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Note

In this book, I use an abbreviated footnote form, giving the
author's last name and page number. When more than one work of an
author has been consulted, 1 include the date of the relevant work and
occasionally the place of publication in the footnote to avoid confu-
sion. Full bibliographical information can be found, alphabetically
by author, in the "Works Consulted.” Vyacheslav Ivanov's Complete
Works (Sobranie sochinenii) are referred to as S§, followed by the
volume and page number.

In the case of anonymous publications, reference works (i.e.,
dictionaries, etc.) and archival sources, I give all relevant information
in the footnotes. German archives are named in full, while the Ivanov
family archive in Rome is referred to as "Rome archive." Russian
archives are designated by the following abbreviations:

RGB Russian State Library, Moscow
GPB Saltykov-Shchedrin Library, St. Petersburg
TsGALI Central State Archive of Literature and Art, Moscow

To assist specialists who may wish to consult the archival materials,
dates of letters are cited precisely as they appear on a given document.
In other words, some dates are given in old style and some in new; in
cases where the original writer gave old and new styles, I also include
both.

Since some readers may not know Russian, let me explain that I
have used a simplified system of transliteration in the text and notes
(that found in Victor Terras, A Handbook of Russian Literature, New
Haven, 1985, p. xix) and the more precise, but less readable British
system in the "Works Consulted.” The differences concern only end-
ings; anyone familiar with Russian should have no trouble recogniz-
ing, for example, that "Bely" and "Belyi" are the same person. Those
who do not will not be affected in any case.

Occasionally Russian authors published their work in Germany
and used the German system of transliteration (e.g., Voloshina
became Woloschin, Metner became Medtner). Confusion is almost
unavoidable in such cases. I attempt to simplify things by using the
Russian version of the name in the text and expository section of the
notes, but including in parentheses within the note the German
rendering, since it appears this way in the "Works Consulted.”

ix



x Note

In both the main text and the notcis, lotr}ger %liflsei:snoihn::\l;r)igz
i illi in transliteration.
appear in Cyrillic, shorter ones In ‘ Ve
ir%)icated, all translations (from 1Gerrgan ar;(ei Iélléss;zgs)aagrees rggeogtréd fn
a few instances, 1 do not translate becau ges AT O eh
i t cannot be retained in knglish.
demonstrate nonsemantic features tha . R ST
i i for semantic accuracy; )
In translations of verse, I aim only accuracy; e e
indi i are maintained when
reaks (indicated in the footnotes by a /) )
tc)an be (done without detriment ;lo Enghsahpso};néxa)i(s' ci\tlggsientir?snzlr?ttilr%?;
i ed in the main text whenever . . 6
?)rre\xl/rtllzlrllldin my judgment, it can be done without unduly distracting

the reader from the discussion.

Acknowledgments

First and foremost, I wish to thank friends and mentors whose ad-
vice and suggestions have left their mark on this book. Konstantin
Azadovsky, Mikhail Gasparov, John Malmstad and Igor Smirmnov
patiently guided me through the initial stages of this project, greatly
adding to my understanding of Symbolism and poetics. Vladimir
Alexandrov, Caryl Emerson and Andrew Wachtel gave detailed and
much needed help in revising the manuscript. Ol'ga Kuznetsova,
Gena Obatnin and Andrei Shishkin generously shared unpublished
archival materials with me. Charles E. Townsend and Ellen Chances
sacrificed many hours to assist with proofreading and editing. I owe a
special debt of gratitude to Dimitri Ivanov, whose kindness, patience,
and good will have continually inspired me.

This book could not have been completed without the financial
support of three organizations: IREX, Fulbright, and the Princeton
Committee for Research in the Humanities and Social Sciences. 1
truly appreciate their commitment to my work.

I would also like to thank publicly the people connected with the
University of Wisconsin Press who assisted in the publication of this
book: David Bethea, Allen Fitchen, Raphael Kadushin, Lydia Howarth,
and the two outside readers, Steven Cassedy and André von Gronicka.

Last but certainly not least, I wish to acknowledge with gratitude
the contributions of two Princeton students. Adam Logan's computer
expertise is reflected on every page of the text, while Nicole Monnier
proofread the entire book and compiled the index.

X1



Russian Symbolism and
Literary Tradition



Introduction

. . . denn ich war langst iiberzeugt, es gebe
nichts Neues unter der Sonne, und man kdénne
gar wohl in den Uberlieferungen schon
angedeutet finden, was wir selbst gewahr
werden und denken, oder wohl gar hervor
bringen. Wir sind nur Originale weil wir
nichts wissen.!

—Goethe, Naturwissenschaftliche Schriften

Whether labeled "influence,” "reception,” or "intertextuality,” the
question of a writer's relationship to tradition has long been of central
importance to literary study. All art both belongs and contributes to
a system, yet artists themselves rarely acknowledge the extent and
significance of their own connectedness. Some altogether deny or
reject their heritage, others assiduously avoid mentioning those who
have left an imprint on their work. Still others expend boundless
energy questing for precursors, discovering (or claiming to discover)
myriad organic links to the literature of previous generations.

The work of Harold Bloom, perhaps the best known student of
poetic influence in Anglo-American criticism, provides a convenient,
if extreme, point of departure. Arguing for a literary history that fo-
cuses on a poet's relationship to his predecessors, Bloom maintains
that no poet can understand himself—or be understood by others—
outside the tension-ridden context of the larger literary tradition. In a
characteristically provocative pronouncement, he insists that "the
caveman who traced the outline of an animal upon the rock always
retraced a precursor's outline."2

1. ". .. for I had long ago become convinced that there is nothing new under the
sun, and that we can already find in the works of our predecessors hints of what we
ourselves notice and think, or even of that which we create. We are only original
insofar as we know nothing.” Goethe, Writings on the Natural Sciences, in Trunz,
vol. 13, pp. 111-12.

2. Bloom, p. 4.
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Of course, Bloom by no means celebrates such repetition. In his
view, tradition is the primary problem that confronts the would-be
poet: "Any poet (meaning even Homer, if we c;ould know enoggh
about his precursors) is in the position of being after the Event,' in
terms of literary language. His art is necessarily an aftering, and so at
best he strives for a selection, through repression, out of the traces of
the language of poetry; that is, he represses some of the traces, and
remembers others."3 In short, each great poet Struggles with the
legacy of his predecessors of, in Bloomian terms, his b_elatedness.
According to this highly competitive—even combative—view of cre%
ativity, the tradition, by virtue of its very excellence, becomes more 0
an obstacle than a source of inspiration. Bloom offers only one solu-
tion to this problem: a poet cannot ignore the tradition, but he can re-
press it. Poetic creation thus becomes a matter of willful forgetting. It
should be recalled that Bloom develops his theory of poetry in order
to explain a specific set of English (and Amel_'lcan) texts. His model
of literary creation may indeed describe En_ghsh Romanticism, but—
despite his assurances—it does not necessarily apply to other national

n y . 1 . .
tradlIttlci)s Sthe thesis of this book that the Russian Symbolists’ creativity
was based on a type of reception diamet'rically opposed to that posited
by Bloom. Symbolism, the most prominent movement of the 1890s
and the first decade of the twentieth century, ushered in the 'pe‘l:l()'d of
artistic achievement that has come to be known as Russia’s Silver
Age." The Symbolists, an erudite group of poets and thinkers, shared
a reverence for past accomplishment. If the English Romantics strove
to escape the burden of the past, the Russian Symbolists sought with
equal fervor to integrate themselves with it. Rather than exemplifying
Bloom's notorious "anxiety of influence," the works of the Symbohst§
evince what might be termed an "anxious desire to be'mﬂuenced.
Rarely has a creative movement SO eagerly and energetically looked
backwards. '

In a retrospective conclusion to the essay "The Emblematlcs.of
Meaning" (1909), Andrei Bely emphasized the way that Russian
Symbolism affirmed, broadened, and even justified previous move-
ments: "The Symbolist school shifted the borders of our conceptions
of artistic creation; it showed that the canon of beauty 1S not merely an
academic canon, that this canon cannot be the canon of only Roman-
ticism, only Classicism, or only Realism. Rather, the Syn}bohst school
justified all three trends as different expressions of a single creativ-
ity."4 In the continuation of this same passage, Bely made explicit the

3. Ibid.
4. Bely (1910), p. 113.

L
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organic connection of Symbolism to tradition: "The novelty of con-
temporary art lies only in the enormous quantity of the entire past that
has suddenly surfaced before us; today we are experiencing in art all
centuries and all nations . . . "

For the Symbolists, the past "surfaced” in numerous ways. With
few exceptions, the major Symbolists translated extensively, thereby
enriching Russia with a wide variety of linguistic and cultural tradi-
tions. They devoted critical and philosophical essays to foreign writ-
ers, artists, and philosophers. Delving into their own poetic heritage,
they published the first complete editions of major nineteenth-century
Russian poets. Through journals, regular meetings, and public lec-
tures, they educated each other as well as the larger intellectual com-
munity. Polymaths and polyglots, they spent lengthy periods abroad,
honing their language skills and acquainting themselves with other
countries' cultural history. Reception, in short, was not simply an as-
pect of Russian Symbolism; it was one of its guiding principles and
lifelong pursuits.

Valery Bryusov's comments on originality exemplify the
Symbolist approach to literary creation. Beginning with the assump-
tion that no writer has ever had the power "to free himself from the
influences of the past, of his predecessors," Bryusov proceeds to delin-
eate various types of "originality,"” the first of which has particular rel-
evance to the present study: "A writer is original if he brings into his
native5 literature that which has been created by writers of another na-
tion."

In contrast to the Bloomian model of willed forgetfulness, then,
the Russian Symbolists operated with the fundamental concept of
tenacious remembrance. In particular, the work of Vyacheslav Ivanov
(1866-1949), is based on a virtual cult of memory. For Ivanov,
memory is more than a link to past achievement. Repeatedly empha-
sizing that Mnemosyne is mother of the muses, he recognizes in
memory the very source of artistic creativity.® Finally, as anamnesis,
memory connects past, present, and future, offering the promise of

immortality: "He in whom eternal memory lives, / Eternally triumphs
over death."”

Vyacheslav Ivanov's reception (and canonization) of Goethe and
Novalis serves as the focal point of the present study. Ivanov's interest
in these poets can be understood as part of his nation's ongoing fasci-

B

5. Bryusov (1975), vol. 6, p. 390.
6. 58S, vol. 2, p. 99; vol. 3, p. 392,
7. From the poem "Vechnaya Pamyat™ ("Eternal Memory"), §S, vol. 1, p. 568.

For a discussion of the religious implications in Ivanov's usage of this term, see
Stepun (1964), pp. 259-60.
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i ith a country which, already decades before his birth, had
ggf:ll(()(l)lngt]i to Russians.y While France influenced all spheres of Russian
nineteenth-century society (from popular reading to salon culture {o
dueling conventions), Germany's attractiveness lay almost exslu_swe y
in the realm of the intellect. It was a land of universities, of "thinkers
and poets” ("Dichter und Denker,” according to the time-honored
cliché). In the 1820s and 1830s, Russian students immersed them-
selves in Hegel and Schelling with as much—and perhaps more—<en-
thusiasm than their German counterparts. Through numerous, often
excellent translations, Russians made a number of German poets their
own (most notably Goethe, Schiller,‘ and Heine). So _great was
Germany's allure that several leading nineteenth-century writers (e.g.,
Tyutchev, Zhukovsky, Turgenev) spent significant portions of -their

i re. )

llvesS{'tgtelvanov's relationship to German culture provides more than an
additional chapter in the history of Russq—German relations. Because
of the crucial role that reception played in the Symbolist literary pro-
cess, a study of Ivanov's reception of Goethe and Novalis leads be-
yond the Germans to issues that lie at the very heart of Russian
Symbolism: the theory of the symbol, ppetr")' as theurgy, the relation-
ship between literary creation arlld."real life," poetics and mythopoesis,

nd practice of translation. .

the %ei?i?e, ?10 Sr;mbolist can be cons}dered typical, Ivanov emquled
to a very high degree the characteristics that made Symbolism unique.
A poet-scholar, he was equally at home reciting his own verse,
discussing that of his contemporarics, or lecturing on the 'hlstor'y_and
theory of poetics. Combining linguistic brilliance with critical,
philosophical, religious and mystical depth, he succeeded—as many
Russian polymaths (e.g., Leo Tolstoy) could not—in integrating these
disparate realms. Perhaps most importantly, his worldview was formed
through direct contact with both Russian and foreign models. As
Ivanov wrote: "I am half a son of the Russian earth, from where I was
nonetheless driven out, and half a foreigner, from the apprennces.of
Sais, where race and tribe are forgotten."® Although of purely Russian
lineage, Ivanov considered himself European by cultural heritage. He
agreed with Dostoevsky, "that a true Russian was before all else a
universal man' ['vsechelovek'] and that for this reason he is in Europe
more European than a Frenchman or an'Enghshman or a German,
each of whom considers himself precisely a Frenchman or an

8. SS, vol. 3, p. 412. Ivanov gave a similar account of his origins when
discussing his mother: "And while she was pregnant, she 'constant.ly loolfed now at a
portrait of Pushkin, now at a portrait of a certain very wise and mdustnpus German
that was hanging on her wall. And [ inherited something from Pushkin and even
more, perhaps, from that German." Al'tman, p. 309.

R
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Englishman or a German and only conditionally and abstractly—a
European."?

In the estimation of his peers, Ivanov occupied a preeminent posi-
tion among the luminaries of Russian pre-revolutionary culture.
Nikolai Berdyaev described him as "the central figure of that time"
and "one of the most remarkable people in an epoch rich with tal-
ents."10 In the words of Fedor Stepun, he was "the most multi-faceted
and at the same time most organic figure of the Russian Symbolist
school."!! 1In short, from a literary-historical point of view, it is ap-
propriate to place Ivanov at the center of the Symbolist movement.
Ironically, the very qualities that make him complex and difficult to
grasp for modern readers made him exemplary for his contempo-
raries.

Ivanov's breadth of interests can be traced in part to his biography,
unusually peripatetic even by Symbolist standards. He came from
relatively humble origins, the son of a land surveyor (who died in
1871, when his son was five years old). His mother, a devout, well-
read, and artistically inclined woman, seems to have been the most
significant influence on him during his youth.1? He grew up in
Moscow, finishing gymnasium with a gold medal and receiving a
prize in classical languages at Moscow University. Encouraged by his
professors, he left the University after two years (1884-86) in order to
continue studies in Germany. Together with his wife Dar'ya
Mikhailovna Dmitrievskaya, Ivanov spent the next five years at the
University of Berlin, where he concentrated on ancient history and
classical philology. In these years, he continued a secondary interest
that he had begun in Russia: writing verse. Early in 1892, Ivanov, ac-
companied by his wife and daughter, left Berlin for Paris and Rome.
The purpose of this trip was to complete the dissertation (on Roman
tax law), which, in the custom of that time, Ivanov was writing in Latin.
While in Rome, he met the strong-willed and impetuous Lidiya
Dimitrievna Zinov'eva-Annibal. A passionate affair developed be-
tween them in 1895, and Ivanov divorced his wife and remarried.
This decision also inspired him to break with the conventional world
of academic scholarship and focus his energies on poetry. While
Ivanov ultimately completed his dissertation, he never sat for the final
oral examination and thus failed to receive a degree.

9. Letter to A. G. Godyaev of 7 October 1935 (Rome archive).

10. Berdyaev, p. 154.

11. Stepun (1989), p. 123.

12. "She was an original woman, with a penetrating mind and a lively
imagination, gifted with a sense of elegance especially in music and word, and with a
deep mystical feeling." From Ivanov's autobiography of 1904, first published in
Kuznetsova (1993), p. 82.
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Numerous legal complications (Lidiya was also engaged in di-
vorce proceedings) ensured that Ivanov and Lidiya would spend their
first years together outside Russia. Their daughter, also named Lidiya,
was bom in 1896. The next years were spent in France, Switzerland,
England, and Greece, with Ivanov writing poetry and gathering
material for a study of Dionysus and Dionysian cults. In 19Q3:
Ivanov gave a series of lectures on the religion of Dionysus in Paris;
among his listeners was Bryusov, who encouraged Ivanov to join
forces with the Russian Symbolists. In that same year, Ivanov's first
book of poetry appeared in Russia. This work, together with numer-
ous theoretical essays that followed (many as contributions to
Bryusov's joumnal "Libra") quickly eamed Ivanov the reputation of a

jor Symbolist. ) .
maJIvan}év and Lidiya returned to St. Petersburg in 1905. Their
apartment, known as "The Tower," became the focal point of
Petersburg culture. On Wednesdays (beginning late in the evening
and lasting almost until morning), the apartment tumed into a creative
laboratory: the foremost poets read from their recent work, the most
illustrious thinkers lectured and debated. With his encyclopedic
knowledge and wide-ranging interests, Ivanov officiated at these leg-
endary symposia, serving as critic, teacher, and interlocutor for an en-
tire generation of Russian intellectuals. _

In 1907 Lidiya died suddenly outside Petersburg, after tending to
peasant children who were suffering from scarlet fever. Ivanov was
devastated. While he continued to write and lecture (his major
statements on Symbolism date from this time), the next few years
mark an unusually dark period in the .poet's life. Ivanov emerged
from his depression by heeding Lidiya's advice .proffered from
beyond the grave. In accordance with her w1shes' (which he le"c'lde. of
through visions and automatic writing), Ivanov 'redlquve{ed Lidiya
in the form of his stepdaughter Vera Shvarsalon (Lidiya's daughter
from her first marriage). When, in 1912, it became evident that Vera
was pregnant, the couple departed for Western Europe. .

A year later, Ivanov returned to Russia with his young wife and
son, taking up residence in Moscow. In .thls new new location, he
picked up precisely where he had left off in Petersburg, spending the
war years as an active participant in Moscow's cultural life. Like many
intellectuals, Ivanov had little sympathy for the tsarist regime.
However, he immediately recognized that the October Revolution was

an unacceptable solution for Russia's ills. By 1918, Ivanov had
published poems and essays in which he unambiguously criticized the
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senseless cruelty and godlessness of the revolutionaries.!* Personal
tragedy was soon to follow: Vera died from the privations of civil war
in the summer of 1920. Shortly thereafter, together with his daughter
Lidiya and his and Vera's son Dimitri, Ivanov left for Baku, where he
managed to secure a professorship in classical philology. In 1924,
through the personal intercession of the Soviet Commissar for
Education A. V. Lunacharsky (a former friend and participant in the
Wednesdays at the "Tower"), Ivanov was given permission to travel
abroad. He departed for Italy, where he spent the last twenty-five
years of his life. He died on 16 July 1949.

It will be helpful to focus on those elements of this brief
biographical survey that illuminate Ivanov's German orientation and
inclinations. His nine semesters at the University of Berlin play an
especially significant role in this regard, for they were in many
respects his formative years. In the most extensive published source
on this period (the retrospective "Autobiographical Letter" of 1917),14
Ivanov mentions that the first semester (fall, 1886) was spent
"mastering the German language"!’ and that his views of German
culture formed quickly: "As concerns things German, my interests
were determined immediately and forever....I reveled in the multi-
volume edition of Goethe, I lovingly immersed myself in Schopen-
hauer, I knew nothing in the world more sweet and spiritually
satisfying than German classical music."16

Archival holdings amplify this laconic account. Notebooks from
the Berlin period indicate that, in addition to his rigorous academic
program, Ivanov was constantly writing poetry. Several titles should
be noted, for they reflect his awakened interest in German culture:
"Na Reine" ("On the Rhine"),!” "V gorod Minnesang" ("Into the City
of Minnesang"),!® "Kel'nskii sobor" ("The Cologne Cathedral"),!?
"Germanskomu professoru istorii" ("To a German Professor of

13. See the cycle of poems entitled "Pesni smutnogo vremeni” ("Songs of the
Time of Troubles") in §S, vol. 4, pp. 72-75, and the essays from the newspaper Luch
Pravdy (The Ray of Truth), reprinted in Obatnin and Sobolev.

14. Despite its name, it is not a "letter” in the strict sense. It was written in
1917 at the request of S. A. Vengerov for the series Russian Literature of the
Twentieth Century.

15. SS, vol. 2, p. 16.

16. Ibid., p. 18.

17. RGB, f. 109, k. 1, ed. khr. 26.

18. RGB, £. 109, k. 1, ed. khr. 31.

19. RGB, f. 109, k. 1, ed. khr. 26. Ivanov later added another stanza and re-
named the poem "V goticheskom sobore” ("In a Gothic Cathedral”), cf. RGB, {. 109,
k. 1, ed. khr. 23. An earlier version also exists under the title of "Goticheskii khram"
("The Gothic Church"), RGB, f. 109, k. 1, ed. khr. 33.
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istory"),20 "Gete" ("Goethe™),2! and even "Faust. Russkie varianty
I(;Il;:{locgeghelovecheskoi legendy" ("Faqst. Russian Varlar}ts of a
Universal Legend").22 While Ivanov ultimately decided against ;{u(tj)-
lishing these poems, he thought highly enough of some to include
them in the group he sent for evaluation to Vladimir Solovyov in
1895.23 In Kormchie Zvezdy (Pilot Stars), his first collection of po-
etry, Ivanov included one German-oriented poem written during the
years in Berlin: "Missa Solemnis, Betkhovena" ("The Missa Solemnis

nn .24 .

of Blgzml?i‘;ethi)rd semester (fall, 1887), Ivanov had begun to write
German poetry. In contrast to the gene;ally contemplative tone of his
Russian poems, Ivanov's German verse 1S often marked by irreverence
and levity. However, as the following verses demonstre}te,_ Ivanov was
also experimenting with formal aspects of German poetics:

Fraulein [H?]

Vieles gab dir der liebende Gott; die iibrige.Gabe, »s
Ein vollkommenes Gliick, schenke der liebende Mensch.

Miss [H 7]

The loving God gave you many things; the relpaining gift,
Complete happiness, may the loving man give you.

is brief poem, addressed to an anonymous womar, deserves atten-
’t1;(1)1;ls lggseforr) its theme than for its versification. It is an example of the
elegiac distich, a classical meter populan;ed in the modem German
tradition by Goethe and Schiller. In Russian poetry, it was occasion-
ally used by Pushkin, and ultimately became a favorite form of Ivanov

20. RGB, £. 109, k. 1, ed. khr. 26.

21. Ibid. . b " which T

2. This is the title of the second scene of Ivanov's "Russian Faust,” whic

i t length in chap. L. . o -

dlscuZS;.aS:l‘;%yov merﬂioned "To a German Professor of History," "In a Gothic
Cathedral," and "Into the City of Minnesang," including the latter two among the flv'e
poems that he considered "especially interesting.” Ivanov learned of Solovyov's
reactions to these poems in a letter from his first wife of 2 Tuly 1895. RGB, f. 109,
k. 25, ed. khr. 30.

£. 109, k. 1, ed. khr. 26. .
3‘51 II({CG;%, £ 109, k. 1, ed. khr. 33. Below these verses Ivanov wrote "Zur Er-

innerung an einen alten Herrn" ("In Remembrance of an 0Ol1d Man") and dated it "30.
XII. 87."
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himself.26 It should be emphasized that Ivanov's realization of this
ancient form (i.e., his numerous trochaic substitutions for dactylic
feet) reflects German rather than Russian usage. For Ivanov, then,
German was not merely the language of the seminar room; his poems
reflect a creative interest in and sensitivity to the German language as
such.

It was surely as a result of his intensive academic studies that
Ivanov also mastered omate, literary German.?” His stylistic command
is apparent in his correspondence with his adviser, Professor Otto
Hirschfeld, during the years 1892 to 1894. The content of these
letters is rather formulaic; they begin with a florid exordium (con-
ceming either the addressee's health or the writer's poor letter-writing
performance) and proceed to enumerate various unforeseen and
unavoidable obstacles that impede progress on the dissertation. The
opening sentences of Ivanov's first letter to Hirschfeld (from
December 30, 1892) set the tone for the entire correspondence;

Hochverehrter Herr Professor,

Es werden im nichsten Frithjahr zwei volle Jahre verflossen sein, seit
ich von lhnen fiir eine, wie ich damals hoffte, viel kiirzere Frist
Abschied genommen habe. Wollen Sie mir das Fehlen meiner Briefe
wihrend dieser langen Zeit giitigst verzeihen! Ich bin mir der Schuld
des Schweigens vollig bewuBt, sowohl angesichts der Giite, mit
welcher Sie mich zum Schreiben aufgefordert hatten, als in Anbetracht
dessen, daB ich Sie dadurch in eine UngewiBheit in Bezug auf das
Schicksal lhres von mir unter Ihrer Leitung bearbeiteten Themas
vielleicht versetzt habe. Aber abgehalten hat mich vom Schreiben
gerade der Wunsch, Ihnen etwas Bestimmteres iiber den Gang eben
dieser Arbeit mitzuteilen, die ich nicht aufhérte weiter zu férdern.®

26. An entire section of Pilot Stars is entitled "Distichs.” It includes poems
from as early as 1892 ("Laeta").

27. According to a course schedule Ivanov himself drew up (Humboldt University
in Berlin: Rektor und Senat, Abgangszeugnisse vom 16.11.95 bis 4.3.96), Ivanov
enrolled in as many as eight courses a semester. It is worth noting that almost all of
his academic work was in the general area of history and philology. Only five of the
forty-seven courses were devoted to literature (these focused exclusively on Latin and
Greek texts). While Ivanov would go through life described as a "student of
Mommsen,"” archival evidence shows that he worked more closely with Otto
Hirschfeld (twelve courses) than with Mommsen (five courses), although this is
likely explained by the fact that the septuagenerian Mommsen rarely taught in these
years.

28. The letter is in the Hirschfeld archive (Deutsche Staatsbibliothek Berlin,
Handschriftenabteilung, Literaturarchiv). "Most Honored Herr Professor, This
coming spring two years will have passed since the time I took leave from you for a
(as I then hoped) much shorter time. Please kindly forgive the absence of my letters
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The tortuous history of Ivanov's doctoral dissertation has li;tlg rel-
evance to the concerns of this study; what does deserve emphasis is the
fact that by 1892—more than a decade before he was to play a
leading role in the Russian Symbolist movement—Ivanov had
acquired an extraordinary stylistic command of literary German.

When Ivanov burst upon the Russian cultural scene in 1903, he
possessed a formidable knowledge not only of the German language
but also of the literary and philosophical tradition. Numerous refer-
ences to German thinkers in his first published essays make clear that
he had already internalized their works. As contemporary documents
indicate, Ivanov's authority in matters of German language and culture
soon became widely known and respected. Already in 1_903, Bryusov
asked Ivanov to translate The Birth of Tragedy for a .Russmn'edmon of
Nietzsche's works.2® Somewhat later, the influential publisher Z. 1.
Grzhebin turned to Ivanov when he needed an evaluation of Russian
translations of Wedekind.3® In 1908, Johannes von Guenther (a
translator from the Russian and unofficial emissary of German cul-
ture) prompted Ivanov to write a cycle of German poems under the ti-
fle "Gastgeschenke."3! Friedrich Fiedler, another native spealser and
translator, testified to Ivanov's fluency in his diary in 1910: "Today
Vyacheslav Ivanov was here. How beautifully the man speaks German
and even writes German, and even in verses. He wrote some to me in
my album 'At My House," even if I did help out a bit with the

during this long period! I am fully aware of the guilt of silence, _both ?n view of the
kindness with which you had urged me to write and also in consideration of the fact
that I perhaps put you in a position of uncertainty regarding the fate of the sgbject
that I was working on under your supervision. Yet it was precisely thfa desire to
inform you more specifically about the course of this very work-—which I never
ceased to expedite—that kept me from writing."

29. Literaturnoe nasledstvo, vol. 85 (Moscow, 1976), p. 441. A few years 1a§er,
Ivanov happily agreed to translate Thus Spoke Zarathustra for the same edition (Ibid.,
p. 507). However, neither plan was realized. )

30. RGB, f. 109, k. 26, ed. khr. 42. The letter is undated, but the fact that
Grzhebin sends regards to Ivanov's wife, Lidiya Dimitrievna, makes clear that it was
written before October, 1907. ‘ '

31. Ivanov subsequently published them in Cor Ardens. For the h1story of their
composition, see SS, vol. 2, p. 737. The title of the cycle is. probably a '(;ocular or
immodest!) reference to Goethe's play Torquato Tasso, act 1, lines 77-79: "Und es ist
vorteilhaft, den Genius bewirten: gibst du ihm ein Gastgeschenk, So 148t er (?u ein
schoneres zuriick.” ("And it is advantageous to treat the genius generously: if you
give him a gift, he leaves a nicer one behind.") Ivanov had first' met Guenther a few
years earlier: cf. his letter (of 17 March [1906]) to M. M. Zamy_atma; "The young man
vlon] Giinther just visited me and read me a series of translations into German from
my lyric poetry. A handsome and talented young man.” RGB, f. 109, k. 9, ed. khr.

33.
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rhymes."32 In 1913, Ivanov was asked to supervise and write a fore-
ward for a Russian translation of Rilke's "Book of Hours."33

As a translator, Ivanov actively encouraged Russian assimilation of
German literature. His major accomplishment consists of the first,
and, to this day, most complete Russian rendering of Novalis's lyric
poetry. Other lengthy translations include "Die Doppeltgdnger" ("The
Doubles"),34 one of E. T. A. Hoffmann's tales, and Goethe's verse
drama "Prometheus."35 For illustrative purposes in his critical essays,
Ivanov carefully rendered into Russian select passages from Goethe
and Schiller.

During his four-year tenure at the University of Baku, Ivanov
taught three courses in German literature and thought—on German
Romanticism, Nietzsche, and Goethe.36 It is significant that, in 1923,
when hoping to leave the Soviet Union, he considered Germany his
only possible haven.3” When, a year later, he succeeded in leaving
Russia for Italy, Ivanov's command of German proved valuable and
practical. It allowed him to contribute to mainstream European cul-
tural life and thereby escape the intellectual isolation that was to be-
come the fate of so many émigrés. Ivanov wrote a number of philo-
sophical and literary essays in German that appeared in two well-
known journals (Hochland and, with regularity, Corona). In that
language, he corresponded with luminaries of European culture, in-
cluding Martin Buber, Emst Robert Curtius, and Karl Muth.3® He
translated some of his own essays and select Russian lyric poetry
(Tyutchev, Baratynsky, Pushkin) into German. In the 1930s, he
worked on German versions of his own works: selected lyric poetry,

32. Azadovsky (1993), pp. 4647, cites this passage as well as the poem itself.

33. The translator, Yulian Pavlovich Anisimov, was at the time affiliated with
the Russian Futurists of the "Lirika" group. His translations appeared in 1913,
without Ivanov's foreward.

34. According to the original plan (of 1919), Ivanov was to translate three
Hoffmann tales, which were to be illustrated by Golovin, Benois, and Dobuzhinsky.
Only one volume appeared (in 1922, with illustrations by Golovin). Cf.
Kupreyanov, p. 122.

35. This work, along with translations of fifteen lyric poems, was
commissioned in 1929 for the 1932 centenary edition of Goethe. Only "Prometheus"”
appeared in print. The original contract as well as Ivanov’s versions of ‘two of the
shorter poems ("Rastlose Liebe" and "Paria”) can be found in the Rome archive.

36. Kotrelev (1968), pp. 326-27.

37. See letter to Bryusov of 12 July 1923, in Literaturnoe nasledstvo, vol. 83
(Moscow, 1976), p. 543.

38. Their letters are in the Rome archive.
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the long poem "Man," as well as the magnum ogus of the emigration
years, the unfinished "Tale of Prince Svetomir."3

In their retrospective quest to impose order on an unusually
amorphous movement, literary historians traditionally divide the
Russian Symbolists into an "older" and "younger" generation. The
first group includes "aesthetes” and decadents (Bryusov, Bal'mont,
Gippius, and others), who are contrasted with a more philosophical
and mystico-religious triumvirate (Blok, Bely, Ivanov). Such a model,
while oversimplified, is essentially accurate.®® Attempts to develop it,
however, have led to misleading assertions. Scholars have distin-
guished between the older and younger generations in terms of a shift
in orientation from France to Germany.4! While Blok, Bely, and
Ivanov were indeed interested in German culture (as were, albeit to a
lesser extent, Bryusov and Bal'mont), it would be inaccurate to suggest
that a German orientation unified such diverse thinkers. Each
Symbolist discovered aspects of German culture that spoke to his own
spiritual and poetic needs, and each created in accordance with his
own idiosyncratic "German tradition.”

Bely's fascination with Neo-Kantian thought, for example, was not
shared by Ivanov. This fact comes out clearly in a letter Ivanov wrote
to Mintslova:

My aspirations and those of Andrei Bely are not only close, but
essentially coincide. As A[ndrei] Bely is well aware, I am skepti-
cal of his attempt to make Rickert the basis for the realization of
those aspirations in the sphere of thought—i.e., I do not think
that this tactic will succeed; but this does not hinder me from
wishing [him] such success in the name of [our] common aspira-
tions. It would be sad if Alndrei] Bely needed Rickert for himself,
for his own intellectual and spiritual needs.*2

By 1910, Neo-Kantianism had come to occupy a central place in
Russian thought.4> Of all the Neo-Kantians, Rickert was the most fun-
damental to Bely's conception of Symbolism.#* Yet Ivanov viewed
Bely's interest in Rickert as unnecessary and, ultimately, unproduc-

39. The German version of "Man" was first published in Doubrovkine, pp. 319-
75 The German "Svetomir" (as yet unpublished) can be found in the Rome archive.

40. "Older” and "younger” should not be understood in strict chronological
terms. The two generations coexisted (and often cooperated).

41. Cf. Donchin, p. 26; Bristol, p. 71.

42. RGB, £. 109, k. 10, ed. khr. 20. The letter is dated 15 January 1910.

43. See Bezrodnyi.

44. See Cassedy (1987), pp. 297-300, 308-10, 315-16.
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tive.45 The two poets' spiritual affinity rested on general principles
which, according to Ivanov, had no connection to Neo-Kantian
philosophy. In a similar way, when Bely began to embrace
Anthroposophy, German culture again served not to link Ivanov and
Bely, but to separate them.46

Such disagreement was not limited to philosophical issues; it also
concerned the reception of the Germanic poetic tradition. Heine,
traditionally a favorite of Russian writers and readers, received a varied
reception in the Symbolist period. Blok's immersion in the work of
this German poet is well-known.#’” He translated Heine (numerous
poems as well as a fragment of the prose) and devoted several essays
to him. Yet Heine was inimical to everything Ivanov held dear in the
German tradition. Ivanov blamed him for the loss of faith in the reli-
gious ideals of German Romanticism. "In the person of Heine the
guilt is still heavier: it is the guilt of a deep inner rejection of the reli-
gious idea and of a blasphemous mocking of the ancient testaments of
the school."48 Ivanov mentions Heine approvingly only in his book
on Dostoevsky, where he quotes "Nichtliche Fahrt" ("Night Journey"),
one of Heine's most mystical and enigmatic poems, emphasizing its
eerie closeness to the plot of The Idiot.*9 Curiously, this Heine poem,
the single one that finds Ivanov's approval, is completely alien to Blok.
Blok discusses the poem in a 1902 letter, but with a different
evaluation: "There is a very obscure 'romanzero' of Heine called
'Night Journey.' I have not delved into it, nor do I wish to do $0."50

Ivanov's command of the German language and intimate famil-
jarity with German culture set him apart from his fellow Symbolists of
the "younger generation.” (Both Blok and Bely, at least in the early
years of the twentieth century, had only a rudimentary command of
the language and must have relied to a considerable extent on
translations.)5! It is thus not surprising that Ivanov's own writings

45. "Rickert's philosophy is alien to me,” he noted in another letter. RGB, f.
109, k. 10, ed. khr. 20. This letter, also to Mintslova, is dated [11?] January 1910.

46. Once again Ivanov continued to respect Bely, without sharing his specific
interests; cf. Wachtel, 1990, p. 133.

47. Cf. Bailey; Knipovich; Landa; Lavrov and Toporov; Tynyanov (1921).

48. 8§, vol. 4, p. 255.

49. §§, vol. 4, pp. 550-51.

50. In Literaturnoe nasledstvo, vol. 89. Aleksandr Blok, Pis'ma k zhene
(Moscow, 1978), p. 97. .

51, Testimony to Blok's poor command of the language is the amusing, but
grammatically incoherent German missive he wrote to his mother in September,
1905, after receiving a flattering letter from Johannes von Guenther. Beketova, p.
149. Tt seems probable that Bely learned German reasonably well in his years with
Steiner. However, in the early Symbolist period, he appears to have relied on



16  Introduction

touch on myriad aspects of German culture: music (particularly
Beethoven and Wagner), philosophy (Kant, Hegel, and especially
Schopenhauer and Nietzsche), as well as literature (Goethe, Schiller,
Novalis, E. T. A. Hoffmann, Platen, George, and others). While he
alludes to innumerable German cultural figures, the frequency and
significance of the references vary considerably. Nietzsche and
Wagner, for example, were central to Ivanov's theory of theater.
However, his interest in them decreased greatly after about 1905.
Ivanov admired Platen for his poetic mastery and was interested in his
application of classical metrics to modern poetry.>? Yet Platen's direct
influence appears to have been limited to questions of form.

It is noteworthy that Ivanov showed little serious interest in con-
temporary German artistic trends. In the "Autobiographical Letter,”
he speaks of the "pretentious tastelessness and the depersonalized
force of the most recent German culture."33 Ivanov remained distant
even from the leading German poets of his day. While he clearly re-
spected Rilke, he mentioned him extremely infrequently.> ¢
Contemporaries familiar with the German cultural milieu repeatedly
compared Ivanov with Stefan George, since both occupied the central
position in their respective traditions.>S Ivanov spoke highly of

translations. Berdyaev claims that before he came under Steiner's spell, Bely hardly
knew German. Cf. Berdyaev, p. 192.

52. Tvanov became familiar with Platen's poetry in 1896. In a letter of 1 January
1897, he wrote to Lidiya Dimitrievna: "I also bought Platen’s poems, which I have
long wanted to get to know better as a result of the virtuosity of their form. Their
soul is their luxurious rhythms, the most rare and refined. Platen has drawn my
attention to certain classical ['antichnye'] thythms that I would like to make use of."
RGB, f. 109, k. 9, ed. khr. 41. Ivanov quotes Platen approvingly in his "Sporady,”
$S, vol. 3, p. 122. o

53. SS, vol. 2, p. 218. It should be emphasized that Ivanov wrote this fierce
condemnation of modern Germany in 1917. After the outbreak of the First World
War, Ivanov, like many Russians, harshly criticized German culture. Cf. Stepun
(1964, p. 239) and Stammler (p- 260). .

54. A draft of a letter from Ivanov to Anisimov (of 14 October 1913) contains,
to my knowledge, Ivanov's only evaluation of Rilke as a poet. According to Ivanov,
Rilke demands "an almost meditative attention. Clear and simple in and of himself,
he is nevertheless unexpected in his images and too profound, at times even intricate
(yet all the while extremely laconic) to be easily understood." RGB, {. 199, k. 9, ed.
khr. 2. Ivanov's essay "Vom Igorlied” ("On the Lay of Prince Igor"), which appeared
in Corona (1936, No. 6), was originally conceived of as an introduction to Rilke's
posthumously published translation of the Russian medieval epic. Cf. Ivanov's letter
to Herbert Steiner of 24 February 1930 (Deutsches Literaturarchiv, Marbach), where
he says that he would be "proud” to take on the task. ) o

55. Guenther (p. 120) emphasizes the similarities in their belief in the hieratic
nature of poetry. According to Henry von Heiseler (p- 72), "lvanov's positipn
corresponds approximately to that of Stefan George. Yet he is more comprehensive
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George, yet their similarities were surely a matter of coincidence
rather than influence.¢

Throughout his life, Ivanov's love for Germany was firmly an-
chored in the classics of the late eighteenth and early nineteenth cen-
turies. Among the celebrated writers and thinkers of this epoch,
Goethe and Novalis stand out in Ivanov's estimation. Historically
speaking, this pairing is somewhat curious: Weimar classicism (Goethe
and Schiller) and Jena Romanticism (Novalis, Tieck, the Schlegels)
were, after all, opposing contemporary movements. Their compli-
cated relationship was marked at times by respect but more frequently
by polemic and scormn. In terms of German literary history, it would
therefore have been logical for Ivanov to ally himself with one or the
other of these factions. Instead, Ivanov selects the leading exponent
of each and reconciles them. According to this unabashedly ahistoric
approach, characteristic of Ivanov's historical and philosophical views,
Goethe and Novalis become complementary. In numerous theoretical
essays, Ivanov describes the basic impulse of Russian Symbolism in
terms of these two writers. This is particularly telling in "The
Testaments of Symbolism," where Ivanov's avowed purpose is to
demonstrate Russian Symbolism's national roots. In enumerating the
movement's purel7y Russian lineage, he twice refers to Goethe and
once to Novalis.5” For his second collection of essays (published in
1916), Ivanov planned a section entitled "Towards the History of
Symbolism,"” which was to consist of only two essays—one on Goethe
and one on Novalis.’® Finally, in important and complicated ways,

and a leader not only in lyric poetry." It is noteworthy that Heiseler, as translator of
Ivanov's drama "Tantalus,” sought to introduce Ivanov and his works to the George
circle. In a letter to Ivanov from 2 November 1912, Heiseler wrote: "Incidentally,
through a number of private readings, I have attempted to make 'Tantalus' known at
least to a few valuable people, among them Dr. Karl Wolfskehl of the 'Blitter fir die
Kunst,' who was greatly impressed by it. You must definitely meet Wolfskehl; he is
one of the most vital and richly endowed people who now exist. I cannot say today
whether the 'Blitter' will publish 'Tantalus.’” It seems to me that the initiative must
come not from me, but from the 'Blitter,’ because it would be for me too great a pity
were 'Tantalus' to be rejected.” (RGB, f. 109, k. 15, ed. khr. 59).

56. Two 1910 references indicate Ivanov's attitude towards George. In a diary
entry from 30 March 1910, Fiedler records the following: "[Ivanov] holds Stefan
George in extremely high esteem, not so much as a poet, but more as a ‘'master’ (of the
word)." In Azadovsky (1993), p. 46. In Apollon (1910, No. 7), Ivanov lauds "the
great master of the most recent German poetry, Stefan George" (reprinted-in §S, vol.
4, p. 182). Nonetheless, there is no reason to conclude that Ivanov was intimately
acquainted with George's work.

57. S8, vol. 2, pp. 596-99.

58. 88, vol. 4, p. 738. The section was not included due to the paper shortages
during the war.
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Ivanov expressed his homage to these two "proto-Symbolists” by in-
corporating them into his own poetry.

Ivanov, unlike Harold Bloom's "strong poets,” did not conceal his
interest in and debt to his precursors. To compile a lengthy list of his
explicit references to Goethe and Novalis would thus be a simple but
meaningless task. I have chosen, therefore, to concentrate on those
instances of Ivanov's reception that most clearly reflect his general
aesthetic principles and poetics. Detailed analysis of exemplary pas-
sages will allow me to demonstrate that Ivanov's poetry and cultural
philosophy represent a uniquely Symbolist approach to literary tradi-
tion and creativity. Bloom has characterized his own approach to lit-
erary influence as "antithetical criticism.” I would suggest that the
Russian Symbolist's use of reception can best be understood through a
"synthetic criticism," which understands literary genealogy as smooth,
albeit idiosyncratic, succession rather than a constant struggle between
fathers -and sons.

PART I

IVANOV AND GOETHE



Chapter 1

The Years of Apprenticeship:
Vyacheslav Ivanov's Lehrjahre

Lehrjahre im vorziiglichen Sinn sind die
Lehrjahre der Kunst zu leben. Durch planmifig
geordnete Versuche lernt man ihre Grundsitze
kennen und erhilt die Fertigkeit nach ihnen be-
liebig zu verfahren.!

—Novalis, Vermischte Bemerkungen

Many years after the fact, Vyacheslav Ivanov recalled a curious in-
cident that reflected his state of mind before he set off to begin studies
in Germany. The twenty-year-old selected a passage from Goethe's
Faust (11. 1198-1201) and carved it into the wooden wall of the room
where he was living:

Vernunft fangt wieder an zu sprechen,
Und Hoffnung wieder an zu bliihn;

Man sehnt sich nach des Lebens Bichen,
Ach! nach des Lebens Quelle hin.?

This image of a Russian youth zealously engraving Faust's verses into
his bedroom wall serves as an eloquent, if also somewhat comical, tes-
timony to Goethe's immense stature in Russia. Such behavior reveals
more an uncritical adulation of a cultural icon rather than a thought-
ful interpretation of his works. Yet it demonstrates in crude form a
basic impulse that can be considered paradigmatic for Ivanov's entire
reception of Goethe. Stated simply: Goethe's words are turned into
credos. In far more subtle but essentially similar ways, the mature

1. "Years of apprenticeship in the true sense are the years of apprenticeship in
the art of living. Through carefully planned experiments one becomes acquainted
with art's fundamental rules and gains the ability to act freely in accordance with
them."” Novalis, Miscellaneous Remarks. In Novalis (1981), p. 424. i

2. 8§, vol. 2, p. 15. "Reason begins to speak again, / And hope begins to
bloom again; / One yearns for the streams of life, / Oh! for the source of life.”

21



22 Part One: Ivanov and Goethe

repeatedly find in Goethe an expression Or confirma-
gloar:l(())‘t{ h?so glvsm sgntimen)tls. In poetry, theqretwal essays, ev%rll pg:trsonal
letters, Ivanov cites Goethe as a source of irreproachable authority. or
It is not surprising that Ivanov, on the eve of his deparlture‘ne-
Germany, should have found his hopes embodied in Faust. In nlﬁ -
teenth-century Russia, Goethe was considered one of the tow;_ngg di%-
ares of European letters; Russian writers continually spil ied, s
cussed, and translated his works.3 Many even made the 1%)1 g.nmagfehis
his house in Weimar.# For Ivanov, as for any educated Russian o
time, Goethe's name was Synonymous with German culture.

ing to tradition, Ivanov's literary biogr_aphy begins in 1903,
withAtchC: r:;;ggatrance his first book of poetry, Pilot Stars (Kormchée
Zvezdy). The poet appears, as it were, from nowhere, fully maturens.
In Bryusov's words: "the debutante steps out as a genuine master.
By refraining from publishing his early poetic efforts, Ivan(;:/ c_on&
sciously created this impression. However, it should be emp aSIIIiZI?l !
that the "debutante” was already thirty-six years old. As Bryusct)}f him-
self recognized, Ivanov was not a poet without developmeg s
senses long work, an intimate closeness to his chosen models, be
completion of searchings of many years. Behind Pilot Star§'6must €
hiding preparatory études, the exercises of an apprentice . o ain 2

Ivanov's unpublished writings from the Berlin perio po?tal
wealth of material for evaluating this unknown phase of hltsh iterary
biography. Such "juvenilia" should not be evaluated on _ed.sartm;
terms as later published work, yet phey serve as an 1nva1u_ab1e 1{1 1ca‘§
of the poet's early poetic and spintual‘afﬁmtles. A particular 1)1' strik-
ing aspect of this work is its orientation on Goethe. The following
passage, from an otherwise unexceptional prose sketcl} of 1887 enti-
tled "Prizraki" ("Phantoms"), serves as a simple example:

Megs npeclieflyoT TIPU3PAKH; OHK CTOST BOKPYT' MEHH TEMHOIO
TOIOI0 KOOCCATbENX 00pasos. Yiuute, yinure! 51 ycran cay-
[iaTh BAUIX OHOOOPa3BEIe B3AOXH, BAllM TCMHbIE IECHH.

§1 3HA10; BBl Beerna oSBeBald MEHS. Bri BcTapallM B yallle BeTBEH,
FsenH ¢ HeBa HeCYeTHRIMH Tila3aMy, TIPSTAIliCh B CTpenbIaTHX
cpojlax TOTHYESCKOrO Xpama, CMOTpeiu pobko #3-3a GrecTAIMX
MpaMOPHEIX KOIIOHH S3B[TECKUX KaryIli. Bl yuanns MeHst yrajsl-
paTh CMBICI IPHPOIHL JTydlite APYIUX yuuenelf, 6o BH O Ta XKe

i Zhirmunsky (1937), p. 5, the history of Russian Goeshe re-
cepti(3>;1 ﬁ?ﬁfn?ii:;%esmto various de}:gries Fhe entire history of Russian literature.
4. For a detailed account, see Durylin.
5. Bryusov (1975), vol. 6, p. 295.
6. Ibid.
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opuponia. Brl GuiDf MHe Bcex GinaXe, uGo BB GuiIM MO coBeT-
BeHHHH 1yX, pasnursiif mo HeGy, 3eMile ¥ MOpPIO. BH ToBOpIM MHe
nofobHo ToMy Becy, ciyTEMky ®aycTa: "cMOTpH Golee riyGoKHM
B30poM B OOLIUHEE SBICHMS: B HMX ecTh uyno”. W 4 riamen u

Kacalicsl pyKolf — ¥ M3 MepTBoro Jepesa Gphi3raim HOTOKM XUBO-
TBOPHOTO BHHA.

Phantoms pursue me; they stand around me in a dark crowd of
enormous shapes. Be gone, be gone! I am tired of listening to your
monotonous sighs, your dark songs.

[ know that you always surrounded me. You stood up in the
thicket of branches, you stared from the sky with innumerable eyes,
you hid in the arched vaults of the Gothic church, looked timidly
from behind the gleaming marble columns of pagan temples. You
taught me to guess nature's meaning better than other teachers,
because you were that very nature. You were nearer to me than all
others, because you were my own spirit, poured across the sky, the
earth and the sea. You spoke to me like that demon, Faust's travel-
ing companion: "look with a deeper glance into everyday phenom-
ena: there is a miracle in them.” And I looked and touched with my

hand—and from the dead tree gushed forth streams of life-giving
wine.

Ivanov here refers to the scene in Auerbach's Cellar (Faust 1),
where Mephistopheles magically draws wine from a wooden table. It
is significant that Ivanov painstakingly emphasizes his debt to Goethe.
The narrator explicitly casts his own relationship to the "phantoms"” in
terms of Faust and Mephistopheles. Moreover, in case the reader has
been nodding, Ivanov supplies a footnote to this passage in which he
refers the reader to the relevant Faust verses: "Ein tiefer Blick in die
Natur: }7Iier ist ein Wunder,—siehe nur! Gothe [sic], Faust, Auerbach's
Keller."

At approximately the same time, Ivanov commenced a much more
ambitious project that involved Goethe: a "Russian Faust." This work
deserves our close attention. It was not a translation, but a Russian
variation on the German theme. Ivanov, of course, was not the first
Russian poet to conceive of such an idea; Pushkin, Aleksei
Konstantinovich Tolstoy, and Konstantin Sluchevsky had all written
poems that refashioned elements of Goethe's most celebrated work.
The idea for a new version of Faust might also have been inspired by
a recent event in Germany: in 1887, Erich Schmidt, a professor at the
University of Berlin, published the newly discovered Urfaust, thereby

.

7. "A deep glance into nature: Here is a miracle,—just look!" (Faust I, 11. 2288-
89). In accordance with a time-honored Russian tradition, Ivanov slightly misquotes
the passage. The final words are actually "Glaubet nur!” ("Just believe!™).
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acquainting readers with the earliest version of Goethe's masterpiece.
Even if Ivanov never encountered Schmidt through coursework, it is
unlikely that a scholarly sensation of this magnitude would have es-
caped his notice.

Ivanov's own text, written in the final days of December, 1887,
consists of two complete scenes (182 lines in free iambs).® The first, a
dialogue between God and Mephistopheles, clearly recalls the "Pro-
logue in Heaven" from Goethe's Faust (the scene is not part of the

Urfaust).

Bor: T 3pech onsTs? 3aueM Thi, HCKYCHTEITb?
Peunics Hall JaBEMIIEMHA CHOP:
51 moBemuit: criacen Mol BepHBUA TTHTEID
Moi ®aycT — U IpaBIHB CBSTOH Moit npurosop.’

God: You're here again? Why, you tempter?
Our ancient quarre! has been decided.
I have triumphed: my faithful admirer is saved,
My Faust—and my sacred sentence is just.

Already in these opening lines, one finds an oblique reference to the
German model. Goethe's most radical departure from the traditional
Faust legend occurs in the famous final scene of the second part, when
Faust ascends to heaven. By mentioning that Faust has been saved,
Ivanov suggests that he is continuing Goethe's story. His own version
begins, as it were, where Goethe's concluded.

Ivanov's portrayals of God and Mephisto owe an obvious debt to
Goethe. God solemnly pronounces lofty sententiae, which Mephisto,
the crafty and sometimes comic sophist, denies or contradicts. In a
lengthy and rambling rebuttal to God's verses, Mephisto explains that
he has come "with a humble proposal”—he offers his services to God.

Medmucr.
He MBICTIO BHOBS BCTYINTH Ha COCTI3AHbE
O cuie Halllero BIIUSHBS
ITo yenOBeYeCKUM CEpAlaM . . .

Ho peno HyXHO MHe [I7isl CEp/Ia ¥ yMa —
5] X moasSM TONpHUBHK, CKYYHa MHE CTana TbMa . . .

8. The first scene is undated, but the second was written from 27 to 30 December

1887.
9. The complete text can be found in Wachtel (1991, Paris).
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Mephisto:
I do not think of competing again
About the power of our influence
On the hearts of men . . .

But the matter is important for my heart and mind—
I have grown accustomed to man, darkness now bores me . . .

God responds to this suggestion with scom imi i
) . i , exclaiming that evil can-
not serve him. Mephisto parries this with his personal cgredoz

Hepn3z Mot no6iecTHLIN s DOBTOPSI He pas:
51 6naronerensHas cuia,
UTo, BEUHO K 37Ty CTPeMsiCh, Bcera JoSpo TBOpUIA.

I have repeated my valiant slogan many a time:
1 am that virtuous force

Which, eternally striving for evil, always did good.

This "slogan" comes directly from the mouth of Goethe' i

who at one oft-quoted point (1. 1336-37) describes hiﬁlZell\gez?sm"S;?r;
T"ell von jener Kraft, die stets das Bose will und stets das Gute schafft"
("a part of that force, that always wants evil and always does good")
Building on the same opposition of good and evil but giving it a new

twist, Mephisto returns to the Faust theme:

. . . BBl — ITI006MTE DpUIMIbE
M npapenen 1114 Bac, k1o, Garo Bo3niods,
BcC1o XM3Hb IMUIB 3710 TBOPUT 151 GIMOKHMX M cebs,
Kaxk ®aycT, fokTOp HpenogoGHLii,
Ho kak 68 HM GB110, sl BaM CITyra YAoGHbIA.
Mmue xoyeTcs Ha UIap 3¢eMHOH ClIeTeTh
ATIOCTOITIOM TOpSIIMM Hfeana,
Tlo6opHikom fgobpa . . .

... You love propriety
A{ld for~ you a just person is he who, loving good,
His entire life does nothing except evil for himself and his

Like Faust, the venerable doctor. neighbors.
But however that may be, I am a convenient servant for you

I want to fly down to the earthly sphere ' ’
As the ardent apostle of the ideal,

As the champion of good . . .
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The specifics of Mephisto's new plan become clear only at the scene's
conclusion:

Bor: UYero TH Tpebyeuns? Kak peds TBos AiHHa!

Med: Ilpowy s mpe3aGaBHOI ITYKL:
EcTh mpesaGapHast Ha ceBepe CTpaHa,
Kpait GrarouecTusi u CHa,
HepgoyMenus ¥ CKYKH.

God: What do you demand? How lengthy your speech is!

Mephisto: '
1 ask for a most amusing thing.
There is a most amusing country in the north,
A land of piety and sleep,
Bewilderment and boredom.

This "most amusing country inththeRnor_th" Fis, ?f course, Russia.

isto intends to pay a visit to the "Russian Faust. Q
Meplzlbsct)(\)/e the secogdyscene Ivanov wrote the title: "Faust. Russian
Variants on a Universal Legend.” The basic idea for this scene, which
consists solely of a lyric monologue by a character demgnated as N, is
derived from the famous opening soliloquy of Goethe's Faust (also
the very first scene of the Urfaust). Like his German counterpart,
Ivanov's hero expresses his profound dissatisfaction with life.
However, as if to underline the differences, Ivanov takes care to create
an appropriately Russian setting. Rather than pontificating in a schol-
ar's study, Ivanov's hero stands alone on the terrace of an estate sur-
rounded by birch trees.

Kakas ckyka! ckyka! cKyka! ..
TIpyauta, HOAKpanacst onsiTh
Ee xollogHast MHe BeoMasi Myka . . .

What boredom! boredom! boredom!
Its cold torture, long-known to me
Has arrived, crept up again . . .

emphatic repetition of the word "boredom" in the opening line
rr[;:lg:alls rrl)ot only pthe despondency of G(_)ethe"s protag'omst, but also
Pushkin's "Scene from Faust,” which begins w1t"h Faust's laconic state-
ment to Mephistopheles: "Mne skuchno, bes.” ( I am bored, demon. )

In his lengthy monologue, the protagonist relates various unsuc(i
cessful attempts to escape from his tenacious ennui. He has retreate
from society to lead an introspective life ("1 waited, joyous in advance,
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to find in solitude an invaluable treasure within my soul... And I
listened greedily to my soul's voice, but it was silent, joyless . .. "). He
has tried to become learned. ("With a naive and youthful ardor, I
thirsted for learning and wisdom, but soon I understood the limit of
narrow science.") He has developed a social conscience, liberating his
serfs in the best tradition of the Russian gentry:

B Mo¥M DOMeCTHS K KpeCTHIHAM YAUBIICHHHM
C noBepunBoit MoGOBLIO $1 TPHLIET;
Hapop xoren 51 3HaTH 0CBOGOXKOEHHABIM,
3abHTHM OpeXXHMI IPOU3BOIL.
51 ormyckan paGoB, AaBall pyKolo WeApoi —
M ycnoxoumcs, MU TSKKO pa3opeH.
M uro X Hapon? B ero TaMHCTBEHHEIE Hepa
TIpoEMKHYTE ST He MOT: OCTANICS TOT Xe€ OH,
Bce Tak xe ObsH M BYIL, BHHOCIMBELH, TONONHDIH],
ToxopHusbii, BefoBepuUMBEIA, XONOAHEIH . . .

Into my lands, to the astonished peasants

I went with trustful love;

I wanted to see the people set free,

[To see] the former tyranny forgotten.

I freed the serfs, gave to them generously

And then calmed down, only severely ruined.

And what of the people? Into their mysterious depths
I was unable to penetrate: they remained the same,
Still drunk and destitute, enduring, hungry,
Submissive, disbelieving, cold . . .

The most direct source for this passage is again Pushkin, in this case
the seventh scene of Boris Godunov, where the eponymous hero
laments the ingratitude of his subjects.!0 However, Ivanov carries this
paradigm from the "time of troubles” to the nineteenth century,
replacing the cruel autocrat with the well-meaning gentry. By 1887,
of course, the image of an "enlightened" landowner with an awakened
conscience was a cliché of Russian literature. Ivanov's protagonist
thus claims lineage to a distinctly Russian tradition of "superfluous
men."

In Goethe's work, Faust's soliloquy comes to a sudden end when
Wagner enters. The two then go outside to see the local people cele-

.

10. "51 myman cBoit mapon / B goBomnecTsuy, Bo ciase ycnokouts / Hlenporamn
11060Bb ero cHMCEaTh — [/ Ho ornoxui mycroe nonedense: / JKupast BIacTh OIS
qgepuy HenaBucTHa". ("I thought / To make my people satisfied and glorious, / To win

their love through generosity—/ But I have laid aside that plan / The rabble hates
living power.")
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i ter. In Ivanov's version, there is no secongl character, but
ttggnpnr%)tggtsmiﬁ hears the local people singing songs in honor of the
Russian folk holiday "Ivan Kupala." Recalling the ntqals that accom-
pany this day ("Ancient pagan charms!"), the protagonist momentarily
forgets his morbid thoughts. Yet the scene closes on a dark note.
Comparing the people's seaych with his own, he concludes that all are
waiting for a miracle that will never come.

Tak He M3MEHUTCS B xonopHo! riySune

CocTaB CHpoH 3eMID OT epeMeH HapyXKHBIX,
XoTst 6 MOPCKO# [OTOI paziuIicst CBepXy BHOBD,
M nodsy 3amuna H3GUTHX TOITYMLL KPOBE.

Thus in the cold depths, the composition of damp earth
will not alter from external changes, -
Even if a flood from the sea poured down on it again,
And the blood of slaughtered hordes inundated the soil.

With this somewhat turgid imagery, the scenc—and, as it tumed out,
the entire work—concludes. .

With these two scenes, Ivanov set the stage .for a meeting bf:tween
Mephisto and N, but then he seems to have lost interest (or inspiration)
in his "Russian Faust." There is little purpose in speculating on the
direction this work might ultimately have taken. Nor would it be
appropriate to judge these two scenes by the same standards one uses
in evaluating a published text; in terms of theme and style, they have
little in common with the poetry of Pilot Stars. Nonetheless: the text
offers a valuable glimpse into the early phase of Ivanov's poetic
development. For the twenty-year-old Russian poet, Goethe was not
simply a giant of literary history, but a model to be followed. Rather
than turning to contemporary literature (German or Ru§51an) for
ideas, Ivanov decid%q to rework the most celebrated masterpiece of the

literary tradition.
Ge”%ﬁg problfeym with orienting one's own vyork on a model as well-
known and respected as Goethe's Faust lies in the inevitable compari-
son. Ivanov's major thematic change, §ubst1tut1ng Russia for Ger-
many, does not alter the basic conﬁgura}mn qf characters or the .order
and construction of the scenes. Everll his choice of meter (free iamb)
recalls Goethe's "Prologue in Heaven." .

1t is curious that Ivanov focuses so intently on the opening scenes
of Faust I. Already in Pilot Stars (and throughout his long creative
life), he displays a marked preference for the mystlcalt lyrical, less
plot-oriented second part of Goethe's Faust. The opening scenes of
Faust, which draw on a canon of realistic theater that in time became
too constricting for Goethe himself, had limited relevance for the
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mature Ivanov. Yet the young Ivanov seems to lavish attention on
matters of plot construction and the depiction of individual characters.

If nothing else, then, this work demonstrates a fervent desire to
build on Goethe's legacy. Like most poets' juvenilia, the "Russian
Faust" relies too closely on its source, repeating rather than respond-
ing to it. In his mature work, Ivanov treats his sources much more
freely, not hesitating to alter and supplement them. In this regard, one
further aspect of Ivanov's early Goethe reception should be noted, for
it only intensifies in later years. As early as the "Russian Faust,"
Ivanov is already combining subtexts. While the work is fundamen-
tally (almost slavishly) modeled on Goethe, Ivanov nevertheless
includes ample allusions to the Russian literary tradition. The mixing
of sources, so characteristic of Ivanov's mature poetics, can already be
detected in embryonic form in the "Russian Faust."

In 1889, Ivanov wrote another poem that expresses his attitude to-
ward Goethe. Entitled "Goethe" and written in trochaic tetrameter, it is
a hymn to a genius:

B Mup TBoi BXOIUT MOCETHTEND,
Ho 1e6st He BMouT B HEM:

Thi corphUI CBOIO OOUTETE,

Kak Tsopen cokpbin Cpoif nom.

Tet xak OH, pa3iuT HEIPUMBLH,
MHuoromued 1 eOuH;

TH, xaKk OB, HENOCTYIKHUMBII,
Miupa gacTs M TrocmoguH.

X mamHLI OHTHA CBHOETEIIE
U ygacTHuk Grrrus,

Tri nopok u nobponeTes,
Tloncynumuiit i cynps.

Het 511 nenw npoussonsHO#H,
Hu neEIX TeGe popor,
Bcebnaxennsiif, BceoBONBHELA
Muxpokoama cMeprHEi Gor.!!

A visitor enters your world,

But he does not see you in it,

You have concealed your abode,

Just as the Creator concealed His house.

11. RGB, f. 109, k. 1, ed. khr. 26. I quote from Ol'ga Kuznetsova's as yet
unpublished manuscript.
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You, like Him, are everywhere invisible,
Many-faced and unified;

You, like Him, are unknowable,

Both a part of the world and its master.

A cold witness of existence
And a participant in existence,
You are vice and virtue,

The defendant and the judge.

There is for you no arbitrary goal,
[For you] no other paths,
All-blessed, all-satisfied

Mortal god of the microcosm.

With these verses, Ivanov continues a Russian tradition (begun by
Baratynsky and Tyutchev) of poems that celebrate Goethe as the
highest exponent of mankind.!? Ivanov's poem, structured as an ex-
tended apostrophe to Goethe, develops through a series of direct
comparisons. Ivanov portrays the German poet as a second God, \yho
is invisible, yet omnipresent. His superhuman accomplishments give
him a status that can be expressed only through a series of paradoxes;
many-faced and unified (stanza 2), an observer and a participant
(stanza 3). This "mortal god of the microcosm” stands above all men,
but still somewhat beneath God.

While interesting as an illustration of the early phase of Ivanov's
adulation of Goethe, this poem has limited artistic value. Its lexicon,
style, and imagery are extremely distant from Ivanov's mature verse.
Moreover, except for its title, the poem contains nothing specifically
Goethean. One can hardly be surprised that Ivanov never included it
in his published collections.

Another, "extra-literary” side of Ivanov's early Goethe reception
deserves attention. Numerous passages in his personal correspond-
ence indicate that, for the young Ivanov, Goethe was more than a
literary model; he was also a model for life.

The year 1895 marked a crucial tumning point in Ivanov's personal
development. Since 1892, he had been living in Rome with Dar'ya
Mikhailovna, his wife of eight years, and their daughter Aleksandra.
Little is known about Ivanov's activities of this time; he appears to
have been working mainly on his dissertation, although his slow
progress suggests that he also found time to enjoy life in the "eternal

12. In 1932, to commemorate the centennial of Goethe's death, Ivanov trans-
lated these poems into German and wrote a short essay on them. SS, vol. 3, pp. 158—
62.
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city."!> What seems to have been a rather idyllic routine ended sud-
denly when Ivanov met Lidiya Dmitrievna Zinov'eva-Annibal, the
woman who eventually became his second wife. Ivanov viewed their
meeting as "a powerful dionysian spring thunderstorm, after which
everything in me was rejuvenated, bloomed and became verdant."!4

Ivanov's love affair with Lidiya began in the first months of 1895.
At first their love was mixed with profound feelings of guilt, doubt,
and regret. Given the extremely intimate nature of their correspond-
ence, it is remarkable to note the frequency with which Ivanov, in both
isolated phrases and entire paragraphs, alludes to Goethe. Ivanov's
letter of 28/16 January 1895, could be called his first genuine love
letter to Lidiya. In it, he refers to a "Demon” (probab1¥ a reference to
Goethe's poem of that name in "Urworte. Orphisch")!3 that controls
their actions and desires. " ...But why speak about our desire? As
long as the Demon wants, we will involuntarily love each other; and
passion, whether forged by our rational will or set free, will all the
same be present in our love and penetrate it with its inner flame,—for
as long as the Demon wants. And in the meantime, Lidiya, we will
both strive constantly 'zum h6chsten Dasein.''® That is the dawn, these
are the raptures that I predicted."!” Ivanov would later cite the phrase
"zum hochsten Dasein” repeatedly, in the poetry as well as the
theoretical works.

On February 16, Ivanov writes,

. . . In my tortuous spiritual condition of the last days I was
consoled by the following lines of Goethe:

Ja, in der Ferne fiihlt sich die Macht,
Wenn zwei sich redlich lieben;
Drum bin ich in des Kerkers Nacht
Auch noch lebendig geblieben

13. In the "Autobiographical Letter,” Ivanov states that he was hindered in his
work by malaria. His own letters of 1894 (to Krumbacher and Hirschfeld) make clear
that he did indeed suffer from malaria for the last four months of 1893. However, this
does not entirely explain the slow progress that characterized his other two and a half
years in Rome.

14. SS, vol. 2, p. 20.

15. Goethe understood a "demon" as something unchangeable within the
individual. The line that would apply here is: "So muBt du sein, dir kannst du nicht
entfliehen . . . " ("Thus you must be, you cannot escape yourself . . .,"). In later
years, Ivanov often referred to Goethe's notion of the "demonic.” See SS, vol. 2, p.
597; SS, vol. 3, p. 191; or in Al'tman, p. 315.

16. These words ("to the highest [form of] existence”) come from Faust's
monologue at the beginning of Faust II.

17. All quotes from the correspondence with Lidiya are from RGB, f. 109, k. 9,
ed. khr. 37, 38.
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Und wenn mir fast das Herze bricht,
So ruf ich nur: VergiB mein nicht!

Da komme ich wieder ins Leben . . .18

Tt was as if your letter confirmed the consolation of these words . . .

Ivanov quotes here the final stanza of Goethe's ballad "Das Bliimlein
Wunderschén" ("The Wonderful Flower"). Subtitled j'Song of the
Captive Count," the poem describes a nobleman whose imprisonment
is made bearable only by his knowledge of his faithful beloved.

On 21 February, Ivanov retumns to "The Wonderful Flower":
* ... In a word, it is enough to come to an agreement, to conclude
pacts and treaties, to contrast 'Sehnsucht' ['yearning'] and
"Leidenschaft' ['passion’] (they are not opposite, and about myself I
can only say with Goethe: 'ich trage nach dir Verlangen')!°—and dry
the flowers that are already blooming." '

On 23 February, Ivanov alludes to the main characters of Goethe's
novel Die Wahlverwandtschaften (Elective Affinities): "Are you not
sorry for me? You see, I am not dreaming about anything, I only
want your closeness. ... Let's remember Eduard and Ottilie in the final
epoch, in the epoch after the catastrophe that destroyed all hopes: they
also made do with closeness alone . . . "

On 2 March, he writes:

"Die Leidenschaft bringt Leiden,"?® Goethe says, and this is why it
brings me suffering to read your lines and to write to you. . .. Why do
I write this? In order to reawaken in you your smoldering flame? ..
What have we done, my beloved, what have we done?

Die Lebensfackel wollten wir entziinden:
Fin Feuermeer umgiebt uns—welch' ein Feuer.?!

On 17 March, a new Goethean theme appears—Gretchen.

18. "Yes, power can be sensed from far away, when two people truly love each
other. This is why I still remain alive even in the the prison's night. And when my
heart almost breaks, I just call out: Forget me not!—Then I am again rejuvenated.”
(These are Ivanov's italics.) ‘

19. From the opening lines of "Das Bliimlein Wunderschon™ "Ich kenn ein
Bliimlein Wunderschén / Und trage damach Verlangen" ("I know a beautiful little
flower / And bear a desire for it.") The phrase in question has an extremely archaic
ring.

gZO. “Passion brings suffering.” The phrase is from the "Trilogie der Leiden-
schaft” ("Trilogy of Passion").

21. "We wanted to light the torch of life / A sea of fire surrounds us—what a fire.”
From Faust's monologue at the beginning of Faust II .
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You are now playing the role of the repentant Magdalene under the
ferule of your tyrannical confessor. What a disgraceful scene; you
ask her if they believed in your honesty, she answers "I don't
know"—and this "doubt” fills your soul with "cold horror,” and you,
sobbing, beg for death. . . . What a humiliation of you, of me, of our
love! The repentant Gretchen repented only before God, and pro-
faned her feeling, condemning it before people.

The Gretchen theme reappears four days later, on 21 March: "When
you write about your moral tortures, I experience a feeling like that of
Faust entering Gretchen's jail. Then I ask myself with horror; "What
have you done with her?™

Ivanov develops the Wahlverwandtschaften theme delicately in a
letter of 27 March: "My Lidiya, our 'Wahlverwandtschaft' brings about
an entire series of analogical phenomena in our spiritual and physical
life and this thought encourages me in regard to your present state,
forcing [me] to assume that you are the victim of the same—for us,
sensitive natures, (pardon, my dear, I'm joking), sweet—illusion, in
whose power I myself have been more than once ... " In this same let-
ter, he again mentions the Faust motif: "Never have I felt within myself
such strength for life and such a Faustian thirst to experience, to know
all of life in full.”

The Wahlverwandtschaften theme retumns at length in an apolo-
getic letter of 18 June that Ivanov sent from Berlin.22

I received your second letter and your sad parcel. This letter is al-
ready different. Here are different sounds. They penetrate directly
to the heart and force me to suffer. . . . Yes, of course, my feeling
is not what you want. I am not Eduard. I am not an "illusion" that
you created. But I also don't want to be anything but myself. This
is not cynicism (although, from a certain point of view, any self-
affirmation can seem like cynicism). I do not praise myself and
am not proud of myself; but I cannot and do not want to become
different and I am worried only about being as just as possible and
not hypocritical. Remember with what sincerity I pointed out to
you the specific quality of my feeling every time 1 felt it.
Remember with what care I always characterized our love. Imbued
with a sense of its elemental quality, I compared it to a "Wahl-
verwandschaft,” but only with the provision that I was uncertain
about the full correspondence of this comparison and that it would
be more probable to assume only certain sides of our beings were
somehow exclusively predestined for mutual conjunction and
completion . . . .

22. I quote from a draft of the letter, as the final version appears not to have
survived.
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In sum, Ivanov charts his relationship to Lidiya in terms of recur-
ring motifs from Goethe's works. There is the motif of optimism,
exemplified by Faust's desire to experience life in all of its fullness.
Longing is expressed through the words of the captive Count fr'om the
pallad "The Wonderful Flower." Guilt is associated with Faust's treat-
ment of Gretchen. The theme of elemental love comes out in the ref-
erences to Eduard and Ottilie from Elective Affinities. This last ex-
ample warranis particular attention. In letters of 23 February and 27
March, Ivanov uses Goethe's pair of lovers to explain the miraculous,
almost supernatural attraction that brought him and Lidiya together.
(Years later, Ivanov described this novel as "the ultimate revelation
about the mystery of love, about its cosmic roots.")23 However, phe
final reference (in the letter of 18 June) suggests that Ivanov, having
carried the suggestive analogy too far, is forced to shy away from his
own comparison. As he explains: "I was uncertain about the full
correspondence of this comparison"?* (my emphasis).

It is noteworthy that Ivanov uses Goethe to characterize not only
the vicissitudes of his new, passionate extramarital relationship w'1th
Lidiya, but also to clarify his cooled relationship with his wife, Dar'ya
Mikhailovna. In a letter of 31/19 June 1895, Ivanov wrote to her from
the Bibliotheque Nationale of Paris:

There is no return: this is recognized by me to the same degree as by
you, and the double certainty of the impossibility of resurrecting the
old,—a certainty springing up in me from an awareness of my situa-
tion and the conditions of my inner life, in you from the awareness
of your situation and the demands of your character,—[this double
certainty] lies like a heavy tombstone on the grave of our former
happiness, on which I have cried bitterly. Contemplating our rela-
tionship, this is the conclusion to which I, and you as well, come,
and with inexpressible pain I bury "mein frith verlornes hochstes
Gut,"25—as Faust says of his first love.?

23. 88, vol. 4, p. 147. Ivanov describes the book's "message” as follows: "True
love is a chemical affinity of human monads; they are elementally attracted to one
another by the invincible necessity of a law of nature. In the spiritual and Physu:al
make-up of those predestined by nature to be joined, a series of inherent
correspondences is found.” . .

24. Tvanov originally wrote, "I was uncertain about the correctness of this
comparison,” but, in the same draft, replaced "correctness” with "full correspon-
dence." )

25. "My highest good, which was lost early.” Ivanov makes a curious
(Freudian?) slip. The actual line (cf. Faust I, L 10059) reads "jugenderstes
lingstentbehrtes hochstes Gut” ("highest good, first of my youth, which I have done
without for a long time").

26. RGB, f. 109, k. 10, ed. khr. 8.
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How should one interpret the remarkably "literary" quality of
these deeply intimate letters? Some of these Goethe passages and
situations (e.g., the Gretchen theme, the slogan "zum hdéchsten
Dasein") play a central role in Ivanov's later poetic and philosophical
works. Others never reappear in his writings (e.g., "The Wonderful
Flower"). In short, Ivanov's allusions do not "add up" to a unified,
carefully formulated, canonic image of Goethe. Indeed, their func-
tion is not so much aesthetic as practical; taken together, they repre-
sent a voice of authority and spiritual anchor. Goethe's words
"sanction" Ivanov's own views and behavior.

The larger issue transcends Goethe, however. Whether composing
poetry or writing about his own feelings, Ivanov thought in terms of
literary analogies. His letters, at once highly literary and intensely
personal, reveal a belief in a fluid boundary between literature and
life. As a result, the words and actions of fictional characters are ac-
corded the same ontological status as the thoughts and deeds of living
people. In fact, Goethe's texts seem more truthful than Ivanov's own
sentiments. Ivanov views Goethe as an infallible source of wisdom:
these are statements whose veracity cannot be disputed. And since
Goethe was so articulate on such a diversity of topics, a knowledgeable
reader could find advice—or confirmation—for almost any decision.

It should be emphasized that, with the exception of the Goethe al-
lusions, Ivanov's letters of this period contain relatively few quotations.
While references to other writers appear, they occur infrequently. A
Schiller reference provides an interesting contrast: on 10 February
1895, Ivanov wrote to Lidiya: "The ideal of knight Toggenburg has
never been so foreign, even hateful, to me, as it is now, when my pre-
dominant will has sentenced me to the role of Toggenburg." Ivanov
here alludes to Schiller's ballad "Ritter Toggenburg," where the
protagonist agrees to separate from his beloved. Schiller's hero thus
provides Ivanov with a negative model; he is a character who should
not be emulated. The case of Nietzsche also deserves mention, since
Ivanov at one point (5 July 1895) approvingly quotes his "Das trunk-
ene Lied” ("The Intoxicated Song"), stating that it contains "a total re-
jection of pessimism.” Nonetheless, it is the only time in these letters
that Ivanov gives Nietzsche such exemplary status.2’” One must con-

27. In the "Autobiographical Letter,” (SS, vol. 2, pp. 19-20) Ivanov does indeed
grant such status to Nietzsche. "Nietzsche became more fully and more powerfully the
sovereign of my thoughts. This Nietzscheanism helped me—cruelly and with full
accountability, but correctly, according to my conscience—to decide the choice that
confronted me in 1895 between the deep and tender closeness that my feeling of love
for my wife had become and the love that consumed me entirely, which from that time
was destined to grow and spiritually deepen through my whole life, but which in those
first days seemed only a criminal, dark, and demonic passion to me myself and to her
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clude that at this critical juncture in Ivanov's personal life (1895),
Goethe possessed unprecedented authority and influence.28

Ivanov's densely allusive technique implies a certain artistic and
even philosophical outlook according to which reality is inextricably
linked to fiction. Such a view has good precedent in nineteenth-
century literature and thought. On the one hand, it prevailed in the
work of the Russian radical critics, who frequently treated fictional
characters as real-life people. These critics generally sought in
Russian literature "types" who embodied the spirit of the epoch.?® In a
different way, the Romantics also sought to combine literature and

whom 1 loved." This claim is supported, in oblique fashion, by a letter to Ivanov of
2 June 1895 from D. M. Ivanova (his first wife), in which she describes her meeting
with Vladimir Solovyov: "I told him that you had an artistic nature and that you are
now a Nietzschean and I asked him to write a critique of Nietzsche. He said, 'That is
not his final conclusion—he will not stop there [ie., with Nietzsche] . . . ™ (in
Kotrelev, 1989). The question of Nietzsche's role in Ivanov's early development
remains unclear. However, in Ivanov's letters to Lidiya of 1895 (surely the most
important personal documents of these years), Nietzsche's role is decidedly minor,
particularly in comparison to that of Goethe.

28. It is tempting, and to a remarkable extent justifiable, to compare Ivanov's
experiences of Italy with Goethe's celebrated Italian journey of 178687 and all the
discoveries associated with it (eros, poetry, antiquity). Archival documents suggest
that Ivanov's reactions to this trip reflected those of his chosen precursor. When, in
his first letter to Hirschfeld (Deutsche Staatsbibliothek Berlin, Handschriften-
abteilung, Literaturarchiv), Ivanov writes of his joy at being for the first time "auf
dem Kklassischen Boden ("on classical ground"), he echoes Goethe's famous
formulation in the fifth "Roman Elegy": "Froh empfind ich mich nun auf klassischem
Boden begeistert” ("I now find myself happily inspired on classical ground”). In a
diary of travels dating from August, 1892 (RGB, f. 109, k. 1, ed. khr. 9), Ivanov,
writing of the sunset in Taormina, makes this orientation more explicit: "I waited
impatiently for the appearance of the sun, and I recalled ["mne vspominalis"'—the
passive nuance of the Russian verb is significant here, but cannot be rendered
adequately in English] Goethe's words: Look up! The enormous peaks of mountains
already announce the beginning of the most festive hour. They are allowed to enjoy
earlier the eternal light, which only later descends to us. But now the new brightness
and clarity are announced to the green meadows; and this occurs gradually . .. And, lo,
the sun itself comes forward!' The sun quickly rose, like a sphere of liquified gold,
from behind the foggy-violet Calabrian peaks. Brightly and happily the sea turned
blue, and its waves began to play beneath the sun in the form of golden arabesques.
In a few minutes everything shone in the peaceful and fresh momning sunshine.” The
Goethe passage (from the famous opening monologue in Faust 11, 1. 4695-98) had
enormous signficance for Ivanov's own poetics (see chap. 3). In the context of the
diary, however, it is noteworthy how Ivanov instinctively turned to a Goethean
model when formulating his own observations.

29. Belinsky is the founder of this tradition, but Dobrolyubov's interpretation of
Oblomov is perhaps the best-known single example. Cf. Ginzburg, p. 17.
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life.30 However, they generally stressed the unity of their own life and
literature, rather than their own life and another poet's literature.
Ivanov's early Goethe references make clear that his favorite German
poet served as both an artistic ideal and a guide for personal behavior.
This underlying belief in the interconnectedness of one's own
literature and life with that of past writers would eventually evolve into
a belief in "zhiznetvorchestvo,” a fundamental aspect of Russian
Symbolist theory and practice.3!

These letters, together with the poetry of the Berlin years, establish
beyond a doubt that Goethe's works made an enormous impact on the
young Ivanov. A more important question, however, concerns
Goethe's continuing influence on him. A recently discovered preface
that Ivanov wrote for Pilot Stars provides invaluable assistance in
tracing Ivanov's attitude toward the "sage of Weimar." Ol'ga Kuz-
netsova, who has researched and prepared the text for publication,

glrlxvincingly argues that it was written in about 1900. I quote it in

The following "Book of Lyric Poetry,” the fruit of long
and drawn-out years of study and wandering ("Lehr- und
Wanderjahre"), is of necessity a collected and complicated whole,
contradictory in mood and uneven in style. The removal of the
purely juvenile, which I had set as my rule, could not be carried
out to the end, given the lack of exact borders, and two undoubt-
edly immature works ("Worlds of the Possible” and "Ars
Magna"), which are joined with the whole by a certain organic
tie, are included in the collection in spite of the rule. "Spit
erklingt, was friih erklang"—one can say with Goethe about the
majority of the book, of which only six poems appeared earlier
in print (in "Kosmopolis" and "The European Herald" in 1898
and 1899); this does not satisfy the poet . . .

Doch schame dich nicht der Gebrechen,
Vollende rasch das kleine Buch;
Die Welt ist voller Widerspruch,
Und sollte sich's nicht wiedersprechen?

[Thus] Goethe gives his approval. The unity of contemplation of
the lofty guiding principles (from whatever angle these Pilot
Stars might appear in various conditions of the fleeting moment)
is the true unity, and it gave the entire collection its general title,
which was approved by him, before whose eyes the book grew

.

30. Ginzburg (pp. 20-21) sees the need to merge literature and life as a funda-
mentally Romantic impulse.

31. See chap. 8 for a detailed discussion.
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and ripened, with the thought about whom so many of these po-
ems were written, and to whom in all fairness this book would
have been dedicated, were it not that a more holy light made it an
'ex-voto' to the poet's deceased mother . . . —tu duca, Vladimir
Sergeevich, alas! That which he desired reached its fulfillment
too early. He was a mystagogue, a good laborer of God's work in
the fleeting and eternal of his activity, in his enthusiasm and his
clairvoyance, both in the logos and the symbol of his philo-
sophical speculation and in the penetration of his inspirations of
Russian poetry's precious treasures.>?

This admittedly verbose preface might strike the uninitiated as
presumptuous. An unknown Russian poet begins his first book of po-
etry with three explicit allusions to Goethe (in German), one slightly
veiled reference to Dante (in Italian), and a lengthy paean to Vladimir
Solovyov. Yet, as the poetry of Pilot Stars attests, these names are
chosen carefully. In bringing together this triumvirate, Ivanov intro-
duces his main spiritual guides and poetic forebears.

The specific quotations from Goethe require explanation. At the
outset, Ivanov describes his book as the fruit of "Lehr- und Wander-
jahre" ("years of apprenticeship and wandering"), thereby recalling, to
any reader with even rudimentary knowledge about the German
literary tradition, the titles of Goethe's two Wilhelm Meister novels. In
the context of Ivanov's biography, this reference is easily clarified:
Ivanov spent years studying in Berlin, took a lengthy dissertation-
writing sojourn in Italy, and traveled extensively throughout and even
beyond Europe.

The second two references, much less familiar, are far more re-
vealing. Both date from 1814 and were written specifically for the
Complete Works edition of 1815. A few words are in order about this
edition; Goethe spent much effort devising its format and he was to
maintain it, with minor adjustments, throughout all subsequent edi-
tions. His most important editorial decision was to reject chronology
as an ordering principle. Instead of offering the reader a "lyric diary,"
he placed the poems into sections based on roughly defined genres
(songs, ballads, elegies, etc.) or general themes (e.g., "God and World,"
"Art"). With few exceptions, he prefaced each section with a "motto,” a
brief (often merely two lines) poetic "fragment” composed specifically
for this purpose.

In Goethe's Complete Works, adjacent poems within a single sec-
tion were often penned at various periods of the poet's life. The two
Goethe quotations chosen by Ivanov both refer to this fact. "Spit

32. Ol'ga Kuznetsova, "Gete v poeticheskom samoopredelenii Vyach. Ivanova,"
as yet unpublished manuscript.
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erklingt, was friilh erklang" ("That which rang out early, rings out
late™), served as the motto to "Lieder” ("Songs"), the book’s opening
section. These lines were therefore among the first that a reader of
Goethe's collected poetry would encounter. Ivanov selected his sec-
ond quotation from "Vorklage," (best rendered in English as "a com-
plaint in advance"), the very first poem in the "Lieder” section. The
passage is best understood in the context of the entire poem.

Vorklage

Wie nimmt ein leidenschaftlich Stammeln
Geschrieben sich so seltsam aus!

Nun soll ich gar von Haus zu Haus

Die losen Blitter alle sammeln.

Was eine lange, weite Strecke

Im Leben voneinander stand,

Das kommt nun unter einer Decke
Dem guten Leser in die Hand.

Doch schiame dich nicht der Gebrechen,
Vollende schnell das kleine Buch;

Die Welt 1st voller Widerspruch,

Und sollte sich's nicht widersprechen??3

The poem consists of two sections that contrast in theme and intona-
tion. In the first two quatrains the author laments the chronological
(and spatial) inconsistencies among the poems that follow. In the fi-
nal stanza (the only one quoted by Ivanov), the poet urges himself to
finish the book despite these shortcomings. Given the poem's mes-
sage, it is not surprising that Goethe wrote it expressly for the 1815
edition and that he gave it a position of maximum importance—as the
first poem of the first section.

Why did Ivanov choose these two poetic quotations? While Pilot
Stars includes a number of direct quotations from Goethe's poetry,
these particular passages never reappear. The reason for their inclu-
sion in the preface, I believe, has little to do with inherent aesthetic
value or profound theoretical implications. Rather, their presence
must be explained in terms of Goethe's exemplary status. When

33. "How a passionate stutter looks so strange when written down! Now I have
to gather all the stray pages from house to house. What in life stood long and wide
apart now comes to the good reader under a single cover. But don't be ashamed of the
defect, finish the little book quickly; the world is full of contradiction, and should it
[i.e., the book] not contradict itself?"
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preparing his first collection of poetry for publication, Ivanov looked
to Goethe as a model. He therefore decided to begin his book the
same way Goethe began his—with a lament about the variegated na-
ture of what follows. The finest expression of this sentiment could of
course be found in Goethe's own work. In short, the larger context of
these passages gives them a meaning that transcends their immediate
"message.” They function as markers that announce the beginning of
a book of poetry. It should be noted that in larger, structural terms,
Pilot Stars does in fact follow Goethe's model. Like Goethe, Ivanov
ignores chronology, choosing to divide his book into sections
grouped by broad themes ("Impulse and Borders," "Oreads™) or, in a
smaller number of cases, by genre (e.g., "Sonnets," "Distichs").34
Moreover, in both Goethe and Ivanov, the vast majority of sections
begins with a motto. In terms of sources, one recognizes a fundamen-
tal difference; Goethe usually wrote his own mottos, whereas most of
Ivanov's are quotations from other poets. Yet the fact that Ivanov's
first motto comes from Faust suggests that Goethe supplied the very
idea of mottos.

To summarize, the Goethe quotations in the preface serve a practi-
cal rather than philosophical function. They confirm Ivanov's general
editorial practice and justify, as it were, the diversity of poems in-
cluded in the collection. With Goethe's "approval,” Ivanov offers the
reader his book.

If the first part of the preface rests on Goethe's authority, the sec-
ond moves back to Russia, focusing on the person of Vladimir
Solovyov. Since there are no intertextual references to Solovyov
(except for a paraphrase of his dying words: "difficult is the work of
the Lord"), the passage requires little elucidation. Ivanov begins his
tribute with a warm personal remembrance. (He notes that Solovyov
had praised his poems and sanctioned the book's title3>—thus, for the
second time in the preface, the crucial notion of "approval” resounds.)
As the tone becomes increasingly animated, Ivanov apostrophizes
Solovyov with the Italian phrase "tu duca" ("you, my leader"). These
words, spoken by Dante to Virgil in the "Inferno,” (II, 140) add an

34. In Goethe's collection, the majority of sections are grouped by genre. In
this regard, it is curious to remark that, sometime after 1913, Ivanov drew up a plan
for a new edition of his works in which the sections were designated solely by
genre—odes and hymns, dithyrambs, dithyrambic mysteries, ancient ballads, songs,
elegies, lyric [moments?], odes, songs and elegies from [the book?] "Eros,” sonnets,
sonnets and canzones from the book "Love and Death," ghasels, spiritual verses,
long poems. GPL, f. 304, ed. khr. 47. This collection never materialized, but the
plan strongly suggests that the Goethean model still was influential in Ivanov's
thinking.

35. For details, see Kotrelev (1989) and Kuznetsova (unpublished manuscript).
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additional intertextual level to the preface's already complicated
fabric. Ivanov refers to a scene where one poet addresses his
predecessor. In this new context, Ivanov's predecessor ("leader")
becomes not only Solovyov, but also Dante himself. Having
established these connections, Ivanov closes the preface by listing a
series of Solovyov's accomplishments and explicitly embracing him as
poet, thinker and mentor.

Despite the fact that Ivanov ultimately rejected it, this preface
serves as an excellent introduction to a central aspect of Ivanov's
mature poetics.3¢ The reader is immediately struck by the text's
overtly intertextual nature. Ivanov's allusions are not hints or riddles
whose solution demands the utmost ingenuity from the reader. For
Ivanov's purposes, explicit allusions are clearly preferable. It is
necessary that the reader recognize the "foreignness" of Goethe and
Dante (hence the quotations in German and Italian) as well as Ivanov's
debt (both personal and spiritual) to Solovyov. By bringing together
the hallowed names of various national literatures, Ivanov emphasizes
the continuity of tradition and—equally crucial—lays claim to a
spiritual genealogy. As the repeated word "approval" indicates, Ivanov
sees his work as being sanctioned by these (deceased) writers and
thinkers.

The preface also gives additional insight into Ivanov's ongoing re-
ception of Goethe. While Goethe retains his position of the utmost

36. Ivanov rewrote the preface at least twice, but ultimately chose to publish the
book without any preface whatsoever. A later version reveals a number of interesting
changes. "The poetic harvest of a long and drawn-out series of 'years of study and
wanderings' inevitably betrays contradictions of form and interest, and the strictest
selection will not transform the collection into a unified whole; but the constant
contemplation of transcendent guiding principles is also a form of unity, and this is
what has given the collection its overall title which received the blessing of him to
whose great memory this book would have been dedicated with reverence, if another
more sacred duty had not turned it into an ex-voto offering to the deceased mother of
the poet." (This preface was first published by Pamela Davidson, p. 92, whose
translation I quote.) In this much-shortened text, Ivanov eliminated the Dante
allusion and considerably toned down the references to Goethe. However, it would be
incorrect to interpret these changes as a reflection of changing allegiances within
Ivanov's personal canon. If this were so, it would be impossible to explain the
inordinate number of Goethe and Dante epigraphs within the book itself. (Moreover,
using the same faulty logic, one would have to conclude that when he decided to
publish the book without any preface at all, Ivanov ultimately rejected Solovyov.)
Any number of arguments can be advanced to explain why Ivanov chose not to
include the prefaces, from their prolix style to their too "apologetic” tone. In my
view, it would be false to see Ivanov's "rejection” of the preface as a reflection of an
altered worldview.
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ority, he appears to share the spotlight, as it were, with Solovyov
Z}llilhDarzlte. Apspg cursory glance into Pilot Stars makes evident, th1's
constellation of exemplary figures forms the foundation of Ivanov's
spiritual world. Upon opening the book, the reader 1mmed1ately con-
fronts an epigraph from Dante; turning to the first section, he finds an
epigraph from Goethe; glancing at the first poem of the ﬁ'rst section,
he notes a dedication to Solovyov. Yet to recognize Ivanov's emphatic
acceptance of these writers is by no means (o u_nderstand their role
within his larger poetic system. It is not 1mmedla§ely apparent what
elements unify these three extremely indlyldua.l thinkers, except that
each was a towering genius in his respective tustoncal_ epoch. It be-
comes, in a sense, a challenge to Ivanov's poetics to bring this diverse
triumvirate under the banner of a single program. _

One is apt to think of turn-of-the-century literature in terms of the
"revaluation” of traditional values. According to this scheme, the
modermist finds a place for himself by exposing tpe irrelevance qf
past platforms for contemporary literature. Ivanov's preface, in this
regard a valid reflection of his poetic credo, offers an alternative to the
decadent or polemical strains of European modemism by explicitly
affirming the unity of the European cultural heritage. A number of
subsequent Russian poets shared this view, yet no _one3 geveloped a
poetic system that relied so heavily on explicit quotation.

37. One thinks of Tsvetaeva (cf. Ronen [1992], p. 10) or, most obviously, of

Mandel'shtam (cf. Taranovsky [1976] and Ronen [1983]).

Chapter 2

Ivanov's Bride of Corinth:
Introduction to a Syncretic Poetics

HyXHo TexHIfuecKoe YTeHMe — IHTast, CMOTPETh,
KaKk 3TO JeNaet mo31r. Hampumep, ecnu 3Haelns
WHOCTPAaHHEE S3BLIKY, NepeNuCTHBasl, HAPUMED,
Tere, wnrarh ero Texmudecky. Bot Hymkus, Kak
Goemof XynoXHMK, GHCTPO ycBauMBall qyXKMe
TIpUeMH, HO HHKaK He O mom YbuM-JInGO
BIMSTEMEM . . , !

—Vyacheslav Ivanov's advice to young poets,
Moscow, 1920

What sets Ivanov's mature verse apart from the poems of the Berlin
years? His "Russian Faust” (1887) shows an almost slavelike devotion
to its German model. The characters and larger dramatic structure owe
a profound and unmistakable debt to Goethe's masterwork. In Pilot
Stars (1903), his first collection of poetry, Ivanov continues to affirm
his spiritual affinity with Goethe. Most noticeably, he appends stra-
tegically selected epigraphs to individual poems or entire sections. Yet
in this later work, his treatment of Goethe's texts is markedly original.

Ivanov's creative response to Goethe's "The Bride of Corinth" ex-
emplifies the complexity of his poetic reception. Goethe's poem dates
from 1797, known in German literary history as the "ballad year." In a
period of a few months, Goethe created a number of ballads that were
immediately recognized as masterpieces. With each new ballad, Goethe
redefined the genre, broadening its content and refining its formal
structure. For all of their diversity, a thematic invariant links these po-

1. "It is necessary to read technically—while reading, look how the poet does it.
For example, if you know foreign languages, leafing through, for example, Goethe,
read him technically. Pushkin, as a great artist, quickly mastered other writers' tech-
niques, yet he was never under anyone's influence . . . " From F. I. Kogan, "Kruzhok
poezii pod rukovodstvom Vyacheslava Ivanova" ("The Poetry Circle under the
Supervision of Vyacheslav Ivanov"), TsGALL, f. 2272, op. 1, ed. khr. 33, 1. 33,

43
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ems:; Goethe's ballads repeatedly describe man's encounter with magi-
cal and mysterious forces.?

"The Bride of Corinth" tells of a young man from Athens who vis-
its Corinth. His parents have previously agreed with a family there that
he should wed their daughter. On the day of his arrival he receives a
warm welcome. He goes to sleep exhausted and awakens to find a
beautiful woman in his room. Assuming her to be the daughter whom
he is to marry, he falls immediately and passionately in love. This in-
correct assumption proves fatal. This woman, originally promised to
him, has died and now returned as a vampire. (Her younger sister, who
never appears in the poem, was to substitute for her.) She sucks the
young man's blood and leaves him to die.

Goethe structures his eerie ballad so as to achieve maximum am-
biguity. An omniscient narrator begins the poem ("Nach Korinthus
von Athen gezogen / Kam ein Jiingling, dort noch unbekannt"—"From
Corinth to Athens / Came a young man, as yet unknown there"), yet
decreases in prominence as the poem progresses. The central section
(stanzas 5-22) is primarily a dialogue between the two main characters,
with the narrator filling in sparse details (often mere "stage directions,”
e.g., "Bleibe, schones Médchen!' ruft der Kna "—"'"Remain, beautiful
girl!’ cries the boy"). At the conclusion, the authorial voice completely
disappears, leaving the final six stanzas as the direct speech of the
vampire. This narrative technique allows Goethe to develop the plot
carefully while avoiding authorial commentary at the critical moments.
By giving the vampire the final word, Goethe neither judges nor
explains the poem's supernatural events. As in so many of his ballads,
the plot is shrouded in mystery.

In his earlier ballads, Goethe used traditional meters to reflect the
genre's popular origin. In the ballads of 1797, he experimented with
unusual strophic forms. For the "Bride of Corinth," Goethe devised a
stanza unprecedented in German verse.> I quote a well-known passage
from the vampire's closing monologue; my observations on the formal
features can be applied to any of the poem's twenty-eight stanzas:

Aber aus der schwerbedeckten Enge

Treibet mich ein eigenes Gericht.

Eurer Priester summende Gesiinge

Und ihr Segen haben kein Gewicht;

Salz und Wasser kiihlt

Nicht, wo Jugend fuhlt;

Ach, die Erde kiihlt die Liebe nicht! (Il. 162-68)

2. See Trunz's commentary (in Goethe [1982], p. 659): "A mysterious relation-
ship stands at the center of Goethe's ballads: higher powers influence man.”
3. See Kayser, p. 95.
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The stanza is composed of seven lines with the thyme scheme A-b-A-
b-c-c-b.4 In the German tradition, this strophic construction appears
mainly in folk poetry.> Goethe, aware of this association, had used the
seven-line stanza in a number of his earlier ballads.® However, in "The
Bride of Corinth,” he made a crucial change by truncating the fifth and
sixth lines. Against a background of trochaic pentameter, these lines
(here: "Salz und Wasser kiihlt / Nicht, wo Jugend fiihlt") form a couplet
in trochaic trimeter. Syntactically and semantically, they begin a new
section. Goethe thus created an asymmetrical, bipartite stanza, using
the short lines to give the conclusion an additional urgency. The "ac-
celerando" effect of these two short lines is regarded as one of Goethe's
brilliant technical innovations.”

In his critical essay on Goethe, Ivanov lavishes praise on the ballads
("incomparable ballads . .. for only in Goethe's ballads does a visionary
understanding of nature open up and breathe ..."),® placing special
emphasis on "The Bride of Corinth":

The ballad "The Bride of Corinth" combines the ancient with the
romantic in order to tell us, in this guise of Greek Romanticism,
one of Goethe's deepest insights into nature's secret about love.
"The earth cannot cool love,"—this is what Goethe finally
discovered. Love is stronger than death. Nature wants to join
together the individuals whom it predetermines for conjunction,
and the accidental death of one of them is powerless to avert this
destiny.’

This idiosyncratic account passes over almost all of the poem's dis-
tinctive features, including its plot and central motif (the vampire).10
Instead, Ivanov notes the ballad's synthetic character; it combines el-
ements of antiquity (the Greek setting) with elements of Romanticism
(the supernatural). After this single introductory remark, Ivanov turns
directly to the poem's "deeper” significance. He apodictically states its
fundamental insight, attributing to Goethe the words spoken by the
vampire: "Ach, die Erde kiihit die Liebe nicht!" ("Oh, the earth cannot

4. Here and throughout this book, capital letters designate feminine rhymes and
small letters indicate masculine rhymes.

5. Frank, p. 525.

6. See Hinck, pp. 25-47.

7. Cf. Kommerell, cited in Goethe (1982), pp. 66364 and Kayser, p. 95.

8. SS, vol. 4, p. 146.

9. Ibid.

10. This is particularly striking, given the fact that Ivanov's essay was written
as a chapter of a history of Western literature. Either Ivanov assumed that his readers
knew the plot, or he did not feel that it was significant enough to be summarized.
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cool love!™ Ivanov interprets this sentiment "symbolically"—it be-
comes a philosophical statement of love's power over death.

Ivanov's interpretation exemplifies the mystical view of Goethe
characteristic of the time. It recalls an essay on the same poem that
Rozanov had written several years earlier.!! As a scholarly reading of
Goethe's ballad, however, it is clearly inadequate, for it reduces a
highly ambiguous poem to a single questionable assertion. Since
Ivanov does not develop these thoughts elsewhere in his critical or
theoretical essays, scholars have traditionally quoted this admittedly
unusual evaluation and proceeded to the next explicit Goethe refer-
ence.12 Such treatment relegates Ivanov's view to the status of a liter-
ary curiosity.

Ivanov's reading of "The Bride of Corinth" was, however, more
subtle and far-reaching than the above-quoted prose passage suggests.
To discover the full extent of the poem's significance for Ivanov, one
must look beyond his critical essay to his poetic practice. Four po-
ems, composed more than a decade apart, bear testimony to his con-
tinued fascination with Goethe's ballad. They also serve as a fine in-
troduction to his extraordinarily varied poetic reception.

In Pilot Stars, Ivanov twice alludes to Goethe's ballad. In the more
obvious instance, he uses the line "Ach, die Erde kiihlt die Liebe
nicht!" as the epigraph for "Moonlit Roses” ("Lunnye Rozy").
Ivanov's poem, itself a narrative, relies on a number of formal devices
associated with the ballad; interrupted narration, direct speech, re-
frains, etc. The stanzaic form (four-line anapestic trimeter stanzas
with alternating rhyme) bears no resemblance to Goethe's "The Bride
of Corinth,” but is nevertheless commonly found in Russian literary
ballads (e.g., Zhukovsky).!* In keeping with the balladic tradition
(and Goethe's own practice), Ivanov includes supernatural elements in
the poem. The opening stanzas set the tone, creating an atmosphere
of mystery and uncertainty:

W3 0KOB OIMHOKO} pasmykyu,
Ha xprutax ynouTeNbHBIX CHA,
K Heii BIIeKyT ero TajiHbie 3BYKH,
K meif Breuer 3070Tasl jIyHa . . .

11. Rozanov also gives special attention to the passage "The earth cannot cool
love." He summarizes the basic idea of Goethe's ballad as follows (p. 14): "If love
and, in general, the romantic principle in us is a miracle in the sense that it can nei-
ther be explained by mechanics nor deduced by logarithms, then it is impossible to
doubt that this miracle does not die with the death of our physical body."

12. Cf. Gronicka, vol. 2, p. 197, and Zhirmunsky (1937), p. 591.

13. Gasparov (1984), p. 121.
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Bce Buepen, B Ge3nbIXaHHbe CEHM
JTyHHRM CHOM OTATYeHHHX OpeBec;
Bce Buepep, rue myrmmBye TeHN
3aranit oKoIIOBaHELIA Jrec.

Tam oHa, Ha nevankHOM NOJIsIHE,
Knpet ero man Mmorwsioi, ofHa,
CHOI0UH HEIBYOKMMO B TyMaHe,—
Kag Tyman, xononsa u 6iiefiHa.

U nmiobBu BHeucnoNHeHHOR NeHK
Hopaamcs B Ge3BagexHol rpyau:
"0, 3aueM MH GecIToTHHE TeHn? "
— Ml apyr! moromy, norogu! !+

In these stanzas (and throughout the poem), Ivanov relies on pro-
nouns, never naming the poem's protagonists. To maximize the un-
certainty, he introduces both characters in an oblique case. Because
the omniscient narrator chooses not to reveal the poem's
"Vorgeschichte,” the reader must recreate the plot based on a series of
hints. The female protagonist's words ("O, why are we bodiless
shades?"), repeated several times in the course of the poem, reveal the
central thematic thread: a dead woman yearns for her lover. This re-
frain expresses a desire as well as an awareness of its futility. Death,
the woman implies, has rendered her love powerless.

Yet there is also a suggestion that this "unfulfilled love"” will be
attained. The woman's mysterious voice clearly has an effect on her
beloved—"K nei vlekut ego tainye zvuki" ("Mysterious sounds draw
him to her"). A second refrain, "Vse vpered” ("Always forward"),
creates the expectation of an imminent meeting. Such expectations
prove justified at the end, when the lovers are finally reunited. In de-
scribing this passionate moment, Ivanov makes clear his debt to
Goethe by introducing the motif of the vampire.! This motivic bor-

i4. "'From the bonds of lonely separation / On the intoxicating wings of a dream
/Mysterious sounds draw him to her, / A golden moon attracts [him] to her . . . //
Always forward, [drawn] by a lunar dream into the breathless covers / Of burdened
trees. / Always forward, where the enchanted forest / Concealed frightened shadows. //
’I_'here she, on the sad clearing, / Waits alone for him above the grave, / Sitting mo-
tionless m the mist,— / Cold and pale, like the mist. // And plaints of unfulfilled love
/ A{ose in her hopeless breast: / 'O, why are we bodiless shadows?' / —'Dear friend!
Wait, wait!™ SS, vol. 2, p. 564. .

15. Although mediated by a rose, it is unmistakable: Ona BeTBE GnemHoit po3nl
cpuiBaeT: / — "Ilpyr, Tebe map moOy, nap Tocku!" / CrpacTHB g1 OH oG3aHbEM
pouBaeT — / 2KM3Hp U3 ycT OBIOT, 3apfeB, NenecTky. // U u3 po3s, anoll KuU3HLL
HaMTHX, / 2XKagHo mheT oHa XapKylo KpoBb . . . " "She tears off a branch of a pale
rose: / —'My friend, here is a gift of love, a gift of longing!" / He drinks in the
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rowing leads, in the poem's final stanza, to a more fundamental the-
matic similarity:

Pox mi06BH mpekiloHeH BcenobenHOM
Beer xnaf . . . BeeT MpaK ... Be€T MHp . . .
U 3apeii GeamaTexHOCTH GrienHOM
Bansiics mpeppaccBeTHLIH 3dup.!S

At the denouement, Ivanov's poem becomes explicitly philosophical,
exploring the relationship between love and death. The lovers' en-
counter after death is construed as "fate bowed down to all-triumphant
love" ("Rok lyubvi preklonen vsepobednoi”). In Ivanov's own words
(from his summary of "The Bride of Corinth"), "Love is stronger than
death." "Moonlit Roses" depicts, in symbolic form, this mystical, "all-
triumphant” love.

In "Moonlit Roses,” Ivanov relies on a relatively simple use of in-
tertextuality. By selecting an epigraph from Goethe, he points the
reader toward a specific poem. Knowledge of that poem reveals
deeper connections between the two works: generic (various balladic
devices, such as dialogue), motivic (the vampire), thematic (love versus
death). Ivanov does not hesitate to change aspects of Goethe's poem.
The metrics of the "model” are ignored; the setting and the dramatis
personae lose their specificity. Yet Ivanov's larger use of Goethe's
poem parallels the interpretation he gives in his critical essay; in both
places, he emphasizes the elemental, supernatural power of love as a
means of overcoming even death. In "Moonlit Roses,” Ivanov devel-
ops his mystical reading of Goethe's enigmatic ballad.

The seminal poem "Beauty" ("Krasota") reveals a more compli-
cated example of Ivanov's reception of "The Bride of Corinth." It is
hardly possible to overestimate this short poem's importance in
Ivanov's work. Placed at the beginning of the first section of the first
book of poetry, "Beauty" serves as an introduction not only to Pilot
Stars, but to Ivanov's poetics as a whole.

passionate poison with a kiss— / The petals, turning red, drink life from his lips. //
And from the roses, filled with scarlet life / She greedily drinks the hot blood." SS,
vol. 1, p. 565.

16. "Fate is bowed down to an ali-triumphant love . . . / Coldness wafts . . .
darkness wafts . . . peace wafts . . . / And at the dawn of pale serenity / The predawn
ether lit up.”
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KPACOTA
Brapumupy Cepreepiray ConosreBy
TTepi Tapugt Te kGAAos &nTo.
Hymn. Homer.

Birxy Bac, GoXecTBeHHLIE NaJH,
YMOpcEux rop cuHeoumui Kkpuctam!
Ax! TaM con Mol Gory onpaBganK:
BrsiBe Tam oH IyTHMKY npefcrTan . . .
"[Mo4b I TH 3eMIIN
WU nebec, — BEEMITH:
Taoii a! Beuno mue TBo#t mux Grmctan”.

~— "Tajtna Mue camoit u Taltaa Mupy,
51, B Moeii obureny 3eMHOI,
Ce, Tpsgy 1o cBeTIOMY Xbupy:
IyTHKK, 3pers oTHBHE Gynels MHOM!!
KTo Mmoit mik y3pen,
Tot HaBek mpo3pen —
Honsauit Mup HaBek IIpell HUM HHOM.

PagocTHO mo neeroHocHOl T'ee
51 uny, He Befasi — Kyqa.
A cnyxy ¢ ynuibkoit Anpacree,
B1arockiioEEO — JeBCTBEHHO — dyXIa.
51 Houly KOJIBIO,
U Moe mno —
Kpotkuii myg tanacreernoro Jda".

Beauty
To Vladimir Sergeevich Solovyov
Beauty spread round about her.
Homer. Hymn.

I see you, divine vistas,

The crystal looming blue of the Umbrian mountains!

Ah! there the gods justified my dream:

In reality it [i.e., the dream] appeared to the wanderer . . .
"Whether you are the daughter of the earth

Or the heavens,—Listen:

I am yours! Your visage has been shining to me for eternity.”

—"I am a mystery to myself and to the world,

I, in my earthly abode, .
Lo, approach along the light ether:

Wanderer, henceforth you shall see like me!

He who has looked upon my visage

Has seen eternally—

The world below is eternally different for him.

49
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Joyously over flower-bearing Gaia

I go, not knowing where.

I serve Adrastea with a smile,
Beneficently, virginally, alien.

I wear a ring,

And my face

Is the meek light of the mysterious Yes."

In an essay on Pilot Stars, Bryusov wrote, "In accordance with the
spiritual striving of our entire epoch, Vyacheslav Ivanov is an eclec-
tic."17 The poem "Beauty” amply supports this claim. The presence
of three alphabets (Cyrillic, Greek, Latin) already hints at the poem's
remarkable heterogeneity. Even on the formal level, Ivanov creates
links with a variety of historical periods and styles. Words like "zret™
("to behold"), "lik" ("visage"), "gryadu" ("approach"), exclamations
such as "se" ("lo") as well as neo-classical epithets like "tsvetonosnaya
Geya" ("flower-bearing Gaia") recall the lexicon of Russian eigh-
teenth-century poetry. The predilection for monosyllabic words
("Doch' 1i ty”, "Kto moi lik" or, more noticeably, "Tvoi ya! [Vechno]
mne tvoi lik" and "Akh! tam son moi") reflects Ivanov's efforts to
apply principles of classical Greek prosody to Russian verse.!® The
poem's distinctive metrical form belongs neither to classical antiquity
nor to Russia, but rather to Germany; it is modeled on "The Bride of
Corinth."19

To understand the significance of Ivanov's metrical allusion, it is
necessary to make some preliminary observations about "Beauty."
The poem describes a meeting between a male protagonist and an
other-worldly female figure. Ivanov sets this encounter in a tradition
of epiphanic poetry through two explicit allusions: the dedication and
the epigraph. By dedicating his poem to Vladimir Solovyov, Ivanov
not only pays tribute to his late mentor, but also calls to mind his po-
etic world. As numerous critics have noted, the "plot" of "Beauty"
parallels one of Solovyov's most celebrated poems.?® In "Tri
svidaniya" ("Three Meetings"), Solovyov depicts his own encounters
with a mysterious and beautiful female figure.

For Ivanov and Solovyov, the notion of transformation plays a
central role. The beautiful woman alters her observers, leading them

17. Bryusov (1975), vol. 6, p. 295.

18. See M. L. Gasparov, (1987), p. 115. The use of monosyllabic Russian words
as a reflection of Greek verse is most clearly shown in the translation Ivanov did in
1914 of the Greek poet Terpander: "3esc, TH — Bcex el Bepx! / 3eBc, TH — Bcex Jient
BoX/s! / Te Gynb cux ¢oB naps; / Tol mpaBb Mol ruMH, 3esc!”

19. To my knowledge, R. E. Pomirchy was the first to draw attention to this, in
his commentary to Ivanov (1976), p. 457.

20. See, for example, Pomirchy's comments. Ibid.
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to a higher state of knowledge.2! Solovyov and Ivanov both use the
verb "prozret’™ ("to see [through]/to understand”) to signal this trans-
formation. In the short concluding section of his poem, Solovyov
writes:

Eume HeBONBHMK CyeTHOMY MUpY,

ITon rpy6oio xopolo BelecTBa

Tak s npo3pes HeTneHEYO HOpdUPY

M omyTnn cusiake 6oxectsa.?? (my emphasis)

Ivanov develops this motif. Beauty tells the wanderer:

IIyTHHMEK, 3pems oTHBIHE Gygenis MHOM!
K0 Moit K y3pea
Tor nasex npospesr —
Honeruit Mup Rapex npen auM uBOA.?> (my emphasis)

The sequence of verbs emphasizes the progression from literal seeing
("zret', uzret™) to figurative seeing ("prozret'™). The latter, as empha-
sized by the repetition of the word "navek” ("forever") is permanent.
Both poets characterize the woman by her smile, thereby accen-
tuating the joyous nature of the encounter. Solovyov writes: "Stoyala
ty s ulybkoyu luchistoi,” ("You stood with a radiant smile").24 In
Ivanov's poem, the woman identifies herself in terms of a smile: "Ya
sluzhu s ulybkoi Adrastee” ("I serve Adrastea with a smile"). This
seemingly trivial detail takes on enormous significance in Ivanov's
writings, where the smile invariably accompanies visionary experience,
the meeting of the divine with the human. The poem "Beet-
hoveniana," for example, ends with such a moment: "I bozhestvennoi
ulybkoi / Proyasnilas' pechal' ochei."?> Ivanov also uses the motif in
his theoretical writings. In "The Symbolism of Aesthetic Principles,"
he writes "A smile is inspired mercy. Gracious Beauty smiles."%6 At
the end of the same essay, a smile symbolizes Aphrodite's contact with

21. In a 1905 essay, Ivanov refers to his own poem, calling the figure of Beauty
"an archetype and promise of universal Transfiguration . . . " §S, vol. 1, p. 827.

22. "[While] still a slave to the vain world, / Beneath the coarse cover of matter /
Thus I saw the undying porphyry / And felt the radiance of the divine."

23. "Wanderer, henceforth you shall see like me! / He who looked upon my
visage / Has seen eternally— / The world below is eternally different for him."

24. Also after their meeting: "Ulybkoi rozovoi dusha sledy khranila” ("The soul
preserved its traces in a rosy smile”). .

25. 8§, vol. 1, p. 779. "And, with a divine smile, the eyes' sadness became
clear.” The motif occurs in the later poetry as well, e.g., in Tender Mystery (SS, vol.
3, p- 56) and Vespertine Light (SS, vol. 3, p. 522).

26. "Ulybka—poshchada okrylennaya. Ulybchiva milostivaya Krasota." SS,
vol. 1, p. 826.
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mankind. This symbolic smile, especially prominent in Ivanov's
works, draws on a lengthy tradition.2”

In his epigraph ("Beauty spread round about her"), Ivanov uses
classical antiquity to underscore the poem's theme. On the most
straightforward level, the connection between the "Homeric" epigraph
and Ivanov's poem is obvious: both describe a sudden manifestation
of beauty. However, given Ivanov's detailed knowledge of Greek lit-
erature, it is unlikely that he would have chosen the epigraph to a
crucial poem only because the word "beauty” appeared in it. Two
additional aspects should be considered. The first concems the ques-
tion of authority: by naming Homer as his source, Ivanov claims kin-
ship to the progenitor of the entire Western literary tradition.2® In an
explicitly programmatic poem like "Beauty," the significance of such
claims cannot be overemphasized. The second consideration is inter-
textual. Ivanov quotes a line from the "Hymn to Demeter" in order to
call to mind this specific myth. The passage he selects comes at the
tuming point of the narrative. Demeter, posing as an ugly old nurse,
attempts to give Metaneira's son immortality by throwing him into the
fire. Metaneira hears her child's cries and interrupts Demeter.
Furious at people's inability to comprehend her actions ("witless are
you mortals and dull to foresee your lot..."), Demeter orders them to
build her a temple: "And [ myself will teach my rites, that hereafter

27. Ivanov's image of the smiling Aphrodite can be found in classical literature
(cf. the first Sapphic ode). Numerous poets rely on the smile as a topos. Goethe, for
example, uses it in "Zueignung" ("Dedication”), a poem that Ivanov often quoted and
that contains numerous parallels to Ivanov's "Beauty.” Describing his meeting with
"ein gottlich Weib" ("a divine woman"), Goethe writes that her smile "cured” him:
"Sie lichelte, da war ich schon genesen ... " ("She smiled, and I was already recov-
ered . .. "). In the Russian Symbolist tradition, Voloshin's 1909 poem "She" ("Ona")
draws on the epiphanic tradition under consideration. In it, the poet searches for a
mystertous woman, whose distinguishing characteristic is her smile. "W 1 wuram ee
cyns0y / B ynbiGke BHyTpeHHed 3adaths, / B ynniGke neByuiek B rpoy /B ynbiOke
XKegumH B Mur o6baTes.” ("And I read her fate, / In the inner smile of conception / In
the smile of young women in the grave / In the smile of women at the moment of an
embrace.”) The final image (indeed, the final word) of the poem is "smile"—"U Tuxo
cpeTsiTesi ycra [ HeorspatnMolo ynweiGroit." ("And her lips quietly shine / In an in-
evitable smile"). Voloshin also indirectly evokes the image of a smile by referring
to Aphrodite and the Mona Lisa. In Voloshin (1982), vol. 1, pp. 94-95.

28. As a student of classical philology, Ivanov was surely aware that the "Hymn
to Demeter” (like all of the so-called "Homeric Hymns") was not written by Homer.
(Cf. Allen and Sikes, pp. lili-liv). One may assume that Ivanov made this attribution
for "strategic" rather than scholarly reasons. For Ivanov's purposes, Homer is far
preferable to "anonymous.” He thereby extends the direct line of his poetic
predecessors, adding the venerable name of Homer to those of Dante, Goethe, and
Solovyov.
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you mag' reverently perform them and so win the favour of my
heart."?? Directly following this passage comes the section from
which Ivanov draws his epigraph: "When she had so said, the goddess
changed her stature and her looks, thrusting old age away from her:
beauty spread round about her."

A reader unaccustomed to Ivanov's allusive poetics may be con-
fused by the glaring incongruities between the "Hymn to Demeter"
and the Ivanov and Solovyov poems. The goddess confronts a
woman, not a man; she is not smiling, but furious. Yet despite these
differences, the scene has obvious relevance to the epiphanic tradition,
for it describes the meeting of the human and the divine. The line
that Ivanov uses as an epigraph depicts the transformation from mor-
tal to immortal. Demeter herself embodies this process by shedding
her earthly guise (as an old nurse) and assuming divine form
(beauty). She also (indirectly) bestows immortality on mankind by
promising to teach her "rites." These rites, the Eleusinian mysteries,
allow the initiate to conquer death.’® By citing the "Hymn to
Demeter," Ivanov subtly evokes these associations.

Goethe's role in "Beauty" must be understood against this compli-
cated background. Victor Terras, noting the poems’ common metrical
form, has stated that "Beauty" shares the "basic theme and ethos" of
"The Bride of Corinth."3! His laconic statement requires elaboration.
In terms of genre and theme, the poems display no obvious resem-
blances. Ivanov's essentially philosophical poem is virtually static,
while Goethe's mysterious ballad relies on sudden shifts of plot.
Vampirism, the most celebrated aspect of Goethe's poem, has no con-
nection to the epiphanic tradition that inspired "Beauty."

Yet the poems have a similar structure; they begin with an omni-
scient authorial voice that in turn yields to direct speech (a conversa-
tion). On the semantic level, they share the constellation of characters;
a male protagonist and an other-worldly female figure. In both po-
ems, the woman possesses a supernatural power over the man whom
she immediately and ineluctably attracts; through their encounter, she
permanently transforms him. In "Beauty," the man's immediate sur-
render to this woman ("Tvoi ya!"—"I am yours!") parallels the sudden
passion that characterizes the behavior of Goethe's protagonist. A

29. Hesiod, pp. 307-9.

30. The Homeric "Hymn to Demeter" is traditionally known for its explanation
of the origin of the Eleusinian mysteries. These mysteries are symbolized by the
myth of Demeter's daughter Persephone. Ivanov himself repeatedly writes about
Persephone, e.g., the poem entitled "Persephone” in the 1904 collection Trans-
parence or the "Poslanie na kavkaz" ("Epistle to the Caucasus") in Tender Mystery.

31. Terras (1986), p. 344.
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crucial difference should, however, be noted—Ivanov transfers the
physicality of Goethe's ballad to a spiritual plane.

Ivanov's poem thus displays an unusual intemalization of Goethe's
legacy. In order to comprehend the semantic significance of his met-
rical allusion, the reader must view "Beauty” and "The Bride of
Corinth" not in terms of their myriad differences (e.g., a daytime reve-
lation versus a midnight passion), but as sharing a few key concepts.
Both poems focus on a man whose fate is determined by the sudden
appearance of a beautiful woman. Ivanov expands on Goethe's ballad,
interpreting elemental passion as epiphanic experience. He does not
conceive of this woman as an evil or ruthless force, for she initiates
man into a higher realm. In this respect, she resembles not the
archetypal "femme fatale,” but the "eternal feminine."3?

These considerations suffice to demonstrate a fundamental aspect
of Ivanov's poetics—the "layering” of subtextual levels. “"Beauty"” re-
calls Solovyov's "Three Meetings," Goethe's "Bride of Corinth," and
the homeric "Hymn to Demeter." However, the poem's essential sig-
nificance cannot be reduced to any one of these subtexts. The title
identifies the woman as an incarmation of "beauty" (a word of femi-
nine gender in Russian), yet her deeper significance remains a mys-
tery. She herself states this explicitly: "Taina mne samoi i taina
miru."33 The multifarious allusions serve to elucidate this enigmatic
figure. While she is not equivalent to any of the women in the
subtexts, she assumes characteristics of all of them. By a simple
process of addition, the encounter in "Beauty” gains symbolic weight.
For example, while there is no hint of death in "Beauty," the allusion
to "The Bride of Corinth" suggests that the woman is both privy to and
yet beyond the realm of death. Ivanov's poetics are based on a firm
sense of tradition. His allusions demonstrate the continuity that links
his work to certain exemplary texts ranging from classical antiquity to
Goethe to Solovyov. Ivanov thus uses subtexts to create a mythical
foundation for his poetry.34

More than a decade after writing "Beauty,” Ivanov returned to
"The Bride of Corinth," using its distinctive metrical form for a poem
in the second part of the lengthy philosophical work entitled "Man."

32. In general, the Symbolists were fascinated by the concept of the "eternal
feminine” (cf. Kluge, p. 54). Ivanov (SS, vol. 4, p. 156) considered it Goethe's
"most important and mysterious testament to posterity.” Solovyov also used the
motif (e.g., his own poem "Das Ewig-Weibliche"), but combined it with Russian
Orthodox conceptions. Cf. Knigge, pp. 41-42.

33. "] am a mystery to myself and to the world.”

34. In his theoretical writings on poetry, Ivanov repeatedly discusses the central
role of mythopoesis. Cf. SS, vol. 2, p. 90; S5, vol. 3, p. 375; §§, vol. 4, pp. 518,
554. See also chaps. 4 (concluding part) and 5.
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As in the case of "Beauty,” the poem's position within the larger work
immediately endows it with special significance. Ivanov constructs the
second part of "Man" like a mirror: the metrics of the first poem cor-
respond to those of the last, the second poem's metrics correspond to
those of the penultimate poem, and so forth. He designates each of
the paired poems by a Greek letter; the first eight poems proceed
through the Greek alphabet from "o to "6," and the final eight go in
reverse order from "0" to "a.." The ninth poem, located at the exact
center, is metrically unique. Ivanov labels it not with a Greek letter,
but with a Greek word of obvious import: "akun" ("acme"—"the
highest point"). According to Ivanov's original conception, "Man"
consisted of three parts.35 The poem in question thus served as the
"summit" not only of the second part, but of the work as a whole.

In keeping with its central position, the poem treats a subject of
crucial importance to Ivanov's entire philosophy. It is devoted to the
enigmatic inscription on the ancient temple at Delphi.3¢ Except for
the supf_arﬁcial similarity of the Greek setting, the poem's semantic
connection to Goethe's "Bride of Corinth" is not immediately appar-
ent. It lacks even the basic configuration of the mortal man and
other—»yorldly woman. Nonetheless, the reader acquainted with
Ivanov's poetic practice recognizes specific motivic and overarching
symbolic echoes that link the poem both to Ivanov's own "Beauty" as
well as to Goethe's ballad.

The poem begins with an apostrophe to a pilgrim of antiquity who
lc)orifrt?nts the mysterious phrase "Ty esi" ("You are") on the gates of

elphi:

Uto Tebe, B M3npeBIIe IPeclIOBYTHX
IIpopymansem Henbdax, GoroMon,
Bo3spectuina Mefb BOPOT 3aMKHYTHIX?
UTto mo3Has TH, F'oCTh, KOTIIa Ipodelt
Ha ppatax: ECU?
Y cebs crpocy,
YeJioBeK, 9T 3HATMT ceif rmarom.?’

) 35. The fourth part and epilogue were written two years after the original
"trilogy” and were not part of the initial plan. For the history of composition, see
SS, vol. 3, p. 737.

36. The subject intrigued Ivanov for years. He already discussed it in the 1904
essay "Kop'e Afiny” ("Athena's Spear”), SS, vol. 1, pp. 732-33. It later became the
cent}'al theme of two religious-philosophical essays, "Ty esi” ("You are") and
"Anima.” (§S, vol. 3, pp. 263-93). For a discussion of the relationship of "You are"
to "Man," see West (1988).

37. "In Delphi, famed for its prophesying from the earliest times, what did the
brass of the closed gates proclaim to you, pilgrim? What did you learn, guest, when
you read on the gates: [YOU] ARE? Ask yourself, man, what this word means." (S5,
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By the end of this first stanza, the protagonist (a nameless pilgrim, or
"bogomol") has become a generalized "Everyman" ("Chelovek"). He
encounters not a mysterious woman (as in the earlier poems), but a
mysterious "word” ("sei glagol”). To the protagonist of "Beauty," the
woman appeared both heavenly and earthly ("Doch’' li ty zemli / il'
nebes ... ").3% The origin of the phrase "You are" creates a similar
ambiguity in the mind of the beholder: "Ty esi'—poet / S golubykh
vysot—Iz glubin li khramovykh?"39 It is unclear whether these words
emanate from the depths or from the world above.40

The remainder of the poem offers an explanation of the cryptic
phrase "You are." Like "Beauty” and "The Bride of Corinth," it is
structured as a dialogue. However, Ivanov dispenses with the symbolic
configuration of mortal male and other-wordly female. Instead, he
presents a discussion in which Man and God are interlocutors.

C BedHHIM TaK O NpaBe IepBOPONHOM

CropyuT, — OTpeKasich BHOBb ¥ BHOBb

Ot npeeMcTBa B GHTHY CBOGOTHOM, —

Yenosex. Ho Bor: "He npexocioss,
b0 TH ecn!

Ilapckuit kpect BecH! . . .
CocCTSI325Ch, CIIOPHT MX I0GOBB!*!

"

By the penultimate stanza, no trace remains of the pilgrim who was
apostrophized in the poem's opening lines. He has been completely
replaced by "Man" (a transformation already foreshadowed in the first
stanza). Similarly, the phrase "You are” has changed; it becomes a
sentiment voiced by God. The discussion between God and Man is
described as a dispute, yet the tone is characterized not by anger, but
by love ("Sostyazayas', sporit ikh lyubov').#2 God's words explicitly

vol. 3, pp. 213-14). I quote the final version of this stanza (from the 1937 "Dom
Knigi" edition), not the earlier variant (SS, vol. 3, p. 738), which shares the
interrogative character, but is more distant from its Goethean model.

38. "Whether you are the daughter of the earth / Or the heavens . .. "

39. "You are'—does it sing/From the light blue heights—[or] from the temple
depths?” )

40. Such uncertainty was, for Ivanov, inherent to the process of mythopoesis.
Cf. §§, vol. 2, p. 556.

41. "Man quarrels with the Eternal about his inborn right, again and again
renouncing his succession in free existence. But God [says]: Do not disagree, for you
are! Bear the king's cross . . . ' Thus competing, their love quarrels!”

42."Thus competing, their love quarrels!” (my emphasis).
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link the pagzn phrase from Delphi*? to Christ's Passion ("Tsarskii krest
nesi! ... ").

Kpectroe JT1060BM OTKpOBeHLE!
OrtBopense napcTBeHHEBX [IBepeit! . . .
"TH ecu”"—B37I0XHY, 1 B TO X MIHOBEHEE
Bacusier ceprny OMmipeit . . .

Mur—u B HeGecn

Crapyy: "TH ecH"—
M Bucwr Ha npee Laps napeit!*®

In this final stanza, Christian elements dominate: the Greek gods
are supplanted by Christ. The closing passage repeats several key el-
ements found in both Goethe's "Bride of Corinth" and Ivanov's own
"Beauty"—the encounter and conversation, the themes of love and
death. As in "Beauty,” Ivanov removes all traces of the demonic side
of Goethe's poem (vampirism, physical passion). The poem in "Man"
has no physical aspect whatsoever. Goethe's ballad was set in a house
in Corinth. Ivanov's "Beauty" described a meeting in the mountains of
Umbria. The poem in "Man" is nominally situated in Delphi. Yet, at
the conclusion of the poem, this setting disappears. The "action," as it
were, moves to a spiritual plane. In this new context, Goethe's dictum
that love is stronger than death is applied to the image of Christ on the
cross (described not as death, but as love: "Krestnoe Lyubovi
otkroven'e").46 As in the earlier poems, the notion of transformation
plays a central role. The poem had begun with a question: what did
the mysterious words on the closed doors of the temple of Delphi
mean ("Chto ... vozvestila med' vorot zamknutykh")?%’ The conclud-
ing stanzas, symbolized by the open doors of Christ ("Qtvoren’e
tsarstvennykh Dverei! ..."),4® supply the "answer.” These opened
doors signal an epiphany.4? Through his encounter with God, Man

43. The temple at Delphi was Apollo's. Ivanov refers to this in the third stanza:
"To Apollon / Proritsaet Gei temnym chadam!" ("Thus Apollo prophesies to the dark
children of Gaia").

44, "Bear the king's cross . .. "

45. "The cross’ revelation of Love! The opening of the royal Doors! . . . 'You
are'—I will sigh, and at that very moment the Empyrean realm will shine [into my]
heart . . . One moment—and in the heavens I hear: 'You are'—And the King of kings
hangs on the wood.”

46. "The cross' revelation of Love." ’

47. "What did the brass of the closed gates proclaim?”

48. "The opening of the royal Doors!"

49. The "royal Doors" ("tsarstvennye Dveri") refer most obviously to the doors
in the iconostasis of a Russian Orthodox church ("tsarskie Dveri"). During
transubstantiation, the highest mystery of the Orthodox ritual, these doors are closed

1
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achieves entry into a higher truth: "Ty esi—vzdokhnu, i v to zh
mgnoven'e / Zasiyaet serdtsu Empirei ... "0 This transformation is re-
flected on the grammatical level in the progression from the historical
past tense of the first stanza to the striking mixture of present and fu-
ture that characterizes the final stanza.

In obvious ways, the poem in "Man" radically diverges from its
Goethean "model.” Yet the metrical allusion is not without semantic
significance, for Ivanov develops several motifs from "The Bride of
Corinth." Most importantly, he reworks the notion of love, bringing
the intensely physical, pagan elements of Goethe's ballad to a
supremely metaphysical, ultimately Christian plane. This radical
revaluation need not be understood polemically. Goethe's poem
undergoes the same treatment as Ivanov's own "Beauty"—both serve as
the raw material from which the later poem is created.

As the discussion of "Beauty” and "Man" have shown, Ivanov often
underscores his kinship with Goethe by nonsemantic means. A fur-
ther example of this allusive technique can be found in the poem "The
Tsar's Departure,” from the 1912 collection, Tender Mystery. Unlike
"Beauty" and the poem from "Man," this poem has no programmatic
significance. It was an occasional piece, inspired by his daughter
Lidiya's request for a ballad that she could set to music. Lidiya ap-
parently even suggested some of the imagery; a moon, a forest, a
wolf.51 Ivanov responded with a cryptic poem of six stanzas that in-
cluded the desired imagery as well as some other traditional balladic
motifs: a king (here Russianized as a "tsar"), a singer, an unidentified
woman, a haunting melody, and a death by drowning.

Bouren, — # naps 4enoM NOBMK.
3anes, — ¥ IHpP yMOJK.
Wcues . . . "aps nossai gpoiamk", —
CMylueHHBI! cHbINIEH TOMK.

HMormaTs neBOa

Laps wter ronma . . .
B pommAe BoeT BOIK.>?

(and covered with a curtain). Immediately afterwards, the curtain is drawn, the doors
are opened, and the priest emerges, bearing the chalice. The "opening of the royal
doors" marks the symbolic and dramatic climax of the Russian Orthodox service.

50. "'You are'—I will sigh, and at that very moment the Empyrean realm will
shine to my heart . . . "

51. Ivanova, p. 47.

52. "[He] entered,—and the tsar bowed his head. / [He] began to sing,—and the
festival fell silent. / [He] disappeared . . . —'The double has summoned the tsar,— /
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This opening stanza uses grammatical obscurity (the subject of the
first verb is not named until the fifth line, and even then only
obliquely) to create an appropriately mysterious atmosphere. The
poem focuses on the tsar who has been "summoned” by this song. In
the second stanza, haunted by the melody, he finds himself unable to
sleep and wanders outside into the moonlight. The third and fourth
stanzas develop the image of the summons, suggesting that nature it-
self is singing (the singer appears to have merged with the forest)
about "her,” an enigmatic woman. In the penultimate stanza, the
woman herself sings, urging the tsar to cross the river to join her. The
search for this woman proves fatal:

U nens yrac; u B mwiecke BOIH,
T'ne nymnowo urpoit
Crmnr, y6alokaR, nerki uemd, —
Ubs necHb 3BeEUT NOpoi?
YenHoK IUTHIBET,
O Ha zoBeT
3a ocTpoit Toi ropoi.

Ha 6pere Tom — MeuTa uIIb IB? —
Yeprora rocrs, nesen:
On 3HaeT myTh! — ¥ K Gpery BILTaBb;
Kupaercs miogen . . .

Tyt oMyT cyHB,

Tam ceTh 3axuHEL —
M sbinosums geren.>

In the final stanza, Ivanov uses the bipartite structure to break off the
narration. The drowning, the culmination of the plot, occurs during
the ellipsis at the end of the fourth line. Only in the final three lines
does the poet reveal the quest's tragic outcome: "Where the water's
depths are blue, Throw in a net—And you will fish out a crown."
Thus Ivanov, giving only the faintest outline of a plot, weaving in
magical elements and assiduously avoiding authorial commentary,
creates an original ballad.

Went the embarrassed explanation. / To catch up to the singer, / The tsar sends his
courier . . . / A wolf howls in the valley.”

53. "And the day faded; and in the splash of the waves, / Where lulled to sleep by
the play of the moon, / The light skiff sleeps,— / Whose song sounds out at times? /
The little skiff sails, / She calls, / From behind that sharp-peaked mountain. / On
that shore—is it a dream or reality? / —[There is] the singer, the guest of the palace: /
He knows the way! / And the sailor rushes across to the shore . . . / The water's depths
are blue here, / Throw in a net there— / And you will fish out a crown."
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Once again, the poem's strophic construction deserves special at-
tention. Ivanov uses a seven-line stanza in which the first and third
lines are iambic tetrameter, the second, fourth, and seventh are iambic
trimeter, and the fifth and sixth are iambic dimeter. The rhyme
scheme is a-b-a-b-c-c-b, with all rhymes masculine. While the poem's
plot cannot be traced to any single source, this formal structure is al-
most certainly German in origin. Seven-line stanzas are common in
the German ballad, whereas they are exceedingly rare in Russian po-
etry and carry no generic associations.5* However, Ivanov's distinctive
treatment of the stanza suggests that it is yet another variant on the
"Bride of Corinth." Goethe's ballad is written in trochees and Ivanov's
in iambs, yet they share the unusual effect of the truncated couplet in
lines five and six.

It appears that when "commissioned" to write a ballad, Ivanov in-
stinctively turned to Goethe as a model. The asymmetrical seven-line
stanza (4 + 3), designed by Goethe to accentuate sudden twists of plot,
proved an equally effective vehicle in Ivanov's own poem. In terms of
thematics, Ivanov alters the constellation of characters and the motif of
meeting characteristic of his other "Bride of Corinth" poems. In "The
Tsar's Departure,” the protagonist seeks a meeting with an other-
worldly woman, but this quest ends in failure.’> Ivanov also adds an
additional character (the singer who mediates between the protagonist
and his beloved), thereby setting his ballad yet further apart from that
of Goethe. In short, Ivanov alters his "source” both metrically and
thematically. Yet this does not entail a rejection of Goethe's legacy.
Rather, it confirms Goethe's status as a master ballad-writer and ex-
emplary figure in his pantheon of great poets. "The Tsar's Departure,”
like "Moonlit Roses" and "Beauty," continues the balladic genre as es-
tablished by Goethe's "Bride of Corinth.” No matter how far Ivanov
appears to stray from his "model," his underlying motive is to affirm
the continuity of tradition.

Ivanov's poetic responses to "The Bride of Corinth” demonstrate
his multifaceted reception of a single text. All four of his poems de-
velop Goethe's motif of the "fateful encounter,” but in a variety of
ways. Ivanov alternately turns "The Bride of Corinth" into a supernat-
ural tale, a philosophical inquiry, a mystical manifesto, and a religious
statement. Moreover, he adds to Goethe's original by blending in
other texts (Solovyov's poetry, a "Homeric hymn"), other themes
(religious rites of antiquity and Russian orthodoxy), and other charac-

54. Cf. Kreid, p. 60, Scherr, p. 243.

55. It is conceivable that Ivanov borrowed certain motivic elements from other
Goethe ballads; the singer with the power to move a royal audience with his song (cf.
"Der Singer") or the mysterious death of the protagonist after being "tempted” by an-
thropomorphized nature (e.g., "Erlkonig" and "Der Fischer").
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ters (a pilgrim, a tsar, a singer) and by altering the metrical form (the
Russian balladic stanza of "Moonlit Roses," the adapted Goethean
strophe of "The Tsar's Departure”). Ivanov wrote these poems over a
period of about fifteen years. Yet it would be incorrect to see them as
a gradual evolution of Ivanov's interpretation of Goethe's ballad.
Each new poem does not "annul" the message of its predecessors.
Rather, each one responds to and develops different elements of the
original.



Chapter 3

Faust and Ivanov's Conception
of the Symbol

B cdepe moszum mpuHOMO CHMBOIM3MA,
HeKora yTBepXnaemuiit I'eTe, mociie fonrux
YKIIOHOB ¥ OiyXpaHuif, CHOBa HOHMMAETCS
HaMM B 3HaYeHMY, KOTOpOe IpuiaBal eMy
Tete, u ero nosruxa oxasniBaeTcd, B o0HIEM,
HAIIEIO NOJTHKOIO HOCHeNHUX JIeT. !
—Vyacheslav Ivanov, "Goethe on the Border
of Two Centuries"

In the previous chapter, I demonstrated the type of reception
characteristic of Ivanov's mature poetics. From a single Goethean
ballad, Ivanov drew a wealth of creative impulses: formal, motivic, and
even philosophical. Goethe's extended works, of course, offer far
greater material for development. Faust, the traditional touchstone of
Goethe reception, fascinated Ivanov throughout his life. Guenther
writes of Ivanov: "He knew Goethe by heart, especially Faust."?
Innumerable references to this work, found in all genres of Ivanov's
writings (philosophical, poetic, literary-theoretical, letters, diaries, oc-
casional verse), make clear its centrality.

Throughout his essays, Ivanov unambiguously voices his prefer-
ence for the second part of Faust. In his essay on Goethe, he notes:
"The second part does not resemble the first and represents its infinite
symbolic extension."3 Such a statement should not be construed as a
rejection of the first part, but simply as an emphatic affirmation of the
second. Historically speaking, this judgment represents a radical de-
parture from tradition. Nineteenth-century Russian writers and critics
had strongly favored the first part, faulting the second for a variety of
reasons.* Thus, when the young Ivanov took Faust I as the model for

1. "In the sphere of poetry, the principle of symbolism established long ago by
Goethe, after long periods of turns and wanderings, is again understood by us in the
meaning Goethe gave to it; and, in general, his poetics turn out to be our poetics of
the last years." SS, vol. 4, p. 112.

2. Guenther, p. 123.

3. §S, vol. 4, p. 148.

4. See Gronicka, vol. 2, p. 99.
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his "Russian Faust," he proved himself an inheritor of a nineteenth-
century position. By the time of Pilot Stars, however, Ivanov's special
interest in the second part was already pronounced.’

Such an evaluation of Faust was unusual, but not without prece-
dent. Vladimir Solovyov, the mentor of many Russian Symbolists,
had also given high praise to Faust II. In the 1889 essay "The
General Meaning of Art," he wrote:

To see that, in the greatest poetic works, the sense of
spiritual life is realized only through a reflection of non-
ideal human reality, we will take Goethe's Faust. The
positive sense of this lyrico-epic tragedy becomes di-
rectly apparent only in the final scene of the second part
and is summarized abstractly in the final chorus: Alles
Vergingliche ist nur ein Gleichnis, etc.6

Solovyov refers to the last lines of the entire work, emphasizing not
the notion of the eternal feminine (which is of course implicit), but
rather the belief that "everything transient is only a parable"
("Gleichnis"). In this final utterance, Solovyov finds a basic notion of
his own dualistic (Neo-Platonic) philosophical system confirmed—the
phenomenal world is a "reflection” of the ideal world. Goethe's
recognition of this fundamental philosophical truth prompts Solovyov
to consider Faust one of the "greatest works of poetry.” However, he
qualifies this praise in the continuation of the same passage:

But where is the direct link between this apotheosis and
the other parts of the tragedy? Heavenly forces and "das
ewig Weibliche” ["the eternal feminine"] appear from
above, consequently from without, but they do not open
up from within the content itself. The idea of the final
scene is present in all of Faust, but is only a reflection of
that partially real, partially fantastic action, of which
the tragedy itself consists...even here the spiritual
light of the absolute ideal, reflected through the

5. In her memoirs, Margarita Voloshina testifies to Ivanov's fascination with
Faust II: " . . .1 also first experienced the second part of Faust when he read it aloud. [
still remember how he could not control his emotion as he read the words of the
Samaritan woman: 'Bei dem Bronn, zu dem noch weiland / Abram lieB die Herde
fithren, / bei dem Eimer, der dem Heiland / kiihl die Lippen durft' berithren' (‘By the
well, to which Abraham in his time let the herds be led, by the bucket which was al-
lowed to touch with coolness the lips of the Savior."). He covered his face with his
hands and cried. 'And they say that Goethe is a cool Olympian. Here every word is
aglow, transfigured by Christian love; even a little bucket is transfigured!™
Woloschin, pp. 184-85.

6. Solovyov (1988), vol. 2, p. 403.
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imagination of the artist, illuminates dark human reality,
but in no way changes its essence.”

Such criticism must be understood in the general context of
Solovyov's thought, where the relationship of the real to the ideal is
characterized in terms of incongruity.® For Solovyov, human exis-
tence is but a flawed version of the ideal.® Hence, the purpose of
beauty (and art, its human expression) is to change earthly existence:
"That means it is necessary that genuine art be an important matter,
that means, true beauty must be recognized as the ability to act pro-
foundly and forcefully on the real world."!° In his interpretation of
Faust, Solovyov praises Goethe for recognizing the relationship be-
tween man's imperfect reality ("neideal'naya chelovecheskaya
deistvitel'nost") and the ideal, but criticizes him for making no attempt
to alter this relationship. He deems even the concluding lines of Faust
unequal to the true task of art—the transformation of reality.

Ivanov frequently invokes Solovyov's authority and, indeed, the
two thinkers share a number of fundamental presuppositions. Like
Solovyov's, Ivanov's worldview is essentially Neo-Platonic, based on a
dualism between the phenomenal and noumenal worlds. Yet Ivanov
does not see these two realms as necessarily antithetical. A mystical
notion of "symbol" allows him to posit an organic relationship (a sys-
tem of correspondences) between "realia” and "realiora.” Through the
symbol, the phenomenal world partakes of the noumena. Ivanov re-
peatedly expresses this conviction in his poetry, where emissaries of
the "realiora” (e.g., the female figure in "Beauty") invariably belong to
the terrestrial world as well as to the world beyond.!! This notion of

7. Tbid.

8. This point is central not only to Solovyov's philosophy, but also to his
poetry: "MuIBUL IpyT, WIb TH He cHbIMLE, [ UTO XuTelckuit MyM TpecKyuni— /
Tombko orknuk uckaxerawit / TopxectBylomux coasyunit?” ("Dear friend, do you
not hear / That the world's vain noise— / Is but a distorted echo / Of triumphant har-
monies?”) In this often-quoted poem, human existence is viewed not as a pure reflec-
tion, but as a "distorted echo" of the harmony of the transcendent world.

9. Zara Mints has noted that Solovyov is not always consistent in this respect.
At times, he appears to contradict himself, recognizing in earthly existence a mysti-
cal potential. This is, in fact, the line of Solovyov's argument closest to Ivanov. CF.
Solovyov (1974), pp. 23-25.

10. From "Beauty in Nature" Solovyov (1988), vol. 2, p. 351.

11. This idea clearly emerges in the programmatic opening poem of Ivanov's
second book of poetry, Transparence (1904). The poem is nominally about snow on
mountaintops, but as the title ("Poets of the Spirit"—"Poety Dukha") implies, nature
in this poem must be understood symbolically: "He Muu: Mbi, B HeGe Tas, / C 3emmelt
pasnyuentl: — / Befler Tpoma cBstas / B 3a06maunsie cHeL" ("Do not think that we,
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symbol also explains why the transformation of reality plays a lesser
role in Ivanov's theory of Symbolism than in Solovyov's aesthetics.12
True art, according to Ivanov, is a process of discovery, not invention.
He unambiguously rejects the latter tendency, "the artist-tyrant, about
whom Nietzsche dreamed, the artist-enslaver, who revalues all aesthetic
values a{13d breaks the old tablets of beauty, following only his 'will to
wer."

po Ivanov firmly believed in an objective truth that could be per-
ceived by gifted artists. He condemned subjectivity in art, which he
felt distorted this fundamental truth. Ivanov phrased his much-de-
bated distinction between realist Symbolism and idealist Symbolism in
precisely these terms: "Being in regard to his object purely impres-
sionable, only receptive, the realistic artist sets himself the task of an
unalloyed acceptance of the object into his soul and its transmission to
another soul. In contrast, the idealist artist either returns things differ-
ently from how he perceives them ...or he gives combinations not
justiﬁ&d by observation, the progeny of his despotic, capricious fan-
tasy."

When Ivanov speaks of the artist's "unalloyed acceptance of the
object,” one might erroneously conclude that he is describing a purely
mimetic process. It should be remembered that this "object" is not
physical, but metaphysical; it is a "hidden truth" that can be grasped
only through mystical means.!> The artist, according to Ivanov, pos-
sesses certain extraordinary faculties that allow him to observe the
deeper truth concealed within the phenomena of everyday life.

Ivanov's insistence on art as a fundamentally receptive process en-
ables him to embrace as a poetic credo the very lines from Goethe that
Solovyov deemed insufficient. He frequently cites the phrase "Alles
Vergingliche ist nur ein Gleichnis" ("Everything transient is only a
parable") to support his own position on the nature of Symbolism.!6

melting in the sky / Are separated from the earth:— / A holy path leads / To the
dreams beyond the clouds.")

12. Tt does, however, play a role. See, for example, the concluding stanza of the
early programmatic poem "Tvorchestvo" ("Creation"). SS, vol. 1, p. 537.

13. 88, vol. 2, p. 538. Cf. Stepun (1989), pp. 125-26.

14. §S, vol. 2, p. 540.

15. Ibid., p. 548. i

16. The lines became a rallying cry for the entire younger generation of
Symbolists. ~ Andrei Bely (1910, p. 9) maintained, "Goethe's slogan 'Alles
Vergingliche ist nur ein Gleichnis’ found its justification in Symbolism." Ellis
(1910), p. 15, calls the line Goethe's "classic formulation.” It is significant that
Mandel'shtam (p. 595), in "On the Nature of the Word," begins his celebrated attack
on Symbolism by quoting the phrase "Alles Vergingliche ist nur ein Gleichnis."
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The concluding paragraph of his 1904 essay on Sologub's stories ex-
emplifies this tendency:

Yet again we become convinced, upon reading this book about
the obvious mystery, that realism, which concealed the
mystery, was false, and that true realism reveals it; that the more
subtle the observation and the more refined the attention
focused on reality, the more significant symbolic reality is,
[then] the more transparent is the reflection of the permanent in
the ripple of appearances that run past: "Alles Vergingliche ist
nur ein Gleichnis."!’

Like Solovyov, Ivanov speaks of the "reflection” of the permanent in
the transient world of appearances. However, Solovyov's perception
of this duality emphasizes the incompatibility of the two worlds, while
Ivanov stresses their interconnectedness. His insistence on "observa-
tion" ("nablyudenie") and "attention" ("vnimanie") makes clear the
salient difference between two very different views of the creative pro-
cess. According to Ivanov, the proper perception suffices to make
reality "transparent,” i.e., to recognize its essence.!® At the time this
passage was written, Ivanov had not yet elaborated the concept of
"realistic Symbolism." However, it is not difficult to detect its pres-
ence, albeit in embryonic form. Ivanov attacks traditional realism
(i.e., the historical movement), contrasting it to "true” realism (an im-
pulse common to traditions separated both temporally and spatially).
His eventual description of the "realistic Symbolist" is phrased in
much the same terms:

. . . the realistic Symbolist, who sees the most profound,
true reality of things, realia in rebus, and who does not
reject in relative reality the phenomenal insofar as it
contains concealed yet marked within itself the most real
reality. "Alles Vergiangliche ist nur ein Gleichnis"—
"Everything transient is only a symbol."!?

Even without the familiar Goethean flourish, one notices the continu-
ity between this passage from 1908 and the essay written four years
earlier. Ivanov again expresses the conviction that the noumenal can

17. In Ivanov, 1904 (Vesy), p. 50.

18. Precisely at the time this essay was written (1904), "transparence” was
Ivanov's central theoretical concept. It is derived, at least in part, from the medieval
concept of "transparentia formae," which Ivanov later (1915) described as the proce-
dure by which "in a work of art, the substance allows light through, becomes trans-
parent, and displays divine nature to view." SS, vol. 3, p. 178.

19. §S, vol. 2, p. 549.
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be found within the phenomenal. He does not dismiss "relative real-
ity" (Goethe's "Vergingliches"), for it contains within itself the "most
real" reality. Ivanov essentially labels Goethe a "realistic Symbolist"
and equates Goethe's aesthetics with his own.20 Indeed, there are
grounds for such a conclusion, yet Ivanov's terminology begs the
question. Ivanov's intentionally inexact translation of the word
"Gleichnis" ("parable”) as "simvol" ("symbol") claims an identity where
there is in fact only a similarity.2! In this way, Goethe's connection to
"Symbolism" appears much more definite than is actually the case.
Furthermore, the distinction between "relative reality” and "true real-
ity" is much more strictly defined in Ivanov's theoretical writings than
anywhere in Goethe. Yet Ivanov ascribes to Goethe this same hier-
archy of "realities” and even the same rhetoric.

In short, in the closing verses of Faust I, Ivanov discovers a for-
mula for his own artistic program. These lines frequently recur in his
theoretical discussions of the symbol. In "The Testaments of
Symbolism" (1910), for example, the first distinctive feature of
Symbolist art is defined as a

parallelism between the phenomenal and noumenal, con-
sciously expressed by the artist; a harmony between what art
depicts as external reality (realia) and what it sees through the
external, as an internal and higher reality (realiora); the naming
of correspondences and interrelationships between the
appearance (which is "only a parable,” "nur Gleichnis") and its
essence (comprehended rationally or mystically), which casts a
shadow of the visible event . . . 22

It is noteworthy that, in this passage, Ivanov synthesizes Goethe's con-
cept of "Gleichnis” with traditional philosophical oppositions
(phenomenal/noumenal) as well as with his own idiosyncratic termi-
nology (realia/realiora).

From the standpoint of aesthetic theory, the final lines of Faust II
serve as the single most important passage in Ivanov's reading of
Goethe. In his essay on Goethe, he views this passage as proof of the

20. He does so expressly in the 1912 essay on Goethe. S§, vol. 4, p. 145.

21. Elsewhere Ivanov renders it more exactly, as "podobie.” Cf. S8, vol. 2, p.
597. In any case, the mistranslation ("simvol") is not as willful as it may seem.
Goethe scholars note that Goethe uses several words ("Abglanz,” "Gleichnis,”
"Symbol") virtually interchangeably. See Trunz, vol. 3, p. 538. Ivanov was not
alone among the Russians in rendering Goethe's "Gleichnis" as "symbol." Cf.
Voloshin (1988), pp. 59, 428, and Ellis (1910), pp. 14-16. In fact, already in 1892,
Merezhkovsky had used this "loaded" translation as the epigraph to his collection
"Symbols.” Cf. Kuznetsova (1991), p. 8.

22. §S§, vol. 2, p. 597.
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ultimate convergence of Goethe's and Schiller's views on the symbol.23
In the 1936 essay on "Symbolism," Ivanov states that Goethe "con-
cluded the work of his entire life" with these lines.24 However, as con-
cerns poetic reception, their significance is limited. While Ivanov's
poetry often explores the relationship of "realia" to "realiora,” the im-
portance of "Gleichnis" is only implicit. Ivanov prefers to incorporate
other passages (and images) from Faust II into the verse.

The lyric poem "Morning Star" ("Utrennyaya Zvezda") offers a
convenient "practical application” of Ivanov's theory of the symbol
and demonstrates the extent to which that theory is linked to Goethe.
Not only does Ivanov supply a Faustian epigraph for "Moming Star";
he places the poem in the first section of Pilot Stars, which is itself
introduced by a Faustian motto. Both the motto and the epigraph
come from the opening scene of Faust II, where they are separated by
a mere thirty lines.

The scene in question figures so prominently in "Moring Star"
(and in Ivanov's writings in general) that a brief summary is in order.
Faust I culminates in Gretchen's madness and death, leaving Faust in a
state of physical and emotional exhaustion. In contrast, the second
part opens with a scene of serenity and rejuvenation. It is dusk, and
various forces of nature work together to revive and restore Faust.
Ariel begins by enlisting the help of a group of elves (spirits). The
elves comply by singing four stanzas, each representing a period of
night. In the first, Faust falls asleep, presumably from the exertions of
the first part. In the second, he is bathed in Lethe's stream in order to
forget the past. The third celebrates the break of day, and the fourth
describes the actual awakening. The epigraph to "Moming Star"
comes from the third stanza of the elves' song: "Fiihl' es vor! Du wirst
gesunden: / Traue neuem Tagesblick!" ("Sense it! You will recover: /
Trust the light of the new day"). This peaceful song is followed by an
enormous crash that announces the appearance of the sun. Faust
awakens, completely refreshed and eager to strive onward. He turns to
the earth and exclaims the words that Ivanov uses as the motto for the
entire section: "Du regst und riihrst ein kriftiges BeschlieBen, / Zum
hochsten Dasein immerfort zu streben.” ("You move and stir up a
powerful resolution, / To strive constantly to the highest [form of] ex-
istence.”) Faust's attention is then drawn to the sunrise. However, in
attempting to look at the sun, he is momentarily blinded by its rays.

23. Ibid,, p. 137. It is curious that Ivanov all but ignores Goethe's own theoreti-
cal discussion of the symbol, preferring to derive the concept from Goethe's poetic
works. He justifies this approach by emphasizing the unsystematic nature of
Goethe's thought (cf. Ibid., pp. 137, 143).

24. Ibid., p. 655.

Ivanov's Conception of the Symbol 69

Forced to avert his gaze, he turns first to a waterfall and then to a rain-
bow. The latter becomes emblematic of human existence: "Der
spiegelt ab das menschliche Bestreben. / Ihm sinne nach, und du be-
greifst genauer: / Am farbigen Abglanz haben wir das Leben." ("It
[i.e., the rainbow] reflects human striving. / Consider it, and you will
comprehend more exactly: / In the colorful reflection we have life.")25
The rainbow, as a mediated form of the sun, is the closest Faust can
get to the absolute. This image of "Abglanz" (reflection) plays a
seminal role both in this scene and in Goethe's general worldview.
Accordingly, man is capable of experiencing the absolute—but only
indirectly, through its reflection in earthly things.2®

Like its Goethean epigraph, "Morning Star" is written in trochaic
tetrameter. Ivanov thereby creates on the formal level a sense of con-
tinuity; the rhythm of the epigraph, as it were, flows organically into
the poem itself.2” In addition to this metrical echo, Ivanov makes se-
mantic borrowings from Faust. The poem's second stanza begins with
the lines:

3enleBeI0TCS TONSTHL,
3auepHerach CKBO3b TYMaHBI
HoBu kpaifreit nosoca.

3pe3nn TeIISITC fanede . . .2

Without the Goethean epigraph, the reader would not think to seek a
subtext in this nature description. However, since the epigraph points
to a specific scene in Faust, the attentive reader looks—and discovers
direct quotations to this very scene. In their song, the elves use the
phrases "Tdler griinen" ("the fields become green,” which translates
exactly into Russian as "Zeleneyutsya polyany”) and "[Sterne] glinzen
fern" ("stars shine in the distance," which, rendered in Russian, is
"Zvezdy teplyatsya daleche"”). The importance of context should be
emphasized; these verses are not found in the actual epigraph, but

25. These final verses of Faust's monologue are among the most celebrated lines
in Faust. Among the Russian Symbolists, Ellis (1910, p. 15), especially emphasized
their importance: "It 1s hardly possible to find a more beautiful and exact expression
of the fundamental idea that we inescapably find in every serious attempt to define the
goal and the meaning of artistic contemplation.”

26. Cf. Trunz's commentary, vol. 3, pp. 537-38.

27. The stanzaic forms are of course different—Goethe divides his verse into
eight-line stanzas while Ivanov uses six-line stanzas. However, since only two
German lines are quoted, the reader has no sense of these larger structural differences.
The immediate impression is one of continuity.

28. "The fields turn green; through the haze the strip of extreme virgin soil be-
gins to show darkly. Stars shine in the distance.”
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rather in the passage from which the epigraph is taken. There are,
however, also echoes from the epigraph itself; in the fourth stanza, the
repeated imperative "Ver'!" ("Trust!"), uttered once by the momning
star and once by the rays of morning, is clearly related to Goethe's
"Traue neuem Tagesblick" (literally: "Trust the glance of the new
day"). Even the "glance" in the word "Tagesblick" is reflected in
Ivanov's apostrophe to the moming star: "Ty odna, v ventse rassveta, /
Klonish' vzory ... "% (my emphasis).

Despite these numerous similarities, Ivanov's poem departs notice-
ably from the scene of Faust alluded to in the epigraph. The focal
point and fundamental symbol of Goethe's scene is the sun. As the ti-
tle of Ivanov's poem suggests, the central image is not the sun
(although it does appear), but rather the moming star itself. The
poem consists of eight stanzas, which divide logically into two sections
of equal length. Taken together, these two parts exemplify the as-
cent/descent paradigm so fundamental to Ivanov's thought.3 The first
part describes the "ascension” of the morning star; in the course of the
initial four stanzas, its presence is increasingly felt. The second con-
cems its "descent” into invisibility.

The poem's opening stanza introduces several crucial motifs:

Hapg onanmoBuM BOCTOKOM
B nernone cBeTNoOOKOM
Brnewer secrauna 3apu.
ParEux mactuipeit orpana,
YTpa 6nu3KOrO IIAMIaa,
Brarosecrras, ropu! . . 3!

29. "You alone, in the crown of dawn, / Turn your glances ... " (my emphasis).
To this list of echoes, one might add the image of a "tent" of air (the "vozdushnyi
shater” of the third stanza), for it recalls another passage from the second part of
Faust (1. 11997-12000): "Hochste Herrscherin der Welt! / Lasse mich im blauen, /
Ausgespannten Himmelszelt / Dein Geheimnis schauen.” ("Highest sovereign of the
world! Let me see your secret in the extended blue sky-tent.") Serman (pp. 199-200)
considers Ivanov's "tent of air" an allusion to Lomonosov's translation of Psalm
103: "Ty zvezdy rasproster bez scheta / Shatru podobno pred toboi.” ("You spread out
the stars without number / Like a tent before you.") Such an interpretation is no doubt
justified, given Ivanov's predilection for eighteenth-century images. However, in the
context of numerous Goethe allusions, it seems equally plausible that the "sky tent”
should refer to Faust, especially since the lines in question are among the most well-
known in the entire work.

30. Ivanov discusses this subject in depth in "The Symbolism of Aesthetics
Principles” (SS, vol. 1, pp. 823-30). For an account of his predecessors, see Terras
(1986), p. 337 and Terras (1983).

31. §S, vol. 1, p. 524.
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Above the opal east

In a light-eyed legion

Shines the herald of Dawn,

The joy of early shepherds,

The icon-lamp of the nearby morning,
Blessed one, shine!

Among the "legion” of stars, Ivanov singles out the moming star, The
fact that the entire book is entitled Pilot Stars (a reference to Dante's
guiding stars in Purgatory, XXVII) suggests that the present poem is
more than a simple nature description. Even without knowledge of
the larger context, Ivanov's specific lexical choices make the reader
immediately aware that the star is to be understood "symbolically."
Following Goethe's model (the elves' song contains the oft-quoted line
"SchlieBt sich heilig Stern an Stem"—"Sacredly, star joins star"),
Ivanov endows the star with religious associations. The first instance
of sacred imagery is found in the metaphor of a "lampada” (an "icon
lamp," a word explicitly connected to Russian Orthodox ritual).32
The basic trope involved is metonymy; an icon lamp is important not
in and of itself, but rather because of that which it stands beside and
illuminates (the holy image). In the phrase "Utra blizkogo lampada,”
the morning thus assumes the role of icon. The word "blizkogo"
("near") can be understood spatially or temporally, but in either case
accentuates the element of contiguity. The same principle informs the
image "vestnitsa Zari" ("herald of Dawn"). A "herald" is significant by
virtue of the person or thing whose arrival it announces. By capitaliz-
ing the word "Dawn,” Ivanov gives the image a religious connotation.
While the Russian "vestnitsa" ("herald") does not have sacred associa-
tions, it obtains them when, in the stanza's final line, the star is ad-
dressed as "Blagovestnaya,” a word with distinctly biblical overtones.33
Once again, the notion of metonymy is central; these words are linked
by the notion of "announcing" something else. Their religious
connotations are bestowed on the neutral word "vestnitsa" by means of

32. In eighteenth and early nineteenth-century usage, "lampada” could mean any
sort of lamp. Thus, in the celebrated hymn to Petersburg in "The Bronze Horseman,"
Pushkin describes how, during the white nights, he reads without a lamp ("lampada").
However, by the twentieth century, the word had strong religious connotations.
Ivanov's direct source for the comparison of a heavenly body with a "lampada” was
probably Lomonosov's "Morning Meditation on the Greatness of God."* "O kol'
presvetlaya lampada Toboyu, Bozhe, vozzhzhena . . . " ("Oh, what a radiant lamp is
lit up by you, God ... ").

33. In the New Testament, "blagovestie” and "blagovestit’™ occur frequently in
the sense of "spreading the word of God." They are related to "blagoveshchenie” (the
Annunciation) and "blagovest” (the bell that marks the beginning of worship).

an
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paronomasia ("Bleshchet vestnitsa” and "Blagovestnaya"), made espe-
cially prominent by graphic parallelism (both phrases are in initial
position in their respective lines). The stanza closes with a hortatory
imperative: "gori! . . . " In the context of a heavenly body (i.e., the
morning star), it obviously means "Shine!" However, the word also
connotes fire ("Burn!"), a meaning which becomes increasingly signif-
icant as the poem progresses.

The second stanza, in addition to the already mentioned Goethean
echoes, develops the imagery of the opening. As if in compliance
with the imperative that closed the first stanza, the morning star gains
in prominence. Whereas the morning star was initially one of a
"legion,” in the second stanza it comes into the foreground: "Zvezdy
teplyatsya daleche, / Dnya siyayushchei predteche / Ustupaya
nebesa . .. "34 However, even as the central image, the moming star
continues to play its metonymic role. It is the "forerunner of the
shining day." The motif of a "forerunner" recalls the "herald" of the
opening stanza. Yet there is additional significance in the choice of
the word "predtecha” for "forerunner.” In Russian, "Ioann Predtecha”
is John the Baptist; this image thus has a much more specific religious
referent than the numerous sacred connotations of the first stanza.

The third and fourth stanzas introduce a new opposition. Whereas
the earlier stanzas had concentrated on the morning star either in
contrast to the other stars or as the harbinger of day, the star now be-
comes a representative of a higher world. The resulting contrast is
that of the heavens versus the earth, the dualism that forms the basis
for Ivanov's (and virtually all Neo-Platonic) philosophy.

Tx opHa, B BeHIe paccBeTa,
Knommus B30pH, 9afio cBeta,
K HaM ¢ BosgymHOTrO 1WaTpa,
Benunix cHOB yreiunsiit reaui,
Cpenp HeMepKHYIIMX ceneHmMH
Mupa gonsHero cecrpa!

Hag MepnaomuM SoperbeM

TH cusiems yBepenneM:

"2Ku3HM Beph, M KHU3IHL BIOXHH!"
M nersmumx no acupy

THt mydeit mackaelus mmpy:
“Beps, ¥ BuEB!" NOWOT OHK . , >

34. "Stars shine in the distance, / Leaving the heavens / To the forerunner of
shining day.”

35. "You alone, in the crown of dawn, / Turn your glances, child of light, / To us,
from the tent of air, / [You are] the consoling genius of poor dreams, / Among the un-
fading settlements / The sister of the earthly world! / Above the glimmering battle /
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The most radical change between these and the preceding stanzas can
be seen in the new dominant trope: personification. The morning star
is given a face ("Klonish' vzory"—"[You] turn your glances") and is
called by turns a child ("chado sveta"—"child of light") and a sister
("Mira dol'nego sestra"—"sister of the earthly world™). This final per-
sonification is particularly revealing, as it posits a kindred relationship
between the earth and the heavens. In these stanzas, the morning star
becomes a kind of guardian angel of the sleeping earth ("Bednykh
snov uteshnyi genii"—"the consoling genius of poor dreams").
Pronouns are used for the first time, setting up an opposition between
the “ty” (familiar "you,"” the moming star) and the "nas" ("we," pre-
sumably mankind). The contrast between the heavens and the earth is
stark: "Nad mertsayushchim boren'em / Ty siyaesh' uveren'em."36 The
brightness of the star ("siyat'™) stands out against the tentative, flicker-
ing light of earth ("mertsat™). Moreover, earthly existence is por-
trayed as a battle ("boren'e") as opposed to the "musical" spirit that
pervades the heavens (cf. the "lyre" of lights that "sing"). Despite their
obvious differences, these two realms are connected; the heavens
"speak” to the earth. The words attributed to the heavens contain two
crucial concepts: life and faith (the imperative "ver" and the word
"zhizn™ both occur twice). The poem's first half concludes on this
life-affirming note.

The fifth stanza, an obvious counterpart to the first, describes the
morning star as it fades from view ("gasnet sputnitsa Zari").3”7 The
textual echoes are unmistakable, since numerous words recur
(including three of the rhymed words). Against the background of
such repetition, several changes stand out: "Ugasai, lileya neba! / Ty
zhe, vozhd' krylatyi Feba, / Alym polymem gori!"?8 Ivanov again uses
the verb "goret'," meaning "to shine," but also having the connotation
of "to burn." He combines it with a new verb that contains a similar
ambiguity ("ugasat™—"to fade away," but also "to burn out"). While
the context of a star suggests the "shine/fade" reading, the stanza's final
trope ("Alym polymem"—"like a red flame") makes clear that the
"burn/burn out" distinction is nevertheless present. Finally, the refer-
ence to Phoebus (i.e., Phoebus Apollo, the sun god) adds a classical
dimension to a poem that had heretofore been characterized by
Christian imagery. (In the next stanza, the Roman goddess Aurora
continues this classical line.)

You shine with the assurance: / Trust life, and breathe in life' / And you caress the lyre
of the rays that fly along the ether: / 'Believe, and see!' they sing ... "

36. "Above the glimmering battle / You shine with assurance.”

37. "The companion of the Dawn fades."

38. "Fade, lily of the sky! / You, the winged leader of Phoebus [Apollo], / Burn
with a dark red flame!"
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The sunrise of the sixth stanza is in many ways the climax of the
poem:
Bemeixmn, Comane! Bor, Bockpecrn!
Slpde, XaBopoHKa eCHM,
JleitTecs B 3070TO Hebec!
Hens rpsinet, ABpopa Gnemer,——
W TBO3 THXMIt Myd TpenelteT,
M TBOI Gnenunit mmk—ucues . .. ¥

The opening line, composed of two short imperatives, is a point of ar-
rival for much of the poem's imagery. The chiasmic structure places
the two key nouns side by side and in the center of the line:
"Vspykhni, Solntse! Bog, voskresni!" (literally: "Blaze up, Sun! God,
be resurrected!”). Both the sun and the divinity have repeatedly been
implicit in the imagery, yet the words themselves appear for the first
time. In a similar way, the frequent suggestions of burning find their
ultimate justification in the verb "Vspykhni," the primary meaning of
which is "to burst into flame.” The final verb, "voskresni" ("be resur-
rected") also develops earlier imagery. In the fourth stanza, the
morning star, as harbinger of the sun, had urged loyalty to life. In the
sixth stanza, the sun's appearance is parallel to "resurrection."40

The arrival of the sun, accompanied by tremendous din, was the
symbolic and thematic center of the scene in Faust alluded to in the
poem's epigraph. In Ivanov's poem, the sunrise is equally dramatic.
However, in contrast to Goethe, Ivanov does not focus his attention on
the sunrise. Having proclaimed the arrival of day, he returns to the
theme of the morning star: "I tvoi tikhii luch trepeshchet, / I tvoi
blednyi lik—ischez..." ("And your quiet ray flickers, / And your
pale face—has disappeared..."). In the course of a single stanza, the
tone changes radically. The uncertainty expressed in these tentative
final lines presents a marked contrast to the enthusiastic imperatives of
the opening. The moming star has diminished to a single ray of light
(in contrast to the "blaze" of the sun). The personification of the ear-
lier stanzas remains, but the "face" of the morning star is now "pale.”
The final verb in the stanza adds a particularly expressive touch.
Broken off from the word before it by a dash and the following stanza
by an ellipsis, it also stands out because of a sudden shift in verb tense.
It forms the final, distant link in a series of verbs in word-final posi-

39. "Blaze up, Sun! Be resurrected, God! / Songs of the lark, / Flow more brightly
into the gold of the heavens! / Day approaches, Aurora shines,— / And your quiet ray
flickers, / And your pale face—has disappeared . . . "

40. These two imperatives ("Blaze up and be resurrected”) are conceivably an
echo of Goethe's own double imperative: "Stirb and werde!" ("Die and become!"). The
importance of this paradigm is treated in chap. 5.
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tion: "bleshchet” ("shines"), "trepeshchet" ("flickers"), "ischez"
("disappeared").

Yet the visual disappearance of the morning star does not corre-
spond to its disappearance from the poem:

Ho, me3spumas, mag namy,

3a n1a3ypHHMH BOJIHAMH,
UncTniM renueM Ope6yns!

Kax cectpa mpen Gpatreif 6urBOi,
Homnbauit Mup TBOe#H MoIMTBOR
ITpoBony B TpeBOXHLIE IYTH!

U, xorga nis XepTes MupHOU
Hous pasasureT xpam apupHEIiH,
CHoBa cBeTOY TBOM ABY—

U, nipeaTeqa crnaB HeTIIEHHERIX,
Ort6neck TalfH GOTOMBIEHHEX

B rpese apaumeit oxupu!*!

The most striking element of these closing stanzas is the way they re-
work earlier imagery. Most of the poem's central images recur: the
morning star is again called a "genii" ("genius"), a "sestra" ("sister") of
the "dol'nii mir" ("earthly world"), a "predtecha" ("forerunner"). The
new simile, "Kak sestra pred bratnei bitvoi" ("like a sister before her
brother's battle"), synthesizes two earlier images: the moming star was
called the sister of the earthly world (final line of the third stanza),
while the earth was described as a battle (first line of the fourth
stanza). In addition, several of the new words indirectly recall earlier
ones: the "greza" ("dream") was anticipated by the "sny" ("dreams") in
the third stanza, the imperative "ozhivi" ("revive") is related to the
noun "zhizn' ("life"), the notion of prayer ("tvoei molitvoi") was sug-
gested by numerous sacred references.

Such correspondences are characteristic of Ivanov's poetic
method. However, they should not draw attention from the significant
differences that set these final stanzas off from those that preceded.
The penultimate stanza begins with the crucial word "No" ("But"),
implying a turn in the poetic argument. Ivanov unexpectedly follows
the progress not of the sun, but of the morning star. Rather than
continuing with a magnificent visual description of sunrise, he opts for

.

41. "But, invisible, above us, / Beyond the azure waves, / Remain a pure genius!
/ Like a sister before her brother's battle, / See the earthly world off with your prayer /
On its troubled path! // And when for a peaceful sacrifice / Night spreads its ether
temple, / Again display your torch— / And, as a forerunner of imperishable glories, /
Revive the reflection of epiphanic mysteries / In a visionary dream!"
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the realm of invisibility. The star can no longer be seen
("nezrimaya"), yet this invisibility is by no means construed as ab-
sence. The poet posits direct and uninterrupted communication be-
tween the moming star and the earth. During the day, he asks the star
to "pray" for the earth's welfare. During the night, he urges it to par-
ticipate in what is clearly a religious ritual: "I kogda dlya zhertvy
mirnoi / Noch' razdvinet khram efimyi / Snova svetoch tvoi yavi—"
("And when for a peaceful sacrifice / Night spreads its ethereal temple,
/ Again display your torch—"). In the final imperative, Ivanov offers
his most explicit explanation of the morning star's significance. It is
the "forerunner of imperishable glories,” and it revives in man the "re-
flection of epiphanic mysteries." Once again, the carefully chosen
images of a "reflection” and a "forerunner” denote not the thing in it-
self, but a mediated version of that thing. In both cases, the "thing" is
a metaphysical truth, what in Ivanov's terminology would be termed
the "realiora." Earlier the "forerunner of shining day," the morming
star is now the "forerunner of imperishable glories." Furthermore,
whereas the dreams of the third stanza were considered "poor,” the fi-
nal "visionary dream" is linked to "epiphanic mysteries."

The precise role that the Goethe quotations play in Ivanov's poem
has yet to be established. On a basic level, certain "correspondences”
come readily to mind. The motto ("Du regst und riihrst . . . ") sug-
gests the interrelationship between the earthly and heavenly realms:
the earth inspires man to strive "to the highest [form of] existence."
The morning star, by connecting man to the transcendent, has a simi-
lar function. The epigraph, specific to "Moming Star,” ("Fiihl'es vor!
Du wirst gesunden: Traue neuem Tagesblick!—"Sense it! You will
recover: Trust the light of the new day") contains several motifs:
anticipation ("Fiihl'es vor"), recovery ("gesunden"), belief ("Traue"),
and daybreak ("Tagesblick"). To a greater or lesser extent, all of these
concepts recur in Ivanov's poem.

However, there is another element to these epigraphs: their source
in Faust. In this respect, the epigraphs point "beyond" themselves.
Both Goethe quotations come from the same crucial scene, one of the
seminal symbolic passages in the German literary tradition. In
"Morning Star,” Ivanov does not employ Goethe's central image (the
rainbow), yet he repeatedly emphasizes Goethe's fundamental con-
cept—nature as a signal of the transcendent. Throughout the poem,
he praises the moming star in its relation to something else: as a
"herald” ("vestnitsa"), an "icon lamp" ("lampadka"), a "companion"”
("sputnitsa"), a "forerunner" ("predtecha"). In the penultimate line,
Ivanov introduces yet another term—"otblesk.” This word is a direct
translation of the German "Abglanz," composed of the prefix "ot"
("away from," German "ab") and the noun "blesk" ("brightness,"
German "Glanz"). Like Goethe's "Abglanz,” Ivanov's "otblesk" has
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metaphysical significance; it is a reflection of divine mysteries ("Ot-
blesk tain bogoyavlennykh"). The reflection in Faust is conjoined
with life ("Am farbigen Abglanz haben wir das Leben"—"In the
colored reflection we have life"). Ivanov also connects these two cen-
tral concepts in the poem's closing lines: "Otblesk tain bogoyavlen-
nykh / V greze zryashchei ozhivil"#*2 The momning star's function is to
make this reflection "come alive." Ivanov alters Goethe's dictum, yet
the underlying philosophical conviction remains the same. Man, in-
capable of grasping the totality of life, must depend on symbols to
understand his relationship to the absolute.

"Moming Star," with its numerous echoes from the first scene of
Faust II, expresses a fundamentally Goethean worldview by means of
a Goethean motif. Ivanov's morming star fulfills the function of
Goethe's rainbow. Both are natural phenomena that reflect a higher
reality. However, "Moming Star" is no mere paraphrase of Goethe.
The passage in Faust is based on a moment of insight inspired by the
physical presence of the symbol (the rainbow). Ivanov's poem follows
the symbol (in this case, the moming star) from its ascent to its disap-
pearance and beyond. In the final stanzas, the poet urges the now in-
visible star to continue to perform its intermediary function between
man and the transcendent. The implication is obvious and impor-
tant—the symbol can function independently of physical presence.
Even when imperceptible to the human eye, it acts as a bond linking
mankind to the eternal.

42. "Revive the reflection of epiphanic mysteries / In a visionary dream!"



Chapter 4

Faustian Allusions in Pilot Stars,
Transparence, and Tender Mystery

Bcesikoe panpHeliniee TBOpYecTBO OGYCIIOBIIEHO IIpe-
OfIOJICHNEM yXKe AOCTMIHYTOro; IpeofojIeHHe XKe He
3HaYMT OTpMIaHNe, HO paHblle — MOJHOE OBIajleHue
HepeXHUTHM ¥ OPraHHUecKoe ero yeBoeHue. !

—Ivanov, "Goethe on the Border of Two Centuries"

The poem "Moming Star" reveals several elements characteristic
of Ivanov's Goethe reception in Pilot Stars. In this poem, as in the
preface that he ultimately rejected, Ivanov uses direct quotation to
draw attention to his source. He actively invites the reader to under-
stand his verse as an extension of Goethe's. However, whereas the
verses cited in the preface were not significant from an ideological or
poetic standpoint, the epigraph to "Morning Star" carries substantially
greater weight. The quotation comes from a scene in which Goethe
states one of his fundamental philosophical beliefs, and as a careful
reading of the poem indicates, Ivanov accepts and develops this idea.
Thus, the epigraph is not merely a means of laying claim to Goethe's
authority, but also a sincere confirmation of his worldview.

The fact that three of the five Goethean epigraphs in Pilot Stars
are taken from this single scene in Faust makes clear the central im-
portance that Ivanov attributed to it. The short section entitled
"Oready"” ("Oreads") begins with the laconic epigraph: "Sie diirfen
frith des ewigen Lichts geniessen, / Das spéter sich zu uns hernieder
wendet." ("They are allowed to enjoy the eternal light early, / That
later tums downward toward us.") Taken out of context, the passage is
incomprehensible, since it contains two pronouns whose antecedents
are unnamed. An examination of Goethe's text is not only helpful,
but necessary. The lines come from Faust's monologue, at the point
when he first looks upward:

Hinaufgeschaut!—Der Berge Gipfelriesen

Verkiinden schon die feierlichste Stunde;

1. "All further creative work is dependent on overcoming that which has already
been achieved. Overcoming does not mean rejection, but rather the full mastery of
that which has been experienced and its organic assimilation.” SS, vol. 4, p. 111.
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Sie diirfen frith des ewigen Lichts geniefien,
Das spiter sich zu uns hernieder wendet,
Jetzt zu der Alpe griingesenkten Wiesen
Wird neuer Glanz und Deutlichkeit gespendet,
Und stufenweis herab ist es gelungen;—
Sie tritt hervor!—und leider schon geblendet,
Kehr' ich mich weg, vom Augenschmerz durchdrungen.
(1. 4695-4703)

Look up!—The giant peaks of the mountains

Already announce the most solemn hour;

They are allowed to enjoy the eternal light early,

That later turns downward toward us,

Now new sparkle and clarity is granted

To the lowered green meadows of the Alps,

And it has reached downward by steps;—

It comes forward!—and unfortunately, already blinded,
I turn away, my eyes pierced with pain.

The first thing Faust sees are "Der Berge Gipfelriesen"—the colossal
mountain peaks. These mountaintops, then, are the subject of the epi-
graph. Because of their proximity to the heavens, the mountain peaks
are the first to receive the sun's rays, the "eternal light." Afterwards,
the light gradually ("stufenweis") descends "toward us." In terms of
Ivanov's philosophy, it is important to remember the ubiquitous
paradigm of ascent and descent. This passage represents movement
downward ("hernieder/herab™), a direction Ivanov often associates with
divinity (here, the eternal light). It complements movement upwards,
which Ivanov sees as the aspiration of mankind and finds expressed in
another of Faust's lines from the same scene: "Zum h6chsten Dasein
immerfort zu streben" ("to strive constantly to the highest [form of]
existence").?

Knowing this context, one begins to understand the motivic orga-
nization of the "Oreads" section of Pilot Stars. As soon as one realizes
that the "they” in the epigraph refers to mountains, the title "Oreads"
(mountain nymphs) obtains a certain logical cohesiveness.3 The sec-
tion, composed entirely of nature poetry, draws mainly on classical
myth and Tyutchev.# Goethe's role, while not always so prominent, is

2. Cf. §§, vol. 1, p. 823,

3. "Oread" is etymologically derived from the Greek "oros" ("mountain®).

4. To cite two characteristic examples: lines from Ivanov's "Pred grozoi"
("Before the storm”) strongly recall Tyutchev's "Yarkii sneg siyal v doline" ("Bright
snow shone in the valley”). When Ivanov writes, "I uzhas vysei snegovykh /
Vnezapnoi blednost'yu bledneet” ("And the horror of the snow heights / Pale with a
sudden paleness”) he expects the reader to recall Tyutchev's "No kotoryi vek beleet
tam, na vysyakh snegovykh .. ." ("But how long does it stay white there, on the
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nevertheless present. Throughout the section, numerous symbols (th
rainbow, the waterfall) and themes (ascent and descent, reflection) o
Faust II, scene 1, recur. The opening poem, for example, is entitle
"Na kryl'yakh zari" ("On the Wings of Dawn"). Dawn, while not nec
essarily associated with Oreads, is crucial in the scene from Faust
Ivanov's poem concerns an imaginary nocturnal ascent to the heaveng
It concludes with the new dawn:

W xorna B cesTEEE 3psimelf AporreT BCOLIXHYBILI bHp
W no nectsune ropsieit Bri3 MeTHETCS TPYGHBUL KITHp, —
51 661 geno Moeit napuub ALMEOM oBnauHoM 06BKT,

51 61 mepBEI TyY AeHAMIH, yOpenus, 61arociopumr!®

These lines are admittedly distant from the Faustian epigraph. Yet the
description of dawn as motion downwards ("vniz," cf. "herab"), by
steps ("po lestvitse," cf. "stufenweis"), combined with the emphasis on
the first ray of daylight ("friih des ewigen Lichts genieBen"), all reg-
onate with the passage from Faust.

The scene in Faust, despite its broadly symbolic character, takes
place in a specific location: the Alps.® The last of the nature poems in
the "Oreads" section of Pilot Stars, is entitled "The Alpine Horn."
This poem has traditionally been viewed as a reworking of Pushkin's
“The Echo" ("Ekho").” Such an interpretation, based on intertextual
references, can hardly be disputed. Both Pushkin and Ivanov apply
the concept of "echo” first to nature and then to the poet. In Pushkin's
version, everything creates an echo except the poet. Ivanov, however,
extends the notion of echo to the poet, viewing it as a precondition for
artistic creation.

Several aspects of Ivanov's poem suggest, however, that it is a re-
working of Pushkin informed by Goethe. While the opening scene of
Faust II is primarily visual (the rainbow, the waterfall), it nevertheless
has a significant aural component. To begin with, the scene opens

snowy heights . . . "). The poem "Two Glances" ("Dva Vzora"), contains a more ex-
plicit reference to tradition: Ivanov includes a note pointing the reader to the myth of
Silene as retold by Plutarch.

5. "And when, in the visionary holy place, the ether, having flared up, flickers /
And along the glowing steps the trumpeting holy host rushes downwards / I would en-
twine the forehead of my queen in a cloudy haze, / [And,] having anticipated it, I
would bless the first ray of morning!"

6. "Jetzt zu der Alpe griingesenkten Wiesen . . .
meadows of the Alps ... " (1. 4699)

7. Cf. Ivanov (1976), p. 458, where R. E. Pomirchy notes: "The poem is linked
to Pushkin's 'Echo,’ bringing to Pushkin's treatment of the eternal question of the
role of the poet a 'correction’ on behalf of modern art.”

"—"Now to the lowered green
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with song, first by Ariel and then by a chorus of spirits. An "unge-
heures Getdse" (“enormous din") announces the sun's appearance.
This din is, however, inaudible to humanity. As Ariel explains,
»Tonend wird fiir Geistesohren / Schon der neue Tag geboren" ("For

irits' ears the new day is born with sound.”) In short, Goethe draws a

distinction even on the level of sound between the human and the di-

vine.
dawn. Yet Goethe does not develop this notion any further, as he does

Mankind is incapable of perceiving the "sound" of the new

with light, for example, where the sun (direct light) cannot be seen,
while the rainbow (mediated light, yet emblematic of this higher light)
is accessible.

In "The Alpine Hom," Ivanov applies to sound this relationship
between the earthly and the transcendent. He recasts the concept of
"otblesk" ("reflection,” Goethe's "Abglanz") in terms of "otzvuk"
("echo"). The poem is based on a series of echoes, from the lexical
level (the anagrammatic key words "rog" and "gor")8 to the motivic
(earthly and heavenly music), to the symbolic (the echo as the goal of
artistic creation). In the first stanza, the poet describes a meeting with
a shepherd who plays an Alpine horn. The hom's purpose is not
simply to produce a pleasant sound, but rather to create an "echo” in
the mountains:

IpustTHO mecHb ero JMITackh; HO 3HYHKH,
Brut mnus opyaseM por, nabel B ropax
IInennTenEHOE 9X0 TpoGYXIaTh.’

The echo is itself so beautiful that the sound no longer seems earthly:

Y10 MHWIOCS: HE3pUMBII 1yXOB XOp,
Ha He3eMHHIX OpYIBAX, IEPEBOANT
Hapeuuem mebec sank 3emint. 0

The song of an "invisible choir of spirits" as well as the distinction
between heavenly and earthly music go far beyond anything in
Pushkin's poem, yet are clearly relevant to the opening of Faust I1.

.

8. "Rog" is a horn, while "gor" is the genitive case of the word "mountains."”

9. "The song streamed forth pleasantly. But the loud horn was merely an in-
strument to awaken a captivating echo in the mountains."

10. "It seemed that an invisible choir of spirits, on heavenly instruments, was
translating the language of earth into heavenly speech.”
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In Ivanov's poem, as in Goethe, these motifs must be understood
symbolically. In the final lines, a voice from "beyond the mountains”
speaks in reply to the poet's own thoughts:!1

Tlpupona — cumeomn, xax ceit por. Ona
3BywiT 111 OT3BYKa; U 0T3BYK — Bor.
BiaxeH, KTO CIIBIIUT [eCHb, M CIHIIUT OT3BYK.2

Ivanov presents a parable; just as the Alpine horn sounds in order to
produce an echo, so nature exists for the sake of its echo—God.
Ivanov's symbolic interpretation of sound parallels Goethe's use of re-
flection. Both images characterize the relationship between the phe-
nomenal (nature) and the transcendent (God). The two planes are
viewed as distinct, yet related. Their relationship is not one of identity,
but rather of correspondence. Ivanov produces variations on a
Goethean theme by applying this insight to the artist, who is embodied
in the musical shepherd of the first stanza and, more obviously, in the
"genius” of the second stanza. Through his song, the artist awakens
"another song” in the hearts of his audience. In "The Alpine Horn,"
Ivanov freely combines central images from Pushkin with certain key
notions of Goethe. These latter parallels would go unnoticed if the
poem were not part of a section of verse introduced by a quote from
Faust 11

A related passage serves to corroborate the closeness between
Ivanov's conception of "otzvuk" ("echo") and Goethe's notion of
"Abglanz" ("reflection”). In "The Poet's Mysteries" ("Misterii poeta"),
another poem in Pilot Stars, Ivanov thematizes the act of poetic cre-
ation. The poem has two epigraphs, the first of which comes from
Faust II (1. 9626): "...dem die ewigen Melodieen / Durch die Glieder
sich bewegen..." ("...through whose body the eternal melodies
move ...").13 These lines describe Euphorion, in Goethe's words

11. This "otzyvnyi glas" ("responsive voice") is yet another of the poem's myr-
iad echoes.

12. "Nature is a symbol, like this horn. It sounds for an echo; and the echo is
God. Blessed is he who hears the song and hears the echo.”

13. The second epigraph comes from Ovid: "Phoebus adest: sonuere lyrae,
sonuere pharetrae.” ("Phoebus arrives: let the lyre and the quiver sound.") Ivanov's
use of this epigraph is uncharacteristic, since the larger context of the passage (the
"Remedia Amoris,” 1. 703) is ignored. A knowledge of Ovid's lighthearted verses
tends, if anything, to minimize their effect in Ivanov's poem, where these words are
invested with high seriousness. Yet Ovid's line is more than a flourish, for Ivanov
carefully develops the imagery. His poem begins with the arrival of Phoebus Apollo
(with lyre in hand) and concludes with the metaphor of poetry as an arrow.
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“poesy incamate.”!* In Ivanov's version, the poet is likewise depicted
as an instrument for "eternal melodies."

W, nonHa NBMIKEHBEM CTPOMHEIM, IPYAL IEBNa 3BYUUT COTTIACHO;
MouHo¥# Mepe TOpHMX XOPOB BTOPHT OTKJIMK YCT 3€MHBIX . . !5

And, full of ordered motion, the singer's breast sounds in concert;
The echo of earthly lips repeats the powerful measure of celestial choruses . . .

Ivanov again conceives of poetry as the earthly echo (here: "otklik")
of heavenly melody. In "Epirrhema," the companion poem to "The
Poet's Mysteries," Ivanov demonstrates that the converse also holds;
true poetry cannot exist where this echo is lacking. He devotes
"Epirthema" to the plight of the bad poet:

JTmu, HeMHOIMX KJIMKOB OT3BYK, YIOBITeH, OET B yIIaX . . .
Bei3paTh 4aphl ropEMX 3BYKOB MILET OH bGeccuitbHOM Impoif,
Ho HebGec He BockpelnaeT KOCHBIX CTPYH HeBepHBI 3BOH.

The echo of only a few sounds [that he has] caught sings in his ears . . .
With his powerless lyre he seeks to summon the charms of celestial sounds,
But the false ring of sluggish strings cannot resurrect the heavens.

In these poems, the notion of "echo" is not so carefully elaborated as
in "The Alpine Horn." Yet it is undeniably present as a metapoetic
concept. The epigraph from Faust II strongly suggests that the no-
tion derives from Goethe.

The echo becomes one of Ivanov's central theoretical concepts.
Ivanov quotes "The Alpine Horn" as an epigraph to his 1912 essay
"Thoughts on Symbolism." In this programmatic essay, Ivanov elabo-
rates on the poem's basic imagery by describing the entire Symbolist
enterprise in terms of an echo. "I am not a Symbolist, if my words . . .
do not awake an echo in the labyrinth of souls."1¢ It is telling that in
the essay's final paragraph, Ivanov refers to Goethe as "the distant fa-
ther of our Symbolism."17

To read Ivanov's "Alpine Horn" without an awareness of its con-
nection to Goethe does not distort the poem's meaning. In bringing
the notion of "symbol" from the visual to the aural, Ivanov extends the

14. "die Poesie personifiziert." From the conversation with Eckermann on 20
December 1829. Cited in Friedrich and Scheithauer, p. 229.

15. S§, vol. 1, p. 579.

16. §S, vol. 2, p. 609.

17. §S, vol. 2, p. 612.
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potential of Goethe's symbolic worldview. Characteristically, he uses
intertextuality to affirm his ties to tradition rather than to rupture
them.

In Pilor Stars, Ivanov consciously and emphatically draws atten-
tion to the writers and artists whose work has inspired him. Through
numerous epigraphs and overt references (i.e., direct naming), the
reader is introduced to a pantheon of Symbolists and proto-
Symbolists. Although the precise connections between their work and
Ivanov's own may be elusive, even the most casual reader recognizes
the book’s profoundly “literary” stance. In Transparence, Ivanov's
second book of poetry, the intertextual level is less obvious. Except
for a lengthy footnote on dithyrambs, Ivanov rarely draws attention to
his sources.

In keeping with this more restrained tone, Ivanov never names
Goethe explicitly. In the absence of direct quotation (either in a par-
ticular poem or as an epigraph), it is often difficult to do more than
identify a general resemblance between the two poets. However, when
Ivanov, writing on a distinctly Goethean theme, uses a distinctly
Goethean meter, it seems fair to assume a conscious connection.
Ivanov's "Ganymede," for example, treats a theme that had supplied
Goethe with the subject of one of his most celebrated hymns (also
called "Ganymede") from the "Sturm-und-Drang” period. In both
cases, the poet does not directly describe the mythical event (an eagle
seizing the hero and carrying him to heaven), but rather allows the
protagonist to speak for himself. Goethe's poem, written in free verse,
uses extremely short lines and brief, elliptical constructions to reflect
the speaker's excitement and confusion:

Ich komm, ich komme!
Wohin? Ach, wohin?

Hinauf! Hinauf strebt's.

Es schweben die Wolken
Abwirts, die Wolken

Neigen sich der sehnenden Liebe.
Mir! Mir!

In euerm SchoBe

Aufwirts!18

18. "I'm coming, I'm coming! / Where, o where? // Upwards, upwards it goes. /
The clouds float / Downwards, the clouds / Bend to the yearning love. / To me! To me!
/ In your lap / Upwards!"”
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Goethe, seeking to create a spontaneous, unpremeditated effect, uses
unrhymed lines in an irregular stanzaic structure. The protagonist's
speech consists primarily of exclamations and questions, with many
repeated words.

Ivanov's Ganymede also speaks in lengthy, unrhymed stanzas of
unusually short lines. This monologue is written in a form of free
verse (extremely rare in Russian poetry) that is remarkably reminis-
cent of Goethe's poem:

Ho moryaue namst
Tecno mexar,
TomseMmor,
TMomsemmmoT . . .

Opeun, open!

Kax Beceno MHe

Jerers Hag gomoM!
Kyna Tl B3HeCE1TH MeHS!
Cwieurit open?!?

Such metrically irregular, short exclamations (with numerous word
repetitions)—particularly when used in the identical thematic con-
text—are surely derived from Goethe.

Nonetheless Ivanov alters Goethe's model by adding two choruses
(of the valley and of the heights), which interrupt the protagonist's
monologue. Written in four-line logaoedic verse, they function as
commentary on the scene, for they lament Ganymede's disappearance
from the world below.

O, l'ammmen! B noGuIay

IIrnne 3epca, Taifabri Hawn nBet, 6uut TH BecHoli Baneness!

He6y neppuna [Homna,

LBer HALI — mITAYLTe, QYK QyOpaB! ~— COpBaH BIKGIEHALM HeGoM! 2

Such an addition is distinctly foreign to Goethe's poem, which owes its
emotional effect to the unimpeded flow of the monologue. It is likely
that Ivanov includes the chorus in accordance with the theories of
drama that he was developing at the time. For his purposes, the meas-
ured chorus adds an element of classical solemnity and retumns the
myth to its origins in antiquity. In short, Ivanov borrows from Goethe

19. "But powerful claws / Hold me tightly / Raise [me] up / Raise [me] up. ../
Eagle, eagle! / How happy I am / To fly above the earth! / Where are you carrying me /
Powerful eagle?" S§, vol. 1, p. 792.

20. "O Ganymede! as prey / For Zeus's bird, our secret flower, you were coddled
by Spring! / The firstling of the Earth to the sky, / Our flower is torn away by the
enamored heaven—lament, spirits of the groves!"
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a theme and its poetic expression (in this case, metrics and syntax), but
supplements it with his own notions of choric art.

The same type of intertextuality can be found in Ivanov's Faust
reception. Johannes Holthusen has drawn attention to the short
dactylic lines in certain poems in Transparence ("Rainbows" and "The
Beautiful is Good"), noting their connection to the famous chorus of
angels in the conclusion of Faust II. "Rosen, ihr blendenden, / Balsam
versendenden! / Flatternde, schwebende, / Heimlich belebende . . . "2!
In fact, Ivanov's use of dactylic dimeter differs slightly from that of
Goethe. Ivanov uses only fully-realized dactylic dimeters, while
Goethe often truncates the final foot.22 Yet when this unusual metrical
form is combined with highly suggestive Goethean imagery, it seems
probable that an intertextual association was intended.

Faust's epiphanic vision of nature occurred in a rather specific
natural setting, consisting of the sun, a waterfall, and a rainbow. The
rainbow, exemplifying the symbolic nature of the universe, ultimately
became the center of attention. In "Rainbows” Ivanov combines these
same natural phenomena and interprets them in a strikingly similar
fashion. In terms of formal features, the poem is unusual. Each of
the ninety-six lines ends with a dactylic thyme (the poem is a tour-de-
force in this respect). Since the lines are so short (always six syllables,
rarely composed of more than two words), the insistent thyming is
extremely noticeable. Ivanov avoids a monotonous effect by varying
the rhyme scheme.23 The content of the poem is purely lyrical—as
the first verb ("slavyat"—-"celebrate") implies, it is essentially a hymn
to the rainbows. Despite the absence of narrative qualities, there is a
clear development over the course of the poem, reflected in the verbal
forms: from present indicative (first two stanzas), to future indicative
(penultimate stanza) to hortative imperative (final stanza).

Throughout, the poem takes the form of an apostrophe to the
rainbows:

T'opel ¢ pormtHaMy

Bt couetaere;
Bznoxamu taere

B ropaux cenenmusx,

B GyifHBIX cTpeMIIeHMAX
JomsauMu gagamMu

21. In Ivanov (1967), pp. x—xi. Cf. Potthoff, p. 196.

22. This tendency can be noted even in the continuation of Holthusen's exem-
plary passage: "heimlich belebende, / zweigleinbefliigelte, knospenentsiegelte,— /
eilet zu blithn!" (my emphasis).

23. For example, the first line rhymes with the fifth, the seventh, and the
twenty-third lines.
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Hapn BomomnagaMnu
Bu pacnperaetre. %

The highly figurative poetic language makes clear that the poem is
not attempting to create a visual impression of a natural scene. Ivanov
understands the rainbows as emblems of a higher reality. Already in
this first section, they are explicitly symbolic, conceived of as the link
between the earth and the heavens. The almost gratuitous reference to
waterfalls in this passage seems to be present for the sole purpose of
recalling Faust. The second section discusses the rainbows' salutary
effect on mankind:

O MUMOIIETHEE,
Hyun GecroTHble,
Mup yneruamure BH,
Mup HayuuTe BH,
Kak pacreopsieTcs
Taitra B sBremm . . 2

This passage not only addresses the problem of the relationship of the
noumenal and the phenomenal worlds (the "mystery in the appear-
ance"); it also identifies the rainbows as the teachers of these universal
secrets. In the final section (the imperatives), the source of this mys-
tery is named: "Tainu povedaite / Solntsa prekrasnogo ..." ("Disclose
the secret of the beautiful sun . . . "). As in Goethe, the sun is the
symbolic "center" and the rainbow its mediated form.

While using Goethe's basic symbols (rainbow, sun, waterfall),
Ivanov does not hesitate to invest them with additional significance.
He includes numerous motifs that have no recognizable connection to
Goethe's "farbiger Abglanz." One notes, for example, the application
of Ivanov's ubiquitous ascent/descent paradigm to the rainbows:

Bac, EMcxoxXpgenus
OrceerHl OrtennLe,
U socxoxpenus
IIBepu noGennnpie!®

At the poem’s conclusion, Ivanov includes another favorite image:

24. "You connect / The mountains with the valleys; / You melt with¢sighs / In
the celestial settlements, / In wild stirrings, / Like earthly children / Above the water-
falls / You bloom." SS§, vol. 1, p. 751.

25. "O fleeting, / Incorporeal souls, / You will unburden the world, / You will
teach the world, / How the mystery/ Dissolves in the appearance . .. "

26. "You, pale reflections of descent, and victorious doors of ascent!”
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Kak ynmiGaercs
CBeTrnocTs OR Ty4aMu;
Kax naruGaercs
Jlerkocts Hal KpyuaMmu;
Kak ymBaloTcst
CperaMu SHOKUMH,
OcusiBaloTest

Iiera ynuGkamu
Mrnn oxpritersse.?

The smile, often signifying the meeting of the human and the divine
in Ivanov's poetry and theoretical writings, is perfectly in keeping with
the poem's theme. It is, however, unrelated to Goethe's Faust.

It is characteristic that Ivanov returns to the rainbow theme in a
poem written almost a decade later. "Raduga” ("The Rainbow"), from
the 1912 collection Tender Mystery, exemplifies another step in
Ivanov's appropriation of Goethean imagery.

Ta, uro moGHT ITH TOpH,

Ta, 9T0 BUANUT 3TH BOITHEL

U cnacaer B Gypio uernHer

Otux GenHbIX pHGAKOB, —

Ort 3eMHOro Npaxa BIOpH

MHe oMbllTa IMBHEM CTPYHHBIM,
Ocyumia BeTpoM GyHELIM,
Bectts npucnana ¢ 061aKoB.

B HeGe panyra coMKHYNach
Mex myunsO#i ¥ cTpeMmMHON.
Mpayunsiii mypmoyp 3a gonumEoH
O6Bs1T Xa0C TOPHHIX I'PYA.
Txans aupa ynubaynacs

M, xak ToHKU NRIM aTrapHLi,
OKpHINIIa CBeTO3apHBIE
BmoKHEMX CRIOHOB M3yMpyHL.

M Toraa mpepcTana panocTth

B cemumBetHOM Boxseit iBepy —
He ouaM, enunoit Bepe, —

M6o B MUT TOT GRUT 4 cllen

(JTmb Temeps Ayiia BCIO CHANOCTh
IMonsmna, xakoit ropena!), —

Ta npencrana, 9ro corpena

Po3zoit nHI MOTUITBHDIN CKTen.

27. "How lightness smiles under storm clouds; How weightlessness bends above
the cliffs; How the inspired haze revels in the vascillating lights; How they become
illuminated with smiles of color.”

R 0 i s oo s
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3onoTHcTHH, po3oses,
BriGuparics B BMXpe BOIIOC,

Y 3Byuan MBe 3BOHKMH romnoc:
"Munsiit, mpuxonu ckopeii!”
W Buccon kiyburcs, pes,

W 6esgonnON rirybunoo
Comnnne, cTaBliee 3a MHOIO,
TInnu connna npyx odeit.

She, who loves these mountains,

She, who sees these waves

And, in the storm, saves the ships

Of these poor fishermen,—

With a shower of streams

She cleansed my glances from the dust of earth,
[She] dried [them] with a fierce wind,

And sent a message from the clouds.

In the sky a rainbow formed

Between the abyss and the precipice.
The dark purple beyond the valley
Embraced the chaos of mountain heaps.
The layer of ether smiled

And, like the thin smoke of an altar,
Inspired the shining emerald

Of the nearby hills.

And then joy stepped forward

In God's seven-colored door—

Not to the eyes, [but] to belief alone,—

For at that moment I was blind

(Only now has my soul understood

The complete sweetness with which it shone!),—

That which had warmed

The sepulchral crypt with the rose of day, stepped forward.

A gold-colored hair, turning rose-colored

Kept appearing in the whirlwind,

And a sonorous voice spoke to me:

"My dear, come quickly!"”

And the thin cloth swirled, wafting,

And the suns of two eyes

Drank into their bottomless depths

The sun that rose behind me. ‘

89

Once again, Ivanov's theme is the communication between divine and
earthly realms. As in Transparence, the rainbow plays a mediating
role between man and a higher reality. In this case, however, Ivanov
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supplements the rainbow with the image of a divine female figure.
These two functionally-equivalent symbols are further connected by
their common grammatical gender (feminine). Indeed, Ivanov uses
this linguistic feature for poetic purposes, deliberately obscuring the
points where one ends and the other begins. (The first and fourth
stanzas appear to describe the woman while the second and third more
obviously concern the rainbow. Upon closer examination, however, a
number of passages are fundamentally ambiguous, e.g., much of the
first and third stanzas.)

Although there is no metrical similarity ("The Rainbow" is written
in trochaic tetrameter), a number of motifs suggest that the poem
should be understood in the context of Ivanov's ongoing reception of
Goethe. In addition to the general use of the rainbow as a manifesta-
tion of divinity accessible to man, the poem contains specific lines that
recall Faust's celebrated monologue (part 11, scene 1), to which Ivanov
so frequently alludes throughout his works. In stanza three, Ivanov
exclaims, "Ibo v tot mig byl ya slep” ("For at that moment I was
blind"), recalling the exclamation "Sie tritt hervor!—und leider schon
geblendet, Kehr ich mich weg, vom Augenschmerz durchdrungen”
("It [the sun] comes forward!—and unfortunately, already blinded, I
turn away, my eyes pierced with pain”). In the final stanza, Ivanov
refers to the "solntse, stavshee za mnoyu" ("the sun that rose behind
me"). Faust had expressed the same thought as he turned from the
sun to the rainbow: "So bleibe denn die Sonne mir im Riicken" ("Then
let the sun remain behind me" [literally, "at my back"]). In this
Goethean context, the enigmatic woman (who clearly represents
salvation, cf. stanza 1) can be understood as an embodiment of
another central symbol of Faust II: the eternal feminine, who leads
man upwards. It is clearly her voice that urges the poet to "come
quickly." The woman's transcendent status becomes especially
apparent in the poem's striking closing image, in which her two eyes
(metaphorically described as "suns") swallow up the sun itself. These
concluding lines are, of course, distanced from Goethe's text, yet they
are linked by a principle of extension. As in Goethe, man cannot
confront the sun directly, but is shown the divine way by the rainbow.
His ultimate salvation occurs through the intercession of the eternal
feminine,

The fact that Ivanov was thinking of Goethe's Faust at the time of
his work on Tender Mystery is evident from two other poems in this
uncharacteristically slender collection. "V al'bom studenta-esteta”
("Into the album of a student-aesthete") is a rather unserious effort, yet
its Faustian epigraph makes clear that, even in minor poetry, Ivanov
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looked to Goethe.28 The title already calls to mind a genre of lighf
poetry popular in early ninetenth-century Russia. "Album poetry
generally implied "impromptu” poems written upon request for the
albums of young ladies. However, the epigraph from Faust dr?ws at-
tention to a more specific subtext. In the first part of Goethe's mas-
terpiece (11. 1868-2072), a would-be student comes to visit Faust and
is greeted by Mephistopheles, who proceeds to confuse the young
man with witty and unsavory advice. At the end of their discussion, at
the young man's urging, Mephistopheles makes an entry in his album:
"Eritis sicut deus, scientes bonum et malum” (“You will be like god,
knowing good and evil"). Ivanov takes this line, slightly altered, as his
epigraph, giving the source as Faust /1.2° In the poem itself, he
briefly summarizes the scene from Faust in the first stanza, discusses
his own position (neither that of Faust, nor of Satan) in the sc?cond and
offers a "modernized" variant of the same statement in the third:

Mopais coobpa3syio ¢ BEKOM

W ayxn, eii-elt, GecoBCKUX 37100:

"Hob6po (o KaHTy) BCIOMEN, CHOO,

M crarems 0pocTo — HeJIOBEKOM .
Eritis sicut homines,
scientes bonum et malum.

I form my moral in accordance with the age
And of course [I] am free of demonic malice:
"Remember Good (according to Kant), [you] snob,
And you will become simply . . . a man.

Eritis sicut homines,

scientes bonum et malum.

In the post-Kantian world (i.e., a world in which man cannot know the
transcendent), a knowledge of good leads one to become not like a
god, but simply a man.30 Ivanov thus concludes the poem with an un-

28. The poem is found in the book's second part, which, according to Iva!nov's
own introduction, contains poems written "for personal, modest purposes, or simply
as a joke." SS, vol. 3, p. 7. . )

29. Goethe alters the biblical "eritis sicut dei” ("you will be like gods") to rgad
“eritis sicut deus” ("you will be like a god”). Ivanov, who was undoubtedly quotm'g
from memory (in the Russian tradition) uses the biblical origir}al rather than C}oetl}e s
slightly altered version. "Eritis sicut dei" is, moreover, the title of a poem in Pilot
Stars that is connected to the Bible, not to Goethe (cf. SS, vol. 1, pp. 572-74).
Ivanov errs in his epigraph, attributing these lines to Faust Il (.rather than Fazfst n,
presumably because he confuses the scene with its parallel scene in Faust II, which he
quotes in another poem in the same collection (SS, vol. 3, p. 56).

30. For more on Kant's "godlessness,” see SS, vol. 3, p. 391.



92  Part One: Ivanov and Goethe

expected reversal: "You will be like men, knowing good and evil" (my
emphasis).

The final Faust-oriented poem of Tender Mystery, entitled "Son"
("The Dream"), is one of the collection's darkest and most perplexing
texts. In this poem, the poet relates a nightmare: under cover of dark-
ness, he steals into a house to ask forgiveness from a woman whom he
loved but subsequently abandoned. During their meeting, he be-
comes aware that her grief has driven her mad.

"The Dream" is written in highly unusual five-line iambic stanzas
(a-b-b-b-a, all masculine rhymes), using lines of dimeter (. 1), tetra-
meter (1. 2 and 4) and trimeter (1. 3 and 5). In many respects, this
stanzaic form recalls the ballad "The Tsar's Departure,” which im-
mediately precedes it in Tender Mystery. That poem, it will be re-
called, combines lines of iambic dimeter, trimeter, and tetrameter and
also uses exclusively masculine rhymes. "The Dream" can in certain
ways be considered a companion piece to "The Tsar's Departure," for
both are tragic, plot-oriented poems that rely on hints rather than de-
tailed narration. However, "The Dream" contains a pathos completely
foreign to "The Tsar's Departure" and a psychological dimension
rarely found in Ivanov's verse.

51 nBeps, kKak BOp,
IIpuoreopuit. Ko mue, 61ienna,
Mernynacs oHa,
CMepTebHHM YXacoM MbsiHa,
Briepus B y6uituy B3op . . .

Ects, Qaycr, xa3ns:
B ouax BozmoGneHnoit mpouecTs
He rres, Be cyn, He MecTb —
Ho aynasit 611eck — Ge3yMba BecTh —
U puxyo Gos3us.

"Cruss!" crBlLy XpHK:
"Ee b Tebe Mol cnafok mwiad,
IMonyrmowneti nanaq?
Tri, 30210, IBSBOI, — KaK WM IpSAYE
Poras ero peolimmk!..."

I opened the door slightly, like a thief
Toward me, pale,

She hurled herself,

Drunk with deathly horror,

Fixing her glance on the murderer . .

There is murder, Faust:
To read in the eyes of one's beloved
Not anger, not judgment, not revenge,—
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But a foreign gleam—the sign of madness—
And a wild fear.

"Disappear!" I hear [her] scream:

"Is my cry still sweet to you,

Midnight executioner?

You, I know, are the devil—however you may hide
Your homs in his double! ... "

The poem's effect depends largely upon the reader's ability to inter-
pret the single word "Faust.” In the concluding scene of Faust I, Faust
returns with Mephistopheles to rescue Gretchen from prison under
cover of night. She refuses his entreaties to escape, and, after observ-
ing her with anguish and horror, Faust hurries away without her. The
scene's parallels to "The Dream" are numerous an('i unmxﬁtak‘able: a
protagonist, aligned with the devil, attempts to "rescue his ma'd
beloved, only to have her identify him as a murderer. In Ivanov's
poem, the protagonist asks for forgiveness, but it is already too late:

A s xpelry
Ee pykoit, moms: "TIpocTs!
Mens nepekpecTi!
S cam npuuen. TH X He TPYCTH,
Kak 1o TeGe rpymy .. ."

B Mmoit B30p rasaur
Yyxoro Heba Gupioza . . .
BacThias ciie3a
ITycThie CTeXIISTHMT I'T1a3a . . .
Tnsgmur. Morraur. Tnapur . . .

But I cross

Her with my hand, entreating: "Forgive [me]!
Cross me again!

I myself have come. Do not lament,

As I lament for you ... "

Into my glance looks

The turquoise of an alien sky . . .

A frozen tear

Makes the empty eyes glassy . . .

[She] looks. [She] is silent. [She] looks . ..

Ivanov's conclusion differs in emphasis from that of Goethe. Faust |
ends with action (the protagonist's hurried departure), while "The
Dream” concludes with stasis (the mad glance of the bel_oved). As the
insistent repetition of the word "glyadit" ("looks") indicates, the be-
loved stares at the protagonist and recognizes nothing. This final
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stanza depicts a fundamental lack of communication; the direct
speech of the two previous stanzas yields to silence. For Ivanov, who
conceived of love based on mystical recognition, this conclusion rep-
resents a moment of utter despair.3!

Why is Ivanov's "nightmare” oriented on this particular scene from
Goethe? Even in terms of Ivanov's general Faust reception, the choice
of scenes is striking, since Ivanov expressly states his preference for
the second part.32 The answer appears to be linked to Ivanov's strong
sense of archetypes. The final scene of Faust I depicts what for
Ivanov is the ultimate failure of love. It will be remembered that in
the correspondence of 1895, it was precisely this scene that Ivanov
used to depict his own guilt. Decades later, Ivanov would again refer
to this scene in his German essay on "Anima.” That work, which
Ivanov considered one of his major accomplishments of the emigra-
tion period, discussed religious experience in erotic terms as the
meeting of two elemental forces.3® The female aspect (anima) waits
for the masculine aspect (animus) in order to be saved. As Ivanov
notes, "Numerous myths and fairy-tales about the captive, trans-
formed, sleeping virgin, about the enchanted rose and her saviour re-
peat the same motif of the 'anima’ in need of salvation."34

In this unabashedly myth-oriented essay, the final scene of Faust |
figures prominently.

If, instead of the one whom the "anima" fervently awaits, a
stranger appears who arbitrarily tries to pass himself off as her
saviour, she is capable of rousing herself for a moment in order
to repulse him decisively; but soon all of her life strength and
consciousness nonetheless break down. She must fall victim to
the demon of enmity towards God that has taken power over the
faithless spirit. Gretchen does not recognize her Faust, who
through Mephisto's arts penetrates into the prison to free her:
she is horrified by him, she refuses to follow him or be saved by
him. Had he called her in God's name, she would have followed.

31. For Ivanov, love was connected to the mystical notion of recognizing some-
thing foreign within oneself and addressing it as "you." This principle serves as the
basis for all religious awareness (cf. the essay "You Are” of 1907, SS, vol. 3, pp.
262-69) as well as the basis for love between two people. Cf. SS, vol. 3, pp. 211~
12 (a crucial poem in "Man") or Ivanov's own statement about Lidiya in the
"Autobiographical Letter" (SS, vol. 2, p. 20): "Through each other we both found
ourselves and more than ourselves: I would say, we discovered God."

32. 8§, vol. 4, p. 148.

33. In a letter to Herbert Steiner of 11 March 1935, Ivanov wrote that "Anima"
was "the most important {thing] that I have written in the last years." (Deutsches
Literaturarchiv, Marbach am Neckar.)

34. 5SS, vol. 3, p. 274.
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In Dostoevsky's The Devils, a similar stance can be found in the
feeble-minded but nonetheless clairvoyant cripple's attitude
toward her beloved who has rebelled against God. Full of
horror, loathing, and despair, she sees in him the assassin and
servile imitator of her "sun falcon."*

Goethe's scene provides Ivanov with a powerful negative archetype—a
paradigm of failed love. As Ivanov argues elsewhere, it is not by
chance that Dostoevsky's The Devils recalls Faust: "Thinking to base
his novel on the symbolism of the interrelationship between the Earth
Spirit, the human ego, daring and creating, and the forces of Evil,
Dostoevsky naturally had to look back to a depiction of the very same
symbolic structure of the myth as it had already appeared in the
world's poetry—to Goethe's Faust."3¢ This passage is perhaps less
valuable as literary criticism (i.e., a description of Dostoevsky's novel)
than as a reflection of the Symbolist approach to creativity. Ivanov
contends that a writer, in seeking to express a certain theme, naturally
looks for models in previous works of art. Because myth, according
to Ivanov, is objectively true, it serves as the wellspring for artistic
creation.37 Artistic power thus lies less in pure inventiveness than in
an ability to incorporate myth into the creative process.3® For these
reasons, Ivanov declared mythopoesis to be the goal and natural ex-
tension of Symbolism.3® A passage from the book on Dostoevsky
(again with characteristic references to Goethe) neatly summarizes this
credo:

The more the writer has the feeling for realiora in realibus—that
pathos which breaks out in Goethe's "All that is transient is but
a parable"—the more naturally, of course, does he meet and
conform with the original imaginative patterns of the essential
train of thought that lives on in the obscure memory of the
ancient myth. Conversely, the more deeply the poetic
conception is rooted in the native soil of the myth, the more

35. 8§, vol. 3, p. 290.

36. Cf. 8§, vol. 4, pp. 440-41.

37. 88, vol. 2, p. 90.

38. Once again, a passage from Ivanov's work on Dostoevsky is revealing:
"Dostoevsky does not abide by his chosen literary example. With poetic intuition he
examines the innermost essence of the type personified in his hero; and, as usually
happens before the growth of a great poetic conception, he finds its native soil—
which never denies its strengthening sustenance to any truly original work—in
obscure memories of ancient myth." Ivanov (1966), pp. 88-89. 1 quote from
Norman Cameron's English translation, as the Russian version of the text has been
lost. For the complicated history of publication, see SS, vol. 4, pp. 757-70.

39. §S, vol. 2, p. 554.
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significant and intrinsically true does it seem to us—that is, if
we have not yet lost the sense of its magnetic force, so that
Goethe's words "the truth was discovered long ago” can still be
fully applied to poetic truth.4?

"The Dream" represents a direct application of Ivanov's theoretical
precepts. The poem describes not simply an isolated moment, but an
archetype and, as such, a recurring theme in world literature and hu-
man experience. It is at once highly personal (Deschartes, Ivanov's
close friend and posthumous editor, insists on locating the poem's
origin in an actual dream)*! and, as mythical repetition, universal.
Finally, it testifies to Goethe's role not only as personal model and
poetic authority, but as a direct mythopoetical source.

40. Ivanov (1966), p. 52.

41. 8§, vol. 1, p. 181; S, vol. 3, p. 700. Given Ivanov's tendency to perceive
the world through literary models, there is little reason to doubt her claim.

Chapter S

Goethe's Poetry in the Mythology
of Cor Ardens

Mue kaxeTcs, 9TO HUKTO M3 MOMX COBPEMEHHMKOB
Tak He XHUBeT 4yBCTBOM MH(a, KaK 1. BoT B ueM Mos
CHITa, BOT B 4eM s YeJIOBEK HOBOTO EaUMHAIOUIETOCS
uepuona. Ecim, no Oriocty KoHTy, deitoBedecTBo B
CBOEM Pa3sBUTHH IIPOLILIO Yepe3 TpH ¢azni: Mucdosto-
IMYECKYI0, TEONOIHUEecKY0 ¥ HaydHYIO, TO HBHHE
HACTYIalOT cpokH HOBO# Mudonormgeckoit smoxu.
M Torna, Korna oHa HacTaHeT, MeHs BHepBHIE NOIIK-
HEIM 05pazoM OIeHsT.!

—Vyacheslav Ivanov, Conversation with M.S.
Al'tman of 20 December 1921

The discussion of Ivanov's Goethe reception has thus far neglected
Ivanov's lengthiest and most complex poetic achievement—Cor
Ardens. Rather than drawing on Faust, this collection looks back to
the poem "Selige Sehnsucht" ("Blessed Yearning"), in which Goethe
uses the image of a butterfly consumed by flame to symbolize death
and resurrection. Ivanov invokes this brief and enigmatic text
throughout his writings. In the essay on Goethe, it is the only poem
that he translates in its entirety.2 Within the context of the essay "On
the Russian Idea,” it represents the yearning of the Russian people.
In the 1921 Correspondence from Two Corners, it becomes emble-
matic of Ivanov's philosophy of culture. In "Anima," Goethe's

1. "It seems to me that none of my contemporaries lives by myth to the extent
that I do. This is where my power lies, this makes me a man of the new age that is
only now beginning. If, according to Auguste Comte, humanity has gone through
three phases of development (the mythological, the theological, and the scientific),
then today a new mythological epoch is dawning. And when it arrives, I will be
properly appreciated for the first time." In Al'tman, p. 321. Ivanov makes a curious
and telling error in this passage. Comte (in his Cours de philosophie positive) actu-
ally spoke of metaphysical (not mythological), theological, and scientific phases.

2. §S, vol. 4, p. 140. In contrast to his usual practice, Ivanov gives a prose
translation.

3. 8§, vol. 3, p. 332.

4. Ibid., p. 387.
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imagery exemplifies the soul's "mystical death."> In the poetry,
particularly in Cor Ardens, it becomes firmly integrated in Ivanov's
larger symbolic system.

Ivanov's fascination with "Blessed Yeaming" is directly linked to
his conceptions of mythopoesis and creativity. According to Ivanov,
the artist seeks to express a mystical truth that is not apparent to ordi-
nary individuals. This activity, it will be remembered, is essentially re-
ceptive (cf. the discussion of theurgy in chap. 3). However, at rare
moments (most notably in the 1912 essay "Manner, Personality, and
Style”), Ivanov himself acknowledges a certain unavoidable degree of
subjectivity in the creative process. Such an admission, of course,
opens a Pandora's box of theoretical problems. How is the poet a
mouthpiece for objective truth if, in fact, he is expressing his own in-
dividual perception? For this reason, Ivanov qualifies the extent of
subjectivity that is admissible.

One cannot agree with the right of the subjective lyric poet to
pervert reality ("dannost™ (literally: "what is given")] to the
point of unrecognizability or to swallow it up so that the
depiction of the external world turns into a disconnected
nightmare. One cannot allow him the right to name things
with names inappropriate to those things and to attribute to
them inappropriate characteristics. One cannot allow the
rape of reality ["dannosti"] by lyrical subjectivity.®

In short, Ivanov conceives of an essential universal order that even the
"subjective” poet must respect.

However, the very possibility of subjectivity in art forces Ivanov to
reconsider his assumptions and confront the problem of ontological
relativity:

It is true that the very conception of reality ["dannost™] is
only conditionally objective; it is that which is subjectively
perceived as given ["dannoe”]. "Darum pfuscht er auch so:
Freunde, wir haben's erlebt” (Goethe, Venz. Epigr. 33).7 Thus
we are deprived of the possibility of checking the honesty of
the utterances of the perceiver about the perceived; as
concerns the ability to follow the perceiver along the paths
of his subjective perception, then this ability is in turn

5. ITbid., p. 284.

6. SS, vol. 2, p. 625.

7. Ivanov quotes from Goethe's "Venetian Epigrams,” No. 15 (not 33), which is
directed against the Germans' refusal to learn to write poetry. "That's why he (i.e., the
German) does it so badly; We, friends, have experienced it." (The emphasis is
Ivanov's, not Goethe's.) Cf. Goethe (1982), p. 177.
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subjective. Here it seems we lose a reliable criterion—if we
did not have numerous indirect means of determining the
degree of trustworthiness of that person who bears witness to
his own experience®

In all of Ivanov's theoretical writings, this passage is perhaps the clos-
est he comes to expressing doubt. However, after what seems like in-
controvertible arguments against his own fundamental beliefs, Ivanov
avers—without elaborating—that there are numerous "indirect" meth-
ods of determining artistic fidelity.

It is precisely at this juncture where myth (as well as the "formal
canon” of literary masterworks) fits into Ivanov's theoretical model.
Repeated assertions make clear that Ivanov considered myth a most
reliable standard of evaluation. In myth, the modemn artist had at his
disposal a means of attaining universal truth.® "For myth is the depic-
tion of realities. ... A new myth is a new discovery of those same re-
alities."19 It should be emphasized that Ivanov did not mean that a
new myth revived an "urmyth." Rather, he advocated using myth
freely, arguing that all forms of a given myth have validity.!!
Historically speaking, a myth had a secret religious origin and was
known only to the initiated. However, with the passage of time the
myth would be discovered by the masses and disseminated in various
forms. All of these, regardless of contradictions and innovations,
were for Ivanov genuine.!? Their very acceptance proved their
ultimate validity.!3

Ivanov's early efforts to recreate ancient tragedy on the modern
Russian stage represent the most straightforward practical application
of his theory. In ancient theater, there was no distance between the
audience and the actors; the audience participated as in a religious rit-
ual. In attempting to recreate these circumstances, Ivanov sought to
achieve a timelessness that would unite the modern viewer with the
actors, with the audience, and with the past. As he wrote in a preface
to his projected dramatic trilogy: "The author set himself a task nei-
ther archeological nor scholarly, but universal and atemporal and
therefore in its essence always ancient and new together....In its es-

8. SS, vol. 2, p. 625.

9. Already in his 1895 correspondence with Lidiya, Ivanov had written, "The
myth of Eros's shot, like all myths, is true.” RGB, f. 109, k. 9, ed. khr. 37.

10. SS, vol. 2, p. 555.

11. Cf. §S, vol. 2, p. 168; Gerasimov, p. 186.

12. §§, vol. 2, p. 560.

13. Cf. Ibid.
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sential features, the form of Attic tragedy seemed to the author the
form of the revived people's theater of the future."14

To what extent Ivanov's own stylized dramas fulfilled their utopian
mission is a secondary concern. More important is their explicit ori-
entation on myth, for, in less obvious ways, the same orientation can
be found in all genres of Ivanov's writings. Lyric poetry, more "sub-
jective” (in Ivanov's sense of the word) than drama and therefore more
closely linked to personal experience, nevertheless draws its power
from myth. By rooting his own experience in archetypes, the poet
moves from the individual to the universal. (One may think of
Ivanov's own poetry, e.g., "Beauty" or "The Dream.") For an example
of the unity of myth and individual experience that underlies lyric
poetry, Ivanov refers the reader to Solovyov: "In the case of Viadimir
Solovyov, internal experiences of his personal life, understood
‘cosmically’ (to use the language of astrologists and alchemists) serve
as the subjects of his poetic inspiration, so that he only paints that
which has happened as a real myth of his personality."!5 In great po-
etry, it follows, the individual level represents an instance of the
mythical; the "subjective” in actuality coincides with the objective.

Numerous contemporaries and subsequent literary historians have
characterized Ivanov as "the herald of Dionysus."!¢ Indeed, Ivanov's
attitude toward Dionysus is one of the most frequently mentioned and
misunderstood aspects of his worldview. His initial interest in the
subject can be traced to studies he began before the tumn of the cen-
tury and which he articulated most clearly in The Hellenic Religion of
the Suffering God. In this work, Ivanov demonstrated how the myth
of Dionysus contained a powerful paradigm: "Only in the religion of
Dionysus did the ancient Greek find the god who suffered and died
like himself, the god with the face of a mortal man, the god who was
rebom, who promised resurrection."1” Because Ivanov saw myth as an
essentially repetitive phenomenon, he recognized the same pattern of
suffering and resurrection in numerous cultures, including Christi-
anity. However, as the work's penultimate chapter makes clear, he
spoke of analogy—not identity—when comparing Dionysus and
Christ.!8 He never suggested that modemity believe in Dionysus per
se; in Ivanov's words, Dionysus was a "how," not a "what."!9

14. In Gerasimov, p. 185.

15. §S, vol. 2, p. 557.

16. The phrase is from Berdyaev, p. 156.

17. Ellinskaya religiya, in Novyi put’, 1904, No. 2, p. 73.

18. Ellinskaya religiya, in Voprosy zhizni, 1905, No. 7, p. 134.

19. 8§, vol. 1, pp. 723-24. In this regard, Ivanov criticizes Nietzsche's notion
of a "superman.”
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Dionysus becomes ubiquitous in Ivanov's work, both as a mythical
personage, and—more importantly and indirectly—as a symbol of the
universal belief in death and resurrection. More a spiritual condition
than an historical entity, the Dionysian paradigm recurs in numerous
forms. Ol'ga Deschartes has written, "Always, and always in a different
way, V[yacheslav] Ifvanov] announces one and the same Dionysian
myth. Whether he sings of spring or love, of Persephone or Orpheus,
he inevitably celebrates the unity of suffering and rejoicing, of dying
and rebirth."20  Such mythical recurrences form the basis of Ivanov's
art. In his poetry and prose, Ivanov thinks in terms of homologies,
relying on parallels between myths that are separated both temporally
and spatially.2! Johannes Holthusen has illuminated Ivanov's poetry
by means of two "Dionysian topoi": the phoenix and the seed that
must die in order to give birth (John 12:24).22 While these topoi are
neither historically nor culturally related to Dionysus, both express its
mythic essence. It is characteristic of Ivanov's worldview that the
biblical parable coexists with and affirms the pagan symbol.

The butterfly and the flame, the fundamental image of "Blessed
Yeaming," should be understood as yet another instance of the same
mythical construct. Its source, as Ivanov was well aware, is not in
Goethe, but in ancient myth. In "Psyche" (Pilot Stars), the speaker de-
scribes a dream in which he meets three gods: Nemesis, Hope, and
Eros. All watch in horror as Psyche approaches the "altar of burning
love":

.. . U MOTHUTEK — BCe OTBpaTWIIM JTHIIA —
B6m3n mopxai . . .

¥ X oH B tepcTax GOXECTBEHHBIX . . . IIpuBontHO
Emy ropers! . ..

Tak cafxo 3peTh MEe GHIIO KasHb, — Tak GoJbHO! . . .
MeTtmick — u BeTpers! . . 2

The image of a butterfly burning at the altar of love strongly recalls
Goethe's poem. Yet "Psyche” stops at the moment of death: the final
lines read "Dusha v grudi zabilas'...i vdokhnula.../ I-—umerla..."

20. Ibid., p. 66.

21. On these grounds, N. V. Braginskaya (p. 299) questions the validity of
Ivanov's classical scholarship. She demonstrates how, in his fervor to réconcile all
oppositions, Ivanov loses his ability to see differences.

22. Holthusen (1982), pp. 16-17.

23. "And a butterfly—all averted their faces—fluttered nearby . . . It is already in
divine fingers . . . it can bum freely! . . For me it was so sweet to waich the execu-
tion,—so painful! . . . Rush off—and meet!" (SS, vol. 1, pp. 701-2).
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("The soul began to beat in the breast. .. and inhaled .../ And—
died!..."). In this poem, the possibility of resurrection is only im-
plicit, suggested in the speaker's ambiguous attitude toward the immo-
lation: "Tak sladko zret' mne bylo kazn',—tak bol'no!..." ("For me it
was so sweet to watch the execution,—so painful!..."). Yet Ivanov
subtly alludes to Goethe's butterfly by means of a curious phonetic
and syntactic echo: "Metnis'—i vstret" ("Rush about—and meet!™),
This combination of two short imperatives mimics Goethe's famous
formula "Stirb und werde!" ("Die and become!"); the resemblance
even extends to the stressed vowels "i" and "e."24

The poem "Psyche" concentrates on the "fiery death," playing
down the resurrection that Goethe demands. In a footnote, Ivanov lo-
cates the poem's source in ancient sculpture.?5 Nevertheless, the reader
cannot help but notice the Goethean echoes. That "Psyche" should be
understood in terms of "Selige Sehnsucht" is supported indirectly by
Ivanov's own comments in his 1912 essay on Goethe. After translating
"Blessed Yeaming," Ivanov himself draws the parallel between Goethe's
poem and the myth of Psyche's immolation in the presence of Eros:
"Thus, the living imprints its life by seeking an exit to a new life from
the fullness of its vitality; the transition is death; the fire is God; the
butterfly is the soul; death is the marriage of man with God. The
ancients already depicted Psyche in the form of a butterfly, flying into
the flame of a torch held by Eros."2¢ In the essay "Anima,” Ivanov
again emphasizes the close relationship of Goethe's poem to Greek
myth: "In its fear of death the soul must fulfill the command 'Die and
become': how else could it realize the rebirth, so longingly awaited, that
could also be called resurrection? Already in antiquity mystical initia-
tions were considered a way of anticipating death."?’ In both of these
passages, Ivanov stresses continuity, according Goethe's poetry the
same status as ancient myth.

Ivanov's desire to connect disparate traditions is nowhere so evident
as in Cor Ardens. In the collection's title, the heart, traditional symbol

24. Such use of a double imperative (as an allusion to Goethe) occurs in ancther
poem in Pilot Stars. In the fourth stanza of "Sphinx," a long poem in terza rima,
Ivanov includes the image of moths flying into a flame. A few stanzas later, the
scene is described with a double imperative: "Se zhertva: vstan', pozhri!" ("Behold
the victim: arise, consume!”). SS, vol. 1, pp. 644-45.

25. "[The image of] Psyche the Butterfly, burned by Eros on the flame of a torch
in the presence of Nemesis and Hope, with all three of them compassionately avert-

ing their gaze from the sight of the execution—was inspired by ancient statues.” SS,
vol. 1, p. 861.

26. SS, vol. 4, p. 140,
27. §S, vol. 3, p. 284.
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ife, is conjoined with flame, an image suggestive of death and de-
(s)tfrzllgfi’olrf.i’cg JCharacteristically, Ivanov immediately introduces two
epigraphs that resonate with these basic motifs, thereby supplementing
the Latin title with German and Russian quotations. The first epigraph
is the opening quatrain of Goethe's "Blessed Yeaming™:

Sagt es Niemand, nur den Weisen,
Weil die Menge gleich verhthnet:
Das Lebend'ge will ich preisen,
Das nach Flammentod sich sehnet.

Tell no one, only the wise [ones],
Because the rabble will immediately scoff:
I want to praise the living

That yearns for death by flame.

's words create an atmosphere of mysterious expgctqtlon. It is
S(;)te(tllilfﬁscult to recognize that, in this new context, Goethe's lines reallzf%
the symbolic potential of Ivanov's title. The '§y'1'11bollc s1gmlf1c'fmce .?
the "heart" ("cor") is spelled out in "the; Llymg ( das_ Lebend'ge") while
the notion of "burning” ("ardens"), with its sugg?'stlon of death, finds
expression in the death by flame ("lj"lammentod' ). The second'eplj
graph also echoes the title by drawing on motifs of fire and light:
"Ty—moi svet; ya—plamen' tvoi” ("You are my light; I am your
ﬂaml%aiiov does not select these passages purely for their motivic sig-
nificance. As usual, the sources of the epigraphs are as mgmfu':'ant as
their direct semantic import. Goethe's verses come from the "West-
gstlicher Divan" ("West-easterly Divan"”), one o_f the most celebrated
masterworks of his late period. In this collection of poems, Goethe
sought to combine the symbolism and spirit of Eastern poetry with tha}t
of the West. This synthetic principle plays a central role in Ivanov's
own undertaking. The second epigraph, which Ivanov attributes to
Lidiya Zinov'eva-Annibal (his by then deceased second wife), draws
attention to the autobiographical aspect of Cor Ardens. In this book,
more than any of the previous ones, Ivanov's personal experiences are
reflected in his poetry. The theme of death and resurrection, abstr%Ct
and philosophical in the earlier work, comes (o have a very specific
referent in the poems composed after Lidiya's dqath. This is not ::10
suggest, however, that the poetry becomes przmqrzly autobiographical.
Rather, the personal becomes another manifestation of the mythical.

28. For a discussion of Ivanov's sources, see Davidson, p. 198.
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To a reader unfamiliar with Ivanov's creative method and theoreti-
cal assumptions, such a combination of epigraphs is incomprehensible.
In this regard, Robert Stacy's reaction is instructive: "Goethe's lines
have depth and public content: we think of a 'Heldenleben' seeking
transfiguration, of the phoenix theme, and an 'Empedoclean’' death.
The words attributed to Ivanov's second wife, however, are somewhat
inane. They have merely private content and are akin to much of the
actual language of women (or of men, for that matter) in love, in that,
to others than the beloved, it is apt to seem nonsensical."29
Recognizing the myriad differences between the epigraphs, Stacy un-
ambiguously rejects Ivanov's mixture of "public" and "private." Yet
precisely this conflation of biographical and literary sources supplies
the key to the poetics of Cor Ardens.

Already in the book's dedication, biography and poetry are inex-
tricably linked:

BECCMEPTHOMY CBETY
JINIMY DTMMUTPUEBHEI
3UHOBBEBOM-AHHUFBAIJT

Toii, uro, CTOpEB Ha 3eMJIE MOMM IUIaMeHESIOLMM cepeM
Crana u3 [maMeny CBeT B XpaMWHEe rocTsl 3emmmn.3¢

TO THE IMMORTAL LIGHT
OF LIDIYA DIMITRIEVNA
ZINOV'EVA-ANNIBAL

To her, who, having burned up on the earth in my flaming heart,
Became light from flame in the temple of the guest of the earth.

Ivanov phrases his dedication to Lidiya in the easily recognizable form
of an elegiac distich. He thus announces its poetic nature, consciously
integrating the personal with the literary. In this context, the distich's
syncretic semantics should be noted. Ivanov conjoins a burning heart
("plameneyushchim serdtsem"—the "cor ardens” of the work's title)
with key words from the epigraphs. The "svet" ("light") and "plamen’"
("flame"), taken from Lidiya's epigraph, here refer to Lidiya herself.
Ivanov also invokes "Blessed Yearning" through an allusion to fiery
death ("sgorev moim plameneyushchim serdtsem"—"having been
burmed up by my flaming heart"), which in turn leads to a new state of

29. Stacy, p. 84.
30. §S, vol. 2, p. 225.
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"becoming” ("stala iz plameni svet"—"became light from flame"). The
unusual phrase "gost' zemli" ("guest of the earth") makes the connec-
tion to Goethe yet more emphatic. While these words do not appear in
the Goethe epigraph, they recall the well-known final quatrain of
"Blessed Yeaming."

Und solang du das nicht hast,
Dieses: Stirb und werde!

Bist du nur ein triiber Gast
Auf der dunklen Erde.

And as long as you do not have
This: Die and become!'

You are only a sad guest

On the dark earth.

Goethe's poem concludes with an appeal to the audience in which he
relegates the uninitiated to the status of a "sad guest on the dark earth.”
In his own dedication, Ivanov omits the epithet "sad," presumably be-
cause he himself (the referent of "guest") knows well the mystical les-
son of "Die and become!" Most of Cor Ardens (particularly the fourth
book, "Love and Death") concems this very theme, i.e., Ivanov's per-
sonal understanding of the immortality of the soul.

In innumerable ways, Ivanov weaves the paradigm of death and
resurrection into the poetry of Cor Ardens. A close analysis of a sin-
gle passage from the sonnet cycle "Spor” ("The Dispute”) makes evi-
dent how Goethe's "Blessed Yearning" participates in this complex un-
dertaking. "The Dispute" is found in the second section of "Love and
Death." In terms of genre, it has its roots in medieval and Renaissance
literature. Like most of "Love and Death” it strongly recalls, both
formally and thematically, Petrarch's sonnets and canzones on the
death of Laura.3! Yet it also brings to mind the mystery plays of the
Middle Ages, in which the characters were allegorical figures. In
Ivanov's "dispute,” the interlocutors are Man (grieving over the death
of his wife) and Death. In German literature, one could find several
works of this type, of which Johannes von Tepl's "Der Ackermann aus
Béhmen" ("The Farmer from Bohemia") is perhaps the most
celebrated example. However, the tradition was widespread and, given
Ivanov's idiosyncratic treatment of the genre, it would be futile to seek
a specific model.

In "The Dispute,” the allegorical Man represents a version of
Ivanov himself. "Proof" of this assertion is not merely the highly au-
tobiographical nature of all of the verse in "Love and Death." More

31. Cf. Davidson, pp. 192-94.
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importantly, the sonnets that comprise "The Dispute” contain several
direct quotations from Ivanov's earlier verse. Ivanov conjoins these
autobiographical subtexts with literary and biblical allusions, ranging
from the veil of Isis (introductory sonnet) to the pale horse of the
apocalypse (final sonnet).

For present purposes, the sixth sonnet is of particular interest. The
poetic "argument” up to this point can be briefly summarized. The
cycle begins with the appearance of Death, who explains to the
grieving poet that she (the word "death" is feminine in Russian)32
represents love. In the second sonnet, the poet disputes this assertion,
praising Eros as the true god of love, and contrasting Eros (a force of
unification) with Death (a force of separation). Death replies (third
sonnet), swearing that she is telling the truth. Eros, she explains, is
subservient to her. In the fourth sonnet, she equates herself with
passion, which she defines as an essentially divisive force. By
referring to specific events, Death convinces the poet that she has
accompanied the poet and his beloved from the very beginning. The
fifth sonnet belongs to the infuriated poet, who calls Death an envious
spy and a thief. If Death had been kind, he explains, she would have
taken the lives of the two lovers together:

U Ha KocTpe 6 oIHOM cepana cropeny;
M nBe pyxu enunoOro Kpecra
B 6opernn 0fHOM 3aKOCTEHEIH.

And [our] hearts would have burned up on a single bonfire;
And the two arms of a single cross
Would have hardened in a single battle.

In this final tercet, the poet imagines such a simultaneous death. In
the line "And our hearts would have burned up on a single bonfire,"
one immediately recognizes the ubiquitous image of the buming
heart. The next line is a self-quotation; Ivanov repeats the conclud-
ing verse of his own poem "Love" ("Lyubov'"). This poem, inspired
by Lidiya, had immense significance for Ivanov. He wrote it while she
was alive, and returned to it after her death, using it as the so-called
"magistral” of a garland of sonnets.33 The poem itself repeatedly
depicts love as a process of unification. It consists of a series of im-

32. Because of grammatical gender, a Russian naturally conceives of death as a
woman, This of course differs from the German tradition, where death ("der Tod") is
invariably portrayed as a man. Cf. Jakobson, pp. 433-34,

33. It first appeared in Pilot Stars (§S, vol. 1, pp. 610-11). The garland of son-
nets is found in the "Love and Death” section of Cor Ardens (SS, vol. 2, pp. 411-19).
For a commentary on its "dialogical” nature, see Venclova, p. 212.
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ages in which two things converge into one. The "two arms of a single
cross" closes the series, at once invoking death and resurrection.
Through self-quotation, Ivanov carries these same associations into the
new context of "The Dispute." The imagery of this final tercet relies
on the same principle—the poet yearns for a death that makes two

into one ("on one bonfire," "in one battle").
In the sixth stanza, Death responds to the poet's rage:

T'nstne: Modt ceeT — manwr.

51 — nmamerauk mo6su. Tos Icuxes
Brepen, cBsroit kymemm Boxpenes,
Tlopxaysa B Moit oross. OH yromur
XKenanbe gy, koTropem [Iyx Benut
CpeTurs 3eMiie, CBETSICH U IUTaMeHesl.

Look: my light burns.

1 am the torch of love. Your Psyche,

Longing for the holy font,

Fluttered forward into my fire. It [i.e., my fire] will satisfy
The desire of souls, whom the Spirit,

Shining and blazing, orders to illuminate the Earth.

Death's words again invoke the epigraphs to Cor Ardens. The insistent
repetitions of the words "svet" ("light") and "plamen™ ("flame") recall
the epigraph from Lidiya. The image of Psyche fluttering into the
fire has its source in the fiery death of Goethe's "Blessed Yeaming."
Death, in short, identifies Lidiya as the butterfly ("Das Lebend'ge")
that seeks immolation ("Flammentod").

Implicit in the Goethe allusion is the dictum "Stirb und werde"
("Die and become"), the notion of death as a passage to new life. A
few lines later, Ivanov calls to mind this famous dictum through a
double imperative: "Zhelai i zhdi" ("Desire and wait"). In the final ter-
cet of the stanza, these hints become yet more explicit when Death
herself suggests the possibility of resurrection:

Kwusex MHe He JaHO PaCTOPTHYTD Y3.
Y10 XHTh JOIIXKHO, CMEeTCS Hall 3a6BeHbeM,
B pens TpeTwii 1 — Boxarsii B IMMayc.

I am not allowed to dissolve living bonds.

What should live laughs at oblivion.

On the third day I am the guide to Emmaus. ,
In the Bible, the resurrected Christ meets two of his disciples on the
road to Emmaus. This passage is of central importance to Ivanov:



108  Part One: Ivanov and Goethe

among other things it is one of the sources of the "cor ardens" (cf.
Luke 24:32):34 These hints of resurrection receive yet greater subtex-
tual support in the following stanza. Relying on a metaphor derived
from Solovyov's aesthetic theory, Ivanov describes the transformation
of a "dead coal" ("mertvyi ugol') into a diamond, symbolically realiz-
ing the potential resurrection already alluded to in the previous
stanza.3?

This passage from "The Dispute” must be understood in terms of
Ivanov's layering of allusions. The cycle is at once general (the
archetypal argument between Man and Death) and extremely personal
(as the self-quotations demonstrate, "Man" is an extension of the poet
Vyacheslav Ivanov). The theme of resurrection, first suggested
through "Blessed Yearning" (in the reference to Psyche and the dou-
ble imperative that followed it), develops by means of a biblical allu-
sion (the road to Emmaus). The long anticipated rebirth occurs in the
next sonnet by means of Solovyovian imagery. Characteristically,
Ivanov uses intertextuality as a means of syncretizing writers and
thinkers from numerous traditions. Goethe's "Blessed Yearning," as
Ivanov himself emphasizes, is based on ancient Greek myth. In "The
Dispute," he blends this pagan myth of resurrection with a biblical ac-
count of Christ's resurrection. Undisturbed by the incongruities in-
volved in such a synthesis, he relies on a common archetype to unite
his sources. This procedure, fundamental to his general poetic system,
is directly relevant to the question of Goethe reception. One cannot
speak of "Blessed Yeaming" as the subtext of "The Dispute,” for
Ivanov incorporates Goethe's image into a texture already saturated
with allusions. Goethe's parable for death leading to another form of
life is one of many myths that Ivanov affirms and combines.

34. Cf. Davidson, p. 198.

35. The image of coal becoming diamond, originally from Solovyov's "Beauty
in Nature” (see Solovyov [1988], vol. 2, pp. 357-58) recurs throughout Ivanov's po-
etry as the quintessential image of transformation. It can be found in "Almaz" ("The
Diamond," S§§, vol. 1, p. 754) as well as the celebrated "Yazyk" ("Language,” S§,
vol. 3, p. 567).

PART II

IVANOV AND NOVALIS



Preliminary Remarks

In discussing Ivanov's reception of Goethe, I focused primarily on
Ivanov's own poetry, using his essays and, to a lesser extent, his letters
for purposes of clarification. Given the wealth of material, I chose to
exclude Ivanov's translations from consideration. The lengthiest of
these, a rendering of the verse drama "Prometheus," displays an
extraordinary degree of faithfulness to the semantics and rhythms of
the original. However, it reveals little of Ivanov's creative interest in
Goethe. The specific circumstances in which he undertook this work
ensured that even had he wished to, he could not risk departing from
the letter of Goethe's text.! Ivanov's only other complete and
published poetic translation from Goethe appears in the 1943 essay
"Thoughts on Poetry,” where he quotes the lyric "Dauer in Wechsel”
("Permanence in Change") to illustrate his theory of "forma formans”
and "forma formata." As occurs so often, Goethe's verses serve as
Ivanov's exemplary text. In the rather specialized context of that
essay, the translation deserves attention, but in terms of Ivanov's larger
conception of Goethe, it cannot be considered a central document.

In the case of Novalis reception, the situation is quite different.
Ivanov's Novalis translations occupy a unique position in his entire
oeuvre. Completed in a mere two months during a time of personal
crisis, they served as a defining moment in Ivanov's poetic and spiri-
tual development.> Ivanov's renderings of Novalis force the reader to
broaden his conception of poetic translation. A close comparison of
two texts, normally the foundation for critical analysis, is valuable—
but insufficient—for grasping the full significance of this work.
These translations intersect with numerous planes of Ivanov's creative
activity: the semantics and stylistics of both his previous and
subsequent poetry, his mystico-philosophical worldview, his theory of

1. In August 1929, Ivanov was commissioned to translate "Prometheus"” as part
of the multivolume Soviet anniversary edition of 1932. Since he had experienced
little success in publishing his works in the U.S.S.R. and was leading a somewhat
precarious existence in Italy, one can imagine the eagerness with which he accepted
the commission. Drafts of a letter of 21 December 1929 that he sent to A. G.
Gabrichesky, the editor of the relevant volume, can be found in the Rome archive.
They indicate Ivanov's frustration with the Soviet publishing establishment as well
as the extent to which Ivanov had to defend the specific lexical and metricdl choices
he made in his Goethe translation.

2. 8S, vol. 3, pp. 671-72.

3. Recognizing their importance, the editors of the Collected Works place them
with the original poetry, rather than in the volume of translations. Cf. their
comments in SS, vol. 4, p. 724.
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poetics and translation (metrical semantics), and even his personal life.
Needless to say, these planes are not easily detached from each other.
In the chapters that follow, I attempt to keep them separate. However,
as Ivanov himself did not distinguish form from content or personal
life from spiritual life, a certain degree of overlap is unavoidable.

Chapter 6

Novalis in Russia

Hogasuc siBsieTcs TEM JICUgHM, UTO CBSI3BIBAET HaC
¢ pPOMAHTH3MOM.!

—Vyacheslav Ivanov, from the lecture "The Blue
Flower" (1909)

Friedrich von Hardenberg (1772-1801), known to posterity by
his pseudonym Novalis, is today widely recognized as the central fig-
ure of German Romanticism. In poetry, novelistic prose, and philoso-
phy, Novalis contributed seminal texts. So secure is his present repu-
tation that one is apt to forget the lengthy and complicated oscillations
that marked his literary fate. To understand Novalis's significance for
turn-of-the-century Russian culture, however, it is necessary to recon-
struct this larger historical context. A number of seemingly tangential
issues become crucial: the circumstances of his life and death, the
publication history of his works, and—particularly for our purposes—
the details of their reception.

In contrast to Goethe, who achieved international renown early in
his career and witnessed its steady growth until his death in 1832,
Novalis attracted a large readership only posthumously. Indeed, at the
time of his death, the majority of his writings existed only in the form
of scattered manuscripts. The first publication of most of the central
works was left to Novalis's friend Ludwig Tieck. A poet, not a scholar,
Tieck approached his task in a most capricious fashion. Using prin-
ciples that remain unclear to the present day, he selected a number of
Novalis's religious poems and turned them into a "cycle."? Since he
vehemently objected to the views expressed in Novalis's essay "Die
Christenheit oder Europa" ("Christendom or Europe"), he refused to

1. "Novalis is that living element which connects us with Romanticism.” SS,
vol. 4, p. 740.

2. Novalis clearly intended his "Sacred Songs" ("Geistliche Lieder") to form a
cycle. However, he did not indicate precisely which poems were to comprise it and
what their order should be. These decisions were apparently made by Tieck, who
never explained his methodology (or lack thereof). In fact, the very title "Sacred
Songs" may not be Novalis's own. For the complicated history of composition, see
Seidel, pp. 11-46.
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print it.3 Tieck inflicted almost irreparable textological damage on
the "Fragments," Novalis's most significant philosophical statements.
By choosing the ones that appealed to him and rejecting the others, he
confused generations of readers.*

However, Tieck's most influential decisions concemed less the
work than the image of his friend. For the edition of 1815, Tieck
added a brief biographical sketch intended to satisfy those inquisitive
readers who wished to know more about Novalis's life. A Romantic
himself, Tieck knew the expectations of these readers—and did not
disappoint them. Indeed, Novalis's short life contained all the ele-
ments traditionally associated with a Romantic poet: a handsome, bril-
liant youth with mystical inclinations; a beautiful and enigmatic
beloved; her sudden death from a mysterious illness; the poet's inex-
pressible grief followed by his own premature and tragic death;
posthumous fame. By embellishing these motivic strands, Tieck cre-
ated a minor masterpiece in a genre one might term "fictionalized
memoir."

_Tieck prefaced his account by stating that "there are few books in
which the author’s spirit is reflected so clearly and purely as in his."5
Thesq words set the tone for the rest of the biography, which seeks to
explain how Novalis transformed his tragic personal experiences into
magnificent poetry. Tieck's technique consisted in fully exploiting
the "romantic" aspects of his subject while playing down (or ignoring)
the "prosaic” details. He exaggerates Novalis's love for Sophie von
Kiihn to the point of absurdity, adding a fateful "love-at-first-sight"
motif to their initial encounter.® He then attempts to sidestep the pe-
culiar circumstances of this passionate attraction—namely, that
Novalis met Sophie (and, several months later, became engaged to
her) while she was still twelve years old.” Tieck waxes poetic about
Novalis's grief over Sophie's death, but glides quickly over the fact

3. Tieck defended his decision in a "Foreword to the fifth edition" (1837),
reprinted in Novalis (1988), pp. 175-78.

4. Tieck paid no attention to chronology or to context when selecting the
"Fragrpents" for publication. It is largely for this reason that until recently,
Novalis's philosophical works were treated as secondary to his poetic works. For the
history of reception of the "Fragments,” see Hiebel, Novalis, pp. 119-21.

5. From "Novalis' Lebensumstiinde” ("The Circumstances of Novalis's Life"), in
Novalis (1977), p. 219.

6. "The first glimpse of this beautiful and wonderfully charming figure decided
his entire life . . . " Ibid., p. 221.

) 7. Apparently recognizing potential problems, Tieck adds a year to her age at the
time of their meeting and, by noting that they were engaged more than half a year af-
terwards, implies that the engagement took place when Sophie was fourteen. Ibid.
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that lglovalis became engaged a second time, little more than a year
later.

From a modem perspective, such details seem trivial and even
humorous. However, Tieck's approach to biography was fully in
keeping with the Romantic spirit.” Historical reception testifies to the
fact that his essay possessed an undeniable appeal for general readers
and scholars, for the Novalis myth that Tieck created was accepted
wholesale and lasted well into the twentieth century.l0 It was essen-
tially this image that Vyacheslav Ivanov inherited when he tumed to
Novalis's works in 1908-9.

In nineteenth-century Russia, Novalis was virtually unknown.
Even the Russian Romantics, who eagerly read Goethe, Schiller, and
Schelling, tended to overlook Novalis. Exemplary in this regard is
Vasily Zhukovsky (1783-1852), considered to be "the father of the
'German' school of Russian poets."!! Perhaps the finest and most pro-
lific translator from German in the history of Russian literature,
Zhukovsky never translated a single line of Novalis.!? This fact is es-

8. Tieck uses a subtle technique in this regard, suggesting that only those truly
close to Novalis could understand how this might have happened: "Here he met Julie
von Charpentier and it may perhaps seem peculiar to anyone except his intimate
friends that he became engaged to her in 1798. As we see from his works, Sophie re-
mained the center of his thoughts.” Ibid., p. 223.

9. A passage from a letter of 1810 (i.e., before Tieck's version was written) by
the minor poet Justinus Kerner typifies the Romantic approach to biography.
Wishing to read Novalis's life as an aesthetic whole, Kerner expressed indignation
upon discovering some of its less appealing aspects—as well as satisfaction with cer-
tain more appropriate elements: "But it has a strange and disturbing effect if one
thinks of Novalis as a civil servant or an assessor of salt-mines. It's horrible!! I had
imagined Novalis's life very differently. Also, that young lady Charpentier so dis-
turbs the poesy. But his death is beautiful and much else is beautiful.” Cited by Mhl
in Novalis (1981), p. 655.

10. Haussmann, p. 403, notes that: "It was mainly due to Tieck that a 'roman-
tische Legende' about Novalis was formed and spread. The poet was considered a
gloomy, melancholy mystic, a poetic dreamer, reveling in remote spirtual realms of
fancy, a ghost-seer and visionary enthusiast, brooding over his loss, living only for
his grief. . . . There is certainly a bit of truth in this characterization of Novalis, but
unfortunately this has become the entire truth.” It is a tribute to the appeal of Tieck's
version that the author of this scholarly essay (written in 1913) still finds it neces-
sary to discredit it.

11. See Zhirmunsky (1937), pp. 97-98. This sobriquet has its source in Ivan
Kireevsky's "Survey of Russian Literature for 1829."

12. Zhukovsky did at one point intend to translate of some of Novalis's prose.
In a letter (presumably from 1817) to Dashkov, he sketched out a plan (never realized)
of an entire book of translations from German literature. While the majority of the
volume was to be devoted to Schiller and Goethe, the list of prose includes "Novalis:
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pecially startling in view of the obscure German Romantic poets (e.g.,
Johan Peter Hebel and Christoph August Tiedge) whom Zhukovsky
did find worthy of his efforts. Moreover, Zhukovsky's library seems
not to have included any volumes of Novalis.!?> Fyodor Tyutchev
(1803-73), another major Russian Romantic poet who was fluent in
German, translated Schiller, Goethe and Heine—but again, not
Novalis. While it is a commonplace of Russian criticism to speak of
Novalis's influence on Tyutchev, there is little evidence to suggest that
Tyutchev had even read the verse of his German "counterpart.”14

Two letters of the poet Wilhelm Kyukhel'beker provide a revealing
comparison of the relative stature of Goethe and Novalis in the per-
ception of a Russian Romantic. In 1820, Kyukhel'beker had the op-
portunity to travel to Germany. During his meeting with Tieck in
Dresden, the topic of Novalis came up:

I visited Tieck this morning; he is extraordinarily enter-
taining and remarkable for his manner of thinking. To
begin with, I mentioned the works of the late Novalis,
which Tieck had published, and regretted that Novalis, in
spite of his great gifts and unusually fervid imagination,
did not try to be clear, and completely drowned in mysti-
cal hair-splitting. Tieck calmly and quietly told me that
Novalis was clear, and did not consider it necessary to cor-
roborate this with any proof . . . 15

Kyukhel'beker's opinion of Novalis combines respect with thinly-
veiled criticism: Novalis was indisputably gifted, yet his mysticism
rendered his writings incomprehensible. The complaint that Novalis

Der Poet. Erzihlung” (Novalis: The Poet. [Short] Story"), followed by a parenthetical
"prekrasno” ("beautiful"). However, since this title does not correspond to any of
Novalis's works, one must assume that Zhukovsky had read his Novalis in antholo-
gized form. The letter can be found in Alferov, vol. 1, pp. 516-18.

13. See Biblioteka V. A. Zhukovskogo v Tomske (Tomsk, 1984), vol. 2, p.
143. Zhukovsky's library was immense and his knowledge of German literature ex-
cellent. The absence of Novalis's works is therefore all the more significant.

14, Ivanov himself (SS, vol. 2, p. 591) notes the similarity between the poetic
worlds of Novalis and Tyutchev. Following Ivanov's lead, the young Zhirmunsky
(1915, p. 96) states the connection apodictically: "The 'night' poems of Tyutchev
were formed under the influence of Novalis's hymns." I remain unconvinced by such
claims, as they are invariably "supported” by broad thematic resemblances (e.g., the
"theme of night”) common to a multitude of Romantic poets. Toporov is the only
scholar to look beyond the critical commonplaces and examine Tyutchev's connec-
tions to German literature on the basis of genuine textual echoes. Curiously, as re-
gards Novalis, he avoids the poetry completely, limiting his discussion to a single
prose work, The Apprentices of Sais. Cf. Toporov, pp. 67-77.

15. In Kyukhel'beker, p. 15.
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"did not try to be clear" well illustrates the gulf that separated German
Romanticism from its Russian counterpart. Tieck, himself a major
representative of the Jena Romantics, becomes in Kyukhel'beker's nar-
ration a source of amusement rather than awe.

Shortly afterwards, Kyukhel'beker traveled to Weimar, where he
visited Goethe. His account of this meeting differs sharply from the
bemused detachment with which he described the encounter with
Tieck:

Yesterday evening we arrived in Weimar,—Weimar,
where the greats once lived: Goethe, Schiller, Herder,
Wieland; Goethe alone has outlived his friends. I saw the
immortal one. . . . Goethe is of medium height, his dark
eyes are lively, fiery, full of inspiration. I had imagined
him to be a giant even in appearance, but was mistaken.
In conversation he speaks slowly: his voice is quiet and
pleasant; for a long time 1 could not imagine that before
me was standing the giant Goethe . . . !¢

Kyukhel'beker paints a portrait of Goethe that is less human than
mythical. Awed by Goethe's grandeur, he uses the word "giant" twice
(a particularly striking epithet for a man "of medium height"). The
details of his physical description—eyes that are "fiery" and "full of
inspiration"—derive more from clichés than from actual observation.
Indeed, Goethe's exact words and opinions are not even reported; they
become secondary to his aura.l’

Throughout Europe, Novalis's posthumous reputation was slow to
develop. In most European countries, it was only the advent of the
Symbolist movement that brought genuine interest in Novalis.!8 And
in Russia, always somewhat behind Western Europe in its cultural en-
thusiasms, the first serious efforts to bring Novalis to the attention of
the reading public date from the beginning of the twentieth century.
In 1901, in conjunction with the centenary of the poet's death, the in-
fluential journal Russkaya mysl’ (Russian Thought) carried a lengthy
essay on Novalis by the scholar P. S. Kogan.!9 The following month
the same journal reviewed a Russian translation of Thomas Carlyle's
1829 essay on Novalis. Both these accounts make clear the extent of

16. Cited in Durylin, p. 376.

17. Shortly after the meeting, Kyukhel'beker gave this hero worship its fullest
expression in a poem he wrote to Goethe. Entitled "To Prometheus” and #ritten in
Russian elegiac distichs (with a German interlinear translation for Goethe),
Kyukhel'beker sought to put his awe into poetry. The text is given in Durylin, pp.
383-84.

18. Cf. Haussmann, p. 399.

19. Kogan (1901), pp. 102-14.
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Novalis's obscurity. Kogan's essay is designed not as an interpretation,
but rather as an introduction. It consists of a biographical sketch
(loyally reflecting Tieck's distortions), followed by summaries of the
"Hymns to the Night" and Heinrich von Ofterdingen. The nameless
reviewer of Carlyle praises the book for quoting large passages from
Novalis's works: "The translations of these excerpts are especially
valuable for the Russian reader, unacquainted with the writings of
Novalis, since, to our knowledge, nothing has been translated into
Russian from the works of the author of the 'Hymns to the Night."20
The reviewer was unaware that two Novalis poems had appeared,
poorly translated, in N. V. Gerbel's 1877 anthology of German po-
etry.?! Nonetheless, his assumption that most Russian readers knew
nothing of Novalis's writings was certainly correct.

In keeping with the European trend, Russian Novalis reception
reached its height in the Symbolist period. While Novalis never com-
manded the readership of other German writers (e.g., Goethe or
Nietzsche), the Symbolists mentioned him with some regularity. In
1897, Bryusov had already noted in his diary: "I am reading Weber,
Maeterlinck, the Bible, Sumarokov. 1 [still} need to read: Kant,
Novalis, Boileau."22 In 1904, Bryusov's journal Vesy (Libra), the
leading journal of Russian Symbolism, considered Novalis significant
enough to note the publication of several new German books on
him.Z> The first Symbolist to take a serious interest in Novalis seems
to have been Ivan Konevskoi, who undertook translations of the
"Hymns to the Night" but died before completing them.?* Emil
Metner, one of Russia's most fanatic Germanophiles, was also an ar-
dent admirer of Novalis. According to Bely, Novalis was one of the
names Metner used in his attempt to inculcate impressionistic young
Muscovites with the grandeur of German culture: "He fills your ear

20. Russkaya Mysl’, no. 6 (1901), p. 182.

21. Cf. Engel-Braunschmidt, pp. 107-8, 207-8.

22. Bryusov (1927). Bryusov's interest in Novalis was surely inspired by his
readings in Maeterlinck, whose French Novalis translations had appeared a few years
carlier. Since the same diary entry contains a host of plans that were never realized, it
is doubtful that Bryusov actually read Novalis. His reference nevertheless indicates
that the general European Novalis renaissance was beginning to reach Russia.

23. Vesy, no. 11 (1904), pp. 79-80.

24. Konevskoi, the pseudonym of Ivan Ivanovich Oreus (1877-1901), was
hailed by Bryusov as the most promising young poet of his day, an opinion that
Ivanov seems to have shared. See Yampolsky, pp. 80-81. Konevskoi's notebooks
(TsGALL f. 259 op. 1) contain drafts of translations of the first two "Hymns to the
Night" as well as the German text (in Konevskoi's hand) of the "Hymn" (in free verse)
from the "Geistliche Lieder.” His translation of the first "Hymn to the Night” was
first published in Zolotoe pero (Moscow, 1974).
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with Novalis, Holderlin, Richard Wagner, Simmel and Christiansen."25
In a letter of 18 May 1905, Metner quotes Novalis's poem "Ich sehe
dich in tausend Bildem" ("I see you in a thousand images") in its en-
tirety and proceeds with unqualified praise of the Germans:

How is this not Bugaev or Blok? Everything that is good in
Russia is also [found] in Germany, but one cannot yet say that
the opposite is true. The impossible, the eternal, the tender, the
dear, the old, the new forever . . . The German Romantics of the
end of the eighteenth and beginning of the nineteenth century
(the Schlegels, Tieck, the monk Wackenroder, Novalis, etc.,
etc.) are terribly reminiscent of our "new" [poets]; among them
are both Balmont and Bryusov, both Bugaev and Blok: all
types. Stefan George (the contemporary German decadent or
Romantic), who in poetic craftsmanship rivals Balmont and in
mystic depth Bugaev, with good reason considers Novalis the
forefather of the most recent poets.?S

Metner's ideas cannot be considered typical. Nevertheless, a general
interest in German Romanticism was characteristic of the Symbolists,
as a letter from Sergei Solovyov to Bryusov (of March 10, 1905)
demonstrates: "I want to study Schlegel, Tieck, and Novalis.
Apparently they are the decadents of the beginning of the nineteenth
century, and all the harshness [rezkosti] and effects that so infuriate
our ignorant public are not at all new....It seems to me that deca-
dence is, on the one hand, simply the renaissance of Romanticism."%’
Both Metner and Solovyov emphasize the similarities between
Romanticism and Symbolism, without, however, suggesting any direct
influence. They view the Germans as important precursors of Russian
modernism.

For similar reasons, Novalis's works also found an appreciative
audience in theosophical circles. Rudolph Steiner, for example,
turned to Novalis in his lectures of 26 October 1908 ("Novalis and his
‘Hymns to the Night'") and 22 December 1908 ("Novalis the
Visionary"). Through people like Anna Rudolfovna Mintslova, word
of Steiner's lecures reached Russia without delay. In this instance,

I3

25. Bely (1930), p. 343.

26. In Literaturnoe nasledstvo, vol. 92, book 3, pp. 223-24. The letter is to
A. S. Petrovsky. The line "the impossible, the eternal, the tender, the dear, the old,
thezxﬂc)w forever..." is a quotation from Bely's "Second Symphony." Bely, 1969,
p. .

27. GBL, f. 386, k. 103, ed. khr. 23. It must be remembered that at this point in
Russia, the terms Symbolism and Decadence were frequently treated as synonyms.
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Mintslova appears to have anticipated Steiner; she was already at work
on Russian translations of Novalis in 1905.28

Of all the Russians, no one took more serious steps to propagan-
dize Novalis than Vyacheslav Ivanov.2? The first explicit indication of
his interest can be found in the 1908 essay "Two Elements in
Contemporary Symbolism,” where Ivanov lauds Novalis as a Romantic
who exemplifies "realistic Symbolism."3° On 25 June 1909, Ivanov
noted in his diary: "In bed at night I am sam&ﬂing here and there
Novalis's verse, which I would like to translate."! In the course of the
next two months, Ivanov rendered into Russian the complete "Hymns
to the Night," the complete "Sacred Songs," almost all of the poetry
from the novel Heinrich von Ofterdingen, and selections from the
miscellaneous verse.32 In a public lecture on 23 November 1909,
Ivanov first brought this work to the attention of a large audience.
The lecture notes, which have survived, indicate that Ivanov's central
strategy consisted in emphasizing Novalis's relevance for Russian
Symbolism. Applying his own Symbolist slogans to the work of this
German Romantic, he exglained that "Novalis, a true realist, goes 'a
realibus ad realiora' . .. "

Contemporary responses indicate that the lecture was greeted en-
thusiastically. Sergei Auslender, in a two-page summary in "Apollon,”
concluded with the following unqualified endorsement:

When Vyacheslav Ivanov read the "Sacred Songs” and
"Hymns to the Night" in his own translations, which

28. In the literary almanac of Grif, no. 3 (1905), there appeared an advertisement
for future publications that included "Novalis. Die Lehrlinge zu Sais. Translation by
Mintslova." This book never appeared.

29. Cf. Gronicka (vol. 2, p. 162), who asserts, correctly, that Ivanov was "the
first among Russian poets who . . . recognized the true greatness of Novalis in all his
many-sided originality and creative power."

30. SS, vol. 2, p. 546, and especially p. 549.

31. §S, vol. 2, p. 773.

32. The exact number of Novalis poems Ivanov actually translated is unknown.
Because of the enormous lag time between composition and publication (more than
seventy years), it is quite likely that certain translations were lost. Ivanov's 1909 di-
ary strongly suggests that he had translated Novalis's poetry in its entirety; in an en-
try from 22 August, he wrote: "I am translating the last poems from 'Misc[ellaneous
verses']" and on 23 August, "Novalis is essentially finished.” (§S, vol. 2, p. 794). In
searching through materials in the Rome archive I located one complete poem ("M.
und S.”) that was not included in the Complete Works edition, one almost complete
draft (of "Das Gedicht"), and one fragment (the opening of "Astralis"). The first two
poems are from the miscellaneous verse and the last from Heinrich von Ofterdingen.

33. S, vol. 4, p. 741. "A realibus ad realiora” was, of course, one of Ivanov's
most celebrated formulas for Russian Symbolism.
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achieve to the highest degree the embodiment of one poet
in the mystery of the work of another, it seemed that this
strange youth, almost a boy, perhaps not understood by
everyone, with his hair covering his forehead, with his
tender lips, his pale expression, his friendly and sad
glance, was with us again. And the mysterious "Blue
Flower" bloomed in these unexpected inspired-improvised
words about Novalis, lost for centuries and again discov-
ered, necessary and close to us,3*

Since this effusive praise was written by one of Ivanov's friends and
appeared in a journal closely associated with Ivanov, it must be treated
circumspectly.3> However, similar observations can be found in a
more sober, private account of the same event. The passage comes
from the diary of S. P. Kablukov, who was at the time the secretary of
the Petersburg Religious-Philosophical Society:

November 23, 1909 in the great hall of Solyany Gorodok
(Panteleimovskaya Street, No. 2), V. I. Ivanov read a pub-
lic lecture on the subject of "The Blue Flower." Novalis
and his work . . . The hall was full . . . During the first half
the lecturer spoke rather pallidly; the subject was
Romanticism and Novalis's relation to it: "The high
priest of Romanticism" and a short biographical sketch of
his life. In the second part, much more animated,
Vyacheslav gave a short account of Novalis's worldview,
calling it idealistic realism and noting its essentially
mystical and religious character. The lecturer supported
these assertions by reading Novalis's poems in his own
translation. Nine of the 'Sacred Songs' were read and
many of his Hymns of Night' [sic]. The translations were
done magnificently . . . The hall was full.?¢

This reaction is valuable because it was not intended for publication.3”
Kablukov does not hesitate to criticize aspects of Ivanov's lecture;
however, the general impression is positive, and especially the assess-
ment of the translations. Moreover, in repeating the phrase "the hall
was full," Kablukov suggests substantial public interest in Novalis.

34, Auslender, p. 42.

35. Auslender may even have had access to the text of Ivanov's lecture, since his
summary closely resembles the lecture notes. SS, vol. 4, pp. 73941.

36. GPB, f. 322, No. 7, L. 158.

37. Like Auslender, Kablukov was a friend of Ivanov's. He had visited Ivanov

during the work on Novalis and expressed interest in the translations. Cf. S§, vol. 2,
pp- 783-84.
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In 1910, a few of these translations were printed in "Apollon,"
prefaced by a short introduction in which Ivanov made known his in-
tention to publish an entire book (Novalis’s Lyre). Although this plan
was never realized, it advanced to the point where Andrei Bely com-
posed a paragraph to announce its imminent publication. Bely used
the opportunity to stress, like Ivanov before him, the organic link be-
tween German Romanticism and Russian Modemism (in both its
purely artistic and mystical components):

The interest in Novalis, as one of the most talented rep-
resentatives of Romanticism, has a twofold cause: the
representatives of Romanticism, still little known in
Russia, are linked with the most interesting currents in
modern art; contemporary Symbolists are in many re-
spects only a continuation of the Romantics; for this
reason Novalis's lyre is close to us; on the other hand, in
Novalis's poetry, deeply rooted in the people, one hears
motifs common to the most important mystics; at the
present time, interest in these mystics has awakened;
Novalis combines an enormous poetic talent with a
deeply and strongly emphatic intimate religious pathos.?

This announcement, dating from May or June, 1910, never appeared
in print. While the somewhat hyperbolic tone can be attributed to its
function (it was essentially an advertisement), the statement neverthe-
less appears to reflect Bely's own ideas. In that same year, Bely had
written in Symbolism that the Romantics were "related by spirit to the
Symbolists."39

In 1912, a second phase of the Russian reception of Novalis began
with the publication of a landmark History of Western Literature,
edited by F. D. Batyushkov. This work contained a lengthy chapter
on Novalis by F. A. Braun, a distinguished Petersburg professor of
German literature. Braun had consulted the most recent Western re-
search and produced a carefully balanced account of Novalis's life
and work. He viewed Novalis as the central figure of the Jena
Romantics and argued for a reappraisal of Romanticism in general.
Shortly after, Braun's student, Viktor Zhirmunsky, published his first
book, German Romanticism and Contemporary Mysticism.
Zhirmunsky was certainly aware of the parallels between Romanticism
and Russian modemism; in addition to his training as a Germanist, he
was well acquainted with Russian Symbolism. He had read Ivanov's
essays, attended his lectures, and even sent his own poetry to Ivanov

38. RGB, £. 109, k. 12, ed. khr. 29.
39. Bely (1910), p. 457.
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for evaluation.®® Yet despite its intriguing title, Zhirmunsky's book
barely touched on contemporary Russian culture. Its significance lay
in its serious and sympathetic account of German Romanticism.

Not surprisingly, the very title German Romanticism and
Contemporary Mysticism was sufficiently suggestive to galvanize a de-
bate on the literary and spiritual heritage of Russian Symbolism.
Numerous critics seized the opportunity to comment on contempo-
rary literature.*! Dmitri Filosofov, in an article entitled "German
Romanticism and Russian Literature," drew impassioned conclusions
that went far beyond anything in Zhirmunsky's book:

And if our contemporary criticism wishes to approach
objectively the works of the Russian "Symbolists,” such
writers as A. Blok, Andrei Bely, not to mention Tyutchev,
Sologub, Merezhkovsky, Vyach. Ivanov, and many,
many others, then it must understand the link of cultural
succession between early German Romanticism and our
contemporary Symbolists. ... Books like Zhirmunsky's
study should wean our criticism away from such a
superficial treatment of Symbolism. Criticize it, treat it
negatively, but at least know with whom you are dealing;
understand that this is not a casual, fashionable
"decadentism” [dekadentshchina], but a serious phenome-
non that is linked by succession to an enormous cultural
movement.*2

In 1914, Ivanov again turned his energies to Novalis, delivering
another lecture?? and devoting a lengthy critical essay to his life and
work. He began this essay by emphasizing the extraordinary change
in awareness that had occurred in Russia since his 1909 lecture.

40. In a letter of 21 November 1910 (RGB, f. 109, k. 18, ed. khr. 49),
Zhirmunsky wrote, "I would like to hear an evaluation of my verses from someone
whom I believe and respect as I believe and respect you, having read your essays By
the Stars and heard your words in the Academy.” On 26 March 1910, Zhirmunsky had
attended Ivanov's lecture on "The Testaments of Symbolism" and, a week later, partic-
ipated in a heated discussion about it (with Ivanov himself, Gumilev, Gorodetsky, V.
V. Gippius, and other leading Petersburg literati). See Kuznetsova (1990), p. 206.

41. In the course of fifteen months, the book was reviewed eleven times. For a
complete list of reviews, see Materialy k bibliografii uchenykh SSSR: Viktor
Maksimovich Zhirmunskii (Moscow, 1965), pp. 28-29.

42. Filosofov, p. 3. Filosofov's own expertise in the matter is, however, called
into question when he complains that "No one in Russia reads Novalis's Hans
Efterdinger" (sic!).

43. 85, vol. 4, p. 728. The lecture was entitled "Novalis, Singer and Magus."”
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When, several years ago, before a large audience in
Petersburg, I lectured for the first time about the Blue
Flower as a mystical symbol and about its great singer, I
knew that for the vast majority of my listeners this in-
formation was in fact new and spiritually significant. A
few had detailed knowledge about the author of "The
Disciples of Sais," "Sacred Songs,” and Heinrich von
Ofterdingen, but since their knowledge was based on old
historico-literary studies, they necessarily had a narrow and
false conception of this poet and thinker. Since then much
has changed; the study of Novalis has deepened and
broadened, his glory has grown and his inner meaning for
contemporaneity is keenly felt. One can say with a feeling
of satisfaction that, in understanding and evaluating
Novalis, Russian thought was at the avant-garde of the
movement, as it has been recently in all questions of high
spiritual interests.*

In this introduction, Ivanov praises Zhirmunsky and even more SO
Braun. In other sections of the essay (particularly parts five, six, and
seven), Ivanov borrows liberaily, particularly in his choice of quota-
tions, from their writings. This factor must be considered, lest one
overestimate the extent of Ivanov's own research. For example, it
would be unwise to assume that Ivanov had thoroughly studied
Novalis's fragments; with rare exceptions, his numerous citations co-
incide with those found in Braun's study.4> While the essay contains
Ivanov's most detailed account of Novalis, it reflects a later phase
(more indebted to scholarly research and less idiosyncratic) of his re-
ception. It does not always correspond to the spirit in which Ivanov
had undertaken the translations five years earlier.

At approximately this time—and in spite of the inception of war
with Germany#—Ivanov's zeal in popularizing Novalis began to ex-
tend far beyond Symbolist circles. Nikolai Aseev, a leader of the
Futurists, testifies to this in his memoirs:

44, Ibid., p. 252.

45. The fact that the German quotations are consistently translated in the
identical way strongly suggests that Ivanov was reading Braun, not the original. On
the same evidence, it appears that Ivanov's sole quotation from Schlegel's Lucinde
comes from Zhirmunsky, not from the German original. Cf. §§, vol. 4, p. 269, and
Zhirmunsky (1914), p. 88.

46. In 1914, presumably after Ivanov's lecture, a Russian translation of Heinrich
von Ofterdingen appeared. The time was not auspicious for the reception of German
literature on Russian soil, but Russian critics generally applauded the novel, seizing
the opportunity to contrast the greatness of Germany's past with its morally bankrupt
present. Cf. Kogan (1915), pp. 266-67.
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Vyacheslav Ivanov urgently recommended that I read
Swedenborg, Jakob Boehme and other mystics, for whom
I did not have any particular inclination. But out of
respect for him, I carefully went through the endless pages
of "Aurora” or diligently studied the rules of marriage for
various ranks of angels. Starry-eyed Vyacheslav was
enthralled and hoped to make a believing mystic out of
me. But I do not regret those boring hours. Thanks to
them, I was introduced to the writings of Novalis, that
wisest of Romantics and most subtle poet, in whom, if
one does not seek only mystical confusion, one can
already detect all the petals of the future splendid flower of
modern European literature, still closed up in a
complicated, faint-smelling, tender bud. Thus Vyacheslav
tormented me with the "Flowers of Saint Francis" and his
rapture over them. But with his own translation of "The
Apprentices of Sais" (not published anywhere, it seems)
he compensated [me]} for my torture.*’

Despite their extremely divergent artistic and philosophical outlooks,
Ivanov succeeded in convincing Aseev of Novalis's value. It seems
probable that, through Aseev, Ivanov's literary tastes and enthusiasms
reached lesser-known Futurists. Such a link would provide the most
plausible explanation for the interest in this otherwise still obscure
German Romantic by members of Aseev's immediate circle. Grigory
Petnikov did the first Russian translations of a selection of Novalis's
"Fragments" and "The Apprentices at Sais."48 Sergei Bobrov wrote a
number of poems that used epigraphs and imagery from Novalis.4?

Even after the Revolution, Ivanov continued to proselytize on be-
half of Novalis. In 1920, he read from his translations and lectured
on Novalis to a circle of young poets and, afterwards, for the more
official "Lovers of Russian Literature” ("Lyubiteli russkoi sloves-
nosti").5¢ In Baku, Ivanov taught a seminar on German Romanticism.
When he left the Soviet Union in 1924, the Novalis translations and es-
say were among the relatively few papers he brought with him.

47. Aseev. According to Parnis’s introduction to the 1992 reprint, the meetings
took place in the fall of 1914.

48. His edition of the "Fragments" was published in 1914 in Kharkov (although,
for purposes of prestige, the publishers claimed that it was printed in Moscow). "The
Apprentices at Sais" appeared in 1920 in the Kharkov journal Puti Tvorchestva (nos.
6-7). !

49. See especially his 1913 collection "Gardeners above the Vines." In this case
it is possible that his interest preceded Aseev's, since Bobrov, before his Futurist in-
carnation, had been closely affiliated with the Symbolists.

50. This information is from the memoirs of a participant (F. I. Kogan) in the
poetry circle. TsGALI, f. 2272, op. 1, ed. khr. 33, 1. 26-27.
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In sum, Ivanov's reception of Novalis differed substantially from
his reception of Goethe. Ivanov was not the type of writer who
avoided mentioning his spiritual precursors, and while numerous doc-
uments attest to his early fascination with Goethe, there is no evidence
to suggest that he had even read Novalis until 1908. Numerous ex-
plicit references in his earliest published essays reveal a personal
"canon" of German writers that includes not only Goethe, but also
Schiller, Schopenhauer, and Nietzsche. In this context, Novalis's ab-
sence is particularly striking. Beginning in 1908, however, Novalis re-
ceived a privileged place in Ivanov's "proto-Symbolist” pantheon.
After that, virtually every statement on the nature and goals of Sym-
bolism included an obligatory reference to Novalis. This association
became so strong that, in 1910, Bely characterized Ivanov by saying
that "the breath of Novalis's lyrics and of old Romanticism flows out
from behind the mask of a scholarly professor of philology."S!

What was so attractive about Novalis? How did he suddenly
emerge from obscurity to become "exemplary” in 19087 There can
be little doubt that his mystical worldview appealed to Ivanov, yet this
alone cannot explain the timing. Another factor, central to Ivanov's
general approach to literary reception, must be considered: biogra-
phy. It will be remembered that Goethe provided the young Ivanov
with a revered model and justification for his own behavior as he
courted Lidiya.52 In 1908, matters were significantly different, but the
basic need for a model remained. Lidiya had died in October of
1907 and Ivanov was attempting to come to terms with his fate. In
brief (the situation is elaborated in the following chapters), Ivanov dis-
covered in Novalis's biography a mirror of his own recent experi-
ences. And in Novalis's poetry, he found a reflection of his innermost
convictions. As in the case of Goethe, the chosen model influenced
all aspects of Ivanov's existence, from personal behavior to personal
writings, from poetry to aesthetic theory.

When Ivanov tumed to Novalis in 1908-9, he essentially "discov-
ered" a poet known to only a handful of Russian readers. Given the
dearth of translations and secondary literature, he was in a position to
create a Russian image of Novalis (in contrast to adjusting a prior im-
age, e.g., his Goethe reception). As the Russian proselytizer of

51. Bely (1971), p. 473. Elsewhere Bely unwittingly confuses the work of
Ivanov and Novalis. See Wachtel (Lewiston, 1991), p. 37.

52. See chap. 1. It should be emphasized that Ivanov's biographical orientation
toward Goethe, while most pronounced in the early period, continued throughout his
life. His so-called "conversations” of 1921 with M. S. Al'tman were obviously mod-
eled on Goethe's own conversations with Eckermann; in both cases, a venerable mas-
ter pronounces his views on a variety of subjects to his amanuensis, who sets them
down for the edification of posterity.

|
|
|
|
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Novalis, Ivanov occupied a position similar to that of Tieck a century
earlier. Of course, temporal, spatial, and linguistic distances all left
their mark. The "Russian Novalis” was a translation in every sense of
the word. Yet the result, the most palpable bridge between German
Romanticism and Russian Symbolism, is one of Ivanov's greatest

etic achievements. A detailed investigation of this reception reveals
the fundamental principles of the Symbolist creative process.



Chapter 7

Ivanov's Translations from Novaljs:
Stylistic and Semantic Preconceptions

Pycckuit i3HK MMeeT eAMHCTBEHHYIO B CBOEM pOJie
OpMBUIIErHIO cBOOOJHON paccTaHOBKM CJIOB —-
3aueM Xe OTKa3bBaThcs oT Hee? Ilpsrars Aparo-
fleHHBIe KyOKH ¥ IIMTH M3 ONIOBIHHBIX Kpyxek?!
—Vyacheslav Ivanov

When Ivanov commenced work on the Novalis translations, he was
already a mature poet and thinker, possessing a cgrefu]l){ articulated
poetic system and extremely strong artistic and philosophical convic-
tions. If Ivanov's early Goethe reception (the creative works from the
Berlin period) was marked by its derivative nature, then, somewhat
paradoxically, his renderings of Novalis's verse stand out for their
boldness and originality. A translator ordinarily aims for maximum
fidelity to the semantics and formal elements of the original.
However, Ivanov consciously approached Novalis with a degree of
stylistic and semantic freedom unprecedented in his other translations.
In a diary entry of 25 August 1909, Ivanov described the reaction of
an acquaintance of his, the minor poet Petr Potemkin: "He was
horrified by the freedom of my translations, which indeed often seems
unpardonable."? '

In a review of the second part of Cor Ardens (the book thap di-
rectly followed the Novalis translations), Nikolai Gumilev concisely
characterized the peculiarities of Ivanov's poetic style: "Who does not
know Vyacheslav Ivanov's style, with its solemn archaisms, sharp en-
jambements, emphatic alliterations, and an arrangement of words
which assiduously obscures the general meaning of the phrase?"3 In
a review of the first part of Cor Ardens (which directly preceded the
Novalis translations), Gumilev had noted, "It seems that thqre is not a
single very difficult technique that he does not lm(')w."4 Virtually all
of Ivanov's contemporaries joined Gumilev in drawing attention to the

1. "The Russian language has the unique privilege of free word order—why
should one renounce it? [Why should one] hide precious goblets and drink from tin
mugs?” As reported by F. L. Kogan, TsGALL f. 2272, op. 1, ed. khr. 33, 1. 21.

2. 85, vol. 2, p. 795.

3. Gumilev, p. 297.

4. Ibid., p. 268.

128

Ivanov's Translations from Novalis 129

sheer difficulty of Ivanov's verse in general and, more specifically, Cor
Ardens. D. S. Mirsky called Cor Ardens "the high-water mark of the
ornate style of Russian poetry."S

Novalis's poetry, albeit with the notable exception of the "Hymns
to the Night," represents another extreme. To recognize the differ-
ence, one need only consider a typical description of Novalis's "Sacred
Songs": "In spite of their metrical variety, the style of the 'Songs' is
smooth, marked by a simple choice of words and artless rhyme."®
Efim Etkind accurately describes some of this verse as "intentionally
infantile."” It is, in fact, difficult to imagine two poets as stylistically
opposed as the Novalis of the "Sacred Songs" and the Ivanov of Cor
Ardens.

In spite of his outspoken admiration for Novalis the lyric poet,
Ivanov was fully cognizant of the stylistic gulf that separated them. In
the short introduction he wrote for the publication of a few transla-
tions in "Apolion,” he interrupted a paean to Novalis (as "a colossal
event of modern European—or more precisely—Christian culture")?
to hint at some of Novalis's weaknesses as a craftsman: "Novalis, the
creator of songs and ballads, at once simple in spirit and intricately
allegorical, romantically fanciful and symbolically exact, not very de-
manding and not always stylistically consistent, but nevertheless musi-
cally well-constructed and showing unexpectedly new possibilities of
verbal melody ... "% (my emphasis).

This admittedly veiled criticism is neither thematic nor ideologi-
cal. It reflects an archaist's confrontation with a foreign, far less or-
namental, poetic idiom. It is therefore curious that Ivanov, in his es-
say of 1914, singles out the uncomplicated "Sacred Songs" (rather
than the "Hymns to the Night") as Novalis's greatest poetic achieve-
ment. To understand this evaluation, one must recognize extra-textual
evidence—historical reception. Ivanov points out that while most of
Novalis's work had been consigned to oblivion, the "Sacred Songs"
had found their way into church services and therefore survived.10
The "people"” had recognized the songs' greatness. This historical fact
completely supports Ivanov's contention (in the theoretical essays, €.g.,

5. Mirsky, p. 450.

6. Kurt Griitzmacher, "Toward an Understanding of the Works" in Novalis
(1977), p. 248.

7. Etkind, p. 161.

8. S, vol. 4, p. 182.

9. Ibid.

10. "The circle of Stefan George, we would add, for the first time appreciated
Novalis as one of the greatest representatives of German lyric poetry. Before this,
only the 'people’ had sensed it, when they included the 'Sacred Songs’ in their reli-
gious practice.” Ibid., pp. 253-54.
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"The Poet and the Mob" ["Poet i chem'™]) that the poet must link him-
self to the the people. (The fact that a complicated style precludes the
possibility of widespread acceptance seems not to have troubled
Ivanov in regard to his own poetry.)!!

While Ivanov admired the "Sacred Songs" on a theoretical level,
his translations clearly show that he could not accept them as poetry.
Their willed simplicity was completely alien to his own poetics. The
fundamental alteration that takes place in the translations is mirrored
in the very title: the German "Geistliche Lieder" ("Sacred Songs") be-
come in Russian "Dukhovnye Stikhi" ("Sacred Verses").12 Novalis
conceived of these religious poems as songs in the most literal sense,
and the history of their reception shows that they were indeed sung.!?
In his renderings, Ivanov deliberately transforms simple melodies into
weighty statements.14

11. Cf. Holthusen (1982), p. 22, and West (1970), p. 144. Georgy Chulkov (p.
75), who recognized this problem when writing on Ivanov, solved it in a most ingen-
ious fashion: "This poet, inaccessible to large circles of our intelligentsia, in essence
asserts his direct link to the nation and embodies in his lyrics national experiences.
Such is the irony of history: until a certain time the people do not recognize their
singer, so that at the appropriate time they can recognize him as the mouthpiece of
their aspirations.”

12. It is curious that Ivanov originally referred to them as "pesni” (songs), but
ultimately opted for "stikhi" (verses). Cf. §S, vol. 2, p. 776 (the first mention of
them in the diaries). "Dukhovnye Stikhi” ("Sacred Verses"), a traditional genre of
Russian poetry, intrigued Ivanov throughout his life. In a letter of 25/12 April 1900,
he wrote to M. M. Zamyatina, thanking her for an engraving she had sent (RGB, f.
109, k. 9, ed. khr. 33): "That you, my dear friend, by sending me this dear present hit
the very nerve of my mood, you will see from the poem I am enclosing with this let-
ter—from the 'sacred verses' I composed in March." This poem was probably the
"Stikh o svyatoi gore" ("Verse[s] about the Holy Mountain"), later included in Pilot
Stars (see the note in SS, vol. 1, p. 858). On the other hand, "Dukhovnye pesni”
("Sacred Songs") are also a traditional genre. In any case, Ivanov's decision to
translate "Lieder” ("Songs") as "stikhi" is striking. It obviously caught Andrei Bely
by surprise. When, in 1910, Bely wrote the announcement for the publication of
Ivanov's Novalis’s Lyre, he twice mentioned that the collection was to include
Novalis's "dukhovnye pesni” ("sacred songs"). The word "pesni” ("songs") was later
crossed out (in Bely's handwriting) and corrected to read "stikhi” ("verses”). RGB, f.
109, k. 12, ed. khr. 29.

13. Although it remains uncertain whether the title "Geistliche Lieder" was
Novalis's own, there is no doubt about their songlike nature. In a letter to Friedrich
Schlegel, Novalis refers to them as an "attempt at a new, sacred book of song”
("Probe eines neuen, geistlichen Gesangbuchs”). Novalis (1981), pp. 582-83.
Hiebel (p. 255) describes how, within a few years of Novalis's death, some of these
songs were incorporated into collections of traditional hymns and sung in churches.

14. In Etkind's fine observation (p. 177): "The style of the translation is not
simply different, but opposite. Instead of simplicity—complexity, instead of trans-
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The fpllowing passage, from Novalis's "Ich weiB nicht, was ich
sucl}e{l konnte" ("I do not know what I could seek") exemplies these
stylistic alterations:

Hat er sich euch nicht kund gegeben?
VergaBt ihr, wer fiir euch erblich
Wer uns zu Lieb' aus diesem Leben

In bittrer Qual verachtet wich?

Habt ihr von ihm denn nichts gelesen,
Kein armes Wort von ihm gehort?
Wie himmlisch gut er uns gewesen,
Und welches Gut er uns beschert?

Ho On — yXeb BH He IOCTHIITH,
W 8ot 3a6611H, KTO 6611 OH?

Koro =5a KpecT 3a Hac BO3BHUIIH?
Ko gpero nec Ha JIoOHBI# BekiToR?

CKJIIOHSITH TTh B30p Balll K OHEIM KHUTAM,
XoTs 3X0 BEA b BH ClioBec,

Tlon ubMM BOLLIM MBI TETKUM MTOM

B cpoBogy napcreus mebec?'’

In certain respects, the translation is faithful. Ivanov retains the
meter (iambic tetrameter), the rhyme scheme (alternating feminine
and masculine), as well as the interrogative character. Even the
straightforward syntax of the original is preserved, although the con-
cluding lines of the translation are admittedly more complicated than
the corresponding lines of the original.

The most salient differences are on the lexical level. In Novalis's
text, the story of Christ's suffering is told simply, as if by a child.
References to the Passion are present, but muted. Ivanov's translation,
reveling in the rich Old Church Slavonic lexicon, teems with archaisms

parence—darkness, instead of direct meanings of words—a concatenation of figural
rr;lez:nipgs". . . and, most important, instead of a confidential whisper—declamatory
rhetoric.

15. German text: "Did he not announce himself to you? / Did you forget who be-
came pale for you / Who left this life out of love for us / In bitter torture scorned? /
Have you read nothing of him / Heard not a single poor word? / How heavenly good he
was to us / And what good things he gave to us?" Russian translation: "But He—is it
possible that you have not comprehended / Or that you have forgotten who He was? /
Whom they raised onto the cross for us / Who bore the tree to Golgotha? // Have you
inclined your gaze to those books, / [Have you] perceived even an echo of the Words /
Under whose light yoke we entered / Into the freedom of the kingdom of heavens?"
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(e.g., "drevo," "vsklon," "onyi"). Not only is "He" (Christ) capitalized
(the first time even italicized), but also a number of words related to
Him ("Lobnyi," "Sloves"). Novalis's "armes Wort" ("poor word") be-
comes the imposing and archaic "Slovesa,” Words. The biblical refer-
ences become specific ("Lobnyi" refers to Golgotha in the Russian
Bible, the "Lobnoe Mesto,” cf. John 19:17, Matthew 27:33, Mark
15:22, and Luke 23:33), and the "legkoe igo" ("light yoke") harks
back to Matthew 11:30.16 The carrying of the cross (referred to
metaphorically as "drevo,"—"tree" or "wood") is absent in Novalis's
text. Furthermore, in Ivanov's version, the crucifixion precedes the
carrying of the cross, producing a hysteron proteron (a complicated
trope unthinkable in Novalis's poem).

Ivanov's translation, not merely a random concatenation of archaic
words, is structured as carefully as Novalis's original. His method be-
comes apparent through an examination of the poem's phonological
level. In keeping with a poetics of maximum simplicity, Novalis does
not concern himself with the poem's sound beyond the necessities of
meter and rhyme. The lines "Wie himmlisch gut er uns gewesen / Und
welches Gut er uns beschert?" reveal additional organization of the
phonological material. In the context of the adjective "gut" ("good"),
the noun "Gut" (ordinarily meaning "possessions") takes on an added
connotation of "goodness." One might even go so far as to include
"gewesen" and note an alliteration. Such basic sound repetitions are
the furthest Novalis goes toward developing the phonological level.l”
Ivanov, in contrast, relies heavily on paronomasia, using the
phonological level to underscore the semantics.

The passage centers on Christ, who is never referred to by name,
but rather as "He." In Russian versification, pronouns are not ordinar-
ily stressed. Since "He" is of primary importance, Ivanov's task as
translator is to see that the pronoun receives sufficient emphasis. For
this reason, Ivanov italicizes "On" ("He") the first time it appears.!® He
arranges the word's second occurrence to coincide with the final foot
of the line, a position which is always accented in Russian prosody.

16. It is a favorite image of Ivanov's, appearing frequently in his poetry and
prose, e.g., "Tvorchestvo" ("Creation"), (SS, vol. 1, pp. 536-37) or the "Correspon-
dence from Two Corners" (SS, vol. 3, p. 387). According to the autobiographical
letter (SS, vol. 2, p. 12), Ivanov was "captivated" by this biblical passage from the
age of seven.

17. For another example of the same phenomenon, see, in the preceding stanza,
"Wer uns zu Lieb' aus diesem Leben . .."

18. The fact that it is also capitalized is not poetic license. In the Russian tradi-
tion, it would simply be heretical not to capitalize "He" when it refers to Christ. In
Novalis's time, German orthography was extremely free. It is therefore not surpris-
ing that he does not capitalize pronouns referring to God.
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Hence, the pronoun demands stress both times. This second occur-
rence, as a thyme, assures that the syllable "on" will recur in the stan-
za's final word (in this case "vsklon"—"incline"). This word clearly
refers to Golgotha and thus, by metonymy, to "On" ("He," i.e., Christ).

Ivanov's wordplay extends beyond the stanzaic boundary. The
following stanza begins with an apostrophe to the "audience”
("Sklonyali 1I' vzor vash?"—"Have [you] inclined your gaze?").
"Sklonyali,” the first word, is grammatically governed by the un-
derstood "you" (plural). Yet through paronomasia (as an anagram), it
also refers back to "vsklon" and therefore to Christ. Finally, the syl-
lable recurs in the archaic "onyi." While "onyi" ordinarily means
"those," the recurring emphatic "on" of the previous stanza creates a
new association. "Onyi" here, through phonological association and
false etymology, is connected to "On" ("He"); it thereby obtains the
meaning "pertaining to Christ." "Onye knigi" are not simply "those
books," but also "the books about Christ" (the gospels).

What is the source of this intricate wordplay? It is worth remem-
bering Ivanov's original poetry. In Pilot Stars, he had used the identi-
cal device in a very similar semantic constellation:

Ax! He 3eMIIsi, — eTH, BaM MaTb — l'orrocda
C onozo nust, Kax ymep On!
C mmyM yMepma, fetn, 3emas! O, nern!'® (my emphasis)

In his translations, Ivanov brings his own highly rhetorical intona-
tion and archaic lexicon to bear on Novalis's songlike originals.
Equally importantly, he draws on the imagery of his own poetry. He
often chooses a specific expression or motif not for its fidelity to the
German original, but because of its associations within his own corpus.
In this way, the translations forge numerous intertextual links between
Ivanov and Novalis. A few examples suffice to demonstrate the way
the introduction of a single word or phrase can make Novalis's poetry
sound like a manifesto of Russian Symbolism.

Novalis's "Sacred Songs" conclude with two poems addressed to
the Virgin Mary. The first celebrates Mary's power to help and pro-
tect her "children." It begins with the words:

19. §S, vol. 1, p. 551. Ivanov uses the same device in the fifth of the "Hymns to
the Night,” in the famous and much-disputed passage where Christ gives his "spirit”
to a singer from the Orient. In Novalis, "Von ferner Kiiste, unter Hellas heiterm
Himmel geboren, kam ein Singer nach Palistina und ergab sein ganzes Herz dem
Waunderkinde: ‘Der Jiingling bist du...™ In Ivanov's version: "I s dal'nikh beregov
prishel pevets, / Pod yasnym nebom ellinskim rozhdennyi, / I ofroku vsyu dushu
otdal on. [ Ty onyi yunosha . . . " (my emphasis).
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Wer einmal, Mutter, dich erblickt
Wird vom Verderben nie bestrickt . . .

Whoever has seen you once, Mother
Will never be stricken by ruin . . .

In rendering these verses into Russian, Ivanov remains true to their
semantic import, but exercises certain freedoms in his stylistic and
lexical choices:

O Mars, k1o pas Tpoit mux yspern,
Ot nary6H npebyneT nemn.

Oh, Mother, whoever has looked upon your visage,
Will be safe from ruin.

Several changes can be noted, but the word "lik" ("visage") is surely
the most striking, since it has no correspondence in the German text.
Curiously, this word is absent in a draft of the translation, where
Ivanov wrote:

Kto, Marts, Teba onHaX b 3pel,
Ot nary6sl mpeGyner e,

Whoever has seen you once, Mother,
Will be safe from ruin.2°

The existence of this earlier version, which retains the same meter and
rhyme syllable, indicates that Ivanov was fully capable of translating
the first line without making significant changes. His decision to de-
part from Novalis's semantics was thus dictated not by linguistic ne-
cessity, but by poetic conviction.

The addition of the word "lik" can be explained in terms of cul-
tural translation. "Lik" means "visage," yet it is also the common term
for the face of an icon. This strictly religious connotation obtains
obvious significance in the context of the Virgin Mary. In this re-
spect, Ivanov's lexical choice appears motivated by a desire to bring
the foreign text into a more familiar context. Indeed, his translation
of the second of Novalis's poems to Mary lends credence to this hy-
pothesis. In this case, the explicit theme is the pictorial depiction of
Mary. Novalis writes: "Ich sehe dich in tausend Bildern, Maria,
lieblich ausgedriickt" ("Mary, I see you lovingly depicted in a thou-

20. .This translation is also closer to the original in terms of intonation.
Becagse it omits the introductory "O," the tone is less odic and more "songlike." The
draft is unpublished and can be found in the Rome archive.

S e

i L S A

e

Ivanov's Translations from Novalis 135

sand images"). Ivanov renders the lines: "Tvoi lik napechatlelsya
ten'yu, Mariya, v tysyachakh ikon" ("Mary, your visage has imprinted
itself as a shadow on thousands of icons").2! The words "lik" and
"ijkona" ("icon"), appearing in the same line of text, signal a "religious
conversion." Ivanov unambiguously places the German poem in the
tradition of Russian Orthodoxy.

One can thus explain Ivanov's departure from the original in terms
of his presumed addressee. In his desire to make a German text speak
"directly" to a Russian audience, Ivanov adapts the poem to the
Russian religious and cultural context. Yet this explanation ignores a
crucial factor: the wider context of Ivanov's own poetry. The line "O
Mat', kto raz Tvoi lik uzrel” ("Oh, Mother, whoever has looked upon
your visage") echoes a passage in the programmatic poem "Krasota"
("Beauty"), where Beauty addresses an unnamed wanderer with the
words:

Ko Moit Uk y3pen,
Tor raBek Tpo3pen —
Mombamit Myp BaBeK Tpen HIM HHOH.?

In "Beauty," the word "lik" has no connection to icons, but is semanti-
cally equivalent to the modem Russian "litso" ("face"). Purely stylistic
considerations determine the lexical choice; in accordance with his
larger poetic system, Ivanov selects the archaic word to lend gravity to
his utterance. For the same reason, he emphatically repeats the un-
common verb "zret'."23

The expression "lik uzret™ is utterly improbable in ordinary
Russian usage. The striking similarity between the phrase "kto moi lik
uzrel" (from Ivanov's master text "Beauty") and "kto raz tvoi lik uzrel”
(Ivanov's "free" translation from the German) can therefore hardly be
attributed to chance. Ivanov willfully creates an intertextual connec-
tion between his own poetry and Novalis's "song." Once the reader
notices this technique of self-quotation, he is in a position to recog-
nize larger parallels between the two poems. Both describe a meeting
between a mortal man and a mysterious, "other-worldly” woman. In
both the notion of "looking upon a visage" is directly connected to an

21. 8§, vol. 4, p. 214.

22. "He who has looked upon my visage / Has seen eternally— / The world below
is eternally different for him."

23. One can find an interesting parallel in Ivanov's critical writings. In an essay
on Pushkin's "The Gypsies,” he defends Pushkin's use of the archaic verb "rek”
("said"), against Belinsky's well-known criticism (that it provides an unrealistic lex-
ical context for describing a gypsy's language), by emphasizing how the word
"prepares the listener for something extremely solemn and holy.” SS, vol. 4, p. 314.
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epiphany. Like the female figure of Ivanov's "Beauty," Novalis's
Virgin Mary permanently changes the existence of the man who be-
holds her. In his translation of Novalis, Ivanov realizes, as it were, the
religious possibilities inherent in his depiction of Beauty. According
to Ivanov's reading of his own poem, the appearance of Beauty is a
"promise of universal transfiguration."?* The term transfiguration
("preobrazhenie") is borrowed from religious discourse. The inclu-
sion of the Virgin Mary among the hypostases of "Beauty” (i.e.,
Goethe's "Bride of Corinth," Solovyov's mysterious female figures in
"Three Meetings,” Demeter from the "Homeric Hymns") thus repre-
sents the extension of Symbolist doctrine from the aesthetic and
mythical sphere to the overtly Christian. It this context, one can un-
derstand Ivanov's contention that Novalis ushers in the knowledge of
the final mystery, which "will show the link between Beauty and
Religion."%5

Through the process of transfiguration, the noumenal world
("realiora") becomes evident within the phenomenal ("realia"). In his
own writings, Ivanov frequently designates the "realiora” with the term
"inoi mir" ("other world") or, at times, "inye miry" ("other worlds"). In
the dark poetry of "Love and Death” (Cor Ardens), this "other world"
serves as a beacon of hope: "Tesna lyubvi edinoi gran' zemnaya, /1 v
mir inoi ona rastet iz t'my" ("The earthly border is too constricting for
the single love, / And it [i.e., the love] grows from darkness into the
other world").2¢ Ivanov thus avers that the earth is insufficient for true
love, which always strives to transcend it.

The dualism between "this world" and a much desired "other
world" is, of course, hardly unique to Ivanov. One can find a similar
opposition in the works of Novalis (and the German Romantics in
general). However, Ivanov is not satisfied with likeness; in his transla-
tions, he often "clarifies" Novalis's points, using a vocabulary so
steeped in Russian Symbolism that the reader perceives similarity as
identity. The expression "inoi mir" ("other world"), so central to
Ivanov's writings, exemplifies this tendency. In the first "Hymn to the
Night," for example, Novalis addresses the night as the "Verkiindigerin
heiliger Welten" ("herald of holy worlds"). Ivanov renders the phrase
as "Inykh mirov veshchun'ya” ("announcer of other worlds").27
Ivanov's translation remains true to the spirit of the original, since
night in Novalis is the time when a higher existence becomes appar-
ent. However, in his inexact word choice, Ivanov removes Novalis's
individuality, stressing instead his fundamental closeness to the

24. §S, vol. 1, p. 827.

25. 8§, vol. 4, p. 740. From the 1909 lecture on Novalis.

26. SS, vol. 2, p. 443. For another example, see Ibid., p. 510.
27. SS, vol. 4, p. 184,
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Symbolists. The same phenomenon can be found in Ivanov's render-
ing of a passage from the essay "Die Christenheit oder Europa"
("Christendom or Europe"), where the phrase "Sinn des Unsichtbaren”
("sense of things invisible") becomes the "chuyanie inykh mirov"
("sense of other worlds"). Such a change is particularly instructive in
prose,z\{svhere Ivanov was not constrained by necessities of rthyme and
meter.

Ivanov's translation of "Es féarbte sich die Wiese griin” ("The
meadow became green") presents a more complicated instance of the
same technique. In this poem, Novalis personifies spring as a woman
and describes her arrival as an epiphanic event. It is easy to recognize
the appeal that this poem held for Ivanov. Once again, one finds the
familiar thematic constellation of a "meeting” between an other-
worldly woman and a man. Small wonder, then, that Ivanov interprets
Novalis's poem in terms of his own paradigmatic "Beauty."

The German original contains a refrain in which the astonished
speaker expresses the incomprehensibility of the events he observes:

Ich wuBite nicht, wie mir geschah,
Und wie das wurde, was ich sah.

I did not know what was happening to me,
And how what I saw was taking place.

Ivanov renders these lines:

A s He 3HAJ HY 9TO CO MHOI,
Hu nouemy Bech Mup unoil.

And I knew neither what was happening to me,
Nor why the whole world was different [literally: "other"].

On first glance, this change appears innocuous enough, since it does
not significantly alter the semantic import. Yet the context of Ivanov's
poetry and theory gives the Russian refrain an added significance.
The phrase "ves' mir inoi" recalls Beauty's words about the wanderer
who glimpses her ("dol'nii mir navek pred nim inoi")—especially in
view of the coincidence of vowel sounds in the final three words.
Further confirmation that "Beauty” has supplied the impetus for
Ivanov's changes can be found in the personification of spring.
Novalis writes, "Ein freundlich Middchen kam gegangen” ("A friendly
young woman came walking [toward me]"). Ivanov renders the line

28. SS, vol. 4, p. 257. In introducing his translation of this particular passage,
Ivanov specifically emphasizes his fidelity to the original. Cf. Ibid., p. 256.
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as "Navstrechu deva shla s ulybkoi" ("A young woman walked toward
[me] with a smile"). One could argue that with the smile, Ivanov
merely concretizes the German adjective "freundlich” ("friendly").
However, in Ivanov's poems and essays, the smile repeatedly signals a
moment of mystical initiation. It is an image that Ivanov frequently
adds when translating Novalis.?% In this case, the phrase "s ulybkoi"
("with a smile") again recalls Beauty's words: "Ya sluzhu s ulybkoi
Adrastee" ("I serve Adrasteia with a smile").

Like "Beauty,” Novalis's poem describes a scene in which a man
confronts a woman who embodies the transfiguration of the earth.
This overarching thematic connection allows Ivanov to use his own
poem as a "source" for the Novalis translation. "Beauty” again serves
as the master text that determines Ivanov's lexical choices. For the
Russian reader familiar with Ivanov's poetry but not with Novalis, such
intertextual echoes must appear striking indeed. In Ivanov's careful
renderings, German Romanticism coincides with Russian Symbolism.

Immediately before undertaking the Novalis translations, Ivanov
was at work on "Love and Death,” a poetic memorial to his recently
deceased wife. This book consists of variations on a single theme: a
protagonist who seeks to rejoin his dead beloved. The poems are at
once transparently autobiographical and extremely stylized. To ex-
press his personal sense of grief, Ivanov includes biographical refer-
ences (e.g., to the Coliseum in Rome, where he and Lidiya had had a
crucial meeting)3? as well as a number of cryptic phrases whose signif-
icance can be understood only in the context of writings not intended
for publication (e.g., diaries, letters).3! Ivanov also includes "personal"
literary references in the form of direct quotations and epigraphs
from his own and Lidiya's published works. Yet the book is explicitly
modeled on Petrarch, whose presence can be felt thematically in
epigraphs and generically in the form of sonnets and canzones. In
Petrarch, Ivanov appears to have sought (and found) a kindred spirit.
Just as Petrarch's grief over the death of Laura becomes a source of

29. Cf. §S, vol. 4, pp. 205 (several times) and 235.

30. See Davidson, pp. 158—64.

31. A single example will suffice: the Italian phrase "ora e sempre” ("now and
always") appears in Ivanov's correspondence with Lidiya as early as 1897 (cf.
Ivanov's letter of 13/1 January 1897, f. 109, k. 9, ed. khr. 41). These words, used by
Ivanov and Lidiya in the context of love, have a religious association, for they can be
found in various Italian prayers (e.g., the "Prayer of Morning" in Messale dell’
Assemblea Cristiana, Torino, 1973, p. 1491). After Lidiya's death, these words are
ubiquitous in Ivanov's diaries and other personal writings, where they signal his mys-
tical communication with his deceased wife. Thus, when this same phrase is inte-
grated into the allusive texture of "Love and Death,” (e.g., "The Blue Veil" S§, vol. 2,
p. 424), the connection of personal and literary become inextricably linked.

|
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poetic inspiration, so Ivanov's profound sense of personal loss be-
comes the raw material for the poetry of "Love and Death."

Novalis provided a logical extension of Petrarch. According to
most biographical accounts, Novalis's fate was inextricably linked to
that of his beloved. Her death, which inspired the "Hymns to the
Night," was a defining moment in Novalis's existence. In keeping with
his profound sense of continuity, Ivanov saw in Novalis a precursor in
both biographical and literary terms. He regarded his own fate, and
consequently, his own work, as being intimately related to that of his
German Romantic counterpart. For this reason, he frequently turned
to his own "Love and Death" as a source of imagery when translating
the "Hymns to the Night,” using his own texts as a gloss on those of
Novalis.

In a crucial passage at the end of the first "Hymn to the Night,"
Novalis describes a visionary moment: "Preis der WeltkOnigin, der
hohen Verkiindigerin heiliger Welten, der Pflegerin seliger Liebe—sie
sendet mir dich—zarte Geliebte—Iliebliche Sonne der Nacht,—nun
wach ich—denn ich bin Dein und Mein—du hast die Nacht mir zum
Leben verkiindet—mich zum Menschen gemacht..." ("Praise to the
queen of the world, the high herald of holy worlds, the nurse of
blessed love—she sends you to me-——tender beloved—dear sun of
night,—now I awake—for I am yours and mine—you have brought
the night to life for me-—[you have] made me a man...").

In these lines, a mystical union of the poet and his beloved takes
place. Reversing the traditional relationship of day and night, Novalis
relies on a series of unexpected oppositions: he associates the night
with sun, waking, and life. Ivanov renders the passage as follows:

Tebe xBania, BIaALIMIA BCelleHHOM,
Wanix Mupos seurynssi, Hous-necryHbs,
Brnaxencts mo6su borunas, Mae BepHYyIa
Bosmiobnennast, HeXHast, TeOsI;

MEe conHNeM TH HOTYHOUHBIM CHsICIb,
A1 Hrine GoppcTBYIO: o TBO 1 CBOI;

TH XU3HBI0 HOYL TBOPHMLUIB M B Hel MeHs
BrepBrie YenoBekoM . . .32

The previously discussed "inye miry" ("other worlds") represents the
most obvious, but not the sole, departure from the original. In one of
the most celebrated images of the entire cycle, Novalis uses the

32. "Praise to you, sovereign of the universe / The announcer of other worlds,
Night-mentor, / Goddess of the bliss of love, [who] returned to me / You, tender loved
one; / You shine to me like the midnight sun, / Now I am awake: I am yours and mine;
/ You make night into life and make me in it / A person for the first time."
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oxymoronic metaphor "sun of night" ("Sonne der Nacht") to describe
his beloved. Ivanov renders this image as "midnight sun." Moreover,
he puts the phrase into the instrumental case, thereby changing the
metaphor into a simile: "Mne solntsem ty polunochnym siyayesh™
("You shine to me like the midnight sun" rather than "you are the
midnight sun"). The change seems to have little semantic import, yet
one wonders what might have motivated it.

The poetry of "Love and Death” supplies the missing link. The
concluding sonnet of the cycle "Snows" contains Ivanov's own "hymn
to the night":

Hucxonur Ho9s. He B 3Be3gHBIX IMCEMeHAX
W 3sesnnl. CkItoMcsS Hal MOTHIION:
CkBo3uT monHOouHLIM ColnHneM o6k Muioi.>

Like Novalis's passage, this final tercet is based on a mystical reversal
of ordinary nature imagery. Ivanov contrasts the stars in the sky with
the star in the grave (i.e., the dead beloved). This "star" shines
through like the midnight sun (once again, the instrumental case im-
plies a simile). The striking image of the dead beloved shining like a
midnight sun, combined with the overarching common theme of night
as the time of supernatural visions, strongly suggests that Ivanov's own
"Love and Death" has influenced the translation.

The Russian rendition of the last of the "Hymns to the Night" of-
fers a particularly vivid illustration of the interference between
Ivanov's own poetry and his translations. Novalis's poem begins by
describing a symbolic boat journey: "Hinunter in der Erde SchoB /
Weg aus des Lichtes Reichen" ("Down into the earth’'s womb / Away
from light's realms"). Ivanov reorganizes this basic imagery:
"Khochu soiti v mogil'nyi mrak, /I grud' zemli raskryt' ya." ("I want to
descend into the grave's darkness, / And open the earth's breast.").
The phrase "mogil'nyi mrak"” ("grave's darkness") stands out, since it
replaces the fecund image of a womb with that of a grave. This allit-
erative substitution seems to have its source in "Love and Death,"
where Ivanov uses the identical phrase to describe the whereabouts of
his beloved. Moreover, one finds a common intertextual rhyme; in
both poems, the phrase "mogil'ny mrak" rhymes with "znak"
("Sign").34

33. "Night descends. Do not look for the star in the starry letters. Lean over the
grave: the face of the beloved shines through like the midnight Sun.” §§, vol. 2,
p. 440.

34. Cf. S8, vol. 2, p. 424. "No ne votshche v svinets togo zatvora, / Chto plot’
tvoyu unes v mogil'nyi mrak, / Ya vrezal stal'yu nash zavetnyi znak.” ("But not in
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As the vehicle from one plane of existence to another, the ship is a
rmanent fixture of Ivanov's symbolic world. Novalis's central im-
age of a ship thus fits neatly into Ivanov's own poetics. Yet Ivanov
again seeks identity rather than similarity. In rendering the passage,
he turns to the epilogue of his own "Love and Death." This cycle,
written in the rare verse form of the "glosa,” consists of a four-line
motto followed by four ten-line stanzas that expound on the original
theme: an apocalyptic boat journey. As in Novalis's hymn, the boat
departs from worldly existence and arrives in another world, where the
poet is united with his beloved and, ultimately, with God. In both po-
ems, the direction of this mystical journey is at once downward and
upward. In Ivanov's rendering of Novalis's second stanza, these gen-
eral similarities lead to specific intertextual references.

Gelobt sey uns die ewge Nacht,
Gelobt der ewge Schlummer.

Wohl hat der Tag uns warm gemacht,
Und welk der lange Kummer.

Die Lust der Fremde ging uns aus,
Zum Vater wollen wir nach Haus.3

O, Hous HaBex, Tebe xBana!

Tebe, npema riyxas!

1IBena moOOBE ¥ OTIBelIa,

Tlop conHNeM McCHIXas.

T'ocTHBI cTany BaM TIOPHMOIA:
IToltmeM K oTmy, cremmM oMo 1S

Ivanov makes several changes when translating this stanza. In the
original, the adjectives "warm" and "welk" ("warm" and "withered") re-
fer to humanity. Since "withered" implies a plant, Ivanov supplies an
organic metaphor; he compares love to a flower that blooms and wilts
beneath the sun ("Tsvela lyubov' i ottsvela / Pod solntsem issykhaya"—
"Love bloomed and wilted, / Drying up under the sun.”). Novalis
writes of having lost interest in the joys of earthly existence. Ivanov
renders this more forcefully: earthly existence ("gostiny"—"a guest's
stay") becomes a "prison" ("tyurma").

vain did I cut with steel our secret sign into the lead of the cell that carried your flesh
away into the darkness of the grave.")

35. Let us praise the eternal night / Praise the etemal slumber. / The day made us
warm, / And the long sorrow [made us] withered. / The joy of a strange place has fin-
ished, / We want [to return] to father's house.”

36. "0, eternal Night, praise to you! / [And] to you, dull sleep! / Love bloomed
and wilted, / Drying up under the sun. / Our stay became a jail for us: / Let us go to fa-
ther, [let us] hurry home!"”
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It is particularly interesting that this stanza (the second in Novalis's
final "Hymn to the Night") should be intertextually linked to the sec-
ond stanza of Ivanov's "Boat of Love" (the final poem of "Love and
Death"). Like Novalis, Ivanov discusses the inadequacy of "this"
world. The stanza begins with the assertion: "Ya znayu: zdes'
lyubov'—tsvetok tyur'my” ("I know: here love is a prison's flower").37
This single line concisely synthesizes all the elements in the transla-
tion that are absent from Novalis's original (love as a flower, earthly
existence as a jail). These two metaphors, which might otherwise
simply be understood as "freedoms" of translation, thus have a very
specific source. Such subtle intertextual relations indicate the extent
to which Ivanov understood Novalis through the prism of his own
poetic practice and philosophical convictions.

37. 8§, vol. 2, p. 443.

Chapter 8

Zhiznetvorchestvo:
The Conflation of Art and Life

IepeBonn #3 HoBammuca mpousBsoasT Ha Bcex
Gomnpilloe BedaTIeENe, HO OJHMM OHM Hanexwu,
ApYrMM HeBHIpasuMo OmmM3ku. "YX He 3Hap,”
rosoput BsiecnaB MranoB, "KOoBeUHO, Tydille —
6ITM3KH, OTOMY YTO TYT MHOTO SICHOBMJICHHS, B
3TOM MMCTHKE, TPOCTO NPaBHa, HO OMAcHO HOTOMY
4yro ¥3 Gopoa MOXHO IpPEeBPaTHTECA HPOCTO B
TOCKYIOMLIETO JeTIoBeKa . . . "1

—F. 1. Kogan, "The Poetry Circle under the
Supervision of Vyacheslav Ivanov"”

In a retrospective examination of the Symbolist movement, erst-
while participant Vladislav Khodasevich summarized what he consid-
ered its essence:

The Symbolists did not want to separate the writer from
the person, the literary biography from the personal.
Symbolism did not want to be merely an artistic school
or literary movement. It constantly attempted to become
a method of creative life. . . . It was a series of attempts,
at times truly heroic, to fuse life and art.?

In Khodasevich's view, the Symbolists actively sought to merge litera-
ture with life. This does not simply mean that the personal experi-
ences of a given poet become the raw material for his works. Rather,
it suggests a reciprocal movement between these two usually distinct
realms. Just as biography is reflected in the creative works, so the
creative works influence the biography.

1. "The translations from Novalis make a great impression on everyone, but
some find them distant, others [find them] inexpressibly close. 'I just don't know,’
Vyacheslav Ivanov says, 'Of course it's better for them to be close, for there is much
clairvoyance here, in this mysticism there is simply truth, but it is dangerous because
it can turn a fighter into a person who is simply miserable." TsGALIL f. 2272, op. 1,
ed. khr. 33, L 26.

2. Khodasevich (1976), p. 8.
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The Symbolists frequently designated their fervently desired ideal
with the neologism "zhiznetvorchestvo." This concept, essential for
understanding the movement's aspirations, was invoked in spirit if not
in name by virtually all the Symbolists. Formed by combining two
traditionally distinct words—"life" ("zhizn'") and "[creative] work"
("tvorchestvo")—the resulting term is untranslatable and tantalizingly
vague. It suggests both a synthesis of the two constituent elements
(creation and life) as well as the creation of life (that is, divine cre-
ation). A further ambiguity concems the very notion of "life." Does
it refer to "life" in general (human existence) or to the individual life
of the poet? On the level of Symbolist theory, of course, such fine
distinctions were not important, since the poet's life was considered to
be a microcosm of human existence. In terms of actual practice, how-
ever, the "life" in question tended to be the poet's own, since it pro-
vided the most convenient laboratory for experimentation.

Each Symbolist responded to the challenge of "zhiznetvorchestvo"
in his own way. For example, the relationship of the poet to the peo-
ple ("the poet and the rabble," in Pushkin's oft-quoted formulation)
was the subject of extensive Symbolist discussion. It would be hard to
think of a Symbolist who did not urge the poet to interact, and ulti-
mately merge, with the masses. Aleksandr Dobrolyubov's solution
brought this theoretical tenet to its most literal realization. Dobro-
lyubov left the world of literature altogether, living among religious
sects and redirecting his poetic interests to folklore. He wrote letters
to many of the Symbolists, urging them to follow his example.3
However, despite their obvious respect for his actions, the Symbolists
were in general unwilling to repudiate their art.* Rather than chang-
ing themselves in accordance with reality, they chose to change reality
in accordance with themselves.

The idea behind "zhiznetvorchestvo" did not arise with the
Symbolists. A similar belief can be found in numerous national
literatures, particularly during the Romantic period.> However, the
most direct source for the Russian Symbolists was unquestionably
Solovyov. As has been noted, Solovyov viewed aesthetics not as a
self-contained sphere, but rather as a force capable of acting on and
changing reality. Rejecting traditional ideas of art as reflection in
favor of a theory of art as transformation, he came to believe in
"theurgic art."® It should, however, be emphasized that, according to

3. The text of one such letter is given in Azadovsky (1979), pp. 138-39.

4. Cf. 88, vol. 2, p. 599, for Ivanov's approving reference to Dobrolyubov.

5. Cf. Tomashevskii, p. 51, Ginzburg, p. 20, Boym, pp. 5-6.

6. Cf. Losev's statement: "Thus art is not a reflection of reality, not a reflection
of the ideal, but a real transformation of man and society and, so to speak, a genuine
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Solovyov, theurgic art was a goal to be realized by future
generations.” He neither defined the concept in detail nor suggested
how to attain it. It was left to the younger generation of Symbolists to
elaborate its theory—and practice.

With few exceptions, the Symbolists wholeheartedly embraced the
notion of theurgic art.® However, they lacked consensus on the way it
could be achieved. This elusive process became the challenge (or, in
Khodasevich's words, the "philosopher's stone") of Russian Sym-
bolism. Programmatic statements like "Let the poet create not his
books, but his life" (Bryusov) and "Symbolism did not wish to be and
could not be ‘only art'"10 (Ivanov) were understood as being not so
much theoretical as hortatory, urging the application of Solovyovian
theory to quotidian existence.

Ivanov's notion of theurgy differed from that of Solovyov. For
Ivanov, theurgy was based less on the artist's transformation of reality
than on his ability to discern the noumenal within the phenomenal
world. The difference between these two theories of artistic creation
(invention versus discovery) is immense. However, in typical fashion,
Ivanov accepts both. The first, based on a theory of reflection ("Am
farbigen Abglanz haben wir das Leben") is central to his reading of
Goethe. The second, a theory of transformation, becomes the crux of
his Novalis interpretation. In his lecture of 1909, Ivanov speaks of
Novalis's "aspiration to transform the world by means of the human
spirit . . . "1 In the essay of 1914, he articulates this more explicitly,
using theurgy as the concept that sets Novalis apart from Goethe:

Goethe called for pure contemplation; Novalis needs to
solve the problem of cosmic movement. Goethe limits
himself to cognition; for Novalis cognition is an act of
universal creation. Poetry for Goethe is contemplation

transformation of the one and the other into the ideal.” In Solovyov (1988), vol. 1,
p- 20.

7. See his conclusion to "The General Meaning of Art,” in Solovyov (1988),
vol. 2, p. 404.

8. The later Bryusov was of course the significant exception. By 1910, he in-
sisted that theurgy had no direct relevance to poetry. Cf. Bryusov (1975), vol. 6, p.
179, where he polemicizes with Ivanov and Blok. Bely, in turn, attacked Bryusov's
essay, stating—with some justification—that it represented a rejection of Bryusov's
own artistic program, as articulated in the earlier programmatic essays. Bely's own
essay, "Venok ili venets,” appeared in Apollon, no. 11 (1910).

9. Bryusov (1975), vol. 6, p. 99.

10. S, vol. 2, p. 599.

11. §S, vol. 4, p. 741.
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independent of will (as Schopenhauer said); for Novalis
genuine poetry is theurgy.!?

Ivanov thus lauds Novalis, all the while recognizing that this philoso-
phy is not consistent with Goethean notions.

Ivanov again takes up the comparison of Goethe and Novalis in a
series of highly revealing notes:

Romanticism is thus . . . the idea of a complete unity of
spiritual activity which destroys the borders between its
separate spheres: life, poetry, cognition, religion are
one. Religion is the highest principle. Symbolism
preached the same thing. Andrei Bely; "the mystery,"
"poetic and prosaic language," Merezhkovsky, Blok.
The artist must be a person.

Goethe is different. Poetry out of life, as its ideal reflec-
tion. Science and poetry are different spheres. Distance
from religion. The self-limitation of the artist.

The Classical: distinguo, divido, circumscribo, coerceo.
The Romantic: confundo, iungo, solvo, libero.!3

Ivanov's telegraphic style makes it impossible to interpret this text
fully. However, his main idea stands out clearly: Goethe, as a repre-
sentative of the classical, creates strict boundaries, whereas the
Romantics—and the Symbolists after them-—seek to annul them.!4
Ivanov's primary example of such a boundary is the distinction be-
tween "the artist” and "the person." In short, in their drive to connect
life and art, the Symbolists were following an essentially Romantic
impulse. One may conclude that when Ivanov himself attempted this
synthesis, he was consciously leaving behind the world of Goethean
aesthetics.

Discussions of theurgy and "zhiznetvorchestvo™ become especially
frequent and impassioned in Ivanov’s theoretical essays of 1908-
1910. In the "Testaments of Symbolism," Ivanov describes the "thesis"

12. Ibid., p. 264. The Schopenhauer citation comes from The World as Will and
Idea, book 2, section 51.

13. Rome archive. From an untitled sheet beginning "Istoriko-literaturnye
skhemy i zhivoi opyt” ("Historico-literary schemes and living experience”). The
subject matter suggests that these notes were related to Ivanov's work on Novalis, yet
Novalis is never explicitly named.

14. When Ivanov speaks of the "classical,” he means the literary-historical
period called "Klassik" (i.e., Goethe and Schiller after the Sturm-und-Drang period),
as Goethe himself used the term and as is usval in German literary criticism to this
day.
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of Russian Symbolism in terms of theory and practice: "Artists were
confronted with the problem of completely incarnating in their life as
well as in their work (absolutely in the 'agon' of life as in the 'agon’ of
work!) the worldview of 'mystical realism' or (according to Novalis)
the worldview of 'magical idealism.”! In "Two Elements in
Contemporary Symbolism," he defines the first condition of
mythopoesis as the "agon of the artist himself" ("dushevnyi podvig
samogo khudozhnika")."16

Ivanov's work on Novalis thus coincides with the height of his
fascination with problems of "zhiznetvorchestvo” and theurgy. The
years from 1908 to 1909 were for him a time of personal crisis and
mystic expectation. Ivanov's detailed diary from this period allows
one to reconstruct his concerns (both day-to-day and existential) with
unusual thoroughness. The diary serves as a chronicle of the progress
made on the Novalis translations, yet it offers far more than such
strictly factual information. In many ways the quinte'ssentlal
Symbolist text, it amply illustrates the conflation of life and literature
characteristic of the Russian Symbolist movement. In its pages, the
realms of real life, the individual psyche, and art become inextricably
linked. Details of quotidian reality mix freely with dreams, visions,
and personal intrigues.

The overall tone of the diary is bleak. It records a spiritual low
point in Ivanov's existence. In the entry of 26 August 1909, Ivanov
comments on his own persistent unhappiness: "I am bewildered: is it
possible that I—having never been unhappy for a long period of time
and irrevocably—am now truly and permanently unhappy?”!? The
immediate source of Ivanov's misery was the death of his wife (Lidiya
Dimitrievna Zinov'eva-Annibal) in October, 1907. As the diaries indi-
cate, the intervening time had only deepened the poet's profound
sense of loss. The infrequent happy moments recorded in the diaries
are connected to Lidiya, who appears to Ivanov in dreams and visions.
At times she even makes her own entries in the diary (these are sig-
naled by a change of handwriting). She often speaks Latin, a lan-
guage that had occult associations for Ivanov.!8

15. 8§, vol. 2, pp. 598-99.

16. Ibid., p. 558.

17. Tbid., p. 796.

18. Latin was the language in which the world beyond communicated with
Ivanov. Such supernatural meetings seem to have been frequent in the period after
Lidiya's death. In Cor Ardens, the section "Love and Death" (written mainly in 1908)
begins with a Latin poem. In an undated letter to Mintslova (RGB, f. 109, k. 10 ed.
khr. 20) Ivanov quotes the first stanza of the poem and writes "Dear teacher, here is a
Latin poem in medieval style, which I just heard from Her during midnight prayer,
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In a variety of ways, Ivanov treats his own personal condition in
terms of mythological archetypes, philosophical theories, and even
specific literary texts. For example, Ivanov records his own condition
in terms of familiar literary works. On 25 June 1909, he writes:

I would like to mich bergen in jugendlichsten Schleier [hide
myself in the youngest veil], perhaps to decipher life im
farbigen Abglanz [in the colorful reflection}. Of course, it
will seem a reaction, it is "menschlich, allzu menschlich”
[human, all-too-human] natural ressentiment?!®

This passage is a virtual quilt of allusions. In the first sentence, Ivanov
combines two quotations (in German) from Faust 11, scene 1, where
Faust ultimately recognizes that the visible world is a reflection of the
divine. In the second, he uses two central Nietzschean concepts (one
German and one French).

Ivanov's syncretic nature allows him to interpret everyday events
as part of a larger, "symbolic"” system. Virtually every detail of the di-
aries could be profitably analyzed from the point of view of
Symbolist theory. Knowing, for example, the central role that Beet-
hoven's "Ode to Joy" played in Ivanov's philosophy of art, one cannot
be surprised at the effect it produces in the diaries. On 10 August
1909, Ivanov writes, "Kuzmin continues to play the ninth symphony.
During the last movement one could feel the closeness and almost the
voice of Lidiya."?® According to Ivanov's theory, already articulated
in his 1904 The Hellenic Religion of the Suffering God, the final
movement of Beethoven's ninth symphony (i.e., the setting of
Schiller's "Ode to Joy") recreated for modem times the spirit of the
Dionysian dithyramb.2! For Ivanov, the fundamental significance of
the Dionysian myth is that of death and resurrection—death not as an
end, but as a means to rebirth. It is logically consistent that Ivanov,
upon hearing the modern equivalent of the dithyramb, should "feel

when I was speaking with Her . . . " It is curious that Lidiya, during her own life, ap-
pears not to have known Latin (cf. the letter from Ivanov to her from 6 January 1897,
RGB, £. 109, k. 9, ed. khr. 41, where he translates simple Latin phrases for her). For
another example of Ivanov's belief that the world beyond communicated with him in
Latin, see "Ein Echo" ("An Echo") SS, vol. 3, pp. 646, 648, which describes an inci-
dent that, according to the memoirs of Gertsyk (pp. 53-54), must have taken place in
the summer of 1908.

19. 8§, vol. 2, p. 774. Ivanov does not translate the German.

20. Ibid., p. 787. Kuzmin was living in "the Tower" at this point. In his diaries,
Ivanov frequently notes what Kuzmin was playing (as a rule, the standard German
nineteenth-century repertoire).

21. Ivanov, Ellinskaya religiya, in Novyi put’, no. 2, 1904, p. 62.
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Lidiya's closeness and almost her voice." His association is precondi-
tioned by his philosophical convictions.

In the diaries, Ivanov conceives of music less as an abstract form
of art (as it was for Schopenhauer and Bely)?? than as the bearer of
specific meaning. On 13 August, he notes that Gluck's "Orpheus" is
"inextricably connected to thoughts about one thing, about one per-
son," i.e., about Lidiya.23 Once again, he interprets music (or, more
precisely, the myth on which it is based) as a direct commentary on
his own fate. On 26 August, the motif recurs, this time without any
reference to Gluck. Ivanov hopes for the "miracle of Orpheus," "the
concrete miracle that will bring happiness and restore evergfthing that
my dark soul organically desires and naturally demands."?* Through
an allusion to the quintessential poet-theurgist of Greek myth, Ivanov
expresses his eagerness to assume the role of the poet who enters the
realm of the dead to claim his beloved.2> This thematic complex links
the diaries to the poetry that preceded them. In "Love and Death,"
Ivanov consistently portrayed a lyric protagonist who sought to over-
come the separation caused by the death of his beloved.

The remarkable degree to which the symbolic world of "Love and
Death" is carried over into the diaries and translations can be concisely
demonstrated through a single image.26 In the third cycle of canzoni,
the protagonist uses the image of an orphan to emphasize his solitari-
ness: "Ya voproshal poludennye volny: / K vam, volny, prikhozhu
osirotelyi"—("I asked the midday waves, / 'To you, waves, I come
orphaned™) and "Podlunnye tak v polnoch' peli volny / Svoyu tosku
dushe osiroteloi"—("So at midni§ht the sublunar waves sang / Their
yeaming to an orphaned soul").?’ In the diaries, this image recurs.
In the entry of 25 June 1909, Ivanov writes: "My enormous orphan-
hood is the orphanhood of a warrior alone in the field....In my soul
there is a feeling of enormous orphanhood."?® In the translations, the
word "orphanhood" becomes a synonym for "loneliness.” In his
version of "Der Sidnger geht auf rauhen Pfaden" ("The singer goes
along rough paths"), Ivanov renders the phrase "einsam und pfadlos"
("alone and pathless”) as "sirym iz sirot" ("[most] orphaned of
orphans”).? In the third "Hymn to the Night," he translates "einsam,

22. Cf. Alexandrov, pp. 27-28; Keys, especially pp. 26-35.

23. S8, vol. 2, p. 789.

24. Tbid,, p. 796.

25. In his essay on Scriabin, an exemplary artist, Ivanov explicitly discusses
Orpheus in terms of theurgy. SS, vol. 3, p. 176.

26. Cf. Dimitri Ivanov's commentary, SS, vol. 4, p. 726.

27. 88, vol. 2, pp. 431-32.

28. Ibid., p. 773.

29. §S, vol. 4, p. 219.
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wie noch kein Einsamer war" ("lonely as no lonely person has ever
been") as "I byl odinok, / Kak nikto ne sirotstvoval” ("and was lonely
as no one ever was an orphan"). One thus notes a remarkable degree
of interpenetration between usually distinct genres. The fact that a
word marked by usage in personal and literary writings also appears
in translations (with little semantic justification) indicates the degree to
which Ivanov understood Novalis's poetry as an extension of his own
symbolic world. ) .

The "cor ardens” (or "bumning heart”) furnishes a more compli-
cated example of an image that crosses personal and literary genres.
It serves as the title of Ivanov's lengthiest collection of poetry, and ap-
pears repeatedly as the book's central image. Its most obvious inter-
textual association is biblical (Luke 24:32), where it connotes r_ehgnous
fervor.30 When he chose the image as the title of his book in 1906,
Ivanov seems to have had primarily this meaning in mind. However,
in the period after Lidiya's death, the burning heart takes on addi-
tional significance. In a diary entry from 15 June 1908, Ivanov re-
cords a dream: "I saw Lidiya with giant swan's wings. In her hands
she held a buming heart, from which we both partook ... "31 Th_ls
vision parallels to a remarkable extent a dream recounted by Dante in
the Vita Nuova (a work that Ivanov greatly admired), in Wthl‘! a
burning heart serves as a link between Dante (the poet) and Beatrice
(his dead beloved).3? o ’

The parallel of Dante and Beatrice (joined by a buming heart) fits
neatly with the pairing of Ivanov and Lidiya, also joined by a burning
heart. Such an interpretation of the diary entry is supporteq by other
writings of this period. In the dedication to Cor Ardens, written after
Lidiya's death, Ivanov depicts both himself and Lidiya in tern}s of
buming hearts. He speaks of his own "plameneyushchee serdtse” and
Lidiya's "ognennoe serdtse," thereby emphasizing the biographical el-
ements of this image.?3 .

Additional confirmation of the biographical significance Ivanov
attributed to this symbol can be found in extremely obscure extra-lit-
erary writings. Among the archival materials at the Russmr'l State
Library, there are eighty-three pages of texts written in Ivanov's hand

30. The passage concerns the "journey to Emmaus,” when, after his resprrection,
Christ meets and speaks with two apostles. "And they said to one another: did not our
hearts burn within us (in Latin: "nonne cor nostrum ardens erat in nobis?"), when He
spoke with us on the way and explained to us the Scriptures?”

31. §S, vol. 2, p. 772. o )

32. For a thorough discussion of this scene (as well as the biblical uses of this
image), see Davidson, pp. 195-200.

33. §S, vol. 2, p. 225.
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(mainly in Latin), and dating from this period.34 These texts are
clearly connected to the automatic writing found in the diaries, often
repeating key words and phrases. Like the diaries, they record com-
munication between Ivanov and Lidiya. In the entry from 7 August
(the year is either 1908 or 1909), we find the phrase: "ardor cordis
signum victoriac nostrae” ("the heart's flame is the sign of our vic-
tory"). The phrase "ardor cordis,” obviously related to "cor ardens,"
indicates that a literary symbol has obtained personal significance. It
is now a "sign of our victory," presumably over death.

The burning heart, ubiquitous in Ivanov's work of this period,
gains symbolic weight with each appearance. Particularly instructive
is the way this image finds its way into the Novalis translations.
Although the image of a bumning heart is not found in Novalis, it
creeps into Ivanov's translations five times.3> In the concluding stan-
zas of the fifth "Hymn to the Night," for example, Novalis writes of the
path to eternal life: "Von innrer Glut geweitet / Verklirt sich unser
Sinn." ("Broadened by an inner glow / Our sense is transfigured.")
These lines, admittedly obscure, would challenge any translator. Yet
Ivanov sidesteps the difficulties by substituting his own imagery. He
writes "I serdtsa plamen' tlennyi / Gryadushchego zalog." ("And the
smoldering flame of the heart / Is the pledge of the future.") In this
case, the utmost ingenuity is required to discover any connection be-
tween "translation” and original. While Novalis's text might allow for
an image of an internal fire ("Von innrer Glut"), there is simply no
suggestion of a heart. In Ivanov's "flame of the heart” ("serdtsa pla-
men'") one immediately recognizes the "cor ardens." Furthermore,
Ivanov interprets his own addition, stating that the burning heart is a
pledge of the future ("Gryadushchego zalog"). Novalis's poetry is
thus subsumed as part of Ivanov's own personal symbolic system. The
burning heart, first an image of religious fervor, then a sign of per-
sonal victory, now becomes a promise of immortality. These signifi-
cations are not mutually exclusive, but neither are they identical.

Because Ivanov wrote very little original poetry during the sum-
mer of 1909, his diary and Novalis translations functioned as his pri-
mary artistic outlets. The interference between these two genres be-
came part of Ivanov's creative method. For example, in the diary en-
try of 26 June 1909, Ivanov writes: "Ya ochen’ toskuyu. Ya ne idu, a
vlachus' po zemle. Es giebt so bange Zeiten, / Es giebt so triiben

34. RGB, £. 109, k. 8, ed. khr. 25. In 1989, I was refused access to these docu-
ments. | am therefore extremely indebted to K. M. Azadovsky, who was kind enough
to examine them and take notes for me. In 1991, I received access and was able to
confirm his readings.

35. SS, vol. 4, pp. 194, 196, 198, 214, 238.
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Muth, / Wo alles sich von weiten / Gespenstisch zeigen thut."3¢ The
German text is a quotation—the opening stanza of one of Novalis's
"Sacred Songs." The context indicates that Ivanov uses Novalis's
words to depict his own spiritual condition. It is therefore particularly
instructive to see what happens to this stanza when Ivanov renders it in
Russian. (The translated version does not appear in the diary entry.)

O, HeMOIIHBIX MTHOBEHI

Y Huitas negans!

Mup cBeTIIHX OTEpOBeHMI —
Kak npuspausas gais.’

As usual, Ivanov retains Novalis's meter (iambic trimeter) and rhyme
scheme (alternating feminine and masculine). However, he blurs the
metrical resemblance by obscuring the rhythm.38 Novalis's lines regu-
larly alternate a stressed and an unstressed syllable. Ivanov's verses
(with the exception of line 3) have only two stresses, separated by
three unstressed syllables. The third line, the only one with three
stresses is, however, even more distant from Novalis's original, for it
begins with a spondee, i.c., a hypermetrical stress.>® Ivanov's transla-
tion contains two hypermetrical stresses (in the first and the final
stanzas), which have no corresponding rhythmic shift in the original.
While the other thythmic differences could conceivably be explained
through differences inherent in the German and Russian languages
(e.g., the frequency of pyrrhic feet in Russian versification, which is
preconditioned by the lack of secondary stress in the Russian lan-
guage), the use of spondees makes clear that Ivanov actively seeks to
alter the rhythmic flow of the original.

Yet the differences are not limited to the rhythmic level. Novalis's
stanza is intentionally simple—lexically, syntactically, and semanti-
cally. It contains three phrases, none of which differs syntactically
from ordinary spoken German. Ivanov's rendition bears little resem-
blance to the spoken language. He uses the opening "O" to suggest

36. "I yearn terribly. I don't walk on the earth; I drag myself along it. There are
such fearful times, / There is such a sad spirit, / When from afar everything / Shows it-
self in ghostly fashion.” SS, vol. 2, p. 775.

37. "Oh, gloomy sadness / Of feeble moments! / The world of light revelations /
Is like a ghostly vista." S§, vol. 4, p. 207.

38. 1 use "rhythm" to refer to the specific realization of the more general concept
"meter."

39. Such stresses appear in Novalis's poem, but only in the penultimate stanza,
where they serve a specific semantic function, emphasizing the thematic shift from
misery to salvation ("Géh zu dem Wunderstamme, / Gfeb stiller Sehnsucht Raum / Aus
ihm géht eine Flamme . . . "). Ivanov reflects this striking rhythmic shift by open-
ing his own penultimate stanza with a spondee ("Krést vidish’ chudotvornyi?”).
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the traditional literary "high style."40 The first two lines give the geni-
tive before the nominative, deliberately complicating Novalis's syntax.
A further difficulty arises from the lack of verbs in the translation
(there are four in the original). Most importantly, Ivanov alters the
semantic level. "Alles" ("everything") is rendered as "mir svetlykh
otkrovenii” ("the world of light revelations") and, through a simile that
Ivanov introduces, is then compared to a "prizrachnaya dal™ ("ghostly
vista"). This last image is freely synthesized from the prepositional
phrase "von weiten" ("from afar") and the adverb. "gespenstisch"
("ghostly").

Curiously, the words "dal™ ("vista") and "svet" ("light") reappear in

the final stanza of the translation, again without any direct correspon-
dence in the original.

Ein Engel zieht dich wieder
Gerettet auf den Strand,

Und schaust voll Freuden nieder
In das gelobte Land.*!

Boxnr, cBeTOM OCHAHHBIH,
Beper Tebs1 Ha Gper!

B manmu oBetopanHoi

Tol suoyIb cBo#t Hourter.*?

This stanza demonstrates the identical rhythmic freedoms (complete
with spondee) that have been noted as characteristic of the first stanza.
By comparing the first and last stanzas, it becomes apparent that the
spondee serves not merely to complicate the simple flow of the poem's
melody, but also is semantically motivated. Like any hypermetrical
stress, it slows the reader, thereby drawing exira attention to the words
it falls on (in the first stanza "Mir svetlykh" and in the final stanza
Vozhd', svetom"). These two spondees share a common lexeme, the
word "svet" ("light"). This word is completely foreign to Novalis's
poem. Whereas "dal™ ("vista") is suggested in the original (in the first
stanza, at least), there is not even a vague reference to light in Novalis's
entire poem.
Yet by repeating the words "light" and "vista,” Ivanov brings out
the structure that underlies the entire poem. The poem is, after all,

40.. Ivanov. often inserts an "O" when translating moments of exceptional
pathos in Novalis's "Hymns to the Night." Cf. §S, vol. 4, pp. 183, 194, 195, 196.

41. "An angel brings you again / Saved onto the shore, / And you joyously look
downward / Into the promised land.”

) 42, "The Leader, radiant with light, / Brings you to the shore! / In the promised
vista / You see your resting place.”
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composed of two sections. The first part (four stanzas) depicts a sit-
uation of hopelessness. The second (the last three stanzas) introduces
the figure of Christ as the solution to the misery of the opening.
Ivanov's translation converts the "negative" light of the opening (which
he likens to a "ghostly vista") into a "positive" light of the last stanza,
the light of Christ, which in turn leads to the "promised vista.” In this
sense (i.e., the link between the first and last stanzas), the translation
proves to be as carefully organized as the original.43

One can thus account for certain aspects of Ivanov's liberties in
translation by recourse to poetic principles. Yet this does not explain
the specific additions that Ivanov chose to make. In the present case,
the larger context of the diary entry considerably enriches a "text-
immanent" reading of the poem. After the direct quotation from
Novalis (the first, "problem” stanza), the entry appears to switch direc-
tions. Ivanov records Lidiya's first visitation from the realm of the
dead: "Ee golos: 'Ty dolzhen videt' dali, ty dolzhen volit' Dal'. Ego
svet tebya vedet ko mne. Ya tam, gde vidim Ego otrazhennyi lik. On
tebya vedet verno ko mne ..." ("Her voice: 'You must see the vistas,
you must will the Vista. His light leads you to me. I am there, where
we see His visage reflected. He leads you unfailingly to me. .. a4

This visionary moment is by no means a digression. A familiarity
with Ivanov's version of Novalis's poem allows one to recognize the
connection between this visitation and specific liberties taken in the
translation. Most noticeably, the words "svet" ("light") and "dal™
("vista") appear in the semantic context of salvation. Ivanov's wife
distinguishes between "dali" ("vistas") and "Dal'," ("Vista") apparently
suggesting that the former must be overcome in order to reach the
latter. Furthermore, she unambiguously identifies Christ (the capital
letter in "Ego"—"His"—makes this obvious) with light, and maintains
that it is Christ himself who will bring them together again. Thus, the
insistent "svet” ("light") of the translation is explained.

The central role of Christ explains yet another ambiguity in the
translation. In the original, Novalis clearly refers to Christ in the fifth
stanza ("Wer hat das Kreuz erhoben / Zum Schutz fiir jedes Herz? /
Wer wohnt im Himmel droben, / Und hilft in Angst und Schmerz?").4>
However, in the final stanza, he introduces an angel to bring man to

43. Tt is, however, structured differently. In Novalis's poem, the fifth stanza acts
as a transition from the "problem" to the "solution.” The questions of the fifth stanza
are followed by the imperatives of the sixth stanza. Ivanov's version, in which the
questions spill over into the sixth stanza and the answer ("Khristos!"—"Christ!") al-
ready appears in the fifth stanza, makes no attempt to follow Novalis.

44, 8§, vol. 2, p. 775.

45. "Who raised the cross / To protect every heart? / Who lives in the heaven
above, / And helps in [times of] fear and pain?”
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salvation. Ivanov's translation dispenses with the angel. The final
stanza begins with the previously discussed spondee "Vozhd', svetom."
In the context of Ivanov's translation the word "Vozhd™ ("leader™)
strongly implies Christ, since there is no other antecedent. Without the
benefit of Novalis's original, it is highly unlikely that a reader would
interpret the "Vozhd™ as an angel. Furthermore, the word "vozhd™
("leader") is itself etymologically related to the verbs "vodit'/vesti” ("to
lead") and therefore recalls Lidiya's promise that "Ego svet tebya vedet
ko mne" ("His light leads you to me"). These connotations become
even more explicit in a passage from the diary entry of the next day.
Lidiya "writes": "On tebya vodit vozhatyi.... Morem vedet v dal'
obetovannuyu tebya, gde My vmeste budem ..." and "On tebya vedet
v obetovannuyu dal'."# The emphasis on forms of the word "to lead"
("vodit," "vozhatyi," "vedet"), the image of travel by water ("morem"
["by sea"] recalls Novalis's "auf den Strand” ["onto the shore"] and
Ivanov's own "na breg"—["to the shore"]), as well as the repeated
"obetovannuyu dal'"" ("promised vista") make abundantly clear the
links between diary and translation.

It is impossible, and ultimately unnecessary, to determine whether
the diary entries preceded the translation or vice-versa. What is
important is the phenomenon of interference between personal life
(diary) and literary life (translation). The diary entries and the poetic
translation complement each other.

In a discussion of German Romanticism, Viktor Zhirmunsky notes
a similar phenomenon:

The letters of the Romantic poets bear a remarkable resemblance
to their creative works. [This is] not only because their works
are characterized by psychological naturalism and not simply be-
cause these poets wish their works to be a poetic diary of their
experiences, but also because in their letters, experience is al-
ready stylized in accordance with a literary model. Life and po-
etry come together; the poet's life resembles his verses . . 47

The dissolution of boundaries between life and work, as Zhirmunsky
implies, leads to a conflation of "private” and "public" genres. Letters,

46. "He, the leader, leads you. . . . By sea he leads you to the promised vista,
where We will be together . . . " and "He leads you to the promised vista."

47. Zhirmunsky (1919), p. 7. Zhirmunsky unabashedly projected his knowledge
of Russian Symbolism onto his reading of German Romanticism. When he states in
his introduction (p. 7) that "Romantic poetry does not want to be 'only art,” he con-
sciously paraphrases Ivanov's celebrated slogan (SS, vol. 2, p. 599): "Symbolism did
not want to be and could not be 'only art."
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ordinarily intended for a single addressee, are—in the Romantic pe-
riod—based on the same principles as works intended for publication.

In the case of Vyacheslav Ivanov, the diary (a genre which, strictly
speaking, is intended solely for the writer himself) parallels a poetic
translation from Novalis. Such a productive interaction between per-
sonal and literary can be found in the writings of Novalis himself.48
Scholars have long noticed the remarkable closeness between the third
"Hymn to the Night" and Novalis's diary entry of 13 May 1797.49
However, in this case, the "interference” is limited to two texts: an
original "experience" (the diary), which is then reworked as poetry. In
Ivanov's works, the process is significantly more complicated. In the
instance examined above, it is impossible to determine which text has
"priority" (i.e., which is the "original"). In the example of the "cor ar-
dens," the same image runs through a host of different texts and gen-
res, subtly changing meanings as it goes. Thus, even if the reader can
identify the "original" usage, he has by no means comprehended its
full significance.

In short, Ivanov not only brings together his own life and work; he
also incorporates into this synthesis the life and work of his German
Romantic precursor. In Novalis's tragic fate, the Russian Symbolist
finds a paradigm of his own experience. Just as Novalis's loss of
Sophie prefigures Ivanov's loss of Lidiya, so Novalis's mystical poetry
anticipates Ivanov's own. In Ivanov's writings of this period, one can
observe how generic and temporal boundaries blur, be they personal
and public, art and life, Romantic and Symbolist. All of this work
forms a single intricate and heterogeneous—yet fundamentally indi-
visible—Symbolist text.

48. In one of his fragments, Novalis writes: "The true letter is, according to its
nature, poetic." Novalis (1981), p. 447.
49. See Griitzmacher, in Novalis (1977), pp. 242-43.

Chapter 9

Beyond Translation: Novalis as a
Source for Ivanov's Poetry

Am Ende ist alle Poésie Ubersetzung.!
—Novalis, letter to A. W. Schlegel of
30 November 1797

In his renderings of Novalis, Ivanov creates a German Romantic in
his own image. The original texts, often serving as a convenient point
of departure, intersect with Ivanov's poetics as well as his personal ex-
perience. The result is less a translation than a conflation of German
Romanticism and Russian Symbolism. Although Ivanov completed
this work in the brief interval of two months, his fascination with
Novalis's verse continued to grow. The translations, fully integrated
into Ivanov's poetic and spiritual world, would in turn become the raw
material for "new" poems. In other words, the same German lyric can
inspire two poetic responses: a "translation” and an "original" poem.
A distich of Novalis provides a brief example of this phenomenon:

Einem gelang es—er hob den Schleyer der Géttin zu Sais—
Aber was sah er? Er sah—Wunder des Wunders—sich selbst.

One [man] succeeded—he raised the veil of the goddess at Sais—
But what did he see? He saw—wonder of wonders— himself.

The myth of Isis, the veiled Egyptian goddess whose secrets are hid-
den from man, was well-known in the German literary tradition before
Novalis. In Schiller's "Das verschleierte Bild zu Sais" ("The Veiled
Image at Sais"), a zealous youth who thirsts for knowledge is punished
for his attempt to look at the mysterious goddess. Novalis, in this dis-
tich as well as in the fragmentary novel Die Lehrlinge zu Sais (The
Apprentices at Sais) reworks and reevaluates Schiller's version of this
myth. In the distich, the hero raises the veil and—rather than falling
senseless upon confronting divine secrets—sees himself. In the con-
text of Novalis's writings, such self-discovery represents a crucial step
toward understanding the universe.2 Novalis thus attacks the implicit

1. "Ultimately all poetry is translation.”
2. See, for example, his poem "Kenne dich selbst" ("Know thyself™).
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"moral” of Schiller's poem—that man should not attempt to know the
divine.

There can be no doubt that Ivanov was aware of the polemical
background to Novalis's distich. On 29 August 1909, less than a wee:'k
after completing the Novalis translations, Ivanov noted in his diary, "I
wrote a poem about Death, an ironic poem, which I want to dedicate
'To The Reader' of the book 'Love and Death'..."3 In this poem,
which eventually served as the introduction to the sonnet sequence
"Spor" ("The Dispute"), Schiller's version of the Isis myth serves as the
target for Ivanov's irony.

Tawr nokpos nouans Taifay boxeio:
Y6uit 6K aTYRBIX YTOIeHH ronof.
BesyMuT nocTvxense . . *

A cover of mercy hides God's secret:
Sated hunger would kill those who crave.
Understanding makes insane . . .

The situation described in these opening verses closely parallels
Schiller's poem. Ivanov appears to accept the notion of a necessary
barrier (veil) that separates mankind from the truth. However, the
poem continues with the words: "Pust' zhe molod / Zabven'em budet
vetkhii mir—i lozh'yu!" ("Let the old world be young by oblivion—
and falsehood!"). In these lines, Ivanov's rhetorical strategy becomes
evident: rather than advocating oblivion and falsehood, he simply
voices a view with which he disagrees. His poem is thus "ironic" in the
most straightforward sense of the word. . y
Perhaps because he was so completely in agreement with Novalis's
distich, Ivanov's translation is remarkably faithful to the original:

Bt B Cance cMeNTbUaK: TOKPHBAIO CKPHTON GOrMHEN
Tlopmarn . . . Yro X or y3pen? Hdupo! CeBs camoro.’

In Sais there was a daring one: the veil of the hidden goddess
He raised . . . What did he see? Wonder!—Himself.

Ivanov retains the distinctive metrical form as well as the ques-
tion/answer intonation. His changes fall into two categories: semantic

3. 88, vol. 2, p. 797. This is a rare case in which the precise date and circum-
stances of composition are known. On 23 August 1909, Ivanov had written:
"Novalis is essentially finished.” SS, vol. 2, p. 794.

4. Tbid,, p. 401.

5. 88, vol. 4, p. 250.
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clarification and stylistic embellishment. The former simply give nec-
essary information to the Russian reader unfamiliar with the German
tradition of Sais poems. For example, Ivanov calls the hero ("he" in
Novalis's version) a "smel'chak" ("daring person") and adds the im-
plicit adjective "skrytoi" ("hidden") to his description of the goddess.
Other changes reflect a greater degree of interpretative freedom.
Thus, the ordinary German verb "sah" ("saw") is rendered not by the
standard Russian "uvidel" but by the more archaic "uzrel." As will be
recalled, this verb has visionary associations in Ivanov's own poetic us-
age. Moreover, by placing the crucial verb "raised" at the end of the
phrase, Ivanov subtly alters the syntax: "pokryvalo skrytoi bogini /
Podnyal” (literally: "the veil of the hidden goddess / [He] raised").
This syntactic difference coincides with the most noticeable change:
the addition of an enjambement.” This enjambement, in conjunction
with the syntactical inversion, serves to emphasize the word "podnyal."
Since the raising of the veil is traditionally associated with death,
Ivanov thus heightens the dramatic effect of the original.

Ivanov's creative interest in the Sais myth does not end with his
translation. After finishing work on Novalis, Ivanov returned to his
own poetry, writing the fifth and final book of Cor Ardens. In a
group of fifteen distichs, the following verses appear under the title
"Isis":

MHuI ydemstx DOKPHIBAO NONHATE COKPOBEHHOM GOrMHM.
B Taifryo nemury nponuk: posa B mycTHHHONM NBena.?

6. Cf. "Beauty": "Kto moi lik uzrel / Tot navek prozrel / Dol'nii mir navek pred
nim inoi." ("He who has looked upon my visage / Has seen eternally— / The world
below is eternally different for him.”) This poem's "plot" bears an unmistakable re-
semblance to Novalis's distich. Once again, Ivanov appears to have recourse to
"Beauty” while translating Novalis. For yet another example with striking semantic
and lexical parallels to Novalis's distich ("strannik,” "zret'," "pokryvalo"—"pil-
grim,” "to see,” "veil”), see Ivanov's translation of "Wenn ich ihn nur habe" ("If only
I have Him"), especially the second and fourth stanzas. SS, vol. 4, p. 203.

7. Ivanov frequently adds enjambements to Novalis's verses. This occurs in sev-
eral of the "Sacred Songs,” which— in the originals— very rarely use enjambement.
In this respect it is instructive to compare the draft with the final version of Ivanov's
translation of the second "Hymn to the Night." The opening line "Mu8 immer der
Morgen wiederkommen?" ("Must the morning always return?") is first rendered by
Ivanov as "Vechno I' budet utro vozvrashchat'sya?” ("Will morning eternally re-
turn?") and, in the final version, as "Vechno I' budet, v mig svoi obychainyi, / Den’
svetat'?” ("Will eternally, at its usual moment, / Day shine?"). It is apparent that, for
Ivanov, the enjambement is a conscious and preferable alternative. S5, vol. 4, pp.
185, 729.

8. 8§, vol. 2, p. 501.
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An apprentice thought to raise the veil of the secret goddess.
He penetrated into the mysterious shrine: a rose bloomed
in the solitude.’

The connection of these verses to those previously discussed is im-
mediately recognizable. Ivanov retains the metrical form (a distich)
and repeats numerous words ("pokryvalo,” "podnyat'," "boginya"—
"veil," "to raise," "goddess"). The title refers to the Egyptian goddess
traditionally associated with the mystery cults of Sais, and the phrase
"sokrovennoi bogini" ("secret goddess") clearly recalls the "skrytoi
bogini" ("hidden goddess") of Ivanov's translation. The "uchenik"
("apprentice") appears neither in the original nor the translation, yet its
obvious source is Novalis's unfinished novel, The Apprentices at Sais.
The unusual word “tsella," borrowed from Latin, refers to a part of a
pagan temple. Since it is phonologically equivalent (and etymologi-
cally related) to the German "Zelle" ("Cell") it also points to the
German tradition. Yet Ivanov's concluding phrase—the image of the
rose—radically departs from the previously discussed distichs.

It should be remembered that Novalis treats two different versions
of the Isis myth. In the first (the distich), the protagonist discovers
himself behind the goddess' veil. In the second (as related in the sec-
ond chapter of The Apprentices at Sais), the myth is related as a
fairytale in which the hero Hyazinth leaves his beloved Rosenbliitchen
to search for the goddess. When he finally reaches the goddess and
raises her veil, he rediscovers his beloved. In Ivanov's image of a rose
in the process of blooming ("roza v pustynnoi tsvela"), one finds a
concrete realization of the name "Rosenbliitchen” (literally: "rose blos-
som").19 In this subtle way, understandable only to those acquainted
with Novalis, Ivanov recalls another version of the Isis myth: the re-
moval of the veil leading to love. In short, Novalis offers a paradigm
for the appearance of a rose in the Sais myth. Ivanov's own "Isis" thus
conflates Novalis's two versions, taking the concise form from the dis-
tich while borrowing the concluding image from the unfinished novel.

Ivanov's poem clearly draws on Novalis's polemic with Schiller, yet
it ultimately forms part of a larger context. "Isis" appears in a book of
poetry entitled "Rosarium,” in a section called "Anthology of the
Rose." As these titles suggest, the book reveals Ivanov's fascination
with rose symbolism. The term "rosarium" refers not only to a wreath

9. I understand the word "pustynnoi” ("empty") as an adjective modifying
"tsella" ("shrine”). In the translation, I take the liberty of rendering this adjective as
a noun ("'solitude") in order to make the English coherent.

10. Ivanov paraphrases the fairytale in his essay on Novalis, where he calls
Rosenbliitchen "alaya roza" ("the red rose") or, at times, "roza" ("the rose”). SS, vol.
4, pp. 272-73.

Beyond Translation 161

of roses, but also to the rosary. These Roman Catholic devotions, be-
gun in the Middle Ages, consist of the recitation of a series of prayers
(usually either 50 or 150) to the Virgin Mary. The symbol of the
rose, however, goes back to antiquity. In his footnotes to the book,
Ivanov quotes at length from A. N. Veselovsky's "From the Poetics of
the Rose.” This brief essay uses literature of antiquity, Christian leg-
end, folklore, etc., to trace the development of rose symbolism. For
Ivanov, always a syncretic thinker, the rose offered the opportunity of
unifying numerous traditions and significations. To assign a single
meaning to the rose goes against Ivanov's whole enterprise.l! It also
runs contrary to his theory of a multivalent symbol: "If a symbol is a
hieroglyph, then it is a mysterious hieroglyph, since it has many
meanings and can be understood many ways."!? Ivanov summarizes
his own approach in the metapoetic "Rosa Centrifolia,” where he writes
"I sang the rose in a hundred keys."!3 For Novalis, the rose may sym-
bolize love, but Ivanov combines it with many other notions: death,
suffering, sacrifice, knowledge, salvation. In Veselovsky's formula-
tion, "The rose blooms for us more fully than for an [ancient] Greek.
It is not only the flower of love and death, but also of suffering and
mystical revelations."14

Although "Rosarium” postdates the Novalis translations by almost
a year, the symbol of the rose was clearly in Ivanov's mind through-
out. Careful comparison reveals that the rose has a way of slipping
into the translations without any correspondence in Novalis's origi-
nals.!> Equally important, the rose possessed personal (extraliterary)
associations for Ivanov. It often appears in the diaries, always linked
to Lidiya. Ivanov describes one of his graveside visits as follows: "It

11. In his poetry seminar in 1920, Ivanov criticized Balmont on precisely these
grounds: "[He] took from the rose only one side— love." From F. Kogan's memoirs,
TsGALLI f. 2272, op. 1, ed. khr. 33, 1. 30.

12. 8§, vol. 2, p. 537.

13. "Ya rozu pel na sto dadov.” SS, vol. 2, p. 487.

14. Veselovsky, p. 133.

15. See, for example, the translation of "Der Singer geht auf rauhen Pfaden"”
(from Ofterdingen), where the lines "Er sinkt im Grase nieder / Und schlift mit nassen
Wangen ein" ("He sinks down into the grass / And sleeps with moist cheeks") are ren-
dered "V trave gustoi ustalyi dremlet / I rozy blednye lanit / Eshche vlazhny" ("In the
thick grass the tired one dozes / And the pale roses of his cheeks / Are still moist”).
SS, vol. 4, p. 220. Here one should also note the typical addition of an en-
jambement. Another striking example can be found in the "Hymns to the Night"
(Ibid., p. 192): Ivanov renders "Einsam entfaltete das himmlische Herz sich zu einem
Bliithenkelch allméchtger Liebe” ("The heavenly heart grew into a flower-cup of all-
powerful love") as "Nebesnoe v uedinen'e serdtse / Goryashchei rozy venchik
raskryvalo” ("In solitude, the heavenly heart revealed a corolla of a burning rose").
This passage is also interesting because it suggests a burning heart ("cor ardens™).
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seemed to me that she was saying that my present [i.e., a rose] was a
delight, that there should be roses on her grave, because her gift to me
was like the Rose."16 At another point, Lidiya says to him, "Two roses,
you and 1."17 In the ubiquitous symbol of the rose, one finds yet an-
other example of the way Ivanov's biography, poetry, and translations
intersect. Thus, Ivanov's distich "Isis" points back to Novalis and si-
multaneously outward, toward a vast number of literary and personal
significations.18

Ivanov's treatment of Novalis's "Liebeszihren, Liebesflammen”
("Tears of Love, Flames of Love") offers a "tour-de-force" of intertex-
tual relations. As in the case of Novalis's "Isis" distich, Ivanov first
translates the poem, then develops the material further and more
freely in an original poem written in the same metrical form.
However, in this case, the poem is much longer and less easily isolated
from the corpus of Novalis's writings.

Liebeszahren, Liebesflammen

FlieBt zusammen;

Heiligt diese Wunderstitten,

Wo der Himmel mir erschienen,
Schwirmt um diesen Baum wie Bienen
In unzihligen Gebeten.

Er hat froh sie aufgenommen

Als sie kommen,

Sie geschiizt vor Ungewittern;
Sie wird einst in ihrem Garten

Ihn begieBen und ihn warten,
Waunder thun mit seinen Splittern.

Auch der Felsen ist gesunken
Freudentrunken

Zu der selgen Mutter Fiilen.

Ist die Andacht auch in Steinen
Sollte da der Mensch nicht weinen
Und sein Blut fiir sie vergieSen?

16. SS, vol. 2, p. 786.

17. Ibid., p. 777. This line is strikingly reminiscent of a Cretan love poem
("You are a rose and I am a rose") that Veselovsky cites in his essay (p. 133) and that
[vanov uses as an epigraph for his "Rose of Union” (SS, vol. 2, p. 453).

18. Among these it is worth emphasizing an image in a crucial poem of the cycle
"Man" (written in 1914) that is surely derived from the distich "Isis": "Tvoi posev v
glukhoi krovi, / Bog lyubvi, / Rozy vyrastil v pustyne!” ("God of love, / Your sow-
ing in mute blood, / Grew roses in the wildemess!"™). SS, vol. 3, p. 211.
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Die Bedringten miissen ziehen
Und hier knieen,

Alle werden hier genesen.
Keiner wird fortan noch klagen
Alle werden frohlich sagen:
Einst sind wir betriibt gewesen.

Ernste Mauern werden stehen

Auf den Hohen.

In den Thilern wird man rufen

Wenn die schwersten Zeiten kommen,
Keinem sey das Herz beklommen,
Nur hinan zu jenen Stufen.

Gottes Mutter und Geliebte

Der Betriibte

Wandelt nun verklirt von hinnen.
Ewge Giite, ewge Milde,

O! ich weiB du bist Mathilde

Und das Ziel von meinen Sinnen.

Ohne mein verwegnes Fragen
Wirst mir sagen,

Wenn ich zu dir soll gelangen.
Gern will ich in tausend Weisen
Noch der Erde Wunder preisen,

Bis du kommst mich zu umfangen.

Alte Wunder, kiinftige Zeiten
Seltsamkeiten,

Weichet nie aus meinem Herzen.
UnvergeBlich sey die Stelle,

Wo des Lichtes heilge Quelle
Weggespiilt den Traum der Schmerzen.!?

Tears of love, flames of love,
Flow together;

Sanctify these places of miracles,
Where heaven showed itself to me,
Swarm around this tree like bees
In innumerous prayers.

He happily accepted them

As they came,

Protected them from storms;

She will at some point in her garden

19. Novalis (1981), pp. 371-72.

163



164  Part Two: Ivanov and Novalis

Water it and wait for it,
Make miracles with its splinters.

Even the rock has come down

Full of joy

To the feet of the blessed Mother.
When there is reverence even in stones,
Should man not cry

And shed his blood for her?

The sufferers must come

And kneel here,

All will recover here.

No one will complain any longer
All will say joyously:

Once we were sad.

Earnest walls will stand

On the heights.

In the valleys men will cry out
When the most difficult times come,
No one should be faint of heart,
Only onwards to those steps.

God's Mother and Beloved

The sad one

Now wanders from here transfigured.
Eternal goodness, eternal indulgence,
O! I know you are named Mathilde
And [you are] the goal of my senses.

Without my asking boldly

You will tell me,

When [ will reach you.

Gladly will [ in a thousand ways
Still praise the earth's miracles,
Until you come to encompass me.

Old miracles, future times
Strange things,

Never escape from my heart.
Let this place be unforgettable,
Where the holy source of light
Washed away the dream of woes.

"Liebeszihren, Liebesflammen” comes from "The Fulfillment"
(the second part of the novel Heinrich von Ofterdingen), where it is
carefully woven into the surrounding narrative fabric. The poem,

sung by Heinrich himself, marks a turning point in the novel. After a

i
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period of suffering and even despair, Heinrich has just had a visionary
experience. His poem, a hymn to the place where this epiphany oc-
curred, includes a number of physical details from the preceding
scene. Thus, at the beginning of the scene, Novalis writes of Heinrich,
"As he was thinking to himself, the tree began to shake. The rock re-
sounded dully..." In the poem, these details are reflected in the tree
of the first two stanzas and the rock of the third. The scene's climax
occurs when a ray of light penetrates through the branches of the tree,
granting Heinrich a vision, presumably of life after death. This "holy
ray" ("heiliger Strahl") is referred to in the poem's final stanza ("des
Lichtes heilge Quelle"—"the light's holy source"). The name Mathilde
(stanza six) also has meaning only in the larger context of the novel;
she is Heinrich's beloved. A familiarity with the prose context thus
makes the poem far less mysterious than it is when read in isolation, as
in Ivanov's translation:20

MMecEs mumHrpiMa’

Liebeszihren, Liebesflammen,
FlieBt zusammen.

Bac 110681 mpomnu rposs,
Iepmur Poswt!

Opocwure, cliesml, TOTH,

I'ne packprutoch HeGo B3opam!
ITnams-cnesst! peifre xopom
Ockpecr [Ipesa, Boxby muens!

TIpumer On, rocrenpuuMHL,
OTH IMMHB,

ITHX cJle3 poAHMK HaTOpEbIiA!
Hepecagur 3to pero

B Tuxwi pait Cpsaras Heba,
CrBoI B3TIeNeeT YyNOTBOPHEIH}!

Bor yrec nexwur obpyuren:

OH, nocnyuen

I'posoBriM OcanBaM, HUKHET.
Cmyxwur Eif, MoTSICh, ¥ KaMeHb . . .

20. It should be noted that Ivanov was not the first to treat the poems indepen-
dently of the novel. Such practice was common in German editions of the period.

21. The title, "The Pilgrim's Song,"” not in Novalis's text, is nonetheless tradi-
tional. Because the last two stanzas of this translation were inadvertently omitted
from the Brussels edition (cf. S, vol. 4, p. 234), and because the Soviet version (in
Ivanov [1976], pp. 419-21) is corrupt, I base my version on the poem's first publica-
tion (in "Apollon," no. 7, 1910), modernizing the orthography.
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Yeroseka ib 3TOT IIIaMeHb
Kuznb ornate Eif He nogsureeT?

B myTs, 0 cOBEM 00peMeHeHHbIX !
31ect CKIIOHEHHBX

OceBMT Bac MMp [eJIeHbSL.

3nech YMONIKHYT Bauly MeHH;
CroBHO COHHOJ Ipe3H TeHu,
B3t BOCIOMHNTE TOMIICHDBSL.

HomnaM kpenkoe noacropee —
To maropse

Y BEHYAIOT CTeH TBEPHHH.

B anyio ciopimar Bac roguuy:
HocTyn ecThb ¢ TOpH B JOIMHY;
Bam — crymenu o cBATHIEN.

Boromareps! Momuamiso,
Tepnenuso

TBoero g xpny npusnisa.
Menmmuis TH MeHS 36aBUTE —
HOwuba Mupa 6yny craBuThL
Troero noxnycsa dusa.

HaBEnx nrelf u fHeH rpaaymmx
B stux xymax

Byny nomaute o3apenss.

310 MecTO HezabBeHHO,

I'ne 3a6un B Ayuwe MraoBeHHO
K04 neneGuOro npospenbs.

The Pilgrim’'s Song

Liebeszihren, Liebesflammen,

FlieBt zusammen!

Storms of love shed you,

Pearls of the Rose!

Tears, moisten the vales

Where heaven opened to [my] glances!
Flame-tears! Hover in a choir

Around the Tree, God's bees!

He, hospitable, will accept

These hymns,

The mountain spring of these tears!

The Holy Virgin will transplant this Tree
Into quiet paradise,

[She] will tend its miracle-working trunk!
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There lies the fallen cliff:

It bows down, obedient

To the storm's hosannas:

The stone, praying, also serves Her:
Does that flame not move man

To give up his life to Her?

O host of burdened ones, be on your way!
Here the peace of healing

Will shade you who are bent down.

Here your reproaches will become silent;
Like reveries of a dreamy shadow

You will remember [your] trials.

A strong support for the vales

Fortresses of walls will crown

This hilltop.

In an evil time they hear you:

There is access from the mountain to the valley;
For you there are steps to the sacred place.

Mother of God! Silently,

Patiently

I await your summons.

If you are slow to save me—

I will praise the wonders of the world,
As I await your Wonder.

I will remember the illuminations
Of days of yore and future days
Amidst this foliage.

This place is unforgettable,

Where the spring of healing vision
Suddenly began to flow in my soul.

Ivanov gives a characteristically free translation of the German
text. Most of the stylistic preconceptions that mark Ivanov's general
approach to Novalis can also be found here. For example, the last two
lines of the third stanza demonstrate a conscious effort to complicate
the syntax ("Cheloveka I' etot plamen' / Zhizn' otdat' Ei ne podvi-
gnet?").22 Ivanov uses another technique for slowing down the flow
of Novalis's lines at the end of the first stanza ("...nebo vzoram! /
Plamya-slezy! reite khorom / Okrest Dreva, Bozh'i pchely”). The
constant correspondence between word boundary and metric foot

22. "Does that flame not move man to give up his life to Her?" It is not possible
to reproduce the syntax and still produce a grammatical sentence in English.
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(i.e., every word is a trochee and the meter is trochaic) creates an insis-
tent rthythmic pulse without any pyrrhic feet. Ivanov thereby gives
additional weight to each individual word.

One aspect of the translation deserves special emphasis. Ivanov's
frequent use of capital letters tumns the poem into an explicitly reli-
gious statement. Novalis's original contains religious elements (the
"blessed Mother," the oblique reference to the cross in the second
stanza), but it combines them with a strongly personal dimension
("God's Mother and beloved,” "Mathilde") that disappear in the trans-
lation. (Ivanov solves the problem of Mathilde by omitting the entire
sixth stanza.) In the emphatically religious context that Ivanov cre-
ates, the adjective "nagornyi” ("mountain"), appearing twice without a
corresponding word in the original (cf. stanzas two and five), takes on
a special connotation. In Russian, the word recalls Christ's "Sermon
on the Mount" ("nagornaya propoved'™) and thus adds a specifically
religious nuance to the general theme of revelation,23

The translation is remarkable for its semantic liberties, particularly
in the first two stanzas. In the opening lines, Ivanov introduces three
wholly unexpected images—the storm, the pearl and the Rose. The
storm of love, a traditional metaphor, can frequently be found in
Ivanov's own writings.24 The pearl combines two notions: rain (from
the storm) and tears (of love, "Liebeszéhren"). In Russian poetry, the
word "pearl” can be a synonym for dew or rain (Tyutchev's "Spring
Storm” ["Vesennyaya groza"], to name a single example).
Furthermore, it is not unusual for tears to be equated with pearls.?5
These two connotations, both of which are clearly present in Ivanov's
poem, have only a tangential relation to Novalis. The Rose is yet
more mysterious. The fact that it is capitalized suggests that it refers
to the Virgin Mary. (It should be recalled that the rosary is per-
formed using a string of beads or pearls.)?®6 However, there is no rea-

23. "Nagornyi" is one of the words that Ivanov often adds when translating
Novalis. Cf. the "Hymns to the Night.” §S, vol. 4, pp. 186, 189.

24. Cf. "Love" ("Lyubov™): "We are two trunks set aflame by a thunderstorm”
("My dva grozoi zazhzhennye stvola”). SS, vol. 2, p. 411. In the "Autobiographical
Letter,” he compares his love for Lidiya to a storm. "The meeting with her was like a
powerful spring, Dionysian thunderstorm . . . " Ibid., p. 20.

25. See, for example, Ivanov's own "Under the Birch” ("Pod berezoi"): "And she
called the little grave a casket, and the touching tears a round pearl." ("I lartsom
nazyvala malyi grobik, / Skatnym zhemchugom—umil'nye slezy.") §S§, vol. 2, p.
318. Cf. Taranovsky (1976, p. 165): "The comparison of tears with pearls is a com-
monplace in poetry in general (in Russian poetry it goes back to Lermontov's
‘sleza— zhemchuzhina stradan'ya'— 'the tear is the little pearl of suffering’).”

26. See "Rosenkranz” in Die Religion in Geschichte und Gegenwart (Tiibingen,
1961). Decades later, in a poem in which he discusses his conversion to Roman
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son to restrict the signification of the Rose. Its presence indicates that
the poem is mystical, concened with religious and metaphysical
truths. In this context it is worth noting that Ivanov transforms
Novalis's simile ("wie Bienen"—"like bees") into a metaphor ("Bozh'i
pchely"—"God's bees"). The image of God's bees swarming around a
holy tree ("Drevo,” an archaic and religiously colored rendering of
Novalis's neutral "Baum") recalls Dante's depiction in Paradiso of
angels as bees flying around a heavenly rose.<’ Ivanov calls to mind
an analogy between Dante and Novalis, thereby continuing a long
critical tradition.28

Another new and significant motivic constellation can be found in
the first stanza: the combination of the rose and the cross. In his essay
on Novalis, Ivanov writes: "It was his fate . . . to plan the first steps of a
mystical awareness, that. .. forces one to believe that, if only at indi-
vidual, special moments, the mystical Rose will light up on the Cross
of the Earth."? The combination of rose and cross is absent from
Novalis's poem (the rose, as has been noted, is Ivanov's addition).30
Yet the link between the tree and the cross is certainly present (in the
second stanza, "Make miracles with its splinters"). In his translation of
the "Sacred Songs,” Ivanov had used "drevo” ("tree” or "wood") as a
metaphor for the cross.3! In Ivanov's version of "Liebeszihren,
Liebesflammen," the concluding lines of the second stanza ("Peresadit
eto Drevo ... Stvol vzleleet chudotvornyi"—"[She] will transplant that
Tree .. .[she] will cherish its miracle-working trunk™) recall another
passage from the "Sacred Songs" that unambiguously describes a
cross: "Krest uvidish' chudotvornyi / Skhvatis' za etot stvol" ("When
you see the miracle-working cross | Take hold of its trunk™").32

Catholicism, Ivanov writes of the "rose-beads of tender 'Ave Marias™ ("Nezhnykh
Ave rozy-chetki"), SS, vol. 3, p. 591.

27. It is a recurring image in Ivanov's "Rosarium” (cf. S, vol. 2, pp. 453, 454,
461) as well as in his diaries. "And you will look joyously at the world, because roses
spring forth from its wounds, and bees fly out from its decay . . . " SS§, vol. 2, p. 807.

28. In his own essay, Ivanov explicitly compares Novalis and Dante. SS, vol.
4, p. 278. This comparison probably has its origin in Tieck's sentimental biography
of Novalis. Cf. Novalis (1977), p. 228. Ivanov had certainly come across it in
Braun, pp. 298-99.

29. §S, vol. 4, p. 265.

30. After Heinrich sings his song, a girl appears: she "stepped under the tree,
looked up with an inexpressible smile and shook from her apron many roses onto the
grass." However, the link between rose and cross in this passage is tenuous at best.
If this connection is in fact present, Ivanov was the first (and, apparently, the only)
person ever to notice it.

31. Cf. "Kto drevo nes na Lobnyi vsklon"—"Who bore the 'tree’ to Golgotha”
SS, vol. 4, p. 208.

32. Ibid., p. 207.
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However, one need not rely on such intertextual associations to iden-
tify the tree with the cross. Ivanov's archaisms serve a poetic function:
the preposition "okrest” (literally meaning "around,” but containing
the word "cross") brings out the connection, for the phrase "Okrest
Dreva" contains both elements. The fact that the rose ("Roza") and the
cross ("Drevo") appear in parallel position in the same stanza is more
than a coincidence. Ivanov consciously introduces a mystical theme
common to Russian Symbolism but absent from Novalis's poetry.33

These remarks, by no means exhaustive, suffice to prepare the
reader for the next step of Ivanov's creative process, "Vesti"
("Tidings"). Since this poem appeared in Tender Mystery, one may as-
sume that it was written during the summer of 1912, i.e., three years
after the Novalis translations and two years after "Rosarium."34 As a
whole, Tender Mystery consists of extremely optimistic poetry, much
of it reflecting the recent turn of events in Ivanov's personal life.
After years of grieving over Lidiya's death, Ivanov had entered into a
new relationship with his stepdaughter, Vera Konstantinovna
Shvarsalon. In the summer of 1912, she gave birth to their son.
These joyous events appear to have influenced the thematics of
Ivanov's verse; the new collection praises the continuity of life. The
influence extended even to the stylistic level; after the semantic and
syntactic complexity of Cor Ardens, the poetry of Tender Mystery is
striking for its relative simplicity.

Despite such differences, the new collection has numerous links to
its predecessor. The title poem "Tender Mystery" concludes with the
lines:

TaitHa, o 6paThsl, HexHa: 3HaMeHYyiTe Ke Taltnoe Pozoii,
Twuxoit ynubroif Morus, Mol nedarsio mobsu.>s

The mystery, o brothers, is tender: call the Mysterious a Rose,
[Call it] the quiet smile of graves, the dear stamp of love.

These verses have their origin in a distich of "Rosarium,” which they
repeat almost verbatim:

33. One of the central symbolic constellations of Cor Ardens and Tender
Mystery is the rose and cross. Cf. SS, vol. 2, pp. 469, 493, 494, 533 (the final im-
age of the entire book) and SS, vol. 3, pp. 18, 839. It appears prominently in the
work of other major Symbolists, e.g., Blok's drama "The Rose and the Cross.” For
more on Ivanov's connection to Rosicrucianism, see Wachtel (1990), pp. 124-26.
For Bely's interest in Rosicrucianism, see Szilard.

34. For the chronology, see the commentary in SS, vol. 3, pp. 694, 696.

35. Ibid., p. 30.
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Sub Rosa

TaiiHa, 0 6paThs, HeXXHa: 3HaMeHYH)Te Xe TaliHoe — po30ii,
Hexnolt neuarsio mo6sx, Muiiol ynsiGkoi Mormm.*

The mystery, o brothers, is tender: call the mysterious a rose,
[Call it] the tender stamp of love, the dear smile of graves.

In both poems, the "tender mystery” concems the relationship between
love ("lyubov') and death ("mogila"—"the grave"). As this instance
of self-quotation indicates, the "secret” (the Latin phrase "sub rosa"—
literally "under the rose"—means "in secret") so central to the poetry
of Cor Ardens also informs Tender Mystery. In fact, the basic images
found in this distich (the mystery, the rose, the smile, the grave, etc.)
recur in numerous poems of the later collection, including "Tidings."
This same fundamental theme, of course, links Cor Ardens and Tender
Mystery to Novalis. Ivanov himself emphasizes the significance of
Novalis's "link to the mystery of love and death."3” Moreover, he
suggestively refers to Novalis's "blue flower," that most traditional
emblem of German Romanticism, as a "mysterious and tender
symbol."38

The poem "Vesti" illustrates the extent to which Ivanov's "new"
poetry (Tender Mystery) draws directly on his earlier work.

BECTHU
Liebeszihren, Liebesflammen,
FlieBt zusammen!
Novalis.

Betepok noxHeT cO BIMOPBSI

3 3aropss;
ITTuma pajfckast OKIKKHET
Beprorpan Moif BecThI0 3BOHKOH. —
U nyuia, Kak crebeb TOHRKMIA
Tlon pocuHKOI CKaTHOH, HUKHET . . .

Huxser, ¢ THX010 XBaJIOWL,
K amanon
Toit Morumsl, cepesb Iyra. . .

36. SS, vol. 2, p. 504. This last phrase ("miloi ulybkoi mogil"— "the dear
smile of graves") is a paraphrase of Novalis's words about Sophie von Kiihn's grave
("moya milaya mogila"— "my dear grave"— as cited by Ivanov, S§, vol. 4, p. 269).
For more on this phrase, see my discussion of Ivanov's "Mogila" ("The Grave") at the
conclusion of this chapter.

37. §S, vol. 4, p. 271.

38. Ibid., p. 264. The passage comes from the essay on Novalis, which post-
dates Tender Mystery.
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JIyr — w0 nmanan. U3 cBeTumel
Muno#t MaTepy-vdepHEHOE
Y nubaercs Doppyra.

Cepane 3HaeT BCe IPUMETH,;

Bce mpuBernt
Yranaer — [gHeCH M BEYHO;
BreMiteT mackaM KoNLIGEILHEIM,
U c GueHBEM 3ampesie TEHEIM
Hoiry 6percst B f1a1 6ecrie gHo.,

Kak ¢ 10603 MBl Hepa3TyuHH;
Kak cos3pyunn!

OTH CHH Ha 9yTKOM mupe

C Toit cBHpenBIO 32 TOpaMHK;

Kak MeBstemcs napamu, —

He nosepsT B IiieEHOM Mupe!

He pacckaxellb eCHBIO CTPYHHOIM:
Obnax sTyrHB

Kaxk npocpeuen TaitHoit HexHON?

Kax HespuMmoe cBeTHIIO

ATBIM CHOM O30JI0THIIO

TopHoit posn BeRuUMK cHeXHBIN?Y

TIDINGS
Liebeszihren, Liebesflammen,
FlieBt zusammen!
Novalis.

A breeze blows from the seaside,

From behind the mountains;

A heavenly bird hails

My garden with a resonant tiding.

And [my] soul, like a thin stem

Under a pendulous dewdrop, bows down . . .

Bows down, with silent praise,

Toward the lectern

Of that grave amid the meadow . . .

The meadow is like incense. From the front room
Of the dear mother-nun

[My] friend smiles.

The heart knows all the signs;
[1t] divines all greetings
Today and forever;

39. SS, vol. 3, pp. 32-33.

Beyond Translation 173

It perceives the caresses of the cradle,
And with an other-worldly pulse
It beats without concern in harmony to the vale.

How you and I are inseparable;

How harmonious

Are these dreams on a sensitive lyre

With that reed pipe beyond the mountains;
How we exchange gifts,—

They will not believe it in the captive world!

Will you tell by the song of your stringed [instrument]:
How the moon's cloud

Is illuminated by a tender mystery?

How an invisible heavenly body

Has gilded with a red dream

The snowy corolla of a mountain rose?

The revelation of Novalis's "Pilgrim's Song" concerned the rela-
tionship of love and death. "Tidings," through its epigraph of
"Liebeszihren, Liebesflammen," immediately recalls this context. Not
surprisingly, it uses the same distinctive meter and rhyme scheme as
Novalis's poem. The Russian word "vesti" ("tidings") clearly recalls the
"blagaya vest'," the "good news" of Christ. This Christian element
stands out in the lexicon of the first two stanzas ("raiskaya,” "analoi,"
"ladan,” "chernitsa"—"heavenly,” "church lectern,” "incense," "nun").
However, the specific biblical references that characterized Ivanov's
translation are absent.

Most of the allusions to "Liebeszidhren, Liebesflammen" refer not
directly to Novalis, but rather to Ivanov's own Novalis translation. For
example, Ivanov had introduced the phrase "v tikhii rai” ("into quiet
paradise") in the second stanza of Novalis's poem. In "Tidings" both
adjective and noun recur, albeit in different contexts. Similarly, the
verb "niknet" ("bows down," a loose rendering of Novalis's "ist
gesunken” in stanza three) appears prominently in the new poem (as
both the last word of the first stanza and the first word of the second).
Here the connotation of reverence is retained. In his translation,
Ivanov had introduced the phrase "Gde zabil v dushe" ("where began
to flow [literally: 'to beat'] in the soul") in the last stanza, without any
corresponding image in the original. In "Tidings," both the "dusha"
("soul") and the notion of beating ("bien'e" and "b'etsya” in stanza
three) are developed. Most noticeably, the symbol of the rose reap-
pears, this time as the poem's final image.

Closer examination reveals other, more subtle connections. On
the phonological level, the poem's opening rhyme ("vzmor'ya"/
"zagor'ya") echoes the first rhyme of the translation's fifth stanza
("podspor'e"/"nagor'e"). The use of intemnal rhymes (cf. "slezy"/"slezy"
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in the first stanza of the translation) can also be found in "Vesti"
(where "znaet"/"ugadaet" in stanza three recalls "ulybaetsya" of the last
line of the second stanza). On the semantic level, the new poem
develops images that were introduced in the translation. The phrase
"pod rosinkoi skatnoi" ("under a pendulous dewdrop") is incom-
prehensible without reference to Ivanov's translation. The dewdrop is
modified by "skatnoi" (here: "pendulous") because it is substituting
for the pearl that Ivanov added to Novalis's poem. ("Skatnyi” is a
word specifically used in reference to pearls.)*® However, a process of
miniaturization has occurred. The pearls ("Perly-Rozy"—"Rose-
pearls") become a single dewdrop ("pod rosinkoi skatnoi"—"under a
pendulous dewdrop"). Similarly, the tree trunk ("stvol") shrinks into a
flower stem ("stebel™).

The new poem also contains elements that come neither from
Novalis's poem nor from Ivanov's translation, but rather from Ivanov's
own poetics. The harmony of the lyre and the reed pii)e (stanza four)
refers to the reconciliation of Apollo and Dionysus.*! The "smile"
(stanza two), familiar from Ivanov's essays and original poems,
signifies the meeting of the divine and the earthly. In this context,
Ivanov's rendering of one of the "Sacred Songs" adds an additional
intertextual dimension:

Ecmu 3neck Ero Be BCTpedy,

51 ynuibKoit Be oTBedy

BceM ymbiGKaM JOTBHMX JHEH.
Her o Hem mofi coHIIEM BECTH:
C Hum s ymep.#?

If I do not meet Him here,

1 will not answer with a smile

To all of the smiles of days in the vale [i.e., on earth].
If there are no tidings of Him under the sun,

Then I have died with Him.

40. Tvanov himself uses the phrase "zhemchug skatnyi” in "Rosarium” (SS, vol.
2, p. 461), in a poem that shares many of the central images of "Tidings."

41. Tvanov discusses this reconciliation in The Hellenic Religion of the
Suffering God. "In Delphi the two gods celebrate their reconciliation. . . . They ex-
change attributes. . . . Dionysis plays on the lyre, while Apollo (the 'flutist’) draws a
double-flute to his lips." Ivanov, Ellinskaya religiya, in Voprosy zhizni, no. 7,
1905, p. 129.

42. 8§, vol. 4, p. 205.
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In Novalis's original, neither the smile nor the notion of "vesti"
("tidings") appears.*?> One must conclude that this lexical combination
had a particular attraction to Ivanov.

The poem's basic theme is the reconciliation of opposites.
Whether the Dionysian pipe is paired with the Apollonian lyre, light
with dark (subtly signaled by the rhyme pair "svetlitsy/chernitsy"),44
heart with soul, or death with life (paronomasically present in the
combination of "mogi/a" and "lug"—"grave" and "meadow"), Ivanov
creates a picture of the utmost harmony. This spirit of synthesis is
nowhere so clear as in the poem's closing lines:

He paccraxels. . .

Kaxk BezpuMoe cBeTHIIO

ATIBIM CHOM O30JIOTHIIO

TopHO¥t pO3K BeHUMK CHEXHHIH?

Will you not tell . . .

How an invisible heavenly body

Has gilded with a red dream

The snowy corolla of a mountain rose?

Ivanov combines an unusual mixture of colors (red, gold, snow-white)
with the distinctive image of a mountain rose. These lines are remi-
niscent of "Satumia Regna," a distich in "Rosarium":

Byner BpeMeH noymoTa ¥ CaTypHOBO HAapCTBO HacTaHeT,
BpaTes, KOTa PaciBeryT albie po3sl B CHerax 43

There will be a fullness of time and Saturn’s reign will dawn,
Brothers, when red roses bloom in the snow.

They also recall a Novalis distich, "Alpenrose” (Ivanov did not trans-
late it, but one may safely assume that he knew it):

Selten haftet auf Hohn ein Funken himmlischen Lebens,
Aber, als Konigin, bliiht, dann auch die Rose des Bergs.

43, Ibid., p. 205. The translation (of "Weinen mu$ ich, immer weinen"—"I must
cry, always cry") is, even by Ivanov's standards, unusually free. Novalis writes,
"Nirgend kann ich hier auf Erden / Jemals wieder gliicklich werden, / Alles ist ein diis-
trer Traum / Ich bin auch mit ihm verschieden / Lag ich doch mit ihm in Frieden ... "
("Never can I again on this earth / Become happy, / Everything is a dark dream /I am
even separated from him / If I could only lie with him in peace . .. ")

44, In Russian, the words in question contain the roots "light” and "black."

45. §S, vol. 2, p. 504.
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Seldom does a spark of heavenly life cling to the heights,
But then, like a queen, even the rose of the mountain blooms.

While these poems may not be direct sources for Ivanov's closing
lines, a certain resemblance in imagery and portent is unmistakable.46
Both poems describe unusual, if not impossible, situations—red roses
in snow (Ivanov) and a mountain rose (Novalis)—which are unam-
biguously associated with a golden age or a heavenly visitation. In his
final lines, Ivanov seems to appropriate the miraculous connotations
of these distichs. However, he complicates the imagery. The word
"venchik" undoubtedly refers to the corolla of a flower. Yet the word
has a second meaning; as a band put on the head of a corpse, it be-
longs to the traditional funeral rites of Russian Orthodoxy. Given the
general context of Ivanov's poem (which has wavered between images
of life and death), as well as the web of significations associated with
the rose, it seems likely that this final image connotes palingenesis. It
is the last of a series of "signs" ("primety") around which the poem is
structured.

Looking back to the poem's epigraph—"Liebeszédhren, Liebes-
flammen / FlieBt zusammen"—one recognizes that, in its specific
imagery, "Tidings" has only an indirect connection to Novalis's origi-
nal poem. Ivanov refers to the German text through the lens of his
own Russian translation. Yet he retains the larger theme of revelation,
of life after death, that is so fundamental to Novalis's poem. Ivanov
thus uses an epigraph to recall a meter which in turn calls forth a par-
ticular theme. In the course of the poem, this theme is developed
freely. This sort of intertextuality, characteristic of Ivanov's approach
to his chosen precursors, is not polemical, but associative.

Throughout his poetry, Ivanov expresses his most profound con-
victions by means of parallels and models. When Ivanov attempted to
convey his grief over Lidiya's death, he consciously turned to a series
of exemplary couples: Dante and Beatrice, Petrarch and Laura,
Novalis and Sophie. These pairings became archetypes with direct
relevance to Ivanov's own condition.

For this reason, Ivanov could not approach Novalis's writings dis-
passionately. When immersing himself in Novalis's poetry, he was
reenacting a story of tragic loss and mystical initiation. The transla-

46. The image of roses in snow obviously appealed to Ivanov. In his 1912 es-
say "Thoughts on Symbolism,” he quotes from Tyutchev's "Yarkii sneg siyal v do-
line" ("Bright Snow Shone in the Valley"): "A kotoryi vek beleet tam, na vysyakh
snegovykh, a zarya i nyne seet rozy svezhie na nikh!” "But however long it shows
white there on the snowy peaks, the dawn even now is sowing fresh roses on them!"
Ibid., p. 611.
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tions, in which Ivanov does not hesitate to alter the original text in fa-
vor of his own personal imagery, are surely the most obvious reflec-
tion of this tendency. The original poems that use Novalis translations
as a point of departure represent another instance of this same tech-
nique.

Ivanov subsequently wrote a number of poems that borrow central
imagery from the Novalis translations. One example of this phe-
nomenon can be found in the first stanza of "Mladenchestvo"”
("Infancy"), where Ivanov describes his own birth:

Mars paspenreHMsI Xana, —
W Bomina ¥3 TyMaHHOM TOAKHN
Ha Gper 3emuoro 6uryst

Marraneuna — gyma Mos.*’

Mother waited for the delivery—
And from a foggy ship emerged
Onto the shore of earthly existence
An exile—my soul.

Dimitri Ivanov has pointed out that this 4gassage recalls the first stanza
of Novalis's final "Hymn to the Night."48 In Ivanov's translation, the
relevant lines read:

Hecer nac TecHas nagbst
Ha 6per uroro 6uTHsI.

The narrow boat carries us
To the shore of another existence.

In the common context of a boat journey between two worlds, the
phonetic, lexical, and metrical (iambic tetrameter) correspondences
between the lines "Na breg inogo bytiya" (Novalis translation) and "Na
breg zemnogo bytiya" ("Infancy") stand out. These lexical echoes are
striking enough to allow one to posit a link between the two passages,
semantic differences notwithstanding. (In "Infancy,” Ivanov describes
the journey into earthly existence, whereas the "Hymn" concems a de-
parture from earthly existence.) Yet it must be emphasized that, when
one examines the German original, the intertextual similarities all but
disappear. Novalis writes: "Wir kommen in dem engen Kahn /
Geschwind am Himmelsufer an." ("We quickly arrive on heaven's
shore in the narrow boat.") In his rendering of this passage, Ivanov

47. §S, vol. 1, p. 232.
48. Cf. §S, vol. 4, p. 692. He does not, however, emphasize the crucial mediat-
ing role played by the translation.
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substituted the expression "other existence" ("inogo bytiya") for
"heaven's shore” ("Himmelsufer"). Precisely this phrase provides the
weightiest intertextual link to "Infancy.” The passage from "Infancy"
is thus connected primarily to Ivanov's own translation and only indi-
rectly to Novalis's original. This phenomenon again makes clear the
extent to which Ivanov's translations from Novalis form an organic,
independent part of his poetic world.

The short poem "Mogila" ("The Grave"), from the collection Svet
Vechernii (Vespertine Light), demonstrates yet another way in which
the work on Novalis left its mark on Ivanov's original poetry. Written
in January, 1917, "The Grave" treats a theme that was predominant in
"Love and Death" and "Rosarium" as well as in Novalis's "Hymns to
the Night"—the death of the beloved. Like so much of this poetry,
"The Grave" can be understood as a meditation on Lidiya's death. Yet
the tone is no longer agitated, but philosophical. Ivanov's highly
emotional attempts to "overcome death," so characteristic of the earlier
period, are replaced by a sense of tranquility and reconciliation.
Moreover, in the ten years that had elapsed, Ivanov's poetic means
changed noticeably. Whereas Cor Ardens represents the height of the
ornamental style in Russian poetry, "The Grave" relies on extreme
stylistic and lexical simplicity. The poem is written in iambic tetrame-
ter, that most traditional of Russian meters, without enjambement or
hypermetrical stresses:

MOTUITA

Tor B TipaBe TOBOPHTD: "SI JKHIT",
KTo0 303eT MUIy10 MOIHMIY;

OH B 3eMITIO BEPHYIO BIIOKUIT
JTi06Bu HepacTOUeHHOMH CHITY.

He ockyneeT B HeM nedalls,

3aro ¥ XHU3Hb He OCKYAEET;
W geMm oH pomblle cHpoTeeT,
Tem BUOUT SIBCTBeHHEE JATTb.

Beccmeprye 6?7 O TOM HM crOBa.
Ho gyBcTBYyeT ero TocKa,

Uto peeT K pofiHMEaM Obijioro
BpeMen Bo3pparHas peka.*?

49. §S, vol. 3, p. 518.
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The Grave

He who knows the dear grave

Is entitled to say "I lived";

He has placed into the loyal earth
The strength of his unspent love.

In him, sadness will not lessen,
But neither will life lessen;
And the longer he is orphaned,
The clearer he sees the vista.

Immortality? Not a word about that.

But his yearning feels,

That the returning river of time

Flows gently toward the springs of the past.

These verses are dedicated less to the deceased (who is only men-
tioned in the first stanza) than to the survivor.

In the Russian poetic tradition, the image of a river of time ("reka
vremen") immediately calls to mind Derzhavin's laconic final poem, in
which the poet asserts that oblivion is the unavoidable fate of all
things. In "The Grave," Ivanov quite literally reverses this dictum. His
"river of time" goes in reverse, bringing together rather than sunder-
ing. Poetically, this reunification is underscored by the careful sound
repetitions of the final lines: "Chto reet k rodnikam bylogo / Vremen
vozvratnaya reka."

The notion of time moving backwards can be found in Ivanov's
previous poetry.5® One is therefore justified in reading "The Grave" as
an application of this general mystical principle to Ivanov's personal
condition. In the absence of other explicit intertextual markers
(whether in the form of an epigraph, a mythological reference, or an
unusual stanzaic construction), the poem seems simply a reversal of
the bleak worldview presented by Derzhavin.

Yet a knowledge of Ivanov's work on Novalis leads to a much
richer reading of the poem. The "milaya mogila" ("dear grave"),
which serves as the focal point of the first stanza, has a specific refer-
ent: Novalis repeatedly used this phrase to designate the tomb of
Sophie von Kiihn.5! Ivanov had drawn attention to this in his essay of
1914: "Her grave—'my dear grave, my kind grave,' as Novalis

50. Cf. "Melampus' Dream” as well as Ivanov's own note to that poem, SS, vol.
2, pp- 296-300. See "lov" ("Job") for another instance of mystical return. §S, vol.
3, p- 18.

51. Cf. Griitzmacher, in Novalis (1977), p. 242. "Novalis's diary after Sophie’s
death speaks of almost daily visits to the 'dear grave'™ ("an dem "lieben Grab™).
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writes,—is found in Griiningen."52 Moreover, the second stanza draws
on central images from Ivanov's writings of the period that directly
followed Lidiya's death. The image of the orphan, as has been shown,
recurs in the poetry and the Novalis translations.”3 Similarly, the idea
of "seeing the vista" can also be traced to the writings of 1909.
Occupying a position at the intersection of the translations and diaries,
this image directly concemed the yossibility of overcoming alienation
through reunification with Lidiya.>* In "The Grave," these two central
concepts of 1909 are linked in the passage: "And the longer he is or-
phaned, / The clearer he sees the vista.”

"The Grave" once again demonstrates the extent to which Ivanov
experienced Novalis's loss as his own. The "dear grave" of Sophie von
Kiihn intersects with a lexicon familiar from Ivanov's 1909 diary (and
from its "reflection" in the Novalis translations). Yet these references
(and the Derzhavin allusion) notwithstanding, Ivanov's poem remains
a deeply felt personal statement. "The Grave" exemplifies his seem-
ingly paradoxical tendency to use other texts to give voice to ex-
tremely personal sentiments. Unlike "Tidings," where a knowledge of
the subtext is obligatory, "The Grave" communicates to the reader un-
aware of the numerous allusions. However, a familiarity with these
subtexts makes clear that the wellsprings of Ivanov's art are both liter-
ary and personal. Even in expressing his innermost convictions,
Ivanov thinks in terms of paradigms: "The Grave" demonstrates how,
following Lidiya's death, Ivanov found a positive model for his own
life and work in that of Novalis while turning away from the negative
image offered by Derzhavin.

52. "Ee mogila,—'moya milaya mogila, moya dobraya mogila', kak pishet
Novalis,—nakhoditsya v Gryuningene." SS, vol. 4, p. 269. This appears to be an-
other example of Ivanov's indebtedness to Braun, who had written on page 295 of his
own essay: "Her grave—'my dear grave,’ ‘'my kind grave,' writes Novalis—was located
in Griiningen." ("Ee mogila,—~'moya milaya mogila,' 'moya dobraya mogila’, pishet
Novalis,—nakhodilas’ v Gryuningene.") The phrase "dear grave" can already be
found in "Sub Rosa" (Cor Ardens) in the "miloi ulybkoi mogil" ("dear smile of the
grave").

33. See the discussion of this word in chap. 8.

54. See the discussion of "Es giebt so bange Zeiten" in chap. 8.

Chapter 10

Metrical Semantics and the
"Hymns to the Night"

Nur dann zeig ich, daB ich einen Schrift-
steller verstanden habe, wenn ich in seinem
Geiste handeln kann, wenn ich ihn, ohne
seine Individualitaet zu schmilern, iiberset-
zen, und mannigfach verindern kann.!
—Novalis, Vermischte Bermerkungen

Every national literature evolves its own distinct poetic tradition,
bringing with it certain assumptions about meter, genre, and poetic
language. To some extent, these assumptions are determined by the
natural character of a given language. For example, the preference
for feminine line-endings in Polish poetry can be explained by the
obligatory penultimate stress of the Polish language. However, differ-
ences between various national traditions depend less on inherent lin-
guistic qualities than on the particular literary-historical circumstances
of their development. In this regard, individual poets exert an enor-
mous influence on their successors. When Pushkin conceived of the
Onegin stanza for his novel in verse, he created a new set of expecta-
tions for the Russian reader. So powerful is this association that any
subsequent Russian poet who uses this form invites and expects his
audience to search for his work's connection(s) to Pushkin's master-
piece. Were an English poet to use the same stanzaic form, there
would be no "shock of recognition."? In short, there is a semantic el-
ement to a poet's choice of metrical form that is not inherent to that
form (synchronic), but rather created in a given historical context
(diachronic).3

1. "Only then do I show that I have understood a writer when I can act in his
spirit, when without detracting from his individuality, I can translate and change him
in numerous ways." Novalis, Miscellaneous Remarks. In Novalis (1981), p. 436.

2. Vladimir Nabokov, whose Russian novel The Gift ends with a passage in the
Onegin stanza, finds it necessary to point out this connection in his foreword to the
English translation.

3. Taranovsky (1963) did the pioneering work in this area. It has since been de-
veloped by Gasparov in a series of articles, e.g., Gasparov (1982).
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Only rarely is an individual poem so influential that its metrical
associations cross national boundaries. Perhaps as a result of its easily
recognizable graphic form, the "terza rima" calls Dante's Divine
Comedy to the mind of any educated reader. One need only look at
Shelley's "The Triumph of Life" or Blok's "Song of Hell" to recognize
that this association spread beyond the Italian tradition. However,
Dante's masterpiece represents the exception, not the rule. Generally
speaking, the strophic, metrical, and generic associations of one tradi-
tion are lost in another. Thus, in the Russian tradition, one would not
expect a Romantic poet to write an ode. In the Russian context, this
genre calls to mind a specific period (eighteenth-century neoclassical)
and, often, a specific strophic pattern. The Russian Romantics rejected
eighteenth-century poetics and, consequently, the ode, its defining
genre.* In contrast, an English reader, relying on associations with
Shelley and Keats, correctly considers the ode a high Romantic genre.
Once again, there is nothing inherently romantic (or unromantic)
about the ode. In different literary traditions, it simply assumed dif-
ferent roles.

One might expect that transiation would bridge the gap between
national literatures. Yet translation follows its own mysterious and
unpredictable paths. Minor poets often attain enormous reputations
in foreign countries (cf. the virtual cult of Parny among the Pushkin
pleiad or Verhaeren among the Russian Symbolists), while major po-
ets fail to cross linguistic boundaries (the fate of Holderlin and Keats
in Russia). Even when translations do exist, the eternal question of
their adequacy arises. As concemns subtle relationships between meter
and genre, translation has proven to be an unreliable mediator. There
being no established "codex" for translation, practitioners have fre-
quently ignored the form of the original. (French and, increasingly,
English translators have preferred to render verse as prose.) Even in
Russia, with its rich tradition of poetic translation, translators have of-
ten removed distinctive features of the original precisely because these
features were foreign to their own poetic tradition.’ Thus, the irregu-
lar stress patterns of Heine's poetry were systematically rooted out by
Russian nineteenth-century translators, much as Turgenev "corrected"
the inaccuracies of Tyutchev's German-influenced verse. Because the
prosody of ancient Greek sounds peculiar to an ear accustomed to
modern languages, translators rarely made an effort to reproduce the
cadences of the original. It is noteworthy that Gnedich, before decid-

4. 1 am speaking of the main line of Russian Romanticism (i.e., Zhukovsky, the
Pushkin after "Freedom", Lermontov, etc.). One does find odes in the work of the
backward-looking "archaists” (e.g., Kyukhel'beker's "On the Death of Byron" was
originally called an ode), but poems of this type are exceptional.

5. Cf. Zhovtis, p. 511, Gasparov (1984), p. 261.
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ing on a translation of the /liad in hexameters, completed a large por-
tion of the work in iambs.6 He and Zhukovsky, the acclaimed Russian
translators of Homer, simplify their hexameters by virtually eliminat-
ing trochaic substitutions.” In the English tradition, Alexander Pope
translated Homer into the rhyming couplets of his own poetic reper-
toire.

Translators who attempt equimetrical translations of unfamiliar
verse forms confront the difficult task of creating an association in the
mind of the reader. Thus Ivanov, in his renderings of the poetry of
Pindar, Alcaeus, Sappho, and the plays of Aeschylus, sought to teach
the Russians the sound of ancient Greek verse. In his introduction to
the projected 1926 edition of Aeschylus, Ivanov noted that he gave
special attention to preserving the "rhythmical movements and metri-
cal structure” of the Greek.? Likewise, Bryusov, in his final version of
the Aeneid, willingly sacrificed even readability in his attempt to
recreate the Latin text. Such examples, however, are few and rarely
successful; they demand erudition and talent from the translator and
extreme patience on the part of the reader, unaccustomed to such un-
usual metrics and syntax.

The recent controversy over an English translation of Lermontov's
complete poetry raises an important question about the very desirabil-
ity of such equimetrical translation.® If it is true that meter carries se-
mantic weight only within a national tradition, then what is the value
of an equimetrical English edition of Lermontov's poems? After all, a
knowledgeable English reader is apt to have a completely different as-
sociation to these meters than his Russian counterpart. In principle,
then, such an edition would be justified only as a first step in the
English equimetrical translation of all Russian poets. Alternately, one
might propose English translations of Lermontov done in the "equiva-
lent" (not necessarily the identical) meters, if such a thing could be
determined.1® Both of these solutions are of course utopian.

6. Scherr, pp. 130-31.

7. Cf. Burgi, pp. 133-35.

8. Eskhil, p. 197. Already in 1904, in his "Note on the Dithyramb” in
Transparence, Ivanov writes: "A poetic interpreter of a foreign poem who changes its
meter and rhythm replaces its musical soul with another, foreign one.” SS, vol. 1, p.
818.

9. See Liberman and also Smith.

10. Here one finds an example in Zhukovsky's translations of Grey's "Elegy
Written in a Country Churchyard.” In 1802, Zhukovsky used an equimetrical transla-
tion (iambic pentameter) and then, in the version of 1839, turned to dactylic hexame-
ter. While unrelated to Grey's metrical choice, the Russian hexameter had a certain
epic solemnity (thanks to Zhukovsky's own prior experiments) that helped convey
the underlying pathos of the English poem.
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However, the lack of a definitive answer does not lessen the essential
problem that all serious translators must confront.

While Ivanov never devoted an essay to the theory of translation,
his general approach can be deduced from his large body of render-
ings from poets as diverse as Pindar, Aeschylus, Alcaeus, Sappho,
Dante, Petrarch, Michelangelo, Baudelaire, Byron, Goethe, Novalis, and
George. For all of their idiosyncracies, Ivanov's translations are
characterized by a fanatical interest in preserving the metrics of the
original.!! Only in exceptional cases does Ivanov allow himself the
liberty of departing from a poem's metrical form.}2  This premise
holds true even in the Novalis translations; regardless of the sometimes
flagrant semantic and stylistic liberties, Ivanov retains the meter and
rhyme scheme.

Such fidelity to the metrics of the original is not a sign of pedantry,
but rather a statement about the nature of poetry. According to this
view, the "dominant" of poetry (to borrow a term from Formalism) lies
less in its specific imagery than in its aural component. A belief in
equimetrical translation was not unique to Ivanov; it formed a basic
principle of Symbolist translation. Bal'mont, for example, preferred to
render a poem in prose rather than violate its metrical form.!3
Bryusov's career as translator was marked by a stead;' progression to-
ward an ideal of literal (and equimetrical) translation.'* In supervising
a Russian Heine edition, Blok urged a faithfulness to the text so ex-
treme that he deemed all previous translations (which were legion) to

11. That this was indeed Ivanov's basic orientation is confirmed by a letter of
1912 from Henry von Heiseler, the German translator of Ivanov's drama Tantalus.
After consulting with Ivanov, Heiseler reported to his wife: "Ivanov places great im-
portance on retaining the exact Greek meters. I had intentionally translated more
freely in the choruses, more according to my ear. And now I am attempting to bring
into harmony the demands of my ear with those of the Greek meter, which is no easy
task.” In Heiseler, p. 69.

12. Such freedoms occur with regularity only in the "self-translations" of the
1930s, that is, when Ivanov rendered his own Russian verse into German. The
lengthiest example is the German version of the first part of "Man" (first published in
Doubrovkine, pp. 319-25), but other examples can be found in the essays, e.g., the
"lyrical intermezzo” in "Anima" (SS, vol. 3, p. 280). A word is in order about the
1943 essay "Thoughts on Poetry," where Ivanov, using Lermontov's notoriously free
rendering of Goethe's "Wanderers Nachtlied" ("Wanderer's Night Song") as his sole
example of great translation, apparently advocates extreme metrical (and semantic)
license. It should be emphasized that such an approach (at least as concerns metrics)
does not correspond to Ivanov's actual practice—with the exception of his self-trans-
lations.

13. See Orlov's description of the Shelley translations, in Balmont, p. 71.

14. See Gasparov (1971).

Metrical Semantics 185

be unacceptable.!> His own translations reveal an extraordinary faith-
fulness to the rhythms of the original.l6
Ivanov favored equimetrical translation not simply for reasons of

euphony. There is considerable evidence that he attributed semantic
associations to metrical forms. In his seminars for young poets in
1920, he would often explain the appropriate content for a given po-
etic form, e.g., "the triolet is light ... it cannot bear seriousness. .. the
seven-footed iamb is characteristic of ballads. ..the ballad is romantic,
full of sentimentalism, lunar qualities, while the triolet is penetrated by
the sun."!” Moreover, such a belief can be directly traced to his poetic
practice. I have repeatedly shown the frequency with which Ivanov's
poetic reception of Goethe and Novalis relied on metrical allusions.
The meter provides the link between Goethe's "The Bride of Corinth"
and three of Ivanov's poems. "Morning Star" is written in the same
meter as its Faustian epigraph. "Tidings" refers to Novalis's "Pilgrim's
Song" through its epigraph, imagery, and metrical form. Further
examples of this technique can be found throughout Ivanov's creative
work. The Onegin stanza supplies a Pushkinian backdrop for the
idyllic "Infancy."18 The first eleven lines of a Petrarchian canzone (on
the death of Laura) serve as epigraph and metrical model for the
canzoni in Ivanov's own "Love and Death" (to commemorate the death
of Lidiya).t?

~ In this context, Ivanov's translations of Novalis's "Hymns to the
Night" deserve special attention. On first glance, Ivanov seems to ig-
nore completely the formal aspects of Novalis's poems. In contrast to
the original, the translations use a variety of meters, sometimes
changing within a single poem. Such a departure from the metrics of
the original would appear to contradict one of Ivanov's fundamental
principles of translation. It is particularly puzzling in view of the fact
that Ivanov without exception carefully reproduces the large variety of
stanzaic forms of Novalis's "Sacred Songs."

_ An examination of the publication history of the "Hymns to the
Night" helps to resolve this paradox. Of all Novalis's major works,

15. See Blok, p. 116.

. 16. See Bailey. A contemporary recalled Blok tapping out the rhythms of
Heine's verse with a pencil as an aide to translation. See Knipovich (1980), p. 38.

17. Cf. F. I. Kogan, TsGALI, f. 2272, op. 1, ed. khr. 33, 1. 37-39.

13. It is noteworthy that Ivanov criticized Blok's "Retribution,” where an at-
tempt is made to apply Pushkinian metrics (a traditional iambic tetrameter) to a non-
idyllic childhood. "Pushkinian form is inappropriate for contemporary complexity;
it seems like a golden raiment on a corpse.” Cf. F. I. Kogan, TsGALI, f. 2272, op. 1,
Zg.ékhr. 33, L. 25. Also cited in Literaturnoe nasledstvo (1982), vol. 92, book 3, p.

19. 8§, vol. 2, p. 396.
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only the "Hymns to the Night" were published during the poet's life-
time. This cycle of six hymns appeared in the Schlegels' journal
"Athenaeum” in August, 1800. Written in rhythmical prose with a few
interpolated iambic poems, this version soon became canonical. When
Tieck prepared his Novalis edition, he included precisely this text.
However, among Novalis's papers another, earlier variant existed. This
so-called "manuscript version" was written in free verse ("freie
Rhythmen," according to traditional German terminology), again with
interpolated iambic poems. Because of its representation on the
printed page, the "manuscript version” is immediately perceived by the
reader as poetry. In contrast, the "Athenaecum" text, despite its
strongly rhythmical qualities, resembles prose. While the two versions
differ most obviously in their graphic representation, they also contain
occasional semantic discrepancies.

In the only study of Ivanov's Novalis translations, Efim Etkind ex-
presses surprise at the fact that Ivanov chose not to render the "Hymns
to the Night" in the free verse of the "original."2® However, Etkind
does not consider the state of Novalis scholarship at the beginning of
the twentieth century. While acknowledging that two variants of the
"Hymns" exist, he dismisses the prose as being contrary to Novalis's
original intention. Etkind's preference is by no means as obvious as
he suggests.2! For the present purposes, and for the sake of historical
accuracy, it should be emphasized that the version in free verse was
printed for the first time in 1901. For many years thereafter, the Tieck
edition (prose) remained more available and more accepted. It is
unknown what Novalis edition(s) Ivanov consulted for the translations.
However, all evidence suggests that he favored the traditional Tieck
edition over the more recent scholarly texts that introduced and
propagandized the free verse.22 Most importantly, a comparative

20. Etkind, p. 181.

21. Standard editions now print the versions side by side.

22. In his library in Rome, Ivanov had "Hempels Klassiker-Ausgabe” of
Novalis. The book bears the dedication: "To Vyacheslav Ivanov, as a sign of love,
friendship, and admiration, from Guenther. Saint-Petersburg 11/XI MCMIX."
According to the diaries, Ivanov finished work on the Novalis translations in August,
1909. Thus, he most likely did not translate from the book that Guenther presented
to him. Nonetheless, it stands to reason that Ivanov thought highly of this edition, a
somewhat modernized version of the Tieck, in which The "Hymns to the Night"
appear in prose with the earlier text included in an appendix. This editorial decision
is explained as follows: "Our edition gives the 'Athenaeum' version. Given the
editorial freedoms of the Schlegels it is not certain, but nevertheless probable, that
Novalis originally desired it this way" (part 4, p. 164, my emphasis). Furthermore,
in a list of library requests compiled after 1910 (probably in 1913), Ivanov
specifically asks for the Tieck edition. (RGB, f. 109, k. 4, ed. khr. 14.) He does not
ask for the Heilborn (who, dismissing the traditional "Athenaeum"” prose version as a
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textual analysis makes clear that Ivanov's translation follows the prose.
Virtually every time there is a semantic discrepancy between the two
texts, Ivanov opts for the "Athenaeum" (prose) variant.23

Thus, in translating the "Hymns to the Night," Ivanov did not dis-
regard one verse form in favor of another (as Etkind suggests), but
rather gave metrical form to those sections which, in Novalis's text, ap-
peared as prose.24 It should be emphasized that Ivanov always
renders the interpolated poetry in the meter of the original. Whenever
Novalis uses a recognizable verse form (i.e., not rhythmic prose),
Ivanov retains it.

Another factor should be considered: if Ivanov was aware of the
existence of both texts (a likely supposition), why did he decide not to
follow the free verse? Such a question leaves the purely textological
realm and introduces a fundamental issue of historical poetics. In the
German literary tradition, Novalis's use of free verse aligns his
"hymns" with a specific genre. Introduced by Klopstock and canon-
ized by Goethe in his "Sturm und Drang" period, "freie Rhythmen"
are associated with strong emotions, high-style, and philosophical

creation of the Schlegels, relegates it to an appendix) or the Minor (who offers both
texts side by side).

23. A few examples make this clear. In the first hymn, the prose text is divided
into three distinct paragraphs separated by numerous blank lines. The verse,
however, is one continuous passage. Ivanov's translation, taking its cue from the
prose, is also divided into three stanzas. In the interpolated poem at the conclusion
of the fourth hymn, the manuscript version (sanctioned by Etkind) consists of six
stanzas. In the "Athenaeum" (prose) variant, the verses contain an additional stanza,
as does Ivanov's translation. The sole exception occurs at the end of the third hymn,
where Ivanov uses the image of the "sun of night" rather than the "light of night."
This suggests that Ivanov was nonetheless acquainted with the manuscript version.

24. Etkind seems unaware of these textological problems. He accuses
Konevskoi (who obviously modeled his translations on the prose, since he died the
year the "manuscript” version was first published) of "ignoring" the free verse of the
original (Etkind, p. 182). Etkind himself seems not to be terribly concerned by
textological fine points. The very title of his article (which also serves as the basis
of his concluding paragraph) is based on a mistranslation (the German word is
"mythisch,” which should be rendered "mificheskii" and not "mifologicheskii”). In
fact, his entire exegesis is based on a misreading of the text; Etkind would have us
believe that Novalis's "theory of translation” (which, he explains, is a part of that
writer's general aesthetic theory) distinguishes between two types of translations.
Novalis actually differentiates among three types of translations. (The relevant frag-
ment can be found in the collection Bliithenstaub, No. 68.) In his discussion of this
fragment, Etkind refers at length to what Novalis calls a "changed" ("verindernd")
translation, incorrectly identifying this as Novalis's definition of "mythological”
translation. Etkind's article, which at times provides valuable insights, is marred by
errors of fact and judgment, and must be read with the utmost circumspection.
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content. In Russian literary history, free verse is exceedingly rare.23
Only Ivanov's contemporary Kuzmin, in his "Alexandrian Songs,” had
succeeded in popularizing it. Ivanov's use of this meter would there-
fore have created a strikingly "modernist” association inappropriate
for Romanticism. Ivanov did render the celebrated "Abendmahl"
("Communion") hymn of the "Geistliche Lieder” in free verse, but that
was a single, relatively short poem, deliberately set off metrically from
the other poems.2® In order to preserve the poem's special status
within a cycle, it was necessary to retain its unusual metrical form.2’

Textological, poetic, and historical evidence all suggest that Ivanov
chose to work with the prose version of Novalis's "Hymns to the
Night." The fundamental question therefore concems Ivanov's poetic
realization of what he perceived as a prose text. His ideal was not to
remain true to each nuance, but to create poetry that would communi-
cate with the urgency and intensity of the original. To accomplish
this task, Ivanov relies to a large extent on what will henceforth be
termed the "metrical semantics” of the Russian verse tradition.

Novalis's first "Hymn" introduces the opposition between day and
night on which the entire cycle is based. The poet begins by lavishing
praise on the day: "Seine Gegenwart allein offenbart die Wunder-
herrlichkeit der Reiche der Welt" ("Only its presence reveals the
wondrous magnificence of the world's reaims"). However, after this
lengthy introduction, the poet tumns his attention "to the holy, in-
expressible, mysterious night" ("zu der heiligen, unaussprechlichen,
geheimniBvollen Nacht"). When compared to the night, the day's
grandeur becomes insignificant: "Wie arm und kindisch diinkt mir das
Licht nun—wie erfreulich und gesegnet des Tages Abschied." ("How
poor and childish the light seems to me now—how joyous and blessed
the day's parting.") Novalis's night is the time of mystical initiation,
which he expresses through a series of powerful and paradoxical im-
ages. The hymn closes with an ecstatic vision: the poet "awakens" and,
seeing the true nature of the universe, comes into contact with his

25. Russian nineteenth-century poets had in no way prepared the reception of
free verse. Tyutchev, for example, when translating Heine's "Nordsee” poems
(written in free verse), simply ignored their unusual form, preferring to render them in
traditional Russian meters.

26. In 1929, he also translated the "freie Rhythmen" of Goethe's drama "Pro-
metheus,” keeping extraordinarily close to the rhythms of the original. However,
this work, done on commission, was conceived and executed under very different
circumstances from the Novalis translations.

27. Ivanov read the "Geistliche Lieder" as a cycle, unaware that Tieck (and not
Novalis) had created the cycle and selected the poems. Cf. Seidel, pp. 11-46.
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"tender beloved." He begs for a mystical cleansing by fire, in order
that he may be forever united with her.

In a short speech on Novalis to a group of aspiring poets, Ivanov
said, "Novalis has a way of throwing out a whole bunch of images
and—understand them as you will."?® In addition to coming to terms
with the complicated abstract imagery of the original, Ivanov con-
fronted another significant problem: finding the appropriate meter to
express the metaphysical content.

Ivanov chose to render the first hymn in iambic pentameter, with-
out thyme and without caesura (the "blank verse" of English
prosody). To recreate the logic behind his decision, it is necessary to
know the meter's semantic associations. Unrhymed iambic pentameter
has a rich tradition in Russian poetry, yet it was by no means a natural
Russian meter. Zhukovsky had "imported” it from Germany for two
1816 translations from Johann Peter Hebel.2? (This German lineage is
not insignificant in the context of Novalis translations.) As their titles
imply ("Tlennost™ and "Derevenskii storozh v polnoch—"Perisha-
bility" and "The Village Guard at Midnight"), these poems discuss
questions of mortality and permanence. Thus, from its very inception
in the Russian tradition, the unrhymed iambic pentameter was
associated with philosophical content.

Zhukovsky's metrical innovation at first attracted ridicule from
contemporary poets, Pushkin among them.3® However, such negative

28. F. I. Kogan, TsGALI f. 2272, op. 1, ed. khr. 33, 1. 27.

29. See Gasparov (1984), p. 116. Zhukovsky first introduced the rhymed iambic
pentameter (in 1811), and then, with the help of Hebel's German model, moved on to
the unrhymed iambic pentameter without caesura. The meter can occasionally be
found in the translations of Russian eighteenth-century poets (e.g., Lomonosov's
version of Horace's "Exegi monumentum”), but these poems were exceptions that
never entered the standard repertoire.

30. See the commentary in Zhukovsky, vol. 1, p. 449. In 1819, Batyushkov
wrote to Zhukovsky, "I ask you to write to me; how much work can 1t be, when you
have time to write to all the young ladies and still have time to translate some Pindar
of Basel into some sort of pentameter verses.” Pushkin's critique took the form of
parody. "Perishability” begins with a child speaking to his grandfather: "Tlocnymait,
Henymka, MEe KaXnuii pa3, / Korga Barnsay Ha sToT 3aMok Perutep, / TlpuxonuTt B
MBICTIL: 9TO, eci To X ciyuurcs / U ¢ Hawedf xuxunmoi?” ("Listen, grandfather,
every time / When I gaze at the Rotiler castle / The thought enters my mind: what if
the same thing also happens / To our little house?"). Pushkin repeats the first two
lines verbatim, then, instead of the words that introduce the philosophical theme of
the poem (perishability), substitutes his own "verse”: "IIpMXOAUT B MHCIIb: YTO, €CIIK
310 mpoza, / Ha u gypuas? .. " ("The thought enters my mind: what if this is prose, /
And bad prose at that? . . ). Years later, Pushkin turned to this very meter to discuss
the theme of perishability in one of the masterpieces of Russian poetry, " . .. Vnov'
ya posetil” (" . .. Again I visited").
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reactions did not prevail; Russian "blank verse" soon became the meter
of choice for dramatic works (Zhukovsky's translation of Schiller's
"Die Jungfrau von Orleans” and Pushkin's "Boris Godunov")3! as well
as meditative, philosophical lyrics. Etkind has suggested three such
poems by Lermontov entitled "Night" (1830) as direct subtexts for
Ivanov's choice of meter.32 This assertion seems forced, as the resem-
blance stops at the general thematic level. Aside from conventional
associations of night and death, there is little reason to see Ivanov's
poem as a direct response to Lermontov: the same metrical and
thematic constellation can already be found in Zhukovsky's
"Perishability." Nevertheless, Etkind correctly notes that the meter
carries certain associations. Ivanov invokes the life-and-death subject
matter as well as the solemnity of the Russian unrhymed iambic
pentameter.

Ivanov's translation of the hymn's last few lines gives a sense of his
ability to manipulate the meter. Novalis's text reads: "nun wach ich—
denn ich bin Dein und Mein—du hast die Nacht mir zum Leben
verkiindet—mich zum Menschen gemacht—zehre mit Geisterglut
meinen Leib, daB ich luftig mit dir inniger mich mische und dann
ewig die Brautnacht wéhrt" ("now I awake—for I am yours and
mine—you have announced to me that night is life—[you have] made
me a man—consume my body with spiritual fire, that I, like air, may
mix myself more intimately with you and then the marriage night will
last eternally").

51 HhiHe GonpeTBYIO: 4 TBOM M CBOM;

TH XM3HBI0 HOYH TBOPHIIL M B Helt MeHS
Brepsnie genoBeKOM. 3Ty IIOTH

CoXTH orgeM RyXOBHHM, UTO 6 BosayurHei
Te6st npoEnk — ¢ ToGoM# cMetancs s,

Y Gpaunoit HOUBIO cTaeT HOYEL Ha Bek.>?

In terms of semantics, Ivanov's text is surprisingly accurate. However,
his poetic rendering nonetheless creates its own atmosphere. Novalis's
text is composed of short interjections that give a breathless, sponta-
neous quality to his words. Ivanov's translation is measured, even

31. Pushkin's choice of "blank verse" in historical drama may well have been
suggested by Shakespeare's powerful example, not by Zhukovsky.

32. Etkind, pp. 181-82.

33. "Now I am awake: I am yours and mine; / You make night into life and make
me in it / A person for the first time. This flesh / Burn with a spiritual fire, so that
more airily / I would enter you—I would mix with you / And the night will become a
wedding night forever.”
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solemn. The intricate syntax and elaborate constructions slow down
the pace. Despite the syntactic complexity, Ivanov creates a sense of
urgency through enjambement. The dramatic effect of this passage
depends on four consecutive enjambements that end with the penulti-
mate line. This technique sets off the final line, an expression of the
eschatological hope to which the entire poem has led. Ivanov gives
this crucial statement special solemnity by realizing all five conceiv-
able stresses—"I brachnoi noch'yu stanet noch' navek.”" He takes ad-
vantage of formal features of Russian verse to underscore Novalis's
semantics, interrupting enjambement (a device that relentlessly pushes
the reader forward) with its formal "opposite” (a line without pyrrhic
feet, which forces the reader to slow down).

After the ecstatic mysticism that concludes the first hymn,
Novalis's tone changes radically. The second "Hymn," much shorter
and far less emotional than the first, opens with a question: "Muf im-
mer der Morgen wiederkommen?" ("Must the morning always re-
tum?"). The remainder of the poem answers this question by affirm-
ing the ultimate superiority of night. The hymn concludes with a
paean to "holy sleep" ("heiliger Schlaf"), which is contrasted to physi-
cal (temporary) sleep.

Ivanov renders the second hymn in trochaic pentameter. Once
again, our main interest is in determining the poetic "logic" behind his
choice. In this case, Novalis himself may have suggested this meter in
the hymn's opening questions: "MuB8 immer der Morgen wieder-
kommen? Endet nie des Irdischen Gewalt?" With one exception (the
word "immer"), this passage, if read as poetry, would scan as two lines
of trochaic pentameter. Metrical semantics, however, supplies an
additional reason; the Russian trochaic pentameter is historically
linked to the German poetic tradition. Russian translators "imported”
the meter in order to render German poetry.34 In the German
tradition, it was a standard metrical form, often used for philosophical
lyrics, e.g., Schiller's "Die Gotter Griechenlands" ("The Gods of
Greece") and "Das Ideal und das Leben" ("The Ideal and Life").

Ivanov, extraordinarily faithful to the semantics of the original,
uses his command of poetic form to emphasize certain aspects of
Novalis's hymn. The translation opens with an octave (rhyme scheme
A-b-A-b-A-b-C-C).

Begno 15 GygeT, B MuT cBOi OOBqalfHb
Henn ceraTs? 3eMHOIO BIIACTH BEYHA 157
Y pomrxso 1w nop cyerost ciiygaitroit
HuxsyTh Hous Belad nevams?

U mobopHbIi HiIaMeHb XepTBH TatHOM

34. See Gasparov (1984), p. 117.
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Yracars, eBa 3aphenia gams?
Caera CpOK, M KpyT eT0 — pa3MepeH;
Bech OpocTop BeeneHHOI Houn BepeH.>

As in the original, the passage consists of a series of questions fol-
lowed by an answer. Ivanov uses the octave to highlight this structure.
The first six lines, characterized by emjambement, contain the ques-
tions. In these lines the "a" vowel sound is predominant, accounting
for eleven of twenty-four stressed vowels, including all six rhymes.
The final two lines, set off as a couplet, reveal the "answer." The vowel
"e" becomes the dominant sound (five of nine stresses) and the
stressed "a" is omitted completely. (The change is most noticeable in
the rhymes.)

The central concept of the entire hymn sounds forth in the very
first word ("Vechno"—"eternally"). It recurs in parallel position in the
passage that follows the octave ("Vechno dlitsya son. O, son
svyashchennyi ... ").36 After the octave, Ivanov reverts to unrhymed
lines, but retains the trochaic pentameter. He uses only feminine line
endings, creating an incessant string of trochaic rhythms for the
hymn's remaining seventeen lines. The translation is unusually faith-
ful both to the semantics and syntax of the original. Novalis ends the
second hymn with the image of sleep as salvation: "daB aus alten
Geschichten du himmel6ffnend entgegentrittst und den Schliissel
trigst zu den Wohnungen der Seligen, unendlicher Geheimnisse
schweigender Bote" ("that you step forward, opening heaven, from old
stories and [you] carry the key to the abode of the blessed, [you]
silent messenger of endless mysteries"). Ivanov's faithful translation
ends on an exclamatory note:

... 9TO CTapuHHOM caroit
TH Hac IMBaM YIHMIUD BEKOBEUHBIM,
Coa, xm04Yaph o6uTenH 6aXeHHEIX,
Talta GeccMepTHHX BECTHMR MOJYaIMBLIA!

. . . that like an ancient saga
You teach us eternal miracles,
Sleep, sacristan of the abode of the blessed,
Silent messenger of immortal mysteries!

35. "Will the day eternally dawn at its usual time? Is the power of earth eternal?
And must the prophetic sadness of the night bend under fortuitous bustle? And [must]
the love-flame of a secret sacrifice go out as soon as the vista has reddened? The time
of light and its orbit are measured; the entire expanse of the universe is true to night."

36. "Sleep lasts eternally. O, sacred sleep . .."
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The image of sleep as a "sacristan" is not found in the original.
However, Novalis's passage, rich in religious connotations, warrants the
addition. In biblical usage, for example, the Russian "obitel” exactly
corresponds to the German "Wohnung" (cf. John 14:2).

In the context of the entire cycle, Novalis's third hymn occupies a
position of special importance. In terms of tone and subject matter, it
differs radically from its predecessors. While the first two hymns are
meditative lyrics, the third is closer to narrative. The metaphysical
musings of the first hymns give way to specific memories as the poet
recalls a visionary moment at the grave of his beloved. The biograph-
ical element, only implicit in the earlier hymns, becomes unmistak-
able. Novalis employs a lexicon that closely recalls his visits to Sophie
von Kiihn's grave, as recounted in the diaries of 1797.37 This textual
interference between diary and poetry has caused scholars to desig-
nate it as the "Urhymne," the first to be written and the foundation of
the entire cycle.38

Ivanov reflects Novalis's strikingly new tone in his choice of me-
ter. He uses unrhymed alternating amphibrachic tetrameter and am-
phibrachic trimeter, dividing the poem into four-line stanzas with
masculine cadences in the first and third lines and feminine cadences
in the second and fourth. In terms of the entire cycle, this choice of
meter unambiguously sets off the third hymn. It is the first ternary
meter (the first hymn was rendered in iambs and the second in
trochees). However, Ivanov does not choose this meter simply to dis-
tinguish this hymn from the others. In the history of Russian verse,
amphibrachs have a specific association. They were rarely used until
the beginning of the nineteenth century, when they became the meter
of choice for rendering German ballads.3® Zhukovsky, who initiated
and canonized this practice, especially favored amphibrachic tetrame-
ter or alternating amphibrachic tetrameter and trimeter (the form that
Ivanov uses in the third hymn). This form then began to be used by
various Russian poets in original ballads.

Ivanov, with his keen sense of metrical semantics, was surely aware
of both of these associations (German poetry and the balladic genre).
Yet there was a more specific reason for his choice of meter. Russian

37. See Griitzmacher, in Novalis (1977), pp. 242-43, for a comparison of the
relevant passages.

38. Whether the hymn was actually written the same year as the diary entry is of
course unclear. More recent scholars (i.e., after Ivanov's time) have voiced doubts.

39. The German ballads were written in meters resembling what would later be
called a "dol'nik” in Russian versification. Since this meter was not in the repertoire
of nineteenth-century Russian poetry, a more "natural” meter was chosen to substi-
tute. For an explanation of why the amphibrach was most suitable, see Gasparov
(1984), p. 121.
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poems in amphibrachs, whether translations or original poetry, were
rhymed. Ivanov's translation is not. In the Russian nineteenth-cen-
tury tradition, only one poem was written in unrhymed alternating
amphibrachic tetrameter and trimeter: Zhukovsky's "Teon and
Eskhin."40 In choosing this meter for his translation, Ivanov thus cre-
ated a set of associations and expections for a knowledgeable Russian
reader.

Zhukovsky wrote "Teon and Eskhin" in 1814, a time when he was
first experimenting with amphibrachic ballad forms. In this poem,
references to Zeus and Bacchus, as well as the stylized names of the
main characters (i.e., Teon and Eskhin), set a tone that is neo-classical
rather than Romantic. Nevertheless, the poem has obvious thematic
relevance to Novalis's third hymn. Its content can be summarized
quickly: Eskhin returns home after a long absence, having experi-
enced disappointment. He meets Teon, a friend of former years, who
has suffered a similar fate. Deep in thought, Teon sits at the grave of
his beloved. The remainder of the poem is devoted to Teon's plaint.
Zhukovsky's poem contains both stylistic and semantic parallels to
Ivanov's translation from Novalis:

Yeot! g mo6ui . . . ¥ ee yxe Het!
Ho caacTbe, BIBOEM CTOINb XMBOE,
Hagexu nb ucuesno? Y npexnue nHK
Borie 101 cTOE GHUTH IpeeCTHB?

O, Het, HMKOTTa He HOrMGHET MX CIIEL;
JIns cepnna npoluesiiee BEYHO.

CrpanaHbe B pa3iyke ecTh Ta Xe J1I000Bb;
Hap cepnneM yTpaTa GeccuibHa,

M cxop6k o morublieM He eCTh Jii, DCXHH,
OO6eT Heu3MeHHON HANlEXKAH!:

Yro roe-To B 3HAKOMOI, HO TaifHOM cTpaHe
ToruGiee HaM Bo3BpaTHTCSH?

KTo pa3 nomo6un, Tor Ha cBeTe, MOM ApYT,
¥YXe ogHHOKMM He OygeT. . .

Ax! cpeT, rjie ona TIpeqo MHOIO NBeJIa, —
OH ToT Xe: BCE €20 OH HOJOH . . .M

40. 1 am grateful to M. L. Gasparov for drawing my attention to this poem.

41. "Alas! I loved her, and she is no more! / But the happiness, so alive when we
two were together / Did it disappear forever? And were the former days / So beautiful
for nothing? / Oh, no, their trace will never perish. / For the heart the past is eternal.
/ Suffering in separation is the very same love. / Loss is powerless over the heart. /

o R R R
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In this passage, Teon refuses to accept a permanent separation, stating
that death cannot triumph over love. He suggests the possibility of a
future meeting in a "known, but mysterious land.” Finally, he notes
that his beloved has left her mark on this world, and that she is there-
fore still with him. The lexicon of Zhukovsky's poem is characteristic
of the standard nineteenth-century elegy. Ordinarily, the fact that
many of these words ("skorb™, "nadezhda," "odinokii" "bessil'no",—
"grief," "hope,” "lonely,” "powerless") recur in Ivanov's translation
would not be particularly significant. After all, the subject of a
lamentation requires a specific set of lexical choices. Nevertheless,
given the remarkable metrical and thematic resemblances already
noted, these specific echoes serve to heighten the poems’ similarities.

Ivanov's translation parallels Zhukovsky, but only up to a point.
Teon's conclusion is far removed from that of Ivanov (and Novalis).
Despite some moments suggesting the possibility of mystical com-
munication with the "other world,” Zhukovsky's poem ends in resig-
nation. Teon praises Zeus, asserting that one must become reconciled
to one's fate. In short, Zhukovsky's poem discusses various mystical
notions (meeting with the dead, the grave as a door to happiness), be-
fore reaching its rather staid conclusion ("Khvala zhiznedavtsu
Zevesu!"—"Praise to life-giving Zeus!").

Novalis's third hymn and Ivanov's translation are structured differ-
ently. Rather than discussing the possibilities of occult experience,
they record an actual visionary moment. They trace a path not from
grief to resignation, but rather from grief to a mystical union.
Ivanov's rendering of this hymn thus creates a complicated intertex-
tual web. Like all of the Novalis translations, it draws on Ivanov's own
poetic and symbolic world as reflected in both his poetry and his
diary. Additionally, it presents a rewriting of Russian Romanticism, as
portrayed in Zhukovsky's poem.

Novalis's hymn depicts the utmost grief and is characterized
stylistically by long sentences:

Einst, da ich bitire Thrinen vergoB, da in Schmerz
aufgeldst meine Hoffnung zerrann, und ich einsam stand
am diirren Hiigel, der in engen, dunkeln Raum die Gestalt
meines Lebens barg—einsam, wie noch kein Einsamer
war, von unséglicher Angst getrieben——kraftlos, nur ein
Gedanken des Elends noch.—Wie ich da nach Hiiife
umherschaute, vorwirts nicht konnte und riickwirts

And the grief over the departed, is it not, Eskhin / A promise of immutable hope: /
That somewhere in a known yet secret country, / The departed will return to us? /
Whoever loved once, my friend, / Will never be alone on the earth . ../ Ah! the world
where she bloomed before me,— / It is the same: it is still full of her ... "
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nicht, und am fliehenden, verloschten Leben mit un-
endlicher Sehnsucht hing.*?

Ivanov's translation, through polysyndeton, reflects the syntax of the
original. The anaphoric "I" ("And"), repeated six times, conveys the
unrelenting misery of the poem's opening:

OpnHaXx/bl, KaK cle3H JTNINCE U3 oYelf,
U B cxopbs pacTBOpsIIachH HaeX /12,

U s y xyprasa cyxoro crosin

T'ne XKu3HE MOSI TIIENIa B MOT'HIIE,

M 6b11 oDMHOK, KaK HMKTO HHUKOrOa
B riyxoit me cupoTcTBOBaN Aoine,

Bez cuit HeckazamHOM TOCKOIO TOHMM,
Becs, — cMepTHast 6o M YHEIHEE,

M nmomoum Xai, a HOTH HY Biepen

He Mor Hu Hazap nepenBHHYTE,

M Bce X ynepXaTh YCKOb3aBIIYI0 KH3Hb
Xoren, a oHa MccsKana . . .

As in "Teon and Eskhin," the protagonist stands at the grave of his
beloved and mourns her death. The unusual metrical form, combined
with the common theme of mourning and the appropriate lexicon,
makes the resemblance to Zhukovsky's poem unmistakable.

Yet there are elements that can be explained neither by Novalis
nor by Zhukovsky. For example, one is immediately struck by
Ivanov's idiosyncratic use of sound instrumentation. Particularly no-
table are lines such as "odinok, kak nikto nikogda" and "I vse zh ud-
erzhat' uskol'zavshuiu zhizn'." Moreover, certain lexical choices (e.g.,
"sirotstvovat™'—"to be an orphan,” as well as "toska"-—"yearning")
depart from both Zhukovsky and Novalis. Such freedoms must be
understood in the more general biographical context of Ivanov
himself. The theme of graveside revelations had tremendous

42. "Once when I poured bitter tears, when my hope dissolved into pain, and I
stood alone on the bare hill, which in narrow, dark space hid the figure of my life—
alone, as no lonely person has ever been, driven by unspeakable fear—powerless, a
mere thought of misery.—As I looked around for help, could not go forwards or back-
wards, and hung on to fleeing, extinguished life with endless yearning.”

43. "Once, when tears flowed from my eyes, / And hope dissolved into grief, /
And I stood at the dry funeral mound, / Where my life decayed in the grave, // And was
lonely, as no orphan ever / Had been on the dull earth, / Without strength, driven by
unsaid longing, / All extreme pain and dejection, // And I waited for help, but my legs
neither backward / Nor forward could move, / And nevertheless to hold onto life as it
slipped away, / I wanted, but it [i.e., life] dried up . .. "
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significance to Ivanov in 1909. His own diaries of this period contain
numerous descriptions of visits to Lidiya's grave, replete with visionary
experiences.#4  Specific intertextual echoes strongly suggest that
Ivanov identified himself with the poetic "I" of Novalis's poem. In the
diaries and the translations, these particular words frequently recur.?

While the lamentation of the first stanzas of the translation bears
an obvious resemblance to Zhukovsky's "Teon and Eshkin," the
semantic similarities become less evident as the poem progresses.
Indeed, the crucial theme of "night's inspiration” ("Nachtbegeist-
erung"—"Naitie Nochi") has no connection to "Teon and Eshkin."
Ivanov's poetic language (following Novalis) becomes intentionally
obscure, often combining concrete and abstract concepts within a
single image. Novalis writes: "da kam aus blauen Fernen—von den
Hohen meiner alten Seligkeit ein Didmmerungsschauer—und mit
einemmale riB das Band der Geburt—des Lichtes Fessel."4¢ The
mystical experience is a kind of rebirth, expressed metaphorically as
the tearing of an umbilical cord. The translation remains true to the
spirit, but not the letter of the original:

Brinoro 6maxencTBa ¢ HAarOpHBIX BHICOT,
W3 paneit Griioro 1a3ypHBIX, ——

Kak cyMepky, o6maK JOXHYI . . . lejleHa
Pactopriach — ¥ cBeT MHe poawuics.?’

Ivanov makes no effort to reduce the ambiguity of the original. He
adds certain favorite words to Novalis's text (e.g., "nagornyi")*® and
substitutes others. For example, to render the German "Band,” Ivanov
uses "pelena.” While the German word suggests an umbilical cord, the
Russian does not. However, it is a powerful and appropriate image in-
sofar as it connotes both birth (as "swaddling clothes") and death (as a
"shroud"). Its placement (in an enjambement) serves to dramatize the

44. See SS, vol. 2, pp. 786-87.

45. Cf. Ibid., pp. 774, 775, for a passage in the diaries where the words occur to-
gether. In regard to the poetry, see Ivanov's translation of the fifth hymn (SS, vol. 4,
p. 193), where he renders "Nach dir, Maria, heben / Schon tausend Herzen sich"—
"Mary, a thousand hearts raise themselves up to you" as "Tosku serdets, Mariya /
Beschislennykh vnemli!"—"Mary, listen to the yearning of innumerable hearts” (my
emphasis). For the crucial image of the orphan, see the discussion in chap. 8.

46. "There came a twilight shower from the blue vistas—from the heights of my
old bliss—and suddenly it tore the cord of birth—the light's chain."

47. "Joys of the past from mountain heights / From azure vistas of the past,— /
Like dusk, the cloud blew . . . the cover / Was rent—and light was bom to me."

48. See the discussion of this word in Ivanov's translation of "Liebeszahren,
Liebesflammen” in chap. 9.
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effect, since the reader must reach the following line to complete the
image. This double meaning (death and birth) has obvious relevance
in view of the vision itself, which combines images of physical decay
("Staub" or its Russian equivalent "prakh") with those of spiritual re-
birth ("mein entbundner, neugebomer Geist" or, in Ivanov's accurate
rendering, "Moi dukh vozrozhdennyi i vol'nyi"—"My spirit reborn
and free").

In short, by the end of the poem, Zhukovsky's thematics have
been left behind and only his metrical form remains. What is the
function, then, of the metrical allusion? For the Russian reader,
Zhukovsky is virtually synonymous with German literature. For gen-
erations, Zhukovsky's numerous poetic translations played the mediat-
ing role between the German and Russian traditions. To an enormous
extent, Zhukovsky's personal canon of German poets determined the
Russians' knowledge and expectations of that tradition. The Russian
Symbolists, careful and brilliant translators, were themselves raised on
Zhukovsky's renditions of German poetry. As Bryusov wrote, "All of
us 'so-called educated people'...know the German language from
our childhood, yet I would hardly be mistaken were I to say that the
majority of us know Schiller's poetry not from the originals but from
Zhukovsky's translations."*? Ivanov, whose knowledge of German can
hardly be questioned, himself pays homage to Zhukovsky's transla-
tions in Pilot Stars, when he chooses an epigraph from Schiller's
"Sehnsucht” ("Yearning"), cites it in Russian and writes below,
"Zhukovsky (based on Schiller)."5° In "Thoughts on Poetry" (1943)
Ivanov praises Zhukovsky's renderings of Schiller as an example of
translations that sound "sweeter" than the original 5!

As has been noted, the fact that Zhukovsky never translated
Novalis contributed significantly to that writer's obscurity in Russia.
In undertaking his own translations, Ivanov was in a sense continuing
where Zhukovsky left off. As Ivanov was surely aware, Zhukovsky
had created for the Russian reader a horizon of expectations for
German Romanticism. Any new translations from the German would
be read against a background of Zhukovsky's poetics. In his render-
ing of the third "Hymn to the Night," Ivanov subtly responds to these
expectations, showing a remarkable resemblance (the opening) as well
as the profound differences (the conclusion) between Zhukovsky's
worldview and that of Novalis.

49. Bryusov (1975), vol. 6, p. 105.
50. "Zhukovskii. Po Shilleru.” SS, vol. 1, p. 568. This extremely rare instance
of a foreign epigraph appearing in Russian translation indicates that Ivanov regarded

the Zhukovsky's translation as an independent work of art.
51. S§, vol. 3, p. 670.
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Novalis's fourth hymn consists of three distinct parts. Ivanov uses
three widely differing metrical forms to reflect this structure. The first
part of the poem is narrative in character. The poet tells of his sym-
bolic journey to the "Grenzgebiirge der Welt" ("border mountains of
the world"). This symbolic topography separates the realms of day
and night. Novalis's text, laden with religious imagery and biblical
references, describes a pilgrimage: "Weit und ermiidend ward mir die
Wallfahrt zum heiligen Grabe, driickend das Kreuz." ("My pilgrimage
to the holy grave became distant and exhausting, the cross [became]
heavy.")

Ivanov renders this opening section in unrhymed dactylic hex-
ameter, with occasional spondaic substitutions on the fourth foot. His
choice of a ternary meter might have been suggested by the rhythms
of Novalis's prose: "Himmlische Miidigkeit fiihl ich in mir" (the sec-
ond sentence) can be read as dactylic tetrameter. More significantly,
the third sentence (and the beginning of the truly narrative section)
consists of a rhythmical period strongly suggesting a hexameter line.
"Weit und ermiidend ward mir die Wallfahrt zum heiligen Grabe ..."

In terms of metrical semantics, the dactylic hexameter has impor-
tant associations. In the Russian poetic tradition, this meter became
popular in the Russian Golden Age. Gnedich (1784-1833) had used
unrhymed dactylic hexameter in his translation of the /liad as a
modern equivalent to the hexameter of ancient prosody. The meter
then developed an aura of antiquity. Zhukovsky, for example, chose
it for his version of the Odyssey, which Ivanov himself considered a
"classic" (i.e., canonic) translation.52

By using hexameter, then, Ivanov accentuates the epic nature of
Novalis's hymn. Indeed, Ivanov makes a semantic change that appears
to be influenced by his choice of meter. In Novalis's hymn, the pil-
grimage has a dual nature: it is at once a journey to Christ's grave and
to the grave of the beloved. By using the word "Hiigel" for the goal
of his pilgrimage, Novalis recalls the "Hiigel" of the third hymn (the
funeral mound of the beloved and site of mystical revelations).
Ivanov clearly rejects this ambiguity, carefully removing all references
to the beloved. In the third hymn, he had rendered "Hiigel" as "kur-
gan,” a traditional Slavic word for a funeral mound. In the fourth
hymn, it becomes a "kholm" (the neutral Russian word for "hill"), thus
precluding their identification. Ivanov further eliminates Novalis's
intentional ambiguity by breaking the opening paragraph into two
stanzas. In the first stanza, the poet speaks about himself:

52. Zhukovsky used the meter in a variety of poems and translations, but the
primary associations remained with the Homeric epics. See Gasparov (1984), p. 126.
For Ivanov's high regard of Zhukovsky's Odyssey (and of Gnedich's lliad), see
Al'tman, p. 311.
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Benawo HEHe, KOTHa ¥ HOCNIegHee YTpo HACTaHeT . . .
Ax, 1 ycTanocTsio ropHeif ycTan . . . (my emphasis)

Now I know when the last moming will come . . .
Oh, I am wearied by a lofty weariness . . .

In the second stanza (beginning with the fifth line), Ivanov removes
the first-person pronoun. "Weit und ermiidend ward mir die Wall-
fahrt" ("Far and exhausting was my pilgrimage") becomes "Dolog i
tomen palomnika put' ko Grobu Svyatomu" ("Long and exhausting is
the path of the pilgrim to the Holy Grave"). This small change
transforms personal experience into epic narrative.

The entire hexameter section (twenty lines in Ivanov's text) is
characterized by elevated diction and complex syntax. Such verse
corresponds to the long, complicated sentences of the original.
Novalis often uses archaisms as well as biblical language, and Ivanov
reproduces these nuances faithfully. He translates "Oben baut er sich
Hiitten, Hiitten des Friedens"S? (with its implicit reference to Matthew
17:4 and Mark 9:5) as "Stavit on kushchi svoi na vershine—kushchi
pokoya,"5* retaining the same biblical echoes. Similarly, he renders
Novalis's "promised land” ("das neue Land") as "Zemlyu Zaveta"
("Land of the Testament"), the Russian "Zavet" being the standard
term for "Testament” (i.e., Old and New Testaments).

After describing the pilgrimage, Novalis changes tone abruptly.
From philosophical considerations (the ultimate "victory" of darkness
over light) his attention shifts back to the mundane world: "Noch
weckst du, muntres Licht den Miiden zur Arbeit—fl68¢est frohliches
Leben mir ein—aber du lockst mich von der Erinnerung moosigem
Denkmal nicht."> Novalis marks this thematic change graphically,
separating the first two paragraphs from the third by means of a large
blank space. Ivanov also reflects this semantic change graphically.’

Euwe, Becensif Caer,

K ctpape u 3moGe nueit

TH 6yamus ycTanoro,

BopocTh # CUITH MHE B XKHITH JIHENIE;

53. "He builds himself huts above, huts of peace.”

54. "He builds huts above—huts of peace."

55. "Again, lively light, you wake the tired one for work—you pour merry life
into me—but you do not lure me from the mossy monument of memory."

56. In the manuscript version, Novalis makes this change even more pronounced
by switching from long lines (ten to fifteen syllables) to short lines (three to eight
syllables). It is conceivable that in this case, Ivanov responded to the graphical rep-
resentation of verse in Novalis's manuscript version. (His specific metrical choices
do not coincide with those of Novalis, but a general similarity can be noted.)

%@k«.ﬂm&n«wa- A
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Ho or MurmcTHx Kamueli
O6BeTnIamoro
IMaMsaTEnka — He oT30BeUH !’

Ivanov's new form, unprecedented in the Russian tradition,8 seems to
have been chosen as the metrical opposite of the hexameter. The
hexameter is an exacting poetic form—except for trochaic substitu-
tions (the Russian spondee, used sparingly by Ivanov on the fourth
foot), the rhythm is an unbroken string of dactyls. Because of its
origin (an imitation of classical poetry), it never thymes. Instead, the
line endings reflect the classical cadence of a dactyl and a spondee
(or, depending on one's perspective, two dactyls, the second truncated
by one syllable). The extremely short lines of Ivanov's new meter
stand out against the background of the long verses that preceded
them. While each hexameter line contains sixteen or seventeen sylla-
bles, the lines of the new form range from five to a maximum of nine
syllables. In the context of such short verses, the presence of rhyme
becomes especially apparent. One of every three words rhymes, a
stark contrast to the rhymeless hexameter introduction. In keeping
with the free, unstructured nature of the passage, the thyme scheme is
irregular. The first part has the pattern a-b-c-d-b-c-d, with the "c"
rhymes dactylic and the others masculine. The insistent end rhymes
are amplified by intemnal rhyme: "Bodrost' i sily mne v zhily l'esh'.”
The metrical level provides another jarring contrast between the two
sections. While the hexameter's distinguishing characteristic was its
strict rhythm, the new form lacks a steady rhythmic pulse. It cannot
even be considered a dol'nik, for it varies in stresses per line from one
to four.

This unique rhapsodic form ultimately leads to the poem's third
and final section, which consists of the first of Novalis's interpolated
poems. Set off from the rest of the hymn graphically, the poem nev-
ertheless shares numerous motifs, for it describes a symbolic pilgrim-
age from day to night. Novalis uses iambic dimeter, with a thyme
scheme of A-b-C-b. The feminine lines do not rhyme, but are con-
nected by consonance (wall ich/Stachel, Zeiten/trunken, Leben/oben,
etc.). Ivanov retains the metrics of the original and even takes into ac-
count the unusual rhyme scheme by using A-b-A-b, where the femi-
nine rhymes are impure (i.e., kazhdyi/vlazhnoi, dal'nei/opochivan'ya,
kipuchii/kruchi, etc.):

57. "Again, merry Light, / To everyday toil, / You wake the tired one / You pour
cheer and strength into my veins; / But from the mossy stones / Of the decrepit /
Monument—you don't call [me] away!"

58. It anticipates the form Bely was to use in his 1918 "Khristos voskres"
("Christ is risen”). Gasparov gives an account of this form in Balashov, pp. 452-53.
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Hiniiber wall ich

Und jede Pein

Wird einst ein Stachel
Der Wollust sein.

Noch wenig Zeiten
So bin ich los,

Und liege trunken
Der Lieb im Scho8.%

WUny, v xaxnbit
Tpomsl KpeMeHb
Cymur MHe BIaXHON
ITpoxmagsl CEHb.

Wny: He nanbHel
MHEe CBeTHT [elb —
OnounBaHbs
Hebecusit xmerms. %

This section develops the pilgrimage theme of the pgem's opening.
Since Ivanov uses an equimetric translation, the question of metrical
semantics does not arise. Nonetheless, a detailed analysis reveals other
ways in which Ivanov uses the Russian tradition to give adc.lxpo.nal
meaning to Novalis's verses. To mention only one: for Novalis's im-
age of pain becoming a thom of joy, Ivanov substitutes the phrase
"tropy kremen" (a "flinty path"), which nevertheless promises a cover
of moist coolness. For a Russian reader, these lexical choices recall
Lermontov's celebrated "Vykhozhu odin ya na dorogu” ("Alone I go
out onto the road"). In the second line of this poem, Lermontov
writes of the "kremnistyi put™ ("flinty path"). Moreover, Lermontov
concludes by expressing the hope that he will lie peacefully, under the
cooling breeze of an oak tree. . .

The fifth hymn, the most complicated and lengthiest of the entire
cycle, is at once a mythopoeic version of the history of man, a treatise
on death, and a religious confession. Novalis creates a detailed
mythological foundation for the philosophical assertions of the earlier
meditative hymns. In view of the hymn's length, the present analysis
must limit itself to a few central passages that best illuminate the larger
concerns of this chapter, i.e., Ivanov's poetic realization of Novalis's
mythical constructs.

59. "Thither I make my pilgrimage and every pain will ultimately become a
thorn of bliss // A little time yet and 1 am free, and I lie drunken in thg lap of love."

60. "I go and every slate of the path promises me a cover of moist coolnes"s. /1
go: from not far my goal shines to me—the heavenly hops of the bed-chamber.
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Except for Novalis's interpolated poems (which Ivanov renders in
the meter of the original), Ivanov translates the fifth hymn in un-
rhymed iambic pentameter (without caesura), a metrical form familiar
from his translation of the first hymn. However, these poems belong
to different genres. The first was a philosophical meditation, while the
fifth is a narrative. In this case, the rhythmical period of the German
original, which suggests a ternary meter, cannot explain Ivanov's deci-
sion to use iambs.®! The answer to this problem must be sought in the
history of Russian verse. In the Russian tradition, unthymed iambic
pentameter was used not only for philosophical lyrics, but also for
epic tales. Once again, Zhukovsky played the pioneering role by
writing numerous narratives in this form.62 Within the apocalyptic
context of the fifth hymn, it should be recalled that Zhukovsky had
also used this meter in translations from "Revelation,” written in 1851—
1852.

Novalis's poem opens on an extremely somber note: "Ueber der
Menschen weitverbreitete Stimme herrschte vor Zeiten ein eisernes
Schicksal mit stummer Gewalt. Eine dunkle, schwere Binde lag um
ihre bange Seele . . . "83 Ivanov's rendition of this passage exemplifies
a striking disregard for the letter of Novalis's poetry:

I'myxoneMol HacTyX, Xe3/oM Xelle3HHM
ITac npesne Pok 3emHBIe IeMeHa.

Bein pobkuif yM cnenoxoo neneHoi
Onononren.®

The nightmarish vision of a "shepherd" (a reversal of standard biblical
imagery—for example, Psalm 23, "The Lord is my Shepherd") with a
"zhezl zheleznyi" ("iron rod") has no connection to Novalis, yet is
familiar from "Revelation" (2:27, 12:5, 19:15). In Zhukovsky's ren-
dering, Ivanov had a biblical model in unthymed iambic pentameter:

... M u3 ycr Ero med ocTpsiit
Ha xazns napopoB ucxopun, OH ux
Hacem xcearom xcereznum . . .5

61. The latter part of the first line is clearly dactylic. "Ueber der Menschen
weitverbreitete Stimme herrschte vor Zeiten ein eisernes Schicksal mit stummer
Gewalt" (my emphasis). The second line is in a binary meter, but it is trochaic, not
iambic: "Eine dunkle, schwere Binde lag um ihre bange Seele . .. "

62. Cf. Gasparov (1984), p. 119.

63. "Long ago an iron fate ruled with silent force over the widespread clans of
men. A dark, heavy band lay around their fearful soul ... "

64. "Fate, a deaf and dumb shepherd, / Of old tended the tribes of earth with an
iron rod. / The timid mind was by a blind band / Imprisoned.”

65. "And from His lips a sharp sword / Was extended for the execution of na-
tions; / He tends them with an iron rod" (il. 606-8).
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Ivanov's version synthesizes these biblical references with images
loosely derived from Novalis's text. From Novalis's "mit stummer
Gewalt,” Ivanov selects the word "stumm" (normally "mute” or, in
Russian, "nemoi") and then adds the modifier "deaf.” This "deaf and
dumb” despot is complemented by the "blind" bond that enslaves
man. The semantic choices are clearly made in accordance with the
poem's sound fabric. In addition to the alliterative pairs "pastukh/pas,
"zhezlom/zheleznym" one is struck by the repeated "p," "1,” and "n"
sounds. Thus the words "plemena, slepoyu, pelenoy, and opolonen"
become related through paronomasia.

The fifth hymn contains a number of Novalis's most crucial philo-
sophical insights. His treatment of the relationship between the an-
cient Greek and Christian worlds deserves special attention, for this
theme had obvious importance for Ivanov. Novalis describes the birth
of Christ as the beginning of the "new world." "In der Armuth dich-
terischer Hiitte—Ein Sohn der ersten Jungfrau und Mutter—
GeheimniBvoller Umarmung unendliche Frucht. Des Morgenlands
ahndende, bliitenreiche Weisheit erkannte zuerst der neuen Zeit
Beginn—zu des Konigs demiithiger Wiege wies ihr ein Stern den Weg.
In der weiten Zukunft Namen huldigten sie ihm mit Glanz und Duft,
den héchsten Wundern der Natur."®6 Without direct quotations or
even proper names, Novalis clearly draws on the biblical account of
Christ's birth.

Ivanov's rendering of these lines is semantically faithful. He fol-
lows Novalis's lead, not hesitating to make the biblical allusions ex-
plicit. In the translation one finds the "yasli" ("manger") in Luke 2:7,
the "zvezda na vostoke" ("star of the east") from Matthew 2:2, and the
"zoloto," "ladan,” and "smirnu" ("gold, incense, and myrrh") of
Matthew 2:11.

Tlon mymuym kpoBoM, [esrl Cuin, o&saTHi
TauHCTBeHHBX HeM3peUeHHRH W0,
Bocroka TaifHy BHfieHbe BCTpevasio
BpeMeH nEBIX CBSIIEHHOE HAYalo:

K cMupeHHBIM sicaM 1it71a 3Be3/ia B HOUH.
Hecmu Ilapio BoJIXBH IMBaH U 371aTO

U cmupry — Bee, UeM ecTecTBO Goraro,
Ipsigyumx Taks npopoxyu — Toamaumn.®’

66. "In the poetic hut of poverty—a son of the first virgin and mother—the un-
ending fruit of secret embrace. The orient's anticipatory, blossoming wisdom first
recognized the beginning of the new age—a star showed it the way to the king's hum-
ble cradle. In the distant future they paid homage with light and fragrance to him, to
the highest miracles of nature.”

67. "Beneath a poor roof, the Son of the Virgin, the ineffable fruit of mysterious
embraces. The vision met the East's mystery, the holy beginning of other times: the
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Ivanov's most radical change occurs on the formal level. In rendering
this passage about the birth of Christ, he turns to rhymed verse.
Novalis, who gives the whole passage in rhythmic prose, in no way
suggests such a striking stylistic change. For Ivanov, the birth of
Christ forms the hymn's climax and, as such, must be given special
emphasis. The sudden application of rthyme should be understood as
part of Ivanov's poetic interpretation. He reflects Christ's birth, an or-
dering of the universe, in the poetic material-—-in rhyme, the most ob-
vious way to structure verse. The "new world" is thus set apart from
the "old world."¢8

The rhyming section, continuing for twenty lines, is interrupted by
three unrhymed lines that announce the arrival of a mysterious singer.
Scholars of Novalis's work have long disputed the identity of this fig-
ure.%® For present purposes, it is sufficient to recognize that he in
some way represents the classical world: "Von femer Kiiste, unter
Hellas heiterm Himmel geboren, kam ein Singer nach Paldstina und
ergab sein ganzes Herz dem Wunderkinde." ("From a distant coast,
born under the joyous sky of Hellas, a singer came to Palestine and
gave his entire heart to the miraculous child.") Ivanov renders the
passage faithfully:

M ¢ panbHKX GeperoB IpHuilell Iepel,
Ton scHRM HeGOM TTMHCEMM POXIeHHEH,
H oTpoky Bcio oymy OTHAI OH.

And from distant shores came a singer,
Born under the clear Hellenic skies,
And he gave his whole spirit to the youth.

With this strong emphasis on the "0" vowel sound, Ivanov introduces a
new rhymed passage. In this case, the change to rhymed verse is dic-
tated by Novalis, who uses an octave to render the singer's words. As

star in the night went to the humble manger. The magi, interpreters, prophets of fu-
ture mysteries, brought to the Tsar incense, gold, and myrth—everything with which
nature is rich.”

68. One finds a curious parallel to this technique in the second part of Goethe's
Faust, where Faust's meeting with Helen of Troy is depicted on the level of poetic ma-
terial as a change from unrhymed hexameter (ancient Greek versification) to rhyme
(modern German versification).

69. For an overview of the relevant scholarship, see Balmes, in Novalis (1987),
vol. 3, pp. 81-82. In his essay on Novalis (SS, vol. 4, p. 277), Ivanov identifies the
singer as Orpheus.
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usual when rendering the interpolated poems, Ivanov follows the met-
rics of the original.”0

Trl — OHBIA 10OHOMIA, Uel UK HedanbHbIf

Mp1 3peTh NPUBLIKIM Ha KAMHSIX MOTHIIBHBIX.
Om 65U1 HaM f1aH KaK TBoi npooGpas NambHMi,
Tlepsuuo10 NapoB TBOMX OOMIBHEIX.

B pyke fepXa OH CBeTOY NOrpedaNLHELH

On unige Gpaunbii ceerou <2 Hp36p.>
XKernanna cMepTh — CBATHIX O71aXXEHCTB HA4allo.
Tot — cMepTh, ¥ Tol X y CMepTH OTHSLI xayo.”

Keeping Novalis's semantics largely intact, Ivanov applies an ex-
tremely personal poetic style. Once again, the stressed "o" obtains se-
mantic weight: from "ofroku vsyu dushu otdal on" to "Ty—onyi
yunosha,” where "onyi" clearly refers to "on."’? In the crucifixion
scene, fifteen lines later, Ivanov includes the final touch, raising "on"
to "On." The semantic constellation of "lik" ("visage") and "zret™ ("to
see") provides another link to Ivanov's poetry; these two words occur
together frequently in a context of mystical knowledge.”® Yet another
detail should be noted: in the phrases "On byl nam dan kak Tvoi ..."
and "Ty—Smert’, i Ty zh u Smerti ... ", monosyllabic words dominate.
To an extent, Novalis himself suggests this technique (cf. "Du bist der
Tod und machst uns erst gesund”). However, such a phenomenon is
much less striking in German than in Russian, which severely limits
the possibility of consecutive monosyllabic words.”* In his poetic
practice, Ivanov favors such constructions as a means of adding em-
phasis. The historical source of this device is ancient Greek prosody,
for monosyllabic words serve as the Russian equivalent to the Greek

70. Uncharacteristically, Ivanov uses only feminine rhymes, while Novalis al-
ternates.

71. "You are that youth, whose sad visage / We have grown accustomed to see on
tombstones. / It [i.e., the visage] was given to us as Your distant archetype, / As the
first of Your abundant gifts. / In his hand he held a funeral torch: / Now he {two words
are illegible in the manuscript] a wedding torch. / Death is desired as the beginning of
holy bliss. / You are Death, and it is You who took the sting away from Death."”

72. Cf. the discussion of Ivanov's translation of ""Ich weiB nicht, was ich
suchen konnte” in chap. 7.

73. Cf. the discussion of "Wer einmal, Mutter, dich erblickt" in chapter 7.

74. Cf. Averintsev (1975), p. 154. "In German, not to mention English, there
are many more monosyllabic words [than in Russian] and their brevity is therefore
not so striking as it was already in Derzhavin's line: 'T am a tsar,—I am a slave—I am
a worm—I am a god. ('Ya tsar,—ya rab,—ya cherv’,—ya bog!") Ivanov's verse
gives monosyllabic words special semantic power."
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spondee.”S In the context of the present passage—the only point thus
far in the entire course of the "Hymns to the Night" where Ivanov uses
strings of monosyllabic words—it can hardly be coincidental that the
speaker of these lines is a Greek. Ivanov describes the meeting of
Christ and antiquity both semantically and formally.

From the point of view of metrical semantics, the final hymn
needs no discussion. Novalis writes a poem in iambic tetrameter (with
lines two and four in trimeter). As always in the interpolated poetry,
Ivanov translates in the meter of the original. Nonetheless, Ivanov's
specific treatment of Novalis's meter deserves a brief commentary.

In the hymn's final stanza, Ivanov departs from Novalis's text in
tone and substance:

Hinunter zu der siien Braut,

Zu Jesus, dem Geliebten—

Getrost, die Abenddimmrung graut
Den Liebenden, Betriibten.

Ein Traum bricht unsre Banden los
Und senkt uns in des Vaters SchooB.”®

K HeBecTe cHUmET B IITyGH Hefip,

B cens cmepTH k Uncycy!

Tocyn 3apu BegepHeit mweap:
Tocnennemy uckycy,

O cxop0s mo6BH, TOKOpHA 6yIb!

B oM oruuit, Hous, — xpbiarsi myTs.”’

In keeping with his general tendency, Ivanov heavily "orchestrates” the
translation. Where Novalis uses sound repetitions (for example,
"siifen" and "Jesus"), Ivanov not only follows the original, but also
develops it: e.g., "V sen' smerti k Iisusu / Posul . . . " More importantly,
he alters the rhythmic flow of Novalis's original. Ivanov twice adds a
spondee to Novalis's verses, augmenting this expressive effect by re-

75. Cf. Ibid. "A preference for monosyllabic words is characteristic of
Vyacheslav Ivanov. In this respect the logical end of his poetry is the experimental
translation he did of the 'untranslatable' lines of the Greek lyric poet Terpander,
which consist exclusively of long syllables . . . " Cf. the discussion of "Beauty” in
chap. 2.

76. "Downwards to the sweet bride, / To Jesus, the beloved— / Consolingly, the
dusk becomes grey / To those who love, to those who are troubled. / A dream breaks
our bonds / And sinks us into father's lap.”

77. "It [apparently the "zagrobnyi vzdokh" or "breath from beyond the grave" of
the previous stanza] will descend into the depths to the bride, / Into the cover of death
to Jesus! / The promise of evening twilight is generous: / To the final test, / O grief
of love, submit! / Night is the winged path to father's House."
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peating the same vowel sound in both syllables: "V sen’ smerti" and
"V Dom otchii." The translation's weighty, declamatory effect results
from an unusually high incidence of fully realized lines (none of the
tetrameter lines contain pyrrhic feet). Through formal means, Ivanov
maximizes the oratorical effect of the conclusion. In the middle of
the stanza, a modulation occurs: from "light" vowels ("i" and "e" ac-
count for eight of eleven stresses in the first half of the stanza) to
"dark" vowels (where "o" and "u" dominate, with nine of eleven
stresses). In the fourth line, Ivanov realizes only two of the possible
three stresses. In the next line, all four possible stresses are realized.
And, to mark the culmination of the stanza, the hymn, and the cycle,
Ivanov places five stresses in the final line—a remarkable achievement
in a Russian tetrameter.

In addition to these rhythmic variations, Ivanov departs radically
from the semantics of the original. Novalis describes the evening as a
consolation to the loving and troubled. Ivanov complicates this state-
ment, converting the loving and troubled people into an abstract
metaphor that he proceeds to address directly (apostrophe, absent in
the original, is a device that recalls the highly rhetorical odic style):
"O grief of love" ("O skorb' lyubvi”). The "final test” ("Poslednemu
iskusu™) that Ivanov envisions also has no basis in the original, where
consolation is assured. Novalis's poem ends with motion downward
("Und senkt uns in des Vaters SchoB8"), the fulfillment of the stanza's
first line ("Hinunter zu der siiBen Braut") and the hymn's first line
("Hinunter in der Erde SchooBf"). Ivanov once again changes
Novalis's basic imagery. Rather than sinking into the father's lap (the
earth), he uses an image of motion upward, a winged path into the
father's House (the heavens). The imagery of the translation com-
bines descent (the first line) with ascent (the final line). The change,
consistent with Ivanov's own philosophy, is compatible with the larger
context of Novalis's hymn, which contained the same ambiguity in its
first stanza. Yet it clearly departs from the specific passage it ostensi-
bly translates.

The most salient changes are not Ivanov's additions, but rather, his
omissions. Novalis depicts death as a religous and erotic experience.
In the imagery of the final stanza, he appears to conflate his beloved
with Christ: "Hinunter zu der siiien Braut, / Zu Jesus, dem Geliebten"’8

78. Scholars disagree as to whether Novalis intended such a reading. Mihl (in
Novalis {1981], p. 582) glosses "Downwards to the sweet bride” with the apodictic
assertion: "Here, in accordance to Pietism, it refers only to Christ and not (in a sec-
ond meaning) to the beloved of the opening hymns." Balmes (in Novalis [1987],
vol. 3, p. 83), while accepting Mihl's contention about the topos of Pietism, quali-
fies his conclusion: "The passage thus refers only to Christ, who as the central medi-
ating figure contains within himself both the beloved of the first hymns as well as
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("Downwards to the sweet bride, / To Jesus, the beloved"). Throughout
the stanza, Ivanov emphasizes the religious aspects and minimizes the
eroticism. He removes the adjective "sweet" from the bride, omits the
phrase "the beloved,” and transforms the physicality of the "Vaters
SchoB"7? into "father's House.” In Ivanov's rendering, love is an ab-
stract concept ("grief of love"), a stark contrast to the ardent eroticism
of the original.

The fact that Ivanov makes such significant changes in Novalis's
final stanza, the symbolic culmination of the entire cycle, indicates
that he was not simply translating Novalis, but was "creating" him for a
Russian audience. Through the encounter with Russian Symbolist
poetics, Novalis's text "gains” specific images (the most striking ex-
ample being the "cor ardens” that appears three times in six hymns),
but loses some of its specific mystical conception. The ultimate gain,
however, is a cycle of Russian poems, complete with the formal and
semantic organization associated with an original work of poetry.
Ivanov thus firmly situates Novalis within the Russian poetic tradition;
German Romanticism becomes one with Russian Symbolism.

Mary of the fifth hymn." Although Ivanov never commented in any depth on the
"Hymns," his essay on Novalis makes clear that he recognized the central role that
eros played in Novalis's worldview. Cf. SS, vol. 4, p. 274.

79. The German "SchoB" can mean "womb" (as it surely does in the hymn's first
line, since German "Erde” ["earth"] is feminine in gender) or "lap," the more logical
sense in regard to "father.”
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Was man liebt, findet man iiberall, und sieht
iiberall Ahnlichkeiten.'

-Novalis, "Glauben und Liebe oder der Konig
und die Konigin"

What was "Symbolism"? The reader of Russian Symbolist critical
writings is invariably impressed and often bewildered by the breadth
and diversity of this term. In "The Problem of Culture,” Andrei Bely
writes:

The principles of modern art crystallized in the Symbolist
school of the last decades: Nietzsche, Ibsen, Baudelaire, [and]
later in Russia, Merezhkovsky, V[yacheslav] Ivanov and
Bryusov articulated platforms of an artistic credo; at the basis
of this credo lie the individual statements of geniuses of the
past about the meaning of artistic creation; Symbolism only
summarizes and systematizes these statements.?

As a definition of a twentieth-century literary movement, Bely's state-
ment is curious and telling. The criterion of originality that proved so
central for the Romantics and would peak in the Futurists and
Formalists in the 1910s and 1920s, seemed to be temporarily in
abeyance. Indeed, the Symbolists return to an earlier, platonic and
time-honored definition of "originality"—as a return to origins.
These origins are conceived of as timeless essences that both inform
and enrich the present. In contrast to most other past-oriented
aesthetics, Symbolist theorizing about predecessors is remarkably free
of rivalry, jealousy, anxiety, or "patricide."> Rather than laying claims
to innovation, Bely emphasizes how the Symbolist school looks back-
ward, celebrating and "systematizing" past achievement. It is particu-
larly striking that Bely should include Nietzsche, the arch-iconoclast,
among his exemplary Symbolists. In "The Emblematics of Meaning,"

1. "What one loves, one finds everywhere, and everywhere one sees similari-
ties." Novalis, "Faith and Love or The King and the Queen.” In Novalis (1981), p.
488.

2. Bely (1910), pp. 7-8.

3. Cf. Ivanov's comment to Al'tman: "I honor my literary ancestors. And he who
honors his father and mother will live many years on the earth, that is, in the present
case, will achieve glory. Genius cannot but appreciate its precursors if only because
it loves them extraordinarily.” In Al'tman, p. 310.
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Bely himself admits that his reading of Nietzsche is based on the spirit,
not the letter:

But it is in this unwavering urge to combine the artistic
methods [priemy] of a variety of cultures, in this impulse to
create a new outlook on reality through a reexamination of
a whole series of forgotten world views that the entire
strength, the futurity of the so-called new art lies. This is
the source of the peculiar eclecticism of our era. I do not
know if Nietzsche was correct when he so completely
condemned the Alexandrian period of ancient culture. After
all, this period, intersecting so many paths of thought and
contemplation, is up to this very day a firm base for us,
when we gaze into the depths of past ages. By mixing
Alexandrianism together with Socraticism into one big
illness, one big, degenerate mass, Nietzsche was
subjecting his own path of development to a cruel,
Nietzschean judgment. For what Nietzsche himself created,
and what we like so well in him, is neither more nor less
than Alexandrianism. If he had not himself been an
Alexandrian to the core he would never have been able to
pronounce such prophetic words about Heraclitus, about the
mysteries, about Wagner. Moreover, he would never have
been able to write Zarathustra. In creating something new
he always returned to the old.*

With the phrase "I do not know,"” Bely introduces a reading of
Nietzsche that utterly contradicts Nietzsche himself. Rather than the
"philosopher with a hammer" (destroying in order to create), Bely
sketches a kinder, gentler Nietzsche, oriented entirely toward the
achievements of the past.

Of course, a firm belief in tradition does not condemn a writer to
repetition.’ As Bely's "strong misreading" suggests, Symbolist recep-
tion contained a marked creative component. Only a highly idiosyn-
cratic interpretation of Nietzsche could bring him into the Symbolist
canon. In general, the Symbolists prized the facility for seeing—or
creating—similarities. It is characteristic that Bely gives the epithet
"eclectic" a laudatory connotation ("the peculiar eclecticism of our

4. Bely (1910), p. 50. Translated in Cassedy, p. 112.

5. In this respect, Bely's first letter to Blok (from 4 January 1903) contains a
telling evaluation of Blok's poems: "In them one sees succession in the positive
sense. As if ordained by Lermontov, Fet, Solovyov, you continue their paths, illu-
minate and reveal their thoughts. An extraordinary present-day-ness, I would say
even before-one's-own-time-ness, nonetheless coexists with a succession by blood
[Neobychainaya sovremennost’, skazhu, dazhe prezhdevremennost, tem ne menee
uzhivaetsya s krovnoi preemstvennost’yu]." In Blok and Bely, p. 7.
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era"). Bryusov, it will be remembered, had made a similar comment
about Pilot Stars: "In accordance with the spiritual striving of our en-
tire epoch, Vyacheslav Ivanov is an eclectic."® Only a Symbolist
(Ivanov) could state that "genius is a power that unites to the highest
degree, and for this reason it selects as its dwelling-place and imple-
ment a soul that yearns to unite with everything, that responds to ev-
erything, that encompasses everything . . . "7

Much has been made of Ivanov's role as "master," of his attempts
to educate younger poets. Such activity represents a consequent ap-
plication of Symbolist cultural philosophy. Ivanov considered it im-
perative for the young artist to acquaint himself thoroughly with the
"formal canon” (the body of traditional masterworks):

[The formal canon] has a cleansing effect on art; it reveals
the inelegance and falseness of innovations that are not
mternally justified; it sweeps aside everything accidental,
temporary, alluvial; it cultivates strict taste, artistic
severity, a sense of responsibility and a careful restraint in
the treatment of old and new; it places the Symbolist poet
face to face with his true and ultimate goals,—and finally,
it develops in him the awareness of a live succession and of
an inner connection with past generations . . . 8

According to Ivanov, the "new" art should do essentially the same
thing as the "old" art: namely, unify.® The same basic principle can be
found in all aspects of Ivanov's teaching and practice, whether on the
level of specific poetic devices, motifs, or entire mythological systems.
The gr%it artist remembers (rediscovers) and synthesizes; he does not
invent.

It is ironic that a movement so obsessed with continuity and syn-
thesis should have constantly been beset by internal dissension.
Although unified in their ideals, the Symbolists rarely coincided in
specifics. One of the most contentious subjects was the very concept
of Symbolism and, consequently, the meaning of tradition. In this re-
gard, the development of the relationship between Ivanov and Bryusov

6. Bryusov (1975), vol. 6, p. 295.

7. 8§, vol. 3, p. 190.

8. S5, vol. 2, p. 600.

9. One may recall Goethe's conception of "das alte Wahre" ("the old truth"), to
which Ivanov often alluded (e.g., SS, vol. 3, p. 94; SS, vol. 4, p. 518) and which ulti-
mately served as the title of a German collection of his essays. (The book material-
ized several years after his death.)

10. Cf. Ivanov's conception of mythopoesis as "finding" ("obretenie"), as op-
posed to "inventing” ("izobretenie"). SS, vol. 2, p. 556.
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is particularly instructive. In the formative period of Russian
Symbolism, the two worked closely to%ether, overlooking disagree-
ments for the sake of a common cause.!! As Ivanov expressed it in a
letter of 1904, "in necessariis unitas."1? However, with the passage of
time, their differences became increasingly pronounced and, ulti-
mately, irreconciliable. While both agreed on the importance of tra-
dition, the two differed on where to locate Symbolism in relationship
to the past.

Bryusov objected to a conception of Symbolism, "according to
which Aeschylus and Goethe not only could be called, but would have
to be called Symbolists."!3 To counter this tendency, he called on
traditional literary history:

"Symbolism,” like "Romanticism,” is a definite historical
phenomenon, connected with definite dates and names.
Having arisen at the end of the nineteenth-century in
France (not without English influence), the "Symbolist”
movement found followers in all the literatures of Europe,
fertilized other arts with its ideas, and of necessity was
reflected in the worldview of the epoch.!4

In contrast, Ivanov came to view Symbolism not as a strictly de-
fined historical movement, but as a creative impulse. France, the
birthplace of Bryusov's Symbolism, plays a relatively minor role in
Ivanov's scheme. In a particularly pointed formulation, he wrote:

And so, Dante is a Symbolist. But what does this mean
in the sense of the self-definition of the Russian Symbolist
school? It means that we annul ourselves as a school. We
annul ourselves not because we renounce something and
think of setting out on another path. On the contrary, we
remain completely true to ourselves and to the activity that
we have begun. But we do not want sects; our faith is
ecumenical.

Indeed, the real Symbolist, of course, does not care about
the fate of that which is ordinarily called a school or a
movement, defining this concept by chronological borders
and names of its proponents. He cares about firmly

11. Ivanov, for example, was never comfortable with "decadence” and "individu-
alism,” two concepts that played an enormous role in Bryusov's theory and practice.
Bryusov, in turn, felt that Ivanov overestimated the importance of theurgy. Cf.
Azadovsky and Maksimov, pp. 267-68.

12. Literaturnoe nasledstvo (1976), vol. 85, p. 459.

13. Bryusov (1975), vol. 6, p. 177. This line was, of course, directed at Ivanov.,

14. Ibid., pp. 177-78.
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establishing a certain general principle. That principle is
the symbolism of all true art.!

Such a radically syncretic and consciously ahistorical credo was diffi-
cult for many of Ivanov's contemporaries (and most subsequent
scholars) to accept.16 _ ‘

Ivanov's notion of the Symbolist tradition at times bewﬂdere'g even
Bely. In a lengthy commentary to his own "Sense of Art, Bely
discusses Ivanov's celebrated distinction between realistic and idealistic
Symbolism. He is not so much bothered by the idiosyncratic use of
traditional terminology, but rather by its appllcatlon.1_7 ‘Why, Bely
wonders, do all of Ivanov's favorite writers fit neatly within the cate-
gory of the Realists? "Goethe and the Romantics, according to Ivanov,
are Realists; then why did Goethe say that it cost him several years to
overcome Romanticism?"1® From the perspective of literary history,
Bely's skepticism is completely justified. As numerous contempc)lrgary
polemics attest, Goethe was often at odds with the Jena Romantics. '

Ivanov's reception of Goethe and Novalis is not as willful as Bely's
image of Nietzsche, yet it bears the unmistakable imprint of Symbolist
thinking. Ivanov tends to exclude or play down moments of friction
between his exemplary Germans, while emphasizing events that
suggest their spiritual closeness. He names Goethe as one of the two
major influences on Novalis, allowing that Novalis went further than
his mentor, but never questioning their basic kinship.20 Moreover, he
places special emphasis on the mutual respect between mentor and
student.

Goethe said of the already deceased Novalis: "He was not
yet an emperor, but he could have become one.” Where did
the mysterious concept and unexpected word "emperor”
come from? At that time, Napoleon had become an
emperor. What did the young poet-mystic have in common
with the titan of historical movement? Napoleon set
himself the goal of realizing an unheard-of synthesis: the

15. §S, vol. 2, p. 613. ' N

16. For a detailed account of the immediate reactions to Ivanov's position, see
Kuznetsova (1990). ) )

17. Elsewhere Bely also takes Ivanov to task on terminological grounds, cf.
Bely (1910), p. 316. ) o

18. Bely (1910), p. 549. Bely argues that realism and idealism are polfas that can
be separated only in theory. Both participate, to a greater or lesser extent, in any cre-
ative act. )

19. Cf. Mihl. He cites Goethe's well-known comment to Eckermann (of 2 April
1829): "I call Classical healthy and Romantic sick.”

20. Cf. §S, vol. 4, pp. 262-64.
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synthesis of revolution and a universal, newly stratified
and religious monarchy. Novalis, verily, conceived of the
same thing in the spiritual domain . , ."?!

According to this interpretation, Goethe not only recognized Novalis's
greatness, but even located the source of this brilliance in the ability to
conceive of an "unheard-of synthesis." Ivanov uses Goethe's authority
to legitimize Novalis in the pantheon of German literature.

In fact, Goethe's comment was meant quite differently. The quo-
tation that Ivanov cites does not occur in Goethe's own writings, but in
a book of conversations with Goethe compiled by Johannes Falk. In a
section entitled "Goethe's Humor," Falk attributes the following speech
to Goethe:

In the German scholarly republic, things are now going
just as colorfully as in the decline of the Roman empire,
where Everyone wanted to rule and No One knew any
longer who the real king was. At such a time, the great
men almost all live in exile and any insolent sutler can
become emperor as long as he has the favor of the soldiers
and the army or can otherwise enjoy some influence. In
such times, it's not important whether there are a few
kings more or less. At one point in the Roman empire
there were thirty kings simultaneously; why should we
have fewer sovereigns in our learned states? ... What were
we talking about? Ah yes, about emperors! Good!
Novalis was not yet one; but in time he could have become
one. It's only a pity that he died so young, especially
since he had done his epoch the favor of becoming a
Catholic.?? And as the newspapers reported, flocks of
young women and students made the pilgrimage to his
grave and threw handfuls of flowers on it. That's what I
call a good start, and it gives one high expectations for
the future. Since I seldom read newspapers, I entreat my
friends who are present to let me know immediately should
something of further significance take place along these
lines, for example, a canonization.??

Context makes clear that Goethe's comment was intended as an un-
ambiguous dismissal of Novalis (and, indeed, of the entire Romantic

21. Ibid., pp. 259-60. Ivanov also discusses the passage in his lecture. Ibid.,
p. 740.

22. Although many of the German Romantics converted to Catholicism, Novalis
did not. Goethe appears to have confused Friedrich von Hardenberg (Novalis) with
his brother Karl von Hardenberg. Cf, Mahl, pp. 193-94,

23. Falk, pp. 98-100.
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movement). However, it should be emphasized that Ivanov's interpre-
tation was not a deliberate distortion. Since the comparison of Novalis
to an emperor (out of context and without any reference to Falk's
rather obscure book) can be found throughout the German secondary
literature, one may safely assume that Ivanov was unaware of the
original context.24 Nonetheless, the fact that he should seize on pre-
cisely this detail (and endow it with a highly idiosyncratic interpreta-
tion) clearly illustrates that a set of syncretic ideals and presupposi-
tions were at work.

In repeated, yet extremely varied ways, Ivanov's reception of
Goethe and Novalis represents an essentially agglutinative approach to
tradition. For Ivanov, these writers were "classics” not only because
they comprehended and expressed certain fundamental truths, but
also by virtue of the powerful impulse they gave to future generations.
Ivanov responded to this stimulus by selecting and developing specific
elements of their poetics and philosophy and, when necessary, recon-
ciling them with his own convictions.

Given the Symbolists' obsession with cultural continuity, it seems
only appropriate to conclude with the question of Ivanov's own
legacy. Even before the Soviet literary establishment conspired to
marginalize Symbolism, the movement had lost its position at the
vanguard of Russian poetry and thought. The aggressive manifestoes
of the so-called "Cubo-Futurists" called for radical innovation at the
expense of tradition. Arguing that "the past is [too] narrow," they
developed the notorious slogan: "Throw Pushkin, Dostoevsky, Tolstoy,
etc., etc., off the Steamship of modemity."?5 While such procla-
mations contained the most direct threats to Symbolist hegemony, the
Acmeists could also be outspoken in their polemics.26  Nonetheless,
Ivanov continued to exert an influence, sometimes indirectly, on the
next generation. Osip Mandel'stam's early work was conceived under
Ivanov's aegis, and his celebrated definition of Acmeism as a

24. For a detailed and amusing survey of German critics' use of this passage, see
Miahl, pp. 190-95. In Russia, even the normally careful Braun (p. 290) fell into the
trap of repeating it (without reference, of course!), although, to his credit, he did not
offer the detailed "interpretation” that Ivanov gave. In this case, Ivanov must have
discovered the passage in the German secondary literature rather than in Braun, since
he mentions it already in his 1909 lecture.

25. Both quotes from "A Slap in the Face of Public Taste,” by Burlyuk,
Kruchenykh, Mayakovsky, Khlebnikov. Reprinted in Markov (1967), 50-51.

26. See Mandel'stam's "The Morning of Acmeism” (especially parts three and
five). In "On the Nature of the Word," with a degree of self-criticism, he noted:
"Acmeism arose from repulsion: 'Away from Symbolism, long live the living
rose.'—such was its original slogan." In Mandel'stam, pp. 298-99.
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"yeamning for world culture” surely owes much to Symbolist thought.
Mandel'stam himself stated: "Not the ideas, but the tastes of the
Acmeists were fatal for the Symbolists. The ideas were partially taken
from the Symbolists, and Vyacheslav Ivanov himself greatly helped in
the creation of Acmeist theory."?” Recent scholarship has shown both
specific and general resemblances (although by no means identity)
between Mandel'stam’s poetics and those of Ivanov.2® The allusive
quality of Akhmatova's later poetry (e.g., "Poem without a Hero") also
displays a certain affinity, although Akhmatova herself strongly
denied any such allegiance.?? Gumilev, the founder of Acmeism and
a severe critic of Symbolism, nonetheless recognized his debt to
Symbolism in general and to Ivanov in particular.? Even the
Futqnsts (both the "Cubo-Futurists" and the less radical "Centrifuge”
factlon).were to some extent educated on Ivanov's theories.3!
Curiously, it is in the context of Russian literary scholarship where
the Symbolists’ views of literary continuity have been most thoroughly
dismissed. Even before the forced ascendence of Marxist theory, the
Formalists had to a large extent pushed Symbolist concepts from
center stage. Portraying the emergence of their movement as a direct
response to Symbolism, the Formalists largely succeeded in discredit-
ing their predecessors. Eikhenbaum's "Theory of the Formal Method"
exemplifies this bellicose position: "We engaged in battle with the
Symbolists in order to wrest poetics from their hands. . . . The revolt
of the Futurists (Klebnikov, Kruchenykh, Mayakovsky) against the
poetic system of Symbolism, a revolt that had taken definite shape at
about that time, lent support to the Formalists and imbued their
struggle with an even greater relevance."32 It is not surprising that
Viktor Shklovsky, with his aggressively polemic style, found in Ivanov

27. Ibid. See also "The Slump,” where he writes: "All contemporary Russian po-
etry came out of Fhe ancestral Symbolist womb.” Ibid., p. 272.

28. In addition to Taranovsky (1976), pp. 83-114, see Malmstad (1986) and
Ronen (1983).

29. Akhmatova's own memoirs contain perhaps the most strident attacks on
Ivanov and Symbolism. An overview is given in Blinov, pp. 14-17.

30. See Ibid., pp. 19-23.

31. The young Khlebnikov, a complete outsider to literary circles, brought his
poetry to Ivanov for evaluation. Cf. Guenther, pp. 209-11. For a study of their sub-
sequent contact, see Parnis. See Aseev for an account of Ivanov's influence on yet
another Futurist.

32: Eikhenbaum, pp. 6-7. For a detailed analysis of Ivanov's relationship to
qumahst theory, see Obatnin and Postoutenko, who argue that Ivanov occupied a
middle ground between the Formalists and the Symbolists they so frequently attacked
(Bryusov, Bely).
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an appealing target.33 But even Yury Tynyanov, the Formalists' most
systematic and perhaps most enduringly influential thinker, directly
challenged the Symbolists' sense of tradition by articulating a theory
of literary evolution that canonized change. "If we agree that evolu-
tion is the change in interrelationships between the elements of a sys-
tem—between functions and formal elements—then evolution may be
seen as the 'mutations' of systems."34 In his critical writings, Tynyanov
generally focused on a writer's polemical or parodic attitude toward
his predecessors. His own legacy to literary studies has been the
"jagged line" of literary succession, whereby norm-breaking becomes
the moving force in the development of a national literature.

Tynyanov had little sympathy for the ideal of continuity that lay
at the foundation of Symbolist poetics.35 In an essay devoted to
Bryusov's syncretic poetics, Tynyanov writes:

This was not eclecticism,—it was a necessary enrichment
of a tired poetic culture.®® In order to overcome this
tiredness and emerge from a flattened circle, a disorderly
breadth of traditions was necessary. There are periods when
poetry does not need this breadth, when it lives through the
power of a limited number of traditions; there are epochs
when a national poetry closes up into itself and resolves its
own questions. Bryusov's epoch needed the opposite.
Broad, even contradictory, traditions were needed,—the
door of literature was opened wide to the West.”’

Tynyanov allows that Bryusov's method was historically justified, yet
he evaluates it negatively: "But such is the unavoidable historical rule:
in fighting against tired verse, combining widely different and con-
tradictory traditions, Bryusov's verse, having completed its historical
role, unavoidably tums to us with its opposite side and seems for the
same reason tired, overburdened with poetic culture, and therefore
naked."38

The reactions of Tynyanov and Bely toward the poetry of
Vladislav Khodasevich provide an instructive example of the way the-

33. In his famous essay "Art as Technique,” Shklovsky uses a barely veiled allu-
sion to Ivanov in his dismissal of Symbolism. Shklovsky, p. 7.

34. Tynyanov (1967), p. 46. Translation in Tynyanov (1978), p. 76.

35. His short essay on Blok (Tynyanov [1967], pp. 512-20) marks a notable
exception. Tynyanov recognizes the "long-known, traditional images” (p. 516) and
the explicit quotations (p. 517) at the basis of Blok's poetic world, but nonetheless
evaluates them positively.

36. Tynyanov, an outsider to Symbolism, uses the word "eclectic" pejoratively.

37. Tynyanov (1967), p. 538.

38. Ibid.
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oretical presuppositions can influence critical evaluation. Bely praises
Khodasevich highly by emphasizing the "direct succession” that links
his verse to that of the masters of Russian nineteenth-century poetry.39
Tynyanov, noting essentially the same characteristics, rejects
Khodasevich as a poetic voice that is not "genuine."40

Ivanov's conception of cultural tradition, forgotten or dismissed in
Soviet Russia, nevertheless took root in Western Europe, most promi-
nently in the work of the German literary critic Emst Robert Curtius.
In his twenty-five year exile, Ivanov came into contact with a number
of leading European thinkers. However, his relationship to Curtius
deserves special consideration. In this regard, one can speak with
certainty of Ivanov's palpable and enduring influence on one of the
twentieth-century's major scholars and cultural figures. It is particu-
larly worth emphasizing this connection because Ivanov's importance
has been consistently overlooked in the substantial secondary
literature on Curtius.

Curtius first encountered Ivanov's writings in 1931, at a critical
juncture in his own development. A distinguished professor of
French literature at the University of Bonn, Curtius was at this time
turning his attention and intellectual energy to the "spiritual crisis" in
contemporary Germany. In a series of articles that later formed the
basis of the book Deutscher Geist in Gefahr (German Spirit in
Danger), he subjected the most recent political and intellectual devel-
opments to a blistering critique. In the course of his work on this
subject, he read (with "passionate interest,” as he noted in a letter of 8
December 1931 to Charles Du Bos)#! the Correspondence from Two
Corners. The impact of this work on Curtius's thinking proved to be
decisive. A month later, in another letter to Du Bos, he exclaimed (in
English, underlined): "The ideas of Ivanov have supplied me with the
missing link which I needed for the chain of my thoughts."42

In German Spirit in Danger, Curtius treats topics as diverse as uni-
versity policy, sociology and politics. Throughout, he brings an ex-
tensive tradition of poets and philosophers to bear on his argument.
This methodological strategy underscores one of his central convic-
tions: the relevance of the past for the present. Curtius repeatedly
criticizes "the overevaluation of the present and the simultaneous un-
derevaluation of the past and future ... this confusion of the sense of
time that we find today everywhere, in the general and individual con-

39. Bely (1923), p. 377.

40. Tynyanov (1967), p. 549.

41. Herbert and Jane M. Dieckmann, p. 314.
42. Ibid., p. 318.
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sciousness."43  According to Curtius, an apathy toward past achieve-
ment reflects an "indifference to culture,” and, ultimately, "a decisive
will to destroy culture."44 He perceives this tendency in all aspects of
society: in the politicians (of all parties) as well as the cultural estab-
lishment.

The so-called "nationalists,” for example, seek to isolate Germany
from its European context. Curtius rejects such a program because it
is based on an untenable premise. All European countries, he argues,
combine a common heritage (Roman antiquity and Christianity) with
certain indigenous elements. Without denying the individuality of
national literatures, Curtius emphasizes their indebtedness to a com-
mon ancestor.*> On the other side of the political spectrum, Curtius
assails Bolshevism, which he views as fundamentally inimical to cul-
ture. )

In the book's final chapter, Curtius elaborates an idiosyncratic
conception of humanism as an antidote to the ills of modern
Germany. In contrast to the usual textbook definitions of this term,
Curtius's subject is an "eternal humanism," i.e., a universal concept
rather than a specific historical movement.*6 As a constantly evolving
creative impulse common to numerous historical periods, it encom-
passes and unites extremely diverse phenomena. In Curtius's words,
"It is the intoxicating discovery of a beloved archetype [Urbild]....In
this way Holderlin discovered the gods of Olympus. In this way all
the reception of antiquity in the art of the Middle Ages and
Renaissance took place."*’ Based on continuity and connection,
Curtius's conception of humanism allows modernity to build
productively on past accomplishments. o '

In order to give a concrete example of this ideal, Curtius turns to
the Correspondence from Two Corners. This work, an epistolary ghs—
pute between Ivanov and Mikhail Osipovich Gershenzon, came into
existence in 1920, during the Civil War, when its two authors were CO-
incidentally assigned to the same room in a sanatorium outside
Moscow. Their twelve letters concern the fate of culture in an era of
revolution. Gershenzon assumes the role of "cultural anarchist,” em-
phasizing the utter irrelevance—and, in any case, the unrecuperabil-
ity—of cultural tradition for contemporary Russia. Ivanov takes the
opposite position, arguing for the necessity of preserving the tradition.
In essence, their debate was not new. Gershenzon followed a line of
argument that can be found in Descartes and Rousseau; Ivanov, rely-

43. Curtius (1932), p. 41.
44. Tbid., pp. 19, 21.
45. Tbid., p. 22.

46. Ibid., p. 105.

47. Tbid., p. 107.
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ing on explicit allusions, draws on such thinkers as Plato, Goethe and
Tyutchev.

In the context of the cataclysmic events of the twentieth century,
the issue of cultural continuity gained special urgency. The
Correspondence from Two Corners served as the cornerstone of
Ivanov's fame in emigration. Martin Buber, who published the work's
first translation in his journal Die Kreatur, considered it "one of the
most important spiritual documents of our time."4® Charles Du Bos,
who supervised the first French edition, summed up its importance by
saying that "never has the fundamental contemporary opposition
(which today truly marks the parting of the waters) between the hope
of the 'thesaurus' and the obsession with the 'tabula rasa' been better
expressed than in these pages."49

In the final chapter of German Spirit in Danger, Curtius gives a
detailed summary of the Correspondence, quoting extensively from
Ivanov and placing special emphasis on his definition of culture as
memory. Ivanov had written:

For me, however, culture in its true sense is not a surface
extending only horizontally, nor is it a plain of ruins or
a field strewn with bones. Culture, for me, is something
truly sacred; it is the memory not only of the earthly and
external features of our ancestors but also of the initia-
tions that they achieved: a living, eternal memory,
which does not die in those who partake of those initia-
tions. These have been transmitted by the ancestors to
their most distant descendants, and not one iota of this
message, since the first letter was inscribed on the tablet
of the human spirit, shall be effaced. In this sense, cul-
ture is not only monumental but initiative in character.
Because memory, the highest ruler of all culture, allows
its servants to partake of their forbears' experience. To
those who rejuvenate themselves in these initiations, it
transmits the strength of new beginnings. Memory is a
dynamic principle; forgetting is exhaustion, interrup-
tion of motion, decay and return to a condition of rela-
tive indolence.>°

According to this unabashedly mystical and generative notion of cul-
ture, no accomplishment or thought is ever lost. Ivanov conceives of
tradition as a memory that retains "historical" impressions (texts, arti-

48. Letter to Ivanov of 21 August 1926 (Rome archive).
49. Letter to Ivanov of 11 July 1930 (Rome archive).

50. §S, vol. 3, pp. 395-96. My translation is adapted from Lisa Sergio's in
Ivanov and Gershenzon, pp. 26-27.
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, personal experiences) as well as the "initiafuons of ancestors
{?rf;ssticpal experien%e, metaphysical truth). Most importantly, such a
memory does not impede evolution, for true culture is a gontlnlilqg
process that builds on the accomplishments of pas& generations. ; t ﬁs
opposed to decadence, which Ivanov defines as "the feeling ohp Ie;
finest organic connection with the monumental tradition of a hig
culture that has passed, toﬂ%ether.wn:l;1 the emphatically proud aware-

we are the last in this series.” '
nessI:h ca;nnot be doubted that Ivanov's conception of memory was the
"missing link" that allowed Curtius to complete his book German
Spirit in Danger. Soon after the book appeared, Curtius wrote to
Ivanov: "Your conversation with Gershenzon has beqo_me for me
much more than the crystallization point of my thoughts; it has pe(ir}e-
trated into the substance of my most profound certainties. You{ ia-
logue came to me like the liberating word, the solution which '.vytags
waiting for without knowing it.... I am grateful to you for an 1{111 i-
ation' in the true sense of the word. There are few people to w on(;
one can write this. 5% am happy if my little book can help to sprea
wisdom." .

yourU(:ﬁei:f) 1940, when military censorship caused a lengthy hiatus,
Ivanov and Curtius maintained a regular correspondence and ex-
changed articles and books. In addition, the two met frequently 1(:iur-
ing Curtius's visits to Rome.5? In 1934, Curtius contributed a brief es-
say on Ivanov to the Italian journal /I Convegno, which was devotm'g
an entire issue to his work. Once again, Curtius focused on Ivanov's

humanism.

We are not concerned here with a "Christian humanism” in the
sense of Erasmus or the Jesuits. We are also not concerned
with a political link between classical concepts of order and
trident theology. Ivanov's humanism is not the. extema'l con-
formity with an historical model, but anamnesis: t}_xaF 1, the
reawakening of a primordial knowledge about the initiations
and mysteries of the fathers. For this reason he can recognize
in the seemingly most distant and most alien a renewal of an-
tiquity: in Dostoevsky the Attic tragedy, in Gogol the aristo-
phanic choir.*

51. §8, vol. 3, p. 396. English in Ivanov and Gershenzon, p. 27.

52. Letter of 26 February 1932. In Wachtel (1992), p. 76. }

53. Cf. Curtius's letter to Herbert Steiner from 5 March 194& I was very moved
by your mention of Ivanov's 82nd birthday. In the thirties I visited him repeatedly in
Rome and I admire him deeply.” (Deutsches Literaturarchiv, Marbach.)

54, For the original (German) text, see Wachtel (1992), pp. 88-90.
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The references to the Dostoevsky book and the essay on Gogol and
Aristophanes indicate that Curtius understood Ivanov's literary-critical
work as an application of the "humanistic" principle he had discovered
in the more philosophical Correspondence.55 Curtius points with ob-
vious approval to Ivanov's "ahistorical" methodology, which allows
him to connect writers who are separated by space and time.

Further evidence of such approval can be found in a letter of
1935. At this time, Ivanov was at work on an essay on "Symbolism"
for an Italian encyclopedia. Apparently in response to a request for
relevant secondary literature, Curtius included a list of fourteen gen-
eral works on French Symbolism. In the accompanying letter, how-
ever, he himself cast doubt on their value: "But I assume that you will
only touch on the so-called 'Symbolism' of the eighties and nineties.
Your real topic is after all eternal symbolism, for which Dante and
Goethe are much more important than Mallarmé and his contempo-
raries."5¢ The term "eternal symbolism” (which would eventuall ap-
pear as the concluding phrase of Ivanov's encyclopedia article)®’ re-
calls the notion of "eternal humanism" that Curtius had developed in
Germscgn Spirit in Danger to designate his own timeless spiritual
ideal.

With the publication in 1948 of the monumental European
Literature and the Latin Middle Ages, Curtius became something of an
international celebrity. By examining topoi (which he understood as
repeating motifs) that can be found in various national literatures,
Curtius sought to demonstrate the essential unity of the Western poetic
tradition. In an introduction written for the work's English translation,
Curtius emphasizes the way that European Literature and the Latin
Middle Ages developed organically from German Spirit in Danger.5°
The theme of continuity, which appeared as an ideal in the polemical

essays of the earlier work, becomes the central principle of a theory of
literature.

55. Curtius had read Ivanov's works on Dostoevsky and Gogol in German.
English translations now exist of both; for the former, see Ivanov (1966), for the lat-
ter, see Maguire, pp. 200-214.

56. Letter of 7 April 1935. In Wachtel (1992), p. 94.

57. 8§, vol. 2, pp. 659, 667.

58. Curtius (1932), p. 105.

59. "In 1932 I published my polemical pamphlet Deutscher Geist in Gefahr. Tt
attacked the barbarization of education and the nationalistic frenzy which were the
forerunners of the Nazi regime. In it [ pleaded for a new humanism, which should in-
tegrate the Middle Ages, from Augustine to Dante. . . . What I have said will have
made it clear that my book is not the product of purely scholarly interests, that it

grew out of a concern for the preservation of Western culture.” In Curtius (1973), pp.
vii-viii.
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Curtius's conception of "topos" oscillates curiously between a
strictly historical approach to literary influence and, when such influ-
ence cannot be proven empirically, a more mystical sense of tradi-
tion.60 In his introduction, Curtius stresses his indebtedness to Jung,
who, through recourse to a "collective unconscious,” attempted to
explain connections between cultural phenomena of disparate
countries and cultures.6! Yet the fact that Ivanov figures prominently
in the book's crucial methodological chapter suggests that Jung was
not the sole source of Curtius's ahistoricism. In a section entitled
"Continuity," Curtius once again includes the citation from the
Correspondence from Two Corners concerning culture as memory. A

60. Richards, p. 250, notes: "In Curtius's writings one is struck by the frequent
attempts to bring irrational, intuitive elements in harmony with philological and lit-
erary-historical analysis."

61. Curtius (1973), p. ix: "In my book things will also be found which I could
not have seen without C. G. Jung ... " Already in German Spirit in Danger (pp. 41~
42), Curtius had praised Jung ("our age's wisest expert on the soul") for recognizing
the ideal of continuity as a necessary condition of spiritual health. The complicated
question of the relationship of Jungian psychology to Russian Symbolism has at-
tracted much scholarly attention and conjecture: Averintsev (1970), pp. 129-30,
136; Hansen-Love, e.g., p. 375; and Aleksandr Etkind (1994). The central figure in
this discussion is Emil Metner, who became a patient, friend, and disciple of Jung.
Metner insists that Jung shared a number of basic Symbolist presuppositions (cf.
Medtner, pp. 574-75). Ivanov, on the other hand, disagreed profoundly. While the
fleeting references to Jung in Ivanov's published works seem positive (e.g., SS, vol.
3, pp. 272, 483), archival sources make clear his vehement rejection of Jung's
principles. On 6 July 1929, Ivanov wrote to Metner: "I must admit to my complete
ignorance of Jung and his psychological school, in which you have evidently found
something extremely valuable. I would hope that you will initiate me into its
mysteries.” RGB, f. 167, k. 14, ed. khr. 10. Metner promptly sent Ivanov a Russian
edition of Jung's Psychological Types (which Metner himself had just published in
Berlin under the "Musaget” aegis). In a letter to Metner of 22 November 1929,
Ivanov shared his impressions of the book. He disliked everything about it: "its
rhapsodic structure and useless, essentially dilettantish digressions and excurses, the
indefinite explanation of the basic theory, the absolute (in its nihilism) attempt to
reduce everything, without exception, to psychology alone, more precisely to
Jungian psychology, and—finally (this is already the height of an author's hubris)—
its sermonizing." RGB, f. 167, k. 14, ed. khr. 10. In a letter of 22 August 1930 to
Herbert Steiner (Deutches Literaturarchiv, Marbach), Ivanov decried Jung's "efforts to
interpret religious experience from a purely psychological standpoint.” It is not
surprising that these polemics, so uncharacteristic of Ivanov's tone and approach, are
hidden away in letters, rather than published in essays. To some extent, this is surely
connected to what Averintsev (1986), p. 43, has called Ivanov's "cultural
diplomacy.” It should aiso be emphasized that, in general, Ivanov was far more
critical of his contemporaries than of his predecessors. "Death canonizes, it turns
people into heroes” (in Al'tman, p. 310).
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few pages later, he writes: "Culture as initiatory mem
corded his thoughts in 1920 in the Moscowr}éonval(é?ééh.t Il;lc?rrrll%v'frgr
workers in science and literature.' Since then, cultural collapses have
ensued whose effects cannot yet be measured. In the present situation
pf the II}"Iélzd, there is nothing more pressing than to restore
memory. This goal recalls the fundamental program of German
szrzt in Danger, where the spiritual health of a nation was dependent
on its gblhty to remember the past and build upon this recollection
Curtius's European Literature and the Latin Middle Ages represents an
attempt, using largely philological methods, to revive this memory
Hlds repeated allusions to the Correspondence from Two Corners
g/lOIl‘l(?te that Ivanov contributed to the fundamental idea behind this
According to Ivanov, each new artistic work affirm i
continues the tradition. The central unifying concept ?sagl%r%rgg;w:rlg
derstoc_)d not merely as a thesaurus of past accomplishment but,also
as an instrument of innovation: "the source of all individual’ creation
brilliant insights and prophetic initiative."®3 At the basis of Ivanov‘é
the.ory lies a be.h‘ef.m the inexhaustibility of cultural achievement
’}‘hls idea, implicit in the deliberately ambiguous title of his 1912
Goeghe on the Border of Two Centuries,"% becomes explicit in that
essay's concluding line: "But there can be no doubt that in the twenti-
eth century, people will reread Goethe's work and draw from it some-
mln%leffe{erg ghafn' pet(l)lple of the previous century,"65
anov's beliet in the open-ended nature of an artisti ici-
gggsgﬂrgfxgg r%cer}t crliticdal thinking. In 1970, in aflrtgls)té; ‘lz(ztrel:(r %gnt%le
ard of a leading Soviet j ikhai i i
what appears to be a gloss (%n Ivanovjz0 urnal, Mikhail Bakhtin supplied

It seems paradoxical that . . . great works continue to live in
the distant future. In the process of their posthumous life
they are enriched with new meanings, new significance: it is
as though these works outgrow what they were in the epoch of
their creation. We can say that neither Shakespeare himself
nor his contemporaries knew that "great Shakespeare” whom
we knovy now. . . . Modernization and distortion, of course
have existed and will continue to exist. But that is not thé
reason Why Shakespeare has grown. He has grown because of
that which actually has been and continues to be found in his

62. Curtius (1973), p. 396.
63. §S, vol. 3, p. 92.

G tgzi.hThe border is that between the eighteenth and nineteenth centuries (which
oethe had crossed) as well as the nineteenth and twentieth centuries (which Ivanov

and his contemporaries had recently crossed). Cf. Groni 2
Pl e y ). Cf. Gronicka, vol. 2, p. 192.
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works, but which neither he himself nor his contemporaries
could consciously perceive and evaluate in the context of the
culture of their epoch.5

Indeed, in the Bakhtin of 1970, Ivanov seems to have completed
his circuitous path from Russia to the West and back again. Bakhtin,
an internal exile in terms of Soviet scholarship, articulates a method-
ology remarkably reminiscent of Ivanovian notions: "We usually strive
to explain a writer and his work precisely through his own time and
the most recent past. ... We are afraid to remove ourselves in time
from the phenomenon under investigation. Yet the artwork extends
its Toots into the distant past. Great literary works are prepared for by
centuries, and in the epoch of their creation it is merely a matter of
picking the fruit that is ripe after a lengthy and complex process of
maturation."6? These thoughts lead Bakhtin to a hermeneutic ideal
based on a curiously familiar notion of memory: "creative under-
standing does not renounce itself, its own place in time, its own cul-
ture; and it forgets nothing."68

Throughout his life, Bakhtin had admired Ivanov's works, yet this
coincidence in views is particularly striking.®® It seems that, even (or
perhaps especially) in periods of radical discontinuity, there remain
thinkers whose erudition and convictions allow them to discover re-
semblances and to posit further connections. In the intellectual his-
tory of the twentieth century, Ivanov, Curtius, and Bakhtin belong to a
small number of scholars who were capable of discerning order
amidst cultural chaos. Isolated in their specific historical circum-
stances, they were nonetheless united by a conception of memory as-a
creative and liberating force that extended far beyond the confines of
their own era.’0

66. Bakhtin (1986), p. 4.

67. Ibid., pp. 34.

68. Tbid., p. 7. In the same essay, Bakhtin discusses "great time," a loosely de-
fined but crucial concept that has a number of points of contact with Ivanov. As
glossed by my colleague Caryl Emerson, great time "is some temporal level where all
unexpressed or potential meanings are eventually actualized, where every idea finds a
context that can justify and nourish it. Great time is neither abstract, nor ahistorical,
nor systematic; it is simply an open, and very long, sequence of concrete historical
moments.” Averintsev (1992), p. 308, has described Ivanov's approach to earlier
literature in Bakhtinian terms, as a "translation from 'small time' to 'great time."

69. For a discussion of Bakhtin's attitude toward Ivanov, see Clark and Holquist,
pp. 25-26.

70. Buber, in many respects a kindred spirit, commented on Ivanov's "Letter to
Charles Du Bos": "The Letter belongs to the most important testaments of the time.
You have recognized and articulated the most essential thing: memory." From
Buber's letter to Ivanov of 4 May 1932 (Rome archive).
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While it is always dangerous to make predictions, the n

of interest in such thinkers may well signapi a shift in West?:fgnltitsel;;%;
theory from consciously fragmented, antitraditional approaches (heirs
of Formalism) toward holistic, syncretic, and mystical systems. In
terms of cultural developments in Russia, there can be no doubt that
the demise of the Soviet system has made possible a search for new
models and, consequently, has contributed to the renaissance of
Vyacheslav Ivanov as poet and thinker. For even in the early years of
the tragic experiment called Communism, from the depths of the
Russian Civil War, with his country facing total economic and political
anarchy, Ivanov could write to Gershenzon that "the aim of the
struggle is not to do away with the values of the cultural past; the great
thing being fought for is the revitalization of everything from the past
that hag a permanent validity—an urgent and supreme task of
revaluation, to be carried out as soon as possible. ... In addition to
self-preservation, every living thing seeks self-revelation, certain in its
depths that this must lead to self-exhaustion, self-destruction, and
death—and also, perhaps, to eternal remembrance."”! ’

71. From the ninth letter of the Correspondence from Two Corners. Translation

adapted from Ivanov and Gershenzon, pp. 46, 48.
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Mysteries" ("Mysterii poeta"), 82—

83; "Psyche”, 101-2; "The Rainbow"

("Raduga"), 88-90; "Rainbows"
("Radugi"), 86-88; "Rosa
Centrifolia”, 161; "Rosarium", 160,
161, 170-71, 175, 178; "Russian
Faust", 10, 23-29, 43, 63; "Saturnia
Regna”, 175; "Snows" ("Snega™),
140; "Sub Rosa", 170-71; "Tidings"
("Vesti"), 170, 171-76, 180; "To a
German Professor of History"
("Germanskomu professoru istorii"),
9; "The Tsar's Departure” ("Ukhod
Tsarya"), 58-60, 61, 92. Prose
works: "Anima", 94-95, 97, 102;
"Autobiographical Letter" ("Avto-
biograficheskoe pis'mo"), 9, 16;
"Correspondence from Two Comers”
("Perepiska iz dvukh uglov"), 97,
219, 220, 221, 224, 225; "Goethe on
the Border of Two Centuries" ("Gete
na rubezhe dvukh stoletii"), 62, 102,
225; The Hellenic Religion of the
Suffering God (Ellinskaya religiya
stradayushchego boga), 100, 148;
"Manner, Personality, and Style"
("Manera, litso i stil™), 98; "On
Novalis" ("O Novalise"), 169; "On
the Russian Idea" ("O russkoi idee™),
97, "Phantoms" ("Prizraki"), 22-23;
"The Poet and the Mob" ("Poet i
chern™), 130; "Stories of a
Visionary” ("Rasskazy tainovidtsa"),
66; "The Symbolism of Aesthetic
Principles” ("Simvolika este-
ticheskikh nachal™), 51-52; "Tale of
Prince Svetomir” ("Povest' o
tsareviche Svetomire"), 14; "The
Testaments of Symbolism" ("Zavety
simvolizma"), 67, 146-47;
"Thoughts on Poetry” ("Mysli o
poezii"), 111, 198; "Thoughts on
Symbolism"” ("Mysli o simvolizme"),
83; "Two Elements in Contemporary
Symbolism” ("Dve stikhii v
sovremennom simvolizme"), 120,
147. Translations: Goethe, "Blessed
Yearning” ("Selige Sehnsucht"), 97;
Goethe, "Permanence in Change”
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("Dauer in Wechsel"), 111; Goethe,
"Prometheus”, 111; Novalis,
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Christenheit oder Europa"), 137;
Novalis, "Es giebt so bange
Zeiten" ("There are such fearful
times"), 152-5; Novalis, "Hymns
to the Night" ("Hymnen an die
Nacht"), 136, 13942, 151, 177,
185, 187, 188, 189-94, 195-98,
199-209; Novalis, "I do not know
what I could seek” ("Ich weiB nicht,
was ich suchen kénnte"), 131-33;
Novalis, "The meadow became
green” ("Es farbte sich die Wiese
griin"), 137-38; Novalis, "One
man succeeded-he raised the veil of
the goddess of Sais" ("Einem
gelang es—er hob den Schleyer der
Gottin zu Sais"), 158-59; Novalis,
"Pilgrim’s Song", see "Tears of
Love, Flames of Love"; Novalis,
"Sacred Songs" ("Geistliche
Lieder"), 130, 131-36, 152-55,
174, 185; Novalis, "Tears of Love,
Flames of Love" ("Liebeszihren,
Liebesflammen"), 162, 165-70,
173, 174, 176, 185

Ivanova, Lidiya (daughter of V.
Ivanov and L. Zinov'eva-Annibal),
8, 58

Jung, C. G., 224

Kablukov, S. P., 121-22

Kant, 16. See also Neo-Kantianism

Khodasevich, Vladislav, 218-19; on
Symbolism, 143, 145

Kogan, P. S, 117, 118

Konevskoi, Ivan, 118

Kiihn, Sophie von, 114-15, 139,
179, 180, 193

Kuzmin, Mikhail, 148, 188

Kuznetsova, Ol'ga, 37

Kyukhel'beker, Wilhelm, 11617

Lermontov, Mikhail, 183, 190, 202
Lunacharsky, A. V., 9
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Mintslova, Anna, 14, 119, 120

Mirsky, D. S., 129

Muth, Karl, 13

Myth, for Ivanov: 94, 95, 98-103
passim, 108. See also Classical
antiquity, Demeter, Dionysus,
Mythopoesis

Mythopoesis, 6; for Ivanov, 54, 95,
98. See also Myth

Neo-Kantianism, 14-15

Nietzsche, 16, 126; for Ivanov, 12,
35, 148; for Bely, 210-11

Novalis: Ivanov's translations of, 13,
111-12, 120, 121, 122, 128, 136,
151, 156, 157, 161, 176-77;
Ivanov's reception of, 17, 18, 120,
124, 126, 129, 176-77, 189, 216;
early Western reception of, 113,
117; in Russian tradition, 115-17,
122, 123, 125; Symbolist
reception of, 117-19, 121-22;
Ivanov's proselytizing of, 120-21,
124, 125-26, 127; and Goethe,
145-46, 21415, 216. Works:
"The Alpine Rose" ("Alpenrose"):
in Ivanov's works, 175-76; "The
Apprentices at Sais" ("Die
Lehrlinge zu Sais"), 125, 157; in
Ivanov's works, 160;
"Christendom or Europa" ("Die
Christenheit oder Europa"), 113;
Ivanov's translation of, 137;
"Fragments" ("Fragmente"), 125;
Heinrich von Ofterdingen, 188,
164-65; "Hymns to the Night"
("Hymnen an die Nacht"), 118,
120, 129, 139, 185-86, 188;
Ivanov's translations of, 136,
139-42, 149, 151, 171, 185, 186~
88, 190-209; "The meadow became
green” ("Es firbte sich die Wiese
griin"): Ivanov's translation of,
137-38; "One man succeeded-he
raised the veil of the goddess of
Sais” ("Einem gelang es—er hob den
Schleyer der Géttin zu Sais"), 157;
Ivanov's translation of, 158-59,
160; "Pilgrim's Song" (see "Tears

of Love, Flames of Love"); "Sacred
Songs" ("Geistliche Lieder"), 129;
Ivanov's translations of, 120,
130-36, 152-55, 169, 174, 185;
"Tears of Love, Flames of Love"
("Liebeszihren, Liebesflammen"),
162-65; Ivanov's translation of,
162, 165-70; in Ivanov's work,
173, 174, 176, 185

Petrarch, 105, 138-39, 176, 185

Platen, August Graf von, 16

Potemkin, Petr, 128

Pushkin, Aleksandr, 10, 23, 181,
190; in Ivanov's works, 13, 26,
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Rickert, Heinrich, 14-15

Rilke, Rainer Maria, 13, 16

Romanticism, German. See German
Romanticism

Romanticism, Russian. See Russian
Romanticism

Rozanov, Vasily, 46

Russian Romanticism, 36, 144, 182;
and Novalis, 114, 116-17; Ivanov
on, 146

Russian Symbolism, 4, 5, 6-7, 14,
18, 143, 147, 210, 211, 212;
Ivanov on, 8, 17, 18, 6568, 83,
84, 95, 14647, 148, 213-14;
interest in German culture, 14-15;
and "zhiznetvorchestvo", 37, 144—
45; reception of Novalis, 117-19;
and German Romanticism, 123-24,
127, 138; Bely on, 210, 211; and
translation, 184, 198; Bryusov on,
213

Schiller, 6, 10, 16, 17, 126, 157,
198; for Ivanov, 35, 68, 158, 198

Schmidt, Erich, 23, 24

Schopenhauer, Arthur, 9, 16, 126

Shklovsky, Viktor, 217

Shvarsalon, Vera (daughter of L.
Zinov'eva-Annibal, third wife of V.,
Ivanov), 8, 9, 170

Smile: as motif in V. Solovyov's
works, 51; as motif in Ivanov's
works, 51-52, 88, 138

Solovyov, Sergei, 119

Solovyov, Vladimir, 51, 65, 66; for
Ivanov, 10, 38, 4041, 42, 50-51,
64, 108; "Three Meetings" ("Tri
Svidaniia"), 50, 53, 54, 136;
reception of Goethe by, 63-64; and
"zhiznetvorchestvo", 144-45

Stacy, Robert, 104

Steiner, Rudolf, 119

Stepun, Fedor, 7

Symbol: Ivanov on, 64-65, 67, 68,
83. See also Russian Symbolism

Symbolism. See Russian Symbolism

Tepl, Johannes von, 105

Terras, Victor, 53

Theurgy: V. Solovyov on, 64, 144
45; Ivanov on, 64-68, 145, 146,
147. See also "zhiznetvorchestvo"”

Tieck, Ludwig, 17, 113-15, 116-17,
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Translation, 182-84; Ivanov's
approach to, 13, 184, 185, 186-
87; Zhukovsky's approach to,
115-16, 183; Symbolists and,
184, 198
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Tyutchev, Fedor, 6, 116; for Ivanov,
13, 79, 80, 221

Veselovsky, A. N., 161
Wagner, Richard, 16

Zhirmunsky, Viktor, 122-23, 124,
155

"Zhiznetvorchestvo", 37, 144;
Ivanov on, 146, 147. See also
Theurgy

Zhukovsky, 6, 46; as translator,
115-16, 183; metrical innovations
of, 189, 193, 194-95, 198, 199,
203; "Teon and Eskhin”, 194-95;
for Ivanov, 195-98 passim, 203

Zinov'eva-Annibal, Lidiya
Dimitrievna (second wife of
Ivanov), 7, 8, 9, 31, 34, 148, 149,
151, 161, 162; death of, 8, 106,
126, 138, 147, 150, 176, 178,
180, 197; Ivanov's letters to, 31—
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