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Tax mYHHaDT. [DIAa B OBA
OT MaMKH PBYTCA B TBMY Mexoxuft,

lege CBHWYT, — & CJOBA
KEgRek o TpeTEeM roxe.
Tax HAYHHEADT NOHAMBTH.,

1 B myme mymeHHO# TYpOMHH

epeuHMTCH, UTO MATH - HE MATH,
TO TH — He TH, YTO NIOM - YYXOAHA,

UTO XesaTh CTpemEHON KpacoTe
[TpuceBme’ H2 CKaMbD CHDEEH,
Horna H BIpAME He KpacTh nerefi?
Tax BO3HNKADT MONO3DEHBSA.

Tax 3peoT cTpaxa. Kax OH JacT
3Be31é NPeBHCHATH NOCATAHBE

forma oH - dayecr, Korma - (fnmac-r?
Tax HRAYMHADTCA L[HIBEHEe,

Tax OTKpHBADTCA, MBDH
[loBepx, ILieTrelf, rme OHTH IoMam OH,
BHesamHue, Kax B3nOX, MODPA.
Tak OynyT HBYMRBRSTHCA AMOH,:

Taxk HOYA JeTHHe, HHYRKOM

YnaB B OBCH C MOJBOOH: HCIONHBRCH,
I'DO3AT 3ape TBOMM 3PAYROM,

Tax 3aTesanT CCOPH C COJHIEM,

Tax HKEYHEDT XUTH CTHXOM,



This artiole &s devoted to a poem by Pasternak which,

believe, is representative of the author’s poetioc Weltanschauung
as well as his poetic techniques, It is no accident that Marina

Tevetaeva asked Phifornnk to dediocate this poem to her, that
André Malraux chose to recite it when he introduced Boris
Pasternak to the audience at the Internmational Writers® Con-
gress for the Defense of Culture in Paris in 1935, or that it
has been frequently translated into a number of European lane
guages. The significance of the poem tramscends its subject
matter; we may view it, in effect, as a complex and deep res-
ponse to the conflicting tendencies in Russian poetry of that
time., Oddly enough it has pot received the attention it
deserves on the part of literary critics, and until recently
no special essay has been devoted to its analysis.
Pasternak’s early poetry had a reputation for extreme
obscurity. Its notoriously fortuitous, deliberately demse ver=-
bal texture led some of his contemporary critics to claim that
no clear meaning could be extracted from his poems or lyrical
utterances, that they even bordered on nonsense, itranssense
language /so-called gzaum’/, The very first line of our text
exhibits these properties of the early Pasternakian style,and
the opening phrase dilpll}i the intentional obscurity of his
language. As if deliberately violating the rules of grammar,
Pasternak uses the form HaQHEADT without an infinitive.
This syntactic eccentricity parallels another device of
"estrangement™: the opening phrase belongs to a type of sen-
tence known as "generalized personal statements™ in which the

3rd person plurel of the verd is used without specifying the
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subject. fho grammatical wmeaning excludes referemce to any
speoific sgent. It oould thus be said that we encounter here

an obscurity of two kinds: first, the agent of the action is
merely implied /one may recall here Roman Jakobson’s obser-
vation that in Pasternak’s lyrics the first person is pushed
into the background /2/ /; second, we do not know what the
action is about, since the predicate lacks the infinitive com-
plement and we are only vaguely made aware of its "beginning".
The fact that this patently strange sentence appaars-in the
opening line produces an effect of unresolved tension, of a
riddle that must be solved. But no such resolution is offered
in the réut of the stanza; its reading provides no information
as to the actions implied in the first sentence, nor as to
personages involved, The generalized personal predicate en-
croaches upon the second sentence as well, and the intentional
vagueness of the events is reinforced by the fact that the
verbs of the following sentence pertain to completely different
spheres of life, While OT MaMRu pByTCA B TBMy Menomui

/"They rush from a wet-nurse into a swarm of tunes"/ unequivocale
ly refers to human beings, the other two predicates -- mebeuyr,
CBEMyT /chirp, babble/ == point in an equally clear manner
to nestlings. The sequence of verbs might suggest that the
"ornithologicel™ terms iunotion as mere "metaphors”, but this
does not provide a solution with reapegt to the performers of
all these actions, The only conmnection that could possibly be
established is that the apparently random sequence of actions

ie united by the motif of music /ThMA NeJOILI birds?
1 -
einging/,



The general meaning of the quatrain may thus be nmrl.u:d as

follows: whatever Tax Haugsapr may turn out to mean, it
deals with the juxtaposition of non-verbal and verbal astages

in one’s life. The transition to the verbal stage is inter-
preted in terms of a risky and nearly rebellious step which
entails the rupture of relations with one’s immediate milieu,
no matter how conscious or unconscious this repture may be,

It echoes a constant Pasternakian theme that is encountered

in his "Safe-Conduot™ /1929-1931/ and that corresponds to the
programs of the Avant-garde era, namely: growing up is un-
thinkable without breaking ties with one’s surroundings. The
deeper, more intimate subtext of thids stanza was disclosed in
Pasternak’s later, second autobiography "An Essay in Auto-
biography™ 1956 where we are told of an episode which
occurred when the author was three, Once, in the middle of the
night, he was suddenly awakened by a "sweet, nostalgic torment",
uore violent than he had ever experienced before: "I oried

out and wept in fear and anguish", It was the poet’s first
"plunge 1nto. a swarm of tunes": the Tchaikoveky Piano Trio was
played by the poet’s mother with two other musicians; among
the iintenarn. as Pastonpk later learned, was Lev Tolstoy.

It is obvious that the first quatrain of our poem and the pa-
ragraph quoted from "An Essay in Autobiography" refer to
different aspects of the same event which, as the author put
it, marked for him the end of his "uncomscious state of
infancy". /3/ It is appropriate to recall, in this connection,
that for Pasternak his literary oeuvre was a kind of corollary



to his musical past -- to his "babble", as it were, as a com-
poser; the concept of the word was for him a derivative from
thet of music,

Il; this discussion I do not propose to give a comprehensive,
word-by-word analysis of the poem, What must, however, command
our attention is the strikingly bipartite structure of the
first stanza which can be observed throughout the text. The
poem exploits a counterpoint of two opposing semantic layers.
The term levels might perhaps be more appropriate in our con-
text, but I have opted for layers, since levels implies a kind
of hierarchy whereas the relations in question are those of
coordination rather than of subordination. Thus, Tax HaumaapT
== the first layer in the I stanza -~ is opposed by the
remaining part of the quatrain: Toma ® xpa Or Mamkz..., eto.
Both layers interweave in the text and make themselves felt in
each stanza, Their opposition is both formal and semantic. We
cannot but notice that the first phrases in the two opening
quatrains appear at firet glance to serve as a kind of commen-
tary of what follows, on what is being told in the rest of the
stanzas, Whithin this apparent design, the second layer which
describes the occurence of events might be referred to as the
thematic /or topical/ layer -- whereas the first layer /for
example, Tark HawuHapT / which contains the author’s or some
observer’s remarkr about the events may be labelled as the
metathematic /or oommeﬁt/ layer. The phrases which make up tho
comment layer tend to be placed at the beginning and the end
of stanzes. On the quantitative side, both layers are of unaven

8ize. Pormally they differ from one another in that the



metathematic, comment layer is marked by the presence of an
anaphoric comstruction, while the larger, thematic part iaotl
anaphora. ‘

We can now see that the anaphoric constructions involved in
the metathematic layer permeate our entire text., Yet they are
never fuily identical -~ they keep changing in size and they
modify their semantic meaning. Only the initial adrarﬁ Tak
retains its fim position within the verse line; all other
elements of the reiterated construction are subject to change,
What seems to me a matter of special import is the fact that
this seemingly chaotic poem is organized around two correlated,
interdependent layers which form a sort of dialogue.

The second stanza i1s introduced as a clarification of the
first one. More presicely, this stanza is an attempt to clarify
the first -- metathematic -- layer which appears at the very
beginning of the pocem, The first, basically ungrammatical,
phrase, Tar HauzzapT, recurs here, in the second quatrain,
in a grammatically correct form / Tax HawmHawT moHEMaThH y & @
But it would be illusory to assume that Tax mawmmavr nommmaTs
provides the information omitted earlier, at the outset of the
text, The second, "extended", variant serves only as one of the

many possible realizations of potentially diverse meanings
1nplioﬁ in the first "blank"™ sentence Tar maumman? -~ and
it can by no means be considered as the solely correct one.
More tempting is a comparison of the mutual relations
between the two contrasting layers within the first stanza and
the two contrasting layers in the second, Wheress the elliptical
Tar gaypnapy may be considered a "title"™ covering the events
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to be described in the rest of the stanza, the relatioms inside
the second quatrein ere more complex. Tax HAUAHADT DoHAMATE
virtually contradicts the situnation represented in the lines
that follow: instead of a triumphant resolution of the meaning,
announced bf or implied in the fifth /opening/ line, the second
stanza introduces an element of uncertainty and confusion, so
that what may appear obvious and true is unexpectedly questioned
and denied: |
MepemzTca, 90 MaTe — He MATE,
910 ™H — He TH, uYO MED — gqyxOEHA,

It should be noted, incidentally, that the Russian impersonal
verb Mepemuarcs hae two different senses, both appropriate
in this context: 1/ is 'appears dimly®, and 2/ it *appears
mistakenly.’” The choice of either of them alters the meaning
of the entire utterance. On the whole, it may be said, the
seeming clarification advanced in the second stanza clarifies
nothing; one uncertainty is compounded by another, end even the
introduction of such phatic terms as mother and you fail to
elucidete the "personal” relation of the participants, The
relation of the first two stanzas leads one to a conclusion of
Some general value: the progresaion of verse is a kind of a
pendulum oecillating between clarification and concealment of
meaning; as Marina Tsvetaeva put it, "lyric poetry, let us not
forget, elucidates the obscure and obscures the lucid"., /4/

Thus, it is not by chance that the poet sets out to question
the relation of the two layers in the poem. The third quatrain

reverses their order =~ the metathemetic component is now



snifted to the final position, This marks a sharp switch in
the compositional funotion of this layer within the confines
of the stanza: what was intended to be both a line and a
stangaic anaphora turns out to be a steanzeic epiphora which
retains some of its anaphoric properties, No less dramatic

is the ohingu which occurs in the remaining lines of the
stanza: the affirmative sentence which formed the themitio,
topical layer suddenly turns into an interrogative sentence;
that is, into a rhetorical question -- a move which, theore-
tically speaking, entails a rearrangement of the definite and
indefinite components of the utterance and which strengthens
the tension between them, /One may recall that this very con-
fliet played a decisive role at the beginning of the poem./
Indeed, the rhetorical rephrasing here of the topical layer
ascribes the criminal ast of stealing the children not to a
person or even to an object /a lilac tree/, but to its quality
/ctpammas kpacors/ /5/ as if that quality were endowed with
an autonomous existence., In accordance with the change that
took place in the thematic layer, the metathematic, comment ~
sentence introduces the motif of guspicions. This motif
develops the previously raised theme of "underetanding"™ which
it enriches with a somewhat more dramatic nuance. Between the
"thematic"” part of the stanza and its seemingly logieal
deduction one can discern a discrepancy, for — if the
abduction of children is, indeed, such a common practice, as
the stanza appeafs to suggest, then something stronger than
"suspicions™ would be called for; whereas, if the stealing of
children by the lilsc’s beauty is but a metaphor, then



"suspicions™ seem to be greatly exaggerated and out of place,
and the shift from HauAHADT moHEMAaTE %O BozHERaDT
ONO03DSHEA appears farfetched and ummotivated,

In an apparent attempt to reinforce the point, the poet
opens the mext stanza with the mention of fears. They are
inserted into the text in such a way as to bring together the
two members of the metathematic layer: they follow hard on
each other without the previously established distance,
Moreover, this diminishment of their distance surmoun*s the
interstanzaic interval between them. It is not by chance that
all this happens in the middle of the poem, involving -- for
the first time -~ the double appearance of this layer within
a stanza. The quatrain is highlighted by its being framed by
utterances that clearly belong to the metathematic layer.

As to the thematic, topical part of the fourth stanza, it
is worth noting that it introduces for the first /and only/
time in the poem a conorete protagonist -- though, again, in
the guise of a rhetorical question., The importance of this
turn becomes evident if we compare it with the initial
situation which provided mno inkling as to the personal status
of the subject of the actions. The emerging protagonist
becomes promptly drawn into the typically Pasternakien play
with naming and unnsuing, so that he receives both a proper
name that belongs to a literary tradition /Paust/ and an
appellative /fantast, ’dresmer’/. As in other cases with
Pasternak, we cannot be sure whether these names deaignate
the person described or whether they mre introduced in s
figurative sense, Without dwelling on the extra-textual
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reasons which might have prompted Pasternak to evoke Faust,

I would like only to mention that two other poems, "Mefistofel®'"
and "Margarita," in the same collection, "Themes and Variations"
/1923/, directly refer to Goethe's drama /6/. Generally
speaking, the poetic myth of Paust is linked in Pasternak’s
writings with the motif of the second birth which is so rele-
vant in his poetry. As for the internal reasons for Faust's
appearance in "Tak nachinaiut...,™ we may suppose that he
symbolizes longing for the infinite; hence his rivalry with

a gtar, :

But here we confront an enigma: what do.es this exalted hero
have in common with his immediate neighbors in the fourth line?
The poem unquestionably leads us to assume the presence of
some relationship. Curiously emough, the gipsies burst upon
us through the manifestly ungrammatical use of the reflexive
form of the verd HaumRanTCH which, a8 is well known, may
be used only with reference to inanimite objects.

There have been many attempts to circumvent the difficulties
of deciphering Pasternakian texts by resorting to the help of
such commonly known and acceptable terms as metaphor and
metonymy. Their presence in the Pasternakian language is quite
obvious, Yet what is unique to Pasternak is not the abundance
of ‘tropcs, as is usually thought, but the way in which they
are employed. Paraphrasiﬁg Albert Einstein, Pasternak called
his literary method "a general principle of poetic relativity"
/BoeodmEd npmamAn nosruweckolf ormocmremsmoorsm /  /T/e How
should we understand this principle and how does it work in
Pasternak’s poet=y? What we observe so frequently in the poet



is that a text is deliberately composed in such a way as to
make it impossible to &ocido whether an expression is used in
a figurative or non-figurative meaning, All the vehicles of
verse at the author’s disposal seem, in fact, to be mobilized
to blur the distinction between a trope and a non-trope in the
reading of his poems, In most cases, both interpretations are
equally valid, suggesting thereby a pPlurality of readings, As
a rule, Pasternak metaphorizes the elements of a text to the
seme extent, and almost at the very seme moment, as he
demetaphorizes them,

The gipsy line is a case in point. Gipsies can be regarded as
a metonymy denoting one’s perennial lack of attachment to the
land == in the same way in which the mention of Paust implies
the mind’'s perpetual striving for transcedence. But besides the
figurative, there i1s & more "literal™ meaning: the gipsies are
etokeq,to develop the motif of the stealing of children, for,
as we know, this orime was universally attributed to gipsies.
Yet in the third stanza the theft of children appeared only as
a metaphor for, let us say, the initiation into beauty, art,or
artistic inspiration, Here, in the fourth stansza, it loses its
figurative funotion and joins the "story-line" of gipsies in
ite non-figurative meaning.

Thus, the same ocomponent of a text may acquire and lose its,
figurative meaning == depending on the position it occupies
within the text. But this is possidle beogu-e of another
8triking feature of Pasternsk’s pdotinls an object and its
attributes exist within the text, as Af independently od each
other, each leading its own nomadic life and entering into
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interchangeable combinations,. Not only lexemes are involved

in this perpetual play, but also the smallest units of meaning,
the semes, to use a term taken from linguistics. In terms of
Semes we may trace a continuous line from OT Mamxyu pByTCA

in the first stanza to the breaking of ties with home and
femily in .the second stanza, to the stealing of children in
the third stanza. It goes without saying that such operations
have nothing to do with the traditional labelling of the
Pasternskian style as "metaphoriec.”

The "relativistio"” make-up of our text becomes more
conspicuous as we arrive at the last two stanzas. The first
thing that strikes us here is that the "thematic", topical
layer of the poem usurps the place of its metathematic
counterpart = by taking over the anaphoric adverv Tagk. As
a result, the strong formal distinetion between the two
becomes blurred. What nevertheless remains in the fifth
quatrain is a clear-cut semantic opposition between the two

phrases which generate it: Tax CYZyT HaumHaTHCA AMOH

shows the same "distance" from the thematic part in this

quatrain as Tak BO3HERADT OORO3PEHBA from the "menacing

beauty™ in the third stanza.

Yet Tax CYAyT HRaumAarics amgy ~ C8fTries even more in-

teresting implications, This line lays bare an important

aspect of the poem’s content, nsmely that we are dealing with
a poem gbout poetry. After this is revealed, the members of

the metathematic invite for a rereading inasmuch as we must
assume that they are all closely interconnected and comstitute
various transformations of each other, Prom this point of view,
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the gipsy line again draws our attention, since it openly
deviates from the purely "psychological®™ character of all the
previous manifestations of the comment layer., Earlier we gave
this line a semantic interpretation which rested upon its
paradigmatic comparison with the other members of the tépioal,
thematic layer., This semantic interpretation no longer suffices,
What arouses our doubts is the fact that this interpretation is -
unable to bridge the gap between the "psychological™ components
/such e Tak mawmsapr mommMars, Pax 3penr crpaxy / @and the
metapoetic component /AMOH, *iambs’/ of the same metathematic,
comment series of the poem. A kind of "hole" appears here which
the Pasternakian texts @0 not tolerate. Let us then turn to the
gipsy line once again,

By using the proper noun Paust Pasternak illuded to certain
subtextual or intertextual possibilities contained in the estanza
and in the text as a whole /whether or not the poem intends to
invoke Goethe’$ treatment of the Paust legend in its entirety/.
By passing to the opposite layer this stanza does not lose its
ability to carry its "subtextual" associations, no matter how
prominent the border between the two layers may be. After all,
the appearance of the gipsy line was, as we have seen, motivated
and prepared by the preceding members of the thematic -- and not
of its own, metathemetic -- layer. But if we seek "subtextual”
valencies of the "gipsy" line, Pushkin’s name is the first to
come to mind: the gipsy theme which played such an important
role in Russian literature goes back to the early nineteent]
century and, first of all, to Pushkin’s famous poema of 1824,
This conjecture acquires additional weight 1f.we recall that
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Pushkin took up the Faust theme exactly in the same period he
wrote "Tsygany" /The Gipsies/. The comnection with Pushkin
gains further strength in the following, fifth stanza, where

the phrase Tax orxpumamres mops Suggests a referemce to
Pushkin’s lyric poem "K moriu" /rd the Sea/, written in the

same year, 1824, One should keep in mind Tsvetaeva’s well=-
-known essay on Pushkin in which she claims that Russian li-
terature owes the emergence of the "sea"™ theme to Pushkin and
in which she shows how inextricably the theme of the sea is
linked with the image and art of Pushkin /8/. The use of the
plural Mops /*seas’/, of its attribute pgesammye

/*sudden’/, of the predicate orgpypaprcy /’'are revealed’/
that appeared in the fifth stanza create the indispensable

context and subtext which impart sense to the entire poem.

It should be noted taht all the mentioned works by Pushkin,
"Tsygany", "K moriu", "Stseny iz Pausta", were traditionally
considered as the turning point in Pushkin’s literary activity,
marking, as it were, a sharp, sudden transition from the so-
called "Romanticism™ to "Realism™ in Russian literature.
Historians of literature still camnot agree as to whether
these texts belong to the early, Romantic stage of Pﬁshkin's
career or to the new period. In Pasternak’s time this
transition was commented upon as Pushkin'’s rejection of
previously employed conventional poetic cliches in favor of
a poetry of reality. By the way, as is well known, the
situation described in Pushkin’s "The Gipsies" partially
reflects the episode of the author®s own life when he tem-

porarily joined a vagrant gipsy camp, severing all his ties
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with civilization, : v

If this surmise is correct and the gipsy line really evokes
allusions to Pushkin, then we might discover some other hints
of the same "prototype" in our text -- Pushkin’s "orphanhood"”
and the lonelyness of his childhood /emphasized in the famous
novel by lurii Tynianov/, and his growing up outside his family
home., The phrase "gro goy == qy=CuEa” ©an serve as an
allusion to Pushkin’s motto /from e poem written in the same.
"glpsy," period/: "Ham nem:#t mmp — uyxdmsa, Orewecrso HaM —
[lapcroe Cexno." As I mentioned above, the indirect referenmce to
Goethe in our text is echoed in two other poems included in
the same collection, "Themes and Variations". An even more
obligue reference to Pushkin finds even stronmger support in
the cycle of poems on Pushkin which gave the title to the
whole book and which include such themes as the sea, gipeies,
and rivalry with a star. Like some other great artists of our
century, Akhmatova, Ts;etaeva and Sergei Eisenstein, Pasternak
tended to attribute the real coming-of-age of Pushkin the poet,
the real beginning of Pushkin’s mature work, to this particular
5unotnro in his career, 1824, the year when "The Gipsies" was
written,

All this reinforces the "metathematic™ nature of the "gipay"
line, whereas, as we have seen, its appearance was semantically
motivated by the oomponments of the "thematio" storyline /vom
Manka payfcg,' the motif of stealing the children/. It compels
us to note that our text consistently violates the composition-
al scheme which it set out to comstruct. In what follows I



intedd to show precisely howe it does so.
One notices that, in addition to a regular stanzaie

/quatrain/ structure established at the very beginning, the-

. poem is constructed of larger units, i.e. pairs of stanzas,
which displa} a particular tension between the comment and

the topicai layer. As we have seen, the first pair of stanzas
exhibits a certain order whioch is reversed in the following
pair. However, the fourth stanza, with its double representation
of the metathematic layer and with its two-faceted gipsy line,
reveals a very characteristic trait of Pasternak’s poetry: his
verse texts are frequently based on the principle of covering
up the author’s tracks, of misleading the reader, of "spoiling"
his game /or, as Tsvetaeva said of a poet, "Og — TOT, KTO
cvemusaer Kapra" /, As I mentioned before, the fifth and the
sixth stanzas follow this tendency by renouncing the formgl
difference between the two layers which was conveyed by the
absence and presence of the anaphoric adverb Tak in the
respective thematic and metathematic layers, From now on this
adverb is granted to both parts of eaqh stanza, while the
semantic difference between them appears to hold., But in the
sixth and last stanza Pasternak suddenly switches again to a
new pattern: not only does the neat formal difference between
the two layers disappear, but also the semantiec distance
manifested in the poem’s penultimate /fifth/ stanza seems to
give way, Between the first sentence and the last line of the
8tanza VI there is no longer that sharp distinotion which
prompted us earlier to juxtapose the two layers and to call

them & thematic, topioal.‘and a metathematio, comment one.
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"Quarrelling with the sun" /in line 24/ immediately stems from
the previous line where nights "threaten the daybreak with
/your/ pupil.™ How indeed could we now maintai that any bifur-
cation -= be it grammatical or semantioc one -- still
persists?

This important shift -- the seeming /or obvious/ eliminat-
ion of the opposition of the two layers - coincides with
another change, whioh occurs within the realm of the "personal”
structure of the text. The importance of this structure was
stressed at the very outset of the poem, Now, in the last line
of the sixth stanza, the generalized personal status of the
predicate is reinstated after it seemed to have vanished from
the middle stanzas: as we have seen, the oonéinuing "personal-
ization" led in the fourth quatrain to the appearance of the
proper noun, Thus, we are observing a process in which the
text reverts to its starting point. The degree of personal
"definiteness" achieved in the unfolding of the poem comes to
be cancelled in the sixth atanza, creating the impression of s
circular movement, The gramatical second person reappears here,
on the other hand, in a much more definite /though "reduced"
/9// torm than in the second stanza, where it originally
carried the function of the "generalized personal"™ grammatical
meaning.- It would not be inappropriate to identify this "you"
with the lyrical author, with the lyrical "I"., As a result,the
last stanza reinforces both the impersonal  and the personal
implications of the text.

This seems to be all the more significant inasmuch as



"quarrels with the sun" became-a distinctive mark of a cogtain
literary trend which was very close to Boris Pasternak: it
acquired the status of a poetioc myth promoted by the Russian
futurists, Suffice it to mention its use in the work of ;
Mayskovsky /10/ /with its remarkable transformation in his
1920 poem, "HeoOuuafiHoe OpEKJWYEHAe, CHBIIE® C BIaXAMEDOM
MasxoBCREM Ha nayge"/or the production od #[loGena HEaX cosEnen”
/Victory over the Sun/ by Kruchenykh, Matiushin and Malevich
in 1913, The heliomachian theme served at the time as a
"militant™ metaphor of the relations between art and life, so
gignificant for futurist poetry, and echoes in the first
stanzas of our poem the motif cf breaking off ties with one’s
own milieu,

Why, then, did Pasternak avoid, with such particular
obstinacy, any specific indication aes to the origins of this
literary program? Why did he decide to impart to this motif
an impersonal character? Let us turn again to the last line
of the £ifth stanza /line 20/. As has been mentioned before,
this line unequivocally represents the metathematic layer in
the poem and is one of the metathematic utterances that run
through the whole text. In contrest to the "gipsy” line, the
verd Haumgarreg 18 used here in a gramatically correct way
/it is governed by an inanimate object, the iambs/., But then
another puzzle arises., Why does the poet switch /for the
first time in the text/ to the Future tense and to the com-
pound form of the predicate /CYIyT HaumaaTics as opposed to
HawEyTes /  which designates repeated lotién? The very un-
usual nature of this poetic forecast is obvious, especially



if we consider it in the context of those literary tastes which
dominated Pasternak’s immediate surroundings. Among the
participants of the Russian avant-garde movement it was generally
believed that iambic verse, canonized by Pushkin, was hopelessly
doomed, that this metricel pattern had no chance of surviving
the stormy prosodic experiments of that period. Yielding to this
prejudice, Pasternak himself attempted at one point to switch to.
vers libre, failing, however, in this endeavor /11/. This ococur-
red around 1915, just a few years before the poem "Tak nachina-
iutes." was written, Thus, the metathematic line of stanza V
contains intimate, hidden polemical connotations: for Pasternak
it is not enough to make an allusion to the iurning point in
Pushkin’s development as a poet; he goes further. In this poem
on poetry, written in the midst of a literary upheaval, he ap-
peals to the very heart of Pushkin's contribution to Russian
verse =- his canonization of the iamb == insisting on its
perennial, absolute validity. Those allegedly outdated iambse
are attributed here not to a particular literary trend or
period, not to a specific literary fashion or tradition, but
to poetry itself, to poetry as a whole, in complete disregard
of the literary turbulence surrounding the issue. Exactly the
same logic has foroced Pasternak to evade any specific reference
to persons involved in a quarrel with the sun, This arrogant
behavior is now attributed to the entire art of poetry, not
merely to one of the staeges in its recent piatory.

Considered within this context, the 24th line unexpectedly

receals to us the metathematic side which we might have over-

looked in the reading of the poem had we not heen alerted to



the tension between the metathématio /comment/ and the thematic
/topical/ layers of the text.

One might argue that my foocus on the compositional aipeota
of the anaphoric/ epiphoric comstruction /which comstitutes |
the metathematic layer/ is an all too obvious and formal ap-
proach to the text which leads to an oversimplification of its
content., While this may be true to some degree, one should not
forget that only by reiterating one or another of formal
devices of artistic speech do the different rhythmio patterns
of a poem come to life, Only by discovering the inner gram-
matical, compositional and semantic values of recurrent pass-
ages and parts do we come to grasp their rhythmical role in
the overall artistic organization of a work, We know that the
unique role of rhythm in verse manifests itself in the weight
of the inner boundaries within the diverse segments of a text,
Consequently, all kinds of beginnings and ends at every level
of poetic expression acquire artistic values which do not, as
a rule, arise in prose, The linear movement of a text from its
beginning to its closure and resistance to this movement, by
means of recurrent divisions and boundaries, makes up the very
essence of poetic speech, .

This fact may also shed light on the function of the last,
"unstanzaic" or "post-stanzaioc", line of our poem. Although
it is prosodically attached to the sixth stanza /as indicated
by its rhyme/ it stands, for some reason, alone, Here, again,
the anaphoriec/ epiphoric organization of the text suggests the

reeson, The whole dynqmic movement of our poem may be viewed



as a search for the proper word /or words/ which was /were/
absent 4n the first phrase of the first stanza -- as if the
first line were awaiting its completion in all the following
predicates of the text. The last line of the poem, though it
8till adheres to the principle of suppressing -~ of non-
-namiﬁg -= the subjeot, names the "action", complements the
predicate which was lef{ undisclosed in the beginning and
received different interpretations in the unfloding of the
poem. The last line can, therefore, be considered a general-
ization of all the particular elements of the metathematio,
comment layer. But it is formulated in such a way as to force
us to conclude that it is not a generalization of only one of
the two layers., It is extremely difficult to translate this
sentence into plain English, but its meaning may amount to
something like: "Thus they begin to live inside poetry, to
breathe inasmuch as the making of poetry goes on..." From the
semantic point of view, this line would thus encompass both
layers of the text, bridging the gap between them far more
explicitly than the preceding, "gipsy" line. Indeed, the
distinction between the two layers stemmed from the implicit
discrepancies between the events in one’s life and verbal
commentary on their meanings. Now the barriers between "life"
and "the word" are surmounted, snd the gap between the meta-
text and the text is filled. We come now to understand why
the attempt has been made to intertwine the seperate layers
of the last two stanzas fpllowing the gipsy line.

Now the full extent of the relativity of the textual



‘components comea into force. The evolving -eaninga and formal
patterns convert into theilr polar opposit'es. The stanzaioc
structure is crowned by an a-stanzaio monostich. The last,
25th line makes it impossible even to distinguish clearly
between anaphora and epiphora -- two phenomena introduced in
the text only to lose their distinctive feeatures by poem’s
end, The same tendency to merge oppositeu_ia obvious in the
treatment of the poem’s two opposing themes -- that of
Pushkin and that of the futurists. The real, end profound,
subject of the poem turns out to be poetry- itself -- under-
stood as the process of giving birth to words., In this res-
pect, not only the poem’s commencement and the closure, but
also the text as a whole serves as a confirmation of the
poet’s assertion in his "Safe-Conduct" that the only real
theme of a work of art is the story of its own birth,
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B TOMCXAX CUIOBA: PABEOP CTUXOTBOPEHMA MACTEPHAKA "TAK HAW-
}:lqm.l."

Peziwve
CruxoTBOoperde "Taxk HAYMRAPT..." NOKA3aTENBHO Kak XA MUDO-

OLIVWeHAd, TAK ¥ LIS NoSTHUeckoit cucTeMu [lacrepmaxa, (0HO, Kpome
TOIO, REJAAET C000% ITAYCUHENI! OTHJIMK K3 NPOTHMBOCOPCTBYDIME TeH-
LeHIMA B DYCCKOH M0a3ui TOIO BpEMEHA,

lerBuy CTUX OTCHJAET K DPAHHEMY, TaK CKa3aTh, 38 VMHOMY CTHID
[lecTepHBKa2: B HeMm Kmai'He HeoNpPeleNeHHH KaK CYOLEeKT /%1d HRuE-
raeT/, Tax ¥ obrexr /vrd mpummaerca/, M 370 OGOPRUMBAETCA TDe-



Oymiedl CcBOSIO pa3peilerda 3afavell BCEIO TeKcTa. XOTA Nep=sd CTpo-
(2 OTNPaBHYO 3aIBIXYV TAK M HEe DECCEKDEYMRaeT, TeM He MeHee ee
OCHOBHO} CNHOM ONpenesfeTCA KAK CONOKOXeHAe B Ybe’—TO XA3HE He—
CJIOBECHOTO if CJIOBECHOTO DHIOB. IIEPeXOX B CJOBeCHu! DAN UETepmpe-
TADYETCA B TEPMHHAX DUCKA M enBa J He OyETa mpoTue CiMxa¥umero
OKPY#SHIA, He3aBICHMO OT CTENEeHA OCO3HRAHMA 3TOI'C TA3THBRZ,

5 De3yibTaTe 3JeCh ABCTEEHHO BHYJICHAKTCA IBe CyUeCTBeHHHX
IVIOCKOCTH / layer / — TeraTUYECKad ¥ MATEMATAYSCKAA € UX Nocje—
IVOURNE THEEMIYECKHEMM OTHOWEHRAMK ¥ C BHXONOM B 00JacTh 2BTO-

# N2Ta-II03THKM, I'e BXJNY2eTCHA B JHTEDATYDHHI KOHTEXCT — [IyUKuH,
ero s0H, "::-',E.-IIEHH”, " wopn", "CueHn H3 faycra", OCNYEHO TOUIKY-
ENMHE K2K MeDSJIOMHHE MOMEHT B TBODYECTBE [[yIKKMR, B YaCTHOCTH,
¥3X nepexon or "povarrH3Ma" K "peasM3My". i

Mocxensa cTpofa OTCHJAAET K reyHoMaxms @yrypucToB /M, Ip.,
x "oGexe ran coJHueM" KpvyeHnX, VaTnimua ¥ Maseswwa/. Fo 3a
3TN CTONT ¥ OYHT2PCKOE OTHOmeHMe aB2Hrapma X [[yIXUHY ¥ X ero,
CTABIMM K2 HOHAYECKMMM, AMOaM, CoOXpaHAfd Xe AMO COGCTBEEHOIO CTH-
YOTBODSHNA, [2CTCDHRX BOCCTAMABMMBAET He TOARKO CYUHOCTHuH BRIAj
IVIKUER B PYCCKEI CTHX - €I'0 XAaHOKI3alWMo SMOOB, KO JIEMOECTDATUB-
HO OTCTEUBRET MX 80COJNTHY®D LEeHHOCTH. fIMOH, B HTOIe, MOJVHELT
TYT CTATYC HOCHTEJA MOITUYECKOIo BooCle, 8 He YSCTHOTO MNH3IHRKA
HEKOTOPOTO JKETEPATVPHOIO Mepuoia MM TeveHWR. [10 3TOM Xe Jorue
lneTepHEK W3GereeT X YTOYHeHIZ TeX, KTO "3aTeB2nT CCOPH C COH-
neM": M 37O apOr|HTHOe MOBeNeHMe COCTHOOMTCA TVT He C OTIZernEoH
TITepaTyproit dopvalmelt, & ¢ NOITHYECKMM MCKYCCTBOM BooCre, C ero
CVAHOCTEY, : :

CTrofiyecKoll xOMuIO3HIMY TeXeTa INPOTMBOCTCUT B KOHIE &-CTLO-
‘AYecKull MOEOCTIX, B KOTOTOM, H4KORell, i BHABISETCHA UCTUHIBE IVIv-



CHHHAS TEMA crmtmdpem: oM 00OPAUHBAETCH NOs3Mef KaK TAKO-
BOit, noHMMEeMOf Kak nponecc, NOPOXIALLMI XKI3Hb CJOB. 3 STOM OT-
HONEHMM He TOJNBKO HAUAJO MJIM KOHell CTUXOTBODEHUs, HO M Bech
TEKCT LEJMKOM OKa3HBATCH peaMsaime?l M3BeCTHOTO [RCTEDPH2KOBCKO-
IO yTBEDKEEH:A B ero "Oxpamrofft rpemore", uTo HacToauel Temoff
NPOM3BEXeHAs T UCKYCCTBA ABJIACTCA MCTODHR eI0 COCCTBEHHOTO pOXIe-

HAA.



