Note on Transliteration

I am using the Library of Congress system without diacritics, with the following

exceptions:

- In the main text I have chosen to spell names ending in “skii” as “sky” (as in

Zhukovsky)

- I will use the common spelling of the names of noted Russian authors, such as

Tolstoy



Introduction

This dissertation focuses on three Russian poets—Aleksandr Pushkin, Mikhail
Lermontov, and Vasily Zhukovsky, and on the handling of rusalka figures in their work. I
claim that all three poets used the rusalka characters in their works as a means of expressing
their innermost fantasies, desires, hopes, and fears about females and that there is a direct
correlation between the poets’ personal lives and their experiences with women and the
rusalka characters in their works.

Aleksandr Pushkin used the rusalka figure in two of his poems—the short whimsical
poem “Rusalka” written in 1819, and the longer more serious poetic drama “Rusalka” that
he started in 1829 and never finished. The ways in which Pushkin uses the rusalka
characters in these works represent his growth and development in terms of experiencing
and understanding women’s complex internal worlds and women’s role in his personal and
professional life. I claim that the 1819 poem “Rusalka” represents the ideas that Pushkin
had early on in his life associated with a power struggle between men and women and his
fears related to women, whom he viewed as simplistic, unpredictable, and irrational, with
the potential of assuming control over men through their beauty and sexuality and
potentially using that control to lead men to their downfall. In the 1829 poetic drama
“Rusalka” one can see Pushkin’s much richer and fuller understanding of the women’s
complex internal worlds, of the power and independence of women, of the suffering and
pain that come with being rejected and abandoned, of the grief and guilt that can arise over
lost love, and the unknown direction in which love takes people, keeping in mind that it

brings bliss, but also challenges.



Mikhail Lermontov’s character demonstrated a unique combination between a
threatening and wild “demonic” side marked by skepticism, pessimism, and cynicism, and
a beautiful and gentle soul that showed Lermontov’s soft human side. In three of his works,
“Rusalka” (1836), “Morskaia Tsarevna” (1841), and “Demon” (1830-1839), Lermontov
used human and non-human figures to express his distinctive vision on the possibilities of
lasting love between individuals. I claim that the portrayal of the union between human
and non-human characters in these works is an expression of Lermontov’s two-sided
nature, which turned the poet’s life into a never-ending struggle between the beauty of his
human soul and the cynicism, skepticism, and pessimism of his demonic side.

Even though Vasily Zhukovsky—a “sentimental dreamer and proponent of virtue”', had
a life very different from that of Lermontov, he used the rusalka character Undina in his
work Undina for purposes similar to Lermontov’s. Zhukovsky not only translated Friedrich
Heinrich Karl de la Motte, Baron Fouqué’s prose work Undine into Russian, but also
transformed it into an original beautiful work of Russian poetry. I believe that in the
character of Undina—a unique hybrid between a human soul and the inhuman essence of
a water spirit who takes the unusual role of a protagonist instead of the traditional role of
an antagonist, Zhukovsky combined his ideas and dreams of an ideal female figure with
his need and hope for one.

All three poets depicted, addressed, or described multiple real and fictional female
figures in their other works. The fact that the works in which they use the rusalka characters

are not describing or addressing specific people, unlike their ordinary love lyrics, gave the
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poets the opportunity to imagine and speculate on different scenarios about their own
internal quest for understanding and finding an ideal partner and love. The rusalka figure,
as opposed to other fictional female figures that the poets used in their works, seems to
have been a specific device for the expression of the poet’s innermost feelings, fantasies,
fears, and desires in the early part of the nineteenth-century Russia. This can be explained
by the powerful role and the strong presence of Russian folklore in Russians’ lives. In the
following two sections, I will discuss the distinctive role of the rusalka figure in the Russian
cultural imagination, as well as cultural attitudes toward women that were prevalent during
the formative years of Pushkin’s, Lermontov’s, and Zhukovsky’s lives. Then, in the
subsequent three chapters I will discuss each of the poet’s work on the rusalka figure in
turn.
skokskok

In Ivan the Fool: Russian Folk Beliefs, A Cultural History Andrei Sinyavsky states that
the ancient tradition of folklore is rooted deeply into Russian people’s psychology and they
all, with or without realizing it, share a strong connection to the old folk beliefs. Sinyavsky
claims that “it is the more primordial and ancient, the more primeval and organic gods,
who have accompanied the Russian people throughout their history. That means they can
characterize both the Russian way of life and folk culture better than those heavenly rulers
who lost their original form.”* According to D. K. Zelenin the rusalka is one of the oldest,

most well-known and wide-spread characters in Russian folklore. Zelenin claims that these
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water spirits exist in the myths of all Slavs, Western and Eastern.” He also points out that
“the bulk of available materials and recorded memorates and fabulates for the nature spirits
dates from the end of the nineteenth century, when belief in those personages was already
in a state of decline. In the 1850’s the situation had been quite different: a contributor to an
ethnographic study published by the Imperial Geographic Society noted that many of the
peasants of Iaroslavl’ Province claimed to have encountered rusalki personally.* And it
wasn’t just the peasants from the laroslavl’ Province who claimed to have encountered
rusalki. Peasants from all over Russia believed that their own lives or the lives of people
they knew have been affected by rusalki in some way. The rusalka figure was very
important and influential in the lives of the Russian peasants as shown by the fact that she
is one of most developed and complex folklore characters and has a large number of beliefs,
rituals, and traditions that the peasants devoted to her as described by Zelenin in Ocherki
Russkoi Mifologii: Umershie Neestestvennoiu Smert’iu i Rusalki (Articles on Russian
Mythology: Unquiet Dead and Rusalki) and by Propp in Russkie Agrarnye Prazdniki: Opyt
Istoriko-Etnograficheskogo Issledovaniia (Russian Agrarian Holidays: An Attempt for
Historico-Ethnographic Research). According to the accounts from Zelenin, Propp, and
Sinyavsky, the rusalka character has always been gender-defined as a woman, and in the
Russians’ minds the parallel between a rusalka and a woman is instinctive, natural, and
unquestionable. As Zelenin points out, looking at the rusalki’s characteristics and behavior
one can clearly see that there are striking similarities between the rusalki and village

women in terms of appearance, behavior, way of life, and social structure and that even
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after they die, as unclean/ unquiet dead, the rusalki keep imitating their normal life
preserving their appearance, everyday routines, and habits.’

The Russian rusalka has some similarities with the Greek siren that served as the base
for the creation of the Western mermaid, but there are also some distinct differences
between the rusalka and the siren. The Greek siren came to Russia through literary texts
and was not widely known all over Russia. It was well known in certain parts of Russia,
which is obvious from a few existing accounts of the appearance of the “rusalka-
faraon”®—beautiful women with fish tails who seduce men with magical songs. The upper
body of the rusalka-faraon is human and the lower part is a fish tail. The Russians believed
that they were Egyptian women who drowned in the sea while pursuing the Jews. Their
singing is magical and beautiful. Sometimes when they sing even the sea becomes calm
and a person can get hypnotized and listen forever. However, there are just a few accounts
of rusalka-faraons. The main mermaid- like figure in Russian folklore is the rusalka.’

In Ocherki Russkoi Mifologii: Umershie Neestestvennoiu Smert’iu i Rusalki Zelenin
describes the rusalka character in great detail. He states that in the Russian mind the image
of the rusalka is very unclear, foggy, confusing, and fluid. Part of the reason why this is, is
because the image of the rusalki is a very complex image that combines characteristics
from a number of major folklore characters such as the water spirit, the forest spirit,
personified illnesses, the midday spirit, the ancient Greek siren, etc. Many sources show
that people see rusalki as unclean/ unquiet dead. They are mostly women who died from

unnatural death under unnatural circumstances. Many believed that in general, women and
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young girls who took their own life and/or weren’t given a proper burial become rusalki.
This was especially true for women who drowned, as well as the souls of unbaptized
children. In the Orenburg region they believed that rusalka is the soul of a female who
drowned because of unfortunate love or any other unfortunate circumstances. In the
Vladimir and Minsk regions people believed that rusalka is a female who was cursed by
her parents and could never get their forgiveness while she was alive. In the Orel region
rusalki were females who mysteriously disappeared. In the Russian villages there were
some young girls who ran away from home for one reason or another. They usually hid in
the fields or forests and ate forest fruit, plants, nuts, honey, grains, and food stolen from
the villages. If someone met them they appeared as rather wild and exotic, which might
have added to the people’s beliefs about the rusalki and contributed to the stories about
how they live and what they look like. Rarely such girls came back to the villages as
someone’s wife, but it was very unclear whether they would stay or run away again at some
point.®

The Russian people think of the rusalki as women, mostly young and beautiful. There
are some parts of Russia where people think of rusalki as old and very ugly. In northern
Russia they think rusalki are very ugly, hairy, hunchbacked, with big bellies, huge breasts,
very sharp nails, and long hair with which they catch the people passing by. However,
such accounts are limited and very subjective because religious people used to picture
unclean force creatures in an exaggerated ugly way, thinking that the unappealing

appearance shows the impurity of their souls. ° In southern Russia the rusalki are mostly
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beautiful. They are forever young beauties. The rusalki have gentle blue eyes, but their
expression never changes. The eyes always remain cold and glassy as if they belong to a
corpse. Their bodies are gentle and very pale, almost transparent. In many regions the
rusalka is tall and very thin. They are light like feathers, quickly run from one tree to the
next, jump from one branch to the next, and swing on the branches calling each other with
clear and gentle voices. In most regions people believed that the rusalki did not have
clothes. They were naked without shoes and without head-scarves. Some say that the
rusalki have little crowns on their heads made from flowers or tree branches. Their hair
goes down to their knees and is wavy and silky. Some of them have blond hair. Others
have green straight hair. In some regions the rusalki’s hair glows in the dark."

Zelenin points out that one can learn a lot from the way the rusalka’s hair looks. The
hair color of the rusalki can tell us about the origin of the rusalka. The water gods in many
cultures have green hair and green beards. The grass that grows on the bottom of the rivers
and on the river banks is seen as the water spirit’s hair. The forest spirit has dark blond-
orange hair. Some scholars think that the rusalki’s blond hair shows that at the very
beginning their place of origin was the forest, not the river. The fact that the rusalki have
loose hair shows their connection to the witches and the female representatives of the
unclean force who never braid their hair and always leave it loose on their shoulders.
However, loose hair can also be a sign of not being married. Many scholars think that long

ago single women did not braid their hair. Slowly this custom changed and the unmarried
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women let their hair loose just for the important events in their life—the wedding,
confession, mourning, and in case of their own death (in the grave.) '

Unlike most other spirits, which remain in or near the places they are associated with
(for example the forest spirit—Ileshii—remains in the forest), the rusalki are mobile spirits
and have a few different domains that they inhabit at different times. The main ones are
water, forests, and fields. Zelenin claims that this fact is explained by the category the
rusalki belong to—unclean/unquiet dead. As such they have to inhabit the place of their
death or the place where they were buried. Drowned women, who turn into rusalki, have
to live in the water depths where they died. They also have to live at the place where they
were buried if they ever had a funeral. Drowned women, if found, like all the other unquiet/
unclean dead, were buried in the woods and in the fields. The rusalki also change the places
that they live depending on the different times of the year. Most of the time the rusalki can
stay out of the water just for a limited amount of time—until their bodies and hairs get dry.
After this, if they don’t go back to the water, they might disappear forever, suffering great
pains. Because of this the rusalki rarely come out of the water and when they do so it is
only for short periods of time. They sit on rocks by the water, waiting for their victims.
They also comb their long wet hair."?

All rusalki share a number of characteristics concerning their behavior and habits. In
many regions it was believed that the rusalki are constantly dissatisfied, sad, melancholic,
and longing for something they really wanted, but could never have. They don’t like young

girls and young women and when they see them in the forest they attack them, take their
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clothes off and chase them out of the forest."> With young men they act in a different way.
Laughing and giggling, the rusalki surround them, tear their clothes until they completely
undress them, then grab them under the armpits and start tickling them until the men faint.
Then the rusalki cover them with kisses, pick them up and bring them back to their homes
and put them in their beds. The rusalki love to seduce men. Not a single man can resist
their beauty and everyone immediately falls in love with the rusalki. In some regions people
say that love between a man and a rusalka is possible. The rusalka takes the man to her
underwater home and he lives there with her enjoying all sorts of privileges. The only
disadvantage is that the man can’t leave the underwater home even for a second. Also
many Russians believe that young men who enter in a relationship with a rusalka become
quiet, sad, and melancholic, and then get i

The sixth week after Easter is known as Rusalnaia week. According to the legends it is
called Rusalnaia week because the rusalki use this week for fun and games, celebrate their
weddings, swing on trees, swim, dance, and sing special songs. It is mostly during this
week alone that the rusalki are visible for the living. During this time they try to seduce
young men and lure them to their homes. Rusalki are especially dangerous during the
Rusalnaia week. They can be found in all three domains- in the forests, the fields, and the
rivers. If a man is walking through the woods at night and hears someone calling his name
he should never answer. This is the rusalka calling. At night the rusalki hide in the trees

and call popular male names hoping that someone will answer. If the man answers the

rusalki jump down from the trees, find the man and tickle him to death. If the man does not
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say anything the female-demons with green hair can’t hurt him in any way. At night they
go to the river or to the lake and make branch and flower crowns for each other. It is
extremely dangerous for people to be alone at such places, especially if they can see little
moving flames and hear sad melancholic songs. The rusalki will disorient the person by
playing with hundreds of little flames, will lure them in by the irresistible force of their
songs and the person will slowly disappear in the cold depths of the swamps or in the dark,
dangerous river. The desperate cries for help will be answered by the rusalki’s loud
laughter."

All sources agree on the fact that the rusalki’s “normal” behavior outside of the
Rusalnaia week is not as dangerous and is mostly about just having fun and having a good
time similarly to most young, single village girls. They participate in swimming, bathing,
swinging on branches, playing, singing, dancing, clapping, laughing, strolling, talking,
joking, and combing their long wet hairs. Sometimes, however, their mood suddenly
changes and becomes darker, more threatening and unpredictable. This is when they cry,
sing sad, melancholic songs, and giggle in an evil threatening way. Some of the sources
define the rusalki’s singing as charming and enchanting. It is magical because the one who
hears it will by all means go to the rusalka. When they are in a bad mood, the rusalki very
often scare people, harm them and even kill them. The rusalki kill people they meet by
different means. Some cut off their heads. Others turn their heads backwards and break
their necks. Often the rusalki kill people by tickling them to death under the armpits. The
person dies in agonizing laughter. The rusalki would also grab people while they’re bathing

in the rivers, pull them to the bottom, torture them, and kill them. Propp states that the
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laughter of a rusalka is the triumphant laughter of death that lures the living, especially the
young and the beautiful, to the kingdom of death.'® Zelenin claims that in order to make
the person come to them so they can tickle them to death, the rusalki use different methods.
The rusalki can call them by name, or ask them to swing with them, or seduce them with
their beauty and charm, hypnotize them with magical songs, confuse them with moving
flames, offer them food, and tempt them with games and riddles."’

The rusalka’s social life is very developed, compared to that of the other spirits. Almost
always the rusalka comes out of the water and does things in a group. The accounts of
lonely rusalki are very scarce. Scholars assume that it is the younger rusalki who live and
act in groups, while the older ones (widows and married women) lead a lonely existence.
This guess is taken from the way real village life is, since with unclean/ unquiet dead, the
social norms and habits they had while they were alive are preserved even after they die.
As far as family relations go, in most regions people believe that the rusalki are single. The
rusalki’s social hierarchy is made even more complex by the fact that some sources talk
about the rusalki’s leader. A lot of sources mention the queen of the rusalki. She is the most
experienced among them and without her permission they can’t kill or even scare anyone.'®

In many regions, people believe that the rusalki have special magical powers similar to
those of the witches and sorcerers. They can hypnotize people and control them, control
people’s belongings, make cows stop giving milk, etc. There are accounts that the rusalki

have the power to influence nature. They can influence the grass, the crops, etc. Some say

' Vladimir Propp, Russkie Agrarnye Prazdniki: Opyt Istoriko-Etnograficheskogo
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that where the rusalki walked the grass becomes taller and greener and the crops become
stronger. In other regions people believe that the rusalki can kill the grass and the crops
and send destructive rain and winds if people are working on their holidays."’

Most of the rusalka rituals and holidays, keeping in mind the rusalka’s association with
femininity and moisture, are related to the Russian peasants’ appreciation of agriculture,
the earth, vegetation, and growth. Propp in his Agrarnuye prazdniki says that the peasants
believed that since the rusalka is a water creature, her coming out to the fields gives earth
life giving moisture and calls for healthy, plentiful crops. S.V. Maksimov says, “At night
under the moonlight, which on the account of the rusalki is much brighter than usual, the
rusalki swing on the branches and dance in merry circles while singing and clapping their
hands. The earth that was touched by their feet while they were walking, running, or
dancing will give abundant, healthy crops and the grass there will be much thicker and
greener.” *°

Propp states that the spring holidays have a strong erotic undertone. Mother earth is
giving birth and that is one of the central events in every peasant’s life. The rusalki, being
celebrated in the spring, are also erotic figures to a certain extent. As already discussed
they tempt, attract, invite, lure, and call people. Propp points out that the eroticism of the
rusalka is well hidden, subtle, scary and threatening. The rusalka represents not mother
earth, but the power of water. Water is necessary to the peasant, but water does not give

birth. The rusalka herself is dead. Her beauty can not be used for procreative functions.

However, keeping in mind that sexuality is always a part of a ritual, it can’t just disappear.
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That is why in the rusalka rituals there is still a sexual element, but it serves the opposite
purpose. The beauty of the rusalki is dead beauty and emphasizes the eternal emptiness of
their wombs and their inability to ever experience motherhood. That makes them scary and
threatening. They lure and tempt men with their beauty, but what follows is not a unity of
love, but the rusalka’s deadly, loud laughter. *'

The nineteenth-century fascination with the mermaid figure was not unique to Russia.
In Woman and the Demon: The Life of a Victorian Myth Nina Auerbach talks about the
nineteenth- century’s attraction to the demonic, otherworldly mermaid in Victorian
literature and art and claims that “in her mysterious hybrid nature whose humanity is only
an appearance the mermaid becomes an emblem of Victorian womanhood generally,

22 Interestingly, the Russian

promising human repose but exercising preterhuman powers.
fascination with the rusalka figure seems to predate the British, Victorian-era fascination
with similar figures. Nonetheless, Auerbach’s analysis of the role and meaning of such
figures seems broadly relevant to our understanding of the rusalka figures’ role in the early
nineteenth-century Russian literature. According to Auerbach the ramifications of the
mermaid in the nineteenth century are one manifestation of a mythography of womanhood
without which our understanding of the age is truncated. According to Auerbach the
mermaid derives from a serpent-woman, a hybrid creature who guards the gates of Hell in
Book II of Paradise Lost and is as close as we come to a Christian female demon. The

roots of the mermaids, serpent-women, and lamias who invade the Victorian imagination

also lie in the antiquity that was held in high esteem by the nineteenth-century classicists.

21 1
Ibid., 81.

> Nina Auerbach, “The Myth of Womanhood: Victims,” in Woman and the Demon: The

Life of a Victorian Myth (Harvard University Press, 1982), 96.



16

Auerbach suggests that these creatures’ massive invasion might typify the restoration of an
earlier serpent-woman, the paralyzing Greek Medusa, who in Hesiod’s account, was
decapitated by Perseus, who became a hero when he refused to look in her face.* Victorian
iconography adopted this image and adapted it to its own vision in which her “hybrid
nature, her ambiguous status as creature, typify the mysterious, broadly and evocatively
demonic powers of womanhood in general.”** Auerbach states that the Victorian artists
and authors “force us to look into the serpent woman’s face and to feel the mystery of a
power, endlessly mutilated and restored, of a woman with a demon’s gifts.”*’

Auerbach says that “while right-thinking Victorians were elevating woman into an
angel, their art slithered with images of a mermaid.” According to Auerbach mermaids
submerge themselves not to negate their power, but to conceal it. “The mermaid... is a
creature of transformations and mysterious interrelations, able to kill and to regenerate but
not to die, unfurling in secret her powers of mysterious, pre- Christian, prehumen
dispensation.” Auerbach explains that the crisis of belief that characterized the nineteenth
century brought with it unorthodox and sometimes frightening new vehicles of
transfiguration. Men were stretching to godhood and “many citizens did their uneasy and
self-deceiving best to obey.” *® Auerbach points out that while the Victorian man strove
loudly to be “good and a god”, the mermaid exemplified the secrecy and spiritual ambiguity

of woman’s ascribed powers. She was a threat to her credulous culture. “The social
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restrictions that crippled women'’s lives, the physical weaknesses wished on them” were
according to Auerbach fearful attempts to exorcise a mysterious strength. *’

Auerbach discussed a number of examples of mermaid characters used in Victorian
literature. Hans Christian Andersen’s tale “The Little Mermaid” is the first example she
gives and she sees it as an allegory of a good woman’s mutilated power. Auerbach claims
that the sacrifices made by the mermaid -renouncing her flexible tail for bleeding feet,
allowing for her tongue to be amputated and losing her unearthly voice, and abandoning
her home, only to be given a “problematic soul” that “only the Prince’s caprice can

b

bestow”, are not surprising in the context of the taboos that constrained the Victorian
woman and her “disruptive power.” Many actual woman, who chose to be guided by what
Auerbach defines as the Victorian mythology, were “lovable and silent self-disinherited
mutilate[s]”. The fullness of their “extraordinary and dangerous being” according to
Auerbach could at any moment return through violence. However, many, just like the little
mermaid chose to not kill the Prince in order to have their wounds healed and their native
magic restored.*®

Auerbach also gives examples of mermaids who were not “obediently mangled” such
as Thackeray’s Becky Sharp from Vanity Fair, who “keeps her tail judiciously submerged
and subdues all assaults...with inexplicable vitality.” According to Auerbach Becky’s
compelling self- possession animates fin-de-siecle art such as Gustav Klimt’s

“Watersnakes”, which Auerbach sees as appropriating the viewer and his terrestrial sphere

to themselves. According to the author the lamias who invade British fiction possess
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societies with similar ease. “These serpent-women, terrestrial cousins of the hybrid
mermaid in their secret self-transformations, their power over social life and its laws, exude
power that withers patriarchs.” Auerbach gives George Eliot’s lamialike Rosamond and
Gwendolen, Tennyson’s Vivien, and Sheridan LeFanu’s Carmilla as examples of
mermaids who are not “obediently mangled” and find their greatest successes in
challenging and displacing male authorities.”> Auerbach concludes by stating “woman is
not frailer than man is, but stronger and more powerful; her nature is broadly demonic
rather than fallibly human; she must lead us out of history toward a new dispensation; in
short, woman is “so much more addicted to the practice of the black art because by

.. . 30
definition, woman is an angel.”

skokskok

Similarly to Victorian England, where men were exploring the angelic and demonic
sides of femininity and the place of women in a male-centric society through art and
literature, in Russia too men engaged in an ongoing debate about the place and role of
women in society and in literature based on what they saw as feminine traits and
characteristics. In “The ‘Feminization’ of Russian Literature: Women, Language and
Literature in Eighteenth-Century Russia” Judith Vowles points out that at the end of the
eighteenth century the writer Nikolai Karamzin and his followers “made women’s taste
and women’s language the standard of literary and linguistic excellence.” They assigned
to women such authority over Russian language and literature that later scholars have

spoken of a “feminization” of Russian culture. According to Vowles that “feminization”
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accompanied the rapid Westernization and secularization of Russian society that took place
in the eighteenth century. Society was transformed by the presence of aristocratic women,
and writers had to adapt to that change. Trediakvoskii was the first one to make a gendered
distinction between the “manliness of the Slavonic language” and the “tenderness of
Russian” and the “tender ladies’ speech” and the association of women with the lighter
genres, the theme of love, and Western influences that persisted throughout the country.
Similar distinctions were made both by writers of the neoclassical school and the
sentimentalists in the second half of the eighteenth century.’’

Vowles points out that the most eloquent discussion about women, language, and
literature came from the satirists who rebelled against the deleterious effects of Western
influence and women’s presence in society in satirical journals and plays from the late
1760’s onward. According to Novikov “women’s language” was the coin of a Westernized
society corrupted by frivolity, fashion, and love affairs, and contemptuous of Russian
manners and morals. Women’s association with Anacreon’s light verses focusing on love
(represented as tempting, corrupting, dangerous lust and manipulation), and wine was
emphasized, and this clearly did not belong among the “high genres” and were ill-suited to
represent the literature of a great nation. Men, on the other hand, were associated with the
“high genres” such as the ode and the epic, which were well-suited to represent the
literature of the great Russian nation. Novikov’s satires “were designed to reform and shape
Russian society and to define and create the virtious man and his helpmate, the ideal

993

Russian wife and mother.”*? Novikov and other satirists contrasted the ignorant female
g
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dandy to the educated virtious woman, but women’s education was to be placed in service
of the women’s proper role as wife and mother—an idea that was also supported by
freemansory.” The same idea of the supporting role of the woman can be seen in the
nineteenth century, with authors like Belinsky assigning a subservient role to women by
asserting that the grand and holy role and meaning of women was to aspire in men the
energy of their soul and noble passions, to support a feeling of duty and the quest to glory.**

Karamzin and his followers established the usage of polite society as the standard for
Russian literary language. The woman in her various incarnations such as “the worldly
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lady,” “amiable woman,” “dear woman,” and “beautiful woman” became the writer’s ideal
reader. Male writers such as P. I. Makarov hoped that women would raise Russian culture
to the heights to which French women had brought French civilization and according to
Konstantin Batuishkov a writer should be he “who writes as one speaks/ whom ladies
read.” As Joe Andrew points out in his article “A Crocodile in Flannel or a Dancing
Monkey: the Image of the Russian Woman Writer, 1790-1850” “Karamzin’s views on
women’s primarily ancillary role in literary creativity...would seem to have been shared

even by his opponents in these literary debates.” *> Indeed, Admiral Shishkov, the “arch-

conservative in things literary”, as quoted by Andrew, expressed very similar views in

> Tbid., 720.

3% “Tlonpmiie KEHIUHEI - BO30Y)KIATh B MY)KUMHE SHEPTHIO TYIIIH, TBLT GIAropOIHBIX
CTpacTei, MOAJIEPKUBATH UyBCTBO J0JITa U CTPEMJIEHUE K BHICOKOMY U BETUKOMY BOT €€
Ha3Ha4YCHHE, U OHO BEJIUKO U cBsmieHHo.” ("benunckuit Buccapuon ['puropreBud.”
Adopusmsl. JIngnoctu, 2009. Web. Mar. 2017. <https://persons-
aforism.ru/aforizm/11233>.)

3> Joe Andrew, “A Crocodile in Flannel or a Dancing Monkey: the Image of the Russian
Woman Writer, 1790- 1850,” in Gender in Russian History and Culture (Great Britain:
Antony Rowe Ltd, Chippenham, Wiltshire, 2001), 51.



21

1811.°° The Karamzinists disagreed on whether women should even write. According to
some, such as Batiushkov, women were intended to be only readers and for a woman to
write was vulgar and immoral.>” The notion that men and women belong to completely
separate spheres that can not and should not ever overlap is seen in the nineteenth century,
with authors such as Lev Tolstoy who said that a woman who tries to imitate men is as
disgusting and repulsive as a man that tries to imitate women.’® Others like Makarov
encouraged women to write and wondered “what Barbarian would dare not to praise that
which a tender, white, lovely hand has written?”*’

During Romanticism the concept of the creative “genius” evolved and it was
immediately assigned gender characteristics. Belinsky claimed that the man of genius is as
good as women at depicting female characters because “man” subsumes woman, “This is
because a man, by his very nature, is more all-encompassing than a woman, and is endowed
with the ability to step outside his individual personality and to enter into all kinds of

situations, of which he has no direct experience and never will have.” Belinsky also

claimed that “...whereas a woman is locked within herself, in her female and feminine

3% «“This desire [for fame] is aroused in his [the writer] particularly when he hears in his
own lifetime the superior thoughts which he has arrayed in the beauty of style repeated by
the most tender lips of the most fair sex. What enormous advantage for literature stems
from this! Ladies, this most charming half of the human race, this soul of conversation,
these kind teachers who inspire in us the language of affection and courtesy, the language
of feelings and passions, ladies, I say, are those lofty inspirations which fire put spirit for
song.” (Ibid., 50.)

7 Ibid., 51.

3% “enmuna, CTapaOIIAACs TOXOIUTh HA MYXUHHY, TAK XKe YPOUIHBA, KaK
xeHornono0HbIi MykunHa.” ("JleB Toncrol, nuratel." Socratify.net. Web. Mar. 2017.
<http://citaty.socratify.net/lev-tolstoi/25630>.)

3% Joe Andrew, op. cit., 52.
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sphere, and if she leaves it, then she becomes some kind of ambiguous creature. And this
is why a woman cannot become a great poet.” *°

Catriona Kelly discusses the idea held by men at the time that, as Andrew puts it “the
women’s psychology is determined by their physiology”, which followed the ideas of
Alberti, De infoecunditate corporis ob foecunditatem animi in foeminis, published in Halle
in 1743, which asserted that there was an inverse correlation between the mental
development and the reproductive faculties in a woman. As Andrew explains it, the more
educated a woman was, (and/or if she strove to be a writer), the less able she would be to
be a mother.*' According to male conceptions of the time, imagination was related to innate
sexual characteristics and having imagination would “unsex” women. Since, due to their
sexual characteristics, women were incapable of having imagination, they could never
experience genuine inspiration. Men often pointed out that women, unlike men, due to their
gender, lack a “quill” or a “pen” and thus they can’t understand and direct something they
don’t have.** In “A Crocodile in Flannel or a Dancing Monkey: The Image of the Russian
Woman Writer, 1790-1850” Joe Andrew quotes the famous Elena Gan, a Russian female
author who tried to expand on the concept of the feminine genius during the Pushkinian
period, who said, “But here people look at me just like a crocodile in flannel or a dancing

monkey. People look at me as if I were a fairground fright, a snake in a flannel.”* Yael

Harussi has noted, “Early nineteenth-century women writers were not by any standard

“Tbid., 64.

“ Tbid., 62.

*2 Catriona Kelly, ‘Poetry after 1820: Romanticism and the ‘Man of Genius’ in “The
‘Feminine Pen’ and the Imagination of National Tradition: Russian Women’s Writing,
1820-1880 in A History of Russian Women's Writing 1820- 1992 (Oxford: Clarendon,
1994), 35.

* Joe Andrew, op. cit., 52.
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average Russian women. The formed a unique minority within the fairly limited numbers
of literate or educated women, themselves a small part of educated Russian society, or,
more precisely, the nobility.”** Many men at that period also supported the idea that women
were not rational and logical beings who thought and made decisions with their minds, like
men did. According to such views, women thought with their hearts and this was why they
often experienced extreme, irrational and inexplicable emotions foreign to men, such as
selfishness defined by jealousy and vengefulness. Belinsky said, “Women think with their

hearts, and men love with their heads.”*

In the novel Rudin Ivan Turgenev commented on
the suffocating selfishness of women, foreign to men, by saying that there are three types
of selfish people—the ones who live and let others live, the ones who live and don’t let
others live, and the ones who don’t live and don’t let others live either, to which type he
assigned women.**

In “The ‘Feminine Pen’ and the Imagination of National Tradition: Russian Women’s
Writing, 1820-1880” Catriona Kelly talks about one of the reasons why in Russia during
the eighteenth and nineteenth century men tried in so many different ways to keep women
in a submissive role that they could control: the ongoing power struggle between the

grandes dames of the eighteenth century, such as Catherine the Great, and the controlling

men of the nineteenth century. According to Kelly, female supremacy and even the idea of

“1Ibid., 57.

45 “YKeHIrHA MBICTUT CEpALIEM, a MYXXYHHA JTIOOUT rojaoBoi.” ("Buccapuon
I'puropseBuu benunckuii." Greatwords.org. Web. Feb. 2017.
<http://greatwords.org/quotes/1680/>.)

* “EcTh Tpu pa3spsiia STOUCTOB: STOMCTBI, KOTOPHIE CAMHU JKUBYT U JKHTh JAIOT JPYTHM;
ATOMCTHI, KOTOPbIE CAaMH KUBYT M HE JAIOT )KUTh IPYTHM; HAKOHELl, STOUCTHI, KOTOPBIE U
CaMHM HeE JKUBYT U JIPYTHM XHUTh He JaroT. JKeHIUHBI O0JbIIel 4acThIo MPUHAIEkKAT K
Ttperbemy pazpsay.” ("Mean Cepreesuu Typrenes." Socratify.net. Web. Mar. 2017.
<http://citaty.socratify.net/rudin-ivan-sergeevich-turgenev/93855>.)
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equality between men and women made young men of Pushkin’s generation very anxious,
and thus the early nineteenth century became the time when the female exclusion from the
“masculine” sphere of inspiration and the conviction that masculinity and writing were
associated were pushed to an extreme in Russian culture. The young male authors were
still highly intimidated by the aging, but still powerful, both sexually and politically,
eighteenth-century grandes dames, which can be seen in the works of some nineteenth-
century male authors, one of whom was Pushkin. *’ In the short story Queen of Spades,
Pushkin created the powerful, aging Countess who turns into a threatening, blood-chilling,
ghostly figure that haunts Hermann’s nightmares. Some critics such as Svetlana Slavskaya
Grenier also see Tatyana at the end of Eugene Onegin as being transformed into a dominant
high society grande dame who has the power to reject and hurt Onegin just like he rejected
and hurt her before.*® The career of Anna Bunina, who in Andrew’s words is “probably the
finest woman writer from the first two decades of the nineteenth century”, is a good
illustration of how nineteenth century male authors were very protective and territorial
when it came to females potentially invading their sacred space. Andrew points out that
when Bunina began her literary career in the early years of the century, her entry into a
space that was occupied almost exclusively by men was welcomed, since women were
encouraged to lend their civilizing influence to literature. However, within a few years the
praise turned into criticism, both because of the general reaction to women’s greater
involvement in literature, seen as an increasing threat to male supremacy, but also because

it was felt that Bunina herself had overstepped her allotted role. She was one of the first

*7 Catriona Kelly, op. cit., 34.
* Svetlana Grenier, Representing the Marginal Woman in Nineteenth-Century Russian
Literature (London: Greenwood Press, 2001), 28
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women in Russian history to attempt to live by her writing, an endeavor in which even very
few men were successful at this time. As Andrew points out, throughout her career, writing
was a serious professional activity and not the pastime for a ‘society lady.”*

These general ideas (and even fears) about the role of women in society may form an
important backdrop for the formation for the early nineteenth century’s poets’ attitudes
toward women. The three poets under discussion may have channeled some of these
concerns as well as the impressions they gained from their own experiences with women
into the enigmatic and intriguing figure of the rusalka, thereby creating a series of poetic
works that merits critical analysis. Previous scholars have tended not to pay too much
attention to most of these works, either seeing them as creations less significant or
compelling than other works deemed to have more importance, or else limiting their
commentary to details of the work’s composition and so on. This dissertation seeks to bring
these works to the foreground and to analyze them from a new point of view, and perhaps
to offer fresh perspectives on the complex psychological framework that each writer
brought to his work.

I will begin with Pushkin, because his first poem about the rusalka predates both
Lermontov’s and Zhukovsky’s major work on the theme. I will follow this with a
discussion of Lermontov’s work on the rusalka and the Demon, which both continues the
Pushkinian perspective and yet alters it in important and idiosyncratic ways. I will conclude
with an examination of Zhukovsky’s Undine creation, which offers a dramatic restatement
or revision of the traditional Russian view of the rusalka reflected in Pushkin’s and

Lermontov’s works.

¥ Joe Andrew, op. cit., 55-56.
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Aleksandr Pushkin

This chapter focuses on Aleksandr Pushkin and the use of the rusalka figure in two of
his poems- the short whimsical poem “Rusalka” written in 1819 and the longer more
serious poetic drama “Rusalka” that he started in 1829 and never finished. To the best of
my knowledge previous scholars who have analyzed Pushkin’s life and works such as B.
V. Tomashevskii (Pamiatka o Pushkine [A Memoir about Pushkin], Pushkin i Francia
[Pushkin and France]; Pushkin: raboty raznykh let [ Pushkin: works from different years)),
T. A. Gukovskii (Pushkin i russkie romantiki [Pushkin and the Russian Romantics],
Pushkin i problemy realisticheskogo stilia [ Pushkin and the problems of Realism]), V. E.
Vatsuro (Pushkinskaia pora [Pushkin’s time]), S. Bondii (O Pushkine [On Pushkin]), and
David Bethea (Realizing Metaphors: Alexander Pushkin and the Life of the Poet) have
tended not to pay too much attention to these two works, perhaps seeing them as creations
less significant or compelling than other works deemed to have more importance in their
analysis.

The chapter consists of two main sections. In the first section I look at Pushkin’s 1819
poem “Rusalka” and events in Pushkin’s life that influenced the way Pushkin developed
the plot and the rusalka character in the poem. I claim that the poem reflects the ideas that
Pushkin had early on in his life that were associated with the power struggle between men
and women and his fears related to women assuming control over men through their beauty
and sexuality and using that control to lead men to their downfall and death. Pushkin’s
early views on this issue were based on the time when his generation grew up (a time

marked by the men’s attempts to suppress women and keep them under control), on his
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impression of his mother and his sister, and on the way he experienced his first romantic
love. The nineteen-year old Pushkin, influenced by the moods of his era and his generation,
and lacking sufficient personal experience with the subject, assumed that women were
beautiful empty shells, pretty faces on tempting bodies who lacked internal worlds and who
could be inexplicably irrational and threatening. This idea can be seen in the way he creates
the 1819 rusalka as an overtly flat, simplistic, and destructive character.

The second part of the chapter deals with the poetic drama “Rusalka” that Pushkin
started in 1829 and never finished. This poem and the rusalka character in it are very
different from the 1819 ones. The 1829 poem is longer and darker, and the rusalka character
is much deeper and more complex. There are multiple factors that influenced the fact that
the second poem is so different. Pushkin was no longer a carefree teenager enjoying the
fame of a brilliant poet. He had faced multiple challenges such as being spied on by the
government, not being allowed to leave the country, exile, censorship, and declining health.
His days were gloomy and his life was losing direction. At that point he started seeing
women as his only escape and salvation. However, since 1820 his opinion of women had
drastically changed. He had multiple relationships with women who were attractive to him
not only because of their external beauty, but also because of the beauty of their internal
worlds. Pushkin met and interacted with women who were strong, independent, self-
confident, talented, well educated, intelligent, and shared his passions and interests. He was
looking for a partner whose internal world could match his, not just for a beautiful doll to
play with. In the 1829 poem “Rusalka” one can see Pushkin’s much richer and fuller
understanding of the power and independence of women, of the suffering and pain that

come with being rejected and abandoned, the grief and guilt over lost love, and the
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unknown direction in which love takes people, keeping in mind that it brings bliss, but also
challenges.

Pushkin’s better understanding of these concepts is based on his experiences that he had
with women since 1820, including the motherly, loving, and protecting Ekaterina
Karamzina, Praskov’ia Osipova, and Elizaveta Khitrovo; the young, charming friends, who
were full of life—Zizi Osipova and Elizaveta Ushakova; the mistreated women whom he
rejected and caused pain to: the pregnant serf girl from Mikhailovskoe and the devoted
Anna Vul’f; and the ones that he had difficult and challenging romances with—Elizaveta
Vorontsova, Ekaterina Ushakova, Anna Olenina, and the love of his life, his wife Natal’ia
Goncharova. I believe that Pushkin’s experiences and impressions from these relationships
are reflected in the 1829 poetic drama “Rusalka.”

Pushkin depicted may different female figures in his early works, including Lyudmila in
Ruslan i Lyudmila (Ruslan and Lyudmila), the Circassian maiden in Kavkazskii plennik
(Prisoner of the Caucasus), Zarema and Maria in Bakchisaraiskii fontan (The Fountain of
Bakchisarai), and Zemfira in Tsygany (Gypsies). 1 will not be discussing those female
characters because my focus is on the rusalka figure, which, as already explained in the
introduction, seems to have been a specific device for the expression of the poet’s
innermost feelings, fantasies, fears, and desires in the early part of the nineteenth-century
Russia. Pushkin wrote his early poem “Rusalka” in 1819. I claim that Pushkin’s
relationships with his nanny Arina Radionovna Yakovleva, his sister Ol’ga Pushkina and
his first love Ekaterina Bakunina had a major influence on this work.

Arina Radionovna Yakovleva was the Pushkin family nanny. She raised Aleksandr, Lev,

and Ol’ga. She sang them Russian songs, told them fairytales, and remained one of the
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poet’s most loyal friends. Until her last breath she loved the poet, and for him she was the
embodiment of the Russian soul. In his early poems Pushkin says that he grew up not
knowing sorrows and misfortunes, and this he owes to his nanny Arina—a good old lady,
who took care of both Pushkin’s education and fun.”

[t pa3BiedeHss,

OCTaBHB KHHT yUY€HbE,

B nocyxwuii MHE 4acoxk,

VY 100peHbKOH cTapyIIKH
JIyIIACTBIN 1IBIO gaek.”'

[For fun,/ Having left the textbooks,/ In a boring hour,/ At the good old woman’s place/
I’m drinking hot tea.]

In a later poem Pushkin called her “a friend through the most challenging of times.”
ITogpyra nHel MOUX CYypOBBIX

lNomy6ka npsixnas most!

OpnHa B IIIyIIN JIECOB COCHOBBIX

JlaBHO, JaBHO ThI KIEIIH MEHS

[The friend from my challenging days/ My tired dove!/ Alone in the silence of the woods/
You’ve waited for me for a long time]

Pushkin dedicated many poems to his nanny Arina—a recognition he did not give to his
father, his mother, or any of his other relatives. In Arina and in his grandmother Pushkin

found the image of the loving, kind older woman who gave him unquestionable love and

support and helped develop his imagination and talent with magical Russian songs and

3% Valentin Savin, "XXenmuns! B )xu3an 1 no33un [lymkuHa" (“Women in Pushkin’s life
and works”) at https://www.stihi.ru/2016/03/20/9650

> Aleksandr Pushkin, “JTys pasBneuenbs...” (“For fun...”)

>* Aleksandr Pushkin, “Iloapyra aueit Moux cypoBsix...” (“The friend from my
challenging days...”)
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fairytales. This is the image that one sees in the 1816 poem “Con” (“Dream”) that the poet
wrote remembering his childhood while at the Lyceum.’

Ho nerckux net 11067110 BOCIOMUHAHbE.

Ax! YMonuy 1b 0 MaMyIlIKe MO€HA,

O mpenecTy TaMHCTBEHHBIX HOYEH,
Korna B yenue, B cTapuHHOM OJICSTHBH,
Omna, 1yX0B MOJHMTBOH YKJIOHS,

C ycepauem nepekpecTuT MeHs

W menorom pacckas3biBaTh MHE CTaHET
O mepTBenax, o nmoaBUrax boBel. ..

Ot yXaca He IIEeTOXHYCh, ObIBAJIO,
EnBa gplia, npmxMych MoJ1 OJEsII0,
He ayBCTBYS HH HOT, HU TOJIOBBL. "

[I love the memories from my childhood./ Ow! I should not forget my nanny,/ The
beauty of  the wondrous nights,/ When in a cap and an old blanket,/ She calmed the
spirits with a prayer,/ And made the sign of a cross over me/ And whispering started
telling me about/ About dead men, about Bova’s adventures.../ From horror I could not
move/ Barely breathing, I closed my eyes under the blanker/ Not feeling my legs or my

head.]

Arina shared with Pushkin the challenging years of his Mikhailovskoe exile. She was his
only and most loyal friend and companion that helped him and kept him company and also
the first one to hear his works as stated in a passage from Eugene Onegin.”

Ho s noael cBoux MeuTaHui

Y TAPMOHUYECKUX 3aTeu

Yuraro TOJIBKO CTapOi HSHE,

56
HOJpPYyTe FOHOCTH MOEH. ..

[The fruits of my dreams/ And my harmonic designs/ I read only to my old nanny/
The friend from my youth...]

>3 Valentin Savin, op. cit.

>* Aleksandr Pushkin, “Ho gerckux et oGm0 Bociomuranse...” (“I love the childhood
memories...”)

> “Crrymaro ckasKi MOEH HSIHI; OHA — eIMHCTBEHHAS MOSI IOPYTa, 1 C HEIO TOIHKO MHE
He cky4Ho...” [“I’m listening to my nanny’s fairytales—she is my only friend and only
with her I’'m not bored...”] (Valentin Savin, op. cit.)

>® Aleksandr Pushkin, Evgenii Onegin, Chapter 4, stanza 35.
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Arina died in 1827. Upon visiting Mikhailovskoe after her death Pushkin was filled with
bitter sweet memories about his beloved childhood friend whom he would never see
again.”’

....BOT ONAaJIbHBIA JOMUK,

I'e w51 ¢ 6eqHON HAHEI0 MOEH

Vike cTapylku HET. YK 32 CTEHOMN

He cnpimry s maroB ee TsHKeImbIx

Hu xponormusoro ee ;[03opa58

[Here’s the house no longer in favor,/ Where I lived with my poor nanny/ She is no

longer living. Behind the wall/ I don’t hear her heavy footsteps/ And her laborious
marching]

Pushkin’s first female friend was his sister Ol’ga Sergeevna Pushkina. She was two
years older than Aleksandr and was his best friend in his childhood games. Most of
Pushkin’s initial impressions about women are based on Ol’ga. Just like her brother, Ol’ga
was raised by the nanny Arina and by their grandmother Mariya Alekseevna Gannibal.
Ol’ga’s character was very similar to that of her mother. She had sudden and sharp mood
changes going from extreme joy to extreme anger. She was very well educated. Ol’ga
spoke French, knew geography, history, algebra, and had great talent for art. She was not
only the poet’s best friend in the games, but also his first audience for his early poems that
he wrote in French. When Pushkin went to the Lyceum he could not see his sister very

often since the students were not allowed to go home. He expressed his strong longing to

>7 Valentin Savin, op. cit.
>% Aleksandr Pushkin, ... BHoBb st mocetmi...” (<...I again visited...”)
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see his sister and his frustration with the monastic lifestyle and rules of the school in the

9959

1814 poem “K cectpe.

TrI X04elb, APYT OCCIICHHBIH,
YT00 s1, HOIT MIIAJION,
Becenosain ¢ To60#

U ¢ nuporo 3a0BeHHOM,
MeuTtaMu OKpUJICHHBIN,
OcTaBus1 MOHaCTBIPb

W kpaii yequHEHHBIH,

I'ne HenpeprIBHBIN MUP

Bo mpake omyctuiics

N B mycThIHY TI1yX0OH
be3monBHO Bomapuiics

C yrproMoil THIIMHOM. ..

C moapyroit oOHUMYCS
BecHbl Moel 311aTO1....

Ho 310 numb meutanbe!
VYBBI, B MOHACTBIPE,

[Tpu GriegHOM CBeY CUsIHBE,
OpauH nuury K cec:Tpe...60

[Do you want to, my dear friend,/ That I, a young poet,/Talked to you/ And with
forgotten lyre/ Lifted by dreams/ Left the monastery/ And the secluded land/ Where the
world/ Is engulfed by darkness/ And in a quiet desert/ Quietly rules/ With sad silence/
.............. / "1l hug my friend/ My golden spring/ But this is just a dream!/

Alas, in a monastery/ Under the dim candle light/ Alone I’m writing to my sister]
Pushkin and Ol’ga remained very close friends until the end. Ol’ga took her brother’s side
during his fights with their father and Pushkin knew about his sister’s secret wedding in

1828 at which he was present and blessed the newlyweds. Ol’ga died when she was

seventy- one years old, almost blind and immobile.”'

>* Valentin Savin, op. cit.
% Aleksandr Pushkin, “K cectpe” (“To my sister”)
%! Valentin Savin, op. cit.
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Pushkin’s first love was Ekaterina Pavlovna Bakunina. She was the sister of one of
Pushkin’s classmates at the Lyceum. Pushkin’s feelings for Bakunina inspired the young
poet. On November 27" 1815 the fifteen-year-old Pushkin wrote in his diary that
Zhukovsky gave him his poems as a gift. Pushkin never parted from the little book and
read and reread Zhukovsky’s love poems. Pushkin became thoughtful and quiet and his
answers became noncohesive. Earlier he was laughing at his friends that were in love; now
they were laughing at him. He wrote a poem in which he described the secret torments of
love and happiness that he was introduced to.”>

Korna B 3a0BeHbH mepen Ki1accom
ITopoii Tepsin s B30p U CIIyX,

U roBoputs ctapaics 6acom,

W ctpur Hax ry6oii nepBbli myX,

B te auu... B Te AHM, KOT/1a BIIEpPBBIE
3aMeTuII sl YEPTHI KUBbBIE
[IpenecTHoii neBHl, U THOO0BB
Miaznyro B3BOJIHOBaja KPOBb,

U s, Tockyst 6e3HaEKHO,

Tomsich 0OMaHOM MBIJIKUX CHOB,
Besne uckan ee cieqos,

OO0 Heli 3a1yMbIBaJICSl HEKHO,

Becp neHb MUHYTHOW BCTPEYH K AAI
W cuacTbe TallHBIX MYK y3HAIL.. 0

[When in forgetfulness in front of the class,/ I lost my vision and my hearing,/ And was
trying to speak with a bass,/ And was shaving the first fuzz over my lip,/ In those
days...In those days when I for a first time/ Noticed the lively features/ Of a beautiful
girl, and love,/ Excited the young blood,/ And I, suffering hopelessly,/ Engulfed by the
deception of ardent dreams,/ Was looking for her traces everywhere,/ Was thinking
lovingly of her,/ Every day waited for the minute- long meetings,/ And was introduced to
the secret suffering of happiness...]

62 .

Ibid.
%3 Aleksandr Pushkin, “Korzaa B 3a0BeHbH Hepel KIACCOM. ..
front of the class...”)

2

(“When in forgetfulness in
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Ekaterina was a friendly and pretty girl. She came on the weekends to see her brother at
the Lyceum. Pushkin would anxiously wait for her at the window, and once he saw her
coming he ran down the steps pretending that their meeting was a coincidence. The few
words they exchanged and her smile meant the world to the young poet. On November 29,
1815 Pushkin wrote in his diary about his tormenting desperation while waiting for her.
The entry starts with a short poem about the temporary nature of happiness followed by
boredom and loneliness.**

HUrak, s cyacTiiuB ObLI, UTAK, 51 HACIAXKIAJICS,

OTpanoit THXOI0, BOCTOPTOM YIHMBAJICH. . .

U e Becenbst ObICTPBIN JCHB?

[Ipomuarncs 1€TOM CHOBUIEHBS,

VBsi1a npenecTh HaCllaXICHb,

W cHOBa BKpYT MEHs yIPIOMOU CKYKHU Tens!..”

[And so, I was happy, and so I was enjoying,/ I was getting drunk with excitement.../
And where did the short day of happiness go?/ It seemed like a summer dream,/ And the
beauty of happiness died away,/ And again I found myself surrounded by the shadow of
sad boredom!...

Pushkin continues the same diary entry with a description of him waiting at the window,
looking at the road covered in snow and of the minute of sweet happiness when he and
Bakunina met at the staircase. Pushkin commented on how good she looked in her black
dress and how even though he had been miserable for 18 hours because he had not seen
her, he was happy for 5 minutes during their meeting.*®

S cuactnuB Obut!.. Her, st BYepa He ObUT CUACTIIMB; MOYTPY ST MyUYHJICS OKUIaHBEM, C
HEOMUCAHHBIM BOJIHEHBEM CTOSLT I1OJT OKOIIKOM, CMOTPEJI Ha CHEXXHYIO IOpOTy — €€ He
BUAHO Obl10! HakoHerl s moTepsit HaeX 1y, BAPYT HEUasiHHO BCTPEUAIOCh C HEIO Ha

JIECTHHUIIE, — CJIaJIKas MUHYTa!...
Kak ona muna 6puta! Kak uepHoe miatee npucrasio K Munioi bakyHunoi!

% Valentin Savin, op. cit.
65 Aleksandr Pushkin, “Wrax, s cyacT/IuB ObLI. ..
% Valentin Savin, op. cit.

2

(“And so, I was happy...”)



35

Ho s ne Bugen ee 18 uacoB — ax! kakoe moyioxeHbe, Kakas Mmykal..
6
Ho s 6b11 cyacTiuB 5 MUHYT. .. !

[I was happy!...No, yesterday I was not happy; since the morning I was tormented by
waiting, with undescribable excitement I stood under the window, looked at the snowy
road- I could not see her! At the end when I lost all hope, suddenly I met her at the
staircase- sweet minute!.../ How sweet she was! How the black dress fit perfectly the dear
Bakunina!/ But I have not seen her in 18 hours- ah! What a situation, what pain!.../ But I
was happy for 5 minutes...]
After a happy spring and summer during which Bakunina lived in Tsarskoe selo with her
mother and Pushkin saw her everywhere, she moved to St. Petersburg and rarely came to
the Lyceum. Pushkin was engulfed by sadness and wrote about looking at the distant road
with a gloomy soul.®®
Buepa 3a yanieit myHIIEBOIO

C rycapom s cujern,
M Mom4a ¢ MpaqHOO AyHIOKO

Ha nanbauit nyth rnﬂ,uen.69
[Yesterday I shared a glass of punch/ With the Hussars/ And quietly with a gloomy soul/
I looked at the distant road.]

I claim that Pushkin’s interactions and relationships with his nanny Arina Yakovleva,
his sister Ol’ga Pushkina and his first love Ekaterina Bakunina had a major influence on
the creation of the 1819 poem “Rusalka.” As already discussed Pushkin was very close
with his nanny Arina and for him she was not only a loving mother and a loyal friend, but
the embodiment of the Russian soul. From her fairy tales and songs the young Pushkin

learned about Russian culture and tradtions, including Russian folklore where the rusalka

character comes from. Pushkin’s experiences with his sister Ol’ga Pushkina and his first

%7 Aleksandr Pushkin’s diary entry quoted by Valentin Savin, op. cit.
% Valentin Savin, op. cit.
% Aleksandr Pushkin, “Cresa” (“Tear”)
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love Ekaterina Bakunina influenced the way Pushkin developed the early rusalka as a
dominant, powerful female character that is tempting, mysterious, threatening, and
destructive. Moreover, the fact that Pushkin gave the rusalka such a role in his 1819 work
is related to his early views and ideas about men and women in terms of power and control.

In Pis’ma zhenschin k Pushkinu (Women's letters to Pushkin) Leonid Petrovich
Grossman points out that Pavel Viazemsky, the son of Prince Petr Viazemsky and Vera
Viazemskaia, both of whom were Pushkin’s close friends, always remembered Pushkin’s
conviction that “it is crucial for a man to be able to get women’s attention,”’® which the
poet shared with him when he was still a small child. Pushkin was teaching the young Pavel
that while trying to do so, the man was not allowed to stop after the first attempt, but he
had to persistently keep going forward arrogantly, without any concerns, in order to make
women respect him.”' Grosmman claims that in his letters Pavel stated that Pushkin was
constantly giving him advice on how to address and communicate with women, adding to
his lessons inappropriate quotes from Sébastien-Roch Nicolas de Chamfort—one of
Pushkin’s favorite French authors.”” Grossman also points out that lack of interest and cold-
heartedness marked the young Pushkin’s attitude to women’s spiritual worlds. Pushkin’s

brother Lev testified that during his conversations with women Pushkin almost never talked

70 “B BaKHOM 3HAUECHUH JUTSE MY >KYUHBI CIIOCOOHOCTH PUKOBAaTh BHUMaHUe >keHIuH [It

is crucial for a man to be able to get women’s attention.] (Leonid Petrovich Grossman,
“Vstupitel’naya stat’ia,” in Pis 'ma Zhenshchin k Pushkinu (Moscow: Sovremmenye
problem, 1928), 9.)

7! “He creflyeT OCTAHABIMBATHTCS HA TIEPBOM LIATY, @ HTTH BIIEPE/, HATIIO, 0€3 OrIIIKH,
YTOOBI 3aCTaBUTH JKEHIIMH YBaxaTh Bac” [One must not stop after the first attempt, but
go forward arrogantly, without any concerns, so in order to make women respect him.]
(Ibid.)

7 Tbid.
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about poetry and literature.” According to Grossman one of the reasons why Pushkin loved

9574 and

the ladies’ attention and adoration was that he viewed them as his true “audience,
the big circle of women readers and admirers around Pushkin elevated him to a higher level
as an author. ”°

I claim that there are two main reasons for the young Pushkin’s conviction that women
should be viewed only as an audience and should be controlled by men. One of the reasons
is the atmosphere of the time when Pushkin was growing up. As already discussed in the
Introduction, even though Russian culture was ‘feminized’ during the eighteenth and
nineteenth century women were still assigned a passive, submissive role by men, and one
of the reasons for this was the powerful and threatening grande dames who were still
lurking in the shadows of the eighteenth century and intimidating the hungry for power,
control, and dominance. The desired tole for women was viewed by men as the virtious
wife and mother—the ideal companion to the man. She should also be the ideal reader of
the male authors’ works and should not write herself, because exposing women’s
experiences was vulgar and unacceptable and because due to their gender, women did not
have imagination and could not experience genuine inspiration. Even when encouraged to
write, women were still viewed as inferior in the sense that according to men their works

would be received well not because of their intrinsic quality, but because they were written

by the beautiful hand of a woman. As Joe Andrew puts it “...the role of women in many

73 s
Ibid., 11.
7 “onn ero ucTuHHas my6uka” [They’re his true audience.] (Ibid.)
75 T
Ibid., 8.
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aspects remained traditional; they give ‘advice’, they are handmaidens, Muses to the great
men.”’®

The young Pushkin, being nineteen years old at the time, lacked extensive personal
experience with and understanding of women’s internal worlds. He had frequent
interactions with his nanny and his sister Ol’ga and had just fallen in love for a first time,
but never got to know his beloved beyond the distant admiration of her beauty. Thus, it is
fair to claim that his early ideas of women’s internal worlds and position in society may
have been influenced to a large extent by the popular beliefs of the time. Joe Andrews
points out that Pushkin on one hand enjoyed good relations with and patronized several
women writers, but could very unflattering about these women writers in private. For
example he sent a copy of “Gypsies” to Volkonskaya with a new poem dedicated to her;
yet his comments in private letters on Volkonskaya were much less flattering, and his
general approach to literary women was to group them in the catch- all cliché of the
‘bluestocking.” According to Hugh Aplin, Pushkin “seemed to experience difficulty in
dissociating a writer who happened to be female from the ladies he encountered in society.”
On the other hand for Andrew it is surprising that someone who was so concerned with the
state of Russian literature and who wrote so much about it actually wrote so little about
women writers as such. Andrew points out that in his public and semi-public utterances
Pushkin was not much kinder to women than he was in private, and he was the first

prominent writer to challenge the Karamzinian view concerning the alleged primacy of

women’s taste as a literary criterion. Andrew quotes page 16 from Pushkin’s Extracts from

76 Joe Andrew, "A Crocodile in Flannel," in Gender in Russian History and Culture
(Houndmills, Basingstoke, Hampshire ; New York : Palgrave in association with Centre
for Russian and East European Studies, U of Birmingham, 2001), 53.
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Letters, Thoughts and Observations (1827) in which Pushkin says, “People complain about
the indifference of Russian women towards our poetry, suggesting that the reason for this
is ignorance of their native language.” However, according to him this is not the real reason.
Pushkin continues, “Poetry slides across their hearing, but does not penetrate to their souls;
they are insensible to its [poetry’s] harmonies...Just have a good listen to their literary
opinions, and you will be surprised at the wrong-headedness, even the crudeness of their
understanding...There are few exceptions.” Andrew concludes that Pushkin was of very
little help to the cause of women’s writing and their overall position in literature.”’

The other reason for Pushkin’s views on control and power over women is the young
poet’s relationships with his sister Ol’ga Pushkina and his first love Ekaterina Bakunina.
As already discussed Pushkin’s older sister Ol’ga Pushkina was his partner in the games
that he played as a child and remained his loyal friend for the rest of his life. Pushkin’s
early impressions of women were based on his interactions with Ol’ga. One of her
characteristic features was her sudden and sharp mood changes ranging from extreme joy
to extreme anger. These sharp mood changes were also characteristic of Pushkin’s mother.
These inexplicable, extreme, and at times even threatening conditions that Pushkin
observed from two of his closest women while growing up- his mother and his sister,
undoubtedly influenced the development of his views on women as unpredictable,
irrational beings who perhaps should be kept under control by the rational male. Ekaterina
Bakunina, the poet’s first love, may also have influenced his early views on women and
the desire to not be passive and submissive to them. The relationship remained forever one-

sided, since the young poet never revealed his feelings to Bakunina and remained limited

" Ibid., 58-59.
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to the anxious awaiting of her arrival, the distant observation and admiration of her beauty,
and a few casual greetings and brief conversations. The young poet failed to establish a
relationship with Bakunina in which he felt a sense of control and thus, by remaining a
passive bystander who simply waited and observed, he did not have the chance to develop
a deeper and more meaningful relationship with her; then she left forever, which deeply
hurt him.

I claim that the 1819 poem ‘“Rusalka” reflects the knowledge and understanding of
Russian folklore that Pushkin gained from his nanny Arina Yakovleva and the young poet’s
fears associated with the power struggle between men and women based on the time when
his generation grew up and on his relationships with his sister Ol’ga and his first love
Ekaterina Bakunina. Through the poem Pushkin may be expressing his innermost fears of
women as mysterious and inexplicable beings, who gain control over men through the
power of beauty and sexuality and who use this control to lead men to their downfall and
death. In Pushkin’s naked rusalka one can see some of the main characteristics of the
rusalki according to Russian folklore—‘emptiness’ and inability to create beauty and life,
an innate connection to the uncontrollable power of nature, and inexplicable deadliness. I
claim that by exposing these characteristics in the naked rusalka, the young Pushkin,
influenced by the general male opinions about women during the era when he grew up and
on his own early personal experiences with women, is trying to show why women should
be viewed with suspicion and should not be allowed to have control over men: their true
identity is someone who seems to have great potential on the outside, but who turns out to

be dead and empty on the inside, someone who will use power and control not for creation,
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but for destruction, someone who is innately related to irrationality, manipulation, and
destruction.

As already stated, during the eighteenth and nineteenth centuries, men emphasized the
innate connection between women and low subjects and emotions such as obsessive
romantic love, passion, lust, and desire. Men also claimed that women could only
appreciate abstract beauty, but never create it, and that due to their sex and their lack of a
“quill” or a “pen” they were deprived of imagination, inspiration, and creativity. This
argument aligns with the idea of the Karamzinists such as Batiushkov, and even
conservatists, such as Shishkov that insisted that women are fit to be admiring readers and
muses, but never authors, and even if they write their works would be liked not because of
their quality but because they were written by the fair hand of a lady. It was already pointed
out that men of Pushkin’s generation, despite supporting the idea that women were the
“fairer’ sex, also brought up the differences between the ways men and women thought and
acted and how women experienced what men saw as inexplicable, irrational, and extreme
emotions and mood changes, which made them look unreliable, threatening, and
destructive to the men. All of these components can be seen in Pushkin’s “Rusalka” poem.
Han o3epom, B rimyxux ayopoBax,

Cracacs HEKOr1a MOHAaX,
Bcerna B 3aHATHSAX CypOBBIX,
B nocre, MmonuTBe U Tpyaax.
Y3Ke JI0NaTKOX CMUPEHHOU
Cebe Morumiy craper pbut —
N nums 0 cMepTH BOXKIEIIEHHON
CBATBIX YTOJHUKOB MOJIHIL
OpnHax bl 1ETOM Y IOPOTY
IToHuKILIEH XUKUHBI CBOECH
Amnaxopet Monuics 60ry.
JlyOpaBbl enainch YepHei;

TymaH HaZ 03epOM JTBIMUIICS,
W kpacHbIii Mecs1] B 001aKax



TuxoHbBKO 10 HEOY KaTHIICS.

Ha Bojaw! ctan risiietb MOHax.
I'msquT, HEBOJIBHO CTpaxa IMOIHBIM;
He mosxer cam ce0st TOHATE...

W BuauT: 3aKuIieny BOJIHBI

W npucmupenu BIPYr ONATE...

W Bapyr... nerka, kak TeHb HOYHAas,
bena, kak paHHUH CHET XOJIMOB,
Brixoaut xeHuuHa Haras

U momua cena y Operos.

I'msagut Ha craporo Monaxa

N yewier BnaxHbI€ BIACHI.

CBsTOl MOHAX JAPOKUT CO CTpaxa
N cMmoTpuT Ha ee Kpacsl.

OHa MaHHUT €ro pykKolo,

Kusaet ObIcTpO TrOJIOBOJA...

N Bapyr — naaydero 3Be31010 —
[Tox coHHOM CKpBLIACS BOJHOM.
Bcro HOUb HE criall CTapuK yIPOMBIN
W He monuiics nenslii 1eHp —
Ilepen coboii ¢ HEBOIBHOM TyMOit
Bce Buen uynHOU JEBBI TEHb.
JlyOpaBsl BHOBB OJIEIHUCH ThMOIO;
[Monura mo oGnakam JyHa,

U cHoBa neBa Hax BOJOKO

Cupaut, ipenectHa u OienHa.
I'nsaauT, KMBaeT roJIOBOIO,

Henyer uznanu myrs,

Hrpaert, mieniercs BOJIHOIO,
Xo0Xxo0ueT, mIaveT, Kak JUTH,

30BeT MOHaxXa, HEXKHO CTOHET...
«Momnax, monax! Ko mHue, ko mHe!..»
U Bapyr B BoHAX MpO3payHbIX TOHET;
U Bce B riryOoKo#i THILIUHE.

Ha tperuit neHp OTIIEIBHUK CTPACTHBIN
bnu3 ouapoBaHHBIX Operos

Cupen u aeBsbl K1ajl NIPEKPACHOM,
A TeHb TOKUTIACH cpeb TyOpoB...
3apst mporHana TbMy HOYHYIO:
MoHaxa He HalllId HUTJE,

U Tonwpko 6opoay cemyro

8
Manpuuniiky BUaeIu B BOIIG.7

8 Aleksandr Pushkin, “Rusalka” (1819).
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[Over the lake in the quiet woods,/ A monk found seclusion,/ Always working hard,/ In
fast, prayer, and work/ Already meekly with a shove/ The old man was digging a grave for
himself-/ And long- awaited death/ Was the only thing he prayed for./ Once in the
summertime/ By the door of his house,/ Anahoret was praying to God./ The woods grew
dark;/ Fog spread over the lake,/ And a red moon in the clouds/ Was quietly traveling
through the sky./ The monk started looking at the water./ He was looking full of fear;/ And
could not understand himself.../ And he saw that the water started boiling/ And then
suddenly became calm again.../ And suddenly...light as a night shadow,/ White as early
snow on the hills,/ A naked woman came out/ And quietly sat at the shore./ She was looking
at the old monk/ And was combing her wet hair./ The holy monk was shaking with fear/
And looking at her beauty./ She was waving at him/ And shaking her head at him.../ And
then suddnely like a shooting start/ She hid under a sleepy wave./ The old man could not
sleep all night/ And did not pray for the whole day-/ In front of him unconsciously/ He
kept seeing the shadow of the beautiful girl. / The woods became dark again;/ The moon
started traveling through the clouds,/And again the girl/ Was sitting over the water,
beautiful and pale./ She was looking, shaking her head,/ Jokingly blowing kisses,/
Playing, splashing the waves,/ Giggling, crying like a child,/ Calling the monk, gently
moaning.../ “Monk, monk! To me, to me!...”/ And suddenly sinks in the transparent
waves;/ And everything is quiet./ On the third day the passionate outcast/ Next to the
enchanted shores/ Was sitting and waited for the beautiful girl,/ Shadows spread over the
woods.../ Dawn chased away the darkness of night:/ They could not find the monk
anywhere/ And only the grey beard/ The little boys saw in the water.]

The externally beautiful rusalki, as an extreme version of female beings, are unable to
create beauty, since they are dead and their wombs are empty. When they tempt men, the
result is not a natural union of love, but a reverse ritual of emptiness and death. The rusalka
in the poem is destructive and deadly without a logical reason or explanation. She is an
overly simplistic character to whom Pushkin gave no inside and no depth.

In the beginning of Pushkin’s poem the old monk is in the safe center—he has lived a
pious, secluded life devoted to hard work and prayer and far from temptations and sin.
Han o3epom, B rimyxux ayopoBax,

Cracacs HEKOr1a MOHAaX,
Bcerna B 3aHATHSAX CypOBBIX,
B nocre, MmonuTBe U Tpyaax.

[Over the lake in the quiet woods,/ A monk found seclusion,/ Always working hard,/ In
fast, prayer, and work]
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He has been living his life based on pure faith and sacred beliefs and is getting ready to
reach his ‘happily ever after’ by leaving his imperfect earthly shell and letting his righteous
soul join God and the eternal light.

Y3Ke JI0NaTKOX CMUPEHHOU
Cebe Moruiy craper pbut —

N nuims 0 cMepTH BOXKIEIEHHON
CBATBIX YTOAHUKOB MOJIHII

[Already meekly with a shove/ The old man was digging a grave for himself-/ And long-
awaited death/ Was the only thing he prayed for]

However, his ‘happily ever after’ is ruined and the end is re-written by someone who can’t
create beauty and who is destructive by nature- a female spirit. The rusalka that appears in
front of the monk is a magnificent enchantress- naked, pale, light beauty with wet dripping
hair.

W Bapyr... nerka, Kak TeHb HOYHas,
bena, kak paHHUH CHET XOJIMOB,
BbIxoauT jxeHIMHa Haras

U momya cena y Operos.

I'msagut Ha craporo MoHaxa
W gemert BiakHbBIE BIIACHL.

CBsTOl MOHAX JAPOKUT CO CTpaxa

N cMmoTpuT Ha ee Kpacsl.

W cHoBa neBa HaJ BOJOKO

Cupaut, ipenectHa u OienHa.

[And then suddenly became calm again.../ And suddenly...light as a night shadow,/
White as early snow on the hills,/ A naked woman came out/ And quietly sat at the
shore./ She was looking at the old monk/ And was combing her wet hair./ The holy monk

was shaking with fear/ And looking at her beauty.// And again the girl/ Was sitting over

the water, beautiful and pale]
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The rusalka uses all kinds of tricks to gain control over the monk in order to be able to
manipulate him and to pull him into her cruel, destructive realm. The rusalka’s power is in
her beauty, her flirtatiousness, and her ability to provoke men’s fantasies and desire. She
uses all of her secret weapons in order to turn the monk from a pious righteous man into a
marionette blinded by lust.

OHa MaHHUT €ro pykKolo,
Kusaet ObIcTpO TrOJIOBOJA...

I'nsaout, KMBaeT rojIoBoIo,

Henyer uzpanu myrs,

Hrpaert, mieniercs BOJIHOIO,

Xo0xo0ueT, mIaveT, Kak JUTH,

30BeT MOHaxXa, HEXKHO CTOHET...

«Momnax, monax! Ko Mue, ko mae!..»

[She was waving at him/ And shaking her head at him...// She was looking, shaking her
head,/ Jokingly blowing kisses,/ Playing, splashing the waves,/ Giggling, crying like a
child,/ Calling the monk, gently moaning.../ “Monk, monk! To me, to me!..”]

The rusalka’s goal is not to make the monk follow her because she wants to enter a sacred
marital union with him and have a home and a family. The rusalka’s goal is to gain control
over the monk and to pull him away from the center, from his holy “happily ever after,”
turning his fairy tale into a horror story that ends in destruction and sin. The rusalka wants
for the monk to give up the control that he has over his life—his righteous ways of firm
faith, prayer, and hard work—and to give that control to her, based on the sinful temptations
of the flesh. Instead of joining God in Heaven for eternity the rusalka tempts the monk to
join her and the rest of the “unquiet dead” who took their own lives—a sinful deed which
denies the person a proper religious burial and a place in a proper cemetery. The monk

quickly becomes a victim of the rusalka’s manipulation, gives up his pious life, and begins

his way on the downward spiral that she has created for him.
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CBsTOlI MOHAX JAPOKUT CO CTpaxa

N cMmoTpuT Ha ee Kpacsl.

Bcro HOub He crial CTapuK yrprOMbIN
W ne Mmonmics 1enblii 1eHb —

Ilepen coboii ¢ HEBOIBHOM TyMOit

Bce Bunen uynHOU JEBbI TEHb.

Ha tpetuit neHb OTIIEIBHUK CTPACTHBII
bnu3 ouapoBaHHBIX Operos

Cupen u aeBbl K Aal IPEKPACHOU

[The holy monk was shaking with fear/ And looking at her beauty.// The old man could not
sleep all night/ And did not pray for the whole day-/ In front of him unconsciously/ He
kept seeing the shadow of the beautiful girl. // On the third day the passionate outcast/ Next
to the enchanted shores/ Was sitting and waited for the beautiful girl]

At the end the rusalka succeeds in achieving her cruel goal- the monk follows her in the
lake, and thus leaves the center of religious, righteous life, and enters the realm of sin and
destruction. The fact that the monk’s grey beard is the only thing that can be seen from the
monk is a powerful illustration of his separation from his religious self. He surrendered his
body and his soul to the sinful lake depths, but his beard—a powerful symbol of religious
belonging and holiness in Orthodoxy, remained on the surface of the lake.

3aps mporuaga TbMy HOYHYIO:

Monaxa He HaIllJIu HUTJIE,

U Tonwpko 6opoay cemyro

Manpuuniiky BUaeIu B BOJE.

[Dawn chased away the darkness of night:/ They could not find the monk anywhere/ And
only the grey beard/ The little boys saw in the water.]

In Pushkin’s “Rusalka” one can also see another parallel with an idea that eighteenth-
and nineteenth-century Russian men often used as a justification for women’s inferiority
and for why they should not be the ones exercising control—the irrational way in which

women’s brains work and the way they think with their hearts instead of with their brains,
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which involves the display of certain extreme emotions characteristic only of women, such
as selfishness characterized by jealousy and vengefulness. Based on these characteristics
men tended to relate women to nature—a realm characterized as inexplicable,
unpredictable, and uncontrollable as well. Pushkin himself grew up with constant
inexplicable displays of such extreme emotions from his mother and his sister. The
rusalka’s connections to irrational, inexplicable emoitions such as extreme selfishness and
to nature in the poem are obvious. In the rusalka’s actions, in her unreasonable cruel
intentions towards the monk, her obsession with making him give up his righteous way and
drown in sin for no reason, one can see the way Ivan Turgenev defined women’s
selfishness—not letting themselves or anyone else live, as was already described in the
Introduction. The rusalka is a dead being, but she also deprives the monk of his life. Her
appearance is related to certain changes in nature: the woods get dark, a cloud falls over
the lake, there is a red moon in the sky, the water in the lake starts boiling.

JlyOpaBsl enainch YepHei;

TymaH Hajg 03€pOM JIBIMUIICA,

U xpacHbIii Mecs1] B 001aKax
TUXOHBKO 1O HEOY KATHIICA.

W BuauT: 3aKumeny BOJTHBI

W npucmupenu BAPYT OMSATE...
JlyOpaBbl BHOBB OJICIHCH THMOIO;
[Momuta no oGmakam TyHa

[The woods grew dark;/ Fog spread over the lake,/ And a red moon in the clouds/ Was
quietly traveling through the sky// And he saw that the water started boiling/ And then
suddenly became calm again...// The woods became dark again;/ The moon started
traveling through the clouds]

The circumstances under which the rusalka appears are very specific and have been

identified in Russian folklore as associated with foreshadowing the appearance of an evil,
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unclean force, and/or signifying misfortune and danger. Other indicators of the rusalka’s
strong connection to nature are the fact that she lives in the lake, sits on the shore when she
comes out, and combs her wet hair.

BrIxoauT sxeHIHa Haras

U momya cena y Operos.

I'msagut Ha craporo MoHaxa
W gemet BiakHbBIE BIIACHL.

[A naked woman came out/ And quietly sat at the shore./ She was looking at the old monk/
And was combing her wet hair.]

Pushkin also compares the rusalka to an element from nature—a shooting star.

N Bapyr — naaydero 3Be31010 —
ITox coHHOM CKpbUIACS BOJHOM.

[And then suddnely like a shooting start/ She hid under a sleepy wave.]

skokskok

Ten years later, in 1829, Pushkin started writing a poetic drama with the same title—
“Rusalka.” He worked on the poetic drama for a number of years, but he never finished it.
This poetic drama is much longer and more complex than the short and whimsical 1819
“Rusalka”. When he started writing his second “Rusalka,” Pushkin was no longer the
twenty-year old arrogant boy who approached life with a mocking and sarcastic self-
confident smile. Since then life had taught the young poet multiple difficult lessons and
had permanently left the gloomy mark of skepticism on him and his works. In 1823 Pushkin
wrote the poem “Demon,” which very well captured his conflicting emotions based on the
way he had changed not only as an author, but also as a person. The poem tells the story of
a man whose young days were filled with “Bo3BbiieHnsIe uyBcTBa,” (lofty feelings) with

the excitement of love, freedom, and creativity, with new experiences and impressions.
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B Te nuu, korga MHe ObUTH HOBBI
Bce Bneuatiienps ObITHs —

U B30pHI 1€B, U 1IyM TyOpOBBI,
W HOYBIO ITEHBE CONOBBS —
Korna Bo3BbIlIEHHBIE UyBCTBA,
CBo0Oo1a, citaBa u J1II000Bb

W BIOXHOBEHHbIE HCKYCCTBA
Tak cUIBHO BOJIHOBAIIU KpOBL79

[In those days when to me were new/ all impressions of the world-/ And the glances of
the girls, and the noise of the forest,/ and the night singing of the nightingale-/ When the
lofty feelings,/ Freedom, fame, and love/ And the inspiration from the arts/ So strongly
excited the blood]

However, those days ended when a malicious spirit secretly started visiting him and started

pouring icy anger in his soul with his smile, strange stare, and his mean speeches.

Yacel Hage:KI U HACIaKIeHUN
Tockoil BHE3amHOM OCeHS,
Torga Kako#i-To 37100HBIA T'eHUH
Cran TaliHO HaBENATh MEHS.
[TeyanbHBI OBLUTH HAIIA BCTPEUU:
Ero ynwiOka, 9y aHbBIN B3I,
Ero s3BuTenpHbIE peun
BnuBanu B nyury XJyiagHbId s1.

[The hours of hopes and pleasure/ Were suddenly engulfed by sadness/ Then some sort of
malicious genius/ Started secretly visiting me./ Our meetings were sorrowful:/ His smile,
the strange glance/ His evil words/ Brought cold anger to my soul.]

This malicious spirit despised love and freedom, challenged salvation, called the wonderful
just a dream, and mocked life, refusing to bless anything in nature.

Hewncromumoii kineBeToro

OH npoBuAECHbE NCKYLIAT;

OH 3BaJ NpeKkpacHOE MEYTOIO;

OH BIIOXHOBEHbE MPE3UPAT;

He Bepun on 11006BH, cBOOO/IE;

Ha >xu3Hp HACMENUTUBO TIsSACT —

" Aleksandr Pushkin, “Demon”
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W Huuero Bo Bcer nmpupoe
bnarocioBuTh OH HE XOTENI.

[With never-ending malice/ He tempted salvation/ He called the wonderful a dream;/ And
despised inspiration;/ He did not believe in love and freedom;/ And mocked life-/ And
nothing in all nature/ Wanted to bless.]

According to T. G. Tsyavlovskaya, a Pushkin scholar, the Demon, the malicious spirit
who secretly visits the young poet, is a reflection of the oppressive skepticism that takes
over Pushkin’s life in 1823. Many of Pushkin’s contemporaries recognized in the Demon
the dry and sarcastic Alexander Nikolaevich Raevsky whom Pushkin befriended, while
living in the south. However, Pushkin publically denied such speculations with the

9999

publication, "O ctuxotBopenuu "Jlemon"” (“About the poem “Demon””), under a different
name, which was supposed to come out in 1825, but did not come out until 1874. In this
publication Pushkin said that the Demon served a different, more ethical purpose. Pushkin
said that during the best time of one’s life when one’s heart is not yet icy, it is still open to
the wonderful, it is still naive and gentle. However, slowly the constant contradictions of
existence start bringing doubts to it, which eventually destroy hope. The Demon, according

to Pushkin, stood for the spirit of denial and doubt, and showed its characteristics, and its

deadly influence on the moral dimension of the century.*

%0 “ITymxun HamepeBasIcs myGIMYHO OMPOBEPTHYTH TAKOE MHEHHE B 3aMETKE TI0]] TYKHM
uMeHeM: «/lymaro, 4To KpUTHK omuOcsa. MHOTHE TOTO K€ MHEHUS, HHBIE 1aXe
yKa3bIBaJIM Ha JIKI0, KoTopoe [lymkun 6yaTo 66 XOTeN H300pa3uTh B CBOEM CTPAHHOM
ctuxoTBopeHuu. Kaxkercs, oHM He mpaBbl, 110 KpaliHEW Mepe BUXKY s B «JleMOHe» Lieb
UHYI0, 00Jiee HpaBCTBEHHYIO. B Jydiiee Bpemsi )KU3HU cepaLe, elle He OXIIaKICHHOEe
OIBITOM, AOCTYIIHO JJIsl IpeKpacHoro. OHO JIETKOBEPHO U HEXHO. Maiio-nomany Be4HbIE
IIPOTUBYpEYHS CYIIECTBEHHOCTH POKIAIOT B HEM COMHEHUS, YyBCTBO My4YUTEIIBHOE, HO
HEenpoAopKUTeNbHOe. OHO ucue3aeT, yHMUTOKUB HABCEI/1a JIydIlne HaJAekK bl U
MIO3TUYECKUE Ipeapaccynku aymu. Hegapom Benukuii ['ere Ha3piBaeT BEUHOIO Bpara
yesoBedecTsa ayxoM orpunaromumM. 1 ITymkus He XoTen i1 B CBOEM J1eMOHE
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The poem “Demon” marked the beginning of a new, darker and gloomier stage in
Pushkin’s life. As Yuri Druzhnikov points out in The Life and Death of Alexander Pushkin:
A Genius at Odds with Himself in the late 1820’s and early 1830°s Pushkin’s life was a

81 pushkin was not

constant struggle full of insecurity, false hopes, and empty illusions.
only struggling with health problems, conflicts with the authorities, and the impossible
dream of leaving the country, but also with his relationship with his beloved and trusted
mentor Vasily Zhukovsky. At that point, to judge by the correspondence between the two
authors, Zhukovsky started harshly criticizing Pushkin for the direction that his life and his
works had taken. In a letter from 1825 Zhukovsky says, “You don’t understand yourself,
you are rebelling like a child against misfortune, which is a result of your immaturity. .. Stop

being an epigram, be a poem.”™

In another letter from 1826 Zhukovsky admits that he
despises everything that Pushkin had written because Zhukovsky saw his works as
unacceptable for moral and ethical norms, and claimed that Pushkin is to blame for the fact

that the generation growing up with his works would have no stability in life due to

Pushkin’s wild ideas presented through the beauty of his poetry.*> According to

OJIMLIETBOPUTH CEU AyX OTPULIAHUS WJIM COMHEHUS, U B CKATOU KapTUHE HauepTall
OTJIMYUTCIIBHLIC IPHU3HAKHU U MICHYAJIbHOC BJIIMAHUC OHOI'O HA HPABCTBCHHOCTH HAIIICTO
Beka.” (T. G. Tsyavlovskaya at https://ru.wikisource. org/wiki/ Jemon (Ilymkun))

8! Yuri Druzhnikov, “Pushkin in 1830: From Skepticism to Apathy” in The Life and
Death of Alexander Pushkin: A Genius at Odds with Himself (Lewiston: The Edwin
Mellen Press, 2006), 6.

52 “Tp1 caM ce6st He MOHMMACIIIB; ThI TOJBKO OYHTYEIIb, KAK PEOCHOK, IIPOTHB HECUACTHS,
KOTOPOE caMO HE MHOE YTO, KaK IIOJ TBOETO .... [lepecTanp ObITh SUrpaMMoii, Oyapb
nosmoit” (“B. A. XKykosckomy” [“To V. A. Zhukovsky”] in ITucema 1815-1825 [Letters
1815-1825] at http://pushkin-art.ru/letters_t1 3 183/)

53 “Tp1 3HaeIb, KaK s M0G0 TBOO MY3y H KaK JOPOXKY TBOCIO Ga20npUOBDemeHHOI0
cllaBoro: 00 yMero yBaxkaThb [1093u10 1 3Hat0, 4TO ThI POXK/ICH OBITH BEJTMKHUM ITO3TOM H
MoT ObI OBITh YeCThIO U AparoleHHOCcTUIO Poccuu. Ho st HeHaBIKY BCe, UTO ThI HAIHCAI

BO3MYTHUTEIBHOTO JUIsl TOPsIIKa U HpaBCTBEHHOCTH. Haim oTpoku (To ecTh Bee 3perolee
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Zhukovsky, Pushkin had already done harm that could never be repaired and he must
realize that talent is nothing and moral and ethical greatness is everything.*® In a letter from

1834 Zhukovsky exclaimed, “You’re a foolish man, I’'m completely convinced now. Not
only foolish, but also not well-behaved...”®

Yuri Druzhnikov points out that, in the late 1820’s and early 1830’s, on one hand
Pushkin was battling the oppressive Russian government that was paying unhealthy
attention to him since the poet’s early post- Lyceum period. Druzhnikov points out that

official correspondence is riddled with expressions such as “place appropriate secret

29 ¢

surveillance over him,” “personally pay the appropriate attention to his life-style,” and “His

Imperial majesty commands the placing of A. Pushkin under the secret surveillance of the

2986

government.”” The government rejected most of Pushkin’s attempts to leave Russia and

was building a tight, suffocating net around the poet. Nikolay Putyata, a close friend at that
time, noted, “Pushkin asked to go abroad, but they won’t let him. He was even ready to go
with Baron Schilling to Siberia, to the border with China. I don’t know why this goal of
his didn’t come to pass, but traces of it remain in his poem ‘Let us go, I’'m ready...” ¥’
[Toenem, st TOTOB; Ky1a OBl BBI, APY3bs,

Kyna 6 Hu B3qymManu, roToB 3a BaMH 5
[ToBcrony cienoBath, HAAMEHHOM yoeras:

MOKOJICHHUE), TIPU TIOXOM BOCIIUTAHHH, KOTOPOE HE 1aeT UM HUKAKOHW MOIIOPHI TS
KHU3HH, TO3HAKOMWINCH C TBOUMHU OYHHBIMH, OJICTHIMH MPENECTUIO TOI3UU MBICIISIMU; ThI
y>Ke MHOTUM HaHec Bpe Hencuenumslid.” (“B. A. XKyxkosckuii. [Incema k A. C.
[Mymkuny” [“V. A. Zhukovsky. Letters to A. S. Pushkin”] in Dnextponnas 6ubnuoreka
kiaccudeckoit mutepatypsl [Electronic library for classic literature] at
http://libclub.com/J/JukovskiiVA/JukovskiiVA-125-1.htm)

8 “Tamant mHuaro. ['maBHoe: Benuune HpascrBerHoe.” (Ibid.)

85 “A ThI Beslb YeTOBEK [JIYTBIA, TENEPD 51 B 3TOM COBEPIICHHO yBepeH. He Tosbko
TIIYTIBIH, HO eIle U MOBeAeHus HenpucToiinoro...” (Ibid.)

% Yuri Druzhnikov, op. cit., 7.

¥ Ibid., 18.
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K nmoguOXMI0 11H CTeHBI manekoro Kuras,

B xunsmuii nu [Hapuk, Tyza v HakOHell,

I'me Tacca He ToeT y>ke HOYHOI rpebdetl,

I'ne npeBHUX TOPOIOB MO/ METIOM APEMITIOT MOLIIH,
I'me xkumapucHble 6IaroyXarT POIIH,

[ToBcrony s rotos. IloeneMm... HO, Ipy3b4,

Ckaxkure: B CTpPaHCTBUAX YMPET JIU CTPACTh MOA?
3a0ymay Jib TOPAYIO, MyYUTEIBHYIO JACBY,

Wnu x ee Horam, ee M1aJJoMy THEBY,

Kak 1aHb OPUBBIYHYIO, TIOO0BB 5 IpHHECY?"

[Let's go, I’'m ready; wherever you go, friends,/ Wherever you think of, I’'m ready to follow
you,/ Everywhere, running:/ to the base of the wall in distant China,/ In lively Paris, there
afterall,/ Where Tassa no longer sings the rower in the night/ Where the remains of the
ancient cities sleep under the ashes/ Where the cypress groves spread their aroma,/ For
anywhere I’'m ready. Let’s go...but, friends/ Tell me: will my passion die while traveling?/
Will I forget the proud, tormenting girl,/ Or to her feet, to her youthful rage,/ As a tribute
I’ll bring my love?]

According to Druzhnikov, all of Pushkin’s attempts to leave the country were turning into
“empty futility.” Destiny, as Pushkin foresaw, would not be shattered, so just one thing
remained—for him to die at home in his own country. Druzhnikov points out that
indifference and apathy characterized Pushkin’s state of mind at the end of January and in
February of 1830.% At this time, suspiciousness and malice were beginning to show in the
thirty-year-old poet, a condition that would sometimes affect people who were in no way
guilty of his troubles. His literary polemic acquired extreme forms. He composed
lampoons, politely termed “epigrams,” of his colleagues, and in response to some critical

articles by Nikolay Nadezhdin, Pushkin called him a fool of a journalist, a cunning serf, a

blockhead, a lackey.”

% Aleksandr Pushkin, “TToezem, s roToB; Kyza ObI BbI, 1py3bs” (“Let's go, I’m ready;
wherever you go, friends”)

*Yuri Druzhnikov, op. cit., 20.

" Ibid., 21.
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During those challenging times Pushkin no longer viewed women as inferior,
inexplicable, irrational, or simply an audience or a muse that had to be controlled. He
started looking for a partner, for a woman who would be attractive to him not only with
her external beauty, but also with her rich internal world that would match his in terms of
education, intellect, knowledge, and interests. As Joe Andrew points out, the times had also
greatly changed since Pushkin’s youth in terms of women and their position and role in
society and literature. In his 1833-34 article “On Russian Women Writers” Ivan Kireevsky
talked about the striking changes seen over the past fifteen years and how an educated
woman at that point was considered quite normal, and women were beginning to think for
themselves, form their own opinions, and to thirst for enlightenment. Women were

stepping outside the purely family sphere and were taking their place on the public stage.”’

Pushkin witnessed and experienced these striking changes in his own experiences with
women during that time period. From 1820, when he spent a few months with the
impressive Raevsky sisters, Pushkin started developing relationships with women who
were not only charming, but also strong, self-confident, well educated, smart, and could be
his equal in conversations and discussions. Pushkin was hoping to find a partner that would
provide the light of love and happiness in his dark life and would give meaning to his
gloomy days. In the following section, I will briefly look at some of the more important
examples of relationships in Pushkin’s life that may have fed his depiction of the female
protagonist of the unfinished “Rusalka.” These included motherly or nurturing older

women such as Ekaterina Karamzina, Vera Viazemskaia, Praskov’ia Osipova, and

1 Joe Andrew, op. cit., 60.
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Elizaveta Khitrovo, who had the experience and the knowledge necessary to establish
themselves as very powerful, influential, independent, self-confident, and respected society
women, but were also able to give Pushkin the gentleness of sincere motherly love. It also
included young, beautiful, and intelligent girls, full of life, who were more playful, such as
the Raevsky sisters, Zizi Osipova, and Elizaveta Ushakova. They all admired Pushkin’s

poetic talent and never crossed the boundry of sincere, but strictly platonic friendship.

Pushkin met Ekaterina Andreevna Karamzina, the second wife of Nikolay Mikhaylovich
Karamzin, in the summer of 1816 in Tzarskoe selo. Ekaterina immediately liked the young
poet, welcomed him into her family, and became a mother to him. Pushkin’s feelings for
Ekaterina were a combination of respect, adoration, and love. His friendship with Ekaterina
lasted his whole life and he was very grateful for the attention she gave him. Ekaterina was
the one who made the sign of a cross over the dying poet.”> A few years later Pushkin met
another motherly figure that became very influential in his life and works. 1824 marked
the beginning of the poet’s two-year exile in Mikhailovskoe where he met Praskov’ia
Aleksandrovna Osipova. She was a highly educated woman, who knew a lot about history,

literature, and followed the development of poetry. Her father wrote poetry, and Pushkin,

92
“...OH cam 3Toro noxenain... OH IPOTSAHYJI MHE PYKY, 1 €€ II0aJa, U OH MHE TaKXKe, a

MOTOM MaxHYJI, 9YTOOBI 5 BIIUIA. 51, X0/, OCEHUIIA €TO U3/IaJii KPEeCTOM, OH OISATh
MPOTSHYJ MHE PYKY U CKa3all TUXO: ,Ilepekpecture emie", Toraa s OmsiTh, MOKABIIH €IIIe
pas ero pykKy, s ye rnmepeKkpecTuia, MpUKIaabiBas NalbIlbl Ha J00, ¥ MPUIOKHUIA PYKY K
IIEKE; OH €€ TUXOHBKO IMOIlesIoBaI U omsiTh MaxHyJ.” [He wished for this...He stretched
out his hand, I held it, he held mine, and then he waved at me to leave. I, leaving, made
the sign of a cross over him, and he again stretched his hand to me and said quietly,
“Make the cross over me again”, then I again, taking his hand, made a cross over him,
putting my fingers on his forehead, and touching his cheek with my hand; he quietly
kissed it and waved at me to leave again.] ("Ilepenucka A. C. Ilymkuna c xxeHmuHamMu"
[“A. S. Pushkin’s correspondence with women™] at

http://az.lib.ru/p/pushkin_a_s/text 0650.shtml)
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Yazykov, and Del’vig were frequent guests at her house. When Pushkin arrived in
Mikhailovskoe she was forty-three years old. Based on Praskov’ia correspondence with
Puskin, it can be seen that her feelings for the poet were a combination of strong attraction
of a female to a male as well as motherly love and desire to help and protect a son. She

% and “the son of my heart.””* She wrote

called him “my dear and always loved Pushkin
to him, “I kiss your beautiful eyes which I love so much.””® Pushkin’s letters to Praskov’ia
were for her the greatest happiness and pride. She kept every page he wrote to her and in
1833 confessed to him that she rereads his letters “with the joy of a money collector who
keeps counting the piles of gold that he had saved.””® Pushkin highly valued Osipova. He
never allowed himself to disrespect or offend her with sarcastic and humorous comments,
which he made about many other women, including her daughter Anna Vul’f. He dedicated
to Praskov’ya the poems "llompaxkanus Kopany" (“In imitation of the Quran”) and
"[Tpoctute, BepHbie gyOpassr” (“Farewell, my dear woods”).”’

In 1827 after his return from the Mikhailovskoe exile Pushkin met another close female
friend who developed motherly feelings for him—Elizaveta Mikhailovna Khitrovo. She
was the daughter of the famous Field Marshall Kutuzov and the mother of the glorious St.
Petersburg beauty Dolly Fikel’mon, who was one of Pushkin’s close friends. The letters

between Elizaveta and Pushkin show that they were connected by firm friendship.

Elizaveta received European education and the poet was undoubtedly interested in the mind

93
94 n
95 n
96 n

Mo oporoii u Bceraa mooumsrii [Tymkun™ (Ibid.)

ceiH Moero cepana” (Ibid.)

Lemnyto Bamm npekpacHsle ria3a, KoTopsie s Tak om0’ (Ibid.)

C HACJIaXICHUEM CKYIIa, NEPECUUTHIBAIOLIETO IPYIbl 30J10Ta, KOTOPbIE OH KOIHUT..."
(Ibid.)

”7 bid.
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and the knowledge of this woman who was very well informed about the current political
events.”® Khitrovo loved Pushkin with a very specific, worrisome love,” constantly being
concerned about him and his fate, and trying to establish a calm, creative life for him.'"
Khitrovo promised Pushkin that he could count on her for everything without any
doubts.'"!

Three of Pushkin’s notable younger female friends came from the Raevsky family.
During the 1817-1819 period Pushkin quickly grew up and through his poems he started
criticizing the authorities and their actions. The regime did not like these witty epigrams,
and Pushkin was almost sent to Siberia. However, with the help of his influential friends
such as Karamzin, Zhukovsky, and Vyazemsky, on May 6, 1820 Czar Aleksandr I
recommended that the poet be sent to Ekaterinoslav. When General Raevsky’s family
stopped at Ekaterinoslav on their way from Kiev to Kavkazkye Vody Pushkin joined them
on their trip. For two months Pushkin enjoyed the family’s lovely company, the beautiful
nature, and the healing power of the water. He wrote to his brother Lev that all four

daughters are wonderful and the oldest one, Ekaterina, is a remarkable woman. None of

%% “HajifieHHble HeJaBHO THCHMA K HEil [IymkuHa yka3bIBatOT Ha MPOYHOE JIPYHKECKOE
YYBCTBO, CBSI3bIBABIIEE UX, 1 HA HECOMHEHHBIN MHTEPEC 1103Ta K YMY U 3HAHUSM ITOU
€BpOoIelCKH 00pa30BaHHOM KEHIIUHBI, BCECTOPOHHE OCBEOMIICHHON B COOBITHSIX
nonuTH4eckor coppeMennoctu.” (Valentin Savin, op. cit.)

%% “BpI CIMIIKOM XOPOIIO 3HAETE, YTO TF0OO0Bb MOSI K BaM GECIOKOIHA U My4HTEIbHA.”
(Ibid.)

1% “Ona mro6una [ymkuaa 0060, TPEBOXKHOI TIOGOBBIO, GECIIOKOSICH O HEM, 3a60TACH
0 ero cyab0e, CTpeMsCh BCIUECKU HaJIaJUTh €My CIIOKOMHYIO TBOPYECKYIO KHU3Hb.”
(Ibid.)

1 “Oxean OyzaeT MeXIy BaMH U MHOM, HO paHO WJIU TO3/JHO BBl BCET1a HaiiieTe BO MHE
Juis1 ceOs1, Balei >KeHbl M BalllNX JIETEH -- qpyTa, Mo00HOro cKaje, 0 KOTOPYIO BCe
pa3o0beTcs. PaccunThiBaiiTe Ha MEHs, Ha )KU3Hb U HA CMEPTh, pacloyiaraite MHOIO BO
BceM u 0e3 Besikoro crecHenms.” (Ibid.)
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the four saw themselves as Pushkin’s muses, and they never had personal relations with
Pushkin. They admired his talent and his works, but were not romantically interested in the
poet. Pushkin developed similar friendships with Praskov’ia Osipova’s younger daughter
Evpraksiya and with Elizaveta Ushakova, the younger sister of Ekaterina Ushakova with
whom Pushkin had a passionate, but unfortunate love affair. Zina, or Zizi as her relatives
and friends called her, was a pretty, lively, happy girl and Pushkin enjoyed flirting with
her. He treated her like a mischievous little girl, which can be seen in the poem which he
wrote in her album.'”

Bor, 3una, Bam coBeT: urpaiire,

U3 po3 BecénbIx 3amuierainTe

Ce0e TOp:KeCTBEHHBIN BEHEI —

W Brpens y Hac He pa3pbIBaiiTe
Hu manpurainos, Hu cepaen.

[Here’s my advice to you Zina: play,/ From joyful roses make/ a celebratory crown for
yourself-/ And don’t tear apart/ Neither our madrigals, nor our hearts.]
Elizaveta, like Zizi, was a goodlooking girl whom Pushkin liked, but their feelings for each
other never developed beyond good friendship.'*®

Even more important and relevant for the unfinished poetic drama “Rusalka” are two
other sets of women: (1) the women with whom Pushkin was involved and whom he may
have treated poorly, such as a serf girl that he got pregnant in Mikhailovskoe and Anna
Vul’f, who could never overcome her love for him, a love to which the poet could not

respond; and (2) the women with whom he had affairs which may have been difficult and

12 Tbid.
' bid.
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complex or which led to difficult consequences. These include Elizaveta Vorontsova,
Ekaterina Ushakova, Anna Olenina and his wife Natal’ia Goncharova.

In 1825-1826 Pushkin had a romance with a serf girl from the village of Mikhailovskoe
whom the poet got pregnant. In January 1825 I. I. Pushtin, one of Pushkin’s friends from
the Lyceum, visited Pushkin in Mikhailovskoe and observed the beginning of Pushkin’s
relationship with the serf girl. Pushtin noted that coming into the room he noticed a figure
that very much stood out from all of the other ones. Pushkin immediately recognized his
friend’s playful thoughts and smiled in a meaningful way.'®* In May 1826 Pushkin wrote
a letter to Count Viazemsky describing the outcome of his relationship with the serf girl.

[Tucemo 370 Tebe BpyUUT OUeHb MUJIas U 100past AeBYIIKa, KOTOPYIO OJIMH U3 TBOMX
Ipy3el HeocTopoxkHO oOproxatui. [lomararock Ha TBOE YEIOBEKOIIOOUE U IPYIKOY.
[Tputotu ee B MockBe U J1aii el IeHeT, CKOJIBKO € MOHaI00UTCs, a TOTOM OTIPAaBh B
BonauHo, B MOIO BOTUMHY, /1€ BOJAATCS KypHULIBL, IETyXU U MeaBeau... [Ipu cem ¢
0TEYECKOH HEeXHOCTBIO MPOLTy TeOs T03a00TUTHCS 0 OyayIIIeM MaTIOTKe, €ClIU TO OyneT
MaJIbYMK. OTCHUIATH €r0 B BOCIIUTATENBHBIN IOM MHE HE XOUETCS, a HeJIb3s JIM €ro
MOKaMECT OT/IaTh B KaKyl0-HUOYIb AepeBHIO, X0Ts Obl B OcTadbeBo. Muiblil Moii, MHe
COBECTHO, €i-00Try, HO TYT YK€ HE JI0 COBECTH.

[This letter will be given to you by a very nice and good girl, whom one of your friends
was not careful enough with and got pregnant. I am relying on your humanness and
friendship. Give her shelter in Moscow and give her money, as much as she needs, and
then send her to Boldino, to my estate, where they have chickens, roosters, and bears...I
am asking you, with fatherly gentleness, inquire about the future of the child, if it happens
to be a boy. Sending him to a boarding school is not what I want to do; maybe it is better
to send him to a village, maybe to Ostav’evo. My dear, I feel remorse, oh God, but this is
not a matter of conscience.]

19 “Bomm- pacckazbiBaeT [Iynius,- B HIHUHY KOMHATY, Iie coOpanuck mBeu. S Toruac
e 3aMETHII MEXXy HUMH OJIHY (PUTYPKY, pe3KO OTJIMYaBIIYyIOCs OT Apyrux. OH ToTyac
e MPO3pelt MATOBIUBYIO MOIO MBICIb U YIBIOHYICA 3HaUUTENbHO.” ([ywkun u 113
arcenwyun-nodma. Bee n10606nvie céa3u genuxoeo nogecwl. Kymupvi. Hcmopuu Beauxotl
JItobeu [Pushkin and the poet’s 113 women. All of the love relationships of the great
poet. Muses. Stories of great love] at
https://books.google.com/books?id=USZhAAAAQBAIJ&pg)
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Viazemsky could not help Pushkin since the girl was a serf and was considered shared

property of the Pushkin family.'®

Based on information from unpublished documents such
as the letter that the "usBectnas Bam" (“the one known to you”) sent Pushkin in 1833 the
literary historian and Pushkin scholar P. E. Stegolev claims that the serf’s name was Ol’ga
Mikhailovna Kalashnikova.'°® The fate of the girl and of Pushkin’s child remain unknown.
As we shall see, Pushkin’s experience with this woman may have left a strong, searing
impression on his treatment of the rusalka in his unfinished drama.

Anna Nikolaevna Vul’f, Praskovia’s oldest daughter, was probably the most
unfortunate of Pushkin’s female friends, since she was the only one who developed strong
life-long romantic feelings for the poet to which he could not respond. She was a typical
young girl from the Trigorskoe countryside. Anna was well-educated, dreamy, and not very
attractive.'”” She adored Pushkin’s talent and was very much in love with the poet.
Pushkin’s flirtation with Anna was very brief, but Anna was in love with him for the rest
of her life. Her love was very patient, accepting, and forgiving. According to Valentin
Savin, Anna’s letters to Pushkin are the only letters, preserved to this day, to the poet from
a female that stand out with the depth and sincerity of the woman’s love. Pushkin was
annoyed by Anna’s neverending attention and even wrote to his brother Lev that he was
tired of her (“c AHHeTKOIO OpaHIOCH, nagoena”).'”®

Over the years Pushkin offended and hurt Anna multiple times with his mocking

comments and poems, witty jokes, and affairs with other women.'” She could not

1% Tbid.

1% "TTepemmucka,” op. cit.
%7 Valentin Savin, op. cit.
1% "TTepemmucka,” op. cit.

' Tbid.
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understand his romances with other girls who were not as smart as she and who did not
understand the poet and his works nearly as well as she did.''’ In one of the letters to the
poet Anna wrote, “You torment and hurt a heart the value of which you don’t know.” Anna
tried to attract Pushkin’s attention in multiple ways including passionate love confessions,
bitter insults, and stories about other suitors that were in love with her. Anna could never
overcome her love for Pushkin despite the fact that he never responded with the same
feelings. In a letter to him written in September 1826 she called the poet “nasty” and
unworthy of being loved. Anna declared that no one would ever make her feel the same
excitement and hope the same way as Pushkin did."'' Anna never married. Her only source
of happiness and hope was Pushkin’s infrequent letters. It is believed that their last meeting
was in 1837, not long before Pushkin’s duel. '

One of the women with whom Pushkin had an affair that was complex and challenging
and elements of which can be seen in the unfinished poetic drama “Rusalka” is Elizaveta
Ksaver’evna Vorontsova. In August 1823 Pushkin fell in love with Elizaveta. She was the
wife of general Mikhail Semenovich Vorontsov under whom Pushkin served in Odessa.
Elizaveta was beautiful, very slender, smart, and well- educated. Pushkin was forcefully

separated from Elizaveta when he was no longer welcome as a guest in their house after

his relationship with her husband deteriorated and he was exiled to Mikhaylovskoe in

"% alentin Savin, op. cit.

"1 “crasxuTe MHe, IIpolTy Bac, HOUeMy BbI [IEPECTATH MHE [HCATh: 3TO 0e3pa3THUbE HIIN
3a0BeHbe? [ aoxuti BbI! HETOCTOWHBI BBl TOTO, YTOOBI BAC JIFOOWIIM, MHOTO CUETOB HYKHO
ObUT0 OBl MHE CBECTH C BaMH, HO TOPECTH, YTO 5 OOJIbIIIE HE YBUXKY Bac, 3aCTaBIISICT MEHS
Bce 3a0bITh... [Ipormaii Mmoe npomnutoe GnaxeHcTo u... yves! {He pasobpano.}. Huxto B
KU3HH HE 3aCTaBUT MEHS UCTIBITATh TEX BOJTHEHUN U OIIYIIEHUH, KaKue 5 IepeKnuBaa
psanom ¢ Bamu.” ("Ilepemnucka,” op. cit.)

"2 Tbid.
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August 1824. During their final meeting Vorontsova gave Pushkin a very expensive ring
and kept the same ring for herself. Pushkin wrote a poem about the expensive gift, calling
it his lucky charm that will protect him.

XpaHu MEHs, MOW TAJIMCMaH,

XpaHu MEHS BO THU TOHEHbS,

Bo nHM packasiHbs, BOJIHEHbBS:
ToI B IeHb IIeYaId ObLI MHE JaH.

Ilyckaii ke BBEK CEpACUHBIX paH

He pacTpaBuT BocnOMUHaHbE.

[Ipomaii, Hazexka: Cru, )KEJIAHBE;

XpaHu MeHs1, MO’ Tamacman.'

[Protect me, my talisman,/ Protect me in my days of turmoil/ In my the days of regret,
excitement:/ You were given to me on a day of sorrow.// Don’t let the century of heartfelt
wounds/ Poison the memories./ Farewell hope: sleep desire;/ Protect me, my talisman. ]
Pushkin wore the ring for the rest of his life and Zhukovsky was the one who removed it
from the dead poet’s hand.'"*

Before Pushkin met the love of his life, his wife Natal’ia Goncharova, in 1829 he had
very passionate, but also very painful and unfortunate love affairs with Ekaterina Ushakova
and Anna Olenina and both experiences greatly influenced his works, including the poetic
drama “Rusalka” as will be shown later in this chapter. After Pushkin was allowed to come
back from exile in 1826 he split his time between Moscow and St. Petersburg. In 1826 in
Moscow Pushkin met the Ushakov family. When Pushkin met Ekaterina Ushakova she was

seventeen years old. Pushkin passionately fell in love with her, and she responded with the

same feelings. Ekaterina loved literature and adored Pushkin’s works. Ekaterina loved the

2

'3 Aleksandr Pushkin, “XpaHu MeHs1, MOU TaJIUCMaH. ..
* Valentin Savin, op. cit.

(“Protect me, my talisman...”)
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poet and he even thought about about proposing to her. However, he never did, and the
pain he caused her can be detected in the poem “SI Bac y3nHan, o moii opakyn”, which he
sent to her in January, 1830 from St. Petersburg.' "

51 Bac y3Hai, 0 MOM Opakyil,

Ho 10 BECEJION OCTPOTE,

Ho 1o nmpuBeTCTBUSM JIyKaBbIM,

Ho no sacMenuimBocTH 37101

116
U no ympekam... CTOJIb HENPABBIM,

[I recognized you, my Oracle,// By the joyful harshness,/ By the cunning greetings,/ By the
malicious sarcasm/ And by the accusations...so unjust]

One of the reasons why Pushkin never proposed to Ekaterina was that in the midst of
their romance he spent about eighteen months in St. Petersburg during which he went
through a misfortunate romance with another woman—Anna Olenina. Pushkin’s
relationship with Anna Olenina was one of the most dramatic in his life. It seemed that
Pushkin had serious intentions towards the nineteen-year-old Anna and wanted to get
married. In the margins he often wrote “Annete Pouchkine” and proposed to Anna multiple
times. After receiving multiple rejections Pushkin had to say his farewell. Upon leaving he
wrote in Anna’s album what became one of the iconic love poems of Russian literature, “51
Bac JoOm: Mo00Bb emle, 0bITh MOkeT’, which became Pushkin’s last testimony of his
strong love for Anna for which unfortunately there was no future.'"’

S1 Bac moOua: M1000BE €l11le, OBITh MOXKET,
B nyuie moeit yracia He cOBCcEM;

Ho mycth oHa Bac GoJIbllie HE TPEBOXKUT;
51 He Xxouy nevyaJnuTh Bac HUYEM.

115 110
Ibid.

16 Aleksandr Pushkin, “SI Bac y3Ha, o Moii opakyi...” (“I recognized you, my

Oracle...”)

"7 Valentin Savin, op. cit.
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5] Bac mro6miI 6€3MOJIBHO, O€3HAIEKHO,
To po6oCThIO, TO PEBHOCTHIO TOMUM;
51 Bac OOMIT TaK UCKPEHHO, TaK HEXHO,

Kak nait Bam GOr JF06UMOif GbITH APYrUM.'

[I loved you once: perhaps that love has yet/ To die down thoroughly within my soul;/
But let it not dismay you any longer;/ I have no wish to cause you any sorrow./ I loved
you wordlessly, without a hope,/ By shyness tortured, or by jealousy./ I loved you with
such tenderness and candor/ And pray God grants you to be loved that way again.]'"”

The experts tend to relate two of Pushkin’s famous 1828 poems, “IlpeguyBcTBuE”

2

(“Premonition”) and “/lap HampacHbIi, gap ciay4aiHsiid...” (“A useless gift, a random
gift...”) that focus on the themes of the challenges and misfortunes that change the course
of one’s life and the lack of meaning and direction in life, to the unfortunate end of his
romance with Olenina. '*°

The last notable female in Pushkin’s life who greatly influenced his works that will be
mentioned in this chapter is his wife Natal’ia Goncharova. Pushkin went from St.
Petersburg to Moscow in 1829. He was still feeling the pain of Olenins’ rejection.
However, the great poet could not live without love. Pushkin saw Natal’ia for a first time
at a ball at house number 22 on the Tverskoi Boulevard. Natal’ia was a breathtaking beauty,
and Pushkin was enchanted by that beauty. Soon after their first meeting Pushkin wrote the
poem “Manonna” (Madonna”) in which he declared:
S BiroOneH, st 09apoBaH,
S coBceM oroH4yapoBaH.

C yTpa 110 Beuepa 3a HElo 51 CTPEMITIOCh,

121
W BcTped HedasHHBIX U KXy, U O0IOCh.

1% Aleksandr Pushkin, “SI Bac mo6u...” (“I loved you...”)

"9 http://max.mmlc.northwestern.edu/mdenner/Demo/texts/loved you once.htm
120 Valentin Savin, op. cit.

12! Aleksandr Pushkin, “Magonsa” (Madonna™)
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[I am in love, I am charmed,/ I am completely enchanted by Goncharova./ From morning

until evening I strive for her,/ And our meetings I both await and fear.]

Pushkin wrote to Natal’ia that he loved her soul even more than he loved her face.'*
Puhskin waited for almost two years for Natal’ia’s mother’s permission to marry her

daughter. Pushkin wrote that this rejection made him lose his mind and that same night he

joined the army and was sent to the Caucasus.'*> While he was waiting on a decision for

almost two years Pushkin deeply suffered and kept dreaming of having his own home,

124 Natal’ia’s mother received Pushkin at her bedside, but didn’t

family, wife, and children.
say anything definite to him. Druzhnikov points out that the poet articulated the moment
in a letter to his future mother-in-law: “Your silence, your coldness, that distraction and
that indifference with which Mlle. Nathalie received me...” The poet recalled the insult in
the beginning of April of 1830, which is, a whole half-year after his return from Erzerum
and that visit. As Druzhnikov puts it, “consequently, for all these months his intentions
towards Natal’ia were under a large question mark or were, as he put it himself, despairing.
He went off to St. Petersburg “with death in his soul” (“la mort dans I’ame™).”'®

Pushkin married Natal’ia in February, 1831. From the first days of his marriage Pushkin
felt the burdens of having a wife. Even though he enjoyed the fame of one of Russia’s
greatest poets alive, his financial means were rather limited, and he questioned whether he

would be able to support himself and his young wife, who also burdened him with her

persistent jealousy. That is when the boring and unhappy life as a part of the Czar’s court

122 ,
“A nyury TBoro moouro emé 6omee TBoero nuia” [I love your soul even more than [
love your face.] (Valentin Savin, op. cit.)
12} “OrKa3 Ha MPHOBEHHE CBEJ MEHS C YMa, B Ty e HOub 51 yexan B apmuio” (Ibid.)
124 1.
Ibid.

125 Yuri Druzhnikov, op. cit., 8.
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started for Pushkin. In order to maintain those relationships Natal’ia had to attend the balls,
which meant additional expenses for the poet. He could not bare the burden of the
monotonous Court life anymore, which lead to the Czar’s stern disapproval and discontent
with him. Pushkin spent the six years during which he was married to Natal’ia constantly
worrying about his financial means and whether he would be able to support his wife and
their four children. He traveled and wrote much, but his literary career could barely provide
the necessary finances for the survival of the family. The poet’s concerns about the future
were growing over the years and his mood was becoming more and more gloomy and
pessimistic. This can be seen in the letters he wrote to his wife as well as in the poem
“ITopa, moit apyr, mopa!”, which was most likely written in 1834 after the poet tried to
resign and return to the countryside. Pushkin’s attempt to publish his own journal
“Cospemennuk” (“Contemporary”) in 1836 was not successful and only contributed to his
growing debts. Around that time Pushkin started hearing rumors amongst his relatives and
friends that his wife had an affair with Gekkern-Dantes. The duel took place on January
27™ 1837 in the Chernaia rechka area in the outskirts of St. Petersburg. The poet died two
days later.'*

The life with Natal’ia did not only bring challenges, sorrow, and gloomy expectations in
Pushkin’s life. It also brought him happiness. In a diary entry from 1831 Daria Fikel’mon
said that it is obvious that Pushkin is very much in love with Natal’ia,'*” whose poetic

128

beauty penetrated Daria’s heart.© Pushkin deeply admired his wife and was a jealous

126 Valentin Savin, op. cit.

127 «“On ouens B Heé BmoGnen” [He is very much in love with her] (Ibid.)
128 “TTosrHueckas kpacoTa r-xu [IyIKHHOM MPOHKMKAET 0 caMoro Moero cepama” [The
poetic beauty of Mrs. Pushkin penetrates my heart.] (Ibid.)
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husband. When he traveled for work, he could not spend even a day without her. Parting
with her he wrote, “Farewell my beauty, my muse, my idol, my wonderful treasure, where

129 . . .. .
”*” Each letter carries his great love, admiration, sorrow, and his

will I see you again...
neverending worries. About Natal’ia Pushkin said, “My wife is wonderful, and the more I
live with her, the more I love this gentle, clean, good being, whom I in no way deserved
from God.”"*"

I claim that the 1829 poetic drama “Rusalka,” which is much longer, darker, and more
complex than his early poem “Rusalka,” is not just a reflection of the overwhelming
gloominess in Pushkin’s life that resulted from challenges that he was facing at the time,
such as being observed by the authorities, not being allowed to leave the country, exile,
censorship, and declining health, but also of Pushkin’s multiple relationships and
experiences with women while trying to find his partner in life, which immensely enriched
his understanding of women’s internal worlds. In my opinion Pushkin’s diverse
experiences that he had with women since 1820 are reflected both in the 1829 “Rusalka”
and in the fact that he left the poetic drama unfinished.

The unfinished poetic drama “Rusalka” tells about the love between a miller’s daughter

and a prince. The work begins with the miller’s daughter waiting with her father at the mill

for her beloved prince to come visit her. After the prince finally arrives he tells her that

129 “IIpomiaii, MOs KpacaBH1la, MO KyMHUD, IPEKPACHOE MOE COKPOBHUILIE, KOT' 1A K€ 5
oAtk Te0s yBuKy...” [Farewell my beauty, my idol, my wonderful treasure, when will 1
see you again...] (Ibid.)

130 «“)Kena most MPENIECTh, U YeM JIOJIe 51 C Hel KUBY, TeM OoJiee IO 3TO MUIIOE,
4HCTOE, 100pOe co37aHme, KOTOPOTo sk HU4eM He 3achyskui nepea borom.” [My wife is
wonderful and the more time I spend with her the more I love this nice, pure, good
creature, that I do not deserve.] (Ibid.)
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their affair is over since he has to marry someone from his social class. The miller’s
daughter is very hurt and begs the prince to reconsider his decision. She shares with him
that she is pregnant with his child. Even this news cannot change the prince’s decision and
he leaves, giving the miller’s daughter jewelry and a bag full of gold for her father. The
desperate, abandoned miller’s daughter throws herself in the river depths. At the prince’s
wedding a mysterious, sweet voice sings about an abandoned girl who drowned because of
her unfortunate love. In the mysterious voice the prince recognizes the miller’s daughter
and sends his servants to catch her. A few years pass after the prince’s wedding and he
finds himself strangely drawn to the forest, the river, and the old mill where he used to
meet with the miller’s daughter. However, when he goes back he finds a gruesome, dark,
and deadly picture. The old mill and the garden are abandoned and the path is almost lost.
The miller has lost his mind and wanders around the forest thinking that he is a crow. The
prince feels overwhelming sorrow, guilt, and remorse. He asks the old miller to come to
the castle and live with him there, but the miller claims that it is his granddaughter,
rusalochka (the little rusalka), that takes care of him. The prince realizes that he truly loved
the miller’s daughter and that he had carelessly given up his happiness with her. Meanwhile
in the river depths the powerful and stern rusalka queen gives orders to her fellow rusalki.
The reader learns that after the miller’s daughter threw herself in the river depths, she was
transformed into a powerful rusalka queen who now rules over the rusalki, one of whom is
her own daughter “rusalochka” (a little rusalka.) The rusalka sends her daughter rusalochka
to the shore with the instructions to approach her father, the prince, tell him who she is and

let him know that her mother is waiting for him. After rusalochka leaves, the rusalka
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announces that for years she has been waiting for her revenge and her moment has finally
come. The work ends when the prince first sees his daughter rusalochka.

As stated before, in my opinion Pushkin’s diverse experiences that he had with women

after 1820 are reflected in the 1829 “Rusalka” and in the fact that he left the poetic drama
unfinished.
One can start noticing these parallels from the beginning of the work. The way the miller’s
daughter was anxiously awaiting the prince, the way she worried that he was eaten by a
bear in the woods or maybe did not love her anymore reminds one of the young Pushkin at
the Lyceum nervously staring at the distant road and waiting to see his beloved Bakunina
approaching. The miller’s daughter says:

AX, HaKOHEI Thl BCIIOMHHJI 000 MHe!
He ctbinHo 111 Tebe Tak 10JIro My4YHTh
MeHs yCThIM KECTOKUM 0KUJaHbeM?
Yero MHE B roJIOBY HE IPUXOAUIIO?
Kaxum ce0s 51 ctpaxom He myrana?

To nymana, 4To KOHB TeOs 3aHEC

B 60510TO MM TIPOTIACTH, YTO MENBEIb
TeOs B iecy apemMydeM 0/10JIeN,

UYro GoJeH ThI, UTO Pa3mo0MI MEHSI —
Ho cnaBa 6ory! uB TbI, HEBpPEIUM

W mo6uik Bce Mo-npekHeMy MEHS;
He npaBna nmu?

[Akh, at the end you remembered about me!/ Weren’t you embarrassed to torment me so
long/ With empty, cruel anticipation?/ What didn’t come to mind?/ What fears didn’t I
scare myself with?/ I thought that your horse threw you off/ In a swamp or off a cliff, that
a bear/ Attacked you in a dark forest/ /That you were sick and fell out of love with me/ But
thank God! You’re alive and well/ And you love me just like before/ Isn’t that true?]

This scene also reminds one of the multiple letters that Anna Vul’f sent to Pushkin

expressing her love, begging him to respond, and worrying about why she had not heard

back from him in so long.
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The next scene in which the prince abandons the pregnant and loving miller’s daughter
despite her pleas to not do so also resembles a number of similarities with Pushkin’s life.
The pain and disappointment from being rejected and abandoned that Pushkin caused to
both the pregnant serf girl from Mikhaylovskoye and to the devoted and loving Anna Vul’f
can be seen in this scene. The miller’s daughter reminds one of Anna Vul’f, who begged
for Pushkin’s love and tried multiple times to earn his attention with love confessions, bitter
insults, and stories about other admirers, in the way she reacts right after the prince tells
her that they must part. The miller’s daughter promises that she would do anything—she
would dress like a boy, go to war, if only she could see her beloved prince.

Kto nHac pazmyuur? passe 3a T00010
Wntu Bocnen s BCloAy He BiIacTHA?

S manbuuKoM ofieHych. BepHo Oyay
TeGe cmyXuTbh, AOPOTOI0, B TOXOJIE

Wnpb Ha BoliHe — BOIHEI 51 HE 60I0CH —
JIume Bunena 6 tebs. Her, HeT, He Bepio.

Wb BbIBEIaTH MOU ThI MBICIIU XOY€Illb,
Wy co MHOM ITyCTYIO IIYTKY LIYTHILb.

[ Who will separate us? As if/ I can’t follow you everywhere?/ I’ll dress like a boy. I’ll be
loyal to you/ and serve you on the road and on a quest/ Or at war- I’'m not afraid of war-/
If only I could see you. No, no, I don’t believe./ You’re either misleading my thoughts/ Or
playing a crual joke on me.]

Following these unsuccessful attempts to stay with the prince, the miller’s daughter

confesses to him that she is pregnant, to which he reacts by saying that it is his duty to

marry a woman from his class and promises that he might come visit her and the baby.

Jla!.. BcnoMHHMIIA: CETOIHS y MEHS
PebeHok TBOM MO cepieM MIeBeTbHYIC.

Kuas3s
Hecuacrrast! kak ObITE? XOTH IS HETO
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[Tobeperu cebst; s1 HE OCTABIIIO

Hu tBOCTO pebenka, Hu TeOs.

Co BpemMeHeM, ObITb MOXKET, CaM MPHETY

Bac HaBecTuTh. YTElbCs, HE KPYLLHUCS.

Jaii oOHUMY TeOs B MOCIIEAHUN pas3.

[Yes!...I remembered: today/ Your child moved under my heart.

The prince

Poor one! What happened?/ At least for it/ take care of yourself; I won’t leave/ Your child
or you./ With time maybe I will come/ and visit you. Don’t be upset, don’t break down./
Let me hug you one last time.]

This situation reminds one of the affair that Pushkin had with the serf girl during his exile
in Mikhailovskoe. The serf girl, just like the miller’s daughter, did not belong to Pushkin’s
class and could not hope for a long-term relationship with the poet. As Pushkin explained
in his letter to Viazemsky, whom he asked for help, he was not careful enough and got the
girl pregnant. He could not marry her and could not take care of the child. This is why he
sent her with some money to Viazemsky asking him to send the girl to Pushkin’s estate in
the countryside and if the child turned out to be a boy, to send him to a boarding school. It
is clear from the letter that Pushkin felt guilt and remorse for what he did to the girl, but it
is also clear that that was all Pushkin was willing to do to help her and the child; class
boundries did not allow for anything else.

The following scene in which the prince gives the miller’s daughter jewelry and a bag
of gold for her father also bears resemblance with events from Pushkin’s life. The headband
and the pearl necklace that the prince gives the miller’s daughter upon their separation as
a way for her to remember him remind of the expensive ring that Elizaveta Vorontsova

gave Pushkin upon their forceful separation which Pushkin wore until his death and which

his mentor and friend Zhukovsky took off of his dead finger.
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BO3bMU Ha MTAMSTh
[MoBsi3ky — maii, Te0e st cam HaJeHy.
Emte ¢ co6oii mpuBes 51 03kepenbe —
BosbMmu ero.
[Take as a memory/ A headband- let me put it on you/ Also I brought a pearl necklace-/
Take it.]
After the prince leaves, the miller’s daughter is overwhelmed by sadness and anger.
Jla KTo X ero HeBecTa? Ha KOTO
OH npomensu1 MeHs? yX 5 y3Halo,
S noGepyco. S eit ckaxy, 37107eiHKe:
OTcTanb OT KH:35, — BUMIIB, TBE BOTUUXU
He BoasTcsa B on1HOM OBpare.
[Who will be his wife? For whom/ Did he exchange me? I’ll find out,/ I’ll get to her. I'll
say to the cruel woman:/ Leave the prince alone- you see two wolfs/ Can’t live at the same
space.]

In the next part of the poetic drama, the women’s impressive power, strength,
independence, and depth, and the complexity of thoughts and emotions that Pushkin
experienced during his post-1820 relationships are reflected in the way the miller’s
daughter rebels against what the men (her father and the prince) want her to do—to be
grateful for the gold and the jewelry and submissively accept the prince’s unfair decision.
It may also be reflected in the independent decision she makes to jump into the unknown
realm of the water depths, which leads to her transformation into a powerful queen of all
rusalki who at the end holds the prince’s life in her hands. The miller’s daughter rebels
against the norms and traditions of a society governed by men and creates her own ritual
of independence. If a traditional wedding is seen as a ritual of transferring power over the

woman from the father to the husband, then what the miller’s daughter does after the

prince’s departure is a reversal of a wedding—a ritual of separation from men, from both
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her father and the prince, of assuming full power over herself, and of becoming
independent. This ritual of independence is driven by the miller’s daughter’s extreme pain
and anger. She starts by reciting to her father what looks like distorted wedding vows.
Instead of expressing her love for her future husband, her gratitude to her father, and her
hopes to be happy for the rest of her life, the miller’s daughter blames herself for letting
the prince go, threatens his future wife, reveals the prince’s evil plan to buy her silence
with gold, and states that her death is her father’s fault.

U Mmor ox,

Kaxk 1o0psrit uenoBek, co MHOM MpOIATHCS,
W MHe naBath nogapku — KakoBo! —

W nenpru! BRIKYIUTH ceOst OH Tymall,

OH MHe X0TeJ A3bIK 3acepeOpuTh,

Uto0 He mpoluia 0 HeM XyJas cliaBa

U He momina 10 MOJIOI0M KEHBI.

Ja, ouib, 3a0b11a 1 — TEOE OTHaTh
Benen on 310 cepebdpo, 3a To,

Urto 6bLT XOpOIII THI A0 HETO, YTO JOUKY
3a HUM IIycKaJl TaCKaThCs, UTO €€
Hepxan He cTporo... Bpok Tebe moiaet
Mos norubeins.

[He could/ like a good man say his farewell to me/ And give me gifts—for what!/ And
money! Buy himself off,/ Tie my tongue with silver,/ So that he doesn’t get ill fame/ And
his young wife doesn’t find out./ See I forgot to give you/ this silver from him for/ being
good to him and for letting your daughter/ throw herself at him/ and for not being strict
with her.../ My death is your fault.]
Then the miller’s daughter moves to the second stage of her independence ritual.

In a wedding, the bride and her family receive gifts from the groom. It is a symbolic way
for the groom to ‘buy’ the bride from her father and is another way of transferring power
and control over the woman from one man to another. After the bride and groom exchange

wedding vows headbands are placed on their heads symbolizing their eternal union and the

bride’s submission to her husband. The miller and his daughter received gifts from the
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prince—a pearl necklace, a headband, and a bag full of gold, but those were not wedding
gifts; those were gifts of separation. The miller did not receive a gift from a grateful
bridegroom for raising and protecting his daughter in the right way. He received a payback
from a lover because he did not protect his daughter and let her give away her most valuable
treasure—her virginity (bepeus cBoto neBuueckyio uectb—/becniennoe cokposuiie [Keep
your virginity-/The most valuable treasure])—to the prince, and thus allowed her to be
taken advantage of. The miller’s daughter uses the gifts which were supposed to remind
her of the prince and forever connect her to him to symbolically destroy these reminders
and that connection, and to be “reborn” as an independent and powerful woman. First she
takes off the pearl necklace, comparing it to a snake that is suffocating her:

Ox, nyuHo!

XomnoHasi 3MHSL MHE IIEIO IaBUT...

3Meei, 3Meel OImyTall OH MEH,
He xxemuyrom.

(PBeT ¢ ce0Os sxeMuyT.)

[’'m suffocating!/ A cold snake grabbed me by the throat../ Snake, snake put he on my
neck,/ Not a necklace./ (Tears the necklace off.)]

Then she throws the headband into the river foreshadowing her own suicide. The headband
for her, just like the necklace, is a symbol of her shame and guilt, of her destroyed hopes,
of her broken heart, and of the way both her father and beloved prince mistreated her and

took advantage of her:
(cbIMaeT ¢ cebst MOBSI3KY)

Bort Benen moi,

Benen no3opHsIii! BOT ueM Hac BeHUal
JlyxaBblii Bpar, Korja s OTpekiacs

Oto Bcero, 4em NpexJie JOPOKUIIA.

Mp1 pa3zBeHuanuch. — CruHb Thl, MO BeHell!
(bpocaet nossizky B [{nenp.)
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[(Takes the headband off)/ Here’s my headband,/ my shameful headband! Here’s with what
we got married/ by the Cunning enemy, when I renounced/ Everything that I valued before/
We separated—Die my headband!/ (Throws the headband in the Danube.)]

I claim that the Jlykaewiui epae, the Devil, that she refers to who used that shameful
headband to marry her to the prince can be seen as a reference to her father, who supported
her relationship with the prince and was trying to use it for his own financial advantages.
Her final words, “We are divorced—die my headband”, become a powerful declaration of
her separation from the men who used her—the prince and her father, and of her assuming
control over her life and gaining her independence. Her jumping in the river and thus
ending her earthly life can be seen as a symbolic rebirth in another realm where she is no
longer a submissive, used, and rejected miller’s daughter, but a powerful and independent
queen.

The next scene of the poetic drama describes the prince’s wedding. The prince gets
married to a woman who is suitable for his class, but the memories of the miller’s daughter
keep haunting him. This may be seen as a reflection of Pushkin’s guilty conscience over
abandoning the serf girl whom he made pregnant and possibly over the harsh way in which
he treated Anna Vul’f who gave him nothing but love and devotion. At the wedding the
prince hears a sweet, mysterious voice singing about the sad story of an abandoned and
mistreated girl who drowned while cursing her beloved. In that voice the prince recognizes
the miller’s daughter and the echo of his own guilty consciousness from the past.

The last part of the poetic drama “Rusalka” takes place a few years after the wedding. It
describes the prince’s return to the forest and to the mill, and it introduces the reader to the
transformed rusalka and to her daughter rusalochka. This last part, just like the other parts

of the poetic drama, reflects a number of experiences from Pushkin’s life. Pushkin’s
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experience with unfortunate love, loneliness, insecuritiy, rejection, and pain based on his
rocky relationships with Ekaterina Ushakova and Anna Olenina and the first two years of
courting Natal’ia Goncharova are reflected in the way the prince suffers, feels lost, and
immensely misses his true love—the miller’s daughter, whom he had lost forever. The
servants, upon their return to the castle, announce that the prince remained by himself by
the Danube. The prince is walking through the woods and finds the place where the mill
used to be. It no longer operated, the road to it was lost, and no one had worked in the
garden for a long time.

Bor menbHuna! Ona yx pa3Banniacs;
Becensblii yMm ee KoJieC YMOJIKHYI;
Cran )xepHOB — BHUJHO, YMEP U CTApHK.
Jloub GeiHyIO OIUIaKaji OH HEJOdro.
TponuHKa TyT BUjIach — OHa 3arjoxia,
JlaBHO-Z1aBHO Cl0J1a HUKTO HE XOJUT;
TyT caguk ObuT ¢ 3a00pOM, HEYKEIH
Pa3poccs oH KyapsiBoi 3To# porueii?
AX, BOT u 1y0 3aBETHBIH, 3/1€Ch OHa,
OOHsB MEHs1, TIOHUKJIA U YMOJIKJIA. ..
Bo3moxHo nm?..

[Here’s the mill! It broke already;/ The joyful sound of the wheels can no longer be heard;/
Obviously the old miller died as well./ Cried over his poor daughter not for long./ There
was a road here- no more,/ For a while no one walked here;/ There was a garden here/ Akh,
here’s the old oak tree, here she/ hugged me, bowed, and grew quiet.../ Is it possible?...]

The leaves from the old oak tree fall off like ashes and as a result the tree stands in front

of the prince naked and black.

W et k nepeBbsM, JINCThS CBHIILITIOTCS.
Yto 3T0 3HAYNT? IUCTHS,
[ToGnexHyB, BAPYT CBEPHYJIMCS U C IIyMOM
[Toceimanuch Kak nenes Ha MEHsL.
IIepeno MHOM CTOUT OH I'OJI U YEPEH,
Kax nepeBo npoxisroe.

[Walking to the tree, the leaves were falling/ What does this mean? The leaves,/ Suddenly
turned down and with noise/ Fell down like ashes on me./ In front of me it stands black and
naked/ Like a cursed tree.]
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The beautiful places that the prince knew now bear the token of destruction, death, and
decay. This becomes a representation of the transformation of prince’s internal world—
before, when he was with the miller’s daughter, he was happy and he felt love, and now
that she is gone he is overwhelmed by sadness, loneliness, and guilt. The old miller, just
like nature that surrounds him, has also become a subject of death and decay and has lost
his mind (“HecuactHsiii, on momemnian. Meicnu B Hem/ PaccesiHbl, kak Tydu mocie Oypu”
[Poor miller, he has lost his mind. His thoughts/ Are vague like clouds after a storm]), and
in a way had become one with nature claiming that he is the crow that lived there (“S
3neurHui Bopor” [I’m the crow that lives here]). Upon seeing how the old miller had lost
not only his mill and his garden, but also how the loss of his daughter had led to him losing
his mind, the prince is overwhelmed once again by guilt and remorse.

N stomy Bce s BuHOIO! CTpamHo

VYwma nmumutecs. Jlerue ymepers.

Ha mepTBena riasiauM Mbl ¢ yBaXKEHBEM,
TBopuM 0 HeEM MOJIUTBBEL. CMEPTh paBHSET
C auM xaxaoro. Ho uenoBek, TUIICHHBIN
VYMa, CTaHOBHUTCS HE YEIIOBEKOM.
HamnpacHo peub eMy naHa, HE IPaBUT
CrnoBamu OH, B HEM Oparta CBOETO

3BEpb y3HAET, OH JIIOJSIM B IOCMESHbE,
Hazx Hum Besik BoJieH, OOT €ro He CyIHuT.
Crapuk HecuacTHBIN! BUJ €10 BO MHE
Packasnbs Bce Mmyku pactpaBui!

[This is all my fault!/ It is scary/ To lose one’s mind. It is easier to die./ We look at dead
people with respect,/ We pray over them. Death makes/ everyone equal. But a person
without a mind/ Becomes not a person./ His speech and words are in vain/ In him a brother/
would a beast recognize/ Everyone has power over him and God doesn’t judge him./ Poor
old man! The way he looked/ Poisoned all of my regrets with suffering.]

The prince’s grief, suffering, and loneliness can be clearly seen in his words, which

describe how an unknown force is pulling him to these sad shores and how everything there
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reminds him of the past and of the sad love story of his youth. The prince remembers that
there, once love used to meet him—free, passionate love. He recognizes that he was happy
and that he acted like a madman when he gave up his happiness. The meeting with the old
miller brought back sad thoughts and dreams.

HeBonbHO K 3TUM TpyCTHBIM Oeperam
MeHst BedeT HeBeJOMasi CHJIA.

Bce 31ece HannoMuHaeT MHe ObLI0€

W BOIBHOM KpacHOM FOHOCTH MOEH
JIrobuMy10, XOTh TOPECTHYIO MTOBECTb.
3nech HEKoraa T000Bb MEHsI BCTpeyala,
CBo0OoHast, KUIIIIIas TI000Bb;

A cuactiuB Obu1, Oe3ymerr!.. u s MOT
Tax BEeTpeHO OT cyacThsl OTKA3aThCA.
[leuanbHble, EYaIbHBIE MEUTHI
Buepaninsas MHe BcTpeya 0)KMBHIIA.
Oren HecuacTHbIN! Kak y’KaceH OH!
ABOCH OIISITH €0 CErOAHS BCTPEY,

U cormacurcs OH OCTaBUTB JIEC

N k Ham nepecenuTses. ..

[Unconsciously to these sad shores/ An unknown force is pulling me/ Here everything
reminds me of the past/ And of the favorite, even though sad novel of my free youth/ Here
a long time my love met me/ Free, boiling love;/ I was happy, madman!..that I could/ so
carelessly give up happiness/ Sad, sad dreams/ That the meeting from yesterday brought
back to life./ Poor father! How horrible he was!/ I hope to see him again today/ And that
he will agree to leave the forest/ And to move in with us...]

As already mentioned, in the way the prince suffers and regrets his past decisions, one
can see Pushkin’s guilty conscience from abandoning the serf girl and his unborn child and
possibly from the harsh way in which he treated Anna Vul’f who gave him nothing but
love and devotion. However, the prince’s deep pain and desperation also remind one of
Pushkin in his moments of suffering, pain, and loneliness while staring at the empty distant

road hoping to see Bakunina, after being rejected the opportunity to have deeper and more

meaningful relationships with Anna Olenina and Ekaterina Ushakova, and while waiting
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in anticipation for two years before being allowed to marry the love of his love Natal’ya
Goncharova.

After Pushkin describes the prince’s pain and suffering over the fact that he lost the
love of his life, he introduces the reader to the miller’s daughter who is transformed into a
powerful rusalka queen and her daughter rusalochka. The miller’s daughter is described by
the other rusalki as their queen and as their strict sister.

OxuaaeT Hac apuua,
Hama ctporas cecrpa.

[The queen is waiting for us/ Our strict sister. ]

It is revealed that after jumping into the Danube the miller’s daughter became a powerful
and cold rusalka—the queen of all other rusalki living in the castle at the bottom of the
river.

C Toii opsl,

Kak 6pocunacs 6e3 mamaTu st B BOAY

OT4assHHOM U NPE3PEHHON AEBUOHKOM

U B rny6une {nenpa-pexku oyHyIach

Pycankoro x0J10qHOM U MOTy4eH,

[From the time when/ I threw myself in the water/ Desperate and abandoned girl/ And at
depths of the Danube I woke up/ A cold and powerful rusalka.]

The powerful maternal aspect of the rusalka not only as a mother to one specific rusalochka
[Rusalka’s daughter], but as a mother and a leader to all other rusalki may reflect Pushkin’s
experience with powerful mother figures such as Ekaterina Karamzina, Praskov’ia
Osipova, Elizaveta Khitrovo, who all had young, charming daughters whom he befriended
(Zizi Osipova, Dolly Fikel’mon), but who also accepted him as a son and showed him the
gentle nature of motherly love and protection. One gets the same feeling from the rusalka’s

orders to the other rusalki.
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OcraBbTe npsiky, cecTpbl. COIHIIE ceo.
Cronbom nyna 6iectut Hax Hamu. [TonHO,
[InpiBETE BBEpPX 1MOA HEOOM MOUTPATh,

Jla HUKOTO HE TporauTe CeroiHs,

Hwu nemrexoja miexoTaTh HE CMEUTE,

Hu perbakam X HEBOJ OTITYaTh

TpaBoii u THHOM, HU peOeHKa B BOIY
3aMaHMBaTh paccCKa3aMu O PHIOKaX.

[Leave the yarn. The sun set./ The moon is shining over us./ Swim to the top to play under
the sky,/ Don’t bother anyone today,/ Don’t dare to tickle the passerbys, / Don’t replace
their fish/ with grass, and don’t tempt the children to come to the water/ With stories about
fish.]

The young, pretty rusalochka, the rusalka’s daughter from the prince, can be seen as an
embodiment of Pushkin’s friendships with the young, charming, and full of life Raevsky
sisters, Zizi Osipova, Elizaveta Ushakova. She is the one that takes care of her
grandfather—the old miller.

[a, 3a MHOIO

[Ipucmarpusats He xyno. Ctap s cran

W manosnus. 3a MHOH, criacn0o, CMOTPUT
Pycanouxka.

[Yes, they do/ take care of me fairly well. I got old/ And absent-minded. Of me, thank you,
takes care/ Rusalochka.]

Rusalochka spent the whole day looking for the gold that he wanted to find, and after not
being able to find it, she did not want to disappoint him and brought him colorful seashells,
which made him very happy.

Ha 3emutro BeIXoauia

S x nenymke. Bee mpocut oH MeHs

Co nHa pexu cobpaTh eMy Te JIeHbIH,
Koropsie koraa-To B BOgy K HaM

On no6pocain. S qonro ux uckana;

A 410 Takoe ACHBIH, I HE 3HAIO.
Opnaxo e s BBIHECTIA EMY
[IpuropiHio pakOBUHOK CaMOLIBETHBIX.
OH oueHb ObLT UM paf.
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[I came to the shore/ To grandfather. He asked me/ To bring the money from the bottom
of the river/ Which a long time ago he threw to us./ I looked for it a long time ago;/ And
what money is I don’t know./ I brought him/ colorful seashells./ They made him very

happy.]

Upon seeing her the prince calls her a “wonderfully beautiful child” (“npekpacnoe auts™).
Pushkin never finished the poetic drama “Rusalka.” The last scene that the reader sees

is the rusalka instructing her daughter, rusalochka, to go up to the shore where she would

see a man, who is her father, and to reveal her identity to him. If the man asks whether the

rusalka remembers him, the rusalka wants her daughter to answer that she still loves him

and she awaits him.

OH cam; K HeMy HeXHee Ipusackaics

W pacckaxu Bce TO, YTO OT MEHSA

Tol 3HACIIB PO CBOE POXKJIEHBE; TAKKE

N po mens. U eciu cripocur oH,

3a0bL1a JIb 4 €ro UiIb HET, CKaXH,

Uro Bce ero st MOMHIO U JII00ITIO

N xny x cede. Tol moHsa MeHS?

[It’s he; approach him gently/ And tell him everything that you/ Know from me about

your birth; as well as/ About me. If he asks/ If I forgot him or not, tell him,/ That I still

remember him and love him/ And wait for him to come to me. Did you understand me?]

After the rusalochka leaves, the rusalka reveals that for seven years, since she jumped in

the water, she had been thinking about her revenge every day, and it now seems like her

time had come.

[Ipouno cemp JONTHUX JET — s KaXKbIM JEHD

O MILeHbE NOMBIIUISAIO. ..

U HpIHE, KaXXeTCs, MOl yac HacTall.

[Seven long years passed—every day I/ Thought about revenge.../ And finally it seems
like my time came.]
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The last lines of the poem deal with rusalochka coming out on the shore and the prince
asking her where she came from.
Pycanouka BbIXOIUT Ha Oeper.

Uro s BUKY!

OTtkyna Thl, IPEKpacHOE TUTS?

[Rusalochka came out to the shore./ What do I see!/ Where did you come from, wonderfully
beautiful child?]

The reader never finds out whether the prince follows rusalochka to the river depths,
whether he and the rusalka meet, and whether she was actually seeking revenge, or she
truly still loved him and missed him.

In my opinion, the enigmatic position in which Pushkin leaves the reader in the poem
may display a return of Pushkin’s basic anxiety over what happens to women when they
have power, which was discussed earlier in this chapter. The female figure goes from being
defenseless, helpless, and of low social status (a miller’s daughter) to being a powerful,
stern queen. She transitions from the earthly realm where she was dominated and
manipulated by men—the prince and her father both physically and emotionally—into the
underwater realm where she is the absolute ruler who dominates over both humans and the
other rusalki. She chooses who lives and who dies. Being placed in this position of high
power, the rusalka queen reminds one of the powerful grandes dames of the eighteenth
century and specifically of Catherine the Great. The rusalka, just like the ghostly Countess
from “The Queen of Spades”, is a threatening, other-wordly being who lurks in the
shadows, seeks revenge and wants to destroy the male character who hurt her. “The Queen
of Spades” is a complete work and the ending is deadly for the male character. However,
the short story is not a work that focuses on romantic love; it focuses on greed and the

extent to which it can influence and control the human mind. “Rusalka” focuses on
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romantic love and this is precisely why it remains unfinished. I suggest that the fact that
Pushkin never revealed what happened with the prince and the rusalka shows the poet’s
ambivalent position on where love would take him in his own personal life—to a life of
family bliss or to his grave. As already discussed above, he very much loved and adored
his Madonna—his wife Natal’ia—and he could not spend even a day without her.
However, after getting married the poet had to face multiple challenges and problems that
he never managed to solve, such as growing financial concerns, as inability to support the
family, failed jobs, and the burning jealousy he constantly felt for his wife, which
eventually took his life. His own experiences with women may have made the poet more

sympathetic and less one-dimensional than when he was a youth.
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Mikhail Lermontov

Mikhail Lermontov, the “Hounoe cBeTHIO pycckoii mossun” ', is one of the most
controversial figures in Russian literature. The first section of this chapter focuses on
Lermontov’s character—a unique combination between a threatening and wild “demonic”
side marked by skepticism, pessimism, and cynicism, and a beautiful and gentle soul that
showed Lermontov’s soft human side. I will describe the different aspects of Mikhail
Lermontov’s character and explore possible reasons for them. In the second section of this
chapter I look at Lermontov’s experiences with and views on romantic love, which had a
strong influence on his works. In the third section of this chapter I discuss three of
Lermontov’s works—“Rusalka” (1836), “Morskaia Tsarevna” [“Princess of the sea”]
(1841), and “Demon” (1830-1839), in which Lermontov uses human and non-human
figures to express his distinctive vision on the possibilities of lasting love between
individuals. The portrayal of the union between human and non-human characters in these
works is an expression of Lermontov’s two-sided nature, which turned the poet’s life into
a never-ending struggle between the beauty of his human soul and the cynicism,
skepticism, and pessimism of his “demonic” side. The fact that these works are not
describing or addressing specific people, unlike Lermontov’s ordinary love lyrics, gave the
poet the opportunity to imagine and speculate on different scenarios about his own internal

quest for overcoming his “demonic” side through the power of true love. However,

1 “the moon of Russian poetry” (D. S. Merezhkovsky, M. FO. Jlepmonmos. [Tosm

ceepxuenoseyecmasa [M. Y. Lermontov. The poet of superhumanity.] (CI16.: PXT'U, 2002.
-- (Pycckwuii myTs)) at http://az.lib.ru/m/merezhkowskij d_s/text 0090-1.shtml.)
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influenced by his unfortunate experiences with true love in life, Lermontov could never
envision a happy ending in his works. The fates of his characters parallel the poet’s life,
where he always remained separated from his beloved ones and never had the chance to
fully feel and understand the purifying and life-giving effect of a lasting union with them.
Whether he saw himself as human or as demonic, Lermontov always placed the imagined
partners in his poetry at opposing extremes, either human or inhuman, where they remained
separated by a wide void and could not understand, recognize, and help each other.
Lermontov, the Man of Dualities, or as David Powelstock puts it “a vulnerable lover and

a bitter cynic,” combined in his character the beauty of a gentle human soul and the rage,

132

cynisicm, and emptiness of a demon. °~ He confused, fascinated, repulsed, and scared his

contemporaries with his appearance, actions, thoughts, and emotions. Lermontov’s
contemporaries saw him as a unique hybrid of the dark, heavy, hypnotizing persona of a

demon and the loving, good soul of a great leader of men questing to become superhuman;

99134

between the “momocts”™' > of the “Benukuii 3moaeit”** and the greatness of the “Bemukuit

99136 95137

u moryumii 1yx,”'>> between the “cBHHCTBO of the “nmumHunii yenosex and the

99138

“My’KECTBEHHAas!, Ile4allbHasl MBbICIIb of a genius who suffered greatly and forever

remained misunderstood.

132 David Powelstock, “Introduction” in Becoming Mikhail Lermontov: The Ironies of

Romantic Individualism in Nicholas I's Russia (Evanston, IL: Northwestern University
Press, 2005), 3.

133 «yulgarity” (D. S. Merezhkovsky, op. cit.)

134 <3 great villain” (Ibid.)

13 «great and powerful spirit” (Ibid.)

136 «peastliness” (Ibid.)

B7 «superfluous man” (Ibid.)

1% “manly and sorrowful thought” (Ibid.)



86

Lermontov’s “demonic” side can be seen in both his appearance and behavior. Based on
his contemporaries’ letters and memoirs, Lermontov resembled a crooked frog with a fiery,
demonic gaze. In his “Bocnnomunanue o JlepmonTtose” (“Memoir about Lermontov™) A.
M. Merinsky, one of Lermontov’s classmates and friends, described Lermontov as not
remarkably tall or handsome, and even unattractive.'>> A.M. Miklashevsky, another one of
Lermontov’s classmates, in “Muxann KOpseBuu JIepMOHTOB B 3aMeTKax ero ToBapHia’
(“Mikhail Yurevich Lermontov in the notes of his friends”) remembered that in sixth grade

the other students gave Lermontov the nickname “the frog.”'*’

Lermontov is presented as
disproportionate, short, with slouchy and broad shoulders that could barely support his big
head, and crooked legs. In "JIuteparypHsbie u xureiickue Bociomuuanus" (“Memoirs from
literature and life””) Ivan Turgenev described Lermontov’s figure as one that created an

unpleasant sensation based on the time he met the poet at the house of the famous

Petersburg countess Shakhovskaia.'*' Many remembered the poet’s unearthly, fiery, dark,
g y p y, Tiery

139 “JIepMOHTOB, Kak cKa3aHO, ObLI JaJIEKO HE KpacuB COOO0IO U B TIEPBOM IOHOCTH J1axe
Heykioxk.” [“Lermontov, as was said, was fairly unattractive and in his youth even
ungainly.”] (A. M. Merinsky, “Bocnomunanue o JlepmonTose” [“Memoir about
Lermontov”] in M. FO. Jlepmonmos 6 socnomunanusx cogpemennuxos [M. Y. Lermontov
in his contemporaries’ memoirs] (M.: Xynox. mut., 1989), 170-177, at
http://lermontov.niv.ru/lermontov/ vospominaniya/vospominaniya-64.htm)

140 “Bcem Ham TOBapHILM JaBAJIA pa3Hble IPO3BUIIA. B maMATH y MEHs COXpaHUIIOCH,
yto JIepMOHTOBa, HE 3HAIO MOYeMy, Ipo3Baiu JsArymkoro.” [“All of us were given
nicknames. [ remember that Lermontov, I do not know why, was called the frog.”] (A. M.
Miklashevsky, “Muxann FOpbeBuu JlepmoHTOB B 3aMeTKax ero toBapuia” [“Mikhail
Yurevich Lermontov in the notes of his friend”’] in M. FO. Jlepmonmos 6 6ocnomunanusix
coepemennuxos [M. Y. Lermontov in his contemporaries’ memoirs] (M.: XymoxX. JUT.,
1989), 144-148, at http://lermontov.niv.ru/lermontov/vospominaniya/vospominaniya-
68.htm)

1! “Bes ero ¢urypa, npusemMucrasi, KpUBOHOTas1, ¢ OOJIBIION TOJIOBON Ha CYTYJIBIX
IMIMPOKHUX IJIeuax, Bo30ysxaana omymenue HenpusarHoe” [“His whole figure, squatting,
with crooked legs, with a big head on the slouching, broad shoulders, aroused an
unpleasant sensation.”] (I. S. Turgenev, "JIutepaTypHble U KUTEHCKHUE BOCHOMUHAHUA"
(“Memoirs from literature and life”) in M. FO. Jlepmonmog 6 ocnomunanusx
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heavy gaze. Ivan Turgenev said, “In Lermontov’s appearance there was something sinister
and tragic; some kind of a gloomy and evil power, brooding contempt and passion
emanated from his dark face, from his big and unmoving eyes. Their heavy gaze strangely
did not correspond to the expression of his almost childishly tender and protruding
lips...but the existing power was obvious to everyone. It is known that he, to a certain
extent, described himself in Pechorin. The words ‘His eyes did not smile when he smiled’
etc.—really described him.”'** A. M. Merinsky, like Turgenev, remembered Lermontov as
a brunette with pale-yellowish face, and dark coal-like eyes, the gaze of which, as
Lermontov described Pechorin’s gaze, could be very heavy at times.'*’ Merezhkovsky
claimed that if Lermontov stared at someone, that person had to leave the room; no one
was able to handle the power of his gaze, while for women Lermontov’s eyes were
hypnotizing and “had a magical influence.”'**

Lermontov’s behavior, characterized by prevailing skepticism, pessimism, and cynicism,

was also seen by many as demonic and provoked controversial comments and reactions

from his contemporaries. Before he died, Vladimir Solovev called Lermontov’s life an

coepemennuxos [M. Y. Lermontov in his contemporaries’ memoirs] (M.: Xymox. JUT.,
1989), 296-297, at http://lermontov.niv.ru/lermontov/vospominaniya/vospominaniya-
90.htm)

142« HapyXHOCTHU JIepMOHTOBA OBLJIO YTO-TO 3JIOBEIEE U TPATUYECKOE; KAaKOU-TO
CyMpayHOU M HEAOOPOii CHIION, 33 yMUHBOI MPE3PUTEILHOCTHIO U CTPACTHIO BESIO OT
€ro CMYTJIOro JIMIa, OT €ro OOJBIINX U HETIOABMKHO-TEMHBIX TJ1a3. VX TskKenblid B30p
CTPaHHO HE COTJIACOBAJICS C BHIPAKEHUEM MOUTH JIETCKH HEXKHBIX U BBIIABABIIUXCS
ry0... HO MIPHUCYIIYIO0 MOIIIb TOTYAC CO3HABAI BCAKHM. VI3BECTHO, UTO OH 10 HEKOTOPOI
cTeneHu u3o0pasui camoro ceds B [leuopune. Cnosa «I'11a3a ero He CMeSIIMCh, KOTJa OH
CMESUICS» U T. J.—IeUCTBUTENBHO, MpUMEHsUIHCh K Hemy.” (Ibid.)

143« JIepMOHTOB GBLT GPIOHET, C 6JICTHO-KEITOBATHIM JIUIIOM, C YEPHBIMU KAK YTOJb
TJ1a3aMu, B3TJIs11 KOTOPBIX, KaK OH caM BbIpasuics o [ledopune, Obi1 nHOTAa TsiKen.” (A.
M. Merinsky, op. cit.)

14 “ymenn marrermaeckoe Brmstane” (D. S. Merezhkovsky, op. cit.)



88

“unbroken thread of bad deeds”'* and in his disapproval, he went as far as saying that

. 146
Lermontov’s soul became a home for a whole family of demons.

The poet’s stormy
episodes of “mommtocts” and “cBuHCTBO’—his debauchery at military school, the
beastliness, the swinishness, and the hooliganism with women,'*’ his refusal to accept and
follow the norms and rules of polite society and his persistent attacks directed at everything
and everyone that he saw as untruthful or unnatural caused many to perceive him as wild,
unpredictable, rude, offensive, threatening, and dirty. Officer Sinitsyn, one of Lermontov’s
acquitances from military school, kept memories of the poet that were far from flattering,
“I, as you know, like to have things in order...And then suddenly out of nowhere one of
our friends from school stormed in, smoking, dropping ashes everywhere, while I'm
showing him the ashtray, and on top of that tossing his damn cigar in my flower pots, and
after all without any mercy telling all kinds of dirty stories about St. Petersburg beauties
willing to sell themselves, reciting the lowest French poems...We could not beg him
enough for him to read something he wrote! Lazy, very lazy, and what he writes, he hides

somewhere or burns while lightning the pipes of his hot-blooded Hussars.”'*® Count V. F.

Adlerberg, one of Alexander II’s minsters, who personally knew Lermontov, exclaimed in

145 «
146 «

HETpepbIBHAs LIENb «3JI0KayecTBeHHBIX noctynkos” (Ibid.)

B JyIIIE €T0 3aBEJIOCh IIeJIoe IeMOHIYeckoe x03siicTBo” (Ibid.)

7 Ibid.

148 n ol BBI 3HACTE, M0G0, YTOOBI y MEHS BCe OBLIO B MOPSIKE... A TYT BAPYT, OTKY/Ia
HU BO3bMUCH, BIIETAET K BAM TOBAPHIII IO IITKOJIC, KYPUT, CHITIET METeN BE3/E, TC
TOTTaJI0, TOT/A KaK 5 €My YKa3bIBAIO HA MEMeNbHUILY, U BAOOABOK IIBBIPSIET OKYPKH
CBOMX MPOKJISATHIX TAXUTOC B MOM IIBETOYHBIE TOPIIKH U, TIPY BCEM 3TOM, 0e3
MUJIOCEPIUsl OONTACT, JICTICYET, PACCKA3BIBAET BCAKUE TPSA3HBIEC HCTOPHUH O
neTepOypreKuX MpoJakKHBIX KpacaBuIlaX, JEKIaMHPYET CaMble CKBEpHBIE (PpaHITy3CKue
CTHUIIOHKU... Heboch, HE MOTpOCHIIIbes, YTO0 YTO-HUOY b cBoe Tipoyen! JIeHuB, moctpel,
JICHUB CTPAIIIHO, M YTO HU HAIHIIET, BCE UM MPSYET Kya-TO, UITU JIKET HAa PACKYPKY
TpyOOK CBOUX k€ copBU-TONOB-TycapoB.” (Ibid.)
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s!”* Lermontov was

the same manner, “You can’t even imagine what a dirty man he wa
also well known and feared for his brutal honesty, which was interpreted by many as
extreme rudeness. In his article "Pycckas nureparypa: Muxaun JlepmonToB" (“Russian
Literature: Mikhail Lermontov”) A. I. Herzen points out that Lermontov never spared
anyone his true opinion of them, which by most was perceived as extremely malicious and
was never forgiven,"”’ while A. M. Merinsky comments that in school Lermontov mocked
and was very critical of everything and everyone that he considered untruthful and
unnatural and after that he took this habit to society for which he had many enemies and
much unhappiness."”’

Lermontov’s overwhelming skepticism, cynicism, and pessimism that dictated his dark
and gloomy behavior can be seen both in his life and in his works. Even though we must
acknowledge that some of this might reflect a Romantic pose, the consistency of such lyrics

in Lermontov’s works also indicates that they derive from something truly felt in his soul.

In the poem “3auem cembu poHOI 6e3BecTHBIN KpyT...” (“Why the unknown circle of the

149 "By ipeicTaBuTh cebe He MOXKeTe, Kakoil 910 6bi rpssHbii yenosek!" (Ibid.)

130 “on cMeIto BBICKA3BIBANICS O MHOTOM 6e3 BCAKOM TOIIa/Abl ¥ 6e3 IPHKPAC.

Cy1mecTBa. .. 3aeThle 3TUM, HUKOT/Ia HE MPOLIAlOT 1o 100H0N uckpeHHocTH.” (A. L.
Herzen, "Pycckas nmutepatypa: Muxawmin JlepmonToB" [“Russian Literature: Mikhail
Lermontov”] in M. FO. Jlepmonmog 6 socnomunanusx cogpemennuxos [M. Y. Lermontov
in his contemporaries’ memoirs] (M.: Xynox. mut., 1989), 135-137, at
http://lermontov.niv.ru/lermontov/vospominaniya/vospominaniya-42.htm)

! IOHKEPCKOH 1Kos1e JIepMOHTOB OBLT XOPOIII CO BCEMH TOBApHUIIAMH, XOTS
HEKOTOpBIEC U3 HUX HE OUEHB JIIOOMIIN €ro 3a TO, YTO OH IPECIIeIOBAT UX CBOMMH
OCTPOTaMM M HaCMEIIKAMH 32 BCE JIOKHOE, HATSIHYTOE M HEECTECTBEHHOE, YeTr0 HUKaK He
MOT IePEHOCHTh. BrocaeICTBIM U B CBETE OH HE OCTABWJI STOW MPUBBIYKHU, XOTS UMEI 32
TO MHOTO HempusTHOCTe! U BparoB.” [“In military school Lermontov was good with all
of his friends, even though some of them did not like him at all because he persecuted
them with his witticisms and his jokes at everything that was false, strained, and not
natural, which he could not stand. After finishing school he did not give up this habit,
despite the fact that becase of this he had many problems and enemies.”] (A. M.
Merinsky, op. cit.)
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family...”) from 1830, Lermontov says that he is pitiful and sad and he lives without
friendships, hopes, thoughts and strength. He is paler than the ray of the senseless moon

that is crawling down his wall through the window.

UYro k. HelHe sKankuii, IPyCTHBIN 5 )KUBY
be3 npyx0s1, 6€3 Hamex, 6e3 nym, 6e3 cui,
bnenneit, yem my4 GecuyBCTBEHHOM JIyHBHI,
Kor/a B OKHO CKOJIb3HT OH B0 CTCHBL.

[So what. Pitiful, sad I live// Without friendships, without hopes, without thoughts,
without strength,/ Paler than the ray of the insensitive moon,/ When it crawls through the
window and down the wall.]

2

In the 1832 poem “Her, s ne baiipon, s apyroii...” (“No, I am not Bayron, I am someone

else...”) Lermontov says that his end will be an early one and that in soul, like in an ocean,
lies a heap of broken hopes.

51 panblIe Hayas, KOHYY paHe,
Mo¥t yM HEMHOI'O COBEPIIUT;

B nyuie moeit, kak B OKeaHe,
Haiesx 1 pa3sOuThIX IPy3 JEKHUT.

[I started early, I will finish earlier,/ My mind will not accomplish much;/ In my soul, like
in the ocean/ Lies a heap of shattered hopes.]

2

In the 1841 poem “Brixoxxy oaus st Ha qopory...” (“I am going to the road by myself...”)

Lermontov says that he is not awaiting anything from life.

VYK He Ky OT )KU3HU HUYETO 4,

154
W He xanp MHE IIPOLUIOrO HUYYTh;

132 Mikhail Lermontov, “3auem ceMbi poaHO# Ge3BecTHbI KpyT...” (“Why the unknown

circle of the family...”)

133 Mikhail Lermontov, “Her, s ue Baiipow, s apyroii. ..
someone else...”)

13* Mikahil Lermontov, “BbIX0KY OJMH 5 Ha TOPOTY...
myself...”)

2

(“No, I am not Bayron, I am

2

(“T am going to the road by
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[I am not expecting anything from life/ And I do not regret anything from the past;]

2

In the 1840 poem “U ckyuno u rpyctHo...” (“It is dull and sad...”) Lermontov claims that

life is boring and sad and there is no one to give your hand to. According to the poet when
one looks around carefully, coldly, and objectively, one will see that life is an empty and

stupid joke.

W ckyuHO ¥ rpycTHO! - U HEKOMY PYKY MOJATh
B MuHYTY AyIIE€BHON HEB3TOJBL...

KenaHps... 4TO NOJIb3bI HAMPACHO U BEYHO KENATh?
A TOJIbI IPOXOJIAT - BCE JIYUIIHE TOAbI!

JIxoOuTh - HO KOTO kKe? - Ha BpeMsl HE CTOUT TPY/a,
A BeuHO JIIOOUTH HEBO3MOXKHO. ..

B ce0s 5u 3arsiHen s ? - TaM IPOILIOro HET U cliefa,
N pagocts, 1 MyKH, U BCE TaM HUYTOKHO.

Urto cTtpacTu? - Beib paHo Wib MMO3/IHO UX CJIAJKUI HEIyT
HcuesHer npu ciioBe paccyika,

N xu3Hb, KaK HOCMOTPHILB C XOJOAHBIM BHUMAHbEM BOKPYT -
Takast mycras u rirynas myTkal 153

[It is dull and sad!—and there is no one to give your hand to/ In a moment when the soul
is tormented.../ Wishes...What is the purpose of wishing forever in vain?/ And the years
fly by—all the best years!// To love—but whom?—The effort is not worth the time,/ And
it is impossible to love forever.../ When you look at yourself—there is no trace of the past,/
Happiness, sorrows, everything there is negligible.// What are passions?—sooner or later
their sweetness/ will disappear when reason speaks,/ And life, when you look around with
cold attention—/ is such an empty and foolish joke!]

I will briefly look at four possible reasons for Lermontov’s strong skepticism, cynicism,
and pessimism—the poet’s childhood, the time he spent in military school, the times he

lived in, and his feeling of loneliness and isolation from his contemporaries. Lermontov

did not have an easy childhood, and all of his memoirists are in agreement that his

135 Mikhail Lermontov, “H cky4so u rpyctro...” (“It is dull and sad...”)
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childhood left a deep mark on the rest of his life, and, in a way, he could never escape those
turbulent and emotional times. Soloviev claimed that Lermontov started developing evil,
even demonic, characteristics in his early childhood. In the gardens he broke the bushes
and pulled out the best flowers. Soloviev also claimed that Lermontov got sincere
satisfaction from killing flies and throwing stones at the chicken’s legs.'*® One of the most
significant events in Lermontov’s childhood was the prolonged and heated conflict
between his parents and his grandmother. In “H3 xonbibenyn 3amedaTrenbHBIX JHOACH”
(“From lullabies of noteworthy people”) P. K. Shugaev defines the relationships in the
poet’s family as complex and dramatic,””’ while M. Gillel’son in “JIepMoHTOB B
BOCTIIOMUHAHUSAX coBpeMeHHUKOB” (“Lermontov in his contemporaries’ memoirs’) points
out that “the early death of Lermontov’s mother, the dramatic fights between the father and
the grandmother, the stories about his gradndfather’s suicide at the New Year’ Ball at
Tarkhany undoubtedly influenced Lermontov’s character and thus his works as well.”'>®

In what originally used to be the third stanza of a poem “Crancer” (“Stanzas’), which

focused on a family tragedy, Lermontov wrote,

136 «C nercrra OOHapY>KWJINCh B HEM YEPTHI 37100bI MPSIMO IeMOHUYECKOH. B cany, oH TO
U JIeJI0 JIOMaJI KYCTBI M CPBIBAI JYUILUE LBETHI, OCHINAasi UMH JOPOXKKH. OH C HCTHHHBIM
yIOBOJILCTBUEM JIaBUJI HECUACTHYIO MYXY M paJIoBaJICsl, KOT/1a OpOCHHBIN KaMeHb COMBA
¢ "Hor Oexnyto kypuiy.” (Quoted in D. S. Merezhkovsky, op. cit.)

137 “NbI qHTaEM O CTOXKHBIX, APAMATHYCCKIX B3aHMOOTHOLICHUSAX B ceMbe JIepMOHTOBA”
[“we read about the complex, dramatic relationships in Lermontov’s family”] (P. K.
Shugaev, “U3 xonpibenn 3ameuatenbHbIX mrofeit” [“From the cradle of noteworthy
people”] at http://www.lermontov.info/remember/shugaev.shtml)

18 “Pammss CMEpTh MaTepH, pa3pbIB MEKIY OTIOM U 0aOyIIKOH, pacckasbl O
camoyOwuiicTBe Aes1a Ha HoBoroaHeM Oany B TapxaHax, — Bce 3T0, HECOMHEHHO,
IIOBJIMAJIO Ha Xapakrep JIepMOHTOBa, a clieJ0BaTENbHO U Ha €ro TBopuecTBo.” (M.
Gillel’son, “JIepMOHTOB B BOCTIOMUHAHUSX COBpeMEeHHHUKOB” [“Lermontov in his
contemporaries’ memoirs”] in M. fO. Jlepmonmos 6 0CnOMUHAHUAX CO8PeMEeHHUKO8 [M.
Y. Lermontov in his contemporaries’ memoirs] (M.: Xynox. mut., 1989), 5-30, at
http://lermontov.niv.ru/lermontov/kritika/gillelson/vospominaniya.htm)
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51 ceiH cTpaganba. Moii oren

He 3nan nokos 1o xoxen.

B cne3ax yracia Matb Mo,

OT HUX OCTAJICS TOJBKO 4,
HenyxHbIi1 4ieH B TUPY JIOJCKOM,
Mnaznast BEeTBb Ha IMHE CyXOM—
B Heli coky HeT, XOTb 3€JeHa. .. 19

[I am the son of suffering. My father/ did not know peace until the end./ My mother died

in tears;/ From them I am the only one left,/ An unneeded member of people’s festivities,/
A young branch on a dry trunk—/ There is no juice in it even though is it green...]

After a brief period of happiness at the “Blagorodnyi” boarding school and at Moscow
University, where, according to Gillel’son, Lermontov had a large group of friends that
had a very positive influence on the formation of the personality and the mindset of the
young poet,'® the gloomy Demon of skepticism spread his wings over Lermontov’s life
again. When he left the University, after deciding to not finish his education there, the poet
spent two years in military school. Over those two years Lermontov created an icy shell of
harshness and rudeness around the soft and gentle part of his soul. As Gillel’son puts it,
“the dominance coming from the nature of his genius, but also his very sarcacstic nature,

the family problems, and the cynical and violent atmosphere at the military school defined

159 Mikhail Lermontov, “Crancsr” (“Stanzas™)

10 “yyenpm YAa10Ch YCTAHOBUTH, UTO B I'OAbI YYEHHUS B IAHCUOHE U YHUBEPCUTETE
BOKpYT JIepMOHTOBa 00pa3zoBaach pyKHas IPYIIIa MepeIOBBIX MOJIOJIBIX JIFOJICH,
OKa3aBIIKX OJIATOTBOPHOE BIMAHUE HA (POPMUPOBAHUE JIMYHOCTH U MHUPOBO33PEHHS
noata.” (M. Gillel’son, op. cit.)
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Lermontov’s mindset and behavior.”'®' His icy shell was his shield protecting him from
the “momutocts” of the surrounding world; however it had a negative impact on his
relationships with others and, according to Gillel’son, “became one of the reasons why his

fight with Martynov ended not with champagne bottle, but with a fatal wound.”'*>

Gillel’son points out that another reason for Lermontov’s predominant skepticism,
cynicism, and pessimism is that the time in which his generation lived was marked by the
stigma of suppression and fear placed on people and the fact that people went through their
gloomy lives full of doubts, rejections, and silence. GillelI’son quotes O pazeumuu
pesonioyuonusix uoeti 8 Poccuu (On the development of revolutionary ideas in Russia) in
which Aleksandr Herzen points out that Lermontov belongs to the generation that was quite
young and for this reason could not participate in the events of the Decembrist revolution.
The people of that generation were forced to maintain silence, never show their tears, and
bury their thoughts deep inside. Herzen paints a psychological portrait of Lermontov based
on the general mood in Russia at that time. He says that “in order to breathe the air of that
scary era, one had to adapt from early age to the sharp and constant wind, live with doubts
that can not be solved, with sour truths, with their own weakness, with everyday insults
and abuses; from early childhood one had to acquire the habit to hide everything that

excited his/her soul, and not only not lose anything from what they kept in it, but on the

tol “IIpeBOCXOACTBO F€HUAIBHOM HATyphl, CKIIOHHON CapKaCTUYECKU OT3bIBATHCSA O
MHOT'OM M MHOTHX, CEMEHHBIEC HEYPSIUIIbI M, HAKOHEI, IMHUYHAs aTMoc]epa IOHKEPCKOM
IIKOJIBI OTIPEISITMITU MOJIENb )KU3HEHHOTO moBeaeHus JlepmonTona.” (Ibid.)

192 “Bestb OHA GBLTA HALEKHOI OpOHEiA, 3alUIIaBIIEH €T OT MOIUIOCTH OKPY>KaBIIeH
JKU3HM; ¥ OHA XK€ OCJIOKHWIA €r0 OTHOILIECHUS C TOBAPUIIAMU U SIBUJIACH HE MOCIICIHEN
OPUYHHOM TOro, 4TO ccopa ¢ MapThIHOBBIM 3aKOHYMIIACH HE OYTHUIKON IIaMIIAaHCKOTO, a
cMmepTenbHoi panoii...” (Ibid.)
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163
7% Herzen’s words

contrary—express in silent anger everything that was in their heart.
become an accurate representation of Lermontov’s thoughts and feelings about his

generation that he showed in the 1838 poem “/Iyma” (“Thought”).

[levanbHO s MK Ha HaIle MOKOJICHbE!
Ero rpsayuiee — wib MycTO, HIIb TEMHO,
Mex Tem, oy OpeMeHeM MO3HaHbsSI U COMHEHbS,
B GeznelicTBUM cocTapuTCs OHO.
MBI UCCYIIMIIN YM HAyKOIO OECIIIONHOM,
Tas 3aBUCTIIMBO OT OJIMXKHUX U ApYy3eit
Hanex el myurive v roioc 6J1aropo eI
Hesepuem ocMessHHBIX CTpaCTefI.l64
[With sadness I am looking at our generation!/ Its future is either empty or dark,/
Meanwhile under the burden of knowledge and doubt,/ It will grow old while not doing
anything./ We dried up our minds with fruitless science,/ Hiding selfishly from friends/
Our best hopes and the noble voice/ Of passions mocked by unbelief.]

Another factor that contributed to Lermontov’s skepticism, cynicism, and pessimism

was his overwhelming feeling of loneliness and isolation from his contemporaries based

on their reactions to what they sensed to be different in him and thus unacceptable for them.

163 . .
“..4TOOBI ABIIIATH BO3AYXOM JTOW 3JIOBEHICH AMOXHU, HAZOOHO OBUIO C JETCTBa

IPUCTIOCOOUTHCS K 3TOMY PE3KOMY U HETPEPHIBHOMY BETPY, CKHUTHCS C HEPa3peIIMMbIMH
COMHEHHSIMHU, C TOPYANIINMU UCTHHAMH, C COOCTBEHHOM CI1ab0CThIO, ¢ KaXKJOJHEBHBIMH
OCKOPOJICHUSIMU; HaZOOHO OBLIO C CaMOro HEKHOTO JETCTBA MPHOOPECTH MPUBBIUKY
CKpBIBaTh BCE, YTO BOJIHYET JYUIYy, U HE TOJBKO HUYEro HE TepSATh M3 TOrO, YTO B HEM
CXOpPOHMJI, a, HAIPOTUB, — JIaBaTh BBI3PETh B OE3MOJIBHOM THEBE BCEMY, YTO JIOKUIIOCH
Ha cepaue.” (Ibid.)

1%* Mikhail Lermotnov, “IIyma” (“Thought”)
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In the poem “Tlapyc” (“Sail”) from 1832 Lermontov describes a lonely white sail in the
fog of the deep sea, lost in a foreign land far away from home, as if he is describing
himself—a stranger in a strange land.

beneer nmapyc oquHOKON

B tymane mops roxyoom!..

UTo UIEeT OH B CTpaHe JaNeKOM?
Yro KuHyI OH B Kpato pogaom?..' >

[A lonely white sail is seen/ Through the fog of the blue sea!.../ What is it looking for in
this distant country?/ What did it leave at home?]

The motif of feeling lonely, ostracized, and abandoned appears again in the 1830 poem
“OmunouectBo” (“Loneliness”™).

Kak cTpaimiHo xu3HM celi OKOBBI
Ham B oquHO4YECTBE BIAUYUT.
JlenuTp Becenbe -- BCE TOTOBBL:
Hukro He xoueT rpycThb AeIUTh.
OpnuH 1 371ech, Kak Hapb BO31YIIHBIH,
Crpananbps B cepaIllE CTECHEHBI,

U Buxy, Kak, Cyap0€ MOCIyIIHO,
I'ona yxonst, OyATO CHBI;

U BHOBB PUXOZAT, C MO3JIAILEHHOM,
Ho Toii e cTraporo medrou,

U Buxy rpo0 yeTuHEHHBIH,

OH KJIET; UTO 3K MEJJIUTHL HaJ 3eMJIeH?
Huxkro o ToM HE OKpyTHUTCH,

N 6ynyTt (s1 yBepeH B TOM)

O cMmepTu 60JbIIIE BECEIUTHCS,

UeM 0 poxaeHun moem.... %

[How terrifying it is for us/ To drag in solitude/ The chains of life./ To share joy everyone
is ready:/ No one wants to share sadness./ I am by myself here, like the king of air,/
Suffering kept in the heart,/ I see, how following the course of fate,/ The years fly by, like
dreams;/ And come back again with covered in gold,/ but the same old dream,/ And I see
a lonely grave,/ It awaits; Why should I linger on earth?/ No one will be touched by that,/
And they will be (in this [ am convinced)/ much happier about my death,/ than they were
about my birth...]

1% Mikhail Lermontov, “ITapyc” (“Sail”)
166 Mikhail Lermontov, “Oxuzouectso” (“Loneliness”)
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Lermontov wanted to separate himself from the human world to which he did not entirely
belong. As Merezhkovsky puts it, the poet knew that the reason for his loneliness and
isolation was the fact that he carried something non-human—wonderful or monstrous—
which people would never accept and forgive.'®” This can be seen in the poem “ITpopox”
(“Prophet”) written in 1841.

C Tex nop, xak Beunsrit Cynus
MHe nan BceBeeHbE IPOPOKa,
B ouax monei yuraro A
CrpaHu1s! 370061 M TOPOKA.

[IpoBo3rnamats g cTaj JI00BU
W nipaBabl UUCTHIC YUCHBA, -

B MmeHns Bce OmmkHUE MOU
Bpocanu 6emeHHO KaMEHbS.

[Tocsinan nemnsioM s riaasy,

W3 roponoB 6exan s HUIIHH,

W BOT B yCTBIHE 5 )KUBY,

Kax nrunsl, napom boxbeit numm.

Korna x upe3 mymMHbIN rpaj
51 mpoGuparoch TOPOIITUBO,
To crapiubl 1eTaM roBopsT
C ynbIOKOI0 caMOII0OMBOI:

"CmoTtpure, BOT IpUMep AJis Bac!
OH ropa ObLI, HE YKWICS C HAMU;
I'mynen - xoTen yBepuTh Hac,
Uro bor rinacur ero ycrtamu!

CmoTtpuTe K, 1€TH, Ha HETO,
Kak on yrptom, u xya, u 6nenex!
CMoTtpurte, Kak OH Har u OeJieH,
Kaxk npesupatot Bce ero!"'

7D, S. Merezhkovsky, op. cit.
1% Mikhail Lermontov, “ITpopox” (“Prophet”)



98

[From the time when the eternal judge/ Gave me the knowledge of a prophet/ In people’s
eyes I read/ The pages of malice and sin.// I started preaching love/ And the pure
teachings of truth:/ And all those near to me/ Were angrily throwing stones at me.// |
dropped ashes on my head/ And ran away from cities improverished/ And I live in the
desert/ Like the birds; with the gift of God’s food;//...// When through a noisy city/ |
quickly make my way/ Old men tell children/ With a selfish smile:// “Look, here is an
example for you!/ He was proud, he didn’t get along with us:/ The fool wanted to
convince us,/ That God was speaking through his mouth!// Children, look at him:/ How
sad he is, and skinny and pale!/ Look at the way he walks around naked and poor,/ And at
the way everyone has contempt for him!”]

However, Lermontov did not have only a “demonic” side. Many knew another side of
him—his gentle, loving, loyal, and caring soul which shined through in the brief moments
when a person or an event freed him from the heavy thoughts and the skepticism that
haunted him throughout his life. According to one of Lermontov’s friends, A. V.
Druzhinin, and his article “Counnenus JlepmonToBa” (“Lermontov’s compositions”) one
had to get under Lermontov’s icy shell of harshness and rudeness in order to be able to

169

understand the treasures of love hidden in his rich nature.” During moments of

illumination one became aware of the poet’s unmatched talent and his “great and powerful
spirit.”!"” In “TTocecnoBus K mepeBoy cTHXOTBOpeHuii JlepmonToBa” (“Afterword to the
translation of Lermontov’s poetry”) Fr. Bodenshtedt commented that those who “did not

know Lermontov well enough to be able to forgive his flaws in favor of all of the wonderful

qualities that prevailed in his personality, were often pushed away by him, because he too

1 A. V. Druzhnin, “Counnenns JIepmonTosa” (“Lermontov’s compositions™) in M. FO.
Jlepmonmog 6 6ocnomunanusx coepemennuxos [M. Y. Lermontov in his contemporaries’
memoirs| (M.: Xynox. nut., 1989), 322-332, at
http://lermontov.niv.ru/lermontov/vospominaniya/vospominaniya-44.htm.

170 “pemuknit u Moryunit myx” (Ibid.)
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95171

often gave free rein to his rather stinging wit.” ** Bodenshtedt pointed out that Lermontov

“could be very calm and gentle, like a child, and in general, a meditative, often sad mood
prevailed.”'"* Similarly, V. Belinsky exclaimed that Lermontov had a very gentle soul.'”
Bodenshtedt emphasized that despite the fact that Lermontov was hurt many times by
deceiving and untruthful friendships, and that many times his nomadic life pulled him away
from true friendships, he always remained true and devoted to his friends, sharing both
their happiness and difficulties.'”* Lermontov’s appreciation of true friendship and loyalty
can be seen in one of his epigrams:

EcTb moiu cTpaHHble, KOTOPBIE C APY3bSIMU

O0X09TCS KaK C CIOPTyKaMH:

[Toxya HOB CIOPTYK: B YECTH -- & TaM

3a0bIT 1 Tos1apeH ciyram!..

[There are strange people, who deal with friends/ The same way they deal with coats:/

While the coat is new: it is in high honors — and then/ It is forgotten and gifted to the
servants!...]

171 “JIronel e, HeAOCTATOYHO 3HABIIUX €T0, YTOOBI MPOIIATh €0 HEAOCTATKHU 32
IpeKpacHble KauecTBa, MpeolIajaBIliue B €ro XapakTepe, OH OTTAIKUBAI, TaK KaK
CJIMIIIKOM YaCTO JaBaj BOJIIO CBOEMY HECKOJBKO KOJKOMY ocTpoymuio.” (Fr.
Bodenshtedt, “ITocnecnoBus k nepeBony cTuxoTBopeHuit Jlepmonrosa” [“Afterward to
the translation of Lermontov’s poetry’] in M. FO. Jlepmornmos 8 60cnoMunanusix
coepemennuxos [M. Y. Lermontov in his contemporaries’ memoirs] (M.: XymoxX. JUT.,
1989), 365-371, at http://lermontov.niv.ru/lermontov/vospominaniya/vospominaniya-
23.htm)

172 “Brpouem, OH MOT GBITH KPOTOK U HEKEH, Kak PeGEHOK, I BOOOIIE B €r0 XapakTepe
npeo01agano 3ayMunBoe, 4acTo rpyctHoe HacTtpoerue.” (Ibid.)

'3 “Kakas nexnast nyma B Hem.” (V. Belinsky, “Bbliep ki 3 muceM u crateii [0
JlepmonTtoBe]” [“Excerpts from letters and articles [about Lermontov]”] in M. FO.
Jlepmonmog 6 éocnomunanusx coepemennuxos [M. Y. Lermontov in his contemporaries’
memoirs| (M.: Xynox. mut., 1989), 300-304, at
http://lermontov.niv.ru/lermontov/vospominaniya/vospominaniya-20.htm)

174 “HecMOTps Ha TO YTO OH MHOT'O IIOTEPIIEN OT JIOXKHBIX IPY3€il, a TpEBOXKHAsI KOUeBas
KHU3Hb HE pa3 BbIPHIBAJIA €r0 U3 OOBATUI HCTUHHOM JpYKObI, OH OCTaBAJICS HEU3MEHHO
BEPEH CBOUM JIpY3bsIM U B cyacTuu, 1 B Hecuactuu...” (Fr. Bodenshtedst, op. cit.)
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According to Gillel’son Lermontov’s friends truly valued his friendship and for them it

was above all other relationships they had.'”

As already mentioned, Lermontov’s gentle, loving, and caring soul shined through in
the brief moments of illumination when a person or an event freed him from the heavy
thoughts, the pessimism, cynicism, and the skepticism that haunted him throughout his life.
Merezhkovsky claimed that what could free Lermontov from his demonic side and
illuminate the beauty of his soul was true love. True love provoked strong feelings that
took over the poet’s heart and allowed his soft, human side to take over.'’® Looking at
Lermontov’s works, letters, and memoirs as well as at the writings of his contemporaries
and later critics, one can conclude that for Lermontov true love was a multidimensional
life-giving force based on the lovers’ ability to complement each other on both the physical
and the platonic levels. In the 1831 poem “Mos nymia, s moMHIo, ¢ AeTCKUX JeT...” (“My
soul, I remember, since my young days...”) Lermontov says that he can’t define love, but
it is the strongest passion.

51 He Mory J1F000Bb ONPEAEITHTD,

Ho »T0 cTpactb cunpHeimas! -- 1100uTh

Heo0OxoauMocCTh MHE; U 5 TFOOMII

Bcem HanpspkeHHEM TyHIeBHBIX CHIL

W oTyuuTh HE MOT MEHs 0OMaH;

ITycroe cepare HbLIO O6€3 cTpacTeid,

U B riryOuHE MOUX CEpICUHBIX paH

o1
JKuna m060Bb, GOrMHS OHBIX AHEH;

[I can not define love,/ But it is the strongest of passions! — to love/ Is a necessity for me;
and I loved/ With all the strength of my spiritual forces./ And deceit could not stop me

7> M. Gillel’son, op. cit.

76 D. S. Merezhkovsky, op. cit.
77 Mikhail Lermontov, “Mos Jy1ia, s MOMHIO, C JETCKUX JIET. ..
since my young days...”)

2

(“My soul, I remember,
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from doing so;/ The empty heart was sad without passions,/ And in the depth of the
wounds of my heart/ Lived love, the goddess of my youthful days;]

Merezhkovsky pointed out that for Lermontov if lovers shared true love, they were able to
connect and recognize each other not only on the physical level, but also on the platonic

level—both their bodies and their souls became extensions of each other and functioned as

one.'” In the poem “ITepsast mo60oBp” (“First love™) Lermontov tells how he fell in love

with a girl that he saw in a dream when he was young.

S1 BUIEN )KEHCKUH UK, OH XJIaJeH ObLI Kak JIeS,
W ouu -- 3TOT B30p B I'pyAU MOEH JKUBET;

Kaxk coBecTp ayiiry OH XpaHHUT OT IPECTYILICHUH;
OH cnen eMMHCTBEHHBINA MIIaAEHUYECKUX BUICHUN.
U neBy 4ymnyio mooun s..." "

[I saw a girl’s face, it was cold as ice,/ And the eyes — this gaze still lives in my breast;/
Like conscience it preserves the soul from crime;/ It is the only trace of the vision from
my young days./ And I loved the wondrous maiden...]

Merezhkovsky also claimed that according to Lermontov true love does not end with

180

the lovers’ physical death; it continues beyond the grave in heaven. In the poem

“JIro6oBb MepTBena” (“Dead man’s love”) the poet says that there is no separation.

bes cTpaxa B yac nocieiHeld MyKH
IToxunys cser,

Otpaael xAam s OT pasIyKu —
Paznyku mer.™!

[Without fear in the minute of last suffering/ Having left the world,/ I awaited comfort from
separation—/ There is no separation. ]

78 D. S Merezhkovsky, op. cit.

179 Mikhail Lermontov, “IlepBast mo60Bw” (“First love”)

0D, S Merezhkovsky, op. cit.

'8! Mikhail Lermontov, “JTro608b MeptBena” (“Dead man’s love™)
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Merezhkovsky makes the point that Lermontov did not share the traditional Christian view
of heaven—a realm of souls and no bodies. For Lermontov heaven was a realm beyond the
earthly grave where both the bodies and the souls continued to exist, giving the lovers the
opportunity to find and recognize each other and to remain together for eternity thus
making each other immortal through their shared true love.'®* In the 1829 poem “K....”

(“To...”) Lermontov says that the grave will not chill his love.

[IpocTuTe MHE, UTO 5 PEUIHIICS K BaM
IInucars. Ilepo B pyke -- morumna

Ilepeno muoi. Ho uro ? Bce mycTo TaM.
Bce npax, 4To HEKorja oHa MaHUIIA
K cebe. Bokpyr MeHs Tomna poaHbIX,
Crne3amu KajoCTH MOKPHITHI JTUIIA.

U s numny -- numry -- HO He JJIsl HUX.
JIroOBU Moeli HE XOJIOAUT TPOOHHUIIA.
JT106BH -- HO BBI HE 3HAIH MyK MOHX.

[Forgive me, that I decided/ to write to you. The quill is in my hand — the grave/ is in
front of me. So what? Everything is empty there./ Everything is dust that once was
enticing./ Around me is my family,/ Their faces covered in tears and sorrow./ And I write
— write—but not for them./ My love will not be chilled by the grace./ Love — but you
never knew my sorrows. |

In a way this also represents Lermontov’s idea of marriage—a union based on the

understanding and recognition of true love.

Lermontov’s views on true love influenced and in a way defined his idea of Heaven and
Hell. For him Hell was not a realm where sinful souls get punished for their unworthy

earthly deeds. Lermontov saw Hell as the inability of the lovers to recognize each other

82D, S. Merezhkovsky, op. cit.
'83 Mikhail Lermontov, “K....” (“To...”)
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beyond their earthly graves or as their incompatibility on the physical or the platonic level.
For Lermontov eternal loneliness led to painful and deadly numbness and emptiness, which
defined Hell.'"® In the poem “JTro6oBs MeprBena” (“A dead man’s love”) Lermontov
describes the painful separation between a dead man trapped in heaven amongst souls with

no bodies, and his beloved who is still alive on earth.

...51 Buzen npenects 6eCcTeNeCHBIX
M Tockonai,

Yro 06pa3 TBOH B uepTax HEOECHBIX
He y3HaBai.

Yro MHe cusiHbe 00Kbel BIACTH
W paii cBaTOi?

S nepenec 3eMHBIE CTPACTU
Tyna ¢ coboii.

Jlackaro s MeuTy pOoIHYIO

Besne onny;

Kenaro, mnavy u peBHYyIO

Kak B crapuny.

KocHercs b uyxnoe npIxanbe
TBoOUX JTaHUT,

Mos ayia B HEMOM CTpaJaHbe
Bces 3appoxur.

CiyuuTcs 11, IIEMYelllb 3achinas
Tel 0 npyrom,

TBoM ci10Ba TEKYT NbUIAS

Ilo MHe orHeM.

Tol HE HOKHA MOOUTH APYTOTO,
Her, He momxkHa,

TeI MepTBeLly, CBATBIHEH CIIOBA,
OO6pyueHa,

VBBI, TBOU CTpax, TBOU MOJICHbS,
K uemy one?

To1 3HAaCTIB, MUPA U 320BEHBS

He nano mue!'®

[...I saw the beauty of the ones without bodies/ And I grieved,/ That your image in the
heavenly features/ I did not recognize./ What is the shining of God’s power/ and sacred
Heaven to me?/ I brought the earthly passions/ There with me./ I cherish everywhere one

% D. S. Merezhkovsky, op. cit.
185 Mikhail Lermontov, “JTro608b MeptBena” (“Dead man’s love™)
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native dream;/ I want, I cry, I’'m jealous/ Like in the past./ If someone’s alien breath
touches your cheeks/ My soul in quiet torment/ trembles./ If it happens that you while
falling asleep/ whisper of someone else,/ Your words bring/ fire to me./ You must not
love another/ No, no you must not,/ You are betrothed to the dead man with holy words/
Alas, your fear, your prayers,/ What good are they?/ You know I need not peace and
oblivion!]

In another poem, “Onu mr06unu apyr apyra tak noiaro u HexxkHo...” (“They loved each
other so long and so gently...”) Lermontov describes a different scenario in which the
lovers are unable to be with each other because they could not recognize each other beyond
the grave.

OHu JIIOOUIH APYT JpyTa Tak JOJTr0 U HEXKHO

C TOoCKOI1 IITyOOKOM U CTPacThI0 OE3YMHO-MSATEKHOM !

Ho, xak Bparu, uzderainu npu3HaHbs U BCTPEYH,

W ObuTH MyCTHI U XJIAJHBI UX KPATKUE PCUH.

OHu paccTaiuch B 0E3MOJIBHOM H TOPIOM CTPaIaHbe,

W munbiii 06pa3 BO CHE JIUIIb TOPOIO BUAAIIH.

W cMmepTh mpuILIa: HACTYIHIIO 32 TPOOOM CBHUJIAHBE. ..
Ho B MEpe HOBOM APYT APYra OHH HE Y3HaH

[They loved each other so long and so gently/ With deep sorrow and rebellious passion!/
But, just like enemies, they avoided confessions and meetings,/ And their brief
conversations were empty and cold./ They separated in quiet and proud suffering/ And saw
the dear face in dreams only now and then.// And death came: it was time for the meeting
beyond the grave.../ But in the new world they could not recognize each other]

Despite the numerous affairs with glamorous society ladies that Lermontov had, he loved
truly and sincerely only three times in his life. He had many admirers amongst the

glamorous society ladies, but the affairs with them were treated by the poet with cold and

distant boredom and sarcasm. Soloviev claimed that Lermontov’s dismissive attitude

'%6 Mikhail Lermontov, “Onu moGHIH ApyT APyTa TaK 100 U HexHo...” (“They loved

each other so long and so gently...”)
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towards most women was governed by the demon of lust that lived in his soul.'"®” I claim
that he could never truly love a society beauty because the way that these women covered
their internal emptiness and dullness with shining shells and the loud fame of trophy
couquettes made the blood of a man like Lermontov, who committed himself to taking the
masks off and exposing their true faces, boil. The effect of these women on Lermontov was
the opposite of what he was looking for—they thickened the ice around his soul and
brought out his “demonic” side, strengthening his pessimistic outlook on life and society.
These women represented certain social circles and a way of life that Lermontov, after
having a chance to observe closely and understand well, was repulsed by. In a letter to his
friend Maria Lopukhina written in the end of 1838 from St. Petersburg Lermontov claimed
that he was the unhappiest man because he was forced to go to balls every day.'*®
Lermontov said that the world that he had offended in his poems was trying to shower him
with flattery and the most beautiful women are asking him for poems and then victoriously

"% However, Lermontov could not enjoy the false flatteries and glamour

boast about them.
of that world. He was very bored.'”® Lermontov admitted that in the past, when he was still

taking his first steps in society and writing, he wanted to be accepted in that society, but at

7 D. S. Merezhkovsky, op. cit.

188 “Hano Bam CKa3aTh, YTO 5 CAMbII HECYACTHBIN YEIOBEK, U BbI IOBEPUTE MHE, KOT 1A
y3HaeTe, uTo 5 KX/l JeHb e3ky Ha Oainbl...” [ must tell you that I am the most
unhappy man, and you will believe me when you find out that every day I go to balls...]
(“TIIucemo M. 1O. JlepmonroBa k Jlomyxunoit M. A.” [“A letter from M. Y. Lermontov to
M. A. Lopukhina™] at http://www.all-poetry.ru/pisma35.html)

1% “Becp aTOT CBeT, KOTOPBIH s OCKOPOJIST B CBOMX CTHXAX, CTAPAETCS OCHINATh MEHS
JIECTBIO; CaMbl€ XOPOILICHbKHE KEHIIHHBI BHIIPAIIMBAIOT Y MEHS CTUXU U XBaCTAIOTCS
MU, Kak Benudaimeit modemnoit.” [This whole world, which I have offended in my
poems, is doing its best to faltter me; the most beautiful women ask me for poems and
boaster about them as if they are their greatest victory.] (Ibid.)

190 «“Tem ne Menee st ckydaro.” [Despite all of this I’m bored.] (Ibid.)
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that time the doors of the aristocratic salons were closed for him. Now that those doors
opened for him as someone who had earned their right to be there, he could see the true
face of those circles. All of the women were inviting him to their salons because they
wanted to gather great people; everyone was curious about him, but Lermontov did not
want that. He wrote that his innate laziness reigned supreme and he began to find these
events and circles more than unbearable. Lermontov claimed that he had not seen that many
low and funny things anywhere else and was convinced that at some point these “friends”
and “admirers” would turn around and stab him in the back. '*'

For Lermontov, his society romances were marked by an initial fascination with women’s

beauty followed by an overwhelming disgust with their stupidity and emptiness. In 1830

1 “Gp1m0 Bpems, Korjia 51 B KauecTBe HOBUUKA HCKAJ JOCTYIIA B 3TO OOLIECTBO; 3TO MHE
HE y/1aJI0Ch: IBEPH apUCTOKPATHUECKUX CATIOHOB OBUIN JIJIS1 MEHS 3aKPBITHI; a TEIEPhb B
3TO K€ caMoe OOIIECTBO sl BXOXKY YK€ HE KaK IIPOCUTENb, & KaK YeJIOBEK, JOOUBIIUICS
CBOMX IpaB; sl BO30YXk/1a10 JTI0OOMBITCTBO, IPEJO MHOIO 3aUCKUBAIOT, MEHS BCIOAY
NPUTJIAIIAIOT, a 1 ¥ BUJA HE TI0JIal0, YTO X0UY TOT0; )KEHIINHBI, )KEJIaloIIue, YTOObI B UX
caJIoHax cOOMPATNCh 3aMevaTeNbHbIC JIO/IU, XOTAT, YTOOBI 51 ObIBAJl Y HUX, IOTOMY YTO 5
Be/Ib TOXE JIes, 11a, 51, Ball MuIens, 100pblil Majblil, y KOTOPOTO Bl U HE TIO03PEBAIN
rpuBbl. Coriacurech, 4ToO BCE 3TO MOXKET ONBAHUTH. K cUacThio, MOsI IPUPOIHAS JICHD
OepeT Bepx, 1 MAJIO-TIOMaJly 51 HAUMHAI0 HaXOAUTh BCE 3TO O0siee YeM HECHOCHBIM; HO
3TOT HOBBIN OIBIT IPUHEC MHE TOJIB3Y, IOTOMY YTO JIaJl MHE B PYKH OpY>KHE IIPOTUB
3TOTO OOILIECTBA, M €CIIM OHO KOT/1a-HUOYIb CTAHET MpeciieIoBaTh MEHs KJIEBETOM (a 3TO
HENPEMEHHO CIIyYUTCs), TO Yy MEHS 110 KpailHeW Mepe HalIeTCsl CPEeACTBO OTOMCTUT;
HUTJIC BEJIb HET CTOJIbKO HU3KOTO M CMeIIHOro, kKak TaM.” [There was time when I was
new and wanted access to that society; this did not happen for me: the doors of the
aristocratic salons were closed for me; and now I enter this very society no longer as a
beggar, but as someone who has earned his rights; I make people curious, they ingratiate
themselves before me, they invite me everywhere, and I show in no way that I even want
this; women who want to have fabulous people gather at their salons want me to attend
them because I am a lion too, yes, I, your Michel, the good boy, that you did not even
suspect had a mane. Agree that all of this can be addictive. I am lucky because my natural
laziness is stronger than anything and slowly I begin to find this more than unbearable;
but this new experience was beneficial to me because it gave me a weapon against this
society and if it ever tries to hurt me with slander (and this will happen for sure), I will
have the means for revenge; there is no other place that is as funny as there.] (Ibid.)
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Lermontov wrote a poem called “K riynoii kpacasuie” (“To the foolish beauty””) which
shows his true opinion of the society beauties—just like death they are deceivingly
beautiful and fascinating from far away, but the foolishness and emptiness of their words
quickly replaces the initial sweet dreams with either laughter or horror.

To0oi1 mIeHATECS U3 IaIH

Moe Bce 3peHue rotoso,

Ho cnprmats 60sxe coxpanu

MsHe oT Tebs 0IHO XOTh CIIOBO.
Wb cMex wib cTpax B AyLIe MOEH
3aMEHUT ClIaJIKOe€ MEUTaHbE,

W rinynsiil CMBICII TBOUX peuen
OneneHuT o4apoBaHLE...

Tak cMepTh KpacHa U3AAJIEKA;
Ilyckaii OHa JIETUT CTPETIOIO.

3a Hel 5 cleylo MOKa;

JIvmb TosIbKO O HE OHA 32 MHOIO....
3a Hel 5 BCIOy I10JIeuy,

N Hacnaxycs B co3epLiaHbe.

Ho cam npuBieus ee BHUMaHbe
Hu 3a nonmupa He xoqy.192

[To be enchanted by you from far away/ Is my vision ready,/ But Lord preserve me from
hearing,/ One word from you./ Either laughter or fear in my soul/ Will replace the sweet
dreams,/ And the foolish meaning of your words/ Will freeze the fascination...// Just like
this death is beautiful from far away;/ Let her fly by like an arrow./ I will follow right
behind it;/ As long as she does not follow me.../ Behind her I’ll fly anywhere,/ And will
admiringly observe./ But to attract her attention myself/ I would not want for half the
world.]

The way Turgenev remembered Lermontov at the New Year Masked Ball in 1839 serves
as another good illustration of Lermontov’s attitude towards society beauties. Turgenev
noticed that women did not leave Lermontov alone for a minute. A never-ending line of

masks formed in front of Lermontov and each one wanted something from him. Lermontov

did not even move and was quietly listening to their hysterical screams, turning his dark

12 Mikhail Lermontov, “K riymoit kpacasue” (“To the foolish beauty™)
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gloomy eyes from one to the next. According to Turgenev, Lermontov was probably deeply
bored and annoyed and was suffocating in that tiny sphere where destiny had trapped
him."”?

Lermontov’s famous rocky affair with the society beauty Ekaterina Aleksandrovna
Sushkova is an illustration of an attempt to love a glamorous society woman just because
of her beauty, an attempt that was ultimately destroyed by the incompatibility between
Lermontov’s and Ekaterina’s true individual identities. When they first met, in the spring
of 1830, Lermontov was impressed by the remarkable appearance of the eighteen-year-old
beauty from the capital. The writer Vera Zhelikhovskaia described Ekaterina as follows:
“lean waist, beautiful expressive facial features, black eyes over which many lost their

minds, magnificent, pitch-black hair.”'**

Even though she was seen by many as a very vain
and shallow girl and, as she stated, the goal of her strong presence in society was to find a

dazzling match,'”> Lermontov was fascinated by her beauty. Their romance reached its

peak in the summer of 1830. Lermontov dedicated eleven love poems to Sushkova, which

193 “BHyTpeHHO JIepMOHTOB, BEPOSITHO, CKy4aJl ITyOOKO; OH 3a/IbIXaJICsl B TECHOM cdepe,
Ky/la ero BTOJIKHYJIa cyabp0a. Ha 6ane qBopsHCKOro coOpaHust eMy He JaBaji MMOKOS,
OecripecTaHHO MPUCTABAIH K HEMY, Opaliu ero 3a pyKu; 0JJHa MacKa CMEHsIACh APYTOI0,
a OH IOYTH HE CXOAMJI C MECTa M MOJI4a CIIyIIajl UX MMUCK, TTO0YEPEHO oOpalas Ha HUX
cBoM cympaunsie 1iaza.” [On the inside Lermontov probably was deeply bored; he was
suffocating in the narrow world, where fate had thrown him. At the ball of the nobility
they did not give him a break, and continuously kept coming to him, taking him by the
hand; one mask replaced another, and he almost did not move from his place and quietly
listened to their cries, turning his dark gaze on them one after the other.] (I. S. Turgeneyv,
op. cit.)

194 “CTpOHHBIN CTaH, KPacUBasi, BHIPA3UTENIbHAS (PM3UOHOMUS, YEPHBIE I1a3a, CBOAMBILIHUE
MHOTHUX C yMa, BETTUKOJICTIHbIE, Kak cMoJb BoJockl” (Lyudmila Makarova, “JKectokas
urpa nosta” [“The poet’s cruel game”] at http://zagadki-istorii.ru/lubov-95.html)

195 «“Mue He06Xx0MMO GBIBATH MHOTO B CBETE IS TOTO0, YTOOBI CIENIATH OJIECTAIIYIO
naptuto.” [I have to be appear in society a lot so I can find a dazzling match.] (Ekaterina
Sushkova, “TlepBbriii Bbe3a Ha 6an” [“The first ball”’] in Zapiski [Notes] [Saint
Petersburg: 1870], 59.)



109

she accepted while openly showing her derisive and dismissive attitude towards a man she
treated like child."”® Lermontov and Ekaterina did not see each other for four years. When
they met in 1834 Sushkova had already acquired the firm reputation of a “kokerka”
(coquette) and was trying to convince one of Lermontov’s close friend, the young Aleksey
Lopukhin, to marry her.'”” After four years of separation Lermontov’s fascination with the
coquette had completely vanished and he was able to see her true self. In a letter to
Aleksey’s sister, Maria, he describes Ekaterina as a bat, the wings of which cling to
everything she meets on the way. Lermontov admitted to Maria that there was time when
he liked Ekaterina, but now she was almost forcing him to flirt with her. Lermontov pointed
out that there was something in her manners, in her voice that was tough, uneven, broken—
something that repelled.'”® After saving his friend from the marriage with Ekaterina by

199

tormenting the pride of the old coquette, =~ Lermontov felt avenged for Ekaterina’s

dismissive attitude towards his feelings from four years ago and for the tears he shed over

16 “CammenpKa u 51, TO4HO, MbI 0OpAIIAIICh ¢ JIGPMOHTOBBIM KaK C MAIbYHKOM, XOTS U
OTJIaBaJIM MOJIHYIO CIIPABEIIUBOCTD €ro yMy... Takoe oOparenne 6ecuiio ero 0
kpaitHocTH...” [Sashenka and I treated Lermontov like a child even though we admired
his mind...This made him very angry...] (“CymkoBa, Exatepuna AnexkcanapoBHa”
[“Sushkova Ekaterina Aleksandrovna™] at

http://www tarhany.ru/lermontov/zhenschini_adresati liriki m ju lermontova/sushkova
_ekaterina_aleksandrovna)

7 Tbid.
198 “31a eHmMHA — JeTydas MbIIIb, KPbUTbs KOTOPOIl IHEIUIIOTCSA 3a BCE, YTO OHHM
BCTpe4aroT! — OBLIO BpeMsi, KOTJja OHa MHE HPaBHUJIACh, TENIEPb OHA MOYTH MPUHYKIACT

MEHS YXaXUBATh 3a HEHO... HO, 51 HE 3HAI0, €CTh YTO-TO TAKOE B €€ MaHepax, B €€ royuoce,
YTO-TO )KECTKOE, HEPOBHOE, CIOMAaHHOE, YTO OTTankuBaeT...” [This woman—a bat, whose
wings are clinging to everything they meet!—there was time when I liked her, now she is
almost forcing me to flirt with her...I don’t know, there is something in her manners, in
her voice, something cruel, uneven, broken, that repels...] (Ibid.)

199 «a 5 TompKO mOMyuHI camomobue crapoit kokerku” [I just tormented the pride of the
old coquette] (Ibid.)
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200
her

and over her merciless and silly games that made a child’s heart suffer.””'
Lermontov’s last words to Ekaterina were, “SI Hu4ero He UMeIO IPOTUB BAC; UTO MPOIILIO,
TOTO HE BOPOTHIIIb, J1a ST HUYETo W He TpeOyro, CIOBOM, s Bac Oouibllie HE JOOIIO, Ja,
Kaxercs, 1 HuKoraa He mooun” [I do not have anything against you; one can not bring
back the past, and I am not demanding anything; In a word, I do not love you anymore and

. 202
it seems I have never loved you.]

2

In the poem “Bce tuxo—monnas mayHa...” (“Everyhting is quiet—there is a full
moon...”) Lermontov says, “Jlrobuts? -- Tpu paza s moOwr/ JloObun Tpu pasza
oesnanexxno” [To love?—I loved three times/ Three times I loved hopelessly].
Merezhkovsky points out three main experiences with romantic love that Lermontov had
in his life and all three times he felt not only a physical, but also a platonic connection with
the other person.””” These three girls were able to complement Lermontov’s individual
identity by taming his demonic side, his skepticism, and his pessimism. They were able to
penetrate the icy shell around his soul and to let its soft, gentle, good, and loving light shine
through. All three females were not famous and glamorous society beauties; they were
simple, earthly, imperfect, and some of them remained forever nameless. However, even

though Lermontov admitted that he felt true love for these females, he remained distant

and separated from all three of them. He never had the chance to experience and understand

290 “PItak BBI BUIHTE, 9TO 5L XOPOIIO OTOMCTHII 33 CIIE3BI, KOTOpBIE KOKeTcTBO mlle S.
3aCcTaBWIIO MEHS MPOJHTH 5 et Ha3ax [And so you see that I had my revenge for the
tears which Ms. S.’s coquettish behavior made me shed 5 years ago] (Ibid.)

201 «ona 3acraBmia crpagath cepaue pedéuka” [she made a child’s heart suffer] (Ibid.)
92 Thid.

2D, S. Merezhkovsky, op. cit.
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the full effect of a lasting union with his beloved, which is reflected in the three works that
will be discussed later in this chapter.

Based on the entry he wrote on July 8, 1830, Lermontov had what appears to be not only
his first experience of being in love, but also one of the most real and intense experience
with romantic love he ever had when he was only ten years old. The first time he was taken
to the Caucasus, Lermontov fell in love with a little girl who came to play with his cousins.
Lermontov said that his passion for this girl was strong and burning, despite the fact that
both of them were children, since then he had never experienced love, passion, and
excitement like that. This girl undoubtedly touched his soul. She made his heart tremble
and his legs shake. He cried for no reason, wanted to see her, and when she came he refused
to go in the room, and ran away afraid that the beating of his heart and his shaking voice
would give away his secret which even he did not understand. Lermontov never found out
who she was and where she came from, and never asked because he was afraid that he
would be asked why and how he remembers her, when everyone else already forgot or
people would just not believe that she ever existed, and that would be heartbreaking for
him. Lermontov remembered her blond hair and clear blue honest eyes claiming that he
had never seen anything like that ever again, or it seemed that way to him because he never
loved like this again. Lermontov said that this mystery, this paradise lost that he
experienced so early, when he was only ten years old, would be on his mind until his last

d ay.204

0% "K1o MHe moBepuT, uTO S 3HAN M0GOBB, nMes 10 ner ot poay? K MouM Ky3uHam
IIPUXOJUJIA OJIHA 1aMa C JOUYEPhIO, IEBOYKOM JIET IeBATH. Sl ee Buaen taMm. S He NOMHIO,
xopotra coboro Obuta oHa WK HeT... OauH pa3 s BOexkan B komHaTy. OHa Obuia TYT U
urpajia ¢ Ky3uHOI B KyKJIbl: MO€ CEp/LE 3aTpeneTalo, HOrM OJKOCWINCh. Sl Torna Hu o
YeM ellle He MMeJ TOHATHUS, TEM HEe MEHee 3TOo OblIa CTpacTh CUIIbHASL, XOTS U pedsyeckas;
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Five years later, at the age of fifteen, Lermontov admitted that when he was twelve he
fell in love with another nameless girl who was two years older than he. She, just like the
little girl he fell in love with in the Caucasus, provoked very strong feelings that took over
the young poet’s heart and soul. Influenced by these strong feelings Lermontov did
something very uncharacteristic of him—he stole a blue ribbon from the girl.**”> Later on

Lermontov expressed his amazement at how stupid and naive he was. However, until his

3TO OblJIa UCTHHHAS JIIOOOBb; C TEX MOp A elle He Jo0mI Tak... Hano MHO# cMesuch u
Jpa3HWIM... S| TUIakad NOTUXOHBbKY, 0e3 NPUYMHBI, JKelal ee BUAETh; a KOorjga OHa
NPUXOAMIIA, S HE XOTEJ WIM CTBHIAWICS BOMTH B KOMHATY; S HE XOTeJl TOBOPUTh O HEU U
yOerai, ciblllia ee Ha3BaHbe (Temeph s 3a0bLT €ro), Kak Obl CTpaliach, YTOOBl OHEHUE
cepia 1 ApOosKaIiuid roj1oc He OOBSICHWIN APYTHM TaiHy, HETIOHATHYIO IS MEHSI CaMOoro.
51 He 3Hal0, KTO ObLIA OHA, OTKyZAa. M MOHBIHE MHE HEJIOBKO KaK-TO CIPOCUTH 00 3TOM:
MOYET OBbITb, CIIPOCAT M MEHs, KaK 5 [IOMHIO, KOT/Ia OHH T03a0bUIH; MM TOYyMAIOT, 4TO
Opexy, He TMOBEPSIT B €€ CYIIECTBOBAHHE -- 3TO ObUIO ObI MHE 00JbHO!.. Bemokypsie
BOJIOCHI, TOJIyOble TJ1a3a OBICTpBIEC, HENPHHYKICHHOCTb -- HET, C TE€X IOp S HHUYEro
0JOOHOTO He BUJAJI, MJIM 3TO MHE Ka)ETCsl, IOTOMY YTO 51 HUKOT'/Ia TaK HE JI0OW, KaK B
TOT pas... U tak pano, B 10 net. O, 3Ta 3arajika, 3TOT MOTEPSHHBIN pail 10 MOTHIIBI OyIyT
tep3ath Mot ym!.." [Who would believe me that I got to know love when I was ten years
old? A lady and her daughter who was about nine years old used to visit my cousins. I saw
her there. I do not remember whether she was good-looking or not...One time I ran into
the room. She was there and was playing with dolls with my cousin: my heart trembled,
my legs started shaking. Then I did not have the slightest idea of what was happening;
nevertheless it was strong passion, despite the fact that it was a child’s passion; this was
true love; since then I have not yet loved like this...They laughed at me and teased me...I
quietly cried without any reason; I wanted to see her; and when she came, I did not want
to or was embarrased to go into the room; I did not want to talk about her and ran away
upon hearing her name (now I have forgotten it), as if [ was afraid that the beating of my
heart and my trembling voice would give my secret away to others, a secret that I myself
could not understand. I do not know who she was and where she was from. And even now
it is uncomfortable to ask about it: maybe they will ask me why I remember when they
have long forgotten; or they will think I am making it up and will not believe that she ever
existed—that would hurt me!...Blond hair, blue, clear eyes, innocence—no, since then I
have not seen anything like it again, or maybe it seems so to me, because I have never
loved the way I loved that time...And so early, being 10 years old. Oh, this mystery, this
paradise lost, will torment my brain until I die...] (Ibid.)

203 «1830. Mue 15 net. -- 51 ofiHA /161, TPH IO HA3aJ, YKPAI Y OJHOMN JCBYIIKH,
KOTOpOii Ob110 17 7eT 1 moToMy O€3HaIeKHO JIF0OMMOI MHOIO, OMCEepPHBIN CUHUI
mrHypok.” [1830. I am 15 years old.—Three years ago I stole a bright blue ribbon from a
girl who was 17 years old and with whom I was hopelessly in love.] (Ibid.)
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last day he kept not only his memories about that nameless girl, but also the blue ribbon
that he stole from her many years ago.**®

Lermontov’s relationship with Varvara Lopukhina marks the third and last time the poet
fell in love, and it was his longest and most stable romantic experience that influenced
much of his life and many of his works. Since the letters between Lermontov and Varvara
were destroyed by her husband Bakhmetev, the main sources that provide information
about their relationship are the letters between Varvara’s sister Maria and the poet, other
materials, such as paintings, that Varvara was able to secretly give to her friend Alexandra
Vereshtagina, the letters between Alexandra and Lermontov, and the memoirs of the poet’s
cousin Shan-Girey who was a direct witness of the relationship and its tremendous

influence on Lermontov’s life and works.

Varvara Lopukhina was very different from the glamorous, empty, and artificial society
beauties that Lermontov was repulsed by. Varvara met Lermontov in the summer of 1831
when she came to Moscow and Lermontov happened to ride next to her on the way to the
Simonov Monastery. At that point Varvara was sixteen years old and for most of her life
she had lived in a village.*”’ “She...had not yet lost the freshness of her rural blush nor the
village simplicity and naturalness. This made her very much unlike the Moscow ladies who

had everything rehearsed and planned—every gesture, pose, smile.”® Varvara’s freshness,

29 «“On u Teneps y Menst xpauuTcst. -- Kax s 661 roaym!" [I still keep it—How stupid I
was!] (Ibid.)

207 «“JlepmonToB u Bappapa Anexcannpossa Jlomyxuna” [“Lermontov and Varvara
Aleksandrovna Lopukhina”] at http://lermontov.niv.ru/lermontov/bio/lermontov-i-
lopuhina.htm

2% “Opa. . .eme He ycIena yTpaTHTh HH CBEKECTH JCPEBEHCKOTO PyMSHIA, HU CENbCKOM
€CTECTBEHHOCTH U MPOCTOTHI. DTO JIENANI0 €€ He MOX0Kei Ha MOCKOBCKUX OaphIleHb, Y
KOTOPBIX BCE OBLIO pacCUMTAHO: KaXIbIi JKeCT, mo3a, yneioka.” (Ibid.)
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simplicity, and naturalness were distinct and they stood out, just like Lermontov himself.
They were very attractive for Lermontov since in those characteristics he could see the life-
giving energy that his soul—tired and bored by the deadly falsity of high society—was

looking for. Shortly after they met, in 1832 Lermontov wrote the poem “Ona He ropuoii

2

kpacororo...” (“Not with her proud beauty...”) in which, according to N. Brodsky,
Lermontov juxtaposes Varvara’s lively and appealing characteristics to the characteristics
of the shallow society beauties,””

Ona He ropaoi KpacoToro
[Ipenbiaer rOHOMIEN KUBBIX,
Omna He BoJHT 32 c00010

Tonmy B3bIXaTENENH HEMBIX.

U cran ee — He cTaH OOTHMHH,

W rpyap BOIHOO HE BCTAET,

U B HEM HUKTO CBOEH CBITHIHHU,
[Ipunas k 3emiie, HE IPU3HAET.
OnHako Bce €¢ JBMKCHDS,

VY b10KH, peUH U YepThI

Tak MoiaHbI KU3HU, BIOXHOBEHBS,
Tak 1osHsl 4y THO! IIPOCTOTBHI.
Ho ronoc nymry nmponukaer,

Kak BcnoMuHaHbe JIyqIux JHEH,
U cepnarie moOuUT U cTpajgaer,
[lo4TH CTBIISCH J00BH cBOEi.” "

[Not with proud beauty/ She tempts young men,/ She is not followed/ By a crowd by
mute sighers./ And her waist/ Is not that of a goddess/ And her bosom does not rise like a
wave/ And in her no one recognizes her holiness/ When kneeling on the ground./
However, all her movements,/ Smiles, words, and features/ Are so full of life,
inspiration,/ So full of wonderful simplicity;/ Yet (her) voice penetrates the soul,/ Like a
remembrance of better days/ And the heart loves and suffers,/ Almost embarrassed by its
love.]

209 «“M. FO. JlepmonToB: OHa He rOp/I0ii KpacoToro...” at
https://www.stihi.ru/2014/03/26/9316.
1 Mikhail Lermontov, “OHa He ropaoii kpacotoro...” (“Not with her proud beauty...”)
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In those characteristics Lermontov could see not only what he had been longing for for so
long, but he could also see a reflection of himself—his inability to play games and pretend,
his brutal honesty, and his love for the raw beauty and freshness of nature, which he could
see on Varen’ka’s face.

Varvara was not famous for her fascinating beauty and did not have the reputation of a
flirtatious coquette looking for a glamorous husband like Ekaterina Sushkova. The first
things that people noticed in Varen’ka were not her flawless lean waist or her magnificent
black hair. They saw her soft, good, smart, and wonderfully simple soul shining through
her lively facial expressions, her gentle smile, her big bright eyes, and her sweet words. A.
P. Shan-Girey remembers that Lermontov “was passionately in love with a girl (Varvara)

221 e also remembered that children

who was young, sweet, smart, poetic, and admirable.
made fun of Varvara because she had a birthmark on her forehead, but she, being the good
person that she was, never got angry.”'* Varvara was passionate, enthusiastic, and poetic.
The seclusion of the village where she grew up and the novels that she read made her

dreamy, but this dreaminess was balanced by her natural liveliness and sociability. She did

not talk about her tendency to dream and was ashamed of it as if it was a weakness. She

21 “Gp1m cTpacTHO BIIOGNEH B MONOJCHBKYIO, MAIYIO, YMHYIO, KaK JI€Hb, H B TIOJTHOM
CMBICIIE BOCXUTUTENBHYIO B. A. JlonmyxuHy; 3T0 Obli1a HaTypa MbUIKasi, BOCTOP)KEHHas,
NO3TUYECKas U B BbIcUIEH crenenu cumnaruyHas’” (“JlepmonTOoB 1 BapBapa
Anexcanaposna Jlomyxuna”, op. cit.)

212 " Kak ceifuac MOMHIO ee TaCKOBBIH B3IV U CBETIIYIO YIIBIOKY; eif 6bio 15--16 e,
MBI )K€ ObUTH JIETH U CHIIBHO JIPa3HWIIM €€; y Hee Ha JIOY HaJl OpOBBIO UEPHENIOCH
MaJIEHbKO€ POAMMOE MATHBIIIKO; U MBI BCET/1a MPUCTABaJIM K HEW, mOBTOpsis: "Y
Bapenbku poaunka, Bapenbka yponunka!" Ho ona, moGpefiiiee co3anue, HUKOT/1a He
cepaunace.” [ still remember her gentle gaze and her bright smile; she was 15 or 16
years old, we wer children and made fun of her a lot; on the forehead over her eyebrow
she had a small, black birthmark; and we always went to her repeating: “Varen’ka has a
birthmark, Varen’ka has a birthmark!” But she, the most gentle being, never got angry at
us.] (Ibid.)
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had blond hair and black eyes, which made her very charming. Every change in her moods,
every feeling and thought, were reflected on her lively face.”"

Just like Lermontov, Varvara was always honest about the way she felt and what she
thought. She, just like her beloved poet, could not hide her sincere emotions behind a mask,
could not be hypocritical, and could not play silly polite games. When compared to the
“nonwtocts” and “cBuHCcTBO” Of high society, this made Varvara very earthly and
admirably simple, and could be seen as one of the main reasons for Lermontov’s strong
love. In her he saw a true match for his individual identity.

Despite the strong feelings that the young lovers had for each other, Varvara’s family,
especially her father Alexander Nikolaevich Lopukhin and her sister Maria, were opposed
to them getting married. In May 1835 Varvara’s family married her to a wealthy and much
older landownder—Nikolai Federovich Bakhmetev. Count M. D. Buturlin pointed out that
it was obvious that Varen’ka was not happy in her marriage and on top of that Bakhmetev
turned out to be very jealous and forbade his wife to even mention Lermontov.”'* He also

215

ordered her to destroy all of her letters from Lermontov.”” In 1835 Lermontov was in St.

Petersburg in military school, where according to the memoirs of Shan-Girey his feelings

213 “BapempKka GbLIa IBUIKAS, BOCTOPKEHHAS, TOTHYECKAst HATYpa. CelbCKOe yeIHHEHIE
¥ YTCHHE POMAHOB CJIENIaH ee MeuTaTenbHoi. Ho 3Ta MeuraTensHOCTh yMepsiiach
NPUPOAHOI )KUBOCTHIO, BECEJIOCTHIO M OOIIUTENBHOCTHI0. CBOIO CKIIOHHOCTh TOMEUTATh
OHA HE BBIKa3bIBAJA, a, HAOOOPOT, CTHLAMIACK KakK ciabocTu. beuta OoHAMHKA ¢
YepHBIMU IJ1a3aMU. DTO IpuaaBaio eif ocodyro mpenects. Kaxxnas nepemena
HACTPOCHWSI, MUMOJIETHOE YyBCTBO U MEJIbKHYBIIIASl MBICTTh OTPAKAJIICh HA €€
nonBwkHOM Jure.” (Ibid.)

2l “YTBepxnaior, uto BapBapa AnekcanapoBHa He ObUIa CUACTIIMBA B 3aMY)KECTBE, TEM
6onee uro H. @. baxmeTeB okazasics OOJIBIIUM PEBHUBIIEM U 3aIPETHII JKEHE JTaXKe
roBoputh 0 JlepmontoBe.” (3anucku epagha M. JI. Bymypnruna [Count M. D. Buturlin’s
Notes] T.1 (M: Pycckas ycann6a, 2006), 651.)

215 David Powelstock, op. cit., 175.
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for Varvara temporarily grew weaker because of the environment and the wild life of the
students. However, Lermontov’s feelings for Varvara came back immediately when he
learned about the unexpected wedding of his beloved.*'® Shan-Girey was present in the
spring of 1835 when Lermontov found out that Varvara was marrying Bakhmetev. They
were playing chess when Lermontov got the letter. While he was reading it his expression
changed greatly and he got very pale. Shan Girey became alarmed for his cousin, but
Lermontov handed him the letter and left the room.*'’ Varvara’s and Lermontov’s
friendship continued after her wedding in 1835, and they never stopped loving each other
and suffering from the fact that they were separated. When Varvara and her husband came
back to St. Petersburg from abroad in 1838 Shan-Girey asked her how she was doing and
her honest answer was that “she was living according to God’s will, but she thought and

felt the way she used to back in the old days.”*'®

When Lermontov was sending Varen’ka
the poem “Demon” he angrily crossed out the letter B multiple times (standing for

Varen’ka’s married name—Bakhmeteva) and put L (standing for her maiden name—

216 “qyBCTBO K Hel JIepMoHTOBa ObUIO 6€30TYETHO, HO UCTUHHO U CHJIBHO... B HaUaie

CBOEM OHO BO30YMJIO B3aMMHOCTb...HO...BIIOCIIEACTBUY, B [leTepOyre, B rBapaeiickoi
IIKOJI€ BPEMEHHO 3arIyIleHO ObUIO HOBOIO 0OCTAHOBKOM M IIYMHOIO KH3HBIO IOHKEPOB
TOT/IALTHEN MIKOJIBI, 10 BCTYIJICHUH B CBET HOBBIMH YCIIEXaMH B OOIIECTBE U
JUTEpaType; HO MTHOBEHHO U CHIILHO MPOOYIMIIOCH OHO IIPU HEO)KUJAHHOM U3BECTUH O
3aMy»XecTBe JTI00UMOi xkeHIUHEL...” (A. P. Shan-Girey, “M. 0. JlepmonToB” [“M. Y.
Lermontov”] in M. FO. Jlepmonmos é socnomunanusx cogpemennuxos [M. Y. Lermontov
in his contemporaries’ memoirs| (M.: Xynox. nut., 1989), 33-55, at
http://lermontov.niv.ru/lermontov/vospominaniya/vospominaniya-2.htm)

217 Mp1 urpanu B maxmarsl, 4eI0BEK MOaJI MACHMO; MHIIIE/h HaYasl ero YNTaTh, HO
BJPYT U3MEHMJICS B JIMIIE U MOOJIETHEN; 51 UCIIyTAJICA U XOTEN CIIPOCUTh, YTO TAaKOE, HO
OH, 1OJJaBasi MHE MUCbMO, CKa3al: ,,BOT HOBOCTb — MPOYTH ‘, U BBILIET U3 KOMHATHI.”
[We were playing chess, a person gave him a letter; Michel started reading it, but
suddenly his facial expression changed and he grew pale; I got scared and wanted to ask
what was going on, but he, handing me the letter, said: “This is news—read”, and left the
room.] (Ibid.)

218 «“Yupem Kak Gor mocman, a IyMaeM ¥ 4yBCTByeM Kak B ctapuny.” (Ibid.)
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Lopukhina).?"” Lermontov symbolically expressed his rejection of traditional marriage and
of the way his beloved Varen’ka was forced into a union that was not based on mutual true
love, but was simply a wise business transaction.

Varen’ka and everything that reminded Lermontov of her and of his love for her, tamed
his “demonic” side and brought out his soft, gentle, and loving side. After her wedding
Varvara got very ill. In 1838 Shan-Girey saw her for a last time and said that his heart
painfully shrank when seeing her so pale and thin and when realizing that there was not
anything left from Varen’ka that he used to know. Only her eyes kept their glow and were
as gentle as before.”*” Varvara and Bakhmetev had several children, but only their daughter
Ol’ga survived. After a long period of separation Lermontov met Varvara and Ol’ga on his
way back from exile in 1838. Merezhkovsky points out that Lermontov looked at the way
the illness had changed Varvara and caressed the little Ol’ga for a long time. At the end he
started crying and went to a different room where he wrote the heartfelt poem “Pe6énky”
(“To a child”).”*' In the poem Lermontov exclaimed that the years were flying by, and
suffering had changed Varvara’s face prematurely; however faithful dreams had preserved
her image in his heart (“VBs1! rona netst;/ Crpaganus e€ 1o cpoka usmenmwiu,/ Ho BepHbie
MeuThl TOT 00pa3 coxpanmwin/ B rpynn moeit”). Merezhkovsky speculates that the discord

between Lermontov’s smart heavy gaze and the childishly mysterious expression on his

1% “Tlochinas Bapenske crimcok "Jlemona", JIepMOHTOB B MOCBSICHHUH TTOIMBI C
HEr0JIOBaHUEM HECKOJIBKO pa3 nepeyepkuyi 0ykBy b. -- BaxmereBoii u nmoctasui JI. —
Jlomyxunoit” (D. S. Merezhkovsky, op. cit.)

20 “Boske MOiA, KaK GOIE3HEHHO CHKATOCh MOE cepaue npu e€ Bune! bnegnas, xynas, u
TEHU He OBbUIO MpekHel BapeHbku, TOIBKO ri1a3a COXpaHWIN CBOM OJIECK U OBUIH TaKue
e JTacKoBbIe, Kak u npexe.” (A. P. Shan-Girey, op. cit.)

221D, S. Merezhkovsky, op. cit.
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lips disappeared, and at that time his face looked exactly like the face of his mother. There
was heavenly wisdom in his eyes and earthly suffering from love on his lips.***
According to Shan-Girey, Lermontov’s feelings for Varen’ka were unaccountable, but
true and strong and he kept them until his last day.”*® After the poet’s death in 1841
Varvara’s unstable health got even worse. In 1841 her sister Maria wrote that the latest
news about Varvara’s health were very sad and she had refused to continue with her
treatments in Russia and abroad. Maria guessed that this decision was influenced by
Lermontov’s death.”** It might be that Varvara could finally see the opportunity to be with
her true love in the realm beyond their earthly graves and that is why she chose not to fight

for her eathly life anymore. In 1851 Varvara died.

Varvara had a crucial influence not only on Lermontov’s life, but on his works as well.

Lermontov dedicated many poems to Varvara, and this reflected his infatuation with the

222
“J1oKHO OBITH, B 3Ty MUHYTY JIMIIO €0 OBUIO OCOOCHHO MOX0KE Ha JIUIIO €T

MaTepH: UCUe3 pa3ia] MEXKAY CIUIIKOM YMHBIM, TSXKEIIBIM B30POM U "IETCKH HESCHBIM
BhIpa)XKeHUEM I'y0"; B ria3ax Obuia HeOeCHast MyIpOCTb, a B Iy0ax 3eMHast CKOpOb
mo6Bu.” (Ibid.)

223 “UyBcTBO K Hell JIepMoHTOBa OBLIO 6€30TYETHO, HO UCTUHHO, CHIIBHO, U €/Ba JIU HE
COXpaHMII OH ero 1o camoi cmeptu cBoer" (A. P. Shan-Girey, op. cit.)

2% “Tlocneuue u3BecTHs 0 Moeii cectTpe baxMeTeBoii moucTuHe nedanbHbl. OHA BHOBD
00J1bHA, €€ HepBbI TaK PACCTPOCHBI, YTO OHA BBIHYX/I€Ha ObljIa IPOBECTH OKOJIO JBYX
HeJleNb B MOCTEINH, HACTOIBKO OblTa cnaba. Myx npeniarai eif exatb B MOCKBY — OHa
0TKa3aJach, 32 TPaHMIly — OTKa3aJach U 3asBUJIA, YTO PEIIUTEIHHO HE KeNaeT OOobIle
JAe4uThCs. MOXKET OBbITh, 51 OIIMOAIOCh, HO S OTHOIIY 3TO PACCTPONUCTBO K CMEPTH
Muens.” [The last news about my sister Bakhmeteva was truly sad. She is sick again
and her nerves are so upset that she had to spend about two weeks in bed; she was that
weak. Her husband offered her the chance to go to Moscow—she refused, going
abroad—also refused, and said that she does not want to continue her medical treatment.
Maybe I am wrong, but I relate this to how upset Michel’s death made her.] (M. A.
Lopukhina, “W13 nucem k A. M. Bepemarunoii-Xtorens” [“From the letters to A. M.
Vereshtaginoy-Huygel ], in M. fO. Jlepmonmog 6 0cnomunanusx cospemesnuxos [M.
Y. Lermontov in his contemporaries’ memoirs] (M.: Xynox. nut., 1989), 478, at
http://lermontov.niv.ru/lermontov/vospominaniya/vospominaniya-56.htm)
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beauty of her soul and character, the life-giving effect she had had on him, his recognition
of they way they connected and complemented each other, his hopes for a future together,
his eternal remembrance of and longing for her, and his unquestionable devotion to their

2

love. Lermontov addressed the poem “Her, e Te6s Tak mpuiko s m06m0...” (“No, not you

I love so ardently...”) to Ekaterina Bykhovets, although Varvara was the main source of
inspiration for it. In 1841 Bykhovets wrote that at that point Lermontov was passionately
in love with Varvara and Bykhovets thought that the poet paid attention to her only because
in her appearance she reminded him of Varvara and that his favorite topic of conversation

225

was always Varen’ka.”” In the poem Lermontov addressed Bykhovets, saying that he is

talking to a friend from his youth and that in her features he was looking for someone else’s
features; in her living mouth he was looking for a mouth that had been quiet for a long

time; and in her eyes he was looking for the fire of dim eyes.

Hert, He TeOs Tak MBUIKO S THOOIIO,

He nns meHst kpacel TBOEH OnHcTaHbe:
JIro6utr0 B TEOE s MPOIILIOE CTPATaHbE
N MomomocTh MOruoIIyo Moro.

Korma mopoii s Ha TeOst cMOTpIO,

B TBoM ria3a BHHMKas JOJITUM B30POM:
TauHCTBEHHBIM 51 3aHAT Pa3rOBOPOM,
Ho =e ¢ To00ii s cepaiieM roBopro.

51 TOBOPIO ¢ OAPYTOM IOHBIX THEH,
B TBOMX uepTax Hily YepThl IpyrHe,

*% “Op 6bLT CTPACTHO BIIOONEH B B. A. BaxMeTeBy...s IyMaio, OH ¥ HA MEHs 00paTHII
BHUMAaHHE OTTOT0, YTO HAXOJWJI BO MHE CXOJICTBO, ¥ 00 HEil ero o0uMBbIi pa3roBop
ob11.” [He was passionately in love with V. A. Bekhmeteva...I think that he paid
attention to me only because he thought I looked like her and his favorite conversation
was always about her.] (Lyubov’ Pavlova, “Exarepuna beixoser” [“Ekaterina
Byhovets”] in Bruanue mamepu Jlepmonmosa na e2o nrobosnuiii 6vi6op [The influence of
the mother on Lermontov and on his love life] at
https://www.chitalnya.ru/work/1158734/)
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B ycrax KUBBIX yCTa 1aBHO HEMBIE,

. 226
B riazax oross yracHyBIIHX OY€H.

[No, not you I love so ardently,/ The glow of your beauty is not for me:/ In you I love past
suffering/ And my dead youth.// When I look at you/ And I penetrate your eyes with a
lengthy gaze:/ I am busy with a secret conversation,/ But not to you is my heart talking.// I
am talking to a friend from my youth/ In your features I am looking for someone else’s
features/ In the living mouth for a mouth that has been quiet for a long time/ In the eyes for
the fire of extinguished eyes.]

The poem “Camka” (“Sashka”) written in 1835-1836 is another work that shows
Lermontov’s eternal remembrance of Varvara, sweet and painful at the same time. He
describes a young, fresh, lively, attractive girl and says that her name is Variusha
(Baproma). After he gives her this name, Lermontov says the he would prefer to give her a
different name because every time he says this name a memory hisses and crawls along the
veins of his heart just like a snake crawls amidst ruins. When those memories come, he
gets sad, angry, or scolds the whole house. Lermontov concludes that in order to avoid

misfortune he will rename Vaiusha to Parasha.

Ona 3Banacs Bapromero. Ho 1

XKemnan Ol eif qpyroe naTh Ha3BaHbE:
Ckaxy Jib, IPU 3TOM UMEHH, JIPY3bs,

B rpynu Moel mUnuT BOCIIOMUHAHLE,
Kaxk mox Horoii npuxaras 3mes,

U nonzaer, kak Ta cpenu pa3BalivH,

o xwunam cepaua. S Torna nevanes,
Cepaut, MOT4y MM OpaHIO BECh JIOM

W pag npuOuTts 3a c10BO 4yOyKOM.

Urak, nns n30exaHbs 3714, Mbl HaIIly
Bapromy 3aech nepekpectim B Iapary.”’

[Her name was Variusha. But I wish/ to give her a different name:/ If I say this name,
friends,/ In my chest a memory hisses,/ Like a snake pressed under a foot/ And it crawls
as if amongst ruins,/ Along the veins of my heart. Then I become sad,/ angry, and I keep
quiet or scold the whole house/ And I would be happy to beat someone with stick just for
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2

Mikhail Lermontov, “Hert, He TeOs Tak MBUIKO 5 JI00IIIO. . .
ardently...”)
27 Mikhail Lermontov, “Camika” (“Sashka”)

(“No, not you I love so
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one word./ And so in order to avoid misfortune we our/ Variusha here will rename
Parasha.]

Not long before he died, Lermontov wrote the poem “Banepik” (“Valerik™) which was
dedicated to the one of the most famous battles of the Caucasian War in which Lermontov
participated—the battle at the Valerik river in 1840. In the poem Lermontov addresses his

beloved Varvara Lopukhina.**®

This work became his last earthly testimony of his
unquestionable and eternal love and devotion to Varvara and his promise that he would
wait for her beyond the grave. In the poem Lermontov said that he remembered her and he
would never be able to forget her because he loved her greatly and loved her for a long
time. He had to pay for the days of joy and bliss with suffering and worries, and he killed

the last flower of life with cold contemplation. He forgot love and poetry, but he could

never forget her.

Ho s Bac moMHIO — 112 ¥ TOYHO,
S1 Bac HUKaK 3a0bITh HE MOT'!
Bo-niepBbIxX, MOTOMY, YTO MHOTO,
U gonro, monro Bac 00w,
IToTrom cTpagaHbeM U TPEBOTOU
3a gHu OJIa’KeHCTBA 3aILIATHIL;

[Torom B packasHbe OecruiogHOM/

*?% Vladimir Butromeev, “I'puropuii I'puropsesuu Tarapun” [“Grigorii Grigor’evich

Gagarin’] in Dnoxa cmanosnenus pyccroii scugonucu [ The era of formation of Russian
painting] (Moscow: Olma Media Group, 2014), 296.
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Brnauuin s 1ienp TSOKETbIX JIET;

U pa3mbinuieHreM X0JI0JHBIM
YOu1 nocneaHuiA )KU3HU IBET.

C monpMu cONMMKasIChb OCTOPOKHO,
3a0bLT 5 IIyM MITAJIBIX TIPOKa3,
JIt000Bb, I1 0 3 3 1 10 , — HO Bac
3a6bITh MHE ObIIO HEBO3MOKHO.

[But I remember you—ryes exactly,/ I could never forget you!/ In the first place because a
lot/ And for long, long I loved you,/ Then with suffering and the worries/ I paid for the
days of bliss;/ Then in fruitless remorse/ I dragged the chain of heavy years;/ And with cold

thought/ Killed the last flower of life./ I was careful about becoming close with people,/ |
forgot the sound of youthful pranks/ Love, poetry,—but you/ To forget I never could.]

Varvara also served as a prototype for many of Lermontov’s characters and plots. The
character Countess Vera Ligovskaia® from Countess Ligovskaia very much reminds one
of Varvara since she carries the most notable characteristics of Varen’ka—blond hair and

Blvyarvara’s niece O. N. Trubetskaia

large, dark, deep eyes—that most remembered her by.
said, “C moptpera, ocTaBiierocst y MeHsi B MOCKBe, IIISAST OOJNBIINE, KPOTKUE TEMHBIE

ry1asa, 1 Bech 00MK e€ oBessH Tuxoi rpyctbio” [“From the portrait that I have of her in

2 Mikhail Lermontov, “Baneprik” (“Valerik™)

20 “Kysruns Bepa JIMUTpHEBHA Obla KEHIUHA 22 JIET, CPEAHEr0 KEHCKOTO POCTa,
OJIOH/IMHKA C YEPHBIMU TJIa3aMH, YTO IPUAABANIO €€ JINIlYy KaKyl0-TO OPUTHHAIBHYIO
npenects” [Countess Vera Dmitrievna was a 22-year-old woman, of medium height, with
blond hair and dark eyes, which gave her face unique beauty.] (Mikhail Lermontov,
Chapter 4 in Countess Ligovskaia at http://mikhaillermontov.ru/knyaginya-ligovskaya-
04.htm)

1P A. Viskovatii, “M. 10. JlepmorTo. XKusup i TBopuectso” (“M. Yu. Lermontov.
Life and works”) in Jlepmornmos M. FO. Cobpanue couunenu (Lermontov, M. Yu.
Collected works) (M., 1891. T. 6.), 30.
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Moscow her large, calm, dark eyes look at me and her face carries quiet sorrow.”]*** Vera
from Hero of Our Time has a birthmark like the one Varvara had. In the first draft Vera’s
birthmark was over the eyebrow like Varvara’s, but later Lermontov moved it to the
cheek.”’ Lermontov also painted numerous portraits of Varen’ka.

To sum up, for Lermontov, true love was multidemnsional and was based on the ability
of the two individuals to connect and complement each other on the physical and the
platonic level. Love did not end with earthly death; if the lovers were able to recognize
each other beyond the grave they continued to exist together through their love, which
defined heaven for Lermontov. Hell was eternal loneliness—the inability of the lovers to
recognize each other or their inability to connect on all levels and thus being trapped in a
forced or false union. Lermontov’s adoration of the raw, earthly, magnificent beauty of
nature is a part of his understanding of love. His multiple short-lived affairs with empty
and dull, but glamorous society beauties, their circles and way of life brought out
Lermontov’s demonic side and strengthened his pessimism, sarcasm, and gloomy view on
life. Lermontov was truly in love three times. All three females that Lermontov loved
touched his soul and left a lasting mark on it. They were able to tame the poet’s “demonic”
side and to provoke strong feelings that took over the poet’s heart and let his loving, gentle,
soft, human side shine through. However, the poet remained forever separated from all
three women and could never feel or understand the effects that a lasting union with his

true love would have had on him. These women’s positive effect on Lermontov was

2 0. N. Trubetskaia, Ompuisku us cemeiinoii xponuxu [Excerpts from a family
chronicle] (Pycckas nureparypa: ;xyprai, 1990. Ne 2.),183.

23 N. P. Pakhomov, ITodpyea ronvix tem Bapenvika Jlonyxuna [The friend from the early
vears Varen’ka Lopukhina] (M.: CoBerckast Poccusi, 1975), 18.
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temporary, and his inability to keep them led to the unavoidable return of the poet’s
demonic side marked by even gloomier shades of pessimism, skepticism, and cynicism.
In all three works that I discuss in the next part of this chapter—"“Rusalka” (1836),
“Morskaia tsarevna” (1841), and “Demon” (1830-1837), Lermontov uses couples that
consist of human and non-human figures to express his distinctive vision on the
possibilities of lasting love between individuals. As already discussed Lermontov’s
character was a unique blend of his “demonic” side and his loving human soul. The struggle
between these opposing sides remained constant throughout the poet’s life—he had dark
episodes of “momnocTs” and “cBuHcTBO” and of overwhelming skepticism, pessimism and
cynicism, but he also had moments of illumination when, inspired by the life-giving power
of true love, his soft, gentle soul shined through. Unlike his regular love lyrics that
addressed or decribed a specific person, these three works, through the use of both
supernatural and human figures, became an opportunity for Lermontov not only to express
the dual nature of his character, but also to imagine and develop different scenarios for his
own quest for true love that would ideally reconcile the two opposing sides and bring him
peace and harmony. But as we shall see, this quest could never be fulfilled. The way
Lermontov imagines the human and the supernatural beings in the works is based on the
two extremes interwoven into his character. The poet positions the male character at one
of the extremes and the female character at the other one, and this perhaps reflects his idea
of an ideal partnership based on the partners’ ability to complement and balance each other.
Lermontov chooses for the male to be a human figure in “Rusalka” and “Morskaia
Tsarevna”, and a supernatural being (a demon)—in “Demon”, and he respectively positions

the female in the other extreme—a supernatural being (a rusalka) in “Rusalka” and
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“Morskaia Tsarevna” and a human being in “Demon.” In all three works Lermontov
explores the themes of the life-giving force of true love and of the deadliness of a union in
which the partners do not recognize and can not complement each other. As already shown
in this chapter Lermontov himself experienced both the powerful illumination of true love
that brought out his soft human side and the pain of the “demonic” side prevailing in him
and pushing him deeper down into the gloomy depths of skepticism and cynicism when he
was with the wrong type of women (society beauties) or realized that he had lost forever
the woman he truly loved. None of the works has a happy ending and none of the couples
is capable of finding true love. In each case Lermontov’s imaginary quest for love, peace,
and happiness had a dark, pessimistic ending marked by death, loneliness, separation, and
pain. I claim that these skeptical imaginary outcomes in his works are influenced by what
he experienced in real life—he either had brief meaningless romances with women he
could not relate to or he got separated from the females he truly loved. The two girls that
he loved when he was ten and twelve remained nameless, sweet, distant memories that he
never saw again. The poet was denied the opportunity to marry Varvara, and after her
wedding with Bakhmetev she turned into a distant subject of Lermontov’s adoration until
his tragic death. Lermontov forever remained the lonely, gloomy Demon, an observer that
could not relate to either people or angels. His own fairy tale never had a happy ending—
he never experienced and fully understood a lasting union with someone that he truly loved,
and thus he could not imagine that happy ending in his works either.

The two works that deal with the figure of the rusalka—the short poems “Rusalka” and
“Morskaia Tsarevna” have much in common. In both works Lermontov takes one of the

partners, the human in “Rusalka” and the rusalka in “Morskaia Tsarevna,” out of their
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respective domains and shows what happens when they are placed in the domain of the
other partner, which is foreign to them. The characteristics of the rusalka as a folklore
figure are key in understanding why she can not be a suitable partner for the human male
and what she stands for in these poems.

The poem “Rusalka” was written in 1836—two years after Lermontov took his revenge
on the shallow society coquette Ekaterina Sushkova and about a year after Varen’ka’s and
Bekhmetev’s wedding. It consists mostly of the rusalka’s sad song about her hopeless
passion for a sumazb—a human warrior brought to her underwater home from a foreign
land by the waves.

Pycanka muiblia no pexe romy0oit,
Ozapsiema NoJIHOM JTyHO;

U crapanack oHa JOIUIECHYTH JI0 JTYHBI
CepebpuCTyIO MEeHY BOJHBI.

W mrymst 1 kpyTsch, Konebana pexa
OTtpakeHHbIE B HEW 00J1aKa;

W nena pycanka — U 3ByK €€ CJIOB
JoneTan 10 KpyThIX Oeperos.

N nena pycanka: «Ha nque y Mens
Urpaer mepuanue qus;

Tam pbIOOK 37aThIE TYJISIOT CTaa,
Tam XxpycTanbHble €CTh FOPOAA.

«U Tam Ha nmoayIIKe U3 IPKUX IIECKOB,
ITox TeHBIO I'yCTBIX TPOCTHUKOB,

CrnuT BUTSA3b, JOOBIYA PEBHUBOM BOJIHBI,
Cnut BUTA3b Uy’KOM CTOPOHBI.

«PacuechIBaTh KOJIbLIA LIEJIKOBBIX KyApei
MpI 1100MM BO Mpake HOYeH,

W B yeno u B ycTa Mbl, B IOy ICHHBIN 4ac,
LlenoBanu kpacaBua He pas.

«Ho x cTpacTHBIM 1003aHBSIM, HE 3HAIO 3a4eM,
OcTaercs OH XJIaJCH U HEM;
OH CIIMT, — U CKJIOHMBIIMUCH Ha HepCI/I KO MHC,



128

OH He JBIIINUT, HE IICMYET BO CHe!..»

Tak nena pycaiaka HaJl CHHEH PEKOH,

IlonHa HEMOHSITHOM TOCKOM;

W, mymHO Katsch, konebana pexa

OTtpaxeHHBIC B HEl o0aka.

[A rusalka was swimming in the blue river,/ lit by the full moon;/ And she was trying to
splash up to the moon/ The silver foam of the wave.// Whispering and weaving, the river
was rocking/ The reflections of the clouds;/ And the rusalka sang—and the sound of her
words/ Reached the steep shores.// And the rusalka sang: “On the bottom at my home/ The
glow of the day plays/ There gold fish swim in groups/ And there are crystal cities.// “And
there on a pillow from bright sand,/ Under the shade of thick reeds/ A sumsss sleeps, the
catch of a jealous wave,/ A sumsa3zw sleeps who belongs to a distant land.// “To caress the
rings of his silk curls/ In the darkness of the night we love/ And on his forehead and on his
mouth at noon/ I have kissed the handsome man more than once.// But to the passionate
kisses, I do not know why,/ He remains cold and mute;/ He sleeps—and leaning on my
bosom towards me,/ He does not breathe, does not whisper in his sleep!...”// This is how
the rusalka sang over the blue river,/ Full of inexplicable grief,/ And loudly rolling, the
river was rocking/ The reflections of the clouds.]

The inability of the lovers to connect and share the life-giving power of true love can be
explained by the folkloric characteristics of the rusalka figure—an internal emptiness and
inability to create beauty. The fact that the human is trapped in her domain, which is merely
a distorted foreign reflection of the human world, also plays a key role in understanding
why the two figures could not find a happy ending.

By definition the rusalka is an “unquiet dead”—a female that became a supernatural
being by embracing death. The rusalka has flawless beauty, but is also empty on the inside.
She is characterized by internal emptiness on two levels. Since she is an “unquiet dead”
she does not have a soul—the key element that separates humans from supernatural beings
and the dead from the living. Also because she is an “unquiet dead” the rusalka can not
have children, which means that she can not create life and beauty. Lermontov’s brief

meaningless affairs with society beauties were characterized by his initial attraction to their

beautiful shell followed by his immediate disgust with their internal emptiness, stupidity,
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and shallowness. These women, who remind one of the rusalka character, brought out
Lermontov’s demonic side and strengthened his gloomy skepticism and sharp cynicism
about people and life. The women that Lermontov truly loved were not rusalki. What he
saw in them was not their long, black hair or slender waist. He loved them because of the
life-giving effect their presence and their words had on him; their internal beauty
illuminated and awakened his soul and made it shine over his demonic side. What he
noticed in them was the clear, big, honest, lively eyes—windows to the soul, and the
positive character traits that complemented him and made him a better being—simplicity,
truthfulness, freshness, goodness, kindness, patience, ability to forgive, dreaminess, and
intelligence. The rusalka lacks all of these characteristics. As a dead being she can’t inspire
and create life and, as someone who does not have a soul, can not touch and awaken a
human soul. This is why the human male—the sumsass—remains deaf and mute to her
caresses and kisses, just as Lermontov remained deaf and mute to the silly attempts of the
empty coquettes who lined up waiting to touch him and flirt with him.

«PacuechIBaTh KOJIbLIA IIEJIKOBBIX KyApei

MpI m1100UM BO Mpake HOYeH,

W B yeno u B ycTa Mbl, B IIOJIYICHHBIN 4ac,

LlenoBanu KpacaBla He pas.

«Ho k cTpacTHBIM J1003aHbAM, HE 3HAIO 3a4YeM,

OcTaercs OH XJIaJCH U HEM;

OH cruT, — ¥ CKJIOHUBIINCH Ha MEPCU KO MHE,

OH He JBIIUT, HE IIEnYeT BO CHe!..»

[“To caress the rings of his silk curls/ In the darkness of the night we love/ And on his
forehead and on his mouth at noon/ I have kissed the handsome man more than once.// “But

to the passionate kisses, I do not know why,/ He remains cold and mute;/ He sleeps—and
leaning on my bosom towards me,/ He does not breathe, does not whisper in his sleep!...”]
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As mentioned before one of Lermontov’s biggest fears was that the lovers would not be
able to recognize each other in the life after death, which would mean that they are doomed
to eternal loneliness. In the poem “Rusalka” the rusalka and the sums3sw clearly can not
establish a connection and can not recognize each other in the life beyond the grave.
Lermontov saw heaven as an eternal union between the lovers’ bodies and souls who are
able to recognize each other in the afterlife. However, the rusalka, being an “unquiet dead”,
does not have a soul and thus establishing a deep connection between her and the sums3se
becomes impossible. The impossibility of their platonic union has a physical manifestation
which is shown through the ways their bodies interact. Lermontov thought that when two
people are truly in love their bodies feel like extensions of each other and function as one.
The bodies of the rusalka and the sums3s remain separate and independent of each each
other not only spatially, but also functionally. The rusalka actively tries to establish a
physical connection with the sums3zw through hugging, caressing, and kissing, but the
sums3b never responds. It becomes impossible for the human and the inhuman to connect
on both the physical and the platonic levels, which for Lermontov means that they do not
belong together and can never be united through true love.

As discussed previously, the first time Lermontov fell in love was when he was ten years
old and he was enchanted by the little girl who came to play with his cousins. In his article
“JlepmontoB” (“Lermontov”), Alexander Dolinin points out that Lermontov’s first
experience with romantic love coincided with the first time he was ever taken to the
Caucasus where he witnessed the raw, breathtaking beauty of the area’s nature. Since this
trip, for his whole life Lermontov’s soul was awakened and isnpired by the fresh,

magnificent beauty of nature the same way it was awakened and inspired by true romantic
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love.”* According to Merezhkovsky, for Lermontov nature felt like an extension of his
own self, just like a beloved woman. Nature and true love had the same effect on
Lermontov—they tamed his “demonic” side and made him feel like he was reborn as a
better human being.”>> As described in the Introduction, according to Russian folklore one
of the main characteristics of the rusalka is her connection with nature. However, the
rusalka, a dead being with an eternally empty womb, is not associated with nature’s life-
giving beauty and freshness. The rusalka represents the dark and threatening side of nature
that people do not understand and thus fear. This side of nature does not give life and light;
its darkness takes lives away. It is a distorted reflection of the side of nature Lermontov
adored, a realm that is foreign and hostile to humans. It can not be the realm of true love.
If a human gets trapped in that dimension of nature it would not be life-giving for them; it
would be suffocating and deadly.

In the poem, the rusalka’s realm, where the sumsss is trapped, is the river depths. The
poem begins with the beautiful picture of the blue river lit by the full moon and the rusalka
trying to reach the moon with the silver foam of the waves.

Pycanka muibia o pexe romy0oit,
Ozapsiema NoJIHOM JIyHOM;
U crapanachk oHa JOIMJIECHYTH 10 JIyHBI

CepebpuCTyIO MEeHY BOJHBI.

[A rusalka was swimming in the blue river,/ lit by the full moon;/ And she was trying to
splash up to the moon/ The silver foam of the wave.]

#* A. S. Dolinin, “JlepmonTo” (“Lermontov™) at http://az.lib.ru/l/lermontow m_j/
text 0010.shtml.
3D, S. Merezhkovsky, op. cit.
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The rusalka’s realm is made visible through the moonlight. The idea of her world being a
pale reflection of the beauty of the real world clearly comes up in the next stanza, which is
the second stanza of the poem, and is repeated again in the last stanza of the poem.

W mrymst 1 kpyTsch, Konebana pexa
OTtpaxeHHBIC B HEHl 00s1aka

W, mymHO Katsch, konebana pexa
OTtpaxeHHBIC B HEHl 00aka.

[Whispering and weaving, the river was rocking/ The reflections of the clouds;/... And
loudly rolling, the river was rocking/ The reflections of the clouds.]

The reflections of the moon and the clouds from the night sky that the river moves around
and the playful twinkling reflection of the sun during the day (“Ha nue y mens/ Urpaet
mepuanue 1Hs1 [On the bottom at my home/ The glow of the day plays]) create a feeling
that the rusalka’s realm is magical, unreal, and other-worldly, a place that reflects the real
beauty of nature, but also changes and distorts it and makes it unearthly and distant. This
is a place of schools of gold fish, crystal cities, pillows made from bright sand, and thick
reed shades—an unearthly realm so foreign to the human that it seems hostile and
threatening.
Tam pbIOOK 37aThIe TYJISIIOT CTa/a;

Tam XpycTanbHble €CTh TOPOAA;
U Tam Ha moayIIke U3 IPKUX MECKOB

ITox TeHBIO I'yCTBIX TPOCTHUKOB

[There gold fish swim in groups/ And there are crystal cities.// “And there on a pillow from
bright sand,/ Under the shade of thick reeds]
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This is a realm that the human can not recognize and relate to, and thus this underwater
world, a distorted reflection of the real world, cannot have a life-giving effect on the
sumszv. The poem’s underwater world may be reminiscent of the world of high society
that Lermontov described less than two years later in a letter to Varvara’s sister Maria. In
1836 Lermontov was still an active participant in the life of high society, but could already
feel that he was in a way trapped in a world so foreign to him with its dullness, shallowness,
and falsity—a world that he found hostile and threatening in the sense that it would
undoubtedly at some point turn against him. This world suffocated Lermontov and made
him even more skeptical and cynical, unlike the beauty of the Caucasus which made him
feel alive, powerful, and inspired.

In the poem “Rusalka” Lermontov imagines an impossible union between a human and
a supernatural being in which the dead human is trapped in the supernatural being’s realm
and the supernatural being is unable to wake him up. They can not connect and complement
each other like true lovers do and are not able to recognize each other in the life beyond
the grave, which dooms both of them to spending eternity in Lermontov’s hell—eternal
loneliness. The fact that they are unable to form a harmonious union of true love at the end
can be explained by the fact that Lermontov wrote the poem shortly after the love of his
life, Varen’ka, was forced to marry Bekhmetev in 1835. Also at that point Lermontov was
clearly seeing and understanding the true nature of society coquettes such as Sushkova—
an attractive shell the inside of which is dead. Even though Lermontov tried to imagine a
scenario for a realm of eneternal happiness, even in the fictional world of his work he could

not escape from the overwhelming pessimism in his real life caused by the loss of his
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beloved to someone else, and the meaningless dull affairs with society coquettes that only
sharpened his pain and slowly killed him on the inside.

In 1841, five years after he wrote “Rusalka” and also the year of his tragic death,
Lermontov wrote another poem, “Mopckas napesra” (“The Sea Princess”), in which the
poet once again explored the possibility for a relationship between a human male and a
supernatural female—a prince and a rusalka.

B Mope napeBuu Kynaer KOHs;

Caprunt: «lapeBuu! B3risiHu Ha MeHs!»
@OpIpKaeT KOHb U YIIaMU TPSAET,
BpbI3ker u niemer u gane ribIBeT.
Cnprmt napeBud: « napckasi 104b!
Xouelb NPOBECTh THI C LIAPEBHOIO HOYb ?»
Bort nokazanace pyka u3 BoAbl,

JIOBHT 3a KMCTH IIETKOBOU Y3/IbI.
Bprina miazas motom rosiosa,

B xocy Bruienacs Mopckas Tpasa.

CuHHE 04U JTIFOOOBBIO TOPSIT;

Bpebi3ru Ha miee, kak KeMuyT, Apoxkart.
Mpeiciut mapeBud: «J1oOpo xe! moctoi!»
3a KoCy JIOBKO CXBaTUJI OH PyKOM.
Jepxut, pyka 00oeBasi CHIIbHA!

[Tnager u MONUT U OBETCS OHA.

K Gepery BUTSI3b OTBa)KHO ILIBIBET;
Baimuibur; ToBapuiieil rpOMKO 30BET:
«DM BbI! CXOUTECH, IUXUE JIPY3bsi!
I'nsabTe, Kak ObeTCs JOOBIYA MOS. ..

UTo K BBI CTOUTE CMYIIEHHOU TOIMON?
Anm Kpachl HE BUJIAJIM TaKOU 7»

Bort ornsnycs napeBuyd Hazan:

AxHyn! TOMEpPK TOPKECTBYIOIIMN B3I,
Buant, 1e:xuT Ha IecKe 30JI0TOM .

Uy 10 MOPCKOE € 3€JIEHBIM XBOCTOM,;
XBOCT YEIIYEH 3MEUHOU MOKPBIT,

Becs 3amupast, cBUBasiCh, APOKUT;

[Tena cTpysimu cOeraer c yena,

Ouu ozxena cmepTenbHas MIJIa.

brnennbie pyku XBaTaroT MECOK;

[ITeayT ycTa HEMOHATHBIN YIIPEK. ..
Ener mapeBud 3a1yMunBO IPOYb.

Byner oH NOMHUTE PO LAPCKYIO JOYB!
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[The prince is washing his horse in the sea/ And hears: “Prince! Look at me!”/ The horse
snurts and moves its ears,/ It splashes and plashes and swims further away./ The prince
hears: “I am a princess!/ Would you like to spend the night with a princess?”/ An arm
comes out of the water/ And catches the silk reins of the horse./ Then a young head comes
out,/ With seaweed woven into the braid./ The blue eyes are burning with love;/ The water
drops on the neck tremble like pearls./ The prince is thinking: “Ok! Just wait!”’/ He caught
her by the braid with his hand./ He is holding her, the battle hand is strong:/ She is crying
and begging, and twisting./ The sums3s is swimming to the shore;/ He came out; he starts
loudly calling his friends:/ “Hey, you! Come here, bold friends!/ Look at how my treasure
is twisting.../ Why are you standing awkwardly like this?/ You have not seen beauty like
this?”/ The prince looked back:/ And exclaimed! His triumphant gaze disappeared./ He
sees lying on the golden sand/ A sea monster with a green tail;/ The tail is covered by
serpent scales/ The whole body was dying out, twisting, trembling;/ Foam was running
down its forehead,/ The eyes were covered in deadly fog./ The pale hands are grabbing the
sand;/ The mouth is whispering and blaming.../ The prince rides away deep in thought./
He will remember the princess!]

In this poem the supernatural female is taken out of her realm and placed in the realm of
the human male, which causes an unexpected transformation leading to her death. Once
again Lermontov, influenced by his growing skepticism and pessimism, described an
impossible union between incompatible partners that could not have a happy ending. This
poem can be seen in a way as a continuation of “Rusalka” because in “Morskaia Tsarevna”
Lermontov gives the reason why true love between beings of different worlds is

impossible—the real identity of the supernatural being is monstrous and thus incompatible

with the beauty of the human soul.

I claim that “Morskaia Tsarevna” recalls Lermontov’s poem “K rmymoit kpacaBuie”
(“To the foolish beauty’), which, as previously mentioned, he wrote in 1830. When he
wrote “K riynoi kpacasuie” Lermontov was fifteen years old and in the midst of his rocky
romance with the famous society beauty Sushkova, during which she was very dismissive

about his feelings and made the heart of the young boy cry. In “K riynoii kpacasure” the
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poet took his revenge. He showed the dull and empty true self of society coquettes who
looked attractive from far away but once their ugly interior was exposed through their
words, the poet wanted to run away from them as he would run away from death. “Morskaia

Tsarevna” serves a similar purpose and in this way becomes a continuation of “Rusalka.”

In the 1836 poem “Rusalka” we see the dead but beautiful rusalka in her element—the
lake, where the sumsss is trapped. It is clear that under these circumstances they would
never find true love, even though Lermontov does not give a specific reason for that. Not
long before he died in 1841 Lermontov revisited the idea of a union between a human male
and a supernatural female as if he wanted to explore the other possibility in order to maybe
finally find peace and closure. Using the powerful hands of his prince, the poet pulls the
rusalka out of her realm and brings her into the human world. However, the ending is
similar to the ending of ‘“Rusalka”—the union between the prince and the rusalka is
impossible. In “Morskaia Tsarevna” Lermontov clearly shows the reason for that: it is the
monstrous nature of the rusalka that she hides under her beautiful appearance and seductive
words. As already shown, between 1836 and 1841 Lermontov’s pessimism and skepticism
about the true nature of high society and the women that lived in that world continued to
grow. In his 1838 letter to Varvara’s sister Maria he exposed the falsity, shallowness,
dullness, and maliciousness of high society hidden under its glamorous and attractive shell.
One year later, in 1839, Turgenev saw the poet at the New Year’s Ball, trapped by society
ladies who were lining up to touch him and flirt with him, to which he remained completely
numb. Based on Lermontov’s sorrowful expression, Turgenev could see that these women
were making the poet suffocate and suffer. When in 1841 Lermontov’s prince pulled the

rusalka out of the sea he had a clear idea why she and the prince could never be together—
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under her beautiful seductive appearance lies not a beautiful human soul, but a monstrous

interior which Lermontov could expose only if he brought her to his realm—the world of

poetry.

The rusalka that Lermontov describes in his 1841 poem is different from his 1836 one,
which clearly shows that over the course of five years he had gained more insight and
understanding of the society ladies and had grown more skeptical about them and their
world. In his 1836 poem Lermontov does not describe the appearance of the rusalka. What
one imagines about it is based on folklore. Her sad song in the poem about her hopeless
passion for the prince, her constant attempts to wake him up without being able to
understand that he is dead, and the way in which she plays with the waves and tries to reach
the moon make her character look naive, childish and in a way even appealing. The 1841
rusalka is much more sexual, seductive, aggressive, and threatening. She has a young head
with seaweed in her hair. Her blue eyes burn with love and the drops are dangling like
pearls on her neck.

Cnprimt napeBud: « napckasi 104b!

Xoueib IPOBECTh ThI C LIAPEBHOIO HOUb ?»

Bot noka3zanacek pyka u3 BOfpbl,

JIOBHT 3a KMCTH IIETKOBOU Y3/IbI.

Brima Mitagast moToMm roJyiosa,

B kocy Brutenacs Mopckasi Tpasa.

CuHue oun TF0O00BBIO TOPSIT;

Bpri3ru Ha 11ee, Kak )KeM4yT, ApOKarT.

[The prince hears: “I am a princess!/ Would you like to spend the night with a princess?””/
An arm comes out of the water/ And catches the silk reins of the horse./ Then a young head

comes out,/ With seaweed woven into the braid./ The blue eyes are burning with love;/ The
water drops on the neck tremble like pearls.]
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She tempts the prince with an invitation to spend the night with her—a king’s daughter.
Unlike the rusalka from the poem “Rusalka” to whom the dead prince was brought by the
waves, the rusalka from “Morskaia Tsarevna” tries to bring the prince to herself by
grabbing the reins of his horse. Lermontov did not directly expose what was hidden under
the shell of his 1836 rusalka and did not describe any aspect of her in an unappealing, ugly,
or monstrous way. One intuits her internal emptiness, the lack of a soul, and her inability
to create beauty based on the folkloric characteristics of the rusalka. Lermontov confirms
these implications in his 1841 rusalka by clearly showing the horrifying interior hidden
beneath the beautiful appearance—a sea monster with a green tail covered in snake skin
that was shaking, squirming, and slowly dying out; foam was coming down her forehead
and there was deadly fog in her eyes; her pale hands were grabbing the sand and she was

whispering an incomprehensible reproach.

The society ladies, based on the way Lermontov saw them, have a lot in common with
his 1836 rusalka, but even more so with the rusalka from “Morskaia Tsarevna”. Like the
rusalka in the water, the coquettes, when kept in their realm of comfort—high society—
looked beautiful and glamorous. The water drops glistening around the rusalka’s neck
remind one of an expensive pearl or diamond necklace that the coquettes used to wear at
balls. Like the rusalka who tried to lure the prince in by offering him to spend the night
with her, the couquettes were aggressively hunting for suitable husbands, trying to seduce
them and then put the chains of marriage around them at all costs. As mentioned previously,
Lermontov described Sushkina as a bat that tries to grab in its nails everything and
everyone that it flies by. Just like the rusalka who was hiding her scary green tail under the

water and was trying to deceive the prince by showing him only her attractive side, those
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women were trying to hide their internal emptiness behind their shining, long hair, slender,

seductive waists, and beautiful and fashionable clothes and jewelry.

In order to be able to expose the rusalka’s true monstrous identity Lermontov has to pull
her out of her world, which she knows well, feels comfortable in, and can manipulate in
any way she wants—a world that is foreign and threatening to the human, makes him feel
weak, and eventually kills him. This is what happened to the prince trapped in the bottom
of the lake in the 1836 poem and this is also what Lermontov himself experienced when
trapped in high society. Through the powerful hands of his prince, Lermontov drags the
rusalka out of her world—water or high society, into his world—Iland or poetry. This is the
world that Lermontov knows well, feels powerful in, and can govern. This world is also
completely foreign to the rusalka due to her internal emptiness and inability to understand
it, and just as her world is deadly to the human, his world turns out to be deadly for her.
While the prince is unaware of what would happen to his sea beauty once he pulls her out
of the water and puts her on the sand, Lermontov had already seen the horrifying
transformation at least once with Sushkova. After being seduced and lured in by her
beautiful looks and realizing how shallow and lowly her interior was, he revealed it to his
young friend Aleksey Lopukhin who was about to fall into the trap of marrying her. He did
so by putting the coquette in his world—the world of the novels that, as he wrote in a letter

to his friend Vereshchagina, he no longer wrote, but made and lived.”® Knowing

3% “Korna Jlomyxun Beprysicst B MockBy, JIepMOHTOB B muckMe Bepemaruuoii (BecHo#
1835 r.) pacckasai o xoze cBoeil nHTpUru ¢ CyIIKOBOM, 3aKJIFOUHB TOBECTBOBAHUE TaK:
«Teneps 51 He iy pomaHoB — s ux aenato.” [When Lopukhin returned to Moscow,
Lermontov in a letter to Vereshchagina (spring, 1835) told about his game with
Sushkova, ending the story with “Now I do not write novels—I make them.”] (“Sushkova
Ekaterina Aleksandrovna”, op. cit.)
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Sushkova’s flaws and weaknesses, he skillfully dragged her into his novel’s plot, the end
of which was similar to the end of “Morskaia Tsarevna.” Sushkova could not change the
fact that at the end Lermontov had exposed her unappealing side and saved his friend
Lopukhin. “Morskaia Tsarevna” and “Rusalka” show that Lermontov was unable to
imagine a union between a supernatural female and a human male in either one of these
realms because of a fundamental incompatibility stemming from the internal emptiness and
monstrous nature of the inhuman female figure that could not connect with and

complement the human soul.

Lermontov also explored the possibility of a union between a supernatural male and a
human female. He did so in the poem “Demon,” which he wrote between 1831 and 1839.
As already discussed, in 1823 Aleksandr Pushkin wrote a poem “Demon,” which marked
the beginning of a new, much darker stage in his life, full of skepticism, doubt, and inability
to feel love, freedom and creativity as freely anymore. Lermontov’s “Demon” has a very
similar feeling of skepticism, hopelessness, internal emptiness, and aimless, lonely, eternal
existence. The poet tried to imagine a union between two beings from different realms—
the supernatural Demon and the human girl Tamara, in which the Demon needed Tamara’s
love in order to escape the dark and torturous endless cycle of loneliness, misery, and
internal death. However, in the end, the lovers, unable to connect and recognize each other,
were separated forever. I claim that the poem “Demon” represents the poet’s profoundly

personal view of the impossibility of finding a lasting union in love.
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Lermontov worked on the poem “Demon” for about ten years. The first version, which
Lermontov started when he was fourteen years old, was completed around 1833-1834.%"
Lermontov kept changing and developing the main male and female characters, but despite
that, according to the critics, the early versions of the poem had a vague philosophical
nature, the characters were not individualized, and the main male character was
consciously coordinated with the poet (“Like my demon, I’ve been chosen by evil.”)**®
After coming back from the Caucasus Lermontov made revisions to the poem. The first
time that the poem’s plot is related to the Caucasus’ people and nature is in the version that
Lermontov wrote in the fist half of 1838, shortly after his return from Georgia. This version,
version VI, was completed in September 1838. It is known as the Lopukhin version and
was gifted to Varvara with a dedication. After this, while getting ready to publish the poem,
Lermontov kept making revisions. He did not change the character of the Demon, but
provided a new ending—the angel saves Tamara’s soul. This marked the creation of
revision VII on December 4, 1838. The later changes that Lermontov made are mostly
related to censorship and to some of the Demon’s monologues, which turned them into a
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major accomplishment of Russian poetry.”" I claim that the changes that Lermontov made

to the poem (the first version of which was completed in 1833-1834) after his return from

27 «“Komenrapuii k mosme” (“Commentaries to the poem”) in “Muxarn JIepMOHTOB:
Hemon” (“Mikhail Lermontov: Demon”) at http://www.all-poetry.ru/poemal2.html.
2% “TJosma HOCHITA OTBJICUEeHHO-PHITIOCOPCKUl XapakTep, AeUCTBUE Pa3BEPTHIBATIOCH B
YCIIOBHOM 00CTaHOBKE, 00pa3bl repoeB, B 0COOCHHOCTH MOHAXUHU, HE OBLITH
UH/IMBUAYAIM3UPOBAHBIL, IICHTPAJIbHBIN 00pa3 ObUI CO3HATEIBHO COOTHECEH C
mupudeckuM repoem («Kak gemon moit, s 31a u3dbpanuuk»).” [The poem had a vague
philosophical nature, the action took place in an abstract environment, the characters,
especially the nuns, were not individualized, the main character was consciously
ggordinated with the lyric persona (“Like my demon, I’ve been chosen by evil.)] (Ibid.)
Ibid.
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exile in 1838, both in terms of the main characters and the plot, are influenced by the course
his relationship with Lopukhina took after her marriage to Bakhmetev in May 1835.

As already mentioned, the 1838 revision VI of the poem was dedicated to Varvara
Lopukhina. At first Lermontov dedicated it to V. A. B.—Varvara Bakhmeteva, but then

scratched out the B. multiple times and replaced it with L., which stood for Varvara’s
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maiden name Lopukhina.”™ In the 1838 version’s dedication, Lermontov expresses his

concerns that his forgetful, but never forgotten friend (Varvara) might not be able to
remember the past and would no longer be touched by the heavy words pouring from his
heart,

51 KOHYWJI — M B IpyId HEBOJIbHOE COMHEHbBE!
3aiiMeT 11 BHOBb TeOsl 1aBHO 3HAKOMBIN 3BYK,
CTuXOB HEBEJIOMBIX 3alyMUHBOE TIEHbBE,

TeOs1, 3a0bIBUMBEIiA, HO HE3a0BEHHBIN APYT?
[IpoOyautcs b B T€6E O MPOLUIOM COKaJIEHBE?
Wb, 6p1cTpO IpoOEkKaB JOKYUHYIO TETPab,
TbI TONIBKO MEPTBOTO, IYCTOTO OJJOOPEHBS
Hanoxxumib Ha Hee XOJIOAHYIO MeYaTh;

U He y3Haeub 3/1€Ch MPOCTOTO BBIPAKECHbS
Tocku, Moii OeIHBIM yM TOMUBIIEH CTOJBKO JIET;
W npumenis 3a UTpy Wb COH BOOOPAKECHbS
BonpHOU Aymy TsHKeTbId 6pe,£[...241

[I finished —and there is an involuntary doubt in my chest!/ Will you be touched again by
the sounds you have known for so long,/ The meditative singing of unknown verses,/ You,
forgetful, but never forgotten friend?/ Will regret for the past awaken in you?/ Or quickly
running through the tiresome notebook/ Will you put the cold stamp of dead, empty
approval on it/ And you will not recognize the simple expression/ of sorrow, which has
oppressed my poor mind for so many years;/ And you will take as a game or a dream of
the imagination/ The heavy ravings of a sick soul...]

20D, S. Merezhkovsky, op. cit.
241 «Jlemon, pemaxims 8 cent. 1838 r (Pemakius 6)” [“Demon”, version from September
8, 1838 (Version 6)] at http://lermontov.niv.ru/lermontov/text/demon/demon-1838.htm.
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This 1838 skeptical and pessimistic dedication sharply contrast with the dedication to the
1831 version III of the poem in which Lermontov describes an angelic Madonna and claims
that he owes not only his happiness, but everything to her and that through her the gloomy
Genius was resurrected and was able to feel innocent joys, to hope, and to dream of the
heavens,

[Ipumu Mot nap, Most MagoHa!

C Tex mop Kak MHE SIBHJIACh ThI,
Most m000Bs MHE 000pOHA

OT nopuiaHUii KJIEBETHI.

Taxoii mOOBY HENb3s HE BEPUTH,
A B30p HE CKpOET HUYETO:

Tl HE cOCOOHA JTUIIEMEPUTD,

TwI cuikom aHren i Toro!
Ckaxy 1n? — npeaH caMOBJIaCTbIO
Crpacreii me4anbHbIX U CYIb0€,

Sl cuactbeM He 00sI3aH CUACTBIO,
Ho Bcem o06s13an 51 — Te0e.

Kax nemoHn, x1aHbIi U CypOBBIH,
51 B Mupe Becenuiics 3710M,
OOMaHbI OBLIIM MHE HE HOBBI,

U sin ObLT HA cepaiie MoeM;
Teneps, kKak MpayHblii 5TOT | eHuid,
51 61m3 Tebs OMATH BOCKpEC

JIns HEeMOPOUHBIX HACIIAXKICHUM,
U nns manexn, 1 11 nebec.>*

[Accept my gift, my Madonna!/ From the time when you appeared to me,/ My love is a
defense/ from the censures of slander and lies./ It is impossible not to believe such love,/
And the look will not hide anything:/ You are not capable of deceit,/ And you are too much
of an angel for that!/ Should I say it? —faithful to/ the tyranny of sorrowful passions and
fate,/ I do not owe my happiness to happiness,/ But I owe everything to you./ Like a demon,
cold and stern/ I was having fun in the world through evil,/ Deceptions were not new to

242 “Jlemon: ITooma, 1831 r (Pemakums 3)” [“Demon”: Poem, 1831 (Version 3)] at

http://lermontov.niv.ru/lermontov/text/demon/demon-1831-3.htm.
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me/ And poison was in my heart;/ Now, like this gloomy Genius,/ Being close to you I was
resurrected/ For innocent joys,/ For hopes, and for heaven. ]

As discussed before, in 1831 Lermontov had just met the young, dreamy Varvara who had
arrived from the countryside and still carried the raw freshness and beauty of nature.
Lermontov immediately fell in love with her, and with this in mind it is not surprising that
the 1831 dedication paints an optimistic, uplifting picture of the gloomy Demon being
resurrected by the life-giving presence and love of his Madonna. However, these hopes
were shattered by Varvara’s family who did not see the young poet as a suitable match and
married her to Bakhmetev four years later in 1835.

As discussed before, Lermontov’s and Varvara’s feelings for each other never changed
over the years despite their separation. I claim that the “I finished—and there’s an
involuntary doubt in my chest” 1838 dedication can be seen as an expression of the poet’s
sadness, anger, frustration, and doubts that he experienced at times following Varvara’s
wedding in 1835. He addresses his “forgetful but not forgotten friend” and questions
whether the familiar sound of poetry would awaken in her longing for the past or she would
quickly look at it with a dead, empty approval, would not recognize in it the simple
expression of his sadness, which his mind had been oppressed by for so many years, and
would take for a game or a dream of the imagination what is actually the heavy ravings of
a sick soul. However, as shown earlier in the chapter, Varvara’s and Lermontov’s souls
never stopped communicating and understanding each other, and she was always able to
tame his “demonic” side. Their love was stronger than the earthly obstacles that life put in
front of them. The only thing that could truly separate them was death.

In 1839, when the final version of the poem was completed, Lermontov already knew

that Varvara was very ill and had seen the devastating effects the illness had on the beloved
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charming features that he remembered during their secret meeting in 1838. I claim that in
the poem “Demon,” through the development of the relationship between a supernatural
male character and a human female character, Lermontov explores the scenario of the
lovers’ inability to recognize each other beyond the human’s earthly grave because the
human soul is forgiven and taken away to a heavenly realm, which is forever closed to the
supernatural character due to his monstrous nature and the unforgivable sins he had
committed.

The main character in the poem “Demon”, the sorrowful exiled Demon (“nedanbHbIii
Jlemon, nyx usrHanbs’’), reminds one a lot of Lermontov’s description of himself prior to
meeting his Madonna from the poem’s 1831 dedication—a cold and stern demon, having
fun through evil, using lies and deceits, surrendering to the poison that lay in his heart. The
Demon, the one “long-since outcast” (“/laBHo-oTBep:keHHBINH”) used to be a “pure
cherubim” (“uucterii xepyBum”) with whom “comets flying on their station/ rejoiced to
exchange a salutation/ of welcome and of love” (“Korma 6erymas xomera/ YnbiOkoi
JackoBoii mpusera/ JIro6una momensarscs ¢ HuM ), and who “when he believed and loved/
the happy first-born of creation/ knew no evil, no doubt” (“Korma on Bepui u no0ui,/
CuactnuBblii iepBener] TBopeHbsi!/ He 3nan Hu 3100561, HU coMmHeHbs.”). However, the
“pure cherubim” could not resist temptation and sinned. For this he was banned from
heaven and rejected by his old friends. The Demon “for a short time guided mankind’s
thought/ and briefly taught them the ways of sin/ And discredited all that was noble/ And
abused everything beautiful;/ in a short time...[he] easily extinguished the flame of pure/
belief in them” (“U s mrompmMu Henmonro mpasui./ I'pexy Hemonro ux yumi,/ Bcee

omaropogHoe 6ecciasmi,/ M Bce mpekpacHoe Xyiwt;/ Hemounro... uiaMeHb 4ucToi BEpbl/
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Jlerko HaBek s 3ammi B HuX...”). Evil left the Demon deeply bored and he saw the world
that he ruled as empty and dull. His “proud soul” (“ropasiii nyx”) is even unable to
appreciate the grand beauty of nature and the magnificence of the product of his Maker’s
will,

U nux u gyieH ObLT BOKPYT

Bech 60xuit MUp; HO TOPABIH TyX

[Tpe3puTebHBIM OKUHYII OKOM

TBopenbe 6ora cBoero,

W Ha gene ero BBICOKOM

He orpasunocs Huuero.

[And wild and marvelous was the whole/ divine landscape, but that proud soul cast a
contemptuous eye on / the product of his Maker’s will;/ And on his lofty forehead /
Nothing was reflected. ]

Nothing that the Demon sees can touch his soul and bring new feelings or new strength to
him,

B rpyau u3rnaHHuka OecIuioqHOM

Hu HOBBIX YyBCTB, HU HOBBIX CHII;

U Bce, uto npexa coboii oH BUEN,

OH npe3upai uiib HeHaBHIEIT.

[In the barren soul of this exile/ There were no new feelings, no new forces./ And
everything that he saw before him/ He either scorned or execrated.]

As already shown, according to the poem’s 1831 dedication, Lermontov was resurrected
through the Madonna’s angelic presence and love, and he owed everything not to
happiness, but to her. The Demon in the poem tried to attain resurrection in the same way—
through his beloved Tamara’s presence and love. Tamara reminds one a lot of Varvara and
could be seen as the poet’s remembrance of the qualities that he cherished in her. As

previously discussed Varvara had blond hair and dark eyes, which made her very charming.

Tamara is described as a breathtaking beauty.
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Knsnycs, kpacaBulia Takas
ITox comHueM rora He LBeIA.

[I swear it, never did such beauty/ blossom beneath the southern sun.]

When Lermontov and Varvara first met in 1831 she had just arrived from the village where
she lived for sixteen years and she still carried the raw freshness, liveliness, and beauty of
nature and village life, which was particularly attractive to Lermontov. The way Lermontov
describes Tamara establishes her strong bond and connection with the Caucasian nature
around her, which, as already pointed out, Lermontov had adored since visiting the
Caucasus for a first time when he was ten years old. When Tamara is first introduced to
the reader, she is at her father’s house with her friends awaiting the arrival of her soon-to-
be-husband so they can get married.

I'yman cocBatan 104b CBOXO,

Ha nup oH co3Bai BCIO CEMBIO.

Ha xpogne, ycTiianHO#M KOBpamu,

Cuaut HeBecTa MeX MOAPYT

[For Gudal has betrothed his girl/ He had called her whole family to the feast./ Up on the
roof, covered in rags,/ The bride sits amidst her friends.]

While waiting Tamara “takes up her tambourine and swings/ it around her head in one
hand in sweeping-wide/ circles” (“...- u 0yOeH cBoit/ beper HeBecta mononast./ 1 BOT oHa,
onHOM pykoit/ Kpyxka ero Hajg roioBoii”), starts to dance. In the description of Tamara’s

dance Lermontov intertwines multiple references to nature. He compares her to a gliding

bird.

To BAPYT MOMYHUTCS JICTUC IITULIBL

[She suddenly rushes more lightly than a bird.]
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She also reminds one of a young, scared deer.

To ocTaHOBUTCS, TIAIUT -

W BnaxHbIil B30p ee OIeCTUT
N3-nox 3aBUCTIIMBOM PECHULIBI;
To gepHoii OpOBBIO IOBENET,

[she stops, she looks/ and her moist eyes shine/ from underneath envious lashes/ and now
she twitches a dark brow]

Her “heavenly foot” (“OoxxectBennass Hoxka”) sliding (“ckomp3ut”) and swimming

(“meiBET”) along the carpet reminds one of a fish or a snake. Just as Lermontov

immediately fell in love with Varen’ka, “an unattainable woman of unique qualities,”**

once the Demon sees Tamara, so different and unique, he immediately falls in lover with
her. The Demon saw Tamara and her potential love as a way to be in a way reborn, to see
meaning in his meaningless existence, to be able to feel and be happy again, and to
rediscover his soul.

N Jlemon Bugen... Ha MruoBenbe
Hewuspscaumoe BosiHEHBE

B cebe nouyBcTBOBAI OH BAPYT.
Hewmoli nymm ero myCTbeIHiO
Hanoxaun GarogaTHelii 3ByK -
W BHOBB MOCTUTHYJI OH CBSATBHIHIO
JIro0BH, 100Opa u KpacoTsl!..

N nonro cnagocTHON KapTHHOM
OH mo0oBaJics - ¥ MEUTHI

O npexHeM cUacThe LENbIO JUIMHHOM,
Kak 6yaro 3a 3Be3/10ii 3Be3/1a,
IIpen Hum katuimcs Toraa.

[And he did see her...In an instant,/ An inexplicable agitation/ he suddenly felt within
himself./ His dumb soul’s emptiness was slowly,/ filled with loud chords of blissful sound-
/and once again he reached that holy shrine/ of love, goodness, and beauty!.../ And long he
gazed, with fascination/ at the sweet picture; and dreams/ Of former happiness rolled before
him/ In a long chain, like star after star.]

243 David Powelstock, op. cit., 174.
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However, unlike Lermontov’s and Varvara’s story, the Demon’s and Tamara’s story
had a devastating ending for the Demon—the forgiven soul of his beloved human is taken
into a heavenly realm that he can never enter because of his monstrous nature and the
unforgivable sins he had committed. I claim that the kiss that the Demon gives to Tamara
that leads to Tamara’s death in the poem can be seen as the equivalent of Varvara’s illness,
which, as witnessed by both Lermontov and Shan-Girey, was causing her charming
features to fade away and was slowly killing her. Varvara’s illness was not directly caused
by Lermontov and was not his fault, but it came as a consequence of the circumstances that
surrounded Varen’ka and the poet—the excessive suffering and pain that she went through
because of her strong love for him, their inability to be together, and her unhappy marriage
to the jealous and abusive Bakhmetev. The fact that the poet might have felt responsible
for Varvara’s deteriorating health and his attempt to apologize for all the pain and suffering
that she went through on his account may be detected in the poem “Pebenky” (“To the
child”) which, as already discussed, he wrote in 1838 when he met the ill Varvara and her
daughter Ol’ga while coming back from exile. In the poem he directly addresses the child:
O rpe3ax IOHOCTH TOMUM BOCIIOMUHAHBEM,

C oTpaznoii TaltHOO U TallHBIM COJIPOTaHbEM,
[IpexpacHoe nuTH, s Ha TeOsI CMOTPIO. ..

A TBI, THI JIIOOUIIB JTU MEHS?

He ckyunsl u TeGe HENpoIIeHbIe JTacKu?

He cnuimkom 4acTo Jib 51 TBOM LIETYIO Ta3Ku?
Cnes3a MOS1 TaHUT TBOUX HE O00XKTJIA JIb?

CMOTpH X, HE TOBOPH HU PO MOIO I1eYallb,

Hu BoBce 060 mHe... K uemy? Ee, ObITh MOXeET,
PeGstueckuit pacckas paccepauT Wb BCTPEBOXKHUT. ..
Ho mue Tb1 Bc€ noseps. Korza B BeuepHuii uac,

IIpen oOpa3zom ¢ ToOOI 3a00TIIMBO CKIIOHSCH,
MonuTBYy IE€TCKYyIO OHa Tebe IIenTana,
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W Bce 3HaKOMBIE pOJHBIE UMEHA

ThI MOBTOPSUT 32 HEH,— CKa)KH, TEOS OHA

Hu 3a koro emnie MouThCs He y4uia?

briegnest, MoxxeT ObITH, OHA TIPOU3HOCHIIA
Hazpanue, Teneps 3a0bITOe TOOOI. .

He Bcriomunait ero... Yto ums?— 3ByK mycToit!
Jaii 6or, 4T00 J1j1s1 T€Os1 OHO OCTAJIOCH TalHHOM.
Ho ecnu xak-HUOY b, KOTAa-HUOY /I, CITy4aitHO
Y3Haelb Tbl ero — pedsuecKue THU

TwI BCTIOMHH, U €T0, IUTS, HE MPOKJISTHHA!

[About the dreams of youth we remember,/ With secret joy and secret shuddering,/
Beautiful child, I look at you/.../And you, do you love me?/ Aren’t you bored by the
caresses that you did not ask for?/ Am I not kissing your eyes too often?/ Didn’t my tear
burn your cheeks?/ Don’t talk about my sadness nor at all about me...Why? Maybe she/
will be upset or worried by your child’s story/ But believe all I say. When in the evening/
In front of the icon with you she kneeled down/ And whispered a child’s prayer to
you/.../And all the familiar names/ You repeated after her—tell me, didn’t she/ teach you
to pray about someone else as well?/ Growing pale, maybe she pronounced/ a name, now
forgotten by you.../ Don’t remember it... What is a name?—an empty sound!/ I pray to
God that it forever remains a secret to you./ But if ever, somehow,/ you accidentally learn
that name—remember the days of your childhood/ And, child, do not curse it!]***

For Lermontov, Varvara’s illness was something that could take her away from him forever
just as the Demon’s kiss takes Tamara away from the Demon forever.

On xer ee. Bo mpake HoOun

Han Hero npsiMo OH cBepkai,
Heorpa3uMmsblii, Kak KHHXKaJ.

VBbI! 311011 1yX TOpkecTBOBA!
CMepTenbHBIH 571 ero J1003aHbs
MrHOBEHHO B Ipy/b €€ IPOHHUK.
My4uTeNbHBIN, Y)KaCHBIA KPUK
HouHoe Bo3MyTHI MOTYaHbE.

B HeMm Ob1110 Bee: 1F000Bb, CTpagaHbe.

* The poet’s evocation of the child’s mother possibly praying for the name of someone

(who is presumably her old lover, not the child’s father) recalls the episode in Demon
(Part II, stanza VI) when Tamara wants to pray to the saints, “But her heart prays to him”
(the Demon) (“CBATBIM 3aX04Y€T JIM MOJHTHCS —/ A CepJIlie MOTUTCS em)’”)
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Yrpek ¢ mociieHer0 MoIb00i

U 6e3nanexHOE MPOIIAHBE -

[Ipomansbe ¢ )KU3HBIO MOJIOIOM.

[...He set her blazing./ In the gloom of night, he glittered above her/ Irresistable as a
dagger,/ Alas the evil spirit triumphed! In an instant the fatal/ poison of his kiss pierced her
breast/ A cry resounded, tortured, fierce/ troubling the nocturnal stillness/ In it was
everything: love, suffering/ A reproach with a last prayer/ and then a hopeless farewell/ A
farewell to young life.]

Lermontov admired Varvara’s flawless angelic nature and saw himself, the sinful
demon, unworthy of her. As discussed before, for Lermontov true love goes beyond the
grave and the lovers are able to recognize each other and connect in the realm that comes
after earthly life. Through the characters of the supernatural Demon and the human Tamara,
Lermontov explores the scenario of the lovers not being able to recognize each other
beyond the grave because the human soul belongs to the heavenly realm, which is forever
closed to the sinful, monstrous demon.

After her death Tamara’s human soul is liberated from the “earth’s corrupt attire” (“C
onex o OpenHoro 3emun/ OkoBbI 37a ¢ Hee Hucnanmu”’) and her “sinful soul” (“rpemrnas
nymia”) is carried away from the material world by “one of the sacred angels/ in the expanse
of blue ether” (“B mpoctpanctBe cunero s¢upa/ Onun u3 anrenoB cBATeX ). While the
Angel “with sweet words of consolation/ and hope scattered all her doubt;/ all trace of
crime and tribulation/ with flowing tears he washed out” (“W1 cnankoit peusbto ynoBaubs/
Ee comuensbs pasronsut,/ U crnex npoctynka u crpananbs/ C Hee cie3aMu OH CMbIBal”),
the angry Demon flew up to them. He demands what he thinks is his—Tamara—the key
to his salvation and rebirth, “She’s mine!” ("Ona mos!"). However, at this point the lovers

are taken out of the material, corrupt earthly realm where Tamara could not stop thinking

about the mysterious and charming stranger over whom “love is winning”, whose “soul is
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opened to the good” (“U Bxoaut oH, TOOUTH TOTOBBIN,/ C Iy1I0#, OTKPBITON A5t 100pa’),
and who had “[thought] that the desired time for a new life had arrived” (U mbicaut oH,
4TO >kM3HU HOBOM/ [Ipumina sxenannas mopa”). Lermontov extracts them from the earthly
realm where the Demon was able to temporarily suppress his monstrous side, basing his
hope for salvation and rebirth on a union with Tamara, and he shows what happens beyond
the grave where the demon’s monstrous side comes out due to his realization that he and
Tamara can never be together beyond the grave—"a hellish soul from the abyss” (“u3
0e3nHbl anckuit ayx”), “as mighty as the roaring/ whirlwind” (“morymi, kak BHUXOpb
mrymMHbIR’), shining “as lightning” (“kax momuuu ctpys’”), who cries “proudly in insane
audacity” (“U ropao B nep3octu 6e3ymuoii”’). The description of the Demon reminds one
of the frightening description of the rusalka from “Morskaia Tsarevna” after she is taken
out of the water and turns into a scary monster that suffers in agony.

The Demon is too changed for Tamara to recognize (“Ho, 6oxe! - kTo 6 ero y3uan?”
[But, Lord—who would have recognized him?]) just as the Prince cannot recognize the
monster that used to be a beautiful king’s daughter asking him to spend the night with her.
Tamara sees a figure that looks with “a malevolent gaze, how full he was of poison”
(“Kakxum cMoTpen oH 3100HBIM B3rIsi0M,/ Kak 1mosioH 0611 cMepTenbHbIM s0M”); she sees
someone who “breathed out the coldness of the grave” from his “motionless expression”
(“U Bestmo moruinbHBIM XTag0M/ OT HenoaBmwkHOTO nua’”). The Demon knows that this is
the end of his hopes for salvation and rebirth—after her death Tamara’s human soul is
forgiven and is taken to Heaven from which he is banned and where he would never be
able to join her because of his demonic nature and his unforgivable sins. This realization

exposes his true self and turns him into the monster that he was trying to suppress and
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change. The fact that he breathes out the coldness of a grave shows that his inside is once

again empty and dead, that the world continues to be deaf and mute for him, and he lacks

exactly what has remained of her—a human soul, sinful, but also truthful and heavenly.
The Angel knows that Tamara sees the Demon’s true colors and chases the “dark spirit

of doubt” (“mpaunsiii 1yx comHeHbs”) away from his heavenly kingdom. Tamara is

liberated from “evil’s thrall” (“OxkoBeI 311a ¢ Hee Hucnanu’’) and her soul belongs to Heaven

(“maBHO ee MmbI xmanu!” [we have waited for her for a long time!]). The way the Angel

describes Tamara reminds one a lot of the way Lermontov described Varvara and her soul.

It becomes obvious that it is not just that Tamara and the monstrous Demon are not suitable

for each other; they are complete opposities.

Ee nymia O6bina u3 tex,

KoTopbIX KH3HB - OJJHO MTHOBEHbE

HeBpiHOCHMOTO My4eHbS,

Henocsraempix yrex:

Tsopen u3 nyumiero s¢pupa

CoTkan )KuBbI€ CTPYHBI HX,

OHu He co31aHbI 17151 MUpa,

W mup Ob11 coznan He 171 HuX !

[Her soul was one of those/ For whom life is one moment/ Of unbearable torment,/ Of

unattainable comforts:/ The Creator wove their live strings/ From the finest ether,/ They

were not created for the world/ And the world was not created for them!]

Her forgiven and peaceful soul will live forever by giving its love to God, and God will

give His love back to it: “she suffered and she loved-/ and heaven has opened up for love”

(“Omna crpanana u moOuna -/ pait otkpsuics s mo6Bu!”). Tamara is flying away to

Heaven in the tight embrace of the Angel merging “in the radiance of the sky” (“B cusinpe

He6a”). The Demon, “the tempter” (“uckycutens”), is left in the same eternal state of

emotional numbness that he was found in at the beginning of the poem, and also in what
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Lermontov would see as Hell—unable to be recognized and accepted by the one he loved,

rejected, and alone, with “no love, no hope.”

W npoxuisan JlemoH mo6exaeHHbINH

MeuTsl 6€3yMHBIE CBOH,

W BHOBB ocTajcs OH, HAAMEHHBIH,

OnuH, KaK Mpex;e, BO BCEJICHHOU

be3 ynoBanbs u 1100BH!..

[And the vanquished Demon cursed/ His mad dreams,/ And again he was left arrogant,/

Alone, as before, in the universe/ Without hope and love!]

The Demon reminds one of the rusalka from the poem “Rusalka”—forever lonely and

hopelessly in love with her dead prince who would never respond to her kisses and caresses.
Mikhail Lermontov, the Man of Dualities, combined in his character a threatening and

wild “demonic” side marked by skepticism, pessimism, and cynicism, and a beautiful and

gentle soul that showed his soft human side. Through the portrayal of the union between

human and non-human characters in the three works discussed in this chapter—“Rusalka”

(1836), “Morskaia Tsarevna” [“Princess of the sea”] (1841), and “Demon” (1830-1839)—

Lermontov imagined and speculated on different scenarios about his own internal quest for

overcoming his “demonic” side through the power of true love. However, influenced by

his unfortunate experiences with true love in life, Lermontov could never envision a happy

ending to his works. The outcomes for the lovers in all three works parallel the poet’s life,

where he always remained separated from his beloved ones—the little girl that played with

his cousin, the girl that he stole the blue ribbon from, and the charming and dreamy Varvara

Lopukhina. Lermontov never had the chance to feel fully and understand the purifying and

life-giving effect of a lasting union with the women he truly loved and this is why the
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partners in his works, either human or inhuman, remained separated by a wide void and

could not understand, recognize, and help each other.
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Vasily Zhukovsky

This chapter focuses on Vasily Zhukovsky and his work Undina. The plot of
Zhukovsky’s work has the same model as the works of Pushkin and Lermontov that were
discussed in the previous chapters—Undina tells the story of the relationship between the
human knight Huldbrandt and the mermaid Undina. However, Zhukovsky offers a different
vision of the nature and role of a water spirit than Pushkin and Lermontov. While
Lermontov used the idea of a relationship between a human and a supernatural being to
explore the impossibility of finding a lasting union of love, and Pushkin used the idea of
an interaction between human and supernatural characters to speculate on the true nature
of women and on their role in men’s lives, Zhukovsky used the idea of a union between a
human and a supernatural being in order to describe the ideal union of true love in which
the partners help and lead each other on the challenging path to spiritual growth, to peace
and harmony, and to God.

This chapter consists of three main sections. In the first section I describe the personal
life of Vasily Zhukovsky—a “sentimental dreamer and proponent of virtue,”*** based on
his works and letters, memoirs and letters of his contemporaries, and recent criticism. |
discuss Zhukovsky’s three main experiences with love—the tragic romance with his “quiet
angel” Maria Protasova, the chivalrous adoration of his Fair Lady, Alexandra Feodorovna,
and the marriage with the Madonna that descended from the heavens Elizabeth Reutern. I

show how each one of those experiences contributed to the development of Zhukovsky’s

** Tlya Vinitsky, “Introduction,” in Vasily Zhukhovsky’s Romanticism and the Emotional

History of Russia (Evanston, IL: Northwestern University Press, 2015), 6.
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views on both life and writing. An understanding of these views is crucial for an
understanding of his works and characters since Zhukovsky firmly believed that poetry is
a virtue with a moral and ethical purpose and that the true poet should live the same way
he writes because being moral and being talented should be inseparable on the path to
spiritual self-perfection and to the heavenly light and God. In the second section of this
chapter I discuss the relationship between Zhukovsky and Friedrich Heinrich Karl de la
Motte, Baron Fouqué and provide a summary of Fouqué’s work Undine. In the third section
I focus on Zhukovsky’s work Undina and I specifically discuss the way the poet builds and
presents the character of Undina—as a unique hybrid between a human soul and an
inhuman essence of a water spirit that takes the unusual role of a protagonist instead of the
traditional role of an antagonist. I believe that this is unique in Russian literature. I will
show that the uniqueness of the character is due to the fact that in Undina, Zhukovsky
combined his ideas and dreams of the ideal female figure with his need and hope for one.
This is not merely the result of Zhukovsky translating Fouqué’s work, the ideas of which
were influenced by German Romanticism. As I will show, Zhukovsky’s work is an original
reworking of Fouqué’s themes and I will underscore the uniqueness of the work to Russian
culture and literature by highlighting the differences between Fouqué’s and Zhukovsky’s
works both in form and content and by discussing Zhukovsky’s contemporaries’ reactions
to his work.

In the Introduction to Vasily Zhukovsky’s Romanticism and the Emotional History of
Russia, Ilya Vinitsky calls Vasily Zhukovsky “the father of Russian Romanticism, an
outstanding poet and translator, the creator of the first aesthetic philosophy in Russian

literature, which influenced several generations of Russian authors from Pushkin and
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Gogol to Vladimir Solov’ev and Alexander Blok.”**

Zhukovsky proudly saw himself as
Karamzin’s student and a teacher to many that started writing after him, including the
brilliant Alexander Pushkin.**” Zhukovsky’s creative and public activity covers over half
a century and is closely connected with both the history of Russian culture and with

Russia’s political history.>**

According to Vinitsky Zhukovsky’s “psychological profile
was and remained a product of the Alexandrine age (1801-1825), which was characterized
by an exalted sentimentalism and utopian rationalism, a love of solitude and passionate
thirst for public service, an orientation toward the West and an enthusiasm for the national,
the understanding of Russian history as part of European history and faith in the messianic

role of Russia in Providence’s mysterious plan.”**’

In the essay "Bocmomunanue u s—
onHo U TO *ke" (“Memory and myself—it is the same thing”), the introduction to B. 4.
JKykosckuti 6 socnomunanusx cogpemennurxos (V. A. Zhukovsky in his contemporaries’

memories), Lebedeva and Yanushkevich point out that Zhukovsky’s poetry created a very

specific model of the emotional culture of the people from that era,”” while Belinsky

% 1lya Vinitsky, op. cit., 3.

47 “Kak mucaTens 51 6bUT yueHHKOM KapaM3uHa; Te, KoM Hauaiy IucaTh Mocie MEHs,
Ha3bIBAJIH ce0sl MOMMHU YYCHUKAMHM, U MEX1y HUMU [1yIIKKH, IO TaJaHTy U UCKYCCTBY,
npe3oien cBoero yuutens.” [As an author I was Karamzin’s student; the ones that
began to write after me called themselves my students and Pushkin among them; in talent
and art he surpassed his teacher.] (Ibid.)

> Ibid., 7.

¥ Tbid., 4.

230« 11093ms1 KYKOBCKOTO, HE CTOIBKO BHIPA3UBIIAS B CeOE OIPEICTCHHYIO HCTOPHKO-
JUTEPATYPHYIO SMOXY, CKOJIBKO CO3/1aBIIasi OYE€Hb OMPEeICHHYIO0 MOJEIb
HMOIMOHAIBHON KYJIBTYpBI YEJIOBEKA ATOH 3MOXHU. . .INYHOCTU JKYKOBCKOTO U €To
MI0331H, CAMOMY BEpHOMY 3epKaily, OTpa)karoueMy JUIHOCTh yenoseka.” [Zhukovsky’s
poetry, not so much expressing in itself a certain historic and literary era, as much as
creating a very definite model of the emotional culture of the person of that era...of
Zhukovsky’s personality and his poetry, the most trustworthy mirror reflecting one’s
personality.] (Aleksandr Yanushkevich and Ol’ga Lebedeva, “Bocnomunanue u s—oaH0
u 1o xe" [Memory and myself—it is the same thing] in B. 4. JKykoeckuii 6
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commented that Zhukovsky’s poetry reflects a whole period of moral and ethical

development for Russian society.”'

Zhukovsky knew that his works set him apart from
most of his contemporaries and showed the ethical and moral side of his character®* and
believed that because of the way he lived and wrote, he deserved the approval of his
contemporaries.””

In a letter to Turgenev from February 1, 1815 sent from Moscow, Zhukovsky reveals his
firm belief that one should live the same way one writes because both living and writing
share the same goal and the same perfection, and that being moral should be inseparable
from being talented. Zhukovsky says that the mistakes in what he wrote, noticed by either
him or others, do not defeat his enthusiasm, but make him hope that he will write something

254

better. ©* Throughout his whole life Zhukovsky rigorously defended his convictions about

8ocnoMuHanusx cogpemenuuxos [V. A. Zhukovsky in the memoirs of his contemporaries]
at http://old.russ.ru/krug/20000120-pr.html)

1 «B T. Benuuckuit HEJApOM 3aMeTHI, 4yTO 1mo33usi JKyKOBCKOro—3TO "IEeNbIi IEPHOT
HpPaBCTBEHHOT'O pa3BuUTHUs Hamero odmiectsa.” [Not in vain did V. G. Belinsky note that
Zhukovsky’s poetry is a “whole period of the ethical development of Russian society.”]
(Ibid.)

2 «“To, 4TO s MHCAI, CMEIO CKa3aTh, TOBOPUT SICHO O MOEM XapaKTepe HPABCTBEHHOM.”
[What I wrote, I dare to say, speaks clearly of my ethical and moral character.] (Ibid.)
33 «C 970l CTOPOHBI MMEIO IPABO HA O0OPEHIE MOUX COBpeMeHHUKOB.” [On that I
deserve the approval of my contemporaries.] (Ibid.)

2% “A g cebe gacTo rOBOPIO (HE 3HAIO TOIBKO, OY/Ty JIM B COCTOSHHH UCIIONHUTE):
"XXuBn, kak numems!" To ecTh U B TOM U IpYroM OAMHAKAs LIEJIb U OJUHAKOE
coBepIEHCTBO. UTOObI venogex mopanvHulil He ObLIT HECXOACH C Ye08eKOM C MANAHMOM.
Camble 3aMedaeMble MHOIO OLTMOKH U 3aMeyaeMble IPYTMMHU OIIHOKU B TOM, YTO 5
Hamucal, TOJIbKO MPOoOYXIal0T BO MHE Ha/IeXK/1y HAalUCaTh YTO-HUOYAb JTydIlee, a
HUMaJIO He oThIMalOT y MeHs1 6oapoctu.” [Often I tell myself (I just don’t know if I’1l be
able to achieve it): “Live like you write!” In both there is the same goal and the same
perfection. So that a moral person is not different from a talented person. The mistakes
that both I and others see the most in what I wrote only give me hope to write something
better and don’t take my enthusiasm away] (“/IBa nucema Anexcanapy TypreneBy”
[“Two letters to Akeksandr Turgenev’] at http://az.lib.ru/z/zhukowskij w_a/
text_0470.shtml)
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the moral and the ethical purpose of both life and poetry and the idea of poetry as yet

5 .
These views and

another expression of one’s unquestionable dedication to virtue.”
convictions were not simply a phase in Zhukovsky’s life; they were his lifelong philosophy
that he never betrayed. In a letter to Nicholas I written on March 1, 1830—fifteen years
after the letter to Turgenev, Zhukovsky once again expressed his firm dedication to pure
thoughts and actions in both his life and his writing.”>® Another confirmation of the fact
that Zhukovsky remained true to his ideas about life and poetry for his whole life comes
from Academician Alexander Nikolaevich Veselovsky, who at the beginning of the
twentieth century wrote a study of Zhukovsky’s life called V.A. Zhukovsky. The Poetry of
Feeling and of the Heart’s Imagination (V.A. Zhukovskii: poeziia chuvstva i serdechnego
voobrazheniia, 1903; published in 1904) In this study Academician Veselovsky says that
in Zhukovsky’s poetic world view there is what the scholar metaphorically calls “truth of
mood”: “the world changed around the poet, but he always remained the same—a
sentimental dreamer and proponent of virtue.”>’

Zhukovsky believed that his works were a true monument to his life.”>® In the 1819
poem "Hessipazumoe" (“Inexpressable’) he discusses the soul’s everlasting pursuit to

understand and get closer to the light coming from above and the presence of the Creator

in his creation. This poem becomes a good representation of the way the poet always aimed

3 "1o93mst ecth mobpoerens." [Poetry is virtue.] (“ITucemo I1. A. Bszemckomy” [A

letter to P. A. Vyazemsky] at http://az.lib.ru/z/zhukowskij w_a/text 0560oldorfo.shtml)
236 «of skpT KAK THCAN: OCTaBaICs YncT U MpicisM, u aenamu.” [I lived like T wrote:
remained clean in thoughts and deeds.] (“/IBa mucema Anexcaunapy Typrenesy,” op. cit.)
>71lya Vinitsky, op. cit., 6.

% «“CTyxu MOHM OCTAHYTCS BEPHBIM TAMATHHKOM Moei sxi3Hu...” (“ITucsma Hukomaro I i
K A. X. beakennopdy” [“Letters to Nicholas I and to A. Kh. Benkendorf] at
http://az.lib.ru/z/zhukowskij w_a/text 0560.shtml)
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for the high, dream-like, ideal heavenly realm “beyond the clouds” both in his life and in
his works.

Cust cxonsias CBATHIHS C BBIIIUHBI,

Cue npucyTCTBHE CO3/1aTeNs B CO3JJaHbE -~

Kaxoit nns Hux s3b1k?.. ['ope ayiia netur,

Bce HeoOBATHOE B €IUHBIN B3/10X TECHUTCAL... 259

[All this light coming from heaven,/ This presence of the Creator in the creation--/
What is their language?...The soul is sorrowfully flying,/ All the unembraceable is
squeezed into one breath...]
In a letter to Nicholas I, Zhukovsky points out that during his writing career he did not
betray his nature with any immoral or unethical deeds towards his colleagues and his
audience, he did not have any conflicts, did not idolize fame and success, and wrote about

%0 The way Zhukovsky lived his personal life is very

what was coming from his heart.
similar to the way he chose to approach his writing career. In June 1805 when he first
moved to the Protasov’s house, Zhukovsky wrote in his diary that he does not need much

and all he wants is a calm, innocent life. The poet wished that he would never be in need

and that he and his mother would not be unhappy and would have everything they needed.

> Vasily Zhukovsky, "Hessipaszumoe" (“Inexpressable,”) 1819.

260 «“310T XapaKTep He ObLT YHIKEH HHKAKHM HEIOCTONHBIM MOCTYIIKOM; CChLITAIOCH Ha
BCEX, KTO 3HAET MEHS JINYHO, ¥ Ha MyOJIMKY, KOTOpasi C 3TOW CTOPOHBI OTAajIa MHE
CIpaBeIMBOCTh. Bo Bce 3TO BpeMsi MOET0 aBTOPCTBA 51 HU C KEM HE MMEJT JINTePaTypHBIX
CCOp...; He OTBEYANl HM Ha OJIHY IMHCAaHHYIO IPOTUB MEHS KPUTHKY, HE 3aBOJMII APTHH,
100 mucai He Uil HUYTOKHOTO, KYIUNICHHOTO MHTPUT'AMH YCIIeXa, a IPOCTO 1O BICYCHHIO
cep/la, KOTOpoe UCKPEHHO BHIPAKAIOCh B MOMX COUYMHEHUSIX; HE MCKAJ TOXBAJIbI, OO
MPEe3UPaI0 BCSIKYIO BRIMCKaHHYIO Mporckamu rmoxsany.” [This character was not
humiliated by any immoral deeds; I refer to everyone who knows me personally and to
the public which on that account was just to me. During all this time of professional work
I didn’t get into literary fights with anyone...; I didn’t answer to a single criticism that
was written against me, didn’t start groups, didn’t write for the lowly success, bought
through intrigues, but I was led by my heart’s desires, which was sincerely reflected in
my compositions; I didn’t seek praise and despised every insincere praise.] (“ITlucema
Huxkonato [ u x A. X. beakennopody,” op. cit.)
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He also wanted to have some pleasures, possible for everyone, rich or poor; pleasures that
would come from a busy, balanced, and consistent work and from calm, moral family life.
And if it is God’s will—the company of a true friend or faithful wife would be his relaxing

oasis. He did not ask for greater happiness than that.*'

When compared to the romantic
biographies of some of his contemporaries, Zhukovsky’s life was not rich in events: he did
not perform feats of heroism on the battlefield, he did not rebel against society, he
experienced neither exile nor imprisonment, he fought no duels, he did not lose his fortune
in a card game, nor did he seduce other men’s wives.**> Vinitsky makes the point that
according to some, based on the period when Zhukovsky lived, the lack of these events in

his life could be seen as a deficiency, but certainly it is an important characteristic that sets

him apart from the other authors from that period and influences his identity as an author.

201 «d] He TPeGyIO CIIMIIKOM MHOTOT0, — 3alHIIeT OH B JHEBHUKE B MioHe 1805 roga,
TOJIBKO Ipuexas B benes u nocenusiucs B 1oMme [IporacoBbix. — Xo4y CIIOKOWHOH,
HEBUHHOM u3HU. JXKenato He Hy)kaTbes. JKemnaro, 4ToObI 1 U MaTyIIKa ObUIH He
HECUYACTHBI, UMEIIN BCe HY>KHOE. X0y HMETh HEKOTOPBIE YJIOBOJIbCTBUS, BOZMOKHBIE
BCSIKOMY 4Y€JIOBEKY, OeTHOMY M O0raTomy, YAOBOJIBCTBHS OT 3aHATHUI, OT yMEPEHHOM, HO
MOCTOSIHHOW JI€SITENbHOCTH, HAKOHEL, OT CHOKOMHOM, MOPSAA0YHON CEMEUCTBEHHOU
*u3HU. 1 — ecnm Okl 1an 6or! — 0011ecTBO BEPHOTO ApYyTra WK BEPHOU KEHBI OyAeT
MOUM OTIAOXHOBEHHEM. V130aBu MeHst 00kKe OT OOJBbIINX HECUACTH, U g He Oyly UCKaTh
6ompmroro cuactes!” [I don't need much—he would write in his diary in June 1805, just
having come to Belev and moving in into Protasov’s house.—I want a calm, innocent
life. I want to not have needs. I want for my mother and I to not be unhappy, and to have
everything we need. I want to have some pleasures accessible to everyone, poor and rich,
pleasure from activities, from moderate, but constant activity, finally from calm, orderly
family life. And if that is God’s will—the society of a loyal friend or loyal wife to be my
oasis. Save me, God, from great unhappiness, and I wouldn’t desire for greater
happiness!] (Elena Arsen’evna, Poman 6 cmuxax u nucbMax o He803MOICHOM

cuacmve: (Mapus [Ipomacosa — Bacunuiil JKyxosckuii) [Novel in verse and letters about
impossible happiness (Maria Protasova—Vasily Zhukovsky)] at
https://litlife.club/br/?b=128470&p=2, 2.)

2 1lya Vinitsky, op. cit., 9.
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Love as a moral expression of devotion and admiration of an ideal—the beloved, the
country, or religion, became a central theme in Zhukovsky’s works. In the poem "Kounb1o
nymu aeBunsl..." (“A maiden’s soul’s ring”) Zhukovsky exclaims, “Love, love is what |

2% and in the letter to Nicholas I the poet says that looking at his works he can

want...
confidently state that he expressed complex thoughts and sincere feelings centered around
the theme of love—Ilove for his faith and love for the country.”** This same idea of sincere,
devoted, and moral love became a central theme in Zhukovsky’s personal life as well.
Vinitsky points out that Russian writers fell in love and married before and after
Zhukovksy, but he was the first one to create out of the history of his feelings an integrated
religious-psychological doctrine that was to exercise significant influence on the
development of Russian love poetry and aesthetics.

Throughout his life Zhukovsky focused on the moral and spiritual dimension of love.
Ilya Vinitsky claims that for Zhukovsky the main goal of marriage was for the husband and
wife to help each other’s spiritual self perfection and growth along the path of the Heavenly
Father through their mutual love and devotion. **> There is plenty of textual evidence
supporting the fact that for Zhukovsky love and family were a sacred life-giving realm, an

internal church, which was crucial for one’s happiness, creativity, and meaningful

existence. In the poem “Alima and Al’sim” Zhukovsky scorns the people for destroying

203 «“JTo6Bu, mo6BH xouy s...” [Love, love is what I want] (Vasily Zhukovsky, "Kob1io
nymy aeBunbl..." [“A maiden’s soul’s ring”’])

20% “CMoTpst HA CTPAHUIIBI, MHOKO HAHCAHHBIE, CKAXKY CMEJO, YTO MHOO ObLIH TIyIICHEI
B XOJ1 ¥ BBICOKHE MBICJIH, ¥ YUCTHIE YyBCTBA, U JTIOOOBH K Bepe, U JII00OBb K OTEYECTBY.”
[Looking at the pages I wrote I can honestly say that I expressed lofty thoughts, pure
feelings and love for the faith and for the fatherland.] (“ITucema Huxonaro [ u k A. X.
Benkenmopdy,” op. cit.)

2% Tlya Vinitsky, op. cit., 10.
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Alima’s and Al’sim’s union of love and says that the only thing of real value on earth is to

love.

3aueM, 3a4eM Bbl pa30pBaIH
Coro3 cepuen?

Bam po3HO OBIT! BBl UM CKa3aly,-
Bcemy koner.

YT0 10JIb3bI B IJIATHE 30JI0TOE
Ce0s psauTh?

borarcTBo Ha 3emue npsimoe
Oxuo: m06uTH.**

[Why did you break/ The union of hearts?/ You would have things separate. You told
them—/This is the end of it all./ What is the good in dressing yourself in a dress made of
gold?/ Wealth on earth/ Means only one thing: to love.]

Zhukovsky continues by claiming that there is nothing worse in life than when two souls
have become connected by him telling her that he wants her to be his and her telling him
that she wants him to be hers and then this union of love is broken and forgotten because

of someone else.

Korma cinyuurcsi, ®U3HU B I[BETE,
Ckazarp nymoun

Emy: TeI Oynib MOSI Ha CBeTE;
A eli: TeI MOH;

W Bapyr npupercs 1is Jpyroro
JIr000Bb 3a0BITH -

Uro xpebust cTpaltHen Takoro?
U nb3st i xkuts?>%

[When it happens in life,/ To say with your soul/ To him: be mine in this world;/ And to
her: and you mine;/ And suddenly it happens that you forget your love for the other
one—/What is a worse fate than that?/ And is it worth living?]

2% Vasily Zhukovsky, “Alima and Al’sim,” 1814.
27 Tbid.
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The poet claims that after the destruction of love it is not worth living anymore. In the
poem “Happiness in a Dream” (“Cuactue Bo cHe’’) Zhukovsky tells the story of two lovers
walking along the road whose faces express sadness and their eyes are full of suffering.
However, as soon as they kiss each other in the eyes and in the mouth, life and beauty
blossom again in them.
Joporoii nuia nesuna;

C Heil npyr ee MiIai0H;
bone3nenns! ux auIa;

HamnosineHn B30p TOCKOM.
Hpyr npyra 100b13a10T

N B oun u B ycra -

U cHoBa pacuseraroT

268
B HuX *u3HB U Kpacora.

[A girl was walking on the road;/ With her her young lover;/ Their faces showed pain;/
And their eyes were full of sorrow.// They kiss each other/ In the eyes and in the mouth—
/ And again blossom/ In them life and beauty.]

In the poem “Komnbro mymm aesunsl” (“A maiden’s soul’s ring”) a girl gave the main
character a ring and said that he should keep it and for as long as wears it, she will be his.
However, he went swimming in the sea and lost his ring. With the ring he lost his earthly
happiness. He tried to find it, but in vain. After that they became stangers. The girl did not
even look at him and his happiness sank with the ring to the bottom of the sea. At the end
she felt sorry for him and came to him trying to say something, but she could not say
anything. He exclaims that he needs her love and says that he will be looking for his ring
and for his hope in the sea.

Konbuo ayumm neBuist

28 Vasily Zhukovsky, “Cuactue Bo cue” (“Happiness in a Dream,”) 1816.



51 B Mope ypoHui:
C MOHM KOJIBIIOM S CYaCThe
3emMHOE TIOTYOHI.

MHe, gaB ero, ckasaa:
"Hocu, He 3a0bIBaif;
IToxa TBOE KOJICUKO,
Memns cBoeit cuuraii!"

He B 10o0OpsIit yac s HeBO
Cran B MOpe M0JIOCKATh;

Kombko 1opkHys0 B BOAY;
HWckan... HO rae cpickaTh?!

C Tex mop MbI Kak 4yxkHue,
[Ipuny k HEW - HE TIANMT,
C tex mop Moe Becebe
Ha nne mopckoM nexur.

O, BeTep NOJyHOUHBIH,
[IpocHucs! 6yap mue apyr!
CxBatu co JHa KOJEYKO

W BbIKaTH Ha JIYT.

Buepa et xanko craio,
Hamnura mens B ciiesax,

U uro-T0, KaKk ObIBaJIO,
3aIJI0Ch Y HEH B Iia3ax.

Ko MHE mmojcena ¢ macko,
MkHe pyky nopaina,

N gTo-TO €l X0TEenoch
Cka3zaTb, HO HE MOIJIa.

Ha 4uto TBOS MHE J1acka,
Ha uro mHe TBOI npuBeT?
JIroOBH, MOOBU XOUY ...
JIx0OBH-TO MHE U HET.

Wum, kTo X04er, B Mope
borarsix siHTapEi. ..
A MHE - MO€ KOJIEUKO

v 269
C HaIEXI0I0 MOEH.

269 Vasily Zhukovsky, “Konbiio mymm aesutst,” 1816.
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[The maiden’s soul’s ring/ I dropped in the sea:/ With my ring my earthly happiness/ |
killed.// Giving it to me she said:/ “Wear it, don’t forget;/ While you own the ring/ I’ll be
yours!”// In a unfortunate hour/ I was swimming in the sea;/ The ring fell in the water;/ I
looked for it...but how to find it?!// Since this moment we are like strangers,/ I come to
her—she is not looking at me,/ Since that moment my happiness/ Lies on the bottom of the
sea.// Oh midninght wind,/ Wake up! Be my friend!/ Grab the ring from the bottom of the
sea/ And bring it out to the meadow.// Yesterday she felt bad/ She found me in tears,/ And
something/ Was burning her eyes.// She sat next to me gently,/ Gave me her hand,/ And
wanted to/ Say something, but could not.// Why are you caressing me,/ Why are you
greeting me?/ I want love, love.../And I don’t have love.// Look for, whoever wants to/
Rich amber in the sea.../ And for me—my ring/ Together with my hope.]
In a letter to Gogol’ from February 10, 1847 sent from Frankfurt Zhukosvky describes how
his soul, by the mercy of God’s will, found an even stronger connection to the the world
through the illuminative power of love and companionship. Zhukovsky explains that the
reason the recent death of a dear friend, Yazykov would had upset him much more six
years ago is that then he had not yet found his faithful companion—his wife Elizabeth, and
thus the painful fear of eternal loneliness still haunted him. The blessing of his marriage
destroyed forever the daunting possibility or expectation of loneliness for the poet.*”’

In the following section I will show that Zhukovsky held the women he loved in high
esteem and viewed them as superior beings that he adored and knelt in front of. For him
they were all spiritual sisters with whom he built an eternal bond and who helped him in

different ways to advance on his way to spiritual growth and perfection. I will illustrate

these points by discussing what the critics point out as the three most important and

270 “33 mmecTh NIET TP/ STUM 5 ObI 3TO FOPA3I0 CHIbHEE IIOTyBCTBOBAI IPH
TETIEPELIHEM MEYaTbHOM ClTydae: HO BOJISI O0XKHSI HOBBIMH CBEKUMH y3aMU TPHUBsI3alia
MOIO JIyIIy K 3C€UIHEMY CBETY; OHU HaBCET/1a YHUUTOXKIJIH JJIsl MEHSI BO3MOXKHOCTh
00UHOYeCcmaa, Vi TOPbKOE OIIYIIEHHE 3TOTO OJJUHOYECTBA MHE TEMePh HEJOCTYTHO.” [Six
years ago this unfortunate event would have affected me in a much stronger way: but
God’s will tied my soul to this world with new, fresh ties; they forever destroyed for me
the possibility of loneliness, and the sorrowful anticipation of that loneliness is now
impossible for me.] (“Ilucema x H. B. T'oromo” [“Letters to N. V. Gogol’”’] at
http://az.lib.ru/z/zhukowskij w_a/text 0320.shtml)
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influential experiences with romantic love the poet had—his forbidden love for a close
relative, his secret feelings for his pupil—a married princess and a future empress of
Russia, and the love of his “sunset years” for a girl twenty- seven years younger than he,
who became his wife when he was fifty-eight.

According to Zhukovsky, until 1817 both his personal life and writing career were
heavily dominated by his family.””" Vinitsky points out that this period is marked by the
mode of life of noble provincial families at the end of the eighteenth century, which is
characterized by the central figure of the “kind father” or the loving mother, the patrimonial
estate and familial traditions, the internal bonds among the members of the family, the
growing role of women as guardians of the family heart and virtue, and the family rituals
and holidays. Zhukovksy’s challenge came from the fact that he, being the illegitimate son
of the wealthy Russian landowner Afanasy Bunin and his Turkish concubine, was not a
legitimate member of the Bunin family. Zhukovsky fell in love with his much younger
half-sister Maria Protasova-—an innocent, and gentle girl. In 1805 when Zhukovsky first
moved to the Protasov’s house he wrote in his diary that he is convinced that he would be
happy with Maria because she is sensitive and smart and she would know the value of

family happiness and would not be interested in society distractions.”’> His love for Masha

"1 «“Jlo 1817 roza, ¢ KOTOPOro HAYAT 51 HAXOUTHCS IIPH 0COOE TOCYAAPHIHA

UMIIEpaTPHIIbI, S KU YeAUHEHHO B Kpyry cemeiicta u nucain.” [Until 1817, when [
started visiting the Empress, I lived a secluded life with my family and wrote.] (“IIucema
Huxkonato [ u x A. X. beakennopdy,” op. cit.)

272 «s] Gb1 GBI C HEIO CYACTIINB, KOHEUHO!—HamumeT JKyKOBCKHiT Ha IPpyToii CTpaHHIe
nHeBHUKa.—OHA yMHa, 4yBCTBUTEIIbHA, OHA y3HAIA ObI [IEHY CEMEHCTBEHHOTO CYACThS U
He 3axoTena Obl cBeTcKol paccessuHocTh.” [I would be happy with her, of course!—wrote
Zhukovsky on another page of his diary—She is smart, sensitive, she would know the
value of family happiness and would not be tempted by society absent-mindness.]

(Elena Arsen’evna, op. cit., 3)
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inspired Zhukovsky and sparked his creativity. Each year he wrote more, and more and in
all of his works his adoration for Maria and his desire to marry her could be seen—“Cruxu,
counHeHHbIe Tt anbooma” (“Poems, created for an album”), “Tlecus” (“Song”), “K Hune”
(“To Nina”), “K ®unanery” (“To Filalet”), many translations of Goethe and Schiller,
“JIrommuna” (“Lyudmila”), “Tpu cectpsl. Bunenne MunBansr” (“Three sisters. Minvana’s
vision”) and the article “Kto uctunno no0psiii u cuactiuBselii gyenosek?” (“Who is a truly
good and happy person?”’) in which he claims that one is truly good and happy only when
one can enjoy family life.””” In the poem “Ilecus” (“Song™) he calls Masha his friend and
his guardian angel. He says that she can’t be compared to anyone else and he loves her and
her soul. He sees her features in every aspect of nature’s beauty. He adores her and praises
her. His love for her is his only joy, she is his earthly gift, she gives life to his heart and
she is the pleasure of his life.

Mot apyr, XpaHUTEIb-aHIeJl MOU,
O TBI, C KOTOPOI HET CPABHEHDS,
JIro6iro Te0s1, IbIITy TOOOMH;

Ho rue nns crpactu BeIpakeHbs ?
Bo Bcex nmpupobl kpacorax

TBolt 06pa3 MUIBIi 51 BCTpeyaro;
[IpenecTHBIX BIXKY — B X 4epTax
Onny Tebst BOOOpaxkaro.

bepy nepo — um HauepTaTh
Mory nmuuib uMsi He3a0BEHHOM;
OnHy Te0st I POCTABIIATH
Mory Ha 1upe BOCXULICHHOM:

C 106011, oguH, BOJIH3H, BIAJIH.
TeOs 100UTH 0/1HA MHE PAJOCTh;
ThI MHE Bce OJ1ara Ha 3eMJIH,

273 “K10 MCTHHHO OOPBIN ¥ CACTIMBBI yenoBek? OIHH TOT, KTO CIIOCOOCH
HaclaXaaTbcs ceMercTBeHHOH ku3Hbio!” [Who is a truly good and happy person? Only
that one who can enjoy family life.] (Ibid., 2)
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ThI cepally )KU3Hb, Thl KU3HU CIATOCTb. . 2

[My firend, my guardian angel,/ You who no one can be compared to,/ I love you, I
breathe you;/ How to express passion?/ In all the beauty of nature/ I meet your dear
image;/ When I see charming ones—in their features/ I only imagine you./ When I pick
up my pen/ I can only draw/ Your unforgettable name/ With the admiring lyre:/ With you
alone from close and from far away./ To love you is my only joy;/ You are all my good
on earth,/ You’re the life of the heart, the sweetness of life...]

In another poem Zhukovsky explores the true meaning of love and marriage and says that
the sacred title “spouses” should be protected like a heavenly gift by those who are truthful
in their friendship and love with their souls.

MuanenueM ObITh JyIIOH;

CuacTiinBO CO3peBarTh;

He rena xpacorou,

BoITh B Ipyx0e HEeM3MEHHOM;
JIro04, 1y1mIoit Tr0OUTH;

Cynpyru caH CBAIICHHBIH,
Kak map nebec, XpaHI/ITI:...275

[To be young at heart;/ To happily see;/ Not the beauty of the body/.../To be in a loyal
friendship;/ Loving, to love with one’s soul;/ The sacred title of spouse,/ To preserve like
a gift from heaven...]

Masha fell in love with Zhukovsky and passionately wanted to marry him. However,
the fact that they were considered relatives became a major obstacle. Even in the earlier
stages of the relationship Zhukovsky had doubts and fears about the possible progression
of their romance. In 1808 he wrote the poem “K Hune” (“To Nina”), which in reality

addressed Masha, whom he called Nina in some of his earlier poems. In this poem

Zhukovsky expressed his concern that their passionate love will die out and the soul will

7 Vasily Zhukovsky, “ITecust” (“Song,”) 1808.
7> Elena Arsen’eva, op. cit., 2.
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fly away to an unknown land, abandoning in darkness the feeling which made it feel like
God on earth.”’

...Ceiil nmnamenp 1100BU

VY3Kenu ¢ IOCIeTHUM JIbIXaHbEM YTacHeT?

[yua, oTyieras B HE3HaeMbIU Kpa,

VY3kenu BO Mpake TO YyBCTBO MOKHHET,

Kotopsim paBHsunack 6oram Ha 3emie?

[...Will this flame of love/ Die out in a last breath?/ The soul flying away to an uknown
land,/ Will it really throw away in darkness the feeling,/ By which it became equal to
gods on earth?”

Unfortunately, Zhukovsky’s fears turned into reality when Masha’s mother Katerina
rejected his marriage proposal with the argument that a marriage between relatives—an
uncle and a niece, is a sin and she would never allow it to happen. In a letter to the poet,
she tells Zhukovsky that what he wants is incest and a sin. Katerina says that Masha must
marry the surgery professor Johann Moier and Vasily has to go his separate way and must
not play with her heart anymore.””” Katerina points out that it is not the first time she had
mentioned this to Zhukovsky and will repeat it another hundred times—he must leave her
and her daughter in peace.”’® In the letter to Turgenev from February 1, 1815 mentioned

before, Zhukovsky talks about his strong love for Maria (Masha) and their desire to share

a life of happiness, which her mother refuses to them because of her inability to understand

7% Tbid.

> Tbid., 6.

278 “310 KpoBOCMemmenue! D10 rpex, rpex! Maiua 10/KHA BBIATH 3aMyk 3a Moiiepa, a
ThI, Bacunuii, uau cBoeii Joporoii, He cMyIaii ee cepaia. He BimepBbie TeOe 3T0 TOBOPIO
U eIlle XOTh CTO pa3 MOBTOPI0 — OCTaBb MO0 04k B mokoe!” [This is incest! This is sin,
sin! Masha mush marry Moier, and you, Vasily, must go your way and not play with her
heart. I’m not saying this to you for a first time and will say it again a hundred times—
leave my daughter in peace.] (Ibid.)
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the true meaning of being a Christian, her failure to care about others’ destiny the same
way she cares about her own, and her selfshinesness through the icy eyes of which she
views and judges the world. Zhukovsky talks about the growing void that he feels between
him and his family and about the need to wear a mask around them and hide his real feelings

and his real self, which he does not have to do in front of his friends.?”’

When the poet
realized that a union between him and his niece would be impossible he wrote to her, “What

did I want? To be happy with you. From this I have to remove just one word one to change

it all. Let me be happy through you. It is all the same to me—your happiness or our

279 «d 106110 Marmry (¢ TOGO0 MOKHO JaTh €if 3TO UMs), KaK KH3Hb. Buers ee u
JIeTUTH €€ CIIOKOMHOE cYacThe ecTh JJIsl MEHs Bce, U JUIs Hee Takke. Ho xapakrep
MaTepH He TakoB. OHa HE MOXKET BO3BBICUTHCA JI0 3TOM YMCTOM, 6J1aropoaHoM
JIOBEPEHHOCTH, Ha KOTOPYIO U 1 U Marira umenu Obl OJTHOE TPaBo, €CJI ObI TOJIBKO HE
NPUHYKAECHBI ObUTH OecIIpecTaHHO CKPBIBATh TOTO, YTO y HAC B yle...bpat, MbI xuBeM
émecme, a My HaMH Oe31Ha HeIOBEPYMBOCTH. XPUCTHAHCTBO (TI0 €€ CI0BaM)
3acTaBIeT €€ 0TKa3aTh HAM B HAIIEM CYACTHH, a TOTO, YTO COCTABIISIET XapaKTep
XPUCTUAHKH, OHA HE UMEET, TOW JTF0OBH, KOTOpast 3a00THTCS O UyKOH cyap0e, Kak o
coOctBeHHOM. Kaxk1as MUHYTa HAlTOMUHAET MHE TOJIBKO O TOM, Y€ro S JIUIICH, HET
HUKAKOTO BO3HATPaKICHUS. .. MBI HE MOKEM MOAONTH APYT K APYTY CBOOOTHO. DTO
II0JIO’KEHUE Y’KACHO, a BBIMNTU U3 HETO HET cuibl. boxke Moii! S He MOry XOTeTh U UCKaTh
cBOEro oTAensHoro cuactust. C BaMu, ¢ IpY3bsIMU Cep/lla, C BEPHBIMHU TOBapUIIAMHU
KHU3HH, 51 ObUT ObI CYACTIIMB: TO €CTh U YBa)KaJl U JIEIUJIICS OBbI BCEM, YTO €CTh XOPOILETO B
nyiie, 6e3 BCAKOTO MPUHYXIEHUS; He ObUIO OBl y>KaCHOM, TPOTUBHOMN CEepALLY
HE0OXOIMMOCTH HOCHUTD Ha Juie Macky...” [I love Masha (you and I can call her by this
name) like life. To see her and to share calm happiness with her is everything for me and
for her as well. But her mother is not like this. She can not elevate herself to this clean,
noble trust of which Masha and I are worthy, if only we did not have to hide all the time
what is in our souls...Brother, we live together, but there is a huge gap of mistrust
between us. Christianity (in her words) forces her to refuse us our happiness, but that
which is the essence of a Christian woman, she doesn’t have, that is—love which worries
about other people’s lives like one’s own. Every minute reminds only that I’'m not wanted
and there is no reward...We can not go to each other freely. This situation is horrible and
I have no strength to get out o it. My God! I can not want and look for my own separate
happiness. With you, with the friends of my heart, with the true friends of life, I would be
happy; I would respect you and share everything with you that is good in my soul without
any compulsion; there would not be any terrible, repulsive need for me to wear a mask...]
(“Ba nucerma Anexcannpy TypreneBy”, op. cit.)
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happiness...My attachment to you now is completely selfless and thus more alive and

s 280

better. Masha married Johan Moier and in 1823, after giving birth to a dead son, she

passed away.”®' Zhukovsky’s last poem dedicated to her carries his deep pain and sorrow,
the eternal remembrance of her last sad glance full of feelings, and serves as his attempt to
say farewell to the gentle and quiet angle he loved so much.**?

TeI Ipej0 MHOIO
Crosia Tuxo.

TBOM B30p YHBLIBIN
b1t 110J10H 4yBCTBa.
OH MHE HAITOMHHJI
O MWIOM NPOILJIOM. ..
OH OBUI HOCHETHNAN
Ha 3gemuem cBerte.
Tr1 ynanuinace,

Kak Ttuxwmii aHrer,
TBos Moruia,

Kaxk paii, ciokoiina!
Tam Bce 3eMHBIC
BocnoMmuHaHbs,
Tam Bce CBATBIE

O HeOe MBICIIH.
3Be3npI HEDEC,
Tuxas Houb!..”*

[You stood in front of me/ Quietly./ Your gloomy glance/ Was full of feelings./ It
reminded me/ Of the dear past.../ It was the last one/ In this world./ You departed,/ Like
a quiet angel;/ Your grave,/ Is peaceful like heaven!/ There are all the earthly/ Memories,/
There are all the holy/ Thoughts about heaven./ Stars of the sky,/ Quiet night!...]

280 «“Yero g sxenan? — nucan Bacumuii AHJIpeeBUY CBOEH HEAOCTUKUMOMN
BO3MI00JIEHHON. — BBITh cyacTauBBIM ¢ T0O010. M3 3TOTO Teneps A0KHO BEIOPOCHTH
TOJILKO OJIHO CJIOBO, YTOOBI Bce 3aMeHUTh. IlycTh Oyny cuactius Tobot0. [1paBo, mis
MEHsI BCE PaBHO — TBOE CUACThE WJIM HaIlle cYacThe... Mos MpUBA3aHHOCTD K TeOe
Teneph YK TOUHO 0e3 MpUMeCH COOCTBEHHOTO, M OT 3TOT0 oHa kuBee u stydine.” (Elena
Arsen’eva, op. cit., 6)

1 1bid., 9.

2 1bid., 10.

% Vasily Zhukovsky, “Tsr npeo MHO0...” (“You in front of me...,”) 1823.
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Even though the romance between Masha and Zhukovsky did not have the happy ending
both of them hoped for, it still had a great impact on Zhukovsky as a person and an author.
Masha and the strong love she and the poet shared helped him to learn how to be a better,
more moral, gentle and selfless person and a more talented, creative, and productive author.
The romance with Masha helped the poet to shape his ideas about the dimension of love
related to marriage and the spouses’ roles in it, and the importance of this sacred union
one’s life—ideas that became central not only in his personal life, but also in his works. In
this way, through his relationship with Masha, Zhukovsky advanced on his way to spiritual
self perfection and to the Heavenly Father. His recognition of this can be seen in the way
the poet describes Masha’s grave in the poem. Her last resting place is the intersection
point of the earthly and the heavenly—under the night sky and the light of the stars it is
peaceful like heaven and it holds both all earthly memories and all the sacred thoughts
about heaven.

The second main experience with love for Zhukovsky that I will discuss is the one with
Alexandra Feodorovna, which Vinitsky refers to as the creation of the Alexandra-Cult. In
1817 Zhukovsky was invited to be the Russian language tutor of the young wife of Grand
Duke Nicholas, the Prussian princess Charlotte, who after marrying Nicholas became the
Grand Duchess Alexandra Feodorovna, the future Russian empress. In a letter to her
husband Nicholas I from 1830 Zhukovsky says that 1817 marks the beginning of a new

stage in his life, very different from the first one.*** Zhukovsky’s feelings for the Grand

284 «C 1817-ro roia HaUMHAETCS APyras MOJTOBHHA KU3HH MOEii, COBEPIICHHO OTINYHAS
ot nepBoil.” [From 1817 the second half of my life begins, completely different from the
first one.] (“Ilucema Hukonaro [ u x A. X. beakenmopdy,” op. cit.)
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Dutchess were different from the ones he had for his niece Masha. Zhukovsky never saw
Alexandra as his potential wife. His adoration of Alexandra was strictly platonic. The poet
understood that Alexandra was like the stars in the night sky—bright, glorious, and
beautiful, but very distant and thus completely out of reach. The way he worshipped her
was the same as the way one would worship a goddess—observing and admiring from a
distance, knowing that a romantic partnership would never be possible. With Alexandra,
Zhukovsky took the role of a devoted chivalrous knight kneeling in front of the pedestal of
his Fair Lady—a model well known to both of them through the works of their favorite
authors Fouqué and Tieck. As Alexandra’s biographer August-Theodor von Grimm
remarked, Zhukovsky was “the first who frequented the court to discover the eminent
feminine qualities of Alexandra and through all ensuing years she continued to be the beau

ideal of this poet.”**’

In his letters to Nicholas I the poet expressed that he saw the
opportunity to serve her and her family as a sacred mission, a blessing, and a heavenly gift.
Zhukovsky claimed that being close to the Empress and being able to obtain her trust was
his most important recognition.”™ He fully understood the “sanctity” and the importance

287

of his assignment and dedicated all of his thoughts to it,”™" stating that the same feelings

that filled up his soul when he was working only for the fame of being an author still

% Jlya Vinitsky, op. cit., 21.

286 <o Gpu1 mpuOTIKEH K 0C00€ TOCYIapbIHI UMITEpaTpHIbl. CMEIO CKa3aTh, UTO 5
npruoOpes T0OBEpEeHHOCTh €€ BEJIMYECTBA: 3TO MOl myumuii arrecrat.” [I was close to the
Empress. I dare to say that I obtained her trust: this is my highest recognition.] (“IIucema
Huxkonato [ u x A. X. beakennopdy,” op. cit.)

287« 1I07I0KHB PyKy Ha CEpAIIe, MOy CKa3aTh, 4TO IIOHUMAIO CBATOCTh MOETO
Ha3zHaueHMs. Bce Mou MBICIN CBENTMCH HAa OJUH MPEIMET: 51 HE CIIOCOOEH COSAMHUTH C
HUM Hudero HenocroiHoro!” [With my hand on my heart I can say that I understand the
sanctity of my job. All my thoughts are directed to one subject: I can not unite anything

not worthy with it.] (Ibid.)
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existed, but now they served higher goals.*® While serving Alexandra and her family,
Zhukovsky realized that he was no longer living for himself and had removed himself from
the world.”*’

Zhukovsky’s adoration of Alexandra Feodorovna shines through the lines of some of
his works. One of them is the “Tlocnanue ['ocynapsine B. k. Anekcanape @Enoposue” (“A
Message to the Empress Alexandra Fedorovna™) which Zhukovsky wrote for the birth of
her son—Alexander Nikolaevich, in April 1818. Zhukovsky praised Alexandra for her
role as the Mother of the future Emperor of Russia.

N306paxy 7b Tyl cCMATEHHOH 4yBCTBO?
Mory 516 HaliTH COTTIaCHBIN C HUM S3BIK?
UYto nupHBIN 714, ¥ YTO MEBLIA UCCCKYCTBO?..

ThI cipllana ceit MUIbIN, IEPBBIN KPUK,

9 290
MinaneH4ecKuil IPUBET CYIECTBOBAHBIO.

[Can I express the feeling of my troubled soul?/ Can I find a language that agrees with it?/
What is the voice of the lyre and the art of the singer?.../ You just heard the dear first cry,/
A child’s greeting to existence. |

The work ends by Zhukovsky talking about the grand magnitude of Alexandra’s love,

which carries holy peace and joy.

TBost 17I000Bb - BCEBUIAILIEE OKO;

N 291
B TBOEH N1100BU - cBATasA O1aronaTh.

[Your love is an almighty eye;/ In your love there is heavenly grace.]

88 «“Te ye 4yBCTBA, KOTOPBIC HAIOMHSIIM AYIIY MOIO, KOTZIA 5 IIPOCTO PabOTa st

YUCTOM CJIaBBI MHCATENIs, HATIOJIHAIOT €€ U TeIephb, HO TOJBKO 11 Bhiciiel menu.” [These

same feelings that filled up my soul when I worked only for the fame of an author, fill it

up now, but for loftier goals.] (Ibid.)

% “Teneps sxuBy He a1t cebs. S mpoctucs ¢ ceerom...” [I live no longer for myself. I

have said my farewell to the world...] (Ibid.)

23? Vasily Zhukovsky, “Ilocnanue ['ocynapsine B. k. Anekcanape ®@énoposne” 1818.
Ibid.
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Another work in which the poet praised Alexandra’s lofty mission is “K noptpery Benukoit
kusaruHn Anekcanapel @enopoBubl” (“To the Portrait of Great Princess Aleksandra
Feodorovna”), which is contained in his pupil’s album dated November 6, 1818. In this
poem Zhukovsky claims that it was for the Russian people that Fate brought Alexandra in
this world and it was for the Russian people that her soul bloomed and matured. She stood
in front of them like a genius of happiness and gave them everything wonderful that she
had. Zhukovsky pointed out that Alexandra’s youthful happiness was sweet and the spirit
of greatness was growing inside her. The poet shows his conviction that she will go through
her challenging path with dignity and she won’t betray Russia’s expectation.
Jnist Hac pyka cys0bl B ceif MUp ee BBEIa;
Jlns Hac ee ymna 1BeJia U CO3peBaa;
Kaxk renuit pagoctu, oHa Ipej HaMH CTala,
U Bcé npexpacHoe B ceOe HaM oTanal
C Becenoif MIIa0CThIO MHJIA, KaK yIOBaHbe!
B Hell 1yx K BEIMKOMY pacTeT U BO3pPaCTET;
Omna cBO# TpyJHBIN YT C JOCTOMHCTBOM MPOMIET:
B Heii He obMmanercs Poccun oxunanbe! ™
[For us fate’s hand brought her to this world;/ For us her soul blossomed and matured;/
Like a genius of happiness she stood in front of us,/ And gave us everything wonderful
that was inside her!/ She is dear with joyful youth, like hope!/ Inside her her spirit grows
and matures for great deeds;/ She will go through her challenging path with dignity:/
Russia’s faith in her will not be betrayed!]

If Masha was Zhukovsky’s “quiet angel,” Alexandra was his distant goddess who carried
the charming sweetness of youth, the holiness of motherly suffering and love, and the

strength of a great spirit. Inspired by his adoration and devotion Zhukovsky continued on

the path to spiritual self-perfection by exploring a different dimension of love—a spiritual

2 Vasily Zhukovsky, “K moprpery Benukoii kusrunn Anexcanapsi Oegoposrsl,” 1817,
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union based solely on platonic admiration of the Fair Lady, and by finding more selfless
expressions of his ambition and talent as an author through serving not only Alexandra and
her family, but also the Russian people.

The third main experience that Zhukovsky had with love comes in the last period of his
life—his “sunset love” for the young Elizabeth Reutern. The first time Zhukovsky met
Elizabeth, the daughter of his German friend Gerhardt von Reutern, a veteran of the
Napoleonic Wars, was when she was thirteen years old. In a letter to the Bunins, Zhukovsky
wrote that when he was getting ready to leave the child threw her arms around his neck and
pressed herself against him with “such unusual tenderness” that he was shocked.”> They
met for a second time in 1839. Zhukovsky wrote, “Reutern’s older daughter, then nineteen
years old, appeared before me like a heavenly vision which I admired to my soul’s
fulfillment simply as a heavenly vision, not even allowing myself the thought that this
bright spirit could descend from the heavens and merge with my life.”** In 1841, nine
years before his death, Zhukovsky married Elizabeth. They had two children—a girl named
Alexandra and a boy named Pavel.

In Elizabeth, Zhukovsky finally finds the “bright spirit” that descended from the
heavens and thus the ideal balance between the forbidden “quiet angel” Masha and the
distant goddess Alexandra. Elizabeth carries the heavenly light which is necessary to
illuminate the path to spiritual self perfection and the Heavenly Father, but because she is
seen as descending from the heavens to earth, she becomes human and accessible. In 1840

Zhukovsky wrote the poem “Enucasete Peiitepn” (“To Elizabeth Reutern) dedicated to

> 1lya Vinitsky, op. cit., 35.

24 1bid., 36.
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Elizabeth. This poem was based on a poem by Nikolaus Lenau (“Stumme Liebe”).
Zhukovsky’s poem takes the form of a prayer in which he asks the Creator to let him be
close to the heavenly presence and the heavenly gaze of his wife and to allow him to slowly
burn and die before her just as the lamps quietly and blissfully burn before the heavenly
Madonna.

O, Mouro Te0s1, co3aTeND,

Jlaii B O11M3u ee HeOECHOM,

[Ipen ee HeOecHBIM B30pOM

U ropets 1 ymepers MHe,

Kak ropur B HeMOM OJa’keHCTBE,

Tuxo, sicHO yracas,

OrHb CMUPEHHBIS JTAMIA]IbI

Ipen HeGecHor MagoHHO#. >
[I beseech you, Creator,/ Let me burn and die close to her heavenly presence,/ In front of
her heavenly gaze/ As the fire of the humble icon lamp/ Burns in silent bliss,/ Quietly,
clearly fading,/ In front of the heavenly Madonna.]
In the way that Zhukovsky describes his relationship with Elizabeth in this poem one can
see echos of his experiences with Masha and Alexandra. The poet wants to quietly and
submissively adore the altar of Elizabeth’s heavenly aura, but he is also able to get onto
the same level with her not only through their physical proximity, but also by being for her
something similar to what she is for him—something he could never achieve with either
one of his previous loves. She is his “bright spirit”—his light, and he is her lamp without
the light of which her heavenly features would remain hidden in the darkness. Just as she
illuminates his path to self perfection and the Heavenly Father, he makes her heavenly

characteristics visible and lets them shine even brighter. Just as before, when the poet said

that he loves not Masha’s physical beauty, but her soul, from this poem it becomes clear

3 Vasily Zhukovsky, “Enucasere Peiitepn,” 1840.



180

that Zhukovsky’s adoration of his wife is not based on the earthly and the physical; it is
based on the spiritual—his recognition of the beauty of her heavenly soul.

For Zhukovsky, his wife did not have only a sacred place in his personal life; she was
also of crucial importance for his career as an author. In the article “Ilucarens B obmiectse"
(“The Author in Society”’) Zhukovsky points out that for the author society is divided into
two circles. The first circle is the big circle in which he goes with the sole intention of being
a spectator, cold-blooded, calm and humble, without any pride, needs, and hopes. The goal
of the author by going into the big circle is to obtain some new knowledge needed for his
talent and to possibly influence others through his talent.””® The second circle is the small

circle where the author is happy, where he loves and is being loved, where he is successful

296
“Jlnst HEeTO YeIoBeUeCKOe 00IIEeCTBO pa3/ielieHo OyeT Ha ABa Kpyra: OfuH

OOIIMPHBIH, B KOTOPBI OH BXOJUT U3PE/IKA C TBEPAOIO PEIIMMOCTHIO OBITH MIPOCTO
3pUTENIEM CITIOKOWHBIM, XOJIOJHBIM, 0€3 BCAKUX YECTOMOOMBBIX TPEOOBAHUI U HAIEK]L,
0€e3 BCAKOI'0 CONEPHUYECTBA C JIFOAbMH, JKEJIAIOUIMMH B HEM TOPKECTBOBATb,
PaBHOYIIHBIN K COOCTBEHHBIM CBOMM HEYCIIEXaM, JKEIAIOLINI eJMHCTBEHHO
proOpeTeHNs] HEKOTOPBIX HOBBIX MOHATHH, HEKOTOPOIl 00pa30BaHHOCTH, HEOOXOAUMOM
€ro TaJaHTy; OH OyJIeT HEe 3aMEUEH, ITO BEpHO; 3aTO HE Oy/eT U CTpaHeH: n0o B CBETe
HaXOJISIT CTPAHHBIMU OJIHHU YCHJIHSI CAMOJTIOOUBBIX, OECIIOIE3HO KETAIOLINX OTIHYUTh
ce0s mpes IpyTUMHU KaKuM-HUOY /b IPEBOCXOACTBOM; TUXask CKPOMHOCTh OyJIeT ero
yKpamieHueM. Best 1esiTeIbHOCTh €ro B CeM Kpyre OTpaHUYHUTCSl €IMHCTBEHHO TEM
BJIIMSIHAEM, KOTOPOE OH MOXET UMETh Ha HEro MOCpeCTBOM cBoero TaianTa.” [For him
human society is divided into two circles: one big one which he does not frequent and
which he enters with the firm conviction to be only a calm, cold spectator without any
ambitious needs or hopes, without any rivalry with people who wish to be victorios in it,
indifferent to his own failures, wanting only to obtain a few new concepts, some
education needed for his talent; he would not be noticed, this is true; and for this reason
would not be strange: for in society, they find strange only the strivings of the ambitious
ones, wishing to stand out before the others with some kind of advantage; quiet
humbleness will be his adornment. All of his activity in this circle will be limited only to
the influence he can have on it through his talent.] (Vasily Zhukovsky, “Ilucarens B
obmecte" [“The Author in Society”] in Collected Works VI. 4 at
http://rvb.ru/19vek/zhukovsky/01text/vol4/02prose papers/317.htm)
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without any effort, where he is able to enjoy life.”” This circle includes his frends and his
family. According to Zhukovsky the author needs family ties and that family place where
he can think and love—the place that is dearest to his heart and combines all of universe’s

. 298
happiness.

27« TO# KPYT -- TECHBIH, €CTh TOT, B KOTOPOM OH CUACTJIUB, JIIOOUM U JIIOOUT, IJI¢ OH
y y > s

UMeeT ycrex 0e3 BCSIKOro yCuins, He puderas K yTOHYCHHOMY U KOBapHOMY
HCKYCCTBY; TaM €r0 YeJUHEHHUE, I7Ie OH HaCIaXKJaeTCs )KU3HUIO, B TPyJIie 0€3MATEKHOM U
MI0JIE3HOM, TIe OH OeceyeT ¢ caMUM COo0010, T/Ie OH BBICOKMMH YYBCTBAMH U MBICIISIMU
COBEpILEHCTBYET AYIIY CBOIO, TJIE OH BBEpsIET OyMare COKpPOBHILE COOCTBEHHBIX MbICIICH
¥ YyBCTB IS TI0JIb3bI COBPEMEHHUKOB, OBITh MOKET M JUIS MIOJIb3bI IOTOMKOB; TaM €T0
Jpy3bsi, COEIMHEHHbIE C HUM OJIMHAKOIO JeSITeIbHOCTHIO, CXOICTBOM XKpeOus,
CKJIOHHOCTEM, JapoBaHuil; UX cTporas pa300pUMBOCTh €ro 00pasyeT, uX OJaroeTesIbHOe
COpPEBHOBAHHE KMBOTBOPUT B HEM TBOPUYECKHI IIAMEHb, B UX UCKPEHHEH IOXBaJIe €ro
BO3JIassHHEC M CJIaBa; TaM, HaKoHell, ero cemeicTBo.” [The other circle—the small one—is
the one where he is happy, where he loves and is loved, where he is successful without
any effort, not using refined and cunning art; there is his seclusion where he enjoys life,
in calm and useful labor, where he talks to himself, where he through lofty feelings and
thoughts improves his soul, where he entrusts to paper the treasures of his own thoughts
and feelings for the benefit of his contemporaries, maybe for the benefit of the coming
generations; there are his friends united with him through similar activities, a similarity of
fate, of inclinations, of gifts; their stern fastidiousness educates him, their noble rivalry
ignites creation in him, their sincere praises are his reward and fame; there after all is his
family.] (Ibid.)

8 “Jlns mucarensi, 6oyiee HEXENU TSl KOTO-HUOY 1b, HEOOXOMMBI CEMEHCTBECHHBIE
CBSI3U; IPUBSI3aHHBINA K OTHOMY MECTY CBOUMH YIPAXHEHUSMH, OH JOJDKEH OKOJIO ce0st
HAXOJUTh T€ YJIOBOJIbCTBUS, KOTOPBIE MMPUPOJIA Clienaaa HeOOXOAUMBIMHU AJIS TyIN
YeJI0BEYECKOW; B YEMHEHHOM JKUJIHILE CBOEM, MOCTIE MPOAOKUTEIHHOIO YMCTBEHHOTO
TPYAa, OH JIOJDKEH CIIBIIATh TPOraTeIbHbIN r0J0C CBOMX JI0OE3HBIX; OH JOJDKEH B KPYTY
UX OTJBIXATh, B KPYTy UX HaXOAUTh HOBBIC CHIIbI 11 HOBOM paboThI; HE UMesl BIAIU
HHUYEro, TOCTOWHOTO UCKaHUs, OH JJOJDKEH BOJIM3H, OKOJIO ce0s, COeAMHUTH BCE
JparolieHHEeNIIIee TS €T0 Cep/lla; BCEICHHAas!, CO BCEMH €€ PaJOCTIMU, JOKHA OBITh
3aKJII0YeHa B TOH MUPHON OOHMTENH, TJI€ OH MBICIUT U T1e oH mo6ut.” [The author more
so than anyone else needs family connections; tied to one place through his activities he
needs to be able to surround himself with pleasures, which nature made necessary to the
human soul; in his secluded home, after prolonged mental labor, he needs to listen to the
dear voice of his beloved ones; he needs to relax amongst them, and amongst them find
new strength for new work; not having anything worth pursuing far away, he needs to
bring closer around himself and unite everything and everyone that is the dearest to his
heart; this universe with all its happiness needs to be locked in this peaceful abode where
he thinks and loves.] (Ibid.)
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The letter that Zhukovsky left his wife before he died on Easter Day, April 12, 1851
becomes the strongest testament of the poet’s appreciation of the way his wife and their
marriage made him a better, more moral, and talented person and author and illuminated
his way along the challenging path to the Heavenly Father, “Thinking that my last hour
could be close I’'m writing to you and would like to say a few comforting words. More than
anything, from the depths of my soul, I would like to thank you for agreeing to become my
wife; the time that I spent in our union was the best and the happiest in my life. Despite the
many sad minutes caused by external factors or by us—and from which no one’s life is
free, for they serve as good challenges for it—with you I enjoyed life to the fullest meaning
of this word; I better understood its value and became firmer in the puruit of its goal, which
is nothing other than learning to obey God’s will. This I owe to you; accept my gratitude

and with that the promise that I loved you as the most valuable treasure of my soul.””

skskskok
In this section I will discuss Zhukovsky’s relationship with Fouqué and will provide a
summary of Fouqué’s work Undine, which Zhukovsky translated. Zhukovsky admired the

talent not only of Russian authors, such as his student Pushkin, but also of foreign,

2%« MBICITH, YTO MOU MOCJEIHUI Yac, MOKET ObITh, OJIM30K, s MUMTY TeOe U X0Uy
CKa3aTh HECKOJIbKO CJIOB yTemeHus. [Ipexne Bcero, u3 riayOMHBI MOeH qymu Giarogapio
TeOs 32 TO, UTO ThI OXKeJIAJIa CTaTh MOEH JKEHOI0; BpeMsl, KOTOPOE s TPOBEJI B HAILIEM
cor03€e, OBbUIO CYACTIMBEHIIINM U JIyYIIMM B MOeH sku3HU. HecMoTpst Ha MHOTHE
IPyCTHBIE MUHYTBI, IPOUCIIE/IINE OT BHEUTHUX MPUYMH MU OT HAC CAMUX — U OT
KOTOPBIX HE MOXKET ObITh CBOOOIHA HUYbsSI )KU3Hb, OO OHU CITy’KaT JUIsi Hee
O5aro/ieTeIbHBIMU UCTIBITAHUSIMH, — 51 C TOOOIO HACNIAXKIAJICS )KU3HBIO B ITOJTHOM
CMBICJIE ATOTO CJIOBA; 5 JIyUIlle OHSJ €€ IIEHy U CTAHOBUJICS BCE TBEPIKE B CTPEMIICHUHU K
ee L1eJIM, KOTOpasi COCTOUT HE B YeM MHOM, KaK B TOM, YTOObI HAyYUThCS TOBUHOBATHCS
BOJIE TOCTIOIHEH. DTUM s 00s3aH Tebe; IPUMH K€ MOIO OJIarolapHOCTh U BMECTE C TEM
yBepeHHe, 4To s Jr00uI Teds, Kak Jydiiee cokpoBuine aymu moeit.” (Natalia Litvinova,
JI10606b mos 6ezepewna [My flawless love] at http://www.rulit.me/books/lyubov-moya-
bezgreshna-read-143204-9.html. 9.)
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especially German authors. As mentioned before Friedrich de la Motte Fouqué was one of
the favorite authors of both Zhukovsky and of his beloved Alexandra Feodorovna and
through his works they got introduced to what became the model of their relationship—the
chivalrous knight’s cult for his Fair Lady. In her article “"Yununa" B nepesoge B. A.
XKyxoBckoro u pycckas kynbrypa” (“Undina” translated by V. A. Zhukovsky and Russian
culture”) E. V. Landa claims that Zhukovsky put Fouqué on the same level with Goethe,
Schiller, and Georg Philipp Friedrich Freiherr von Hardenberg (Novalis), and defined his

399 The main

works as a multitude of wonderfulness (“MHOTOE MHOXECTBO ITPEKPACHOTO").
thing that he valued in authors such as Goethe, Schiller, and Fouqué, was that they learned
from the great authors before them, but did not imitate them and created their own original

works.>%!

The first time Zhukovsky and Fouqué met was in Berlin towards the end of 1820.
They never became close friends. The first impression that Zhukovsky had of Fouqué as a
person, found in his “Diary”, was very different from the impression he had of Fouqué as
an author. Zhukovsky said that in Fouqué’s face there was nothing that attracted attention.
He had lively eyes, but he also had talent and talent is capable of igniting the imagination
to write something wonderful, but this is not a permanent state and depends on the situation

and on the ability to find inspiration. Zhukovsky pointed out that the person and the author

are not one and the same and the face rarely expresses what the author feels and thinks.

9 E. V. Landa, “"Vumuna" B nepesoze B. A. JKykoBCKOro u pycckast KyabTypa”
(“Undina translated by V. A. Zhukovsky and Russian culture”) at
http://az.lib.ru/z/zhukowskij w_a/text 0150.shtml

T “Ho BocrmraHHHKH IIPEXKHUX, & HE NIOAPAXKATENIN 4y>KMM BCBOEM Beke. Takux
OpPUTHMHAJIBHBIX aBTOPOB B Haile Bpems HemHoro: ['ere, [lumnep, @yke" [Students of the
previous authors, and not imitators alienated from their time. Our time does not know
many such original authors: Goethe, Shiller, Fouqué.] (Ibid.)
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Their conversation was short and consisted of exchanging compliments.’** That was the
first and last time the two authors met. *”°

Before Zhukovsky and Fouqué met in Berlin Zhukovsky had read many of Fouqué’s
works, but the 1811 fairy-tale novella Undine left such a lasting impression on him that in
1836 Zhukovsky published his own translation of it called Undina. Fouqué’s work was
inspired by the French folk-tale Melusine, which was translated in German by Thiiring von
Ringoltingen in 1456. The young girl Melusine was punished by her mother Pressyne for
disrespecting her father and was condemened to turn into a serpent from the waist down
every Saturday. Acquiring the serpent tail is seen as the equivalent of becoming a mermaid.
The human knight, Raymond of Poitou, proposed marriage to Melusine and she agreed
under the condition that he would not see her on Saturdays. Raymond eventually broke his
promise and saw his wife as a mermaid, but she forgave him. During an argument the angry
Raymond allowed himself to call Melusine “a serpent” in front of the court, to which she

responded by turning into a dragon and flying away.’**

392 "B e Jla-Motta ®yke, - 3anmcan JKykoBckuit B " JIHeBHHKE" CBOE TEPBOE
BIICYATIIEHUE OT 0OJIMKA HEMEIIKOTO MTUCATENs], - HET HUYeT0, OCTaHABIMBAIOIIETO
BHUMaHKE. ECTh )KHBOCTH B I71a3aX: OH UMEET TAJAHT, U TaJaHT HEOOBIKHOBEHHBIH, OH
CHOCOO€H, Pa3ropsYuB BOOOpaXKeHHE, HAITMCATh IPEKPACHOE; HO 3TO HE €CTh
BCETJaIllHEe, 3aBUCUT OT PACIIOJIOKEHUS, HAXOAUT BIOXHOBECHUEM; aBTODP U YEJIOBEK He
OJTHO, M JIMLIO €T0 MaJlo H300paskaeT TOro, 4YTO YyBCTBYET M MBICIHUT aBTOP B
HEKOTOpble MUHYTHI. Pa3roBop Halll COCTOSIT U3 KOMIUIUMEHTOB M ITPOAOIIKAIICS
Heponro." [In Fouqué’s face—wrote Zhukovsky in “Diary”about his first impression of
the German author—there is nothing that attracts attention. There is liveliness in his eyes;
he has talent, and unusual talent, he is capable, kindling his imagination, to write
something wonderful; but this is not all the time it depends on the mood to find
inspiration; the author and the person are not the same, and the face expresses very little
of what the author feels and thinks at some points. Our conversation consisted of a few
compliments and did not last long.] (Ibid.)

39 Tbid.

3% Boria Sax, The Serpent and the Swan: The Animal Bride in Folklore and Literature
(Blacksburg, VA: The McDonald and Woodward Publishing Company, 1998), 62-65.
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Fouqué’s work Undine consists of a dedication and nineteen chapters. It tells the story
of the water spirit Undine and her beloved human knight Huldbrand. It is written in prose.

The story begins with a good “pious old fisherman™*

who lived with his “aged wife” by
a lake. One evening a young knight emerged from the deep shadows of the wood and “came
riding toward the cottage.” The fisherman invited the knight inside to spend the night at
the cottage where he met “a beautiful, fair girl” who “glided laughing into the room”—
Undine. From the first moment they saw each other, Huldbrand and Undine could not take
their eyes off each other, “she perceived the knight, and stood fixed with astonishment
before the handsome youth, Huldbrand was struck with her charming appearance, and
dwelt the more earnestly on her lovely features...” The “beautiful little vision” sat next to
Huldbrand, while he was trying to not notice how mischievous and naughty her ways could
be. Not being pleased with the conversation, Undine “stamped her pretty little foot”, got
very mad and violent, jumped up from her little stool and ran away into the dark night.
The fisherman told Huldrband the story of how Undine first came to the cottage fifteen
years ago. God had given them a “wonderfully beautiful child”—a little girl. One evening
when the fisherman came home his wife met him “with tearful eyes and clad in mourning.”
They were playing by the edge of the lake and suddenly the little girl, “as if attracted by
something very beautiful in the water” bent over and disappeared in the lake. They could
never find the body. That same evening they were sitting in the cottage and suddenly they

“heard something rustling outside the door: it flew open, and a beautiful little girl three or

four years old, richly dressed, stood on the threshold smiling at” them. The fisherman and

395 All quotes from Undine are taken from The Project Gutenberg EBook of Undine by
Friedrich de la Motte Fouqué at http://www.gutenberg.org/files/3714/3714-h/3714-h.htm
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his wife decided to adopt the little girl in place of the one they just lost and she “was
therefore baptized 'Undine'.” While the fisherman was telling the story, a storm began
outside and the two men went out hoping to find the beautiful fugitive.

Huldbrand found Undine and brought her back to the cottage where he shared with
everyone that about eight days ago he went into an imperial city where he met a beautiful
noble lady— Bertalda, whom he fell in love with. She dared him to go into the wild forest
where he followed a white path that eventually lead him to the fisherman’s cottage.

Huldbrand settled in the cottage and got used to living with the fisherman, his old wife,
and the beautiful Undine. One evening an “aged priest” came to the cottage and Huldbrand,
being aware of his feelings for the beautiful Undine, and seeing her feelings for him, asked
the priest to marry them. The priest married Undine and Huldbrand. On the day after the
wedding Undine was very changed, “She then rose, kissed her foster-parents, and thanking
them for all the goodness they had shown her, she exclaimed: "Oh! I now feel in my
innermost heart, how much, how infinitely much, you have done for me, dear, kind
people!" Everyone wondered how that complete transformation happened. Undine shared
with her husband Huldbrand that she belonged to the world of the water spirits—beautiful
and joyful beings that lived in the underwater realm. They looked like humans, but lacked
an essential element that every human has—a soul. Since these beings did not have human
souls their journey ended with their physical death. Undine’s father sent her away when
she was a little girl hoping that she would be able to live in the human world and “obtain a
soul by the closest union of affection with one of [Huldbrand’s] human race.” Through her

union with Huldbrand Undine obtained a human soul, for which she promised she would
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be forever grateful to her husband. Undine and Huldbrand decided to leave the fisherman
and his wife and to go back to Huldbrand’s castle.

On the way to Huldbrand’s castle they stopped at the imperial city where Huldbrand
met the charming Bertalda. Undine did not see Bertalda as her rival, but rather as her dear
friend and even proposed to Bertalda’s foster parents to let her accompany them on their
way to the castle Ringstetten. At the gathering for Bertalda’s name day Undine revealed
that the old fisherman and his wife were Bertalda’s real parents and she was the beautiful
little girl who they lost in the lake many years ago. The proud Bertalda “amazed and
indignant, Bertalda tore herself from their embrace” blaming Undine that she was lying.
Undine’s newly obtained soul was bleeding from the unjust and malicious way Bertalda
was acting towards her real parents and towards Undine, calling her “enchantress...a witch,
who has intercourse with evil spirits” and said that she “knew nothing of [her] foolish habits
and [her] heartless mode of thinking, and [she] shall never all [her] life long become
accustomed to them.” Huldbrand realized that if he had really given his wife a soul, he had
given her one “a better one than [his] own.”

The fisherman refused to take his daughter Bertalda to his cottage until she had changed
her proud and unfair ways, and so the angelic Undine invited her to go to castle Ringstetten
with them. Despite the fact that Undine treated her as a sister and showed her nothing but
kindness, Bertalda could not suppress the “sense of dread that seemed to come between her
and her friend, and at their evening repast she could not but wonder how the knight could
behave so lovingly and kindly toward a being who appeared to her, since the discovery she

had just made, more of a phantom than a human being.”
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After the arrival of the three young people at the castle the story takes a tragic turn. The
author skips “a considerable space of time” in order to get to the point when “Huldbrand's
heart began to turn from Undine to Bertalda;...Bertalda more and more responded with
ardent affection to the young knight, and...they both looked upon the poor wife as a
mysterious being rather to be feared than pitied;...Undine wept, and...her tears stung the
knight's heart with remorse without awakening his former love, so that though he at times
was kind and endearing to her, a cold shudder would soon draw him from her, and he would
turn to his fellow-mortal, Bertalda.” Undine placed a stone over the castle’s well so her
uncle would not be able to come in and harm Bertalda and Huldbrand for the way they
were making his niece suffer. Undine also warned her husband that he should never “let
[his] fury rise, and [his] eyes flash and [his] voice get angry...toward [her] on the water, or
even when [they] are near it” because if he did so her relatives would take her away from
him forever.

Undine’s uncle tried to harm Bertalda and Huldbrand at the Black Valley, but Undine
rescued them. “After this last adventure, they lived quietly and happily at the castle. The
knight more and more perceived the heavenly goodness of his wife” and
“Bertalda...showed herself grateful, humble and timid, without regarding her conduct as
anything meritorious.” The three of them planned a trip on the Danube. One day Bertalda
was holding a necklace that was given to her as a gift by Huldbrand over the water and
suddenly a hand came out and snatched the necklace away. Bertalda started weeping and
Undine’s sweet words and beautiful gifts could not console her. Huldbrand, forgetting
Undine’s warning, exclaimed to his wife “in passionate rage: "Have you then still a

connection with them? In the name of all the witches, remain among them with your
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presents, and leave us mortals in peace, you sorceress!" “Poor Undine gazed at him with
fixed but tearful eyes... began to weep more and more...and vanished over the side of the
vessel.”

For a while Bertalda and Huldbrand lived quietly in the castle overwhelmed by sadness
and wept over Undine’s loss, but the knight’s fear of solitude and the empty castle
resurrected his old affection for the charming Bertalda and he asked the fisherman for
Betralda’s hand. The fisherman agreed and they sent a letter to the priest who had married
Huldbrand and Undine in the past. Upon getting the letter the priest hurried to the castle,
hoping that he could still prevent the evil. When he got to the castle he shared with
Huldbrand that “for a fortnight past she [Undine] has stood at [his] bedside at night in [his]
dreams, wringing her tender hands in anguish and sighing out: 'Oh, prevent him, good
father! I am still living! oh, save his life! save his soul!’” Everyone ignored the priest’s
warning and they found someone else to perform the ceremony in a few days. Before his
wedding the knight had a dream in which he witnessed a conversation between Undine and
her uncle and found out that if he “marries again and is unfaithful to [Undine], [she is] in
duty bound to take away his life." Undine’s second warning, just like the first one, did not
change the knight’s decision to marry Bertalda.

Bertalda and Huldrband got married, and before she joined her husband for their first
night together Bertalda ordered for the stone that Undine put over the castle’s well to be
lifted. A pale female figure in a white veil came out of the well and while “weeping bitterly,
raising her hands wailingly above her head and wringing them” she walked to Huldbrand’s
bedroom. The white figure opened the door and told the knight that they had opened the

well and he must die. “Her lovely face smiled forth divinely beautiful. Trembling with love
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and with the approach of death, she kissed him with a holy kiss; but not relaxing her hold
she pressed him fervently to her, and as if she would weep away her soul. Tears rushed
into the knight's eyes, and seemed to surge through his heaving breast, till at length his
breathing ceased, and he fell softly back from the beautiful arms of Undine, upon the
pillows of his couch—a corpse.” While making her way out Undine told some servants
that she had wept him to death.

On the day of the funeral “a snow-white figure was seen, closely veiled, and wringing
her hands with fervent sorrow” showed amongst the funeral procession and slowly made
her way to the front. When everyone knelt by Huldbrand’s grave the white stranger
disappeared and “on the spot where she had knelt there gushed out of the turf a little silver
spring, which rippled and murmured away till it had almost entirely encircled the knight's
grave; then it ran further and emptied itself into a lake which lay by the side of the burial-
place. Even to this day the inhabitants of the village show the spring, and cherish the belief
that it is the poor rejected Undine, who in this manner still embraces her husband in her
loving arms.”

ook
In the third section I will focus on Zhukovsky’s work Undina and 1 will specifically
discuss the way the poet builds and presents the character of Undina in a manner that is
unique in Russian literature- as a hybrid between a human soul and an inhuman essence of
a water spirit that takes the unusual role of a protagonist instead of the traditional role of
an antagonist. I will show that the uniqueness of the character is due to the fact that in
Undina Zhukovsky’s combined his ideas and dreams of the ideal female figure and his

need and hope for one, rather than simply translating from Fouqué’s work the ideas which
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were influenced by German Romanticism. I will show that Zhukovsky’s work is an original
work unique to Russian culture and literature by highlighting the differences between
Fouqué’s and Zhukovsky’s works both in form and content and by discussing Zhukovsky’s
contemporaries’ reactions to his work.

The way Zhukovsky develops the main female character in Undina is very different from
what can be seen in the works of some of his Russian contemporaries such as Pushkin and
Lermontov. Even though Zhukovsky’s work focuses on an undina and Lermontov’s and
Pushkin’s works focus on a rusalka, the general idea behind these supernatural characters
is the same. Undine is a term that appears in the alchemical writings of Paracelsus and is

3% Undine, or Undina in Russian,

derived from the Latin word unda, which means “wave.
is a supernatural female figure that is associated with water and seen as a water spirit. The
undinas do not have souls. They are beautiful girls that live in bodies of water— rivers,
lakes, seas, oceans. Some of them have fish tails. Often they come out, comb their long
hair, and using their beauty and songs lure men in.**” The undina can acquire an immortal
human soul if, according to some versions she marries a human male, and according to

308

other versions she has a child with a human male.”™ The undinas have power over water

and can change the weather. They are seen as the Germano-Scandinavian equivalent of the

Slavic rusalki.’®

3% Carole G. Silver, Strange and Secret Peoples: Fairies and Victorian Consciousness
(New York: Oxford University Press, 1999), 40.

37 Theresa Bane, Encyclopedia of Fairies in World Folklore and Mythology (Jefferson,
NC: McFarland & Company, Inc., 2013), 352.

3% Barbara F. Fass, “The Little Mermaid and the Artist's Quest for a Soul" in
Comparative Literature Studies: Vol. 9, No. 3 (University Park, PA: Penn State
University Press, 1972), 291-302 at http://www.jstor.org/stable/40246020

3% Theresa Bane, op. cit.
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According to the critics, when the Russian readers were introduced to Zhukovsky’s
Undina for a first time, they were astonished by her character and by the plot, both of which
were very unique when compared to the traditional beliefs and ideas they had about the
water spirit. The idea of a relationship between a rusalka and a human was not new to the
Russian reader. There were plenty of stories and legends about ghostly naked beauties that
called men, tempted them, made them follow them, and then played mean tricks on them,
which eventually lead to the men’s death. In Undina the reader saw a completely different
story—the rusalka came to the man in order to get married following the sacred rituals and
traditions of Christianity in order to get what is considered the most precious gift that

. 310
humans have—an immortal soul.

Undina is an embodiment of mysterious and
inexplicable otherworldly forces because of her inhuman essence as a water spirit, but also
of the pure heavenly beauty and depth of the human soul that is not susceptible to the
human flaws that come with having a human essence. Zhukovsky, unlike most of his
contemporaries and fellow male authors in Russia, does not create Undina in order to place
her into a marginalized category and to reject her as the antagonist. Zhukovsky treats
Undina—the Other—as the Other was treated at that time in many European countries,
especially Germany—as a celebration of the complexity of women, of their roles as arbiters
of morality and guardians of the hearth, and also “a representation of the new awareness

: : 311
of, and on occasion reverence for, the creative powers of women.”

*19 Tlya Vinitsky, op. cit., 45.

3! Catriona Kelly, “The ‘Feminine Pen’ and the Imagination of National Tradition:
Russian Women’s Writing, 1820-1880” in 4 History of Russian Women's Writing 1820-
1992 (Oxford: New York: Clarendon Press, 1994), 19-79.
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One could argue that this was just a consequence of Zhukovsky merely translating the
work of the German author Fouqué. However, this assumption would be wrong because
Zhukovsky’s work is an original work of Russian literature different in many aspects from
the German work. In order to illustrate this I will first discuss the already existing evidence
that Zhukovsky’s Undina is recognized as an independent work and is in many ways
different from Fouqué’s original Undine. Then I will provide my own contribution to the
already existing commentary as to why Zhukovsky’s work is an original and unique
Russian work. I argue that the uniqueness of the character of Undina is due to the fact that
in her character Zhukovsky combined his personal experiences with love and his hopes and
ideas of an ideal partner who would help him advance throughout the challenging path to
spiritual self-growth and perfection

In 1835 and in 1837 the first translated fragments of Fouqué’s Undine appeared in
"bubnmoreka s Urenus” (“Library for Reading”). At the beginning, just a few excerpts
from the first three chapters were published. Later, the whole text of the translation,
including chapters four to ten were published. Zhukovsky read Fouqué’s Undine long
before the publication of the translation. In letters from August 1816 Zhukovsky asked
Turgenev multiple times to send him a copy of Undine because he really needed it—and

95312

indeed, the book was “necessary for my Muse. In September, after asking again,

312 "Kymu mue n mockopee npuuuty "Yuauny". BechMa, Bech-Ma, 0107k, OHA MHE
oueHb HykHA" [Buy Undine and send it to me soon. You will be doing me a big favor. I
need it a lot.]

(E. V. Landa, op. cit.)

"OnsaTe NOBTOPSAI0 Mpock0y 00 YHaumHe. OHa mponaeTcs M OTAENBHO, U C IPYTUMHU
MOBECTSIMH, HAalleYaTaHHBIMK B 4-X KHIKKax mon tutynoM "Die Jahreszeiten"
(>xypHau, n3nasasmuiics @yke). Kynu s meHs Bce, ecnu Haiaeub. OueHb, OUEHb
Oyay o0s3aH. UToOBI pa33agopuTh T€0s, CKaxy, YTO 3Ta KHIKKA HyHa Moel Myse."
[Again I repeat my request about Undine. It is sold separately and with other novels
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Zhukovsky finally got a copy of Undine. In a letter from 1817 to D.V.Dashkov, a younger
friend from Moscow, Zhukovsky mentions that he is planning on translating Fouqué’s
novella not as prose, but as poetry,”'> which can be explained by a statement he makes in
his article “About the refined in art” ("O6 u3suHOM B ucKyccTBe'") where he points out
that one of the most beautiful things about poetry and translating poetry is harmony, which
disappears in prose or cannot be replaced by the harmony specific to prose.’'* For his
Undina, Zhukovsky chose dactylic hexameter, or as he called it “fairytale hexameter”
("ckazounslii rek3ametp'), and explained this choice in letters to Dmitriev and Kireevsky.
In a letter to L. I. Dmitriev from March 12, 1837, accompanied by a special copy of Undina,
Zhukovsky emphasized his fondness for the hexameter, its diversity, and the opportunity
it gives the author to write about a wide variety of subjects.’'” In a letter to Kireevsky

Zhukovsky pointed out that his “fairytale hexameter” embodies the perfect connection

printed in 4 books under the title "Die Jahreszeiten" (journal published by Fouqué). Buy
them all for me if you find them, I will very very much appreciate it. This book is needed
to my Muse.] (Ibid.)

1 Tbid.

314 "Oxma u3 TIABHEIX TpesecTeil M0331HM, O IePeBOaX BOOOIIE H B OCOOCHHOCTH O
nepeBoiaXx CTUXOB'", - COCTOUT B TApMOHHUH, B IIPO3€ OHA UCUE3AET, WK HE MOXKET OBITh
3aMEeHEeHa TOI0 rapMOHUEI0, KoTopasi cBoiicTBeHHa mpo3e.” [One of the most wonderful
things about poetry, about translation in general and in specific poetry translation of
poetry—is in the harmony, in prose it disappears, or can not be replaced with the
harmony specific to prose.] (Ibid.)

313 " o] yx mO6IMI0; 1 yBEPEH, YTO HUKAKOI METp HE MMEET CTONBKO PAa3HO00pas3ns, He
MOYET OBITh CTOJIBKO YAOOEH KaK /Uil BBICOKOTO,TaK U JJIsi CAMOTO MPOCTOro ciora. 1
HE JIOJDKHO TyMaTh, YTOOBI 3TUM METPOM, M30aBICHHBIM OT pU(M, MUCATH OBLIO JIETKO.
51 3Ha10 MO OMBITY, KaK TPYIHO. DTO BBl 3HAETE JyYIlle MEHS, YTO UMEHHO TO, YTO
Ka)KETCSI IPOCTBIM, BBINPBITHYBIIHM TPSMO M3 TOJIOBBI HA OyMary, CTOUT HauOOJIbIIETO
tpyna." [I love them (hexameters); I’'m convinced that no other meter has so much
diversity, or can be so comfortable for both the high and the low registers. And don’t
think that with this meter, having no rhyme, it was easy to write. I know based on
experience how difficult it was. You know better than I that what appears to be simple,
jumping straight from the head to the paper, is the most challenging to accomplish.]
(Vasily Zhukovsky, Ilonnoe, op. cit., 484)
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between prose and poetry.’'®

Zhukovsky said that the one who is translating in prose is a
slave, and the one who is translating in poetry is a rival.’’’” By transforming Fouqué’s prose
into beautiful harmonious poetry carrying the melodious magic of his “fairytale
hexameter”, Zhukovsky firmly stated that he is not merely a slave to the original work; he
became Fouqué’s rival who created a completely different original work that reflected not
only his identity as an author, but also his life, thoughts, feelings, beliefs, and convictions.

The two works differ not only in their form. Another main aspect in which they are
different is content. Even though in his translation Zhukovsky kept Fouqué’s main plot
line, the poet changed the way he developed some of the characters, the main one of which
is Undina. Zhukovsky skillfully used the harmony of poetry, the beauty, power, and
richness of the Russian language, and his own personal experiences to build a different
Undina—much deeper, more complex, more appealing, charming, and touching.

If the work is divided into two main parts—the beginning to the wedding and the
wedding to the end—it can be said that Zhukovsky changes and adds to Fouqué’s Undine
in each part in order to achieve a specific goal. The critics have noticed that in the first part
Fouqué’s and Zhukovsky’s conceptions of Undina differ and Zhukovsky softens Undine’s
sternness, capriciousness, and rudeness, turning her into a mischievous, spontaneous, and
stubborn child. When we meet Fouqué’s Undine for a first time before she obtains a soul

she is presented as an evil and spoiled water spirit without much emotional depth or appeal.

When the old fisherman says that Huldbrand should not tell them about the forest

1% Ty, D. Levin, “B. A. XKykoBckuit u po6iema nepeBoaHoi mo3suu” (“V. A.
Zhukovsky and the problems of translated poetry”) at
http://az.lib.ru/z/zhukowskij w_a/text 0570.shtml.

17 “nepeBounK B mpo3e ecTh pab, mepeBoIunK B cTuxax—comnepauk.” (Ibid.)
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“Undine...sprang angrily from her little stool, and standing straight before the fisherman
with her fair arms fixed in her sides, she exclaimed: "He shall not tell his story, father? He
shall not? but it is my will. He shall! He shall in spite of you!" and thus saying she stamped
her pretty little foot vehemently on the floor.” Fouqué describes the way Undine runs out
into the night as “swift as an arrow she flew from the room, and fled into the dark night.”
Later, when Undine bites Huldbrand’s finger while he is praising Bertalda’s beauty all
Fouqué says about her emotional state is that she is “appearing at the same time very

» 318
gloomy and angry”.

Zhukovsky’s Undina is not angry and she does not put her arms on her sides in a
threatening and demanding manner. The poet also takes out the repetitive command “He
shall” and the spoiled statement “This is my will.” He also takes out the adjective
“vehemently” characterizing the way Undina stamps her foot on the floor. The way he
presents the upset Undina is childishly charming. She jumps up, her eyes start shining, her
little eyebrows wrinkle and she stabs her little foot on the floor.”"”

VYcnplmasim 310, ¢ MECTa BCKOUMIIA Y HAWHA, U TJIA3KU €€ 3aCBEPKAJIH,

"HpiHue, He 3aBTpa OH JOJDKEH paccKa3blBaTh! HbIHUE, TENeps xke!"'—

Bckpuknyna ¢ cepaiieM oHa U, OpOBKH YTPIOMO HaXMYpPHUB,

TomnHyna MaTeHbKOW HOXKKOO 00 10T,

[Upon hearing this Undina jumped from her seat and her eyes sparkled,/ “No, he will not
tell us tomorrow! Now! Right now!”—/ She cried from her heart and furrowing her
eyebrows angrily/ She stomped her little foot on the floor;]

Zhukovsky also eliminates the expression “swift as an arrow” from the description of how

Undina ran away from the hut, since it carries a cold, threatening, negative connotation.

I8 E. V. Landa, op. cit.

1 Ibid.
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He uses the word “npeirayna” which means “jumped” and is a verb that implies an
. . [ . 320

impulsive, childish action.

Tyt YHauHa ckazana:

"Ecnmu OpaHUTBCSI XOTUTE CO MHOM, a TOTO HE XOTUTE

Crnenatp, 0 4yeM s MpoIly, TaK MPOLIANTE K; OJTHU OCTAaBalTECh

B Bameii ckyuHoil, [pIMHOM J1agyxkke". C cUMH CJ10BaMH
[Ippirnyna B 1Bepu OHa U B MUHYTY BO MpaKe Iporaja.

[Here Undina said:/ “If you want to fight with me, and you don’t want to/ do as I say then
goodbye, stay by yourselves/ In your boring smokey hut.” With these words/ She jumped
to the door and disappeared in the darkness.]

Zhukovsky also changes the description of the “gloomy and angry” Undine that bites
Huldbrand’s finger. He takes out the phrase “gloomy and angry” out and provides a more
poetic and beautiful description that gives Undina’s emotional state depth and
complexity—she angrily wrinkles her eyebrows and there are tears that sparkle and float
in her eyes.*”!

B 3Ty MUHYTY IO9yBCTBOBAJ PhILIAPh

CuibHy10 00J1b B OITYIIEHHOH JIEBOW PyKe; OTJISIHYBILIUCH,

Bumut on, uro YHAMHA, )KeMUy>KHBIMU 3yOKaMU CTHCHYB

[Manen emy, cepauTo HaxMypuiia OpOBKH, U B IJ1a3Kax,

SIpKO CBETUBIIMXCS, OeTaNu CIIe3KH

[At this minute the knight felt/ Strong pain in his lowered left hand; looking around,/ He
saw that Undina with her pearly teeth had bitten/ his finger, angrily furrowing her
eyebrows, and in her eyes,/ brightly sparkling there were tears]

Up to the point when Undina marries Huldbrand when the poet describes her he constantly

uses endearing diminutives such as "6poBku" (“little eyebrows™), "rnazku" (“little eyes”),

329 Ibid.
! Ibid.
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"manenpkas Hoxka" (“little foot”), and the word “child” ("muta"). Zhukovsky, unlike
Fouqué, gives the internal motivation for her mischevious actions up to the wedding: her
mischief and rebellious nature are an expression of her childishness (“Bce manocru,
HEMOKOPHOCTh—IIPOSIBIICHUE €€ ‘eTCKOM 3amanpunBocTi’”’) and her being a child is the
reason for Undina’s upsetting behavior and her inability to understand that she is hurting
others. According to E. V. Landa this metamorphosis of the Undina character, the
embodiment of the power of the elements, is related to Zhukovsky’s and Fouqué’s
contrasting views on nature and its power. The uncontrollable power of the elements is
depicted by Zhukovsky as a mischievous child who does not have the ability to understand
in a mature way love and compassion—feelings characteristic only of the human heart. For
Fouqué, in contrast, nature is indifferent to the sufferings of the human beings and he
depicts the power of the elements as merciless, evil, and sometimes destructive.’*

Landa has noted that in the second part of the work—the wedding to the end, Zhukovsky
presents Undina’s transformation from a mischievous child into an embodiment of the idea
of the ideal harmonic femininity in a much more detailed and poetic way than Fouqué.
Zhukovsky paints a much fuller deeper picture of Undina’s thoughts and feelings so the
reader can take with her every little step on her way to maturity and personal growth. He
provides many original, poetically astonishing descriptions of Undina’s internal world and
how it blossoms and turns into a beautiful rose, how it rejoices under the rays of love,
kindness, and devotion, and how it bleeds in pain and misery when she is being rejected or
hurt or she knows that she is hurting others. The critics point out that in order to represent

the full scope of Undina’s emotional wealth, and show all the colors in the palette that

32 Ibid.
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represents her feelings, Zhukovsky often uses oxymorons. Zhukovsky calls Undina “sweet

to the point of torment” (“myunrensHo-munbsiM”) and describes the effect she has on

Huldbrand’s soul as “painfully pleasurable” (“Gose3HeHHO cIaaKoo «).*>

One of the most poetically astonishing descriptions of Undina’s soul, orginal to
Zhukovsky’s work, is given on the day after the wedding when Undina shined like a
heavenly vision with the purity of an angel, the agility of a newborn, the shyness of a little
girl, the freshness of a flower, the variability of a stream. The poet concludes that Undina
was not comparable to anything; she was sweet and gentle to the point of torture—a
wonderful being—and her beauty penetrated and melted Huldbrand’s soul just like the
beauty of spring and the magic of sounds or the painfully sweet thoughts that sometimes

fill us.**

...Ho MupHoO¥# ceil )xu3HH ObLIa YO YHAWHA.

B s10M x)unmine, KyJa CyeTsl He BXOIUIIN, KAKUM-TO
PaiickuM BUIEHBEM CHsJIa OHA: YUCTOTA XEPYBUMa,
Pe3BocTh MazeHIa, 3aCTEHYUBOCTD JCBBI,

CBexecTb IBETKA. ..

CrnoBom, YHuHa ObljIa HECPaBHEHHBIM, MYYUTEIIbHO-MHUJIBIM,
UyAHBIM CO3AaHBEM; H MIPEJIECTh €€ MPOHUIIaia, TOMUIA
Hyury I'ynsOpanna, Kak npenecTb BECHbI, KaK BOJIIEOCTBO
3BYKOB, KOT'JIa MBI TaK ITOJIHBI OOJIE3HEHHO CJIAJIKOI0 TyMOH,. . .

[But Undina was the soul of this peaceful life./ In this home where vanities did not enter/
She shined like some heavenly vision: the purity of an angel,/ the playfulness of a child,
the shyness of a young girl,/.../the freshness of a flower.../In a word Undina was
uncomparable, sweet to the point of torture,/ A wonderful being; and her charm
penetrated, softened/ Huldbrand’s soul, like spring’s beauty, like the magic/ of sounds
when we’re full of such bitter sweet thoughts...]

32 Ibid.
2% Ibid.
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Zhukovsky also created the poetically wonderful comparison between the carefree way

Undina loved and the way a bird flies in the clear sky.**

Ho Yuauna nroOuna—imro0uiaa OecreuHo, KaK Ji00uT
[ITnuka, neras cpenp yucToro Heoda.

[But Undina loved—Ioved in a carefree way, the way a bird loves,/ flying in the clear sky.]

Zhukovsky also modified in a beautiful way Undina’s speech when she expresses her
gratitude to her husband Huldbrand for giving her a soul. In Fouqué’s text Undina says,
“Still, I would not retain you by deceit" while Zhukovsky’s phrase reads, “Ho oomanom/
Cepaie TBOe coxpaHHuTh oHa He xorena’ [“But with a lie/ Your heart she didn’t want to

keep”]. Zhukovsky inserts the word “heart” in his text which adds additional emotional

depth and complexity.**

W, MubIii, OTHEIHE

S ¢ gymoro HaBekH; Tebe oTHOMY OyarogapHa

51 3a Hee u Tebe x OarogapHa OCTaHyCh, KOT/Ia ThI

KvzHb He ocyauIIb MO0 Ha BeuHOe rope. Uto Oynet

C O6emuol YHINHOM, KOraa Tel MOKHUHEIIL ee? Ho oOManoM
Cepniie TBOE COXpaHUThH OHA HE XOTEA.

[And, dear one, I will have a soul forever from now on;/ For it I’ll remain grateful to you
even if you/ Surrender my life to eternal misety. What will happen/ To poor Undina,
when you leave her? But with a lie/ she didn’t want your heart to keep.]

Poetically unique and beautiful in Zhukovsky’s text are also the descriptions of

Undina’s reaction to Bertalda’s accusation that she is a witch without a soul. Zhukovsky

32 Ibid.
32 Ibid.
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paints the picture of a pure heavenly angel with heavenly innocence in her peaceful eyes

who does not know anything about the hellish evil.**’

O HeT,—YHIMHA BOCKIIMKHYJIA C YUCTHIM

He6GoM HEBUHHOCTH B MUPHBIX 04aX,—HUKOT/Ia 9apoIeHKOI

S1 He ObLTa; MHE HEBEOMO aCKOe 3110".

[Oh no—Undina exclaimed with pure/ heavenly innocence in her peaceful eyes—never a
witch/ had I been; Hell’s evil is unknown to me.]

Undina realizes that love, happiness, and joy are very similar and can not be separated, and
understanding them and learning from them requires a human soul.***

...oH (Ctpyii. - E. JI.) MHe, ynIpsIMbIii, HE BEpHUT; B O€3/1yIIHOM

Bennoit )xu3HM cBOEH HUKOTAA HE OYIET CrIocOOeH

OH NOCTUTHYTH TOTO, YTO B JIFOOBU U CTPATAHBE U PAIOCTh

Tak TUICHUTENHHO CXOAHBI, TaK OJU3KO POIHS, YTO PA3PO3HUTH

WX HuKakas CHiia HE MOXKET...

[...he (Strui), the stubborn one, refuses to believe me; in his soul-less/ Poor life he could
never be able to/ understand that love, suffering, and joy/ Are so charmingly similar, so
closely kindred, that/ No force can separate them...]

Zhukovsky’s heartbreaking descriptions of Undina’s suffering reveal even further the
richness and the depth of her emotions. Fouqué describes Undine’s disappearance in the
lake after Huldbrand’s cruel words in the following way, “Poor Undine gazed at him with
fixed but tearful eyes, her hand still stretched out, as when she had offered her beautiful
present so lovingly to Bertalda. She then began to weep more and more violently, like a

dear innocent child bitterly afflicted. At last, wearied out she said: "Alas, sweet friend, alas!

farewell! They shall do you no harm; only remain true, so that I may be able to keep them

27 Ibid.
328 Ibid.
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from you. I must, alas! go away; I must go hence at this early stage of life. Oh woe, woe!
what have you done! Oh woe, woe!"... Soon, however, she was completely lost sight of in
the Danube; only a few little waves kept whispering, as if sobbing, round the boat, and they
almost seemed to be saying: "Oh woe, woe! oh remain true! oh woe!"” Zhukovsky’s
description is much richer and deeper. He describes the poor Undina as “pale and killed
by fear” with a “fixed glance full of tears” that she placed on Huldbrand. She started
weeping like a dear, sweet child who was viciously punished without fault and spoke with
a voice, exhausted with sadness. Zhukovsky then adds that she kept crying for so long as

if she wanted to cry her soul out.**’

bnennas, crpaxoM youTas, B30p HEOABIKHBIN, HO TOJIHBIN
Cne3 yctpemuB Ha ['ynbOpannia, YHIMHA €0 CJI0Ba POKOBBIE
Caymrana; BIpyr Havaja, Kak MUJIBIH peOEHOK, KOTOPBIi

Bbu1 6e3 BUHBI )KECTOKO HaKa3aH, ¢ TSHKKUM PhIIaHbEEM

[InakaTe ¥ BOT 4TO CKa3aja IOTOM UCTOLEHHBIM OT rops
I'onocom: "Ax, MOH clafOCTHBIN ApyT! ax, IPOCTH HEBO3BPATHO!
Nx He Ooiics; OCTaHbCS TUIIb BEPEH, YTOO OBLIO MHE MOXKHO
310 ot Tebst oTBpaTuTh. HO MeHs yBOAAT; OTCIO

[Ipoub MHE TOJKHO Ha BCIO MOJIOAYIO KU3Hb... 0 MOY MUJIBIH,
Uro ThI cnenan! ax, uro Thl caenan! o rope! o rope!.."

[Tnakana, makana TUXO, IJIaKaJia J0JIro, Kak Oy/ATO BBIIIAKaTh TyIly XOTena

[Pale, stricken by fear, with motionless glance, full of/ tears focused on Huldbrand,
Undina listened to his hurtful words/ And then suddenly like a dear child who/ was
sternly punished without being guilty, with heavy sobbing/ Began to cry and said with a
voice weary with sorrow:/ “Oh, my sweet friend! Oh, farewell forever!/ Don’t be afraid
of them, stay assured that I can/ Save you from evil. But they’re taking me away./ [ have
to be away for all of my young life...oh my dear,/ What did you do! Oh, what did you

do! Oh grief! Oh grief!/ She cried, cried quietly cried at length, as if she wanted to cry her
soul out.]

32 Ibid.
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Fouqué describes Undine’s departure from the castle after she kills Huldbrand in the

following way, “‘I have wept him to death,’ said she to some servants who met her in the

ante-chamber; and, passing through the affrighted group, she went slowly out toward the

fountain.” Zhukovsky once again adds more depth to the character of Undina by describing

her as a “mute, sad shadow” that with “quiet, light steps” descended into the depths of the

fountain and disappeared.”

"4 no cMepTH ero ymiakana'", - BCTpEYEHHbBIM €10

JIronam 3a aBepbIO CKasanga YHAWHA U TUXUM, BO3YIIHBIM

[ITarom o n1BOPY, MUMO bepranbasl, MUMO CTOSBIIMX

B cTpaxe paOOTHUKOB, MPSIMO MPOIILIA K KOJIOAIY, O€3IIacHOM,

I'pycTHO¥ TeHbBIO CITyCTHIIACH B €T0 TITyOMHY U MpoIiania.

[“I cried him to death”—said she/ to the people she met behind the door and with quiet,

airy/ steps along the yard, past Bertal’da, past all the workers/ standing around in fear, she

walked to the well, and as a quiet/ sad shadow descended into its depths and disappeared.]
Another proof of the fact that Zhukovsky’s Undina must be seen as an original Russian

work, beyond the differences in the formats and the contents of the two works, is the

reactions Zhukovsky’s contemporaries had to Undina when the work came out.

Zhukovsky’s work was immediately recognized and praised by his contemporaries as an

original Russian work. The first detailed review of Undina, written by P. A. Pletnev in

Ruskii invalid, came out in April after Zhukovsky’s work was published. Pletnev was the
first one to separate Zhukovsky’s Undina from Fouqué’s Undine and to point out that they
are two very different works. Pletnev pointed out that the Russians in this case would be
much more fortunate than the Germans because Zhukovsky gave Undina a place in the

world of literature that it did not have before, which separated it from the German work

9 Ibid.
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and showed the difference between the two authors.”' Turning prose into poetry, according
to Pletnev, gave “objects” the opportunity to show their innate loveliness, to expose the
power and the glow of the images, and the flexible, true sounds related to poetry.’*?
According to Pletnev Undina owed her better existence to Zhukovsky.”> In the 1850s
Dostoevsky said that once a translation becomes an integral and eternal part of the
country’s literature, it is no longer a translation and that the Russians will never forget the
name Undina as the name of one of their original works.***

Many Russian authors and critics, such as Gogol’, Polonsky, Gertzen, Odoevsky,

Belinsky, Benediktov, Kiuhel’beker, ITazykov, Pushkin, Turgenev, and Sologub, read

331 "Me1, pycekie B 3TOM ciyuae GbUTH FOpasio cyacT/IMBee Hemies. Harn nepeBoaumk
IIOCTUTHYJI Ha3HaueHue "YHIUHBI" B Xy10)KECTBEHHOM MHPE U C TOPYKECTBOM BBEII €€
TyJa, IJIe camas ujies yKa3blBaja eif MecTo: 00CTOATENbCTBO, HABCETAA PAa3lyunBIIIEe
HEeMEINKYI0 "YHIUHY" ¢ pyCCKO U yOeTUTENbHO MOKA3aBIIee PA3HUILY MEXIY ABYMS
noatamu." [We, Russians, in this case are much more fortunate than the Germans. Our
translator established the significance of Undina to the world of art and brought it there in
triumph, to the place where the very idea pointed her position: a circumstance forever
separating the German Undine from the Russian one and convincingly showing the
difference between the two authors.] (Ibid.)

332 “naBana "mpeameram" BO3MOXXHOCTb BBISIBUTH UX '"HAUISKAIIYIO 3aKOHHYIO
KHUBOCTb... CHITy U O1ecKk 00pa30B, THOKUE, BEPHbIE, HEPA3IyUYHBIE C TOITHUECKON naeen
3Byku" (Ibid.)

333 "Ecnim dyke He uyBCTBOBAM BO BCEM 3TOM HYXIBI JUIS cBOeH "YHAMHBL", OH
HEIOCMOTpEJI B HeH JTydIIuX CTOPOH... JKyKOBCKOMY OHa 00s3aHa JIyqIHNM
cymectBoBanueM." [If Fouqué didn’t feel the need for this for his Undine, he overlooked
her best sides...She owes her best existence to Zhukovsky.] (Ibid.)

3% «“"Korma BbI untaete "YHauHY"... - BbI untaete JKyKOBCKOTO, BbI IUICHACTECH
KykoBckuM, - nucan oH B cratbe "JKykoBckuil 1 pomanTu3M”...Korna nepeBosg
CTaHOBUTCS BEYHBIM JJOCTOSIHUEM JIUTEPATYPhI, OH MIEPECTaeT yke ObITh
nepeBogoM...ITycTs B apyrux nureparypax ectb cBos "YHAUHA," cBoW Hanb u
Hamaanumu...pycCKue HUKOTa HE 3a0yIyT CBOMX, PyCCKHX MPOU3BEICHUI, U
o3arnaBieHHbIX 3TuMHU uMeHaMu." [When you read Undina—you read Zhukovsky, you
are captivated by Zhukovsky,— he wrote in the article “Zhukovsky and
Romanticism”...When a translation becomes an eternal virtue of literature it stops being
a translation...Let other literatures have their Undina, their Nala and Damayanti...the
Russians will never forget their own Russian works by these names.] (Ibid.)
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Zhukovsky’s Undina and were influenced by the work in different ways. For example, the
famous Romantic poet Nikolai lazykov wrote a poem called “Undina” in which he
proclaims that reading Zhukovsky’s Undina is a way to cure the main character from his
dark thoughts ("mbicau uepubie"), to make him feel refreshed, full of strength and peace,
and to make his sad day look like a short dream.**”

...uutaii XKykosckoro "YHauny":

OHa T1e0s 3aiiMET U OCBEIKHT; Thl B HEH

OTtpany BepHYIO Haiiienb cede CKopeH.

Twl Oyenib MOJIOH CUJT ¥ TUIITMHBI BHICOKOH,

Kakux He gact Te0e HU TBOW pasrysl IUPOKOH,

Hu necHst roHOCTH, HU Yanl 3a31paBHbIN 3BOH,

Y 6GbL1 TBOM TPYCTHBI IeHb KAK OBICTPOJIETHBI Com!>>°

[...read Zhukovsky’s Undina:/ She will captivate you and refresh you; in her you/ will
soon find true joy for yourself/ You will be full of strength and lofty silence,/ Which won’t
be given to you either by broad carousal,/ or by the song of youth, or by the cheering cling
of glasses,/ And your sad day would become a quickly-passing dream.]

In "JluteparypHusie u xureiickue BocnoMuHanug" (“Memoirs about literature and life”)
written a few decades after the publication of Undina, Turgenev tells about a gathering he
attended one evening at Pletnev’s house, shortly after the publication of Undina. Pletnev
talked about it, along with “The Government Inspector,” as new works of literature that
just came out and were worth everyone’s attention. It is unclear whether Turgenev had read
Undina then, but it is clear that by 1840 Turgenev had read Undina and knew a few
passages from it. When Turgenev was in Rome and he saw the marble statue of St. Cecily

he recited a few lines from Zhukovsky’s poem “Crapunnas nosects” (“Ancient Tale”),

with which Undina starts.>*’

333 bid.
330 Nikolai Iazykov, “Yumuna” (“Undina”)
37TE. V. Landa, op. cit.
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U IlpenecTu sBICHBEM 110 IIPUBBIYKE
JIroOyercs, KaK BCTaph, AyIIa MOSL.

[And my soul relishes the appearance of Charm/ as it used to before.]

Later in his life Turgenev was still very fond of Undina and asked for the newest copies to

be sent to him.***

In the ninth book of Omeuecmsennvie 3anucku Belinsky included the
second article from his cycle of articles “Essays of Alexander Pushkin.” ("Counnenus
Anexcanapa Ilymkuna") in which Belinsky talked about the great impact European
Romanticism had on Russian poetry and on Zhukovsky’s work. According to Belinsky
Zhukovsky “brought Russian poetry to life using Romantic elements, made it accessible
for the public, gave it the opportunity to grow and develop, and without Zhukovsky we
[the Russians] would not have had Pushkin”.*** Belinsky defined Undina as one of the
most Romantic works of Zhukovsky’* and emphasized the skillful way in which
Zhukosvky combined the fantasy world and the real world and at the same time revealed
some of the deepest and most complex secrets of the heart.**!

The destiny of Zhukovsky’s Undina is unique for the history of translated literature in

Russia—for more than 150 years that have passed since Zhukovsky translated Undine, no

one has tried to translate Undine again even though each foreign work that was well

3% Tbid.

339 M0 lyXOTBOPHB PYCCKYIO I093HI0 POMAHTHYECKHUMH SIEMEHTAMH, CACTIAN ee
JOCTYITHOW 7151 OOILECTBa, Aajl € BO3SMOXKHOCTH pa3BUTHs, U 0e3 JKyKOBCKOro MbI HE
umenu 0b1 [Tymkuna.” (Ibid.)

340 1o 1HO M3 caMbIx pomanTHyeckux ero npousseaenuii” (Ibid.)

M gak HCKYCHO HAIIl TO3T YMEJI CIIUTh (PAHTACTUYECKHI MHP C JACHCTBUTEIHHBIM
MHUPOM U CKOJIBKO 3allOBEIHBIX TAliH cep/iia yMel OH pa3o0JladyuTh M BBICKAa3aTb B
TakoM ckazouHoM npousBeneHun." [how skillfully did our poet unite the world of fantasy
with the real world and how many secrets of the heart was he able show and express in

this work.] (Ibid.)
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received by the Russian public was translated more than once and each translation carries
a different interpretation according to the way the author reads the original and the new
requirements of the art of translation. However, as Landa puts it, there is no need to
translate “your own” original work.>*

I have discussed what the critics have pointed out as the reasons why Zhukovsky’s
Undina should be seen as an original and unique work of Russian literature. I believe that
another reason why Undina may be regarded as a unique work of Russian literature (and
which to the best of my knowledge has not been discussed in criticism up to now), can be
found in the way Zhukovsky created and developed the character of Undina. What makes
Undina unique is the fact that she reflects Zhukovsky’s own personal desires and wishes
in regard to a female partner, combining many of the characteristics that Zhukovsky’s
beloved women—Masha, Alexandra, and the thirteen-year-old Elizabeth—had.
Zhukovsky chose Undina to be the eternal guardian of those characteristics that left an
everlasting impression on him—the characteristics that fostered his love for these women
and that served as a guiding light helping him advance on the path to spriritual self-
perfection and to God.

Undina’s similarities with these women becomes one of the reasons why Undina is able
to be the talented author of a tale for herself and her husband Huldbrand. This tale ends
with a Zhukovskian “happily ever after”: despite all hardships and challenges Undina and

Huldbrand are reconciled in the end. Through their mutual love and support, the partners

serve as each others’ guiding light on the shared quest to moral life and spiritual self

342
“He MOSBIISUIOCH MOTPEOHOCTH B IIEPEBOJIE ‘CBOETO,” ‘OPUTMHAIBHOTO MPOU3BEACHUS

[there’s no need to translate “your own’ ‘original work’] (Ibid.)
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perfection and are able to reach God and Heaven together—something that Zhukovsky had
not yet at that point had the opportunity to experience. When he wrote Undina in 1837 he
still had not found his ideal partner who would be given the sacred title “wife”, his Undina
who would save him from the gloomy thoughts about eternal loneliness and would make
him dream about the future and not about the past.

At that point, the poet had had just one brief interaction with the thirteen-year-old
Elizabeth and did not even think that six years later they would meet again and he would
see in her his future wife who was in a way different than the women he had loved before.
This brings us to the other reason why Undina was able to have her Zhukovskian “happily
ever after” with Huldbrand—the fact that she is also different in a significant way from
Masha and Alexandra. Her difference lies in the fact that she seems to Zhukovsky to be
both earthly and heavenly. The earthly-heavenly dichotomy in which Zhukovsky saw and
described the women in his life—Masha, Alexandra, and Elizabeth—is expressed through
the human-inhuman dichotomy in Undina. Undina’s perfection comes from the fact that
she represents a unique combination of both human and inhuman characteristics that
complement each other and make her ideal. As discussed before, both Masha and
Alexandra for Zhukovsky represent the distant, unreachable heavenly realm—one is an
angel and the other one is a goddess, and this is why they could never be life-long partners
for Zhukovsky. Unlike them, the nineteen-year-old Elizabeth, like Undina, seemed to
Zhukovsky to combine the earthly and the heavenly, the human and the non-human—a
“heavenly vision and bright spirit that descended on earth.” This is why she and
Zhukovsky, just like Undina and Huldbrand, could complement each other and serve as

each other’s lights and reach their Zhukovskian “happily ever after.”
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In October 1835 when he was translating Undine, Zhukovsky was thinking about the
past, about his youth, and about what was and would never be again. He was once again
overwhelmed by a melancholic longing for the ideal female figure that he had been looking

for for so long. “For the heart the past is eternal”* was what Zhukovsky carved on a

344

picture.”™ The fact that Zhukovsky was thinking about the past can be seen in the poem

“Crapunnas noBects” (‘“Ancient Tale”), which is original to Zhukovsky’s translation and
with which Undina begins. In the poem the author remembers the golden times when he
had wonderful visions, his soul was blossoming with poetry, and the genius of inspiration
flew to him with good news. These golden times passed and the known world showed its
earthly face. However, the poet still keeps a sweet remembrance of the Dream singing to
him and his soul still adores what used to be wonderful in the past.

beiBanu qHU BOCTOPKEHHBIX BUJICHUM;
Mos nyma nmos3uei usena;

Ko MHe 5ietan ¢ BecTsIMu 4yAHbIN I'eHUN;
[Ipupona Bcst MHE mecHUIO ObLa.

OHo npo1o, To BpeMsl 30J10TOE;

C npupoab! CHAT Maru4ecKUii BEHELL;
CBeT y3HaHHBIN CBOE JIULO 36MHOE
Pazobnaunin, u npu3pakaM KOHE.

Ho o Meute, Kak 0 BeCEHHEM IITHYKE,
[IeBaBiell MHE, ¢ yCnaa0i IOMHIO f;
W IlpenecTu siBICHBEM 110 IIPUBBIYKE
Jlrobyercs, Kak BCTaph, AyIIa MOsL.

343 4
344

st cepaua mpoieaiiee Be4Ho"
E. V. Landa, op. cit.
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[There were days of lofty visions;/ My soul was blossoming with poetry;/ A wonderful
genius was flying towards me with news;/ All nature was a song to me.// This time
passed, this golden time;/ The magical crown was taken away from nature;/ The known
world showed its earthly face/ And the phantoms came to an end.// But the Dream like a
spring bird,/ Singing to me I joyfully remember;/ And my soul relishes the appearance of
Charm/ As it used to before.]

It is not surprising, then, that Zhukovsky was thinking about the women from his past—
his niece Maria, the Empress Alexandra Feodorovna, and the thirteen-year-old Elizabeth
Reuntern who he had just met for the first time, and that some of their charactertistics that
left a lasting impression on Zhukovsky can be seen in Undina. As mentioned before, when
Zhukovsky first met Elizabeth in 1833 she was a thirteen-year-old child who impressed
Zhukovsky with how impulsive, pure, and emotional she was. This strong impression that
Elizabeth left on the poet might be the reason for his decision to, as shown in the previous
section, transform the character of Undina before the wedding from Fouqué’s cold, cruel,
and spoiled water spirit into a mischievous, spontaneous, and emotional child. As
mentioned earlier, the episode that Zhukovsky particularly remembered from his fist
interaction with the young Eliabeth was the way she threw her arms around his neck and
pressed herself against him with “such unusual tenderness” that he was shocked. Undina
behaves in a very similar way when Huldbrand finally finds her after she runs away from
the fisherman’s hut into the night—she unexpexctedly wraps her arms around the knight’s

neck and starts kissing him and caressing him.
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OHa K, TPUIIOAHSBILUCE,
Pyxu BKpyT 11€u ero 00BHJIa U €TI0 IIOHEBOJIE
Psanom ¢ coboit mocaguiia.

[She lifting herself up,/ wrapped her hands around his neck and made him/ sit next to
her.]

A similarity can be seen between the way Zhukovsky felt when he removed himself

from the world in order to be able to serve Alexandra and her family, and the way

Huldbrand felt when he started living with the old fisherman, his wife, and Undina in the

hut completely isolated from the rest of the world. As mentioned before while serving

Alexandra and her family Zhukovsky realized that he was no longer living for himself and

he had removed himself from the world. The Fair Lady’s proximity and the ability to

communicate with her and obtain her trust were her devoted knight’s biggest reward and

made him feel happy and appreciative of this blissful isolation. After the storm and the

flood it becomes impossible for the knight Huldbrand to leave the island and he has to live

with the fisherman and his family. With his feelings for Undina growing stronger every

day, Huldbrand cannot separate himself from Undina, and she becomes a part of his every

thought and feelings.

C Hero OH cTaj HEPa3IyyeH; ¢ KaXKJ00 MBICIIbIO,
C Kax/1bpIM YyBCTBOM CJIMJIACh Y HIMHA.

[He became inseparable from her; with every thought/ With every feeling Undina was
united. |
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The knight started looking with joy at the stream that was getting wider and thus pushing

the island further and further away from land and from the world he used to know. It

seemed to the knight that the world had ended for him, and his heart was filled with light,

calmness, and peace. Life in isolation was sweet and his heart felt at home.

311ech JKUBETCA CIIAKO, 3[IECh CEPIIy OyAeT MPUIOTHO.

BcnomMHUB Takyro MUHYTY, KOT1a O4apOBaHHON AyMOM

Tb1 0OHMMA O€3BIMEHHOE, TAMHOE CYACTHE 3EMHOE,

Tol, ynTaTenb, HOWMEIb, YTO AOJDKEH ObLIT YyBCTBOBATh PHILIAPH,
Bapyr noceauBmucs B 3TOM Ipeaese, 1ajleKo OT CBETa.

YacTo OH C paloCThIO TAWHOM CMOTpEII, KaK IOTOK, CBUpEIes,

JleHb 0TO JHS pacIIUpSIICS, U OCTPOB BCE JaJI€ U Jaje

B mope Bxoaui, pasityyaics ¢ TBEpIOH 3eMIIEI0; Ka3alloCh,

Mup xoHyaiics 3a HUM. Ha cepane peinaps ctaao THXO0, CBETIIO U JIETKO.

[Here life is sweet, here the heart will be comfortable./ Remembering this moment, when
enchanted by thoughts/ you embraced the nameless, secret earthly happiness,/ You, reader,
will understand what the knight must have felt/ Suddenly moving to this area, far away
from the world./ Often with secret happiness he watched how the stream, angrily/ got
bigger every day and the island went even further away/ into the sea, separating from land;
it seemed/ that the world ended beyond it. But the knight’s heart became quiet, bright, and
light.]

Another way in which Undina is similar to Alexandra is the lofty mission given to them by

God. As mentioned before, the poet praised Alexandra’s lofty mission as the Empress of

Russian in the poem “To the Portrait of Alexandra Feodorovna.” In Undina, Huldbrand is

convinced that Undina was not born for a “low fate” and he believes that it is not simply a

coincidence, but God’s will.

MHuunock emy, 4to YHIWHA ObUTa POXKACHA HE I HU3KOU
Jonu; 1, CJI0OBOM, OH BEPHJI, UTO BCE TO HE CIy4ail, a 00xuit
[Ipomsicen ObLIO.
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[It seemed to him that Undina was born not in a low-class family/ and; he believed that
this is not a coincidence, but God’s will.]

Undina’s association with light and angelic, heavenly qualities is one more way for
Zhukovsky to intertwine his beloved women with her character. The poet describes Undina

1**, and the angel of goodness.”*” As

as shining like a heavenly vision®*, a heavenly Ange
mentioned before in the poem “Ilecus” [“Song’] Zhukovsky calls Masha his “friend” and
his “guardian angel” and later in the last poem dedicated to her he calls her a “quiet angel.”
Elizabeth is also seen as a heavenly vision and a bright spirit. Undina is also “gentle and
sweet to the point of torment” and a wonderful being that he can’t compare to anything
else,’*® which greatly reminds one of the gentle and smart Masha who would would know
the value of family happiness and would not be interested in society distractions, of the
grand magnitude of Alexandra’s love, which carries holy peace and joy, and of the peaceful
and loving goodness of the Madonna Elizabeth.

In her sorrow and suffering Undina reminds one a lot of Masha. As discussed before,

the last poem Zhukovsky dedicated to his niece, who had recently passed away, carries his

3% B atom JKUJIMILLE, KY/1a CYEThl HE BXOJWJIN, KAKUM-TO

Paiickum BHIEHBEM CHslJIa OHA: YUCTOTA XEPYBUMA,
[In this home where vanities did not enter, like some kind of/ paradisal vision she was
shining: the purity of cherubim]
% 11 ec Ha3BIBAIM HEOECHBIM AHIEIOM, JOUKOI POIHOIO
[And they called their dear daughter heavenly Angel]
47 anren 106pOTHI
[angel of goodness]
% CrnoBoM, VHarHA GblTa HECPABHEHHBIM, MYUHTEILHO MHIIBIM,

UynHbIM CO30aHbEM

[In one word, Undina was unique, sweet to the point of torture,/ Wonderful being]
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deep pain and sorrow, the eternal remembrance of her last sad glance full of feelings that
reminded him of the dear past.

TeI Ipe10 MHOIO
Crosina TuXo.

TBOM B30p YHBLIBIN
bbL1 110J10H 4yBCTBa.
OH MHE HaITOMHHII

O MWIOM NPOILJIOM. ..
OH ObLT OCNIEeTHUI
Ha 3nemHem caere.

[In front of me/ you quietly stood./ Your sad glance/ Was full of feelings./ It reminded me/
About the dear past.../It was the last one/ In this world.]

When Huldbrand, blinded by anger and rage, offends the sweet Undina on the boat and she
realizes that she will be forever taken away from him and brought back to the depths of the
sea, her last glance is fixed on the knight, and full of tears.

B30p HEMOJABUKHBIN, HO TIOJIHBIN
Cne3 yctpemus Ha ['ynsOpanna,

[A stare that was fixed, but full/ of tears she gave to Huldbrand]

As preiously discussed in his poem Zhukovsky describes Masha’s grave as heavenly
peaceful place under the quiet night sky and stars where all earthly remembrences and holy
thoughts about heaven are kept.

TBos Moruia,

Kaxk paii, ciokoiina!
Tam Bce 3eMHBIC
BocnomuHaHbs,
Tam Bce CBATBIC

O HeOe MBICIIH.
3Be3npI HEDEC,
Tuxas HOYB!..

[Your grave/ Is peaceful like heaven!/ There are all the earthly/ Memories,/ There are all
the holy/ Thoughts about heaven./ Stars of the sky/ Quiet night!...]
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Undina’s last resting place is very similar. At Huldbrand’s funeral Undina turns into a
stream that circles around Huldbrand’s grave and empties into a bright lake. For many
years people believed that the stream around the knight’s grave is his wife Undina—good,
faithful, and forever united with her beloved even in the grave.

...IIpO3paYyHbIi

Kitou; cepeGpucTo BUsICh, OH Briepe] MpoOupaics, IoKyaa

Bceii He 00BHII MOTHIIBI; TOTa PYYEHKOM MOOEkKal OH

Jasie u 6pocuics B CBETIIOE 03epO ONMIKHEN TOJIMHEI,

... py4el TOT YHIuHA,
JloGpasi, BepHasi, cliuTasi ¢ MIIBIM U B rpobe YHIUHA.

[a transparent/ spring; crawling like silver it started going forward,/ until/ it surrounded
the grave; then as a stream it went further/ and emptied into a bright lake at the nearby
meadow.../ the spring is Undina,/ The good, faithful, forever-united with her beloved in
the grave Undina]

Just like Masha’s grave, Undina’s grave is quiet and peaceful. The spring circling the grave
represents the union between the spouses’ earthly memories and their holy thoughts about
the heavenly joint existence of their souls beyond the earthly grave.

Thus far I have argued that Undina combined many of Masha’s, Alexandra’s, and
Elizabeth’s characteristics that Zhukovsky loved and cherished. Now I will show how she
was different from Masha and Alexandra and similar to the nineteen-year-old Elizabeth.
Undina’s perfection comes from the fact that she represents a unique combination of human
and non-human characteristics that complement each other. Undina’s essence is not
human—she is a water spirit. She explains to Huldbrand that there are beings that look like
humans, but are not human. Some of those beings live in the silver water where the sun,

the moon, and the stars shine through, where one can see the beauty and glow of corals,

where one walks on a soft carpet of sand. Those beings are much more beautiful than
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people, and often fishermen, upon seeing one, throw themselves in the water to follow it.
These beings are called undinas and she is one of them.

Cnymait. Ter nomkeH

3HaTh, YK Ha JieJie y3HaJ Thl, YTO €CTh HA CBETE CO3/IaHbs,
Bam nogo6HbBIe BUOM, HO C BaMU Pa3IMYHOTO CBOMCTBA.
Penko ux Bugure BHI. ..

...JIOHO MOPEH, 03€p U PYyUbEB HACEIISIIOT

Hyxu Beceinblie Boa. [IpekpacHO U BOJIBHO KUBETCS

Tam, 110/ 3BOHKOKPHCTAJIBIIIMU CBOAAMHU; HEOO U COJHIIE
CBeTAT CKBO3b HUX; U HEOSCHBIE 3BE3/1bI Ty/1a IPOHULIAIOT;

Xutenu cTpaH BOISHBIX 000JIBCTUTEIHLHO MIJIBI, IPEKPACHEH
Campix mozeii. Ciydanock He pa3, 4TO phlOaK, MOATIISAEBIIN
JleBy MOpCKYIO - KOrJa, U3 BObI IOABIMAJICSA TalHO,

[Tena ona u kadanach Ha 36I0KOW BOJIHE, - IIOBEPTAJICs

B xnagnyro Biary 3a Her0. YHIUHAMU YyAHBIEC OTU

JleBbl cnbIBYT y Jiozei. U, apyr, Tel Teneps npea co0oro

B camom nene Buaumbs YHIuHy"

[Listen, you must know that there are beings in the world/ that look like you, but have
different characteristics./ You rarely see them... the bottoms of the seas, lakes, and streams
are inhabited/ by the joyful water spirits. Wonderfully and freely one lives/ there under the
crystal arches; sky and sun/ Shine through them; and the heavenly stars penetrate
there;/...The inhabitants of the water land are temptingly nice, more beautiful/ than people
themselves. It happened more than once that a fisherman, when seeing/ a water maiden—
when she secretly emerged from the water/ singing and riding the waves,—he threw
himself/ in the cold moisture after her. These marvelous maidens are called Undinas/ by
people. And, friend, you right now, in front of you/ In fact see Undina.]

Undina reveals that even though these beings are superior in their appearance, much
happier and carefree than people, there is one very important thing that humans have and
they do not—a soul. This is why after they die they are lost like ghosts. People’s souls
continue into a better world after their earthly death, while the undinas, since they do not
have souls, cease to exist althogether.

BI/IIIOM Hapy>KHbBIM MBI TO KC, YTO JIFO[IH, OBITH MOXKET U JIy4uie,
Hexenu JJFOAW; HO ¢ HaMHU HE TO, YTO C JIFOABMH, ITIOKKU A
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KuzHb, MBI BAPYT NponagaeM, Kak Mpu3pak, U TEJIOM U TyXOM
['uOHeM BIIOJIHE, ¥ CaMBIil HAIll CIIE]] KCUe3aeT; U3 mpaxa

B nyumnyro )HU3Hb IEPEXOIUTE BbI; @ MBI OCTAEMCS

Tam, rae xunm, B BO3AyXe, UCKPE, BOJIHE U NIBUIMHKE.

Hawm aymm He naHo; moka npoaoJiKaeTcs Halle

3neck ObITHE, HAM CTUXUU MTOKOPHBI;, KOT/Ia K YMHUPAeM,

B ux mepexoaum Mbl BlIacTh, U OHU HAC B MHUT UCTPEOIISIOT,

[In our appearance we have everything that people have and perhaps even better/ than what
people have; but we are not like people; leaving/ Life we suddenly disappear like a ghost,
both physically and spiritually/ We completely die, and our trace disappears; from dust/
you go into a better life; while we remain/ where we lived, in air, in a spark, in a wave and
in a speck./ We are not given a soul; while our life here lasts/ we control nature; when we
die/ We surrender to nature’s power, and it destroys us immediately.]

This is why Undina’s father sent her away when she was child hoping that she sould be
able to get a soul, even though he realized that with having a soul comes grief and sorrow.
The only for them to get a soul would be through an intimate union with a beloved human.
MtHe, m00uMOiA, eIMHCTBEHHOH 104epH, YTy KUBYIO

JlaTb moxenain, XOTsl OH U BEaJl, YTO C HEIO ¥ rope

(Bcex omapeHHBIX TyLIO YJEI) MEHS HE MUHYET.

Ho nyma He nHave naHa OBITh HAM MOXET, KaK TOJIBKO

TecHbIM COI030M JIIOOBHU C YEIIOBEKOM.

[To me, his only beloved daughter/ wanted to give a living soul/ even though he knew
that with it sadness/ (The lot of everyone gifted with a soul) Will not pass me by./
However, a soul can not be given to us in any other way, but/ only through an intimate
union of love with a human.]

Undina needed a partner to complement her, a light that would guide her and help her
advance on her quest to spiritual self perfection and God—a light that would make it
possible for her heavenly features and characteristics to come out of the darkness and shine
through. The same idea can be seen in Zhukovsky’s poem dedicated to his wife Elizabeth

discussed earlier, in which he says that he wants to be a lamp in front of the altar of the

Madonna—Elizabeth—and illuminate her heavenly features. Huldbrand becomes
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Undina’s light by entering the sacred union of marriage with her and thus giving her a
human soul, for which Undina is eternally grateful to him and in return for what she gives

him her uconditional love.

W, Mublii, OTHEIHE
S ¢ gymoro HaBekH; Tebe oJHOMY OiarogapHa

[And dear from now on,/ I have a soul forever; I am grateful to you alone.]

Having a human soul transforms Undina. From a mischievous, unpredictable, spontaneous

child, she becomes a calm, submissive wife and a pure, heavenly gentle and sweet being.

KpoTkoii, MOKOpHOI1 KeHOI0, X0351iKOI 3a00TINBOI, B TO ke
Bpewmst 1eBCTBEHHO YUCTHIM, O0KECTBEHHO MHUJIBIM CO3/IaHBEM.

[Calm, obedient wife, hard-working housewife, at the same time/ a pure, heavenly sweet
being.]

Once she obtains her human soul, Undina becomes Huldbrand’s light guiding him on
his quest to moral living and the salvation of his soul, since Huldbrand, even though he has
a soul, is human and thus is subject of the flaws that come with human nature. Undina’s
essence still retains something not human, which means that she is not susceptible to the
flaws that come with being a human, such as cruelty, selfishness, temptation, injustice,
anger, and jealousy. Undina’s “sweetness to the point of torture” and her heavenly
perfection come from the fact that her inhuman essence lets the beauty of the human soul,
which is sometimes suppressed in humans by their flawed nature, shine through.

Huldbrand, when lovingly looking at his wife, was convinced that, no matter whether she
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got her soul from him or not, her soul was the most beautiful one, the world has never seen
such a soul, and his wife is like a heavenly angel.

Poiaps ¢ rimyGoKHM 9yBCTBOM JIFOOBH CMOTpEN HA YHIUHY.

"MHO10 J1b, - OH ymall, - JaHa €l JAyla Wb HET, HO NPEKpacHen

Droii mymu He ObIBANIO Ha CBETE; OHA KaK HeOecHbI AHren".

[The knight with deep love was looking at Undina./ “Whether her soul—he thought-—
was given to her by me or not a soul more wonderful than hers/ has never existed in this
world; she is like a heavenly Angel.”]

Undina, unlike Huldbrand and Bertal’da, cannot understand or possess any human flaws.
Upon finding out who her real parents were, the proud and spoiled Bertal’da screams with
anger and malice that such lowly and poor people, such beggars like the old fisherman and
his wife could never be her parents, and accuses Undina of being a witch and a liar.
Bertal’da also condemns Undina as a cold ghost and as something that is distant to humans
and their human soul.

TO OBLIO TOHATH €1

TpynHO, Kak MOT OH JIACKAThCSI K TAKOMY CO3[1aHbI0, B KOTOPOM

(ITocne Toro, uto bepranbie cama pacckaszana YHINUHA)

Bunencs et He )KMBOM YEJIOBEK, a KAKON-TO XOJIOJHBIN

[Ipuspak, 4T0-TO HE3ACIUIHEE, YTO-TO YYXKOE JTyIIE YEIOBEKA.

[it was difficult for her to understand/ how could he love such a being, in which/ (after
what Undina herself told Bertal’da)/ She didn't see a living person, but a cold/ Ghost,
something not from this world, something that is alien to the human soul.]

Another flawed aspect of Bertal’da’s human nature is the fact that she resurrects her old
feelings for Huldbrand despite the fact that he is married to Undina, and she becomes

Undina’s rival despite the fact that Undina has been nothing but kind, loving, and forgiving

towards her. Huldbrand, a flawed human like Bertal’da, lets his burning love and passion
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for his wife Undina die and opens his heart to another woman, Bertal’da, despite the fact
that his wife is still living and has given him her unquestionable love and devotion.
MaJIO-TIOMaJIy PhIIaph HAII CEPALIEM

Cran ot YHIUHBI Janek u 0130k Kk bepranpae

[Little by little, our knight’s heart/ started moving away from Undina and closer to
Bertal’da.]

Upon witnessing Bertal’da’s cruelty, anger, pride, and injustice, Undina, “like an angel
who had suddenly lost heaven,” in a state of extreme internal turmoil and confusion,
exclaims, “Do you have a soul?”

a YH/MHA, KaK aHrel, BAPYT yTpaTUBIINN HEOO,

bnennas, B ctpaxe BHE3aTHOM, HE BEMIasl, UTO C HEU

Henainocs, Bes Tpenetana. "Onomuuck, bepransaa! bepranpaa,

Ectb 1 gyma y te64?" - oHa moBTopsiia,

[And Undina, like an angel, who had suddenly lost heaven,/ Pale, in fear, not
understanding/ what was happening to her, was whispering. “Come to your senses,
Bertal’da! Bertal’da,/ do you have a soul?”—she repeated.]

She also declares that people are stange and she did not know about people’s customs,
about their wild cruel way of thinking, and these things would never be known and
understandable to her.

"Bbl cTpaHHbIe 104!

Ax, 60xe! TOHBIHE

51 o Bamux oObIYasix, BameM 0€3yMHOM, KECTOKOM

OO0pa3se MbIciIell HE 3HAJIA, ¥ X HUKOT 1A HE Y3HAaTh MHE.

[“You’re strange people!/...Oh, God! Up to now about your traditions, your wild, cruel/
way of thinking I didn’t know, and they will always be incomprehensible to me.]
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Huldbrand’s inability to see beyond the surface of Undina’s inhuman essence pushes
him further away from her and closer to Bertal’da who he thinks he is of the same kind as
he.

Cne3bl ee 3acHYBLIYIO cOBecTh ['ynbOpana, a npexxHen

B Hewm mo6BH yxe poOyIuTh HE MOTIIH, KaK MOPOI0

XKanocts ero k YHIMHE BJIEKIIA, a y’Kac HEBOJIBHO

IIpous orrankusai, cepaue K CTpeMuwIo K bepranbsae, co3nanbio

C HUM OJTHOPOJAHOMY...

[Her tears could no longer awaken Huldbrand’s sleeping conscience nor his/ previous love,
as at times/ his pity drew him to Undina, but horror unconsciously/ pushed him away, his
heart strove toward Bertal’da, a being the same as him...]

Huldbrand fails to recognize that the non-human element in Undina does not make her
monstrous, but heavenly and angelic. This is the beginning of his downward spiral of
rejection, anger, confusion, and temptation. In Zhukovsky’s world, such immoral existence
would have caused Huldbrand to fail on his quest toward spriritual self-perfection and to
ultimately reaching the Heavenly Father, and his soul would have been lost forever in
darkness and sin. However, Undina, as a true partner worthy of the sacred title “wife,”
recognizes that Huldbrand needs her help and her light in order to continue on the right
path.

Undina makes multiple attempts to save the knight. At first she wants to save both his
body and his soul by trying to prevent his physical death. The first such attempt is when
she begs him to not express anger towards her when they are close to a body of water
because her relatives would pull her back to her underwater home and she would never be

able to return to him. If she ever were to return to him, it would mean his death. Despite

her warning, Huldbrand cannot control his anger and malice and offends his wife while
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they are on the river calling her a witch and a devilish creature and wishing that she would
die and leave him and Bertal’da in peace.

Ho prittaps B OemieHcTBe KUHYIICS K HEH, 0)Kepesbe

BeipBau, mBsIpHya B JlyHail 1 BOCKIMKHYJI: "Thl ¢ HUMHI

Bce emnie Boauib 3HaKOMCTBO, JiykaBas TBaphb! [Iponanu Tb1

Bwmecte ¢ cBOMMU mogapKkamMu, BMECTE C CBOCIO POJIHEIO!

Crunb, yapojeiika, OT HaC ¥ OCTaBb Hac B mokoe!.."

[But the knight in his rage leaned towards her, the necklace/ tore away, threw it in the
Danube and exclaimed: “You still/ have contact with them, you cunning being! Go away
you/ with your gifts and with your relatives!/ Go away from us, you witch, and leave us
in peace.]

This is when Undina is forever taken away by her relatives and despite the burning pain
and the devastating sorrow that she feels, she again tries to save her husband by asking him
to stay faithful so the evil can be prevented. After some time Huldbrand starts fearing
loneliness and decides that he would marry Bertal’da. The knight makes that decision
despite Undina’s warning and despite the old fisherman’s warning that his wife might be
still living and even if she is not, it is a great sin to replace her with the woman who was
partially guilty for her early death. Undina makes another attempt to prevent her husband
from commiting a sin through the old priest Lavrentii who married them at the old
fisherman’s hut. She comes to the priest in a dream crying and says that she is still living
and the priest has to prevent the wedding from happening and save the knight’s body and
soul. Lavrentii says:

a BaM 5 CKaXXy, YTO C HEJaBHUX

[Top oHa o HOYaM Hauyana MHE SBISATHCS: IPUXOIUT,

[Tnayer, nomaeT pyKku, B3AbIXa€T U BCE TOBOPUT MHE:

"YecTHBIN OTEIl, YAEPKH ThI €T0; 51 ’KUBA; O, CIIACH Thl
Teno emy! o, cnacu Th1 aymry emy!.."
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[I will tell you that not long ago/ she started coming to me at night: she comes,/ cries,
wrings her hands, sighs, and keeps telling me:/ “Honest father, stop him; I’'m alive; oh,
save/ his body! Oh, save his soul!...]

The knight, blinded by stubbornness and anger, refuses to listen to Lavrentii and finds
another priest to do the wedding. Undina’s last desperate attempt to save her husband’s
body and soul is through the dream in which she takes him over the Mediterranean Sea and
lets him listen to the conversation that she has with her uncle Strui and thus learn that if the
stone is ever removed from the fountain, that would give her a way to enter the castle and
she would have to go in and kill him since he did not stay faithful to her. Unfortunately,
this attempt fails as well since even though Huldbrand thinks about his and the priest’s
dreams, he still decides to marry Bertal’da.

Undina’s last attempt is to save at least Huldbrand’s soul. After the knight and Bertal’da
get married, Bertal’da is getting ready for her first night with her husband and orders for
the stone that is blocking the fountain to be lifted so she can use the water on her freckles.
When the stone is lifted water starts coming out and then suddenly a female figure dressed
in white comes out and, while crying, starts walking towards the castle. Undina enters the
knight’s room and announces that soon he will be lying in a cold bed. She says that they
took the stone off the fountain, she is here, and he has to die. The knight asks her to not
show him her face if'it is distorted and horrifying, but Undina promises that it is as beautiful
as it used to be. This scene radically contrasts with the final scene from Lermontov’s poem
“Morskaia Tsarevna” in which the beautiful rusalka, when dragged out of the water by the
prince, turns into a horrifying monster and dies in agony. The knight asks Undina to kill
him with one last kiss

...b IIOCTCJIC J€Ib Thl CKOPO, HO TOJBKO B XOJIOI[HOI>'I - IICIIHYJI 3a ABEPAMU
" B 6y , u, y
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[Inmagymuii rosoc. M B 3epkaio pelliapb yBUIEI, KaK IBEPH
Tuxo, THXO 32 HUM PacTBOPUIMCH, KaK OeJast TOCThs

B Hux Bomwta, Kak YMHHO 3aMOK 3arepiia 3a co0oro.

"Kamensb ¢ Kono/11a CHsIU, - OHa TPOMOJIBUIJIA THXO, -

37ech s; ¥ I0OJKEH Tenepb yMepeTh Thl". X050/, IO Cepiy
Poiaps Bapyr npoOeskaBIInii, MIO4yBCTBOBATH J1all, YTO MUHYTA
CmepTH HacTana. 3akaBLM pyKaMU I71a3a, OH BOCKIMKHYJI:

"O, He aif MHE B TIOCJIETHHI MO 4ac 00e3yMeTh OT cTpaxal
Ecnu y»xaceH TBOM BUJ, HE CHUMal IIOKPBIBAJIA U CTPOTUHI

Cyn coBepllid HaJl0 MHOM, MHE JIUIa TBOETO HE SBIsAA". -

"Ax! - oHa OoTBeuana, - pa3Be €llle pa3 YBUJIETb,

Hpyr, He xouemb MeHs? S npekpacHa, Kak IpeXx e, KaK B OHBIN
Jlenn, korma TBoero HeBecToro ctana'. - "O, ecinu 0

Oto npasaa Oblia, - ['yas0pana BOCKIMKHY, -0, €CIIH O

MHe XO0Tb OJIMH ToLeNy# oT Te0s1! u myckaii Obl B HeM ymepeTs!"

[“You will be in bed soon, but in a cold bed.”—whispered behind the door/ a crying
voice. And in the mirror the knight saw how the door/ quietly, quietly opened behind
him, as the white guest/ Came through it. How the lock shut properly behind her./ “They
lifted the stone from the well—she said quietly—/ Here I am; and you have to die now.”
Coldness engulfed the knight’s heart/ and he understood that it was time for him to die./
Closing his eyes with his hands he exclaimed: “Oh, do not let me in my last minute lose
my mind from fear!/ If your appearance is horrifying, do not take off your veil and bring
your stern/ judgement upon me, without showing me your face.”/ “Oh!—she said—so
you do not want to see me one more time, my friend?/ I’'m beautiful, as before, as on the
day/ when I became your wife.”—*“Oh, if/ this were true—exclaimed Huldbrand—oh, if/
I could get one kiss from you! And let me die in that kiss!”]
Undina takes her veil off and kisses the knight, who is shaking from love and the proximity
of death. Undina keeps kissing him and crying as if she wants to cry her soul out until he
stops breathing and falls out of Undina’s hands onto his bed. When she walks away she
says that she cried him to death and then descends into the fountain as a sad shadow. Undina
comes to the knight’s funeral and turns into a stream that surrounds his grave and empties
into a bright lake.

This last part of the poem is significant in many ways and contains many of Zhukovsky’s

ideas about marriage and the soul’s path to God. Even though it might look like Undina

kills the knight, and at this point changing from a protagonist into an antagonist and
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assuming the traditional role of the malicious water spirit, she actually fulfills her wifely
duties and saves the soul of her husband before he commits a sin—crossing the most
intimate and sacred realm of marriage with another woman—thereby ensuring that his soul
will continue on the path of light and reach the heavenly realm. The fact that Undina’s kiss
is not deadly but liberating is shown by the way Zhukovsky describes it. He calls it a

heavenly (“nebesnyi”) kiss which implies that it serves a lofty, not a malicious, purpose.

C HebOecHBIM OHA MOIEeTyeM

[With a heavenly kiss she...]

There is a reason why all of Undina’s attempts to save both his body and soul fail: the body
is the flawed shell in which the beauty of the soul is trapped. Huldbrand’s body, just as
Tamara’s body in Lermontov’s “Demon”, gives him his human essence which is
susceptible to temptation leading to anger, confusion, and sin. Both Huldbrand and Tamara
could not take their flawed bodies on the way to spiritual self-perfection and to God; only
the soul, once it is liberated from the body that is weighing it down, can continue this
ascent, which it does. Tamara’s forgiven soul flies away in the tight embrace of the angel
while her empty body lies in her earthly grave covered in flowers. Similarly, Zhukovsky

describes the knight’s dead body—as a “soulless corpse™*

—a dead shell that was emptied
of the precious treasure it was hiding. As shown earlier in this chapter, the body was not

what Zhukovsky was interested in. He never talked about physical love, passion, or lust

and never commented on the physical appearance of the women he loved. He adored their

3% Ge3LyIHBIM TPyTIOM
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souls and saw in them the glow of the heavenly light that he was looking for. Immediately
preceding his physical death, when Huldbrand’s soul is about to leave his sinful body, he
does not see Undina the way he imagined her before—as a witch, a devilish creature, and
a monster. In the section that Zhukovsky significantly expanded from Fouqué’s original,
the knight sees Undina through the heavenly beauty of her soul—as wonderful, gentle,
sweet, and loving as she had been before.

MIPEKPACHON Y HAMHOIO, NPEKHEN

Munoi, mo0siieit, ToouMor YHANHOIO EPBHIX,

biiaskxeHHBIX HEU IpeacTana

[The wonderful Undina, the former/ sweet, loving, beloved Undina of the first blissful days
appeared]

The fact that Undina keeps crying while kissing Huldbrand, as if she wants to cry out
her soul, and that her tears go into his eyes and bring sweet pain to his chest until he stops
breathing is worth discussing.

[Tnakana, makana TUXO, IJIaKaia JA0JIro, Kak OyATo

Brimnakats nymry xotena; v, ObICTpO, OBICTPO JHsCH,

Cresbl ee MPOHUKAIN PHIIAPIO B OYH U C CIATKOM

Bonbio k HeMy 3ajMBaiuCs B IPy/ib, IIOKA HAIIOCIEI0K

B Hem He nponano apIXaHbe

[She cried, cried quietly, cried for a long time, as if/ she wanted to cry her soul out; and
quickly, quickly pouring,/ her tears penetrated the knight’s eyes and with sweet/ pain
poured into his chest until/ he stopped breathing]

As mentioned before, Undina’s father warned her that with having a human soul come
sorrow and grief, feelings that the water spirits do not know and can not understand. Once

Undina obtains a human soul and devotes her life to Huldbrand she finds out that marriage

comes with a sweet pain—it is a combination of sunny blue skies filled with joy and love,
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and thunderstorms filled with anger, sadness, and tears, a fact confirmed by Zhukovsky in
his last letter to his wife Elizabeth. Through her purifying tears, a symbol of her soul,
Undina performs a cleansing ritual on the knight through which she liberates his soul from
his body. The sweet pain that her tears pour into his chest symbolizes the way his soul and
Undina’s soul are forever connected through the sacred ties of marriage. The fact that
Undina knows that this bond is unbreakable and she will forever carry the sacred “wife”
title, in this world and in the next, is also shown through the way she makes her way to the
front of the funeral procession and stands right next to the grave where the wife is supposed

to stand.

3aMeTun Oenblit 00pa3, B JUIMHHOM, TYCTOM IOKpPbIBAJIE, TUXO HIyIIUH,
['pycTHO NOTYNMBIIM IOJIOBY

...CUJION

JIBa cmenpuaka XOTENIN HE3BAHHOTO U3 PSIly BBIBECTD;

Ho, oT HUX yCKOJIB3HYBIIH, KaK JIETKas TEHb, OH Ha IIPEKHEM

Mecrte sSIBUIICS OIIATH M MOCIIEI0BANl THXO 32 TPOOOM.

Bor Hanocnenok oH Majao-nomairy, MEHsJICS MECTOM

C Temu, KTO B CTpaxe CHELNI OT HETO YAAIUTHCS, MOAJIE

CaMoii BIOBBI O9yTHIICS;

Pa3 bepranbaa HE3BaHOIO rocTs yBHUEIA, B CTPaxe
Crana oHa pyKoOI0 Maxarh, 4TO0 OH YAAJIHIICS;

Ho noxpoBeHHBI, KPOTKO YIIOPCTBYS, TPSIC I'OJIOBOIO,
Pyku k Helt npoctupan

[They noticed a white figure in a long, thick veil, quietly coming,/ sadly keeping its head
down.../ Using force two brave men wanted to take the unbidden one out of the line;/ But
sliding away from them like a light shadow, the figure as before/ appeared at the same spot
and quietly followed the coffin/ Slowly step by step the figure changed its place/ With
those who in fear hurried to get away from it/ And found its way next to the
widow;.../Immediately when Bertal’da saw the uninvited guest, fearfully/ She started
waving her hand so that the figure would go away;/ But the one in the veil calmly refused,
shook its head,/ And stretched its arms towards her]
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The final piece of the poem represents the eternal union of the spouses’ souls beyond
their earthly graves. Undina’s soul, just like the soul of her beloved Huldbrand, is liberated
from her earthly form that was still keeping her in this world and thus away from the knight
whose soul had already departed it. Undina transforms herself into a silver stream that goes
around Huldbrand’s grave and empties into a bright lake.
yK Oemblit 00pa3 mpomai; a Ha MecTe,

I'ne oH cTOosu1 Ha KOJIeHAX, CKBO3b TPABKY COYWIICS IPO3paYHbIiA

Kittou; cepebpucto BUSCH, OH BIepe]] Mpodupaics, moKya

Bceii He 00BMII MOTHIIBI; TOTJa PYYEHKOM MOOEkasl OH

Jane u 6pocusics B CBETIIOE 03€pO ONMKHEN JOIHUHBL,

....py4el TOT YHIuHA,

JloOpasi, BepHasi, ClIUTasi ¢ MIJIBIM U B rpobe YHIuHA

[the white figure disappeared; in its place,/ where it stood on its knees through the grass
appeared a transparent/ spring; crawling like silver it started going forward, until/ it
surrounded the grave; then as a stream it went further/ and emptied into a bright lake at
the nearby meadow.../ the spring is Undina,/ The good, faithful, forever-united with her
beloved in the grave Undina]

Light and nature play a significant role in this final scene. This final union can be seen as
a representation of Zhukovsky’s ideal: Undina and Huldbrand, guided by each other’s light
and love, were able to connect their souls with both nature and God for eternity and thus
finally reach heavenly bliss. Thus, unlike all of Lermontov’s couples of human and
supernatural characters who could never achieve a lasting union of love, Undina and
Huldbrand reach their Zhukovskian happy ending, “/loGpasi, BepHasi, ciurasi ¢ MUIBIM U B
rpobe Yuauna” [The good, faithful, forever-united with her beloved in the grave Undinal].

The character of Undina was so unique and noteworthy that later in the twentieth century

she became for Alexander Blok the embodiment of the Eternal Feminine.>>° No one from

30 E. V. Landa, op. cit.
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Zhukovsky’s contemporaries and even pupils tried to create a character similar to Undina.
Aleksandr Pushkin wrote of Zhukovsky, “I am not his successor, but rather his pupil...

»351 This varied

Nobody has had or will have as powerful and varied a poetic voice as his.
poetic voice can be seen in one of his most notable characters—Undina, a unique
combination of Zhukovsky’s personal experiences and ideas about morals, marriage, love,
spiritual growth, and the path to God. Zhukovsky was a firm believer that the real author
should write the same way he lives, and that being a moral person should be inseparable
from being a talented author. His unquestionable belief in these ideas and his
uncompromising attitude to his own principles gave him a special place in Russian
literature and influenced the way he approached his works and characters. Zhukovsky’s

profound appreciation of the power of the platonic and the spiritual in life and in

relationships with women may be the reason why there is not another character like Undina.

31 “prominent Russians: Vasily Zhukovsky” at http://russiapedia.rt.com/prominent-
russians/literature/vasily-zhukovsky/
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Conclusion

I was struck by the recurrence of rusalka figures in Russian literature in the first half
of the nineteenth century (from Pushkin to Turgenev) and decided to see whether three of
the most important poets of the period—Aleksandr Pushkin, Mikhail Lermontov, and
Vasily Zhukovsky—did something distinctive in their treatment of the rusalka figure, or
they were merely following a folkloric formula. Keeping in mind that previous scholars
have tended not to pay much attention to most of these works, this dissertation brings these
works to the foreground, analyzes them from a new point of view, and offers fresh
perspectives on the complex psychological framework that each writer brought to his work.

I discovered that there is a direct correlation between the three poets’ personal lives
and their experiences with women and the rusalka characters in their works. This led me
to the conclusion that the three poets used the rusalka characters in their works as a means
of expressing their innermost desires, hopes, and fears about females they may have
encountered or thought about in their lives. The fact that the works in which they use the
rusalka characters are not describing or addressing specific people gave the poets the
opportunity to imagine and speculate on different scenarios about their own internal quest
for understanding and finding an ideal partner and love. The fact that they used the rusalka
figure— one of the oldest, most well-known and wide-spread characters in Russian
folklore—as a specific device for the expression of their innermost fantasies can be
explained by the powerful role and the strong presence of Russian folklore in Russians’
lives and by the instinctive, natural, and unquestionable parallel between a rusalka and a

woman in the Russian mind.
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Aleksandr Pushkin’s 1819 poem “Rusalka” reflects the ideas that Pushkin had early on
in his life that were associated with the power struggle between men and women and his
fears related to women assuming control over men through their beauty and sexuality and
using that control to lead men to their downfall and death. The nineteen-year old Pushkin,
influenced by the moods of his era and his generation and lacking sufficient personal
experience with the subject, assumed that women were beautiful, but rather empty, shells.
In the eyes of the young poet, women—sweet faces on tempting bodies—Ilacked internal
worlds and could be inexplicably irrational and threatening at times. The poetic drama
“Rusalka” that Pushkin started in 1829 and never finished is much deeper and more
complex than the 1819 poem “Rusalka.” There are multiple factors that influenced the fact
that the second work is so different. Since 1820 Pushkin had faced many challenges, such
as being spied on by the government, not being allowed to leave the country, exile,
censorship, and declining health, and he started seeing women as his only escape and
salvation. Also since 1820 his opinion of women had drastically changed. He had had
multiple relationships with women who were attractive to him because of the beauty of
their internal worlds. Pushkin met and interacted with women who were strong,
independent, self-confident, talented, well educated, and intelligent such as the motherly,
loving, and protecting Ekaterina Karamzina, Praskov’ia Osipova, and Elizaveta Khitrovo;
the young, charming friends, who were full of life—Zizi Osipova and Elizaveta Ushakova;
the mistreated women whom he rejected and caused pain to: the pregnant serf girl from
Mikhailovskoe and the devoted Anna Vul’f, and the ones that he had difficult and
challenging romances with—Elizaveta Vorontsova, Ekaterina Ushakova, Anna Olenina,

and the love of his life, his wife Natal’ia Goncharova. In the 1829 poem “Rusalka” one
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can see Pushkin’s much richer and fuller understanding of the power and independence of
women, of the suffering and pain that come with being rejected and abandoned, the grief
and guilt over lost love, and the unknown direction in which love takes people.

Mikhail Lermontov, one of the most controversial figures in Russian literature,
combined in his character a threatening and wild “demonic” side marked by skepticism,
pessimism, and cynicism, and a beautiful and gentle soul that showed Lermontov’s soft
human side. In the three works by Lermontov discussed in this dissertation—“Rusalka”
(1836), “Morskaia Tsarevna” (1841), and “Demon” (1830-1839)—the poet uses human
and non-human figures to express his distinctive vision on the possibilities of lasting love
between individuals. The portrayal of the union between human and non-human characters
in these works is an expression of Lermontov’s two-sided nature, which turned the poet’s
life into a never-ending struggle between the beauty of his human soul and the cynicism,
skepticism, and pessimism of his “demonic” side. The poet imagined and speculated on
different scenarios about his own internal quest for overcoming his “demonic” side through
the power of true love. However, influenced by his unfortunate experiences with true love
in life, Lermontov could never envision a happy ending in his works. The outcomes for the
lovers in all three works parallel the poet’s life, in which he always remained separated
from his beloved ones—the little girl who played with his cousin, the girl that he stole the
blue ribbon from, and the love of his life—the charming and dreamy Varvara Lopukhina.
Lermontov never had the chance to fully feel and understand the purifying and life-giving
effect of a lasting union with the women he truly loved and this is why the partners in his
works, either human or inhuman, remained separated by a wide void and could not

understand, recognize, and help each other.
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The plot of Vasily Zhukovsky’s work has the same model as the works of Pushkin and
Lermontov—Undina tells the story of the relationship between the human knight
Huldbrand and the mermaid Undina. However, Zhukovsky offers a different vision of the
nature and role of a water spirit than Pushkin and Lermontov. Zhukovsky used the idea of
a union between a human and a supernatural being in order to describe the ideal union of
true love in which the partners help and lead each other on the challenging path to spiritual
growth, to peace and harmony, and to God. Zhukovsky’s three main experiences with
love—the tragic romance with his “quiet angel” Maria Protasova, the chivalrous adoration
of his Fair Lady, Alexandra Feodorovna, and the marriage with the Madonna that
descended from the heavens, Elizabeth Reutern—contributed to the development of
Zhukovsky’s views on both life and writing. The poet builds and presents the character of
Undina as a unique hybrid between a human soul and the non-human essence of a water
spirit that takes the unusual role of a protagonist instead of the traditional role of an
antagonist. This is unique in Russian literature and the uniqueness of the character is due
to the fact that in Undina, Zhukovsky combined his ideas and dreams of the ideal female
figure with his need and hope for one. This is not merely the result of Zhukovsky translating
Friedrich Heinrich Karl de la Motte, Baron Fouqué’s work. Zhukovsky’s work is an
original reworking of Fouqué’s themes and is considered an original work of Russian
literature. Zhukovsky was a firm believer that the real author should write the same way
he lives, and that being a moral person should be inseparable from being a talented author.
Zhukovsky’s deep adherence to these principles undoubtedly influenced his poetic
creations, and may indeed be one of the key reasons why he was drawn to and depicted a

water spirit so different than the analogous spirits in the work of Pushkin and Lermontov.
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After the passing of these great poets, the changing role of women in Russian society
and the emergence of the famous “woman question” in the middle of the nineteenth century
led to a retreat from the poetic depiction of the rusalka figure among major Russian
writers. New female figures came to the fore to command readers’ and writers’ attentions,

thus closing a fascinating chapter in Russian literary history.
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