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BORIS PASTERFAK’S PROSE FRAGMENT "TRI GLAVY IZ POVESTI"
THE ARRANGEMENT OF A PHILOSOPHICAL-MUSICAL SUBTE]!1

This fragment is one of the least known of Pasternak’s
early prose texts /from 1922/2, Up to now, it has been treated
only in connection with the associated texts "Spektorskij™ and
"Povest™, whereby study has been limited to similarities in
plot and characterisation as well as to sutobiographical paral--
lels. In addition to the rather trivial interpretation of the
qurtaae text is a dense subtext to be read, Through an inter-
textusl rolding3 it is possible to reveal a hidden dimension
in significance indispensable to a full comprehension of the
text, In this way the obvious intratextual fragmentarity is
compensated by a surprising intertextual coherence.

The referential potential of the signs unfolds only after
their combination with each other, as the single fragmentary
sign does not reveal the significance of the subtext before it
has been combined with the others to form & matrix /like an
anagram/; the sense tecomes clear only after concatenation of
the "texts beneath the text". Fasternsk ;reatos a puzzle in the

contiguous spheree of philosophy, music and literature,
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2,

One of the central keys of the fragments, "Nietzsche", is in-
troduced in the context of "lying": g

Or /lory/ o6iaman 3arafOYHOCTRD, KOTOpAA NOopaxaeT M PenKo
pasrensBaeTcd, NOTOMY YTO NBANIATH NpeAnoJoxeHHA nepedepein
npexne, YeM Jorelgembes, YTO y COJBHOIO — COJHMTEp. IVHMCTOD
[MoTLeBO# 3aTeMOYHOCTH OH/B JEMBOCTh. OHR HIrpa/R B HeEM H,
Korga et XOTesIock eCTh, IOJOBKOX leroTasa emy ropno, Om
TepA/R X HApaIiBaJB KOJBIE. EMy KasaJoch, YTO BCe 3TO Tak
¥ HAJI0 M 9TO YepBd STOIO OH BHYHTAJ y Humme.

The embiguous play on words of the honograr;ha soliter/solitér
has something of the wit and surprise of aphorism., It is cer-
tainly no coincidence that Pasternak uses, precisely in the
context in which he refers to Nietzache for the first time,
the aphoristic expression for which Nietzache himself was
famous. The context in which Nietzsche’s name ia introduced
thus recalls particularly his aphorisms and maxims on the
phenomenon of "lying" and his countless statements on true
and false bound up in argumentational contexts /which one
must reelly vycitat’, ’'read out' of these contexts/:

Ohmmacht zur Llige ist noch lange nicht Liebe zur
Wahrheit, /Alsc sprach Zarathustra/

Wer nicht lligen kann, weiP nicht, was Wahreheit ist.
/Jerseits von Gut und Blse/ :

Aber meine Wahrheit ist furchtbar: denn men hiep
bisher die LHge Wahrheit. /Ecce Homo/

Die Lbige ist gB8ttlich und nicht die Wahrheit.
/Wille zur Macht/
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The particular kind of falseness associated with ¥Fjute, who.
"vejudu popadal /.../ Efoby 1gat’, blaznit® i odarovyvat”
/TG:115/, can be revealed only through the intertextual dimen-
sion of the text, for how and by what means he lies and what he
is doing at all, remains intratextually in the dark, The
requisites in his room-inkwells, pencils-point to a writing,
perhaps literary activity, and thus the orientation towards
the topos of the lying poet is suggested as one possible face:
of the character of Sjute,

This topos is also to be found.in Nietzsche. In her study
"Nietzeche und die poetische Llige" /1954/, M.Bindschedler
points to the ambiguity or_his conception'of truth which
oscillates between a clear-cut truth and a yet to be realiged
one /p.63/. Bindschedler first places Nietzache in succession
to Plato, in a tradition, "die von der Antike her durch das
Mittelalter hindurch das MiBtrauen gegen die dichterische
Erfindungsgabe /.../ stets wachgehalten hat" /p.64/, but then
again distinguishes him from it on the basis of the new, ine
determinable aspect in his conception of truth /p.64f/.
G.Deleuze, for his part, ueha Nietzache’s notion of art as
based on two principles: the idea of art as a stimulant to
the will to power, and of art as a lie., /1976:112¢/

If one takes "Also sprach Zarathustra™ as a pre-text, one
finds the subject writing=lying treated prominently, for
instance in the passage "Von den Dichtqrn“, in which
Zarathustra classes himself amohgst the poets /in a conver-
sation with a disciple that shows the indeterminability of
his concepts/, The discople asks:
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"Warum sagtest du dooh, dess die Dichter zuviel ldgen?"
"Farum? sagte Zarathustra., Du fragst warum? Ich gehdre
nicht su Denen, welche man nach ihrem Warum fragen darf.
[easl

Doch was sagte dir einst Zarathustra? Dass die Dichter
guviel lfigen? = Aber auch Zarathustra ist ein Dichter.
Glaubst du nun, dass er hier die Wahrheit redete?
¥Warum glaubst du das?"

Der Jinger antwortete: "ich glaube an Zarathustra.™
Aber Zarathustra schiittelte den Kopf und lHchelte,

Der Glaube macht mich nicht selig, sagte er, zumal
nicht der Glaube an mich.

Aber gesetzt, dass Jemand allen Ernstes sagte, die
Dichter lHgen zuviel: so hat er Recht < wir lligen
zuviel, /AsprZ:159-60

-

Nietzsche’s best known text on the subject is "Lied der
Schwermut® /later added to the "Dionysos-Dithyramben"/ which
the "old wizard", himself called a liar by Zarathustra

/AsprZ:313/, sings:

Der Wahrhedit PFreier? Du? - so hBhnten sie =
/Nein! Fur ein Dichter!/

Ein Thier, ein listiges, raubendes, schleichendes
/Das 1lGigen muss,/

Des wissentlich willentlich ltigen muss: /Nach Beute

ldstern,/

Bunt verlarvt, /Sich selber Larve, /Sich selbst zur
Beute-/

Daeg - der Wahrheit Freier? /Fein! Nur Narr! Nur
Dichter!/

Nur Buntes redend, /Aus Narren-Larven bunt hersus=
schreiend,/

Herumsteigend suf llgnerischen Wort-Brlicken,

/Auf bunten Regenbogen,/

Zwischen falschen Himmeln /Und falschen Erden,/
Herumschweifend, herumschwebend, = /N u r Farr!
Fur Dichter!/ /.../ /AeprZ:367-68/ ‘
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Ever since his article on the aesthetics of art "Feskol’ko
poloZeni)" /1919/, Pasternak was occupied with lying as e treit
of art, whereby romanticism appeared to him particularly false.
In "Ochrannaja gramota™ his concept of lying is modified, freed
from the connotation of delusion - and this marks a move away
from Nietssche:

[lo-pycCKA BpaTh SHAYMT CKOpPee HeCTH JumAee, YeM OOMAHHBATE.
B TaxoM CMHCIE® M BpeT HCKyccTBOo. Ero odpas oOHAMAaeT XH3HB,
a He pmer 3pEreasd, Ero mcrmHH He H300pas3dTeNBHH, & COOCOCHH

K BeusOMy passurep, /0Gr:223/
The problem outlined here is certainly implied intertextually

in "Pri glavy¥, is not, however, of major significance. The
emphasis ot Pasternak’s Nietzsche assimilation lies surprisingly
in another aspect of art - in music. This is the one factor =
intertextually pointing in manifold directions and going far
beyond the reference to Nietzsche - which guarantees the textual
coherence of the narratively all too incoherent three chapters
and lends the fragment a certain wholeness, :

While on the surface the narration deals mainly with things
unrelated to music, the subtext betrays the nostalgic yearning
for a musical career Pasternak had confessed in a letter fo
his friend K.Loks in 1917, bitterly regretting his earlier
decision against music /E.V.Pastermak 1972:155/. Before uwit-‘
ching to literature, Pasternak had for years "sacrificed the
note to the word" /"Pjatnadcatiletnee vozderzanie ot slova,
princosiviegosja v zertvu zvuki®, OGr3202/; yet as a writer he
did not sscrifice the note to the word, as "Tri glavy" shows,
but rather attempted a double synthesis by concealing a secret
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musical theme beneath the literary text.

3e

3.1, The musical theme is introduced in the Tramework of the
"lying" phssages = that is, within the Nietzsche eontoxt; yet
this occurs in an allusion whose trace at first glance does not
appear to lead to Fietzsche - a typical case of Pasternak’s
enciphering the actual intertextual reference.
lIlpomnoe JlemMoxa OHJIO CBA32HO ¢ peBosmnuel umme, ueM CBA3HBAA
cebs ¢ Heo lprn, 33aeTe JM BH YKpamHCKYD Houb? Tarof mmeHnHO
pa3BepTHEANACHE B €r'0 BOOGpaxeHMH TYTKAd DEYOHRa, Bpesasmadcs

B MO3I' OOJETHYECKEX I'IyCxe, HexeJum ee TeMEHe BONH B [lomoiascrul

B KOHTPaCaHNUCTH, HOXCTABH, HOrDAHAYAMEH, TEJerH H 3Be3IH
3ByUANE B €r0 yCTaX DEUATATHBOM, GONee DOMAaHTHIECKEM, UeM

My3HKa, OO KOTOpYD Hxer Kapmed./1G:115/

The key word "recitativo™ refers to the musical genre at which
the intertextual relation is on the whole directed - nshely the
opera, The formulated contrast "recitativo, more romantic than
the Carmen music™ can be reed - via Bizet's esesthetics of the
contrite, anti-Wagnerian opera = as the antagonism Bizet =

- Wagner, This contrsst was accentuated exactly by FNietzsche:
"W¥enn ich /.../ Bizet auf Kosten Waegner’s lobe /.../" /preface
to "Der Pall Wagner"/. Nietzsche used Bizet to support his
polemics against Wagner, whom he had once revered and against

~ whom he then turned in equally scathing eriticiem, to which
the polemical ceusticity of his works Der Pall Waegner /1888/
and Nietzsche contra Wagner /1889/ bears witness., The double
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‘reference in the name "Earmen™ to Bizet and to Nietzsche's
preference for Bizet in his polemic with Wagner and romanticism
is a special form of & 31tat-21tat4; citation of a citation
whioh I would 1like to call ’improper citation’, since the
denotation of the sign inproperlf represents its Iafer,oonploz
treatment in another work, |

Thus, in "Tri glavy", a textual ensemble is highlighted
which is generally less within the horizon of the Nietzsche .
reception, The above passage refers exactly to Nietzoche's
first work documenting his confliot with Wagner: "Defr "all
Vagner":

Ich h8rte gestern - werden Sie es glauben? - zum
gwanzigsten Male B i z e t’s Meisterstlick., Ich
harrte wieder mit einer sanften Andacht aus, ich
lief wieder nicht davon, Dieser Sieg Bber meine
Ungeduld Bberrascht mich. Wie ein sélches Werk
vervollkommnet! Man wird selbst dabei zum \
"Meisterstlick™, - Und wirklich schien ich mir
Jedes Mal, dass ich Ca rmen hirte, mehr
Philosoph, ein besserer Philosoph, als ich sonst
mir scheine: so langmfithing geworden, so gllcklich,
80 indisch, s0o s es s haf t.,.., PAnf Stunden
Sitzen: erste Btappe der Heiligkeit! - Darf ich
sagen, dass Bizet’s Orchesterklang fast der
einzige ist, den ich noch aushalte? Jener
andere Orchesterklang, der jetzt obenauf
ist, der Wagnerische, brutal, klBinstlich und
"unschuldig" zugleich und damit zu den drei
Sinnen der modernen Seele aut Eimmal redend, -
wie nadhthailig ist mir dieser Wagnerische
Orchesterklang!/«../. /Bizets Musik/ ist reich,-
Sie ist prlcis., Sie baut, organisirt, wird
fertig: damit macht sie den Gegensatz zum Polypen
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in der Musik, sur "unendlichen Melodie". Hat man je

sohmershaftere tragische Accente auf der Blhne
geh8rt? Und wie werden dieselben erreicht! Ohne

Grimasse! Ohne Falschmlingerei! Ohne die L & g e
des grossen Stils! /PallW:7f/

/ees/ Auf deutsch: Wagner giedt uns nicht genug su
beissen. Sein recitativo = wenig Fleisch, schon
mehr Enochen und sehr viel Brfhe - ist von mir
"alla genovese™ getauft: womit ich durchaus den
Genuesen nicht geschmeichelt haben will, wohl aber
dem 81 teren recitativo, dem recitative

secco. /FallW:25¢/
On the one hand Pasternak cites one of the essential problems
in the history of the opera, that which is most clearly pre-
sented just by Nietzsche - the recitativo /Nietzeche rejects
Wagner’s transformed recitativo which comes oloser to the |
aria/, on the other hand he stresses immediately the decisive
note in his recourse to Nietzsche-Wagner: the romantio.
Pasternak’s curious formulation, virtually reversing the
historic development /since chronologically Bizet’s "Carmen"
must be considered less romantic in comparison to Wagner,and
not Wagner more romantic than Bizet/, additionally stresses
the importance of this moment. Thus the problem of romanticie
is given a certain orientation from the start by virtue of
this intertextual implication. For Nietzsche, Wagner was the
incarnation of the romantic: "Wagner res imiert
die Romantik", "Wagner - der letzte grosse Romantiker"

/'lll179.556/.
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32, Pasternak bestows upon Sjutc precisely those traits of
dishonesty and seduction dominant in Nietzsche’s image of
Wagner:

/++s/ T0%O ToR Xe, Rak BeoNy momamar loTm, 9YTOOH JTarh,

ONaSHATE M OYapOBHBATH, T&XK BCOHLY 3&HOCHIO CoexTopckoro,
9To0H 0YADOBHBATHCA H MOpaxaTHCH. /TG:115/

Wagner'’s art of captivation - to whioh Nietzsche himself fell
vietim - is stressed at many points: "Seine Verfhrungskraft
steigt in’s Ungeheure", "/.,./ Beispiel daffir, wie man auch
mit Musik hypnotisirt™, "Damit ist Wagner ein VerfQhrer
groBen Stils", "Genlestreich der VerfBhrung" und "Ah dieser
alte Zauberer!"™ /FallW:15,23,36,37/. In analogots fashion,
Spektorskij is fascinated by Sjutc and lets himself be sur-
prised by Sjute’ "zagadoSnost’, kotoraja poraZaet" /TG:115/,
¢f, in KNietzsche:

Es 1st n i o ht die Musik, mit der Wagner sich

die Jlnglinge erobert hat, es ist die "Idee": -

es ist das Rithselreiche seiner Kunst, ihr

Versteckepielen unter hundert Symbolen, ihre

Polyochromie des Ideals, was diese Jlnglinge zu

Wagner fOhrt und lockt /.../ /PallW:30f/
Spektorskij is in a certain sense one of those "JOnglinge",
who "Wagner enbeten", "die lange seiner Infektion ausgesetzt

waren" /FallW:38/.

3«3, Prom Wagner parallele can be drawﬁ to Skrﬂabinsz the

Fetzsche-Wagner relationship can be thought of as a recasting
of the Pasternak-Skrjabin one. Skrjabin /who wes stronply in-
fluenced by Wagner/ wes the young Pasternak’s "hog i kumir®:
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"Skrjabin pokorjal menja sveZest’ju svoego ducha. Ja ljubil
ego do bezumija." /Avt0:423,422/ :

As Nietzsche did with Wagner, Pasternak also eventually
dissociated himself from Skrjabin, although in a much more
moderate manner., The conventionally negative terms bol’noj,
soliter /glista/ Gerv’ and 1Zivost’ are not pejoratively exag-
gerated in Nietzachean fashion: Pasternak can project his cone
flict with Skrjabin intertextually onto Nietzsche’s prior
polemic, thus dispensing with all acrimony.

Skrjabin wes also a Nietzschean. In "Avtobiograficeski]j
oderk" Pasternak desoribes how Skrjabin discussed with his
father /"On sporil s otoom o Zizni, ob iskusstve, o dobre
i zle, napadal na Tolstogo, propovedoval sverxceloveka,
amoralizm, nicSeanstwo." Avt0:422, cf,also 424/, In the final
analysis the reason for Pasternak’s break with music and -1th-
Skrjubin can be associated with the Ubermensch idea: he /like
Skrjabin himself/ lacked the gbaoluto piteh which would have
lifted him out of a certain medioority /ef. his later comment
in Avt0:42/,

These autobiographical references to Nietzasche differ,
through their concentration on Nietzsche'’s ﬁbarmenach idea,
from the literary ones in "Tri glavy", This is clear in the
Skrjabin passages from "Avtobiograficeskij oderk", which in=-
cidentally give a remarkably positive ropreaentatidn of
nicSeanstwo, considering that is was written at a time when
the official opinion of Nietzsche was one of absolute rejection.
And this tendency elready comes to the fore in the ver;e novel
"Spektorskij", where /in the first edition of the fifth chapter,



- 135 -

'1928/ Pasternak writes, still unspecifically, about Bal’c
/1.es the person corresponding to Sjutc in "Tri glavy"/: "Zalem
on trogal Nicse?" /So0c.I1418/, end where /in the final version,
1931/ Spektorskij is reminded of the sverxdelovek in connection
with Bal’e. At roughly the same time Pasternak made some
revisions to "Ochrannaja gramota"; the following passagys con-
cerning the ﬁbarnenaoh problem were added to the separate pu-
blication of 1931 which had not been included in the newspaper
version of 1929-31;

BoT orvero OpE reHEANEHOM, BCerza HEeORATAHHOM, CKAa30YHO

aaxnar.nzaaman HECKyYCCTBE aHTHYHOCTH HE 3Haxa POMAHTHE3MA,

BocnmranHas Ha HAKeM OOTOM He OOBTOpeHHOM TpedoBaTeNBHOCTH,

Ha CBepXuejoBevecTBE NIeX X 3alad, OH& COBEpmEHHO He 3Hana
CBEpXuesoBevecTBa Kak NEUHOTO ajferTa. /0Gr:199-200/

This alludes to tﬁat aspect of romanticism which Pasternak
deals with in an extremely negative way in the following
chapters on laJatovakijG. Here he attacks the heroic 'romantic’
pose, the exaggerated self expression, and on this point he is
again close to Nietzsche: "comme Pasternak, Nietzsche g’ oppose
violemment au 0oté morbide et exhibitionniste du romantisme,
comme Pasternmak il préfere ume acceptation joyeuse et créatrice

de la vie a la recherche de paradis illusoires /.../." /France

1979!90/.

3.4, What in Pasternsk’s autobiography is formulated explicity
88 a criticism of romanticism is in "Tri glavy" coded implicitly
by the intertextual reference to Nietzsche's -"Der Pall Wagner",
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In this work Nietzsche exposed, -through the metaphor of the

"actor", just such romantic traite in the person of Wagner.

Thatsfichlich hat er sein ganzes Leben Einen Satz
wiederholt: dass seine Musik nicht nur Musik
bedeute! Sondern mehr! Sondern unendlich viel
mehress "N i ¢ ht nur Musik" - so redet

kein Musiker., /FallW:29/

"Die Musik ist immer nur ein Mittel": das war
seine Theorie, das war vor Allem die einzige
ihm Bberhaupt m8gliche P r a x i s. Aber so
denkt kein Musiker. = /S.30/

- Ich habe erkldrt, wohin Wagner gehdrt -
nicht in die Geschichte der Musik, Was
bedeutet er trotzdem in deren Geschichte? Die
Heraufkunft des Schaunsg =

~-pielers in der Musik/.../

/8.31/
Using the image of the actor Nietzsche underscores precisely
that dishonesty which he oriticised in romanticism. As Kunne-
-Ibsch /1972, in the chapter "Nietzsches Begriff der Romantik")
1llustrated, Nietzsche associated the notion of romantiocism
"mit einem Aspekt /.../, der in der Wagner- und Hugo-Polemik
aufkam, dann aber immer fanatischer von FNietzache verfolgt
wurde, 8o daB er stets ausschlieBlicher sein Romantik-Bild
bestimmte, nimlioh die Unwahrhaftigkeit, Umechtheit des
GefBhls, theatralische Geste, Scharlatanerie der romantischen
Kinstler." /Kunne-Ibsch 1972:175/

The dishonesty of ¥jute in 'Tri‘glavy' can thus be seen as

the dishonesty of the romantic, referred to by Nietzsche in
"Der Pall Wagner" as Wagner’s "play-acting":
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/ees/ der Musiker wird Jetzt zum Schauspieler, seine
Kunst entwickelt sich immer mehr als ein Talent zu
18 gen, /FallW:20/

/ees/ dass er alle Gesetzlichkeit und, bestimmter
geredet, allen Stil in der Musik preisgab, um aus
ihr zu machen, was er nBthig hatte, eine Theater-
-Rhetorik, ein Mittel des Ausdrucks, der Geblrden-
-Verstirkung, der Suggestion, des Psychologisch-
-Pittoresken, /S.24/

Wagner rechnet nie als Musiker, von irgend einem
Mpsiker-Gewissen aus: er will die Wirkung, er will
Fichts als die Wirkung. Und erkennt das, worauf

er zu wirken hat! - Er hat darin die Unbedenklichkeit,
die Schiller hatte, die jeder Theatermensch hat, er
hat auch dessen Verachtung der Welt, die er sich zu
Ftissen legt!... Man ist Schauspieler damit, dass man
Eine Einsicht vor dem Rest der Menschen voraus hat:
was also wahr wirken so}l, darf nicht wahr sein.
/8.25/

/ees/ die Theatrokratie -, den Aberwitz eines Glaubens
anden Vorrang des Theaters, an ein Recht auf
Herrschaeaft des Theaters Hber die Kinste,
fber die Kunst,,., Aber man soll es den Wagnerianern
hundert Mal in's Gesicht sagen, w a 8 das Theater
ist: immer nur ein Unterhalb der Kunst,immer
nur etwas Zweites, etwas VergrBbertes, etwas flr die
Massen Zurechigebogenes, Zurechtgelogenes! /S.36/

Nietzasche’s conception of the theatrical in "Die Geburt der
Trag8die" was developed in the original sense as a dramatioc
primeval phenomenon, as a positive Dionysian element /meta-
morphosis, dance, mask/; to this aspect of the notion, however,
he increasingly added the negative'aspect which he dissociated

from the Dionysian and associated with modern acting and Wagner?
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+3.5. In "Pri glavy", in other words, Pasternak codes his.
conflict with romanticism as Nietzsche's conflict with Wagner,

Nietzsche'’s rolationahip with Wagner was expressed through-
out his works; from the beginning he made frequent reference
to him, as for instance in the preface to "Geburt der TragBdie",
which is dedicated to Richard Wagner. His first work debating
Wagner the romantic was followed up with others - "Der Fall
Wagner" has a postscript, a second postscript, an epilogue;
in 1889 a separate comprehensive work "Nietzsche contra Wagner"
appeared, and much which was published posthumuously must also
be considered /especially Unschuld des Werdens, Kap.III:
"Richard Wagner"/.

Similarly, Pasternak continued his treatment of Nietzache
and his debate with romanticism /partly linked, partly in-
dependently/ from text to text, fragment to fragment, always
gsetting different keynotes, playing through ever new patterns
of the pre-texts’ potential, After the ’positive’ early phase
of almost unbroken romanticism - in which Nietzsche played no
part /"Istorija odnoj kontroktavy", "Apellesova certa"/ -
comes the more complex major phase in which first ethical
questioning dominates /in "Pis’ma iz Tuly" the Tolstoy reference;
in "Detstvo Ljuvers"™ the problem of Rachstenliebe and Fernsten-
-Liobo. ¢f, Greber 1987/, whereby the reference to Nietzsche
is still coryptic. "Tri glavy"™ marks a climax with its ex-
plicit naming of Wietzsche and its turning to his sesthetic
ideas, whereby the treatment of the romantic problem can be

detected es a kind of parallel pattern. The Nietzsche subtext



in "Spektorskij"™ is again more reserved, and "Powest™ marks a
certain end-point: the'31etsaohe reception is recollected here
in a self-quotation from "Spektorskij" /cf.Greber 1987/; after
this the occupation with Nietzsche is transferred to a bio-
graphical level in the two autobiographies and in letters.
Characteristic is the ambivalence in Pasternak’s stance

towards Fietzsche, which frequently expresses itself in his
prose in such a way that references are general /ef. in "Tri
glavy" the global reference to Nietzache’s nsme/ or diffuse
/in "Detstvo Ljuvorﬁ“ the cryptio recourse to the problem of
Fernstenliebe/, This ambivalence, more directly expressed in
some of Pasternak’s letters, remsins a constant trait in his
thinking, as can be seen in the following passage /from a
survey of the Serman journal magnum in 1959 "Was ist d?r
Mensch?"/:

Als ich den ersten Blick auf den Gegenstand Ihrer

Rundfrage warf, hoffte ich in dieser Beziehung

Fietzsches und seiner Cedankenwelt wlrdigend

gedenken zu k3nnen, Aber wieder hat mich das )

alte Missverstdindnis abgestossen, Sein Antichristentum

igt doch Evangel%onauahautuns. Sieht er denn nicht,
woher er seinen Ubermenschen sch8pft?

3.6, Pasternak’s notion of romanticism will be briefly outlined
here only in regard to its parallels with Nietzsche.

Kietzsche’s ahistoric typological notion of romanticism was
based on an antithetical idea of romanticism versus classicism,
If Nietzsche was a "Romantiker mit der Sehnsucht nach Klas-
sizit#t" /Patz 1975:42/, Pesternsk was a ’romantic longing for
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Realism®: for him the opposition of romanticism versus realism
is an antithetic frame of orientation /and thus he is consi-
derably related to a parallel contemporary discussion; his
metatextual preoccupation with this subject began on the
threshold of the thirties and is to be seen in connection with
the emergﬁnce of Socialist Realisna/. Pasternak’s notion of
romanticism 4s, like Nietzsche's, rather 1diosyncratio'nnd
likewise tends to the ahistorical, His critiocism is aimed at
certain typological aspects of the romantic, namely the roman-
tic attituda; it iu not, however, a condeqnatioﬁ of romantic
writing.

The subtlety of Pasternak's relation to Nietzache and
Nietzsche's romanticism }n demonstrated in the passage of
"Ochrannaja gramota™ in which the Ehernensch idea of Nietzsche
the critic of romanticism is itself declared to be romantic.
Pasternak is not blind to the romantic side of Nietzsche, In
both, the romantic legacy can still be detected even in their
attempt of dissoociation, Just as Nietzache oomontu. on this
ambivalence /e.g.: "Ich bin so gut wie Wagner das Kind dieser
Zeit, will sagen ein d @ c a d e n t: nur dass ich das begrif?,
nur dass ich mich dagegen wehrte.", proface'to "Der Fall Wagner",
pP«3/, 80 too does Pasternsk: "Pervoe preodolenie romantiki
byveet i samo romantidno” /in a letter of October 1927,Pasternak/
Pasternak 1983:699/.

Each of Pasternak’s stories bears traces of the conflict -

and these traces are revealed in particular in the choice of

prc-taxts.9
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4.1, The pair of concepts developed in Nietzsche's "Geburt
der Tragddie" - Dionysian and Apollonian - forms to a certain
extent the basis for characterisation in "Tri glavy". In the
character of gtho. Dionysian traits of intoxication and ad=
diction /the hallucination at the beginning; morphium, bell-
adonna/ end chaos /his disorderly dwelling/ are manifest.
Music lies in the a1r1°. Together with other sucecinotly im-
plied traits Jjutc, the /ex- or pseudo=?/ revolutionary or
sympathizer is a distant echo of revolutionary figures in
Dostoevskij or Belyj.

At the same time Sjuto is a contrest figure to Spektorski]
/although the text contains no more then ap outline of an
antipodal pair/. Spektorskij barely appears as a protagonist
/he does so only in the verse novel and in "Povest"/, and in
"Tri glavy" he provides merely a point of focus for the figure
of ¥juto /"¥jutc Spomnilsja Spektorskomu", 7G:115/. Although
Spektorskij remains without dotgiled characterisation, an im-
portant thnmn is associated with him which eventually becomes
central: that of the dream, the Apollonian principle /cf.also
his dream in "fbvaat“/. However, the Dionysian in Sjutc is de-
picted far more concretely and in much greater detail - exactly

as was the case in the work of Nietzsche himself who always

preferred it.

4.2. The drug motif is linked with that of the eye' ' and
emplified to that of imsanity through a chain of associations
bellasdonna - okulisty - belym biletom - anjutin glazok -
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atropiceskie /glnski/‘z - glaza bez belkov - vzgljad umstvenno
otstalyx - otpedcatok melanxolii na umaliSennom /761115-16/"3,

Pasternak is referring here cryptically to A.Belyj: he
models this reference both semantically = by introducing the
imagery of eye and sight which figures strongly in Belyj -
- and phonetically, through the recurrence of b- and l-sounds
and the syllable bel including the whole word belyj /whereby
one is reminded of the pseudonym’s literal meaning/. This '
reference is no coincidence, since next to Vj.Ivanov A.Belyj
was the most important mediator of Nietzsche in sassis'd,
This was reflected both in his criticel and essayist work
/"Arabeski"/ as well as in his literary production,and the
antinomy of the Dionysian and Apollonian, in a continuation
and transformation of the Nietzschean critique of culture,
plays a major role in "Peterburg”.

The motif complex is taken up againpin the third chapter
in the description of Spektorskij’s father, in regard to a
trait which also personally applieu_to Belyj.

Y Cnoexropcxoro OHX yAMBRTEeNBHHZ orem. OH THCHMNCHA WIEHOM
Raxoro-ro mpaszedsd, llesa nasao 3adpocin. Bpamancs B

mEpe aureparopoB H npodeccopos. Uyamia.

Ha 3BoHOK BuOerax cam, /.../. [loToM, MOBEpHYBMACH K
moprhepe, OOTPACAN KECTAME DYK M I'DABOD, KAR MOJLHEK B
"Pycarxe", E XpHYax B rayos /.../.

/+../ BOY 8CAE 3a BCeM STEM OH eme BIOCABOX BCKOUHT Ha
OOXOKOHHAK HJR eme Yro-sECyxsb, TOIAAa, 3HAYMT, cyMacuemmii.
A pDoxa myr 2T0 pasdeper, Kaxercd TOXBKO TaK. /TG:119/
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The dialogues between Spektorskij senior and his valet /in the
third chapter "Lestnica”/ reming one intensely of Belyj’s manner
of writing and reflect in an ironising pattern the already
ironic nonsense dialogues in "Potorburg' between Ableuxov senior
and his valet: the queation—and-;nnwer gane /e rapid switch of

' gpeech and rejoinder without intervening nsrrative/. the
laconicism of the introduction to the dialogues, the oolloquia14
ly tinged rhetoric, the repetitions and ellipses, and the pun-

ning,jokes of the master at the expense of his servant:

Or BpeMeHH X0 BpOMeHE CAHMANOCSE:

- CoEpumos!

- Jro mpuxaxere, Capue?

- CompEmoH, TH OO Raxoff, craxm, crarpe? T, coOCTBERHO,
gero ryasems? Caas bBo, caas Bo, cnexall, nyweHbpRa,
ofoyxesse, Ho mo Raxoff crarse? TW 0O IaymocTs, 9TO A&7
- [lyrnTs #3BoxATE. [lmOCKOCTYOH MH. Ckopo x:, Cepref
Tegpampenas OyayT?

- He 3map, aymesrra, He 3Hap, Exexx de3 jmememm, TO BO
BeaArult wac, Hemapoxom. Bpacmrox, Bpacmiox, COEDENOH.
- Yero-c?

- Tag, TH ropopmms, Oypas?

-~ Ogerro crpammufl,

- Cmmry, oxumy. Cximmy, KymeHsRa, H Ge3 reds. Tak He
ATTA? Tak MH Taxk B 3anumeM, YTO OO I'JIyOOCTA.

Wma

- Bammms, CoOMDHNOH, - TOCKAE y MeHdA, TH, NyUEHbKa, He
G6yme HeBexell m crapmero He mepedmpal, - s BOT OpO -
9T0 - He XeHECh, CnEpmnos. Eewmupcs, cuAa Ha BOHHY
BO3BMYT, ® Cylemb BOT, KaK A... OO JAECTHHLE...

- Hyxym Ber? )

- Ha BHyKOB XxBaTHET. Ha BHyROB, HEKOrma oHa He KoHuUATCA!
A ROHuUETCA KOrNa, I'OBODANL?
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Cansuoro'uapra.,ﬂa dyxymli I'ON, COXBMOTO THOAZ,
OOMAHE MO@ CJAOBO, = MAD, A IBepPS> TH Ha HOYS TOI'O -
- OT HemmeB. /TG:120f/ ‘

To cite the corresponding dialogues from "Peterburg" /pp;13-
-18, 340ff,401,408/ would hers be excessive. Referende is
limited to two special elements quoted by Pasternak: in the
chapter "Baron, Borona"™ /16ff/ the dialogue takes place "na
lestnice” /the staircase is in general an important location
in the novel, of,. the chapter.“Leatnioa" 2;3f/; and Belyj’s
play on words baron-borona also rings playfully in Pasternak.

5

The staircase motif leads intertextually, like other motifs >
connected clearly with the reference to "The Tale of Igor’s
Campaign", to the theme of wartime grief /"obida®/ which is
in turn combined with musical motifs /"truby", p.118,119/,
both lines being linked by their folk-culture aspect, The end
of the fragment is mysterious: "Ja vam kek-nibud® resskazu -
kak rozdajutsjes narodnye pesni,” However in the text itself
there is so to speak an intertextual solution to the riddle
in a correiponding pattern suggested by Pasternak: *kak
rozdajutsja narodnye opery’.

"Tri glavy" cpntains 5 Qeriea of subtle references to an
opera subtoxt's. often exactly at those places which seem in-
tratextually completely ummotivated and whose notivltioq may

therefore be sought 1ﬁtartextually. For example, the question



' "Znaete 11 vy ukrainskuju moS?™ in s characterisation of Lemox
/quoted above/ proves to be a literal qndtation from Gogol'’s
story "Majskaja nod’ ili Utoplennica™ respectively Rimskij-
-Korsakov’s opéra "Majskaja nod’"./

The manifest theme of folk song genre enters into a close
relationship with the latent one of opera. Both are vo&al :
musical genres in which the relationship between word and music
is decisive, a problem ever subject to controversial discussion.
The ensemble of te:?a evoked in the subtext presents the litera=-
ry-musical text equivalents of the literary oper|17 - the cited
Rusuian(bperas standing in particular for an optimum harmony of
the literary and the musical. The secret musical theme models
the conflict of word and note, and a solution to this conflict,
nemely an equality of text and music appears to be suggested
in the paradigm of chosen pre-texts.

In "Tri glavy iz povesti™ the paths of Pasternak’s artistic
evolutioh seem to cross; the text depicts the traces of his
artistic genealogy. Different disciplines meet in the inter-
textual field of this fragment. In Pasternak not only the
interest in music but also in Philosophy is still alive; it
is no coincidence that the whole subtext of "Tri glavy iz
povesati™ contains flashes of Nietzache throughout: it is upon
a musical-philosophical discourse that Pasternak builds a

musical-literary one.
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NOTES

: Shortened version of one chapter of my dissertation Inter-

2

4

textualitiit und Interpretierbarkeit des Werks. Zur frihen
Prosa Boris Pasternaks, University of Konstanz 1987 /chapter
C, with concentration on C-1/, For help in translation I am

indebted to Neil Cornwell and Raoul Eshelman,

On publication and reception of "Tri glavy iz povesti"™:
First published in Moskovskij ponedel’nik, June 12th, 1922,
Not included in Sodinenija 1961 because the text was not
known any more at that time and was rediscovered only in
1971 /when E.Mossman published an Bnglish translation/; a
Russian /but considerably defective/ text was published
together with another English translaticn by Anning /1972/.
Apart from these annotated translations there is no secondary
literature. In 1982 the text was published in a more acces-
sible form /VozP:114-22/, but even in this version not all
the mistakes were corrected., The mistake concerning the
numbering of thﬁ chapters, in particular, is repeated: the
last chapter /"Vozvrascenie"/ should not be a separate
fourth chapter, but a subchapter to the third /"Lestnica"/,
as in the original newspaper publication - the only
Justification of the title "Tri glavy".

On the theory of intertextuality cf. especially Lachmann
/1989/, Smirnév /1985/, on intertextuality in Pasternak:
Smirnov /1983/, Greber /1984,1987/ Cornwell /1986:40-44/.

¢f. Smirnov /1983/ and Greber /1987/.
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3 Pasternak draws this parallel himself in "Ochrannaja gramota"
where he decribes a performance of "Poeme de 1’extase" and
comments: "Eto bylo pervoe poselen’e Geloveka v mirach,
otkrytych Vagnerordlja vymyslov i mastodontov, Ich raspugivali
litavrami i vodopadami chromatiki iz cholodnych, kak pozarnye
brandspojty, trombonov." /cited from Soc.II, which contains

the later deleted passages from the newspaper version, p.355/.

FlejSman /1981/ interprets these passages merely as being
negative, probably transferring the common rejection of the
fl‘bemenach idea. That Pasternak at that time understood this
idea to be positive can be seen in the following passage

from a letter to his second wife Zinaida /at that time still
married to the pilanist Nejgauz/ praising Nejgaﬁz' piaro
playing: "Garrik vse igral prevoschodno, vecer byl nastojaScim
triumfom. No nekotorye vesci /.../ on igral sverchieloveceski
smelo, bozeatvenno,'bezbrezno vlastno, nezno-lepetno do

uletucivan’ja, nemater’jalno," /1972a:204/

7 A similar differenciation transferred to another time can be
found in Pasternak’s earlier story "Pis'ma iz Tuly" where
the old man, once an actor, lives amid the tension between
the "new time"™ with its modern type of nzreliSce", the
cinema, and the "potrebnost’ v tragiCeskoj celoveceskoj
reci" - an obvious assimilation of the idea resulting from
"Geburt der Trag8die" that the tragic is the real artistic,
that the genuine tragic hero diaappeara'in modern time
/ef. also the notion of art as tragedy in "Ochrannaja
gramota™: "Iskusstvo nazyvalas? tragediej. Tak i sleduet
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emu nazyvat’sja." /0Gri264/., In "Pis’ma iz fnly' Pasternak

uses the image of the actor in a double sense, on the one
hand in the positive figure of the old man and on the other
hand, in the Nietzschean negative sense, as caricature of
the film actors, This is implicitly echoed in "Tri glavy iz
povesti”®,

cf., in D8ring /1973/ the passage about the relation of
Pasternak’s concept of realism to the discussion of realism

and art politics in the thirties /p.79ff/.

In the last of the early prose texts, "Povest"™, the problem

of romanticism is projected onto Pushkin and the romantic
"night" genre., "Povest" most clearly refleots, in addition

to the theme of the romantic artist, the forme and devices
characteristic of romantic writing /of. Greber 1987, B-3.2.2./

Zjutc’ name, too, is significant in this context as it refers
to the German baroque cémposer H.Schltz /cf. note 17/,

A metaphor for seeing is implied in the name of Spektorskij,
too /from the Latin specto, spectare/. Later in "Doktor
%ivago™ there is still a trace of the motif: Jura Zivago
writes his examination paper on the retina, end "glaz on
znal 8 doskonal’nost’ju buduscego okulista," /DZ:94/

Mossman 1971:388/ traces the chain up to this point pursuing
Pasternak’s "obscure etymology™: lilac pansies belong to the
nightshade family from which atropin, commonly called bel-
ladonna, is oitrloted. Belladonna, in turn, can be associated
with the "beautiful lady", Mossman resumes: "How utterly
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~different is this application, little more than a decadd

after the Symbolists, of one of the mdut prominent colors
/1ilac/ to the most prominent Symbolists theme /’la bel=-
ledame’/! The difference lies in a return to substantial
and verifiable, 1if obsaﬁre, bridges of association,"

13 The association can be applied to Fietzsche himself, There
is a passage in "Der Fall Wagner" where similar terms are
contiguous /Optik, Krankheit des Auges, Idiotenthum; FallW:
45/ and are in turn connected with true/false /whereby the
argumentation admittedly concerns something different/,

The actual motivation for the motif of melancholy and
insanity might be Nietzsche®’s mental derangement in his last

decade.

14 For Nietzsche’s reception in Russia see Lane /1976/,
Deppermann /1982/ and Drews /1985/,
The double reference to Belyj-Nietzsche occurs in "Detstvo

Ljuvers", too,cf. Greber 1987, chapter C-3.2.

15 The following is a considerably shortened summary of the
chapters C«~2 and C=3 of my dissertation.

b All of the intertextual signs - which are extremely restrained
in "Tri glavy iz povesti" - reveal a double reference to
literature and opera /apart from the sign "recitativom™ which
through its noﬁ-anbiguity at all guarantees access to the
‘subtext/. The following compilation reflects the order of

-

oocurrence in the text:
/1/ 8jutc - name of an /opera/ composer

/2/ NicSe - name of a philoi&fhar /writing on the opera/
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/3/ Znaete 11 vy ukrainskoju nod’? - literal quotation
from a work /which serves as an opera theme/ '

/4a/recitativom - musical opera element

/4b/reditativom, bolee romantileskim Cem = characteristic
of opposing opera trends /Wegner, Bizet/
muzéka, pod kotoruju idet Karmen

/4c/Karmen - name of an /opera/ protagonist

/5/ v "Polku Igorevi" - title of a work /which serves
as an opera theme/

/6a/potrjasal kistjami ruk i grivoju - element of an
/opera/ scene

/6b/kak mel’nik - /opera/ protagonist

/69/v "Rusalke"” - title of an /opera/ work

Titles: Authors: . Composers:

Carmen Merimée -Bizet

Rusalka Puskin -Dargomyzskij

Majskaja nod’ Gogol’ -Rimskij-Korsakov

/Knjaz® Igor®/ /Slovo o polku =Borodin/Rimskij-
Igoreve/ Korsakov/Glazunov

Dafne Opitz;librettist -Schiitz/

Rinuccini
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IPOBAMYECKII! OTPHBOK BOPACA TACTEPHAKA "TPY IVARN M3 TO370TH"
KAK APAHMVPOBKA PUJIOCOSCHO-MY3HKXAJEHOTO TMOITEXCTA

. Pesiome

ABafA colok cokpamemm BapEaHT onkof U3 vacrelt maccepTaiul,
zzémaa CTaThA NOCBAUlCHE 8HaJaN3y FUN0COTCKOIO ¥ MY3HKaIBHO~-3C0TC~
THYECKOI'0 [MONTexcTa exsa JM He camoro (ipaIveHTa DHOTO Ipo3auvec-
XOro TexcTa [BCTepHAKAa. B €€ OCHOBE JIEXHT NPeXNOJNOXeHAe TeoTiH
AHTEDTEKCTVaJBHOCTY O TOM, YTO DA3fleNH, KOTOPHE GeCeBA3HW WM
HEIOCTA TOYHO MOTHBHDOBAHH BHYTDH TEKCTA, MOKHO OOBACHITE UX CBA-
2AMA C IDYTMMA TEeKcTaMd,

"TpH rJABH" OXa3uBAETCH B 3TOM IUIAHE TAKUM TEKCTOM, B XOTO-
POM H2IWIO MMIOTUIMITHOE BHpaxeHHMe OTHOouleHue Ihcfepmxa K Fagme H
OTHACTH K DOMEKTH3MY, (Ca acnlexTd 32uMCDOBAHH B MY3NKSJABHOM NOJ-
TexcTe., OTCHIXA K onepe "HapMeH" OKa3wBaeTcA 'HecoOCTBEHHOR I1H-
TAaTOM’ M3 couMHeruit HAlwe, MOJEMAYECKHM HANPRBJEEHNX NDOTAB "po-
VA HTHKA" 3arHepa; B M3BECTHOM CMHCJE CBOP COGCTBEHEVD MOJIEMUKY
C TOMAHTH3MOM [laCTeDHEK 3aMeRAeT moJyeMurolt Marme, B Survrax [nm-
18 i COSXTODCKOTO 3aMeTHA ONMO3MIMA NHOHMCHICKOTO MR /XMess
4 x20c/ M aNOLIOHACTHYECKOTO HEvasR /con/, dunocodcxu Bupacorah-
Hf HEime X JMTepaTypHO U3olpexerHas A, BesmM B "Merepdypre".
{ Besomv ze TACTEPHEX OTCHAAET MOCPENCTBOM i CTHMCTHAYECKUX, ¥
ceMa HTHYECKIX aJaosHit,

[louTy BCe MHTEDTEKCTYRJBHNE CCHJKM B "Tpex riasex" isolcTeer-
Hi! OHY KaC2urcsl X8X JMTEPaTVPH, TEK X Oonerw, & KMEeHHo: .niTera-
TvDEO?® omepw, TEXMM OCPA30M, OGCHADYREBIETCH MOITEXCT, B KOTOTOM
‘acTepHAX XSK CVITO 3aUMIDOBAJN TABHOBECHE TERCT3 M Mva:iil, "Tnu
TEBE" - 3T0, T2K CK33aTh, JUTETRT THN! SKBMBAJNSHT FLIQCOTORO-



- 153 =

MysuxaJbHOfl acTeTHXX Hmie, B KOTODOM CTDE3KECH CHorpadua TBe-
TEPHAKa - Mepexox OT MYSHKM K (uIocofHM M, nasee, X JHUTEpartTvne,



