD DHHYTBCA K BaM 0es IOKJ27a.



fl — MIY DOJNHOIMACHA B AGIORO JBIE.
By 3HBETEe, KTO MHEe 38KOH H CYNBA.

BoycTETe, MHe EalO BHIeThk Ipada.

0 Hem ecThr Gasumxu, OH NpenynpexneH.
fl moMHO, KK IUBKaJ2 MATH, HITAB HX,
Kax B3gpar®eaJ oM, OGMMBAACH NOXIEM,

[loanree ysmJx 7 0 MeprBoM Momese.

Ho ® 1mo Toro, yxe JeT B mecTs,

OTX a2 Ch ME€ CHJ2 TaKOIO CLEIIeHBH,
YTO MOXHO MONHATHCHA H 3eMID YHECTh.
Kyna 6 yrexyu ¢oHapH OROJOTKA

C mpoJieTKaM¥ M MOCTOBHMHE, KOTrma O
x MapeBO He OHJIO, X8K HA KOJOIKY,
HEOBTO HA2 Iyl KOJOKOJBHHX OKTaB?

HO. BOT HX CHAMBJIM, M, B XJOMBS OCJEKMECSH,
[lycraymch CHOBATE 0e3 OIVIANKE noma,

U mnotTHO 3axsonHyro# HOTHOM oGmoxxoft
BaJmuBchk B DPE3IVA JUCTOTRIZ 3MME.

Eff HemocTaBaJsO JMmB HECKOJBKAX 3BEHBEB,
9T00 BHOOJHETH PAMy X BNDAaCTH B 3BVK,
M Mysuroff - BepraJOM HCYe3HOBEHbS
KayHyThCA, BHCKAJBSHBAA H3 DYR.

B rosofen ee o0aJjnesoro BsIiAma
Fanseft norpyxajace mevass M, NORRA
Jo mHe, noaMMaJACkE OTTyZR GaJuanoh
1 pyvumnack CBK B OCBA3KE JIOXIA.

XeCcTORO NPONPOIWE H IO ODOXCOPOXKOB
38KOB3 HHHE B XeJe30 ¥ Mpax,
[Ipeoxra VM, NPHXKAMHE, KOPDOTKEM I8JIONOM
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Jeren® NOTOKE B IIyXEX KHBepax,

#x xoxaEuft crpoft Owi, Kax roms, coposmvar,
HX TyM Owx, K4K CTYR H2 MOHETHOM IBODE,

/ BMEY 380py®aJiaCh DHIBA FAMH ILIOERIS,
JlepeBbA MOTAJECH, KAK XNBEpL KapeT.

HBCROJBKO TepmeJoch KaHRBaM H CK2aTaM,
[loraMecT YeKaH MPHHEMAJA DyZa,

yrap sa ymapoM, TDyAACh IO yIRALy,
JykaTH H3 CJAKOTH OHJA BOIA.

llorom HAYHMRJECH padoTa IpPaBepoB,
U YepBH, pesnesaB CHpbe IOX Opex,
Brpusasuce B cO3ZaHbe repdoM JOIoBOE,
32 paxyroft cienoM moJsA MO KOpe.

Ho JeTo JOMBJOCH, ¥ BceD MaXEHOR

Ha aBrycT HAIBDHBAJMCEH Jepeea,

I B 1MHEKOBO# KHIe (BJBUMBHX LIEXHHOB
ToHYJH KpymeHBs mATIH H CJOB2.

Ho B OGe3oTBeTHH, B Apyro#fi o0cTaHOBKE
Hemoaro 6 mmaacs mo# xonfys.

Ho 5 HaOHWBAJCA X CaM HA HEJIOBKOCTH,

fl 3HJ, YTO H2 Hee HEIBYCE.

Al 3maJ, 9YTO NOXM3HeHHAW! Moft colecelHHK,
Mends OpHBJeKas crpamHefime#t H3 TAT,
MOJYET, Kpemdck M3 CHJA NOCJAeNHEX,

1 BeYHO YHCJHMTCA B HeETHAX.

fl 3mJ, YTO OpesecTs MyTemecTBHEM
! xaxnuft Hopu#t xenckuft B3raAR
JlemedyT 0 ero cocelcTse -

A oTpHIATE ero BeJAT.
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HO R&X MPOHECT: MHE 3TOT BODOX
IlpE3Ba Ut wepes Bam nopor?

i Tpavy B IMIyNINX pas3roBopax
Bce, 4TO moporo#t mpudeper.

3a4YeM Xe, 3eMCKHe SADHIH

/! moamuefickHe KpOIKH,
Bu oO0Hecym cTeHo#l pesmruft
Oria ® MacTepa TOCKHY

3ayeM BH BHIVMAJHE MOCHYX,
Beaboxde M XaHEECTBO,

Kornma OH Juub MEHBINO# M3 B3POCJHX
/ CBepCTHEK CepilR MOero.

1016, 1928

Boris Pasternsk’s poem "Ballada™ was written in 1916 and
published in the poet's second collection of verse “Poverch
- bgr’erov". A second part of the poem was published in the
journal "Novyj mir" in 1929. In the edition of Pasternak’s
poems 1929, "Poverch bar’erov. Stichi rasnych let", the poet
has shortened and ohange& the first part and furthermore
added a third part, the concluding eix stanzas of the poenm.
This complex origin of the completed poem makes the stuay
of this fext very intricate., The slaviet scholar Lazar
Fleishmen has noted the difficulty of understanding this
. poem in his book on Pasternak in the twenties.’ Anna
Achmatova is even more categorical in, her view of the poem:
"Kak ni starajsja, a nidego ponjat’ nel’zja. Tut edde kakoj-

-to sjuZet mel’tedit.">



These commentaries do not sound very encouraging when
beginning’an analysis, yet at the same time they are somewhat
intriguing, rousing our curiosity. And let us start our analysis
with the essumption that when something is difficult to under=-
stand, it often means that there is something important to
discover. Here in my article I will mainly discuss the revised
text of the poem but also briefly touch on the early variant
of 1916, The poem will also be viewed in the context of
Pasternak ‘s literary work es a whole and in comnection with
the poet’s biography.

The first two stanzas of the poem dnpidt fhe moment when
agitation, that is inspiration, grasps the poet. The beginning
verb "byvaet" gives the whole poem an iterative aspect, that
is, the poem turns into a description of the function of in-
spiration in general. The heart begins to beat and that is
compared to the Morse code and the eclattering of the horses’
hoofs. The clattering of the horses hoofs associates with a
courier, and that metonymio shift is continued in the next
stanza when the protagonist is defined as a poet, who in his
turn is defined as a herald. As a matter of fact we are here
given an image of the poet not as a prophet or demiurge,which
is common in the Russian poetic tradition, but as a cénr:lor.4
The poet becomes a Hermes-figure, the messenger of gods.

The protagonist is looking into the mirror in a moment
of self-inspection before imspiration has come to him., As in
other poems by Pasternak the mirror means a contact between
the room of the poet and the outer world, In the second part
of the poem /stanzas three to five/ the clattering of the
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hoofs is transposed from a vehicle of a metaphor of the heart
beats to a real scene of an equipage travelling at enormous
gpeed on the main road. It is a rainy night, a courier is
travelling with his message. The situation is serious and

cruq;al:

Komu segodna sutitsja?
Komu kogo Zalet ?

Typical for Pasternak’s poetical technique, the courier is not
described at all, only his surroundinks. The change from the
metaphorical representation to a concrete scene is followed
by @ change in rhythm from amphibrachic trimerer in the first
part of the pban to an alternation between iambic tetrameter
and trimeter in the second,

In the third part of the poem /stanzas six and seven/ the
courier arrives at his destination, which seems to be a
mansion surrounded by a garden, metonymically alluded to by
words as "baljustrada", "prudy", "dereva"™ and "ogrady". The
metre is again changed, now from jambs to emphibrachic
tetrameter, denoting that the fast journey is over. The
courier is met by a lackey, who is compared to a barber,
"bradobrej". The lackey has a menacing and frightening im-
plication because of a row of words: "tem’", "ogromnyj™,
"gvjakaet", and the metaphor of the razor which perhaps
denotes the sharp shadow of the lackey. The word "bradobrej"
a8 such has a negative ring because of ite connection with
Peter ‘s forced shaving of his people in the beginning of the
18th century. Mandel ‘Stam has used this connotation in the



boll "Aridat™:
V Bvrope cholodno., V Italii temno.
Viast” otvratitel ‘na, kak ruki bradobreja.’

Here the word stands for the naked power of the authorities,
The fourth part of the poem /stanza eight/ begins with

a request firom the protagonist of the poem to the lackey that

he will let him in to see th§ count, The lackey asks him who

he is and there follows an enigmatic pilece of self-analysis:

Vy sprosite, kto ja? Zdes  Zil organist.
On leg v moju zizn” pjateridnoj opravoj
Kljucej i registrov. On uSi zarnio

Krjukami pribil k provadam telegrafa.

These lines are very difficult to interpret., I think it would
be possible to understand them in the way that an orgas: ist hus
lived in the mansion before as the gueat or the servant of the
count /but not as a lackey ~ he belongs to quite a different
category in the poem/. The organist in spe is naturally Job-nn
Sebastian Bach, and perhaps his music has settle . in the soul
of the poet, has influenced him, has put the principle of
music symbolized by the note-rules /"pjatericnaja oprava"/ in
the mind of the poet, The note-rules are compared to the tele-
graph lines and the notes on the lines are indirectly and
visually compared to the birds sitting on the wires, The
musician is transforming nature uSi zarnic"/ into music,The
word for note, "kruki" which means "npeume", that is the notes
used by the 0ld Believers goes very well with the association
string from the word "bradobrej" connected with Peter s battle
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against the order, but together with the "organist", a word
foreign to the 0ld-Russian tradition, it is certeinly anomalous.
The allusion to the barber and the neumes implies that the poet
is a heretic,

The question of the identity of the protagonist is put once

more in this stanza:

Vy sprosite, kto ja? Na rozysk Ksjafy
Otvedu: put” moj byl ternist.

The question of the lackey is connected with Caiphas® inter-
rogation of Christ, and the journey of the courier poet is
compared to the thorny-path. The Biblical text about the inter-
rogation of Christ /Matthew 26:64/ stresses that Christ is
God’s son, and here the poem suddenly identifies the protagonist
with Christ or a Christ- like figure.

The next part /stenzas nine and ten/ desoribes the thorny
path and the rhythm changes back to amphibrachiec trimeter,
As in the second part, the protagonist is not mentioned at all.
The movement of the protagonist is more movement in time than
through a laudscape., These two stanzas oreate an opposition
between summer and winter, where summer stands for death
/"%15" grobovaja"/ and for vegetating life Apole otchlebyvalo
«++ 2zabyvajas "/ and winter for the opposite principles.Winter
means movement and creation through the equation of the snow
storm with the construction of a warp. The common dénominator
in the metaphor is "whiteness" /of the snow end of the thread/
which then can be associated with the white paper before the
poet,
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The lnaé two lines in this part are even more difficult to
interpret: ‘
Ja - Sernaja todka durnogo

V valjascichsja chlop jach chorosego.

I suggest that we connect these lines with the description of
the note-lines in stanza eight. The black point is then the
bird on the wire in the winter, the note on the note line and
the letter the poet writes on the white paper, The poet is
metonymically represented by what he writes, the letters.

The opposition "durnoj" - "chorosij", "bad" - "good" cen be
continued by "black"™ - "white"™ and be seen as an ironical com=
mentary to the view of the poet as an heretic in socciety.

In the sixth part of the poem /eleventh stanza/ the rhythm
is changed to amphibrachic tetrameter, The self-analysis of
the poet is continued here. The poet is what is absorbed into
nature /"par otstudavisego grada"/, the mist after a hailstorm,
the windfalles which are disseminated over the earth, The poet
is absorbed in nature and not the other way around, the result
of this absorption is musie., This is an example of what
Jakobson calls the metonymical principle in the poetry of
Pusternak.s The poet however, is, also the bearer of harmony:
"mjac polnoglasija®, "jabloko lada™., The role of the poet is
to ‘be absorbed nature and create and create harmony through
the medium of language.

The seventh part /stanzas twelve to twenty two/ is a des-
cription of nature interwoven with music, The twelfth stanza

begins with a new request from the protagonist to be let in to
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see the count, He is waiting for him, We learn that Chopin

has written ballads about him and that protagonist’s mother

played thems The rain outside is equated with the tears coming

when one plays Chopin on the piano, Music is connected with

running water, an association which will be continued later

in the poem. _
In stanza thirteen the core of the music is described and -

this is also indirectly a description of the count:

Otkrylas® mne sila takogo sceplen’ja,

Cto mo¥no podnjat’sja i zemlju unest”,

Music oreates a thaumaturgic comnection to everything on earth,
that elevates both man and the earth.

The music could elevate the whole town if it were not for
the octaves of the bell-towers. But the town still breaks

loose and begins to whirl in the snowstorm:

No vot ich snimali, i, chlop ja obleksis’,
X Puskali snovat besz ogljadki doma,

When /stanza fifteen/ winter comes the music for s moment

stops, denoted by the image of the closing of a note-book:

I plotno zachlopnutoj notnoj ohlo!koj
Valilas * v razgul listopada zima,

But the music starts again when the snowstorm fills up the
window:
EJ nedostovalo 118" neskol‘kich sven’ev,

Btoby vypolnit® remu i vyrasti v zvuk,

But why is music called the "mirror of dissapearance™ in the



sixteenth stansza? I think that we again have to do with the
metonymical principle in the work of Pasternak. Musioc and ;rt
in general make the artist forget himself and be a medium for
nature and reality around him, a mirror, This mirror-image is
thus connected with the mirror in the first stanza of the poem,

Th§ ns:% stanza is even more complicated. Sorrow sinks to
the bottom of a well and comes up as music. This is ano%her
nirror-image in the poem, the sorrow reflects itself in the
bottom of the well and is transformed into music, into & new
reality /"byl "/ and then taken into the custody of the rain.
Sentiment, nature, music and poetry are here connected in a
very intricate way. Music is the inspiration for nature and
vice versa.

In the stanzas eighteen to twenty the arrival of spring is
described with extremely complicated metaphors which are very
diffioult to decipher and visualize. The small streams of water
in the beginning of spring are compared to soldiers on horse~
back, The sounds of the snow melting is compared to the sound
of a coin, which supplements our paradigm of rhytmical sounds

in the poem:

the music

the beat of a heart

the code of Morse

the clattering of the hoofs
the drumming of the rain
the sound of the coin

the stresses of the verse.

The invariante in this paradigm are artistic creation, commu-
nication and nature., The comparison between the creative process
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and streams we find in many other Pasternak texts. In "Povest "
we read:

Dozd” byl pervoj podrobmost’ju mabroska, ostanoviviej SereZu.
On perenes e: s osmuski na bumagu Getvertogo formata i prinjale
sja marat’ i peresaryvat’, dobivajas’ Zelannoj nagljadnosti.
Mestami on vyvédil slova, kotorych net v jazyke. On ostavljal
ich vremenno na bumage, & tem, 3toby potom oni naveli ego na
bolee neposredstvennye protoki dozdevoj vody v razgovornuju
rec”.’

In his poem Pasternak is boldly uniting the image of the rain
and the image of the courier in this metaphor of the melting
snow water. It combines the idea of the segmenting and uniting
functions of poetry and music,

In the twenty-second stanza, the last in this part of the
poem, the summer and autumn are depicted, and the poem has
completed the whole circle of the year., The falling leaves are
cdmpared to false coins. The steps and the words are muffled
in the heaps of fallen leaves. If the running water stands for
inspiration, the falling leaves stand for the end of creativity
for the poet. The fallen leaves can be seen as a metaphor for
the end of inspiration but also for epigonery in literature.
The poem thus can be said to describe the process of creativity
both for an individual poet and for the development of a
literary school in terms of a journey through time and space.

The change of the seasons often combined with the theme of
creativity, is of crucial importance in Pasternak’s poetry
/cf. for example the poem "Pro &ti stichi™ and the Zivago-
-cycle/s Time in Pasternak’s poetry is mythical and cyclical



rather than epical and linear., Spring stands for the perpetual-
ly new but still eternal aspect of creativity.

The eighth and last part of the poem begins with stanza
twentythree. We are back in the situation of stanza eight with
the protagonist standing before the lackey and asking to be
let in, bdut the lackey refuses to answer: "No vy bezotvetnyj".
The following stanzas desoribe the count whom the lackey
hinders the poet from meeting, He is both silent and the con-
versational-partner of the protagonist. Perhaps he does not
exist at all, but at the seme time he is giving the poet a
terrible burden:

Ja znal, oto poziznenny] moj sobesednik,
Menja privlekaja lt!“n’j:.d iz tjag,
Moldit, krepjas” iz sil poslednich,

I vedno dislitsja v petjach.

Who then is this enigmatic count? I think that we have the
key in the last stanza with the word "besboZie" which represents
the opposite principle of the count, I think therefore that
the count in the poem partly represents a God image., If we
look at the next last stansa, the count even seems to he cal-
led "the father and the master of sorrow"., If we permit our-
-olyo- to connect that expression to the count, with this
identification God is more olear, This decoding of the count-
figure would make many pieces of the poem fall in place.
God then stands for the deepest form of imspiration, he
becomes the bearer of the principle of commeotion,"Sceplenie”,
The terrible burden he gives to the poet is the cross, which



goes very well with the notion of the thorny path earlier in
the poem., The 25th atanza then turns into a sort of ascetiec
credo for the poet, in a Christian and artistic context.

The protagonist of the poem is thus both a courier,

a musician, a poet and Christ. The garden of the count is
partly turned into Gethsemane, The oxymoronical description
of the count as both present and absent links Pasternak’s

God image to the theology of Master Eckhart and his thought
about God as "the present absent". The line "kogda on 118~
men 8oj iz vzroslych" can also be interpreted from a the-
ological point of view, as God leaving his attributes of
pover to come closer to man, the so called kenotic prineiple,
The poet also has such a kenotic role according to the poem
to dissolve nature, into reality, into that is the way poetry
is created.

The poem "Ballada™ then introduces the motif of the identi-
fication between the poet and Christ which will be developed
some thirty yesrs later in the Zivago-cyole in poems like
"Gamlet" or "Gefsimanskij sad".

Another clue supporting our line of interpretation is that
nature is called "ecounty", "grafstvo" in the originsl version
of the poem:

Mne nado ego videt - zatem, cto stichijno

Nad grafstvom Safran sentjabrja lalindal.s

But still it seems somewhat strange to call God "count™.
Therefore I think that we still have not exhausted the seman-
tic charge of the word "graf". One more suggestion is to link
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1t with the Greek root morpheme "gref", from a verd meaning
"write", and see the word as a symbol for the deepest ides of
creation more generally. Then it will be possible to connect
the count in the poem with the name of the half-brother of
Jurij Zivago - Evgraf, who is & half mythicel figure in the
novel 'itﬁ his unexpected appearances., He is, in a way, the
bearer of the principle of comnection in the novel.

And still more. The "count"™ in spe in Russien literature
is of course count Lev NikolaeviZ Tolstoy. The poem will then
be a mystical call to the dead great writer to help the poet
find the way to creativity., The setting of the middle part of
the poem in a mansion can thus be seen as an allusion to
Tolstoy s estate Jasnaja Poljana. The notion of "sceplenie”
can be seen as a direct allusion to a famous letter on cre-

ativity from Tolstoy to the oritic Strachov:

Vo vsem, pooti vo véem, oto ja pisel, mnoju rukovodila
potrebnost’ sobranija myslej, sceplennych mezdu soboju,
dlje wyraZenija sebja. No kazdaja mysl’, wyraZennaja
slovami osobo, terjaet svoj smysl, strasno ponizaetsja,
kogda beretsja odna iz togo sceplen’ja, v kotorom ona
nachoditsja, Semo Ze sceplenie sostavleno ne mysl'ju
/ja dumaju/, a cem-to drugim, a vyrazit' osnovu etogo
sceplen’ja neposredstvenno slovami nikek nel’zja; a
moZno tol’ko posredstvenno slovami opisyvaja obrazy,

dejstvija 1 polozenija.’

Some biographical data support this line of interpretation.
Tolstoy wae a friend of the Pasternak family and he partook in
a piano evening at Pasternak s where Boris s mother performed.

In his autobiography he has described this event as his first
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.memory:
Posredi nee /8%toj noSi/ ja prosnulsje ot sladkoj, Scemjasce]
muki, v takoj mere ranee ne ispytannoj. Ja zakrical i zapla-
kal ot toski i stracha. No muzyka zagluSala moi slezy, i
tol ko ” kogda razbudivSuju menja dast’ trio doigrala do koneca,
menja uslySali.., Obraz diugogo,'kak u bol Binstva, prosel
cerez vsju moju zizn', v osobennosti potomu, oto otec illjus=-
triroval ego, ezdil k nemu, pogitul ego 1 cto ego duchem
proniknut byl ves’ nad dom. Bto byl Lev Nikolaevig.1o
I think we can find at least these three aspects of the figure
of the "count" in Pasternak’s poem.

Who then is the lackey according to this model of inter-
pretation? I presume two answers, First of all he stands for

all falseness connected with official Christianity:

Zacem Ee, zemskie jarygi
I policejskie krjucki,
Vy obnesli stenoj religi]

Otca 1 mastera toski?

This oriticism of official Christend m was developed by Boris
Pasterngk in two poems from 1914 "Artillerist™ and "Durnoj
gon" in connection with the chzap religious-nationalistic
propaganda at the beginning of the First World War., But the
above stanza is written in 1928 when the situation was quite
different, "The wall of religions™ can perhaps mean the Church
88 an institution. At the same time the ‘lackey stands for all
falseness and hypocrisy surrounding a great writer, for ex-

ample Lev Tolstoy.



In general Pasternak shunned the use of open autobiographical
details in his poetry. This poem is an interesting ozoeption to
this, We have already discussed the allusion to the evening of
music in 1894, The commentators to the new edition of Boris
Pesternak’s poetry stress an additional biographical element in
"Ballada": In 1903 Boris fell off a horse and was severely hurt.
In a letter to A.L.Stich ten years later he described this event:
Mne zalko 13-letnego mal Cika s ego katastrofjf-go avgustia.

Vot kak sejoas leZit on v svoe] nazatverdevie] gipsovoj povjaske,
1 Serez ego bred promosjatsja trechdol ‘nye, simkopirovannye
ritmy galopa i padenijs. Otnyne ritm budet sobytiem dlja nego,

i obratno - sobytija stenut ritmami; melodija Ze, tonal nost’

i garmonija - obstanovkoju i vedcestvom lob!tijl.12

Rhythm, creativity and the running horses unite in this autobio-
graphical event in the same way as in "Ballada™, One more bio-
graphical detail of importance for the interpretation of the
poem is the fact that Pasternak himself wanted to become a ocom~-
poser in his youth.

In the original version of the poem from 1916 this auto-
biographical element is missing, ae well as the description of
the count in the second half of the stanza. As is often the
case, the revised version is clearer and easier to understand.
The introduction of the autobiographical element in the new
version of the poem can be linked with Pasternak s work on his
autobiography "Ochrannaja gramota™ in the last years of twen-
ties, This autobiographical interest was a result of a new and
deepening understanding of the role of the poet as a person
in the new Soviet reality,

e i
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The music of Chopin - as po‘%ry - represents the divine con=-
nection in the world. In his artiocle on the Polish composer,
Pasternak calls his musiec "a theology in tonea";

Esli nastavlenija Bacha k igre na organe i na rojale /iz nich
samoe znamenitoe "temperirovannyj rojsl’"/ chodetsja nazvat’
praktideskim bogénlov'an v zvukach, to takovy 8tjudy Sopena,'S
This is almost a decoding of the words "o nem est’ ballada™ in’
our poem as well as of the figure of the organist discussed
earlier, The ballades of Chopin also generate the romantic sete
ting in the poem, which otherwise seems to be a bit oconfusing.

In Pasternak ‘s novel "Doktor Zivago" there is a passage
where the sounds of the horses, hoofa are connected with the
ballades of Chopin in the same way as in our poem. The prota-
gonist is writing a poem about St, George:

On uslysal ohod loSadi, stupajuscij po poverchnosti
stichotvorenija, kak slysno spotykanie konskoj
inochodi w odnoj iz ballad Eopena.1‘

In 1930 Pasternak wrote two more poems to which he gave the
title "Ballada", As in ﬁur poem the ballad is treated as a
musical form and not as a poetical one, In the first of them
"Drozat garazi avtobazy" Chopin is explicitly mentioned, in a

desoription of a thunderstorm over Kiev:

Udar, drugoj, pnaanz. = 1 srazu
V Sarov molodnyj oreol

Eoﬁlna traurnaja fraza
Vplyvaet, kak bol’noj orel.'>



The second ballad desoribes rain and a storm outside a
dachs in summer., Here the ballad represents the wonder of
nature. Both these poems connect musio, nature, rain and human
feelings. This is the deep connotation of the word 'blllldl'_
in the poetic world of Boris Pasternak., It represents the
principle. of connection, or 'nooplfonie' as this principle is
called in the poem "Ballada™. '

The poem "Ballada"™ is a sort of manifesto of the meaning
of poetry and art in general. It unites everything on earth
and is art in potential, The artist himself is dissolved into
reality and his own creation., This is a good example of what
Roman Jakobson calls the metonymical technique in the poetry
of Pasternsk: the poet is passive or disappears in the poem
and the reality around him takes the initistive and becomes
active,

I would like to suggest that the idea of connection develops
in the works of Pasternak; in the early poems it compromises
above all the unity between natnft and the poet and his feelings,
later on in "Ochrannaja gramota®™, for example, the stress is '
layed rather on the oonnnotiqn between historical epochs and
cultures, This is especially developed in the chapter about
the poet’s Italian journey in that book. The encounter between
Russian and Renaissance culture almost glways leads to the
rohling of difference, but Pasternak, on the contrary, sees
the unity between these two cultures:

Glavnoe, oto wynosit vejakij ot vetredi s ital janskim
iskusstvom, 8to oscuscenie osjazatel ‘nogo edinetva nase]
kul “tury, v Gem by on ego ni videl i kak by ni nn:rva1.16

Later on in the same chapter Pasternak discusses the
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relevance of the Bible for all times and then he goes on to
explain the symbolism of history: ,

Ja 1jubil Zivuju sut’ istorideskoj simvoliki, inace

tot instinkt, s pomoso ju kotorogo my, kak lastodki salangany,
postroili mir, - ogromnoe gneszdo, sleplennoce iz zemli i neba,
Zizni i smerti i dvuch vremen, naliznogo i otautlvujuﬁﬁogo.
Ja ponimal, Gto emu meSaet rasvalit sja sila sceplenija,
zakljualjuigajnaja v skvoznoj obraznosti veech ego Eaat10.17
Culture as such i1s the bearer of the principle of connection,
of the principle of "sceplenie™, the connection of the earth
and the heaven, of life and death, of different spans of time,
"Ochrannaja gramota™ was written about the same time as the
later version of "Ballada™ and these two texts are mutually
commenting on each other, Both the poem and the above quoted
text are a part of a broad discussion on the power of con-
nection in the works of Pasternak,

- h Doktor %ivago this discussion is continued, and perhaps
stresses the question of connection between people. The young
Misov Gorden thinks:

Vse dviZenija na svete v otdel nosti byli rascitanb-trezvy, a
v obsdej sloznosti bezotdetno p jany obsSoim potokom Zizni,
kotoryj ob edinjal ich. Ljudi trudilis’ i chlopotali, privo=
dimye v dviZenie mechanizmom sobstvennych zabot. No mechanizmy
ne dejstvovali by, esli by glavnym ich regulatorom ne bylo
Suvatvo vysSej i kraeugol ‘noj bessabotnosti., Btu bezzabotnost’
pridavalo oscuscenie svjazannosti Seloveseskioch suscestvovanij,
uverennost’ v ich perechode odnogo v drugoe, Sustvo asnst'Ja

po povodu togo, 0to use proischodjaScee soverssetsja ne tol ko



na gzemple, v kotoruju zakapyvtjnt mertvych, a edce v dem-to
drugom, v tom, oto odni nazyvajut carstvom BoZiim, s drugie

istoriej, a tret’i eSde kak-nibud’,'®

The principle of unity, here called "oScuscenie svjszannosti®
is perhaps God, and is giving life its meaning.

This prinoiple of connection, so important to Pasternak,
can be seen in a broader Russian cultural context. It is an
expression of the RussiQn Orthodox theological principle of
Sophia, the principle of unity both on earth and between
heaven and earth. Pasternak's idea of connection is a deve-
lopment of the principle of Sophia, worked out by the Russian
religious philosophers at the end of the last century and in
the beginning of this one: Vladimir Solov ev, Sergej Bulgakov
and Pavel Florenskij. The principle of Sophia was also im=-
portant to the Russian symbolists, but for them it stood more
for a longing for connection then for a real existing unity
in reality.

Why is the poem so heavily encoded and thus so difficult
for even such a qualified reader as Anna Achmatova to under-
stand. One answer is obvious: such a conplidated structure
enriches the poem, it has at the same time an autobilographical,
philosophical, religious end a lyrical level, Another ex-
planation of the heavy encoding is that the poet was reluctant
to use the great words of "God" "Christ", "heaven", at a time
when these words were being misused in different ways, In the
1928 version the poet also had the censorship to deal with,
An openly religious poem would have been impossible to publish
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at the time of the most extersive RAPP attacks on religion.
"Ballada", acoording to our model of interpretation,becomes

almost a manifesto for the literary creation of Boris Pasternak.

But it is a manifesto so compactly composed, with so much ooné

tent, with such a flowing metaphoriocs, that the reader some-

times would like to demand the i;uo clearness from the poet

that he himself demands from GCod when he asks him to repeat

his word "Glenorazdel ‘no". This poem exemplifies the complicated

style, which the poet himself will oriticize later on. The con-

aection of all elements in "Ballada™ risks splitting the

structure of the whole poem,
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I'PA2 Y EIO JAKER. AHAJM3 CTMXOTBOPTHUA BOPHCA TACTZPHA<A
NBAMH #
Péanne

Cruxorsoperue Bopuca [lacrepHaxa "Bamnana™ Hamicano B 1216
rofy ¥ omyGJMKOBAHO BO BTOpPOM cOoprure moara "lloBepx 6apmepos”.
Bropo#t u Goxee‘oﬁmmpuuﬁ BapuaHT Oux u3naH B 1928 rony. Cruxorso-
peHue OMMCHBAET BJOXHOBEHME M03Ta B KapTwHe GuHCTpoft e3mu mno naHg-
madry. lUeap myremecTBuA. - mMenue rpada. [lofpoSHHI aHANIM3 CTUXO=
TBOPEHMA ¥ CpDaBHEHUE ero ¢ pPANOM Apyrux npoussemeHuit [lacrepuaxa
JaeT BO3MOXHOCTh pacmubpoBaTh o6pa3 rpaja B Tpex acnexrTax: OH =
cumBonx Bora, oH - rpad JeB Toxcroit ¥ oH - omMuerBopexne "cumu
cuemneHuA” B nmpupome M B uckyccrse, O0pa3 Jaxes CHMBONM3UDYeT
B CTHXOTBODEHHWM BCE CWJN, Pa3pHBAOMUe EIUHCTBO M CRA3AHHOCTH
3emny ¥ noa3uM. [lodT ¥ uyacTh 3TOro BCEOOMEro enMHCTBa, M co3na-
Texb ero. Mucap o "cune crenneHuA" MOXKHO MPOCHEIUTH ‘MO BCEMY
TBOpyecTBy [lacTepHaka OT paHHUX CTHXOTBODEHWH no pomara "JloxTop
FuBaro" B pasyMuHHX PopMax: eNMHCTBO MDUPONH ¥ UENOBeHa, DNAZHHX
UCTODAYECKUX OMOX, YEeNOBEYECKHX cyned; "Cuna cuemnenua" y Tacrep-
Haka = NMpONOJXeHMe M yriayOaeHue noHaTua BoxecTBeHHO! nMpemypocTH
"Cobua" penurnosHux ¢uaocoyoB KOHUA MPOMJIOrO M HAUANA HAMEro Be-
xa: Brnammmupa ConoeneBa, Cepres Byaraxosa, [laBma @mopeHcxoro.



