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Introduction

In the last thirty years scholars have been rediscovering women writers and reintegrating
them into the history of Russian literature. Twentieth century writers like Anna Akhmatova
(1889-1966) and Marina Tsvetaeva (1892-1841) have been accepted into the literary canon but
the predecessors who came a century before them have yet to be recognized by more than a few
specialists in an already small field. Western scholars like Catriona Kelly, Wendy Rosslyn, and
Diana Greene have been essential to the growing interest in the women writers who lived and
published in the nineteenth century. Much of the existing scholarship features individual writers,
like Susanne Fusso’s and Alexander Lehrman’s Essays on Karolina Pavlova or Wendy
Rosslyn’s Anna Bunina (1774-1829) and the Origins of Women'’s Poetry, but there are few
comparative studies, particularly of work by women in the first half of the nineteenth century.
For example, Olga Peters Hasty recently published How Women Must Write: Inventing the
Russian Woman Poet in 2019, but her study has a much broader focus than this dissertation, and

it analyzes only two of the five women I will be discussing here.

The five writers | will be commenting on are Anna Bunina (1774-1829), Nadezhda
Teplova (1814-1848), Elena Gan (1814-1842), Evdokiia Rostopchina (1811-1853), and Karolina
Pavlova (1807-1893). The work of these five writers has never been studied in a comparative
manner. My analysis will focus on the views these women express on love and marriage, on the
state of being a woman writer, and on their sense of their identity as a woman. As this study will
show, while there are common themes and concerns to be found in all of the writers under
review, there gradually emerged a consistent perspective in their work that became increasingly

socially aware and critical of society. As the women found their own voices in literature, their



thoughts came together to create a single woman’s voice that could speak for the majority of

women writers in Russia during this time period.

At a time when women were expected to be gentle, docile, and submissive, Bunina, Gan,
Teplova, Rostopchina, and Pavlova wrote and acted explicitly against set gender norms by
publishing original Russian works, participating in literary groups, and becoming highly
esteemed for their writing. They wrote within fifty years of each other and gained the same
positive reception from contemporaries, so their literary experiences are very similar despite
their differences in class, education, and personal lives. Through their literary works the writers
provide very intimate and genuine glimpses of their ideas regarding their own place in society,
while also purposefully inserting a message and a particular point of view for the reading public,

thus forming their literary voice.

As Barbara Heldt emphasizes, “all of the most memorable heroines of Russian literature
appear in works by men” and “the most famous feminist novels in Russian literature have all
been written by men.”! The problem with literature written by men, as expressed by feminist
literary scholar Judith Fetterly, is that it “insists on universality at the same time that it defines
that universality in specifically male terms,” shaping the image of how women are portrayed and
giving women a voice from their male perspective.? Even today, the literary canon includes very
few women. Thus, it is essential to rediscover and examine the works written specifically by
women. This dissertation does not focus on the evaluation of the literary value of works by

Bunina, Teplova, Gan, Rostopchina, and Pavlova, but rather highlights and assesses the

! Barbara Heldt, Terrible Perfection: Women and Russian Literature (Bloomington and Indianapolis: Indiana
University Press, 1992), 3.

2 Judith Fetterley, The Resisting Reader: A Feminist Approach to American Fiction (Bloomington: Indiana
University Press, 1978), xii.



messages, ideas, and feelings their works convey on three important aspects of their lives and
identities: ideas on love and marriage, their identities as women writer, and their identities as

women per se.

Choice of Authors and Works

These specific five writers were chosen for a multitude of reasons. They were generally
widely respected for their works and were esteemed as much as their more famous
contemporaries, like Vasily Zhukovsky (1783-1852) and Aleksandr Pushkin (1799-1837). In part
due to their popularity at that time, these women have sufficient biographical information and
published collections of works to allow serious scholarship today, unlike many of their
contemporaries who have very few materials that remain. The fifty years spanning the
publications of their works covers a range of literary and social movements and literary
conventions, creating a fascinating foundation for comparative study. Bunina was chosen as the
earliest professional writer, Nadezhda Teplova was chosen as the last representative of Romantic
elegiac poetry, and Elena Gan was chosen as the first Russian feminist in prose. Rostopchina and
Pavlova are arguably the best writers of their generation and therefore the most studied, so they
were naturally chosen as the last representatives of the late Romantic movement. Most
significantly all five writers incorporate powerful ideas on the state of women in Russian
nineteenth century society, decades before the social and political movements allowed

conversation around women and their place in society to take shape.



As Catriona Kelly writes, everyone creating scholarly work must “negotiate the explosive
area of personal choice.”® There were many notable women who wrote in the studied time period
who are all deserving of further research. The writer and salon hostess Zinaida VVolkonskaia
(1789-1862), the poet Aleksandra Fuks (1805-1853), and the prose writer Mariia Zhukova
(1804-1855) are just a few of important names from the first half of the nineteenth century who
published important original works. Zinaida VVolkonskaia, and others like her, were not
ultimately chosen for the project because most of her prose was originally published in French.
Aleksandra Fuks, while important, did not receive nearly the same level or recognition as other
poets in her time. Mariia Zhukova does not have substantial biographical information and, as
Catriona Kelly suggests, saw writing as a lucrative vocation so she “shape[d] and direct[ed] her
material in order to ensure its appeal.”* In contrast, the five chosen, writers wrote works “as a
one-way process of emotional communication” and imbued their writings with genuine

messages.’

Barbara Engel asserts that “fiction provides an unreliable means of ascertaining an
author’s ideas,” but I do not think this is the case when evaluating a wide range of the author’s
full collection of works because some ideas appear many times in similar ways, allowing the
possibility that they are the author’s true ideas.® The writers have extensive collections of work
and incorporate a wide variety of themes and genres. For the purpose of this project, however,
only the works which provide the most cohesive and strongest messages centered on

womanhood, marriage and love, and being a writer were considered for further examination.

3 Catriona Kelly, An Anthology of Russian Women's Writing, 1777-1992 (Kiribati: Oxford University Press, 1994),
XiX.

4 Catriona Kelly, A History of Russian Women's Writing, 1820-1992 (Oxford: Clarendon Press, 1994) 81.

% Ibid., 81.

6 Barbara Alpern Engel, Mothers and Daughters: Women of the Intelligentsia in Nineteenth Century Russia
(Cambridge: Cambridge University Press, 1983), 28.
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These three topics were chosen for study in this dissertation because they are the most prominent
in the writers’ lives. In their time period, noblewomen were only expected to have roles as wives
and mothers, yet the five women chose additional roles of writers for themselves. Thus, the most

important parts of their identities became wife and mother, writer, and woman.

When the works of the writers are studied in a chronological order, patterns of messages
and ideas begin arising. As the earliest writer of the five, Anna Bunina’s poetry provides a
foundation for the comparison for the later women’s work. With each following writer there is a
distinct progression of ideas. Regarding love and marriage, Anna Bunina’s works contain a
message that union should be based on the higher emotion of love, Nadezhda Teplova shows that
love is an elevated feeling but that it can cause harm to a woman, Elena Gan portrays unhappy
heroines who endure marriage, Evdokiia Rostopchina shows that love and marriage are
incompatible, and Karolina Pavlova conveys that the Romantic and idealized expectations of
love do not exist and can be harmful to women. Similarly, their ideas on womanhood share a
progression spanning from questioning a woman'’s place in society to condemning society for
constricting women. The same dissatisfaction informs their ideas regarding being a woman

writer, stemming from feelings of isolation to depicting unfair treatment women face as writers.

Notably, this progression does not stem from the writers interacting with each other and
each other’s works. As Heldt comments, unlike the male writers “the women poets of Russia
have no such overt tradition of interconnection. For the most part separated in their homes, not
educated together at lyceums or universities, having no links with the business world of art —

literary journals read by women were owned and edited by men — they rarely met.”’ The four

7 Heldt, Terrible Perfection, 105.
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later writers might have been aware of Bunina’s poems as they were mentioned a few times by
various critics like Vissarion Belinskii (1811-1848), but by the time the other four began
publishing Anna Bunina was considered old-fashioned and her literary reputation was almost
forgotten. In Belinskii’s 1834 review of Elena Gan’s works he also mentions Bunina and highly
praises Nadezhda Teplova, which allows the possibility that the later writers were not only aware
of each other but Bunina too.2 The same article also criticizes both Pavlova and Rostopchina, the
former for her choice of translations and the latter for incorporating feelings but lacking
thoughts. Evdokiia Rostopchina in her own letter discusses the critics’ comparison of her works
to those of Elena Gan’s and Karolina Pavlova’s.® Pavlova and Rostopchina even wrote poems
dedicated to each other, though the tone is more antagonistic than positive. Despite the women
being aware of each other, their works do not directly reference each other or copy each other’s
ideas, so the works and the ideas expressed within them can be considered entirely their own. In

part, this distinction makes these writers even more interesting for comparative study.

Structure

The dissertation is divided into five main chapters, two of which feature historical and
biographical information and three of which are dedicated to the analysis of the writers’ poetry
and prose. The first chapter provides a very brief historical and social foundation to
understanding the lives, education, and opportunities of women in the eighteenth and nineteenth

centuries. The second chapter serves as a continuation of historical background of the writers’

8 Vissarion Belinskii, Sobranie sochinenii v deviati tomakh, tom 5 (Moskva: Khudozhestvennaia literatura, 1979)
249.

% Evdokiia Rostopchina, Stikhotvoreniia, Proza, Pis'ma edited by Boris Romanov (Moskva: Sovetskaia Rossiia,
1986) 352.
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works by featuring the biographies of the five women, their literary movements, and their
reception. The following three chapters are each dedicated to a chosen literary theme, starting
with love and marriage, then their identity as women, and finally their status as writers. Lastly, I
examine the writers’ main messages to emphasize why Bunina, Teplova, Gan, Rostopchina, and
Pavlova are worthy of continued scholarly attention and why their literary voices are significant

to understanding the concerns and feelings of women.

In each chapter | discuss some broad societal and literary factors associated with the time
period, genre, or literary movement in order to further contextualize the women’s writing. Then,
| analyze the chosen works in order to discern the underlying message and ideas presented in
either poems or prose. The chapters follow the sequence of Anna Bunina, Nadezhda Teplova,
Elena Gan, Evdokiia Rostopchina, and Karolina Pavlova, a sequence derived from the decades
they were most active, and the literary movements associated with them. Analyzing the works in
a chronological order allows patterns and themes to emerge that appear to be inherent to these
figures as women writers and poets. The last discussion of each chapter will focus on the specific

aspects of the writers” work that meld them into a single cohesive group.

Transliteration, Translation, Orthography, and Dates

This dissertation follows the Library of Congress of transliteration guidelines for Russian,
including all names, unless the materials were published in English with a different spelling.
Unless otherwise stated, the translations from Russian to English text for both prose and poetry
are my own with the notable distinction of Joe Andrews translations of Elena Gan’s prose and

Barbara Heldt’s A Double Life. The translation for poetry is direct and as close as possible to the
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original Russian in order to provide the best understanding of the words and meaning. Any
quoted sources that use pre-Soviet Cyrillic orthography have been automatically changed to the
modernized version of spelling. All dates are given according to the Old Style of the Julian

calendar used before 1918, as they appear in original sources.
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Chapter 1: A Historical Perspective

The nineteenth century in the Russian Empire was one of the most dynamic and
transformative in history, producing some of the greatest accomplishments in industry but also in
art, music, and literature. There were major changes in education, occupation, and laws over the
course of the century which allowed previously powerless social groups to improve their life. In
this period, the Russian Empire divided subjects into official social estates based on birth and
location that defined individual rights and duties, called sosloviia, such as nobility, clergy, and
merchantry. As the scholar Alison K. Smith explains, “although soslovie membership meant
different things at different times, it consistently defined the kind of taxes one paid, the kind of
duties one owed the state, the kind of legal process one was entitled to, and the economical and
educational opportunities available to one.”*° In the nineteenth century, women of all soslovie
groups gained unprecedented rights and opportunities. This allowed women to begin living more
independently than at any time in the past, both socially and financially. In order to understand
the significance of the emergence and eminence of writers like Anna Bunina, Nadezhda Teplova,
Elena Gan, Evdokiia Rostopchina, and Karolina Pavlova, their social environment needs to be
addressed and evaluated because it sheds light on society’s attitudes and expectations of women
and the women’s limitations. This chapter first examines the history of the education of women
and their literary opportunities leading up to the nineteenth century, and then provides a broad
view of the social and political changes of the century in relation to the opportunities they

afforded women.

10 Alison K. Smith, For the Common Good and Their Own Well-being: Social Estates in Imperial Russia (New
York: Oxford University Press, 2014) 1.
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Education

Education of women in Russia has had a long and turbulent history. According to scholar
Sophie Satina, the history of education spans back as early as 1025, at which time Yaroslav the
Wise established the first public libraries and educational institutions in which women were
allowed to learn.!! The Tatar-Mongolian rule over Slavic lands from the thirteenth to the
fifteenth century, however, put a halt on education for both men and women. Until Peter I (r.
1682-1725) in the seventeenth century, most people remained uneducated and illiterate. Peter |
revolutionized the Russian education system by establishing the Academy of Sciences,
publishing newspapers, and opening primary and secondary schools for boys of all social estates,
except the peasant estate.'? This was the first time in Russian history that literacy became
compulsory for clergy and sons of the nobility, even though this was not strictly regulated.*® It
was only in his last year of life that Peter | provided women with the opportunity to learn by
attaching schools to nunneries. Despite initially ignoring women’s education, he did demand that
women attend and participate in public “assemblies,” or open public gatherings that were
previously attended solely by men, or also gatherings in the homes of prominent families.** This
ended the public segregation of men and women that was previously characteristic of society and

provided the foundation of later literary circles.

Catherine Il (r. 1762-1796) expanded learning institutions for women by opening schools

for both sexes. In 1782 two-class elementary schools were established and in 1786 four-class

11 Sophie Satina, Education of Women in Pre-Revolutionary Russia, trans. Alexandra F. Poustchine (New York,
1966) 12.

12 |bid., 16.

13 Joseph Laurence Black, Citizens for the Fatherland: Education, Educators, and Pedagogical Ideals in Eighteenth
Century Russia (Boulder: East European Quarterly, 1979) 35.

4 1bid., 17.
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schools were established, with both being free for the pupils. In this first phase, 223 schools were
opened and by 1796 1,121 girls attended, with the majority of them living in St. Petersburg.'®
According to the scholar George K. Epp, in 1782 Catherine also established the School
Commission to carry out major reforms, such as creating a central administration for the public
school system, preparing textbooks, and selecting a standard school curriculum.*® Additionally,
the School Commission introduced special courses for teachers, trying to increase the number of
teachers, which presented a major problem for the progress of schools as schools were opening
in the provinces but waiting for trained teachers. As Epp remarks, in a few decades “by the end
of Catherine's reign, uniformity of teaching methods, textbooks, and teacher training had been
achieved throughout Russia.”*’ In 1782 the Russian public school system had 8 schools with
approximately 518 students: by 1796 there were 316 schools and over 17,000 students, and by
1855 about 450,000 students were learning in 8,277 elementary schools.*® Notably, these figures
do not account for the students in parochial schools, technical schools, or other learning
institutions. Also, the overwhelming majority of students were male, with female students

accounting for less than 10 percent.

Along with other educational reforms, Catherine Il was the first to establish secondary
education for girls. She opened the Smolny Institute in 1764 for 200 noble girls. The school had
a very strict curriculum as education in Smolny lasted about 10 years and the girls could not
leave the school until graduation. The students were taught many different courses in French,

including elementary anatomy, beginner physics, and economics in their older years.*® While this

15 1bid., 18.

16 George K. Epp, The Educational Policies of Catherine Il: The Era of Enlightenment in Russia (Frankfurt am
Main: Peter Lang, 1984) 112.

7 1bid., 125.

18 1bid., 173, 175.

19 Satina, Education of Women, 38.
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first phase of the program had extensive focus on academic education, the graduates were very
unprepared for the real world. The limited contact with life outside the school was intended to
groom morally perfect girls, but it had a disastrous effect. The graduates knew very few practical
and social skills, and most importantly returned as complete strangers to their families. In the
1780s the emphasis of Smolny Institute’s education shifted to become more feminine and
traditional. According to the scholar Barbara Clements “New government instructions
emphasized the importance of teaching young women to be actively involved in rearing their
children and reaffirmed the importance of women’s accepting the power structure of the

family.”?°

After Peter’s and Catherine’s establishment and expansion of state-run and private
educational institutions, an increasing number of children of nobility, including girls, began
receiving education. Instead of sending their children to school, however, learning at home
through tutors and governesses became the customary form of education for an overwhelming
majority of the nobility in the eighteenth, nineteenth, and early twentieth centuries.?* Families
hired mostly foreign tutors to teach children foreign languages, arithmetic, and ancient history,
although a girl’s education focused primarily on literature, art, and music. According to the
scholar T. I. Staroverova, the trend of tutor employment coincided with specific eras in history;
French tutors were popular under Elizabeth | and reached the peak of popularity under Catherine
I1, then the trend turned to German teachers in the first decades of the nineteenth century, and
finally to English tutors in the second half of the twentieth century.?? Also, due to their

meticulousness, pedagogy, and organizational ability, German tutors and governesses were more

20 Barbara Evans Clements, A History of Women in Russia: From Earliest Times to the Present (Bloomington:
Indiana University Press, 2012), 75.

2L T, I. Staroverova, “Home Education in Russia,” Russian Education and Society 53.10 (2011): 30.

22 1bid., 30.
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often hired to teach in military families and merchants. “As a rule, German governesses taught
girls to be housewives, qualities especially valued in the merchant community,” such as the one

to which Teplova belonged.?®

Some noble families sought tutors to provide a Western education for their daughters
because they shared “the new belief that refined society required women’s participation.”?*
However, it is important to note that male figures held the role of gatekeepers of education
because, as Olga Glagoleva remarks, “the responsibility for choosing the right books for them
usually lay with their fathers or older brothers,” who selectively allowed the girls in their lives to
read the books they deemed appropriate.?® Elena Gan introduces this problem of purposefully
restricting education at the hands of a German tutor in her work A Futile Gift [Hampacusrii gap].
In regard to the writers discussed in the dissertation, Bunina’s childhood education was

unfortunate, but Teplova, Gan, Rostopchina, and Pavlova benefitted directly from tutors because

they all received some form of education at home, even if it was of poor quality.

Tsar Alexander I’s reforms (r. 1801-1825) expanded education by creating the Ministry
of Education, headed by Mikhail Speranskii (1772-1839), who himself came from the clergy
soslovie and was educated in a seminary. He introduced free public education and a school
system that was distributed over multiple academic districts over the territory of Russia. These
schools were divided into four categories of parish schools, county schools, gymnasiums, and
universities. The schools were divided by gender and girls were only allowed to attend the

elementary schools. The poet Nadezhda Teplova (1814-1842) wrote in 1839 in a letter to her

3 |bid., 26.

24 Barbara Alpern Engel, Women in Russia, 1700-2000 (Cambridge: Cambridge University Press, 2004) 15.

% Olga Evgen’evna Glagoleva, Dream and Reality of Russian Provincial Young Ladies, 1700-1850 (Pittsburgh:
Center for Russian & Eastern European Studies, University of Pittsburgh, 2000) 12.
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friend about her account of the opening of one such a provincial school, which her husband

oversaw near Moscow.

Together with the arrival into the world of [my daughter], a woman’s school was
established here, it is rather original in its structure. Here they learn: French language,
music, dance, drawing, grammar, penmanship, and arithmetic, and all this for 120 rubles
a year. The poorest can be accepted at half price or even for free. You will not believe,
what kind of radical change occurred with the local merchants, who are old-fashioned
and stagnant to an impossible degree, and in addition miserly. Now they send many girls,
and by the spring there will be, | think, around thirty. The building for the school is big,

spacious, and in the past spring it was rebuilt and wonderfully decorated.?®

One important consideration is that most parents did not want to send their children to
school, especially not their daughters. Teplova touches on this reluctance and describes the older
generation of parents, who were against education for girls, as old-fashioned and stagnant. As the
government placed more social emphasis and finances into the school systems, the number of
schools and their importance grew, and in turn the rates of attendance also increased. Alongside

the government schools, church schools were also established.

In 1843 the first schools were opened specifically for clergymen’s daughters with the aim

of having educated wives and daughters provide a positive influence on the peasant

26 “BmecTe ¢ MOSIBJICHHEM €€ B CBET YCTPOUJIOCH y HAC KEHCKOE YUUIIUIIE, TOBOJIBHO OPUTHHAILHOE TI0 CBOEMY
yCTpOHCTBY. Y Hac yyarcsi: ppaHIly3cCKOMY SI3bIKY, My3bIKE, TAHIIOBaHbIO, PHCOBAaHbIO, TPAMMATHKE, YACTOIIUCAHUIO
u apumerunke, Bce 3710 3a 120 py0. B ron. beaneiimme MoryT ObITh IPUHSTHI 32 ITOJIOBUHY M Jjaxke AapoM. Bel He
MIOBEPUTE, KAaKOW TPYIHBIN EPEBOPOT COBEPIIMICS B 3[EIIHEM KYNEUECTBE, CTAPUHHOM U 3aKOCHEJIOM JI0
HEBEPOSITHOCTH, ¥ IPUTOM CKyINOM. Terepb OTAal0T MHOTO JIEBOUYEK, U K BeCHE OyJIeT, yMalo, OKOJIO TPUALATH.
JloM [utst yauuina y Hac OOJIBIIIOHN, TOMECTHTEIbHBIA U HBIHEITHEH BECHOIO TIEPECTPOCH U MPEKPACHO OTAeTIaH”’
Vadim Erazmovich Vatsuro, “Zhizn’ i poeziia Nadezhdy Teplovoi” Pamiatniki kultury, novye otkrytiia:
pis’mennost’, iskusstvo, arkheologiia (Moscow: Krug, 1990), 33.
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parishioners.?’” Some of the women who attended these schools became schoolteachers and after
1865, some schools were opened for clergymen’s daughters specifically for that purpose. The
main goal of these schools, however, was to craft the perfect wives for clergymen, as the church
believed they were the only women who could fulfill the task and help peasants without feelings
of superiority or disgust toward the peasants. This idea seemed sound because clergywomen
were the only women among the different soslovie groups to grow up among peasants, thus

knowing their customs and values.

Initially, the schools’ teaching focused purely on household and agricultural chores, but
after 1868 the schools expanded their curriculum.?® The newer curriculum, strongly based on
religion, emphasized learning liturgy equivalent to the knowledge of clergymen and knowing
and emulating the lives of female saints. Women were also allowed to take secular courses in
these schools, though courses like French required a fee. By knowing these subjects, women
became the best candidates to help clergymen as well as becoming schoolteachers for peasants.
The goal was for the women to not only teach academic subjects, but also to provide a domestic
atmosphere in the classroom, which the pupils could emulate at home, covering such topics as
hygiene, childrearing, among many others. More than half of the graduates did become
schoolteachers, regardless of whether they married or whom they married. Interestingly, even as
women were getting educated and gaining more influential roles in society, the religious press
still wrote about the dangers of women. Church publicists often warned against “bad wives” who
did not perform their godly duties, wrote about “good wives” who could still tempt their

husbands away from performing their church duties, and constantly reminded people that women

27 Laurie Manchester, “Gender and Social Estate as National Identity: The Wives and Daughters of Orthodox
Clergymen as Civilizing Agents in Imperial Russia,” The Journal of Modern History 83.1 (2011): 53.
28 |bid., 56.
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are not equal to men.?° Even within the structure that educated women, allowed them a new
social role, and gave them influence over others, women were still believed to be lesser than

men.

In 1845, as conversation began about the opportunities for women, the Head Council for
Women’s Institutions of Education was formed under the newly formed Statutes for the
Institutes, which handled all matters dealing with secondary education for women. In 1862 girls
from all social estates were permitted to attend secondary schools. The school curriculum was
also expanded for an additional year or two for them to be trained as teachers. At the end of the
century, women who completed their seven years could opt in for another three years for
commercial or technical subjects instead of the one-year pedagogical training.>° The technical
subjects involved needlework and applied art while the commercial subjects involved

stenography, English language, and international correspondence.

In 1850s the “woman question” began to arise, asking what woman’s nature is, what their
possibilities are, and what women should do in society. The works of Rostopchina and Pavlova
coincide with this period of questioning a woman’s position and her limitations. Feminists, who
became more prominent at this time, argued that women could and should be provided with work
and gain a useful education. The historian Richard Stites writes that some were “bewailing the
uselessness of girls’ private school education that did not prepare them for life and that was
passed on, willy-nilly, to the next generation of daughters.”! These early ideas of Russian

feminism emphasized that women’s education can improve a family’s domestic life and women

2 1bid., 62-63.

30 Satina, Education of Women, 40.

31 Richard Stites. The Women's Liberation Movement in Russia: Feminism, Nihilism, and Bolshevism, 1860-1930
(Princeton: Princeton University Press, 1990), 33.
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can become better mothers. The major difference between Russian and European feminism lies
in Russia’s heavy emphasis on the possibilities of social justice after emancipation. The first
wave of feminists in the 1850s and 1860s, led by the first-generation activists like Anna
Filosofova (1837-1912), Nadezhda Stasova (1822-1895), and Mariia Trubnikova (1835-1897),
concentrated their efforts on helping the urban poor and improving education.3? In 1858 more
rigorous secondary schools for girls were established, and these taught more courses like
literature and languages. Even though the government provided minimal funding and guidance,
feminists, philanthropists, and local governments themselves worked to establish 125 schools by

1868, which enrolled more than 10,000 girls.*

Due to the isolated nature of Institutes and their poor education, their students became the
subjects of jokes and ridicule, and considered by many to be “light-headed and ultra-naive.”* In
response, in 1858 a type of secondary day school was created called gymnasia, featuring classes
that were open to all social estates of society. Unlike the schools for boys, those for girls did not
prepare the students for universities but instead trained them for pedagogical work. These
schools had a curriculum of 7 years and taught a variety of classes like literature, history, and
geography. Similar to the Institutes, the gymnasia had very strict rules and fixed curricula.
Likewise, they provided 2 optional years of pedagogical courses. Alongside the government
sponsored gymnasia, privately-owned gymnasia were also established. By the end of the century,
there were thousands of schools with more than a quarter of a million pupils from all soslovie,

especially the nobility. This contrasts strikingly with the beginning of the century when Gan and

32 Clements, A History of Women, 115.
33 Clements, A History of Women, 117.
34 Stites, The Women'’s Liberation Movement, 5.



23

Rostopchina received a mediocre education from tutors and Bunina educated herself. Teplova

and Pavlova stand apart from the rest because they received a good education from their tutors.

Higher education opportunities for men began in 1755 with the first university
established in Moscow, followed by the establishment of universities in Kazan, Kharkov, and St.
Petersburg, as well as the reopening of the previously closed schools in Vilna and Dorpat,
between 1803 and 1819. None of the universities, however, allowed women to attend. According
to the scholar Vera Kaplan, the universities were mostly autonomous until the changes of the
1835 reform that created a general university chapter, replacing each university’s distinct statutes
and regulations.®® The universities emphasized generalized knowledge over specific vocational
training, so an increasing number of specialized institutions were founded throughout the
century.®® For example, “a technical institute was opened in St. Petersburg in 1828, a law school
in 1835, an engineering school in 1842; in Moscow, a drafting school (1826), a technical school
(1830), a surveying school (1844); and in Dorpat, a technical school (1834) and veterinary
institute (1848).”%" These all-male schools expanded the possibilities for men, but women were
not afforded the same privilege. Richard Stites credits the devastating loss of the Crimean War
(1853-1856) as the beginning of the major changes regarding women, including their entrance

into higher education.®

The surgeon and educator Nikolai Pirogov (1810-1881) organized and trained a group of
women volunteers to become the “Sisters of Mercy of the Society of the Exaltation of the

Cross,” who went to the front lines to serve as nurses for the soldiers. Out of the 163 members,
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most were wives, daughters, and widows of the landowning social estates, but some were also
from the bourgeois estate, meshchanstvo (townspeople) estate, and a few others.*® With the
success of this opportunity, according to Barbara Engel, by 1864 there were 60 women attending
the Medical Surgery Academy of St. Petersburg, taking advantage of the fact that no law
prevented women from taking classes.*® Medical professors encouraged them to study but
conservative officials, however, saw women going against the social order as radicals, so they
tried hard to prevent their education. They argued that women were only fit to be mothers and
wives, continuing the rhetoric of women belonging in a domestic sphere and being unfit for other
roles. This rhetoric was so pervasive that in 1864, officials barred women from pursuing a higher
education, calling this a response to rising radical activity.* This led to many women seeking an

education abroad.

In response to the universities’ refusal to accept women, feminists were able to lobby for
the establishment of higher women’s courses, which were private colleges staffed by volunteer
professors and funded by donations.*? The most prestigious of these were the Bestuzhev Courses
in St. Petersburg founded in 1878, which initially focused on liberal arts but gradually added
science and mathematics, becoming equivalent to a university program. More than 700 women
were enrolled annually in the first eight years, but the minister of education, Dmitrii Tolstoi
(minister 1866-1880) refused to give the program degree-granting authority, so the graduates
were prohibited from receiving degrees.*® By the 1880s, courses similar courses were established

in Moscow, Kazan, Kharkov, and Kiev, allowing women to concentrate in humanities or in
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natural sciences. This progress that allowed women to adopt roles beyond mother and wife, as
eighteenth and early nineteenth century writers wished to do, occurred nearly half a century after

the deaths of Bunina, Teplova, and Gan.

Literature

Before Peter I, Russia did not really have high secular culture or art, including literature
in the way people perceive it today. After Peter’s Westernizing reforms that introduced new
customs and institutions, theatre paved the way for other forms of art and literature. According to
Laura Donnels O’Malley, Peter’s sister Natal’ia Alekseevna (1693-1740) staged plays in private
theatres based on German companies and eventually wrote plays herself, becoming the first
woman to do so in Russia.** Empress Anna lonnovna (r. 1730-1740), Peter’s niece who ruled for
a decade after him, invited numerous foreign theatre companies to perform for the court,
including ones headed by women. Elizabeth I (r. 1741-1761) expanded theatre’s influence even
more when she created the first professional theatre company in Russia during her reign. Finally,
Catherine Il built new theaters, including the Hermitage Theatre in the Winter Palace, founded
the Imperial Theatrical School in 1779 for actors, singers and dancers, and included drama in the

curriculum for the girls in Smolny Institute.*®

Catherine Il herself not only wrote plays but also encouraged others to do so, including
her good friend Princess Ekaterina Dashkova (1743-1810). These plays were both published and

performed for the court. Additionally, Catherine Il appointed Dashkova as the director of the

4 Laura Donnels O’Malley, "Signs of Empresses and Actresses: Women and Theatre in the Eighteenth Century."
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Academy of Sciences, during which time Dashkova edited a 43-volume periodical anthology of
Russian drama, which caused a rift between the two women as Dashkova published works which
referred to revolt, this angering Catherine who feared a revolution.*® This initially positive
relationship to drama and literature sparked other noble women to write works too, though most
of it consisted of translations. Many wives and daughters of poets, such as Elizaveta Kheraskova
(1746-1797), Ekaterina Sumarokova (1746-1797), and Aleksandra Rzhevskaia (1740-1769),
gaining encouragement from their spouses and families, became the first women to publish

poetry in Russia.

In 1795 in St. Petersburg, Catherine Il established the first public library in Russia, called
“The Imperial Library.” 4" The scholar Nataliya Rumyantseva writes, “the interest of the
population in reading was an enormous one here — during the first 30 years the readers were
given more than 100 thousand of publications.”*® By 1802, there were about 20 bookshops in
Moscow and new ones were opening in provincial towns, receiving not just male but also female
readers. Literacy rates, however, were estimated to be between 3 and 7 percent in the 1790s and
most of the printed literature consisted of foreign translations or adaptations. Despite the low
literacy rates overall, by the end of the century about 90% of the noblewomen were literate.*°
According to Olga Glagoleva, over the course of the eighteenth-century reading went from being
a male activity to a significant pastime for noblewomen with a serious impact on their minds and
lives.>® As Glagoleva claims, at the turn of the nineteenth century, “women quickly became

important subjects of literature and its chief target audience,” causing writers to look for ideas
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and methods that would appeal specifically to women.>* However, men were also concerned
about women’s reading and often directed or supervised the content of books, which stemmed
from their concern that family structures would be disrupted by women becoming swept up in

the imaginary world of novels.

At the end of the eighteenth century, the phenomenon of Sentimentalism advanced
women’s opportunities in the literary sphere, allowing some to transition from passive readers to
active writers. The key tenets of Sentimentalism rested on morality, and emphasized sensitivity,
compassion, and purity. Men attributed all these traits to women, so naturally they became
examples and inspiration for their works, or as N. N. Verevkin later wrote, women’s role was to
“be beauty, not create it.”%? This idealization of feminine qualities and women as innocent muses
sparked patriarchal thinking. Jean-Jacques Rousseau (1712-1778), the Swiss writer and
philosopher helped shape Sentimentalism in Russia in the eighteenth and early nineteenth
century. Rousseau’s ideas relied heavily on the premise that men and women are inherently
different, so they need a separate education, and women should dedicate their life to being
helpful to their spouses. This new wave of philosophy was spread by those who agreed with
Rousseau, like Nikolai Karamzin, who reaffirmed that women should be viewed as models of
sentiment who belonged in the home with family, creating a cult of domesticity that lasted for
the majority of the nineteenth century and incorporated beliefs that women were innately more
moral than men. As Barbara Clements writes, “safe within the domestic circle, far from the
corruptions of the public world, they could cultivate their natural piety, teach their children to be

moral people and good citizens, and provide support to their husbands. By building stable

51 Ibid., 132.
52 Kelly, A History, 42.



28

families, women would contribute to stability in the society at large,” and “women could serve as

moral guides for their husbands and children.”%3

This kind of thinking, while restricting women’s roles, also partially allowed women to
contribute to literature. Since Sentimental writers and philosophers expected women to raise the
morality of the nation, educated women were encouraged to write for the benefit of society. For
the most part, however, the works of women were not viewed as literature, but rather as writing
exercises [ynpaxnenns].>* Nikolai Ostolopov, the editor of the journal Lover of Philology
[JTrobuTens cioBecHoTH] actively encouraged women to write, yet in 1806 he wrote “we know
that a commonplace composition by a woman has more effect on our sex than a model work by a
man, because when we read the former we imagine the lady writer herself, transport ourselves
mentally into her study, see the beautiful lady, kiss the hand which depicts her thoughts and
feelings for us, and strive to imitate ourselves.”® Many other publishers echoed the
condescension conveyed by Ostolopov, but some women nonetheless chose to enter the literary

field and write original works following the models of Sentimentalism.

Writers like Mariia Pospelova (1780-1805), Ekaterina Puchkova (1792-1867), and Mariia
Izvekova (1789?-1830) chose to conform to the ideals set forth by literary men, as scholar
Alessandra Tosi remarks.>® This means the women chose content and created an authorial voice
that aligned with the predetermined notions of Sentimentalism. This included lyric meditations,

moralizing messages, poetry featuring idyllic nature, and support of traditional femininity in
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women. As these ideas spread into the domestic sphere, works by these writers also included
support for the ideals of submissiveness and selflessness and images of women in their roles as
wives. Some women followed these patriarchal conventions of contemplation and moralization,
but also included their own ideas regarding women. However, Tosi identifies only two women

from this time who completely challenged traditional roles on femininity and Sentimentalism.

Anna Bunina (1774-1829) and Princess Zinaida VVolkonskaia (1789-1862) became the
archetypes for independent women for future generations. Unlike the previously mentioned
writers, Bunina and Volkonskaia chose to “break the vicious cycle of sentimental femininity and
dilettantism to create works original in their conception, message, and style.”” Bunina’s poetry
and prose expressed feelings of isolation, frustration of working in a male-dominated field,
rebellion, and so much more. Through her work, she gained access to an entire network of male
writers, many of whom showed her respect as a poet. Volkonskaia too, gained recognition for her
work, though she tended to focus on social conditions and contemporary issues. Sometimes
dubbed as a proto-feminist, Volkonskaia directly addressed women’s oppression in some of her
works. Most famously, perhaps, Volkonskaia was renowned as a salon hostess in the early
nineteenth century who directly interacted with women like Karolina Pavlova. Her salon became
the center of the literature in the 1820s, providing a space for the most prominent Golden Age

writers.

Russians began hosting salons toward the end of the eighteenth century and they
influenced intellectual life and the public sphere because they offered a place to gather beyond

the reach of the state.® As Olga Glagoleva claims, “for the first time in Russian history (if we
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exclude the empresses and their female favorites), women had opportunities, if only potential, to
gain some public recognition as individuals” because “personal qualities such as education,
talent, character, manners, and, certainly good looks, began to play a part of importance in
shaping a woman’s independent social status.””® This applied to both salons in the capitals as
well as the growing number of provincial salons. By the 1810s, salons provided the main literary
space for intellectuals, poets, and other members of high society, allowing them to create and

debate art and literature.

During the second decade of the nineteenth century literary journals were also emerging,
following the example of Nikolai Karamzin’s Herald of Europe [Bectauk eBporsi] that he
started publishing in 1802. Along with published books, literary journals allowed people to write
and publish literature, and they became the dominant mode of transmission of literature and its
gatekeeper. It is important to note that most people who contributed to literature or actively read
it were urban nobility and wealthy landowners, which was a very small percentage of the
population. In the 1850s, they humbered about 886,000 — 1.5 percent of the population and about
5 percent of those inhabiting the capitals.®® Literature and intellectual discussion, however, were
not restricted to the capitals. According to Olga Glagoleva, in the 1830s almost all provinces of
the Russian Empire experienced a rapid growth of the book trade and public libraries, which
granted women the access to both Russian and European books and magazines.! Likewise, the
number of people who participated in creative work and cultural activities kept growing
throughout the century as more provincial people wrote fiction, scholarly works, and memoirs.

As Glagoleva aptly remarks, the “educated stratum of the Russian provincial noble class
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provided a solid basis for ‘high’ literature and art” because it “largely determined the
environment in which the younger generation grew up” and “became one of the essential factors

in driving the entire country’s cultural progress.”%?

Nadezhda Teplova and Elena Gan lived in the provinces and this information suggests
that they were not completely removed from the intellectual discussions associated with the
capitals. Perhaps due to the emergence of schools and universities across Russia, by the end of
the century, even in the most provincial areas of the empire educated women subscribed to a few
national magazines and newspapers, incorporating literature in their daily lives. Starting in the
1870s historical journals like Russian Archive [Pycckuii apxus] and Russian Antiquity [Pycckast
crapuna] gained popularity, especially among the bourgeois reading public. Unlike their
predecessors earlier in the century, in the second half of the century women had a more active
role in shaping the educational upbringing of their children, including the cultivation of an

appreciation of literature and art in the household.

These historical journals that were meant to rediscover the past allowed the names of the
earlier poets and writers like Anna Bunina, Nadezhda Teplova, and Elena Gan to be discussed
again. For example, the nineteenth century historian Erazm Stogov published his memories of
Anna Bunina in Russian Antiquity in 1879 and in the same journal in 1887 Vera Zhelikhovksaia
published her childhood memories of her mother Elena Gan. The historians Elena Nekrasova and
Daniil Mordovtsev published biographical information about a few different writers, in Russian
Antiquity and as a separate book, respectively. The full collections of Evdokiia Rostopchina’s

works were published separately in 1890 too. Karolina Pavlova herself also published “My
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Memories” [Mou Bociomunanusi] in 1875 in Russian Archive. As more women were reading in

the provinces, Russia’s women from earlier in the century were being rediscovered.

Economy and Opportunity

In addition to gaining opportunities in the literary and educational sphere, women were
also becoming more independent from men in new ways. Anna Bunina was the first woman in
Russia to make a career out of her literary works, and many others followed. Likewise, even
though Nadezhda Teplova had a husband who supported her, her letters point to her keen
awareness and interest in the business aspect of publishing her works. In other spheres of society
women were also gaining unprecedented career opportunities that were partially encouraged by
new laws in the nineteenth century. Galina Ulianova’s Female Entrepreneurs in Nineteenth
Century Russia provides a very useful comprehensive look at female entrepreneurs and
economic statistics. In 1753 the government adopted a law that allowed wives to sell their own
property without their husband’s consent and independently acquire their own property by any
legal means.®® This law was reconfirmed in 1825, and later in 1832, another law made it
impossible for the husband to claim his wife’s property, regardless of when it was acquired. This
was a major step for women becoming independent from their spouses and families, at least in
the sense of property ownership. By this point in time, some women were already independent

and had flourishing businesses, but these laws allowed more women to join their ranks.
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In 1775, Catherine Il granted women rights equal to men for engaging in commerce by
allowing women to have the same guild membership requirements as men, and this applied
equally to unmarried, married, and widowed women. Aside from guild membership, businesses
and commercial income allowed some women to change their status and position in society. By
the 1820s several hundred women owned businesses in the empire. The majority of these were
noble women, followed by merchant women, but some soldier’s wives, peasants, and women
from the petty bourgeois, meshchanstvo estate, the lowest urban class, owned businesses. Like
their counterparts in other social states, peasant women were unhappy with their stations and in
the years between 1814-1817, 55% of all people petitioning to enter the Moscow meshchanstvo
class were women. This trend extended even past the Emancipation, though with declining rates,
according to historian Alison Smith.%* In the years between 1814 and 1832 the total number of
female entrepreneurs nearly tripled to almost five hundred. As before, noblewomen owned the
most with half of all businesses, but merchants and meshchane owned the rest. Also, by 1838,
almost 40% of all business premises were owned by women. It should be noted, however, that in
most of these instances, sons managed the businesses, but the mothers remained the proprietors.
Many of the businesses were also started by husbands, with wives taking official control of the
companies after their death. Regardless of who started the business, the numbers of female
entrepreneurs rose in these decades and they continued to rise after Russia began its industrial

revolution.

For single women, the meshchanstvo estate offered security they lacked without

husbands, such as social support to help them and their children. Some women upon entering the
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estate ended up unsuccessful and had to leave the soslovie, but others did manage to succeed.
Once women entered the meshchanstvo estate, many of them married and stayed within the class,
some even gaining an education and professional status, which allowed them to move higher in
the social ranks. Perhaps most significantly, most of the single mothers who entered the society
had successful children. Everyone had an opportunity to gain from their new soslovie, which was
especially important for the women who would not be able to get those opportunities in their
original estate. In 1853, 97 women owned almost 12% of Moscow businesses and produced
nearly 10% of annual industrial output for the city, reaching a historic high in the 1860s and
continuing the trend until the 1890s.%° As the writers struggled for acceptance in the male-

dominated literary environment, other women were creating their own opportunities in business.

Despite the economic independence some leading women might have achieved, most
were still completely dependent on their spouses. Women required the consent of their husbands
before they could get a job, they were required to live with their husbands, and they could not
hold a passport in their own name, which prevented them from travelling or living apart from
their husbands. Several laws were passed to keep wives submissive to their husbands, such as the
1832 law that stated a “wife is obligated to obey her husband as the head of the family, to live
with him in love, respect and unlimited obedience, and to render him all pleasure and affection as
mistress of the household.”®® This law was in effect until the twentieth century, partly preventing
women from divorcing their husbands. Perhaps it was this law that prevented Karolina Pavlova

from divorcing her husband, but the fervent belief in a wife’s submissiveness to her husband

8 Ulianova, Female Entrepreneurs, 77.
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certainly contributed to the animosity she received from her contemporaries for suing her

husband.

Religious authorities decided all cases of marriage law and the Russian Empire had some
the most stringent laws in Europe. According to the historian William Wagner “the church
annulled marriages for procedural or similar defects only very rarely, and it permitted divorce
only for adultery, prolonged disappearance, sexual incapacity, and exile to Siberia after
conviction for a felony.”®” However, even under these circumstances the process was so complex
and expensive, that people were rarely granted divorce. Another option for women was to
receive separate residence permits, which allowed them to live away from their husbands. “The
pain experienced in an unhappy marriage was no different from all the other suffering of life,
Christians were taught. Suffering was a necessary means to the end of learning how to be patient
and dutiful; it brought one closer to Christ, who had suffered agonies for humankind’s sake. So a
bad marriage was to be endured humbly, with the hope that things would improve if people stuck
it out long enough.”®® The writings of nineteenth century women often include themes of
unhappy marriages and suffering at the hands of husbands, themes that often corresponded with

their own lives.

The discontent toward the government and society experienced by the intelligentsia
earlier in the century turned to radicalism by the 1860s. As Barbara Engel explains, feminists and
revolutionaries had similar goals of improving women’s situation in society by “mobilizing the

support of government officials and propertied people.”®® The radicals, many of whom were
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women, wanted an egalitarian society, which meant overthrowing the regime. These ideas first
appeared in the 1860s with the formation of the nihilists, who rejected traditional beliefs in favor
of socially responsible ones. Female members wanted to shock society by smoking cigarettes and
cutting their hair short, showing publicly their disdain for their constrained roles. Even though
the initial movement of nihilists lasted only for a few years and some previously rebellious
women adopted traditional roles, many retained their ideas and turned to revolutionary socialism.
In the 1870s, the Land and Liberty [3emus u Bosisi] organization appeared, and its members went
to the peasants in the countryside and attempted, mostly unsuccessfully, to teach them about
socialism. Women comprised about 20% of the people arrested for this crime. Some members of
this group turned radical and became the People’s Will [Hapoanas Boss] party, and one woman
in particular, Sophia Perovskaia (1853-1881), helped lead the group to assassinate Alexander 11
in 1881, thus becoming the first woman to be executed for revolutionary acts.”® However, even
though a small group of women became radicals, most feminists focused their attention on

equality and reform.

Despite the prevailing traditional patriarchal values and laws that perpetuated the
oppression of women, the nineteenth century was one of unprecedented progress for women
economically, socially, and politically. Many women were able to receive not just an education
but become entrepreneurs, teachers, doctors, writers, and much more. By the 1860s women
championed change for themselves and for the poorer classes, some even becoming radicals in
the process. This drastically transformative time allowed for the appearance of trailblazing
writers and feminists who served as strong role models for their successors. Anna Bunina,

Nadezhda Teplova, and Elena Gan wrote their works portraying a dissatisfaction with society
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long before the “woman question” arose in the 1850s. This indicates that individual women were
voicing their opinions and rejecting some of society’s traditional values long before women were
banding together and creating change. Evdokiia Rostopchina and Karolina Pavlova, likewise,
were voicing their concerns but already explicitly blaming society for the limitations it imposed

on women and heavily criticizing the values and expectations with which women were raised.
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Chapter 2: Biographical Background

During such a dynamic century of social, economic, and intellectual progress, some
women were able to thrive and gain recognition among high society as authors. Anna Bunina,
Nadezhda Teplova, Elena Gan, Evdokiia Rostopchina, and Karolina Pavlova experienced this
progress for themselves and pushed the boundaries of accepted norms for women. In order to
understand their works and their messages it is important to first review their lives. While
authors and their characters and narrators are distinctly different and literature should not be seen
as a direct autobiographical reflection of the author’s life, literature does provide specific
messages shaped by the author, and their life experiences contribute to their ideas. These five
women stood apart from many of their contemporaries because they chose to write and publish,
so they represent an extremely small percentage of high society women, but they had the
experience and the means to assess and disseminate their views on life, womanhood, and

authorship.

Anna Bunina (1800s-1820s)

The earliest of the five examined writers is Anna Petrovna Bunina, is not the first Russian
woman poet to publish her works, but she is considered to be the first professional writer because
her writing solely provided her income. Bunina’s position in history is unique because, as
historian Konstantin Grot writes, “Bunina herself, her gifts, and her energy are solely responsible

for her education and her successes; arriving to the capital from the depths of the countryside by
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her own inclinations, she created for herself a prominent and notable standing in the St.

Petersburg literary world of the 1810s-1820s.”"*

Wendy Rosslyn’s monograph Anna Bunina and the Origins of Women'’s Poetry in Russia
provides a comprehensive biography on Bunina’s unique life. She was born on January 7, 1774
to a rather affluent noble family in Urusovo, a town in the Ryazan’ region. Bunina’s mother died
giving birth to her, so a grief-stricken father allowed family members to raise his seven children.
Bunina did not have a constant and stable home, so her education was very neglected, and she
did not have a female presence to monitor her propriety and pick suitors once she reached a
marriageable age. Rosslyn attributes Bunina’s very independent lifestyle in adulthood to her very
uncommon childhood.”? When she turned thirteen, the age of marriageability, Anna began living
with her oldest brother, Vasilii, in Moscow and she began writing poems. Her brother was very
educated for his time, so through him Anna was first introduced to the world of literature and
intellect, though very little is known from this time of her life. She did, however, publish a short
essay titled “Love” [JIro60Bb] in 1799 in the journal Hippocrene [Mnmokpena], which disputed
Rousseau’s and Karamzin’s ideas on femininity, which will be discussed further in chapter 4.
Bunina asserted that “man and woman were similar in nature and equal in status,” and that both
partners should be exceptional, not just the woman, which disputed Karamzin’s belief that

women were exceptional and meant to elevate the morality of men.”

"1 “Bceneno 06s3aHHas cBoMM 00pa3oBaHMEM M CBOUMH yCIIEXaMH ce0e caMoii, CBOEMY JIAPOBAHUIO U SHEPTHH,
ByHuHa, IpuObIBLIAs B CTOJMIY [0 COOCTBEHHOMY BJICUCHHUIO U3 IEPEBEHCKOM MIIYIIH, co3aana cebe BUTHOE U
noueTHoe nosioxkenue B [lerepOyprekom nuteparypaom mupe 1810-x--20-x rogos.” Konstantin lakovlevich.Grot,
Al’bom Anny Petrovny Buninoi, (Moscow: Universitetskaia tipografiia, 1902), 1.
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In 1802, Bunina’s father died, so she gained unhindered independence in her life and
chose to move to St. Petersburg despite her small inheritance. There, at the age of twenty-eight,
she hired a member of the Russian Academy, Petr Sokolov, and other tutors to teach her Russian
literature, German, French, English, music, physics, and mathematics. In just six months, Bunina
spent her inheritance on her education and decided to stay and go into debt rather than return to
her family or work as a governess. Through her brother Ivan, Bunina began mingling in literary
circles and met her future patrons, which included Alexander Shishkov (1754-1841). Shishkov
became one of Bunina’s most prominent supporters and often petitioned benefactors on her
behalf, gave her literary advice, and published her poems in his journals. Despite her
circumstances, Bunina began publishing original poems starting in 1803 in various journals like
The Herald of Europe, The Moscow Spectator [MockoBckuii 3putens], and The Lover of

Philology.

Bunina released her first collection of poems in 1809 called The Inexperienced Muse
[HeombrTHas mys3a], earning recognition, respect, and the titles “Russian Sappho” [Pycckas
Cado] and “The Tenth Muse” [lecsitas my3a]. Years before her major publication, Bunina
began regularly attending a literary circle with Gavrila Derzhavin, Mikhail Murav’ev, and many
others through her connection to Shishkov. It is unclear how or exactly when Bunina joined the
literary evenings, but her acceptance itself is astonishing. At this time, leisure activities were
rather segregated and literary circles were the only places for men to turn to intellectual
discourse. Even female salon hostesses, which became commonplace by the 1820s, were

uncommon at this time.

In 1807, Sergei Zhikharev wrote his account of attending this literary circle that he later

published as part of his “Diary of a Civil Servant” [3anucku unnoBauka] cycle in Notes of the
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Fatherland [OteuectBennsie 3amucku] in 1855. Zhikharev’s account comments on Shishkov’s
reading of Bunina’s original poem about the death of her sixteen-year-old friend out loud to the
group. He stated that the poem has “thoughts and enough power in its expressions but, it is
strange, they are as if written on command and do not inspire any movement of the soul; these
are not the verses of a woman, grieving for her friend, but more like those of a student who is
reasoning about life and death; the absence of emotion is their main weakness. ... This thought
[her epigraph of ‘God gave her to us not for her to leave her here / but to show the earth His
creation’] Bunina could have evolved in her verses, not chasing profundity, which is not always

appropriate, and especially there, where only feelings should prevail.”’*

Zhikharev’s criticism provides insight as to how others viewed Bunina as a salon
member. His criticism rests on the idea that Bunina did not provide enough emotion in her poem,
but instead focuses too much on philosophy. According to the expectations and ideas promoted
during the age of Sentimentalism and Romanticism, women were seen as beings who set the tone
for morality and emotional display in society. Zhikharev’s comments can be viewed as
emphasizing the prevailing notion of women as creatures of feelings who do not need to concern
themselves with reason and philosophy. However, men rarely critiqued women’s writing as a
means of encouraging them to continue with the pastime, so Zhikharev’s literary criticism of the
poem as lacking emotion for the subject matter is a very uncommon event because it placed

Bunina equal to the men in the literary circle, as a member worthy of critique.

74 “B HUX €CTh MBICJIH U JIOBOJILHO CHJIBI B BBIDAKEHHSAX, HO, CTPAHHOE JIEJIO, OHH Kak OY/ITO HAIIMCAHBI [0 3aKa3y U
HE IPOU3BOIAT HUKAKOT0 ACHCTBHS HA IYIIY; 3TO CTHXU HE KCHILMHbI, OTUIAKMBAIOLICH CBOIO MOJPYTY, a CKOpee
CTYIEHTa, PACCYKAAIOLIETO O KU3HHU H CMEPTH; OTCYTCTBHE YyBCTBA [IABHBIH X HEJOCTATOK. ... ITY MBICIIb [ee
enurpad ‘bor man HaM ee He At TOrO, YTOO OCTABUTH €€ 31eCh / HO YTO0 MOKa3aTh Ha 3eMJIE CBOE TBOPEHHE |
MorJa Obl pa3BUTh ByHHHa B CBOMX CTHXaX, HE TOHSACH 3 INIyOOKOMBICIIEM, KOTOpPOE He Beeraa ObIBaeT y MecTa, U
0COOEHHO TaM, IJIe OJDKHO Mpeodiianaathk oaHo 4yBeTBo...” Nikolai Leont’evich Brodskii, editor, Literaturnye
salony i kruzhki: pervaia polovina XIX veka (Moscow: Academia, 1930) 25-26.
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In 1808 Bunina published a translation of Charles Batteaux’s Rules of Poetry and the
original poem “On Happiness” [O cuactbu], which was the first poema, a type of narrative
poetry, written in Russian by a woman poet.” She gained fame beyond the literary circles, even
earning patronage from Alexander | and his wife Elizaveta Alekseevna. A year later in 1809
Bunina published the first part of her cycle of poems entitled The Inexperienced Muse
[HeombrTHas mys3a], followed by the second part in 1812. In 1811 Bunina published a work of
prose titled Village Evenings [Cenbckue Beuepa] and joined the premier literary circle The
Conversations of Lovers of the Russian Word [Bbecezp! mroduteneii pycckoro ciosa], headed by
poet Gavrila Derzhavin (1743-1816) and featuring fabulist Ivan Krylov (1769-1844), poet Vasilii

Zhukovskii (1783-1852), and many others.

According to the historian Daniil Mordovstsev, at the peak of her fame Bunina’s name
was as respected as Gavrila Derzhavin’s, the leading Russian poet of the end of the eighteenth
century and the beginning of the nineteenth. In 1902 scholar Konstantin Grot published Bunina’s
album, which was a place for friends and family to leave notes and verses for the owner. In
Bunina’s aloum many important historical figures left their mark. For example, on March 21,
1810, Derzhavin wrote in rhyming verse “Your verses are pleasant, resounding / they show us
your delicate mind / and they are liked because of all that / and nothing more.”’® Shishkov wrote
below, adding “Against the charms of your verses / we are all defenseless / and we, the crows /

will caw at least a few words. / It seems to us, that as you are among people / like among us you

5 Bunina, Neopytnaia muza, 34.
76 “Ctyxu TBOM IIPUATHBI, 3B0HKH / TOKA3bIBAIOT YM HaM TOHKHI / ¥ HpaBsATCsa TeM BceM / a Gonee Huuem” (qtd. in
Grot, Al’bom Anny Petrovny, 5).
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are a nightingale.”’” Derzhavin’s praise seems reserved compared to Shishkov’s, who elevates

Bunina above both himself and the other poets.

Even though she found success in the literary world, Bunina never had children or got
married, though scholars are unsure as to why. According to the historian Erazm Stogov (1797-
1880), who knew Bunina when he was a child and later a young man, Bunina enjoyed a lot of
success socially. In the personal memories of her published in 1903 Stogov wrote, “Bunina was
not very tall but quite attractive, they say she had many suitors but she valued the glory of her
name so much, that she decided not to give up her fame and died an old maid.””® Stogov went
into more detail about Bunina’s appearance and social disposition in his work published in 1879.
"She was not very tall with a slightly oblong face, black hair, but [her] face was white with a
beautiful blush, very lively glittering eyes, graceful movements — [she] was remarkably good
looking.”’® He notes that she was a favorite guest among the highest aristocracy in St.
Petersburg, spoke beautifully, and almost always reigned in social settings. Many emphasize
Bunina’s success as both a society woman and poet in order to emphasize the crucial idea that

she remained unmarried by choice and not because she lacked suitors.

There were rumors linking Bunina to Ivan Dmitriev (1760-1837), a fellow poet and
statesman. The only concrete piece of evidence for the rumors was Derzhavin’s November 10,
1808 letter to Dmitriev. He mentions an account of discussing Dmitriev with Bunina, writing

“how shy and modest she is that any time with the mention of your name she hiccups and

T “Or npenecreii TBoux ctuxoB / Bee, Bee 63 060poHsl; / Tak KapKHeM ke XOTh napy cioB / Y Mbl1, BoporbL. / Ham
Ka)XeTcs, Tl TO MeX Iy Jirozeit, / Uto mexny Hamu conoseid” (gtd. in Grot, Al’bom Anny Petrovny, 5).

78 “BynuHa Oblia HEGONBIIOTO POCTA, HO MPEXOPOLIEHBKAs!, TOBOPAT, OHA MMEJIA MHOTO JKEHUXOB, HO TaK JOPOXKUIIA
CIIaBO¥i CBOETO MMEHH, YTO HE PEIMIACh JIUIIUTHCS H3BECTHOCTH, U yMepia aesuuei” Erazm lvanovich Stogov,
“Zapiski E. I. Stogova,” Russkaia starina 113 (1903): 145.

79 “Omna Obl1a HEOOIBIIOTO POCTA, HEMHOTO IIPOIOJITOBATOE JIMIIO, YEPHBIE BOTIOCKHI, HO JIUIO OEJI0E CIPEKPACHBIM
PYMSHIEM, OU€Hb XKHBBIE, OJIECTAIINE IUIa3a, ABHKEHHUs IPallMO3HbI — Obllla 3aMevaTebHo Xopomenskoi™ (Ibid.,
51).
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trembles,” teasingly and almost sarcastically attributing it to Bunina’s tender and pleasant
disposition.?® In 1805 Dmitriev published a poem titled “In the Event of Receiving a Gift from
an Unknown Woman” [Ha ciyuaii momapka ot HeusBectHoii ] that was speculated to be about
Bunina at the time and thought to be directed at Bunina by the historian Georgii

Makogonenko.8.

HeuvasinHblil MHE 1ap LIETYIO ¢ HEXXHBIM 4yBCTBOM!
JlecTHee cepaiy OH JIaBpOBOT'O BEHILIA.

KT0 % Ta, KoTOpas pyku CBOE UCKyCCTBOM
[lournna... B cTapocTy CHACTIIMBOIO NeBLa?

He 3nato, ocrarocek cpenu HeoyMeHui !

Tak Oy1b sxe OT MeHs eil uMs: J0OpHbIii reHui.

| kiss the accidental gift with tender feelings!

It is more flattering for the heart than a laurel wreath.
Who is she, who with art made by her hand
Honored... a fortunate poet in his old age?

I do not know, | remain at a loss!

So her name from me will be: kind genius.®?

Wendy Rosslyn examines the relationship and the implications of such an action in depth.
Focusing on the fact that the gift was a piece of embroidery and not a poem, Rosslyn speculates
that this may have been an attempt by Bunina to diminish her unconventional status as a woman
poet and to speak as a woman to a man; or it could be that she wanted to avoid the commonplace

situation of woman admirers praising well-known poets in verse.®® A year later, in 1806, a poem

was published anonymously titled “To A. P. B-a” [K A. I1. b-oii, B 1enp poxkaenusi] on Bunina’s

80 “C Annoii IleTpoBHOM MBI HHOT/Ia BUAMMCS U GECELYEM O Bac; M Kak OHA 3aCTEHYMBA M CKPOMHA, TO BCAKHM pa3
IIpy UMCHU BAllICM 3aUKACTCA U APOKUT: - 9TO, 4 AyMaro, OT TOT'O, YTO CTOJIb HEXKHOI'O U MPUATHOI'O CTUXOTBOPLA,
Kak Bbl, MHa4Ye HeBO3MOkHO BerioMHUTh” Gavrila Derzhavin, Sochineniia Derzhavina (6, St. Petersburg: V tipografii
imperatorskoi akademii nauk, 1871), 192.

81 Dmitriev, Ivan Ivanovich Polnoe sobranie stikhotvorenii, edited by Georgii Makogonenko (Leningrad: Sovetskii
pisatel’, 1967) 433.

8 1bid., 145

8 Rosslyn, Anna Bunina, 63
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birthday. Evgenii Sviasov attributes the poem to the journal editor, poet, and Bunina’s friend Petr
Shalikov (1768-1852).8* Rosslyn, however, believes Dmitriev himself wrote the poem.&

«bynp Cadoro npyroii!» — [Ipupona nzpexna —

U ctuxotBopuiia Jle3duiicka BHOBb pOANIIACE.

Ho 4utoObI THI €€ cyacTianBee Oblia,

UT00 U3Hb TBOS B TOCKE, B ClI€3aX HE MPEKPaTHIACh
N uT06 ®DaoH TBOpIIEM OBLT PaJOCTH TBOEH, —

Bort rutamenHa Mons0a B ceil IGHb Ty MOei!

“Be another Sappho!” — Nature proclaimed —
And the Lesbos poetess was born again.

But may you be happier than she,

So that your life does not end in longing, in tears
And may Phaon be the creator of your joy, -
Here is the fiery plea of my soul on this day!

No matter who wrote the poem, the message seems to promote a successful marriage as a
suitable path for Bunina. The writer acknowledges Bunina’s talents, which are deemed natural
and not a learned skill, but also advises that she find happiness outside of her poems and in a
man. Underneath the poem is Bunina’s powerful response, titled “The answer to the question of
the author of the previous verses, whether they can be printed in The Moscow Spectator [Otser
Ha BOIIPOC aBTOpa MPEAbIAYHINX CTUXOB, MOXXHO JIM UX HAIlCUATaThb B MockoBckom 3pI/ITeJ'Ie].

Hert uctunb! B peyax TBOMX, 0 ABTOp JIbCTHUBBII !
JIuipb ToBKO 000OPOT B HUX BUJIEH CJIOB UTPUBBII.
K HecuacTuio, Koraa poaunace s Ha CBET,

ITpupona ctporoe MoslYaHUE XpaHUIIA;

Ko cuactuto, B TBOMX MOJIbOAaX MHE HYX/Ibl HET;
I'te MOkHO, 51 1100JII0; HE TOJIKHO — BAPYT OCThLIA.

There is no truth to your speech, o flattering author!
Only the turn of your playful words is seen in them.
Unfortunately, when | was born on this earth,
Nature kept strict silence;

Fortunately, I have no need for your pleas;

8 Petr V. Sviasov, Safo i russkaia liubovnaia poeziia XVIlI-nachala XIX vekov (St. Petersburg: Dmitri Bulanin,
2003) 228.
8 Rosslyn, Anna Bunina, 64.
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Where possible, | love; Where | should not, | suddenly grow cold. 8
With her answer, Bunina reveals a lot of personality and wit. She first points to the words
of overt flattery in the original poem, rejecting its claims. Then, she rejects the image of being
born a natural poet and reincarnation of Sappho, as the anonymous poem implied. This can be
attributed to the modesty she often displayed in the literary world or it can be read as a reference
to the hard work she exhibited in learning and writing. The last portion of Bunina’s reply directly
speaks to the poet’s pleas of finding happiness in marriage by stating that she has no need for
them. She implies that any feelings she may have had in the past are gone by expressing that she
loves when she can and stops loving when it is unnecessary. The poem, no matter to whom it is
addressed, clearly depicts that she is in charge of her emotions and by extension, she is control of
her own happiness. Despite her assertions, though, Bunina often called herself unhappy. For
example, she reflected on her life in what she calls her spiritual will [1yxoBHoe 3aBeranue] in a
letter to her brother written on December 4, 1827.
| was permitted to capture bad and good examples without a guide, who could have
indicated a place for some on the right, and for others on the left. If it was so desired by
God to afflict me with misfortune, then | wailed dejectedly; if in my soul ignited some
sort of fire, I thought: ‘my soul is created to be fiery — it is not in my power to cool it.” I
could not even imagine the freedom of a person. It never occurred to me that a person,
especially a woman, should not strive for anything other than the fulfillment of their own
responsibilities. | knew well that it is necessary to restrain oneself when our unrestraint

could harm someone close to you; | did not cause anyone harm and did not even know

8 Bunina, Neopytnaia muza 299
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how to be malicious. With this, | thought to fulfill all my responsibilities. At the same

time | fell from one abyss, into another, from one disaster to another.®’

One of the struggles Bunina faced all her life was poverty. Despite the patronage she
received, Bunina was in constant debt and had to petition the empress for money, as seen by
various letters to Shishkov and Count Semyon Vorontsov [1744-1832]. Part of the reason she
experienced so much debt was her poor health, which made her unable to write and publish
prolifically. As early as 1809 Bunina begins writing poems about illness and death, such as “My
Portrait” [Moi#i moptpet], written in 1809 and “To My Nephews and Niece” [Moum
IIEMsHHUKAM H tieMsHauie], written in 1811, in which she mentions her own death. Perhaps
the most tragic poem about her illness is the autobiographical poem “A Sick Woman’s May
Walk” [Maiickas nporyika 6ossieii], written in 1811.

The work includes lines like “hell is nesting in my soul / Etna ignites my desiccated
breast / the greedy serpent, weaving around my heart / sucks my boiling blood,” and “my
breathing has turned to fire / each breath turned into a sharp arrow / all the deep ulcers have
opened up / their pain clouds my mind.” With these graphic depictions of her illness, Bunina
also adds, “there is no doctor to clean my wounds, / there is no hand to wipe my tears, / there are

no mouths to comfort me, / there are no breasts on which to rest. / Everyone distances

87«4 GblIa MOMyIIEHa IOBUTH ypHbIE H XOPOIIKE IIPUMEPhI 0€3 yKa3aTelis, KOTOPbIH 03Hayai Obl MECTO JUISL OJJHUX
oJlecHYI0, ISt ApyTux omryio. Eciou bory 0o yrogHo mocemars MeHsI HeCHaCThsIMH, TO S CTeHaa 0e30TpaIHo;
€CITH B JIyIlle MOEH BO3TOpalcs Kakoi-1100 TuIaMeHb, 5 TyMaja: «Iylla MOs CO3[[aHa TNTAMEHHOW — OXJIaIUTh €€ He
B MoOeii Bojiex. Sl nake He 1mojio3peBajia CBOOO/IbI YenoBeka. MHe HUKOTa He IPUXO/IIIIO B TOJIOBY, YTO YEJIOBEK, B
0COOCHHOCTH KEHIIMHA, HE JIOJDKHBI CTPEMUTBCS HA K YeMy MHOMY, KpOME MCIIOJIHEHHSI CBOMX 00s3aHHOCTEH. S
3HaJIa TBEPJIO, YTO HAJUICKUT 00y3/1bIBAaTh CeOsl TaM, Tie He0Oy3/IaHHOCTh Hallla MOXKET ITIOBPEAUTD OJIIKHEMY;
HUKOMY HE BpeAnIIa U 1axe He jkenana 371a. CuM s JyMaia HCHOJIHUTD BCe CBOM 00s13aHHOCTH. Mex 1y TeM najaaia
u3 6e3aHbl B 6e30Hy, BBeprajach n3 Hanacti B Haracts” Daniil Lukich Mordovtsev, Russkie zhenshchiny novogo
vremeni: biograficheskie ocherki iz russkoi istorii (St. Petersburg: Tipografiia O. I. Baksta, 1874) 55.

8 “An B mymre mMoeii THe3UTCS, / DTHA CCOXIIY Ipyab nanuT; XKamHelii 3Muid, Busich BKpYT cepana, / Kposs
KHUIyqyto coceT” “B orHb qpIxaHbe MPEeTBOPUIIOCH, / B ocTpy cTpeny Kakasii B310X; / Bee riry0oku BCKpBUIACH
13861, / Bosb ux ym Bo Mue mpauunt” (Bunina, Neopytnaia muza, 206).
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themselves, run away / I am alone... oh woe is me!”’®® According to the poem, Bunina felt
isolation and helplessness while dealing with her pain, and felt like there was absolutely nobody
to whom she could turn.

Many scholars, such as Konstantin Grot and Wendy Rosslyn, attribute Bunina’s
symptoms to breast cancer, but Maksim Amelin and Marina Nesterenko propose that Bunina
would not have lived so long with breast cancer. Instead, they propose that based on modern
medicine Bunina potentially had chronic fibrocystic breast changes [xponuueckas macromarus],
though their proposed diagnosis does not fully cover all of Bunina’s symptoms.® Her condition
had gotten so severe that in 1815 Bunina received money from the crown to leave Russia for
England, which she did on July 15, 1815. She returned to St. Petersburg two years later in 1817
without curing her illness, but by that time she was already associated with old-fashioned poets.

Criticism against Bunina started at the same time as her rise to success. For example,
Konstantin Batiushkov (1787-1855) wrote in an epigram addressed to Bunina “You are Sappho —
I am Phaon: / I do not question this, / but to my misfortune, / you do not know the way to sea.”%
Batiushkov was acerbically referring to Sappho’s tragic suicide by drowning. He continues his
attack against Bunina in his unpublished but widely circulated work “Visions on the Bank of the
Lethe” [Bunenus na 6eperax Jletsi] written in 1809. The poem imagines contemporary writers
on the banks of the mythological river Lethe in the Underworld with some of the writers falling

into its waters of oblivion. Batiushkov depicts three Sapphos, one of which is Bunina, saying

“here the miserable Russian Sapphos / like our midwives / carried wailing children,” and he

8 “Her Bpa4a oMbITL MHe panbl, / Het pyku ctepets ciesbl, / Het yeren mst yretuenss, / Tlepceii HET, IPUHUKHYTE
rae; / Bee crpansitest, yoerarot: / 5 onHa... O, rope mue!” (Bunina, Neoputnaia muza 207).

% Ibid., 37.

% “Tp1 Cado, 1 Daon; 06 3ToM 1 He criopio: / Ho, k Moemy Tel ropio, / ITyTu He 3Haems k Mopro” Batiushkov,
Konstantin Nikolaevich Batiushkov, Polnoe sobranie stikhotvorenii (Moscow-Leningrad: Sovetskii pisatel’, 1964)
108.
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sends them straight into the river, implying they will be quickly forgotten.®? As Rosslyn points
out, this depiction returns women back to their proper place in society relating to motherhood
and children, depriving them of their status as writers.%® Batiushkov’s criticism both spoke

against Bunina but also women writers, displaying blatant sexism.

Bunina also received sexist criticism for being a member of Shishkov’s literary circle,
which by 1815 comprised of mature and established writers known for their political
conservatism. At this time, a group of young and aspiring writers later associated with the
Golden Age of Russian poetry created a literary society called Arzamas [Ap3amac], which
included members like Petr Viazemskii (1792-1878), Vasily Zhukovskii (1783-1852),
Batiushkov, and Nikolai Karamzin (1766-1826) serving as an honorary member. Their main
problem with Bunina was her gender. “Women could not be writers, and their proper occupation
was love. Any woman who did write was therefore an inferior writer and not a real woman.”%
Arzamas member Sergei Uvarov (1786-1855) notably wrote and performed a scathing speech
against Bunina in 1815, reducing her to a slave of passion, sexually tied to Shishkov, who
received the worst criticism from the society. Thereafter, Arzamas members became the most
prominent writers in society, including such poets as Aleksandr Pushkin who attended the circle
at sixteen years of age, and they shaped the literary canon, leaving writers like Bunina to be

forgotten by the public.*®®

Despite the growing criticism from the younger generation, Bunina decided to publish a

major collection of her works and decided to allow subscribers to buy the work. Of the 116

92 “Tyt Cadrl pycckue nevanbhbl, / Kak 6a0ku Hauu nosusasibHbl, / Hecnu pacriakannbix aeteii” (Batiushkov,
Polnoe sobraniie 112).

% Rosslyn, Anna Bunina 153.

% 1bid., 272.

% 1bid., 277.
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subscribers, which included a lady-in-waiting, senators, and two merchants, over a quarter were
women and one in five were from Kiev.%® For the time period, the number of subscribers was a
good number and the range of places the subscribers came from is surprising, from the capitals,
to Kiev and Chernigov, though the range probably depended on the recruiters of subscribers.
There were two reviewers of the collection, Aleksandr Izmailov (1779-1831) and Wilhelm

Kichelbecker (1797-1846), and both left positive reviews for the collection in 1820.

In January, Izmailov wrote “We have [in our country] rather good women writers, but
among them the first place indisputably belongs to A. P. Bunina. Strong feeling and even the gift
of painting is seen in her poems, and the one who feels strongly and depicts things in a lively
way, is a true Poet. Only her versification is not completely correct.”®” Bunina both receives
praise not only as a leading woman poet but also as a “true poet,” at least in the way Izmailov
pictures it. He goes on to list the ways in which her verse is incorrect, citing many outdated
spellings and terms, and not really commenting on her poetics. He does mention that in the third
part Bunina wanted to include more poems, but that she apologizes because due to her illness she
was not able to complete them. This shows the extent to which Bunina’s health impacted her
career. Nonetheless, she also received high praise from Kiichelbecker in March for her poetry in

general and her poem “A Sick Woman’s May Walk.”

With pleasure we announce to our readers the publication of the first part of Sochineniia
of Madame Bunina. Her poems in many ways deserve the attention of the public:

Madame Bunina is a woman poet, a rare occurrence in our country, and additionally, a

% Ibid., 288.
97 “MpI mM€eM y cebsl JOBOILHO XOPOIIMX MUCATEIBHHUII, HO IEPHBOE MEXKLY HUMH MECTO GE3CIOPHO NPHMHAIEHKUT
A. Il. Bynunoii. B cTUXOTBOpEHHSIX €€ BUIHO CHIIbHOE YYBCTBO U JJAXKE JIap KUBOIHUCH, @ KTO CUIIBHO YyBCTBYET U

KHMBO H300pakaer, ToT HacTosmuit [1oaT. Tonbko BepcudUKaIMs y Hee HE COBCEM HMCIpaBHa...” lzmailov,
Aleksandr Efimovich, Blagonamerennyi 9 (1820): 350-351.
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poet with a gift, a poet who does not impersonate. A detailed analysis of her best poems,

in our opinion, would bring genuine, substantial benefit to literature. ..%

“The Walk” by Madame Bunina: the verses are sometimes gloomy and horrible, then
change to touching, artful, and meditational in this wonderful work, they constrict the
soul, represent her sorrows and tremors, and elicit tears unbiddenly. Regarding her
phrases, they are not the phrases of the newest poetry, refined by the efforts of Dmitriev,
Zhukovskii, Batiushkov: Madame Bunina walked her own path and formed her own

talent, without using the creations of other talents.%

Both Kichelbecker and I1zmailov commented on Bunina’s verses as unique, emphasizing
that she paved her own path and she stayed on that path, without changing for others. Both
commented on her old-fashioned speech which was to be reformed by members of Arzamas and
the younger generations of poets, showing that she was already becoming associated with the
past and not the future. Both reviewers felt genuine emotion in her verses, especially in such
works like the autobiographical “A Sick Woman’s May Walk” depicting her ailing health. It is
notable that in 1820 Izmailov said “a detailed analysis of her best poems ... would bring
genuine, substantial benefit to literature.” Bunina began receiving substantial scholarly attention
as a poet worthy of recognition and providing a benefit to literature only in the last few decades

with Wendy Rosslyn’s work in the West and Maksim Amelin’s and Maria Nesterenko’s

9 “C y10BOJBCTBUEM H3BELIAEM HAILMX YUTATENEH O BBIXO/IE B CBET NepBoii yacTn Counnenuii I'-xu ByHUHOIA.
CTHXOTBOpEHHS €€ 3acilyKMBAIOT BO MHOTUX OTHOIICHHSAX BHUMaHKe MyOnuku: [->ka ByHnHa )keHIIMHa — 10T,
SIBJICHUE PEIKOE B HAIlleM OTEUEeCTBE, U CBEPX TOT'0, MOAT C JApOBAHHEM, TI03T Henoapakarenb. [1o1poOHbIi
pa30opBb JIyUIINXb €51 CTUXOTBOpeHUH npuHec Ob1 CIIOBECHOCTH 110 HAIllEeMy MHEHHUIO HCTHHHYIO, CYIIIECTBEHHYIO
none3y...” Wilhelm Karlovich Kiichelbecker, “Vzgliad na tekushchuiu slovesnost® Nevskii zritel” 1 (1820): 78.

9 “B Iporyske ['-un ByHUHOM: CTUXM TO MpaYHbIE U yXKACHBIE, TO TPOTATEJbHBIE, JKUBOTIMCHBIE M 3a/[yMUMBbIE
MEPEMEHSIIOTCA B CEM MPENECTHOM INPOU3BENCHUH, CTECHSIOT YLy, UCIOTHSIOT €€ KaJIOCTU U COAPOTaHusl, U
MPOTHUBY BOJIM U3BJIEKAIOTH clie3bl. UTO ke KacaeTcs 10 CJiora, OH He eCTh cioT HoBewien [1o33um, ounieHHomn
Tpynamu JImutpuena, JKykoBckoro, batromkosa: I'-kx a byHuHa muta cBouM myTeM M 00pa3oBajia CBOU TaJIaHT, HE
moJip3ysack TBopenusmu apyrux tanantos” (Klchelbecker “Vzgliad, 79).
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published collection in 2016 in Russia. Despite Bunina’s groundbreaking triumphs in literature
as an independent woman ahead of her time, after her death on December 4, 1829, she fell into

obscurity until nearly fifty years later when scholars began revisiting women’s works.

Nadezhda Teplova (1820s-1830s)

After Anna Bunina’s emergence and prominence as a woman writer, more and more
women began publishing original works. It was at this time that Romanticism rose as the
dominating literary movement, and with this movement came an increase of sexism and female
exclusion from philosophical and literary conversation. If during Sentimentalism women were
encouraged to participate in the literary sphere to help raise the morality of the nation, under
early Romanticism women were often excluded and, like Anna Bunina, mocked for their literary
endeavors. According to Catriona Kelly, the generation of Romantic poets and writers like
Aleksandr Pushkin rebelled against many norms and values of their parents and grandparents,
including against the idea of women occupying powerful positions like Catherine II. “The
resentment inspired by women’s institutional and sexual authority can also be sensed in the
anxiety about marriage which haunted the young men of Pushkin’s generation. ... As for the
‘young ladies’ themselves, they were expected to be decorative and to offer sexual

companionship where required.”%

With the wave of Romanticism also came the idea of the poet holding a special social
role in society as prophet with an elevated state of inspiration, and the male Romantic poets

linked this with masculinity. As Kelly indicates, it was not until men moved away from the genre

100 Kelly, A History, 37-38.
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of poetry to prose in the 1830s and1840s as a utilitarian ethos took hold of the Russian
intelligentsia and called for literature to offer social commentary, that women began publishing
poetry more freely than before because the Romantic genres now became marginal and could be
utilized by the already marginalized. “The greatest woman poet of the nineteenth century,
Karolina Pavlova, was to be a beneficiary of this contradiction: her poetry generated hostility
because of its Romanticism, not solely because she was a woman; she could therefore enjoy a

sense of the community of poets denied to her immediate predecessors, such as Teplova.”!%

At this time the locus of literary activity shifted from private literary circles to salons,
which began dominating Russian culture and became the preferred site to read and review
literature. Salons were a distinctive feature of the nobility and were created with a certain
aesthetic purpose to embellish the lives of high aristocracy, who sometimes welcomed talented
outsiders into their midst.1%2 As scholar Vladimir Murav’ev writes, a salon was a “very delicate
and difficult form of public life, in which serious and deep interests were united with
entertainment, public profession with intimate daily life, personal with public, and with this, each
side did not suppress the other.”'3 Women also gained new roles as salon hostesses, being
deemed the perfect ideal for such a role. For example, Petr Viazemskii wrote “the mind of a
woman entices and prevails specifically because it is sensitive to another mind. A woman’s mind
is often hospitable, it actively calls for and welcomes intelligent guests; attentively and skillfully

settling them: So, a perceptive and experienced hostess does not promote herself in front of her

101 1bid., 45.

102 Brodskii, Literaturnye salony, vii.

103 “Cayon — oueHn TOHKas M cloxkHas (opMa OOIIECTBEHHOM XKU3HHU, B KOTOPOH COEMHSAIINCH CEPHE3HBIE,
FJ'IY60KI/IG HWHTEPECHI C PA3BJICUYCHUEM, Hy6HI/I‘IHaﬂ ACATCIBHOCTh C UHTUMHBIM 6BITOM, JIMYHOE C O6H.[eCTBCHHI>IM, u
IIPH 9TOM KaykJ1asi U3 CTOPOH He IoaaBiisiia coboit apyryro,” Vladimir Bronislavovich Murav'ev, V tsarstve muz:
moskovskii literaturnii salon Zinaidy Volkonskoii, 1824-1829, Moscow: Moskovskii rabochii: 1987), 7.
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guests, does not contradict them, does not hurry to interrupt their path, but instead, she almost

hides herself so that it feels spacious and unrestricted to the guests.”'%*

According to this quote and the general consensus, a woman is the perfect hostess of a
salon because she has the perfect mind to entertain and make guests feel at ease since she will
not contradict them or participate in the intellectual discussion herself. In the 1830s women
began publishing poetry in large enough numbers to garner critical attention, but critics rarely
referred to their works as such, preferring to call it “embroidery.”!®® Women often took on male
personae or published anonymously to avoid the scrutiny that came with publishing as a woman.
It was in this literary period that Nadezhda Teplova, whom Barbara Heldt calls a poet of dreams
and of mysticism focusing on the escape from earthly life, began publishing her poetry.1% There
are very few sources on Teplova’s biography and literary process, so she remains an

understudied writer who deserves more scholarly recognition.

Nadezhda Sergeevna Teplova was born in Moscow to a wealthy merchant class family on
March 19, 1814. According to her sister’s Serafima Pel’skaia’s (née Teplova), account about
their childhood, the children received a good education which focused on literature and music.’
Teplova began writing poems at eight years of age and published her first poem at thirteen in The
Moscow Telegraph in 1827. Mikhail Maksimovich (1804-1873), a man who went on to become
a notable historian and ethnographer, is attributed as helping Teplova publish her first poem. He

went on to serve as a patron and mentor for the Teplova sisters, helping them completely in their

104 <YM sKeHIMHBI TeM U 000JIBIIAET U TOCIOACTBYET, YTO OH OTMEHHO 9yTOK Ha uysKoi yMm. JKeHckuil yM yacTo
TOCTEIPUHMMEH; OH OXOTHO 3a3bIBAaCT U NPUBETCTBYET YMHBIX I'OCTEHi, 3200 TIIMBO U JIOBKO yCTPOMBAs HX y ceOs: Tax,
NIPOHUIIATEINILHAS M OTIBITHAS XO35IHMKa IoMa HE BBIABUTACTCS BIIEPE MEpe]l TOCTSMHU, HE IEPEUUT UM, HE CIICHINT
nepeOuTh y HUX JOPOTY, a, HAPOTUB, KAK OY/ITO MPSYETCs], YTOO0BI TOJIBKO UM OBbLIO M MPOCTOPHO, 1 BoJbHO™ (qtd.
in Murav’ev, V tsarstve, 7).

105 Kelly A History, 41-42.

106 Heldt, Terrible Perfection, 110.

107 vatsuro, “Zhizn’,” 17.
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literary careers and partially contributing to their success. It is probably through Maksimovich
that the Teplova sisters began attending Avdot’ia and Fyodor Glinka’s literary salon, which the

couple began in the late 1820s.

In 1830 Maksimovich published an almanac titled The Morning Star [[eununal,
featuring the most prominent writers of the day, like Aleksandr Pushkin, Evgenii Baratynskii
(1800-1844), Petr Viazemskii (1824-1878), and many more. Maksimovich also included poetry
of only three women, the Teplova sisters and their friend and fellow poet Maria Lisitsyna (dates
unknown). Serafima’s poem “To***” [K***] caused repression of the almanac and the journal’s
censor, Sergei Glinka to be removed from his position.1% Censors believed the poem, which
featured sadness over the death of a young man near the waves of the Neva, to be about the
Decembrist Kondratii Ryleev (1795-1826), one of five who was executed on the banks of the
river for his part in the revolt. Even though Maksimovich had Teplova write a letter for the
censors stating that the poem was not about Ryleev’s execution, the intelligentsia believed
otherwise and enthusiastically welcomed all three women poets to the literary world, allowing
Nadezhda Teplova to gain attention. They especially became popular among Moscow University
students, like the future leading literary critic Vissarion Belinskii (1811-1848) and other
democratically inclined youth.1% It is interesting to note that both Teplova sisters would go on to

marry university students from these circles.

Teplova continued publishing poems and “around 1830-1831 her poems took on motifs
of unfulfilled destiny and the impossibility of happiness.”*'° In general, the poems displayed

features of sentimental elegies, focusing on the poet’s inner world and suffering. Even though

108 \/atsuro, “Zhizn’,” 19.
109 1pid., 20.
110 1phid., 23.
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Teplova was praised for writing poetry depicting a “woman’s heart” and her inner pain, and as a
woman was thought to simply be recording her feelings, Vatsuro points out that she carefully and
rationally crafted the messages of her poems, as seen by her letters to Maksimovich. For
example, in a letter written sometime in 1832 or 1833 before the publication of her poetry
collection, Teplova writes “your edits are good for versification, but they distort my
thoughts...”*!! Teplova obviously speaks about potential changes suggested to her poem but in a

way that rejects that advice in favor of her own message.

Likewise, Teplova shows her professionalism and seriousness about her writing career in
her letters to Maksimovich in 1832 and 1833 as she prepared for the publication of her
collection. For example, she kept asking Maksimovich to check with Semen Selivanovskii
(1772-1835), one of Moscow’s largest book publishers of the period, about the publication.
““...and what about my book? It would be a pity if Selivanovskii deceived us (I heard that he left
for St. Petersburg). Because | have created new plans. Specifically, there is a rumor that in May
the imperial family will come here, and | want to give my book to the Emperor and Empress. ..
...we will push back printing till the new year, and by the way in the winter the sales will be
better.”*2 Teplova’s thoughts express anticipation and careful planning for the publication but
also consideration about the reception and sales of her collection. She was not merely concerned
with writing her poems but also about the technical aspects of the career, proving to be a driven

and business-oriented woman.

111 “TTepenpaBku Balu XOpOIH Il CTUXOCJIOXKEHHUS, HO U3MeHs0T Mou Mbicin” (qtd. in Vatsuro, “Zhizn’,” 26).

12 “I1 yro mos kuura? MHe o4eHb Kaib OyeT, exenn CenuBaHOBCKUIA 0OMaHyJI Hac (s CIbIIIANA, 9TO OH yeXal B
ITerepOypr). [ToTOMy 9TO y MEHS POJIMIIMCH HOBBIC TUIAHBI. A IMEHHO: HOCUTCS CIIyX, 9TO B Mae MecsIe OyaeT
CIof1a IMIeparopckas (aMuinsi, 1 MHE X04eTcs TIOAHECTH MO0 KHIDKKY MMmepaTtopy mn Mmneparpuiie... ...0TJIOKHM
Hare4aTaHue 0 HOBOTO I'ojla, a MEX/y TEM 3MMOIO U Ipojaxa moiaer syqme” (qtd. in Vatsuro, “Zhizn’,” 26).
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Upon the publication of her book as a nineteen-year-old in 1833, Teplova earned a
respectable name among other writers. For example, fellow poet and philosopher Nikolai
Stankevich (1813-1840) wrote in a letter, “These are the kinds of verses women are capable of
writing! She is in her sphere, among feelings and love! To be sure, this is not absolute beauty, —
but in order to completely like the poems, it is necessary to unite them with the woman-author in
your mind; it will be a single, complete work, and all the uncertainties will then have
significance. The main qualification — honesty of feeling — is in these poems.”**® The praise
Stankevich bestows upon Teplova expresses the sentiments of the young generation of poets and
the opinion they were forming of women writers. Stankevich places a woman poet in her own
sphere of feeling and emotion but deems the writing to be worthy of appreciation only by uniting

the poet and the work.

This distinction between the writing of men and women presented problems for the
reception of the works of all women writers. According to the scholar Rebecca Bowman,
“women’s writing was supposed to have a different, more delicate nature than men’s writing.
Unless women writers were successful as ‘true’ women, they could expect little credit to be
given to their writings.”** However, the qualities that were associated with “true” women, such
as sentimentality, emphasizing emotions, and adopting a meek persona, were the same ones
associated with a writer’s inferiority. “Automatic praise as well as automatic condemnation, both

grounded in gender assumptions that led critics and practitioners to associate women’s writing

113 “Bor kakue cTMxu MOTYT rucarh xeHiuHbl! OHa B cBOel cepe, B KPyTry 4yBCTBa, ito0Bu! Pasymeercs, 310 He

a0coroTHas KpacoTa,— HO YTOOBI CTUXU HPABUJIUCh BIOJIHC, HaL[OGHO HX B CBOCM IMOHATHUU COCAUHUTDH C aBTOPOM -
KCHIIWHOIO, 3TO GYHCT OJHO, HCJIBbHOC IMTPOU3BEACHUEC, BCC HCOIIPCACICHHOCTHU IMMOJyUaT TOrJa 3HAUCHHC. I'maBHOE
yCIIOBHE — HMCTHHA YyBCTBa — €CTh B oTHX cTuxax” (qtd. in Vatsuro, “Zhizn’,” 29).

114 Rebecca Linton Bowman, Russian Society Tales: A Gendered Genre (1997, University of Virginia, PhD
Dissertation), 92.
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with artlessness, shapelessness, naturalness and so forth, precluded a more serious, balanced

appraisal of writing by women.””11®

Despite the well-received collection, after Maksimovich’s permanent move to Ukraine
Teplova published rarely, but her publications always gained attention. Perhaps one of the main
reasons for her rare publications is her marriage in 1837 to captain Nikolai Teruikhin, who
gained the position of head of the county schools [ye3ansie yuunuia] in Serpukhov, a city south
of Moscow.!® In her own words, Teplova describes him to Maksimovich as an “universitant,
who often visited the late aunt Katherine Mikhailovna Stogova and participated in our plays.”*’
It seems that the couple initially bonded intellectually because they participated in theatre
performances together, both knew Maksimovich, and Teruikhin was among the university
students who held the Teplova sisters held in high regard. In 1839 Teplova also shows interest in

both his work and women’s education in her letter to Maksimovich by praising the women’s

school that opened in her town.

Despite her marriage and growing family, Teplova published a second edition of her
collection of poems in 1838, adding new poems to her original publication, but it was left
unnoticed by critics and the reading public. Part of the problem with the lack of reception for the
publication is that the mainstream Russian literature had moved away from elegiacal poetry of
feelings and toward utilitarian prose or radical poetry that became a vehicle for social issues.!*®
Teplova tried to turn to prose in verse, publishing a few fragments separately, such as “The

Victim of Love” [XKepta mo6Bu] in 1842, as well as pure prose, which she never published.

115 |bid., 92.

116 vatsuro, “Zhizn’,” 30.

17 “On raxxe yrusepcumanm, 4acto 6p1Ban y nokoitHoi tet(ymkn) Exat. Mux. CTOroBoii ¥ y4acTBOBal B HAILIKX
cnexraxisax” (qtd. in Vatsuro, “Zhizn’,” 31).

118 Kelly, A History, 44.
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However, tragedy struck Teplova in 1845 with the death of her husband, after which she moved
to the town of Dmitriev with her three children and her recently widowed sister. She turned to

the church, spending her time “in isolation, constant attendance of church service, and religious
texts.”!1% In October 1846 two of her children died, after which time Teplova and her remaining

daughter moved to Zvenigorod. There, Teplova died in June 1848.

In her life, Teplova gained a positive reputation for her sentimental poetry, earning
respect as a late Romantic poet featuring major themes like disappointment with the world and
yearning for the higher spiritual realm. She published in some of the most prominent
publications like Notes of the Fatherland, The Telegraph [Tenerpad], The Telescope
[Teneckom], and collections like The Morning Star and The Kiev Citizen [Kuesnsauusn]. Literary
preferences shifted rapidly during her career and she moved away from Moscow in her marriage,
preventing Teplova from fully participating in the literary world of the 1830s and 1840s. In the
nineteenth and twentieth century Teplova did not gain any significant critical attention. Diana
Greene suggests that “Teplova has been ignored because of her woman-centered subject matter,
which male critics may have considered uninteresting,” such as many poems addressing other

women and depicting the death of loved ones.*?°

In 1843, Belinskii wrote an article detailing the history of women’s writing in Russia, in
which he praised Anna Bunina as the first serious woman poet and translator, as well as

Nadezhda Teplova. He emphasized only four women from the Romantic Pushkinian era of

119 “yeuEenune, NOCTOSHHOE NPUCYTCTBUE MPH OOrociyXkeHuH, yxosHoe urenne” (words of Serafima Teplova gtd.

in Vatsuro, “Zhizn’,” 36).
120 Djana Greene, “Nineteenth-Century Women Poets: Critical Reception vs. Self-Definition,” Women Writers in
Russian Literature (Westport: Greenwood Press, 1994), 102.
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literature, with Teplova being the only one of the four to garner further commentary.*?* Even
though Belinskii stated that Teplova’s poetry rested purely on feelings, dismissing the
intellectual messages in her works, he says that for the first time a woman poet’s work started
resembling true poetry. Interestingly, this history of women’s writing praising Teplova and

Bunina was written in an article about the works of Elena Gan.

Elena Gan (1830s-1840s)

The earliest conceptions of the classic Russian novel appeared in the 1820s along with
the emergence of the adventure tale, travelogue, essay genre, the familiar letter, and the society
tale.!?? Elena Gan, Evdokiia Rostopchina, and Karolina Pavlova all participated in contributing
to the genre. Coinciding with the development of Romantic prose, the society tale [cBercTas
noBecTs] arose in the 1820s and 1830s and mainly featured the concerns of high society as told
from the perspective of people who were a part of that society. The scholar Raisa lezutova writes
that as a story, the plot can be considered a “love story, the actions of which occur in the sphere
of ‘high society,”” in which society is the bearer of moral ideals, acting as an obstacle for the
couple and leading them to tragedy should they disobey these morals.? High society in the

stories reflected not just superficial appearances, but also the true conditions of how society with

121 The other three women are Zinaida Volkonskaia (1789-1862), Anna Gotovtseva (1799-1871), and Maria
Lisitsyna, Teplova’s friend. (Belinskii, Sobranie, 249).

122 Neil Cornwell, editor, The Society Tale in Russian Literature: From Odoevskii to Tolstoi (Amsterdam-Atlanta:
Rodopi, 1998) 2.

123 Raisa Vladimirovna lezuitova, “Svetskaia povest." Russkaia povest' 19-0go veka: Istoriia i problematika zhanra
(Leningrad: Nauka, 1973), 171-173.
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its rigorous rules negatively influenced relationships. Society’s strict rules and norms stifled life

and imbued it with artificiality, all starting with the ballrooms of St. Petersburg.

Marquis de Custine’s accounts of his visit to Russia in the 1830s feature the Frenchman’s
impressions of the country and its people, calling Russia “the country of useless formalities.”*
In ballrooms, Custine says “the general rule is that no one ever proffers a word which could
actively interest anyone” to prevent arousing “any real feeling” because “all the resources of
language are exhausted to strike ideas and emotions out of conversation, without, at the same
time, having the appearance of concealing them.”'% For Custine, Russians strip themselves of
feeling and freedom in their speech — and by extension — their life. Custine additionally perceives
a lack of freedom because for him “military discipline dominates Russia,” making people seem
stiff and constrained.!? Likewise, Custine adds that “Russia is governed by deceit,” which
includes the superficiality of St. Petersburg and people having a “naturalness in falsehood.”?’
Custine’s account features a very critical and acerbic tone because Custine was most preoccupied

with the autocratic and despotic regime, thus viewing the people and society as trapped victims

without freedom or voice.

Though Custine was a foreigner, he touched on many of the frustrations Russians had
with their own life. For example, the precision, reminiscent of military protocols, and the strict
regulation observed in the ballrooms, where everyone had their own place and role, often appear

in society tales. Women writers also showed how such constricting expectations can harm

124 Astolphe Marquise de Custine, Custine's Eternal Russia: A New Edition of Journey for Our Time,

translated by Phyllis Penn Kohler (Miami: Center for Advanced International Studies University of Miami, 1976)
43.

125 1bid., 62.

126 1hid., 48.

127 1bid., 93.
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women and how they must learn to adapt to such rigidity or become social outcasts.
Superficiality and the lack of freedom likewise present a common theme for society tales, as well
as family dynamics and matchmaking, often with a negative view. Elizabeth Shepard provides a
good delineation of the specific characteristics of the society tale, writing, “through the lens of
observation the heroic and public dimensions of life recede from view, and what comes into
focus is the ordinary and the personal, the routine patterns of the everyday life of apparently
unremarkable persons, life in all its ‘littleness.” The experiential range of this ordinary, personal
life which is observed and analyzed in the society tale is denoted by the terms domestic
(domashnij) and private (chastnyj). It encompasses those innermost feelings and inner events
which, as the core lexicon of the literature has it, are secret, hidden, cloaked, masked, and

varnished over.”128

Shepard further characterizes this short story genre that focused on a person’s inner world
against the backdrop of society by identifying categories of tales.*?® The two main types of tales
she identifies are the “destruction of love” tale and the “death of feeling” tale. The first type
encompasses stories that depict mutual love with genuine feelings, some featuring relationships
in which one partner is married and thus their relationship is doomed to fail, and others featuring
relationships in which both are unmarried and social circumstances prevent their union. The
“death of feeling” stories feature tales of unrequited love in which one partner is incapable of
love, or in which both partners are incapable of love due to egoism, materialism, or vanity. In all

cases, the seemingly perfect society exerts influence through established customs and

128 Elizabeth Shepard, “The Society Tale and the Innovative Argument in Russian Prose Fiction of the 1830s,”
Russian Literature 10.2 (1981): 131.
129 |bid., 132.
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conventions to create an environment that prohibits higher, poetic love. This was one of the main

themes for Elena Gan’s society tales.

Hugh Aplin has written the most comprehensive biography of Elena Gan’s life.13° She
was born Elena Fadeeva on January 11, 1814 into a family of gentry in Rzhishchiv, near Kyiv in
Ukraine.'® Her father, Andrei Fadeev, was an educated military civil servant but her mother was
born Princess Elena Dolgorukaia to a prominent aristocratic family. According to Ekaterina
Nekrasova, Dolgorukaia was one of the most educated women of her time, especially in the field
of botany, but also in history and archeology.**? The young woman fell in love with Fadeev, an
officer without a title or substantial sums of money, so they married despite Elena’s parents
being against the marriage. Together, they had four children and their eldest was Elena

Andreevna Gan.

By the time Elena turned thirteen, her mother had passed on to her knowledge of botany,
history, French and German, but this was not enough for the child, so she turned to teaching
herself English, Italian, and foreign and Russian literature.3* Around this time the mother
became sick, so the family moved to the Crimea for her health, creating the perfect atmosphere
for Gan’s first attempts at literature. “Little Fadeeva read all of this [Pushkin, Dante, Sophocles,
and more]. The day seemed short, so she lengthened it at night, and at nighttime copied from her

favorite poets what she especially enjoyed. The aspiration for creative work was noticeable

130 Hugh Anthony Aplin. M. S. Zhukova and E. A. Gan: Women Writers and Female Protagonists, 1837-1843 (1988
University of East Anglia, PhD Dissertation).

131 |bid., 209.

132 E, S. Nekrasova, “Elena Andreevna Gan (Zeneida R-va) 1814-1842 biograficheskii ocherk,” Russkaia starina 51
(1886): 338.

133 1bid., 340.
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already in those early years.”*** At sixteen years of age and living in Ekaterinoslav’ (modern day
Dnipro) Gan met and quickly married a horse-artillery captain of German descent, Petr Gan, who
was twice her age and constantly moving for his work. A lot of the commentary and biography
surrounding the marriage comes from scholars like E. S. Nekrasova finding biographical details
from Gan’s works. Regarding their marriage, Gan’s sister Nadezhda Fadeeva, corrected false
information by saying, “later it turned out that their personalities did not match, but this could
not have been foreseen” despite Petr Gan being “intelligent, highly educated with a kind and
noble character.”*® Gan’s marriage often left her moving from one provincial town to the next

and surrounded by people who did not value intellect or literature.

Gan’s first child, Elena, was born in 1832 and her son soon after. However, Gan’s son
died due to lack of medical care in her provincial town near Ekaterinoslav, and she watched him
slowly die.®®® This was a traumatic experience for the writer, so in early 1835 Gan took her
family to Odessa where her father was stationed. By this time, Odessa had become a significant
European town and cultural center with theatres, music, and art, creating a powerful impression
on Gan. Her life had not provided much opportunity to experience the atmosphere and culture of
a city until Gan’s husband was sent to St. Petersburg in 1836. Due to her husband’s lack of
interest in the city, Gan formed a friendship with his brother Ivan who took her to see different
galleries and introduced her to theatre, which her husband deemed too expensive.'®” She wrote to

her sister about growing feelings of isolation, probably alluding to her husband’s lack of

134 «“Beem stum [[Iymxun, Jante, Codokis u T.4.] 3a4uThiBanachk MojoaeHbkas Daneena. JleHb Ka3aucs Mall, OHa
YIUIMHHSUIA €r0 YacaMy HOYH, ¥ [I0 HOYaM IepenuchiBalla U3 JJIOOMMBIX IO3TOB TO, YTO OCOOEHHO HPABUJIOCH.
CTpemiieHHE K TBOPUYECTBY 3aMevaioch yxe B 3tu panHue roger” (Qtd. in Nekrasova, “Elena Andreevna, 341).

135 Nadezhda Andreevna Fadeeva. “Po povodu stat’i ‘Roman odnoi zabytoi romanistki,”” Istoricheskii vestnik 26
(1886): 460.

136 Nekrasova, “Elena Andreevna,” 347.

137 1bid., 350.



65

participation to her interests.**® In St. Petersburg she also met with various poets and authors,
like Pushkin, but it was her meeting with the journalist and editor of Biblioteka dlia chtenia, Osip

Senkovskii (1800-1858) that began her literary career.

Upon meeting Senkovskii, Gan was first dazzled by him and fostered a close relationship
while feeling that he had darker intentions toward her.13 The first original work she published
became “The Ideal” [Mxean] in 1837 under the pseudonym Zeneida R-va, featuring a story of a
provincial girl who was heartbroken and disillusioned by a popular St. Petersburg writer.
Senkovskii claimed a lot of credit for this work, including teaching Gan proper grammar, but the
original manuscript shows that Gan’s story was already written by the time he provided major
edits for publication in his Biblioteka dlia chteniia. Even though Gan left St. Petersburg with her
husband, the publication gave her confidence and a sense of purpose, so she continued writing.
In a letter to Senkovskii Gan wrote about the experience of writing and being in a family. “On
one side children were repeating their lessons and on the other side — in the nearest room was the
instruction of soldiers, with all of its features.”*° This is a very intimate and genuine glimpse

into the life of a mother and writer.

As early as 1833 there is evidence of Gan having an illness, but by 1839 it was causing
delays in her writing.}*! The act of writing itself was very personal and painful for Gan. “You
have not experienced how difficult it is to draw to yourself people’s gazes, when you want to
hide from them on the sea floor; how degrading it is for pride to become a storyteller, to

entertain, to present yourself for judgement, — but most of all, how painful it is to rip from your

138 Aplin, M. S. Zhukova, 216.
139 |bid., 221.
140 “C oxHO#t CTOPOHBI, TIOJIE MEHS I€TH TBEP N YPOKH CBOM, C APYTroil — B OMIKHE KOMHATE IPOUCXOUIIO

yu€eHbE COJIIAT, CO BCeMH ero npuHauiexxknocTsmu” (qtd. in Aplin, M. S. Zhukova, 234).
141 1bid., 235.



66

heart a native thought or feeling, one that is valuable in a thousand memories, in order to cram
them into a journal and afterward to listen to critiques and comments about them from
insignificant acquaintances as unavoidable as grief, and as omnipresent as foolishness.”'*? This
quote from her letter to her friend Sergei Krivtsov (1802-1864) implies that Gan put a lot of
herself and her emotions and memories into her works. Yet despite the professed pain and
vulnerability, Gan continued to write and publish her works, imbuing them with concrete
messages about her ideas on life. “I write because it unburdens my soul; speaking in the words of
my heroine | can express everything that weighs on me, | can pour out my feelings, and
sometimes my tears onto the paper.”!** Sometimes however, Gan wrote because her family had

financial difficulties and her income proved indispensable.

With the publications of her works “Utballa” [Y16anna] (1838), “Dzhellalledin”
[[xennamnenun] (1839), and “The Medallion” [Meaanpon] (1839), Gan become increasingly
frustrated with Senkovskii’s edits and changes to her works. By the publication of “Society’s
Judgement” in 1839, Gan wrote to Senkovskii pleading specifically not to change the heroine,
Zeneida, because the story was important to her.!** The more she published, the more other
publishers became interested in her work and offered to print her stories. Gan published her last
two stories in Notes of the Fatherland, avoiding Senkovskii and his edits. However, in 1841

Gan’s health became much worse and she suffered from weakness, chest and side pains, and had

142 “Bp1 He MCIIBITANH, KaK TAKEIO 00pamaTh Ha ceOs B30PhI II0JIEH, KOTIa XOTEI0Ch Obl CKPBITHCS OT HUX Ha JHE

MOPCKOM; KaK YHU3UTEIBHO JJIsI TOPIOCTH JEIaThCs CKA30UHHIEH, 3a0aBIIATh, IPEJaBaTh ceOs Ha CYJI, - HO BBIIIE
BCEro, Kak 00JILHO OTPBIBATH OT CEP/IA POAHYIO MBICIB HUIIH 4yBCTBO, APATOLEHHOE MO THICSYE BOCTIOMUHAHUM,
9T00BI THCHYTh WX B JKyPHAI M TI0CIIE CIYIIaTh 00 HUX KPUTHKU M TOJKHM HUYTOKHBIX MPUATENCH, HEN30€XKHBIX,
Kak rope, Be3aecyuux, kak rimymnocts” (gtd. in Aplin, M. S. Zhukova, 238).

143 «J munry moTomy, 9TO 9TO O6IErdaeT MOIO AyIIy; FOBOPS A3BIKOM MOEil TEpOMHH, i MOTY BHICKA3bIBaTh BCE, UTO
THETET MEHS, MOT'Y M3JIMBaTh 9yBCTBA, a IOI4ac U clesbl, Ha Oymary” (gtd. in Aplin, M. S. Zhukova, 245).

144 1bid., 250.
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difficulty walking. Gan moved to Odessa to her family for her health, but on June 24, 1842 Elena

Gan died after an intense bloodletting treatment.

The full publication of her works occurred posthumously in 1842 with great success.
Vissarion Belinskii highly praised Elena Gan, saying that no writer before Gan had such
“strength of thought, such tact of reality, such a wonderful talent” and that the main merit of
Gan’s works consists of her thoughts.!*® For Belinskii, at the heart of all of Gan’s prose is a
woman’s love, or more specifically “how women are capable of love and how men are not” in a
seeming protest against men.*® Belinskii’s focus on those aspects of Gan’s work, which were
centered on relationships and the opportunities for women, appeared at a time when the ideas on
the state of women in the works of French feminist writer George Sand were beginning to be
disseminated in Russian society. According to Olga Kafanova, nearly a century later, in 1914 in
the newspaper The Russian Word [Pycckoe cioBo], Elena Gan was dubbed the “first Russian

feminist” and in scholarship today Gan is considered to be heavily influenced by Sand.**

The French writer George Sand (1804-1876) was one of the leading figures of feminism
in her generation, and her impact reached the Russian Empire. In the 1830s critics were primarily
focused on her personal life and her support of women’s emancipation and her critique of
marriage as an institution, and these critics ardently denounced her works. According to Olga
Kafanova, Sand wrote that love is the absolute totality of body and soul; therefore, marriage
should be based on love and not convenience, and she believed in a type of democracy within a

union. Perhaps most problematic for the Russian public was her negative view of the church and

145 “Tako10 CHIIOK0 MBICIIH, TAKUM TaKTOM JEHCTBUTENLHOCTH, TAKAM 3aMedaTensHsM TananTom” (Belinskii,

Sobranie sochinenii 252).

146 “Kak ymeroT moOKTh KEHIIMHEI ¥ Kak He yMeroT moouts Myxuunsr” (Belinskii, Sobranie sochinenii 252).

147 Olga Kafanova, Zhorzh Sand i russkaia literatura xix veka: mify i real’nost’ (Tomsk: Tomskii Gosudarstvennyi
Pedagogicheskii universitet, 1998), 34.
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her certainty that no organized religion can encompass the absolute truth of God, and that they
all have pieces of the truth, which only when combined can lead people closer to God. Compared
to Western critics, Russian critics had more traditional views on literature, so Sand was not

received positively by everyone.

For example, Ivan Golovin wrote in his article “Notes of a Traveler” [3anucku
nyremectBeHHrKa] in the journal Son of the Fatherland [Cein oredecta] in 1838, “a terrifying
and abhorrent spirit of self-will has widely begun reigning in French literature. Is there a high
quantity of books that a kind and wise father will let his daughter read? One should be afraid of a
girl who has been imbued with the works of George Sand, and run away like the plague from
her, or the beloved Paul de Kock.”!*® Compared to the negative, predominantly male view of
Sand, women had a completely different reaction to her works. After Sand’s introduction to the
Russian reading public in 1832, the concept of a “woman’s voice” started taking shape, one
which encouraged women to speak up about their own lives, problems, and worldview. Women
began to examine themselves and conceptualize their lives and their rights in love, marriage, and
in society. As Kafanova argues, feelings of deep dissatisfaction with their standing, education,
and dependence on a man who does not always respect in them their individuality, arose in a lot

of women.149

By the beginning of the 1840s, the concept of the status of women [monoxenue xeHIHH]
in society first began appearing in writing by women about the lives of women, in the works of

writers like Gan and Evdokiia Rostopchina, and it was immediately associated with Sand’s

148 “Crparunblii, OTBpAaTUTENBLHBIN JyX CBOEBOJIMS IMPOKO Bolapuiics Bo PpaHily3ckoit uteparype. Benuko u
YHCIJIO KHUT, KOTOPBIS JOOPBIH 1 OJ1aropasyMHBIN OTell 103BOJIUTh YUTaTh cBoei pouepu? bostecs, yoerars, Kak
9yMBlI, TOA00HO JAEBHIIBI, KOTOpas Obliia Ob HAaTMTaHa TBOpeHUAMH JKopxk 3ana, ninm Bosmtoonernaro [Toib ne-
Koka...” I. G. Golovin, “Zametki Puteshestvennika,” Syn otechestva 6 (1838): 98.

149 Kafanova, Zhorzh Sand, 32.
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influence. Elena Gan’s works retain the legacy as some of the first in Russian literature to
explore ideas regarding women and their place in society because she showed “the painful truth
that love itself is not enough to endow life with meaning” for a woman.**® Her literary works
centered on the conflict of a higher dream of an ideal love and the elevated destiny of women
with the crude and harsh world in which women lived. Gan expressed the feelings of many
contemporary women who longed for personal rights and artistic respect. She became the herald
of women’s freedom and independence, and even in the end of the 1830s was called the Russian

George Sand for the sincerity of women’s feelings conveyed in her work.®!

Gan’s stories reflect the idea that women’s nature is inherently better than men’s, but
society discriminates against women. Gan goes so far as to point out the blatant discrimination
against women in her work. She notes that women are raised to be liked by men, to throw
themselves into society despite their real interests. A woman, she points out, is shackled by
propriety and can only achieve what society defines as “success,” through marriage. Gan,
Rostopchina, and Pavlova build on the foundations of the society tale but focus on how
differently society exerts its power and influence over men and women in similar situations, and

how women suffer in ways that men cannot imagine.

Evdokiia Rostopchina (1830s-1850s)

A major shift in Russian literature in the 1840s that Gan had just begun to experience

before her untimely death was the emergence of serious literary criticism. Scholar Rebecca

150 Stites, The Women'’s Liberation Movement, 24.
151 Kafanova, Zhorzh Sand, 84.
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Bowman remarks, “as the formation of ‘reading cadres’ and competitions among ‘thick journals’
started to replace the institutions of salons and almanacs of the culturally elite, literary criticism
became an arbiter of literary standards, and women published in relatively large numbers.”*
Men like Vissarion Belinskii set the standard for literature and shaped the influence of literature,
deeming people like Elena Gan or Nadezhda Teplova to be writers worth remembering, re-
evaluating women of the past, like Bunina, and contributing to the reception of contemporary
writers like Rostopchina and Pavlova. Overall, Rostopchina’s reputation was extremely

favorable, and she was friends with the most prominent writers of her day.

Evdokiia Petrovna Sushkova was born on December 23, 1811 in Moscow to a wealthy
family of nobility. At the time of her birth, Petr Sushkov, Rostopchina’s father, was a
commissariat commissioner of the eighth rank on the Table of Ranks [Ta6ens o panrax] and her
mother, Dar’ia Pashkova, was from a prominent and wealthy family. When Rostopchina was six
years of age, her mother died and her father left the care of his three children to their grandfather,
Ivan Pashkov. According to an account by her brother, Rostopchina’s education was, while
expensive, mediocre because nobody oversaw the lessons.'>® However, the girl was naturally
bright, and she had two outstanding tutors who inspired her to love poetry and Russian literature.

She had tutors for Russian, French, German, divinity, drawing, and music.

Rostopchina began writing poetry around 1828, which her brother attributes to genes
because, among other family members, their grandmother was most notably the translator of
French literature Maria Sushkova (1752-1803). It is curious to note that Rostopchina’s cousin

Ekaterina Khvostova (nee Sushkova, 1812-1868) was a memoirist and the cousin of Elena Gan,

152 Bowman, Russian Society, 94.
153 Dmitrii Petrov Sushkov. “K biografii grafini E. P. Rostopchinoi.” Istoricheskii vestnik 5 (1881): 302.
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loosely linking Gan and Rostopchina as family members. In addition to being a literary family,
historian Boris Romanov also indicates that the Pashkov house was “an open house” [OTKpbITBIi
nom], visited by many literary figures, such as Zhukovskii, Pushkin, Adam Mickiewicz (1798-
1855), and Petr Viazemskii.'>* Rostopchina’s brother claimed that he young Evdokiia hid her
first attempts at literature even from her own family members, but as early as 1825 many writers
comment on Rostopchina’s readings. For example, Nikolai Durnovo (1835-1919) noted in his
journal, “evening at countess Leval’s. Little mademoiselle Sushkova read a novella in verse of
her own creation. I do not regret that I had to listen to her.”*>® According to historian Victor
Afanas’ev, around 1829 Rostopchina met Mikhail Lermontov (1814-1841), forming a life-long
friendship, which can be traced both in letters and poems in which the two writers refer to each

other.1%6

In 1831, according to the accepted narrative advanced in part by Sushkov, Petr
Viazemskii accidentally acquired Rostopchina’s poem “Talisman” [Tanucman] and published it
under the name D—a, probably assuming that Rostopchina’s nickname Dodo stemmed from the
name Daria, without her knowledge. Diana Greene compares this introduction to society to the
state of virgin, in which a powerful male figure sweeps an innocent girl into the world of
literature, thereby stripping her of the ultimate sin for a woman — literary ambition.®" “In
Moscow for some reason the name of the creator became known, in the Pashkov house everyone

rounded on her, reprehending her in every way for this shameful and indecent action.”*®® This

154 Rostopchina, Stikhotvoreniia, 10.

155 “Beuep y rpadunu Jlagans. Masenbkas M-k CyINKOBa YMTala MbECy B CTMXaX COOCTBEHHOTO COUMHEHHS. 51 He
JKaJero, 4To JoJpkeH ObL1 ciymiaTs ee” (qtd. in Rostopchina, Stikhotvoreniia, 9).

156 Viktor Afanas’ev, Svobodnoi muzy prinoshen‘e: literaturnye portrety, stat'i. (Moscow: Sovremennik, 1988), 400.
157 Diana Greene, Reinventing Romantic Poetry: Russian Women Poets of the Mid-nineteenth Century (Madison:
University of Wisconsin Press, 2004) 88.

158 «“B MockBe nouemMy-To CeNagoch H3BECTHEIM UMs COUMHHUTENLHHIE], B JoMe I1alkoBbIX Bee HAOPOCUINCE HA
Hee, yIpeKast BCSTIECKH 3a 3TOT MOCTHIMHbIN M HEMPUINYHBIH mocTynok...” (Sushkov, “K biografii,” 303).
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event must have had a great impact on the family because Rostopchina did not subsequently
publish her works until after she was married. Evdokiia married Count Andrei Rostopchin in
1833. He loved rare books, purebred horses, and he opened the first art gallery accessible to the
public in Moscow, so they likely had many similar interests. However, in the three years they
lived in the village Anno after their marriage they did not have children and Rostopchina only
got pregnant when they moved to St. Petersburg in 1836.%° Rostopchina had a daughter in 1837,
another in 1838, and then a son in 1839. In 1833 literary critic lvan Kireevsky (1806-1856) wrote

“About Russian Writers” in a letter, mentioning Rostopchina.

Without doubt you have heard about one of the most glittering ornaments of our society,
about a poet, whose name, despite her definite talent, is yet unknown in our literature.
Not many fortunate ones have access to her fortunate verses; for others they remain a
secret. Her talent is hidden from society, which is condemned to see in her only the
mundane, only that which does not leave the sphere of the ordinary; and it is only by the
extraordinary brilliance of her eyes, by the enthralling poetry of her speech or by the
grace of her movement, that one can recognize her as a poet and uncover in her that

talisman, which so delicately stirs up her dreams.®

159 «“Diana Greene touches on various rumors about the couple, starting with the widely accepted idea of the husband
being a spendthrift and their marriage was antagonistic. Their daughter also implied that her father was physically
abusive and a few men, including Sushkov suggested Rostopchin was homosexual or at least sexually uninterested
in his wife. The children were rumored not to belong to Rostopchin due to Rostopchina’s affairs” (Greene,
Reinventing Romantic Poetry, 92).

160 “Tak, 6e3 COMHEHHUS, BBI CIIBIXAIH 00 OJIHOM U3 CaMbIX OJIECTSIIMX YKPAIIEHUH HALIEro 00IIECTBa, O TI03TE,
KOTOpOﬁ HUMs, HECMOTPA Ha €€ peIHI/ITGHLHLIﬁ TaJaHT, €1IC HC U3BCCTHO B HaIeHn JaTeparype. He muorum
CHACTIIMBBIM NOCTYIIHBI €€ cuacmiueble CTUXU; IJIA APYTUX OHU OCTArOTCA TaiHoro. TanaHT ee CKPBIT Jid CBCTAa,
KOTOpLIﬁ OCYXK/JCH BUJCTH B HeH OJHO BCCAHEBHOC, OJTHO HC BBIXOASAIICC U3 KPpyTra )KU3HU O6BIKHOBCHHOI7[, " pasBe
TOJIBKO TT0 HEOOBIKHOBEHHOMY OJIECKY €€ TJIa3, M0 YBJIEKATEIIbHOH 0331 €€ pa3ToBOpa WIIH IO TPAIAH €€
JABHKCHHA MOKET OH Y3HATh B Heit mo3Ta, OTraabiBaTh B HEH TOT TaJIJUCMaH, KOTOpBIf/'I TaK U3AIHO BOJHYECT M€eYTHI.”
Ivan Vasil’evich Kireevskii, Kritika i estetika (Moscow: Iskusstvo, 1979), 126.
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Not even a year after Kireevsky’s words — in 1834 — Rostopchina began publishing
poems, anonymously or with just initials until 1838, even though most people knew they were
hers. She published in The Moscow Observer [MockoBckuit Habmoaarens|, The Reader’s
Library [bubmuoreka mus urenusi|, The Contemporary [CoBpemennuk], and other prestigious
journals, gaining considerable fame, especially among female readers. At the end of 1836, the
family moved to St. Petersburg where the same literary figures who visited her family in
Moscow continued their acquaintance, along with VIadimir Odoevskii (1803-1869), Petr Pletnev
(1792-1865), and many others. By 1838 Rostopchina also started publishing prose and in 1841

the first collection of poems was published.

Even though the reception of the collection was generally positive, critics did focus
heavily on her gender and many commented on problems with her verses. “We think that such
noble, harmonious, light, and lively verses are very few in our contemporary literature, and in
women’s [literature] — they are decisively the best poems out of all those that ever fluttered onto
paper from the darling fingers of a woman,” wrote censor and historian of literature Aleksandr
Nikitenko (1805-1877).16! Stepan Shevyrev wrote, “From the first instance numerous poetic
silhouettes astound us, drawn under the influence of delicate feminine thought... Behind the
silhouettes follow bright remarks about many impressions of life, the special charm of which
constitute features of a woman’s soul, with all of its intriguing inconsistency, sometimes
frivolous, sometimes meditative, sometimes carelessly flighty, sometimes seriously

contemplative.”'%? As Greene emphasizes, a lot of the praise and critique for Rostopchina mainly

161 “Mp1 rymMaeM, 9To TaKHX 6IarOpOHBIX, FAPMOHHYECKHX, JIETKUX U YKUBBIX CTUXOB BOOOLIE HE MHOTO B HalIEci
COBPEMEHHOM JIMTEPATYPE, & B JKEHCKON — JTO PEIINTENLHO JTyUIlHe CTHXH U3 BCEX, KAKUE KOTIa-a100
BBIIAPXMBAJIM HA OyMary u3-1oJ MIJIBIX JaMcKux maiapurkoB” (gtd. in Afanas’ev, Svobodnoi muzy, 406).

162 «“C nepporo pasa nopaxaroT HAC MHOKECTBO OITUYECKMX CHIIY3TOB, PUCOBAHHBIX 10| BAUSHUEM HEXKHOI
JKEHCKOM MBICIIH. .. 3a CHIIydTaMH CIEAYIOT APKUE 3aMEThI MHOTHX BIIEYATIEHUH B )KM3HH, KOTOPBIX OCOOEHHYIO
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focused on her femininity and was riddled with condescension.®® Belinskii, even while praising
her poetic inspirations of her muse and saying there is an imprint of true poetry in her works,

also states that Rostopchina is “shackled to the ballroom” [mpukoBana k 6ay].*%*

Rostopchina seemed to embrace the image of femininity and society woman as indicated
by the themes and concepts in her poems. Perhaps as a result of this, she was overlooked as a
serious writer both in her own time and in subsequent scholarship. It is only in recent scholarship
that Rostopchina gained recognition as a writer deserving scholarly attention. Her works
prominently feature themes love and a woman’s emotion, but she uses the theme to emphasize
how poorly society treats women and women writers. Rostopchina’s biography appears
uneventful in the few years between her first published collection of poems and her family trip to
Europe in 1845. While in Italy, Rostopchina read to Nikolai Gogol (1809-1852) her poem “The
Forced Marriage” [HacunsHblit 6pak] and with his encouragement sent it to be published in
December 1846, asking for it to be published in a series with three other poems and published
anonymously.®® The initial censor, Thaddeus Bulgarin (1789-1859) believed the poem to be
about Rostopchina’s own unhappy marriage, but Tsar Nicholas | personally saw a veiled allegory

of Russia forcing Poland into union, referencing the annexation.

As aresult, Rostopchina lost the Emperor’s favor forever; she was banned from court
functions; and she was exiled to Moscow and only allowed to visit her country estate.%® Her

brothers and her literary supporters tried to lessen Rostopchina’s message in the poem by stating

[PEJECTh COCTABIAIOT IPU3HAKH IyIIH XKEHCKOM, CO BCEM ee 3aBIIeKaTelIbHBIM HEIIOCTOSIHCTBOM, TO BECEIIOH, TO
3ayMYHBOIi, TO OeCreuHO-BETPEHOM, TO BaxkHO Mbicsiieii” (qtd. in Afanas’ev, Svobodnoi muzy, 407).

163 Greene, Reinventing Romantic Poetry, 99.

164 Afanas’ev, Svobodnoi muzy, 407.

165 Louis Pedrotti, “The Scandal of Countess Rostopchina's Polish-Russian Allegory,” The Slavic and East
European Journal 30.2 (1986): 199.

166 |bid., 204.
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that there was either no political motive or she was misled by talk she had heard of politics, and
there were some who could not believe she would write anything political. This insistence is
undermined by Rostopchina’s poems that defend the Decembrists, such as “The Dream”
[Meura] and “To the Sufferers” [K crpagansiiam], which also uses an epigraph from a poem by
Kondratii Ryleev, the same Ryleev who was executed on the Neva and whom Serafima Teplova

referenced in her own poem.

In 1847 Rostopchina permanently moved to Moscow with her family, but she did not end
her literary career. In 1849 Rostopchina began “Rostopchina’s Saturdays,” her own salon, which
was attended by many contemporaries both Russian and foreign. Writer Aleksandr Ostrovskii
(1823-1886), sculptor Nikolai Ramazanov (1817-1867), Hungarian composer Franz Liszt (1811-
1886), Austrian ballerina Fanny Elssler (1810-1884), writer and husband of Karolina Pavlova,
Nikolai Pavlov (1803-1864), and many more attended the salon (Brodskii 418). Nikolai Berg
(1823-1884) recalled that there were few elements of a literary salon, but rather the gatherings
involved a lot of talking and gossiping, tea drinking and dinner, and current events. In fact, in the
rare cases literature readings occurred, they revolved around Rostopchina’s own works and often
involved fully reading her novels and novellas. These readings caused a lot of mocking and jokes

from her contemporaries like poet Nikolai Shcherbina (1821-1869).1¢

Along with leading her salon, Rostopchina continued publishing and turned to novels and
novellas, such as The Fortunate Woman [CuactiuBast xenmmunal written in 1851-1852 and At
the Pier [Y npucranu], written in 1857. She also published a two-volume collection of poems in

1856. However, the works received no praise or even mention because Rostopchina’s writing

167 Brodskii, Literaturnye salony, 421.
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was already considered outdated. Rostopchina still incorporated a lot of Romantic ideas and used
the form of society tale, which had been popular in the 1830s and 1840s. In the 1850s prose
literature shifted to longer novels or works with a specific social message. In terms of women,
this was also the beginning of the discussions surrounding the ‘woman question’ [KeHCKHIA
Bompoc], promoted by socially minded philosophers. Beginning with the devastating loss of the
Crimean War (1853-1856) the Russian intelligentsia began to evaluate weaknesses in society,
one of which included the state of women. What began as concern about the education of women
turned to a “full-scale anthropological discussion of woman’s peculiar genius and destiny.””*%
Rostopchina’s “increasingly religious, patriotic, and antirevolutionary beliefs” that presented a

shift from those attributed to “The Forced Marriage,” caused literary critics, the majority of

whom were radical, to launch attacks on Rostopchina and her writing in the 1850s.%6°

Rostopchina simply no longer had a literary space for her poetry and society tales,
something which she realized and directly addressed in her 1856 poem “To My Critics” [K Mmoum
kputukam] and a satirical comedy The Return of Chatskii to Moscow, or a Meeting of Familiar
Faces After Twenty-Five Years of Separation [Bo3spar Yarkoro B Mocksy, uinu Berpeua
3HAKOMBIX JIHII [TOCTIC IBAINATHUIISITH JISTHEH pa3iyku], written in 1856 but not published until
after her death in 1865. Rostopchina also discussed this estrangement from the literary world in

her letter to friend and journalist Mikhail Pogodin (1800-1875) in 1856 by writing:

| remembered that with my heart and inclination I do not belong to our time, but to a
different, most noble one, — one which wrote not for profit, not for some prospects, but

directly and simply from a surfeit of thought and feeling; | remembered, that I lived in

168 Stites, The Women’s Liberation Movement, 30.
169 Greene, Reinventing Romantic Poetry, 97.
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closeness to Pushkin, Krylov, Zhukovskii, Turgenev, Baratysnkii, Karamzin, that they,
our pure celebrities loved, praised, and blessed me onto a path following their footsteps, —
and | separated, so to speak, from my epoch, from my peers and contemporaries, growing

closer and closer to my elders, my precious models and my mentors.1’

Notably, in that same letter, she also writes about the reception created for her by
Belinskii and the competition created among women writers. “They offered me as sacrifice to the
altar erected by Zinaida R., that is Madam Gan, at that time the idol of journals in which she
printed her stories. Then they destroyed me in favor of Pavlova, Sel’ias, and finally
Khvoshchinskaia...”!’! Here Rostopchina touches on a significant aspect of the literary reception
experienced by women writers in Russia. Olga Peters Hasty discusses this occurrence of
competition between women as one that arose due to the fact that males not only established
literary conventions, but they also established gender conventions and expectations. “A cultural
setting that problematizes gender intensifies women poets’ need to win approval from the male
establishment,” Hasty asserts.”'’? Instead of uniting women and their shared experiences, male
critics created competition between them. This process alienated women writers from each other
and contributed to their feeling of isolation, which was a common theme in their works despite

the fact that multiple women wrote and published at the same time.

170 «q pcriomumna, 4ToO MPUHAUIEKY U CEPALIEM, U HAIIPABJIICHUEM HE HALlIEMY BPEMEHH, a APYyroMy,
OyaropoHeiIeMy, - MUIIYIIEMY, He KOPBICTH paji, HE U3 BUIOB KaKWX, a MPSIMO U MMPOCTO OT U30BITKA MBICITH U
4YyBCTBA; sl BCIOMHUIIA, YTO 5 >knna B kopotkocTu Ilymxkuna, KpsutoBa, XKykosckoro, Typrenesa, bapaTsiackoro,
KapaM3HHa, YTO 3THU YHUCTHBIC CJ1aBbl HAIlIK J'IK)6I/IJ'II/I, XBaJIWIH, 0J1arOCIJIOBIISIIIN MEHS Ha IIyThb 11O CJIC€aM UX, - U 4
OTpeIInIach, Tak CKa3aTb, OT CBOCH OIOXH, CBOUX CBEPCTHUKOB U COBPCMCHHUKOB, cOimxkasch Bece Oosee u Oonee ¢
MOHMMH CTapLINMH, C JOPOrHME 00pa3uaMu u HactaBHUKamu MoumMu”™ (qtd. in Rostopchina, Stikhotvoreniia, 351).
171 « . MeHs IpUHECIIH B XKEPTBY HA aNTape, BO3ABMTHyTOM 3unause P., To ecth r-xke [an, ToraamneMy Kymupy
JKypHaJIOB, I'IC€ OHA IcvUaTajia CBOU IMOBECTU. IToToM meHs YHUYTOXKAJIU B IOJIb3Y HaBJ’IOBOﬁ, Cam,ﬂc, HaKOHCEI]
XsommHckoit...” (qtd. in Rostopchina, Stikhotvoreniia, 352).

172 Olga Peters Hasty, How Women Must Write: Inventing the Russian Woman Poet (Evanston: Northwestern
University Press, 2020), 20.
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After suffering from cancer, Evdokiia Rostopchina, one of the last representatives of the
Romantic movement, died on December 3, 1858. Romanov writes that even though her works
were typical Romantic creations, Rostopchina had a distinct voice and a clear message, creating
her own legacy. “Familiar opposition of a hero or heroine to society, their tragic rift with the
world, in which together with material inequality there are too many conditions that regulate life,
— this is the main idea of her prose. To the rational hypocrisy of society Rostopchina contrasts
simplicity of genuine feelings, the idealism of youth, and the open human soul. In her own way
she bravely, even in the frame of certain ‘preconceptions of her time period’ defends the rights of

women to be individuals and to live fully and genuinely with feelings.”*"

Karolina Pavlova (1840s-1860s)

Karolina Pavlova has a very similar biography to Evdokiia Rostopchina and the two
women wrote in the same period, facing the same social and historical problems of the changing
expectations placed on literature in society. Due to their similarities, they are often studied
together, such as in Sergei Ernst’s “Karolina Pavlova i1 gr. Evdokiia Rostopchina,” Olga Peters
Hasty’s How Women Must Write: Inventing the Russian Woman Poet, and many others. The two
women were not on good terms, however, even being called rivals, because they represented

different schools of thought in the beginning of their careers. As Patrick Vincent discusses,

173 “3nakoMoe NpOTHBOIOCTABIIEHHE T€POS MIIM TEPOMHH OOLIECTRY, MX TPATMUECKUH Pasiaj] ¢ MUPOM, B KOTOPOM

BMECTE C UMYIIECTBEHHBIM HEPABEHCTBOM CIIMIIKOM MHOTO PETIAMEHTUPYIONIMX KU3Hb YCIOBHOCTEMH, - BOT
IJIaBHas TeMa ee MoBecTel. Paccy10uHOMY JIHIIEMEPHIO cBeTa POCTOMUMHA MPOTHBONOCTABIIAECT
HEMOCPENCTBEHHOCT HACTOSILETO YYBCTBA, HACAIN3M MOJIOJOCTH, OTKPBITYIO YeIOBEUeCKyo aynry. OHa mo-
CBOEMY CMEJIO, XOTS ¥ B PAMKaX ONpPEIEIEHHBIX «IIPEIPACCYIKAMH BEKA», OTCTAMBAET [PABO JKEHIIKUH ObITh
JIMYHOCTBIO, XKMTh YYBCTBOM, HCKpeHHE U HanoaHeHHo” (Romanov’s introduction in Rostopchina, Stikhotvoreniia,
16)
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Rostopchina adopted views of the Westernizers, for whom St. Petersburg and Europe represented
the ideals to which Russia should strive.r’* Pavlova belonged to the nationalistic Slavophile
group, which was based in Moscow and believed Russia should turn to pre-Petrine times to
discover the nation’s identity. As Slavophiles and Westernizers attacked each other and criticized
each other’s works, Rostopchina and Pavlova likewise developed a literary feud by writing
poems antagonizing each other. By the 1850s the competition between them became irrelevant as

they were both ostracized from the mainstream literary movements.

Hasty also introduces the idea that the women became literary rivals not just because of
their philosophies, but also their conceptualizations of themselves as women writers. The two
writers were similar in age, were both raised in Moscow, and shared the same personal and
professional struggles, but the main difference between them was their literary self-
representation. As Hasty sees it, Pavlova “used demonstrative dedication to the poetic calling to
sidestep her womanhood, while Rostopchina developed a poetic identity that embraced it.”*"®
Pavlova’s poetic identity tried to conceal the woman, but Rostopchina’s tried to conceal the poet,
thus coping differently with the rift between woman and poet. Pavlova distanced herself from
emotions to emphasize her intellect, while Rostopchina embraced emotions and often wrote
works featuring desires and frivolity. Ultimately, both were attacked by their contemporaries —
Pavlova for being unfeminine and emotionless and Rostopchina for her focus on ballrooms and
feelings. However, as we shall see, this opposition is a little too facile and obscures some

important shared concerns.

174 patrick H. Vincent, The Romantic Poetess: European Culture, Politics, and Gender, 1820-1840 (Durham:
University of New Hampshire Press, 2004), 86.
175 Hasty, How Women, 21.
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Karolina Karlovna lanysh was born on July 10, 1807 to a father of German descent and a
mother of French and English descent. Her father, Karl lanysh was a rich and very educated man
who taught physics and chemistry in the medical academy in Moscow. Pavlova received an
exemplary education at home which allowed her to speak Russian, French, English, German, and
a little bit of Italian and Polish. Pavlova also recalled reluctantly helping her father with his
interest in astronomy, so it might be assumed that she also had some rudimentary knowledge of
science. She shared a lot about her childhood in her article “My Memories” [Mou
BocriomuHanus] published in 1875, in which Pavlova evaluated concepts of kindness, fate, and

happiness through the lens of a few crucial moments from her childhood."®

Her happiest memories were of the few summers she spent in the village Bratsovo, where
she spent a blissful time in freedom from propriety by spending days in the gardens with the
gardener, and she felt utterly devasted when she returned years later to see the trees cut down.”’
Interestingly, she would incorporate this theme of trimming gardens and plants to reflect
society’s superficiality prominently in her work, such as in A Double Life [/]sotinast xwu3Hb],
probably stemming from these memories.1® Pavlova also reminisces about women who

contributed to her nuanced worldview, such as the contradictions she saw in the strong Countess

176 Karolina Pavlova, “Moi vospominaniia,” Russkii arkhiv, (3, 1875).

177 1bid., 230-231.

178 For example, Pavlova writes “here too everything corresponded to the demands and conditions of society.
Surrounding the luxurious cottage was a luxurious garden, its greenery always an excellent, a choice, one might say
an aristocratic greenery. Nowhere a faded leaf, a dry twig, a superfluous blade of grass; banished was everything in
God's creation that is coarse, vulgar, plebian. The very shrubbery around the house flaunted a kind of Parisian
haughtiness, the very flowers planted in every available space took on a certain semblance of good form, nature
made herself unnatural. In a word, everything was as it should be” to show that society values everything unnatural
to the point of changing the natural to conform to its standards. Karolina Pavlova, A Double Life, translated by
Barbara Heldt Monter (Ann Arbor: Ardis, 1978) 31.

Likewise, Pavlova used the same metaphor to show the limitations of a woman’s upbring, by writing, “her morals
and intellect were improved upon as arbitrarily and thoroughly as were the poor trees in the gardens of Versailles
when people were trimming them mercilessly into the shapes of columns, vases, spheroids or pyramids, so that they
might represent anything other than trees” (Pavlova, A Double Life, 43).
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Strogonova who was terrified of thunder or the kind Natalia Karpova who had no empathy for
her servants. Karpova especially seemed significant because she was a spoiled and capricious
woman who hated the smallest inconveniences yet lived silently with the unbearable pain of
cancer that was killing her without letting anybody else know her pain.t”® The idea of the
external appearances contrasting with internal appearances also commonly appears in Pavlova’s
works. Pavlova also briefly mentions a friend she had when she was staying with Prince
Odoevsky, who took it upon himself to raise, educate, and marry off orphaned girls. Pavlova’s
friend shared how difficult it was to hear that she would soon need have an arranged marriage
with someone, perhaps helping Pavlova form her ideas regarding marriage and the lot of young

women, 180

Pavlova’s entrance to the literary world began with her invitation to the literary salon
held by Princess Zinaida Volkonskaia (1798-1862) in 1826. Starting in 1824, Zinaida
Volkonskaia, a highly educated and notable writer in her own right, moved to her Moscow home
on Tverskoi Boulevard and opened her famous literary and musical salon. Andrei Murav’ev
(1806-1874) wrote “Through her aristocratic connections, the most glittering group of the old
capital gathered in her home; writers and artists treated her as some kind of patron, and agreeably
met each other at her splendid evenings. Here the representatives of high society united,
government officials and beauties, youth and those of mature age, people of intellectual
professions, professors, writers, journalists, poets, artists. Everything in this home held the

impression of serving art and thought.”*®! One such group of people who actively attended her

179 pavlova, “Moi vospominaniia,” 236-237.

180 1pjd., 238.

181 “TJo ee apUCTOKPATHYECKHM CBA3AM COOMPAIOCH B €€ JOME CaMOe OJIECTAIIEE OOIIECTBO IEPBONPECTONLHOIM
CTOJIUIIBL, TUTEPATOPHI U XYJOKHUKH 00 pamaiuch K Hel, Kak ObI K HEKOEMY MeIIeHaTy, ¥ TIPUSATHO BCTpeUaIn Ipyr
Jpyra Ha ee OaucTaTeabHBIX Beuepax. TyT COSTUHUTUCH IPEICTAaBUTENN OOJIBIIIOTO CBETA, CAHOBHUKU M KPACABHIIHI,
MOJIOZICKD U BO3PACT 3PEIIbIH, IO YMCTBEHHOTO TPy, podeccopa, mucaTeu, )KypHAITUCTHI, TIOATHI,
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salon were the young Decembrists before their failed uprising. VVolkonskaia supported the
Decembrists, so after their cruel punishment, VVolkonskaia continued to uphold their spirit in her
salon, especially after Pushkin returned from exile in autumn of 1826. Thus, providing a safe
environment for her guests, where they could discuss all political topics, literature, and music.
Among her most famous literary attendees were Aleksandr Pushkin, Evgenii Baratynskii (1800-

1844), Petr Viazemskii, Petr Chaadaev (1794-1856), and Adam Mickiewicz.

Most biographers begin their account of Pavlova’s life with her connection to Adam
Mickiewicz, an exiled Polish poet. After initially attending Volkonskaia’s salon, Pavlova
requested that her parents provide her with a Polish tutor, so Mickiewicz took the role. The two
obviously fell in love and became engaged on November 10, 1827, much to the dissatisfaction of
her parents, who were unhappy with his poverty and political standing.'? Their engagement
lasted for more than a year but Mickiewicz broke off the engagement in February 1829 and
subsequently left Russia forever. Notably, they only ended the engagement after Pavlova took a
decisive step and wrote Mickiewicz a letter saying she “could no longer endure such a long
uncertainty” [He MOTY JaJibIlie BRIHOCHTB CTOJIb ITPOJIODKUTEIbHOM Hen3BecTHOCTH | and asked
for him to decide her fate.'®® As Stephanie Sandler and Judith Vowles note, Pavlova’s failed
engagement created a poetic response both contemplating and resisting the self-image of an

abandoned woman poet, and this contributed to her poetic identity.8*

XYIOXKHHUKH. Bce B 3TOM J0Me HOCHJIO OTIIEYATOK CITY)KEHHs UCKycCcTBY U Mblcan” (qtd. in Murav’ev, V tsarstve
muz, 12).

182 Karolina Pavlova Polnoe sobranie sochinenii, edited by Valerii lakovlevich Briusov. (Moscow: Izdatel’stvo K. F.
Nekrasova, 1915), xiii.

183 Qtd. in Boris Evgen’evich Rapgof, K. Pavlova: materialy dlia izucheniia zhizni i tvorcherstva (Petrograd:
Izdatel’stvo Tirema, 1916), 8.

184 Stephanie Sandler and Judith Vowles, “Abandoned Meditation: Karolina Pavlova’s Early Poetry,” Essays on
Karolina Pavlova (Evanston: Northwestern University Press, 2001), 33.
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This same year Pavlova’s engagement ended, she established a relationship with lazykov
and Baratynskii, creating German translations of poems for lazykov and receiving
encouragement for her original poems from Baratysnkii.*8> Pavlova published her first collection
of translations, which mostly consisted of Pushkin’s poetry, in 1833 and continued to create
translations both into German and French. In 1836 Pavlova inherited a considerable amount of
money and 1,000 serfs, which made her a good candidate on the marriage market. In 1837 she
married Nikolai Pavlov (1803-1864), a man of a poor background and a past actor who had
already achieved moderate success as a writer. The match seemed surprising to a lot of people
and years later a friend confirmed that Pavlov married Karolina for her money.*® In 1839
Pavlova decided to open her own salon in Moscow, attracting attendees like Nikolai Gogol,
Aleksei Khomiakov (1804-1860), Aleksandr Herzen (1812-1870), Afanasii Fet (1820-1892) and
Mikhail Lermonov. Just as Rostopchina was criticized for the readings of her works, Pavlova
was criticized by contemporaries for being a dominant force and actively participating in
readings. Nikolai Berg provides an account of Pavlova’s salon that deserves to be reviewed in

length, as it touches on many contemporary opinions regarding Pavlova.

During these evenings, without fail, her works would be read. Typically, one of her
friends would read her works, for example Konstantin or lvan Aksakov. Karolina
Karlovna at this time sat with a footstool in shape of a boat so that the Tritons and ships
had to skirt around the promontory and not disturb the galley of the empress. The works
of Madame Pavlova had some dignity, but they were never such that they would be

remembered for long. But Madame Pavlova constantly thought that she wrote like a

185 pavlova, Sobranie sochinenii, xx.
186 Alexander Lehrman, “Appendix 1: A Chronology of Karolina Pavlova’s Life,” Essays on Karolina Pavlova
(Evanston: Northwestern University Press, 2001) 255.
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Russian male poet. In any case, the Russian verse of this German woman was much more
flawless than the verse of the Russian Lady Rostopchina. Pavlov, when the poems of his
spouse were read, typically stood near her chair, dropping his gaze to the ground, as if

listening and trying to comprehend. 8’

Berg first mocks Pavlova’s presence by alluding to the elevated status onto which she
placed herself, as depicted by her chair. Likewise, when Berg compliments Pavlova’s works he
also undermines the praise by calling them forgettable and worse than the writer herself
appraised them to be. He continues to contrast Pavlova, reminding the reader that she is German,
with Rostopchina, insulting the other’s verses with the comparison. Lastly, he comments on
Pavlov’s insignificant presence next to his wife and implies that he is not intelligent enough to
understand them. Berg’s perception seems to come from a place of anxiety regarding a strong
female presence because he mocks Pavlova’s view of herself and her seeming domination of her
husband, who is depicted standing uselessly and helplessly at her side. Khomiakov also touches
on the couple’s relationship in his letter to lazykov in 1841, writing “Recently Pavlova recited
her beautiful ballad ‘Old Woman’ [Crapyxa]. Pavlov defers to her. Soon her poems will be read

more than his novellas. It seems he’s afraid of that.””188

187 “Ha nurepatypHbix Beyepax y I1aBIoBOii YMTaIUCh HENPEMEHHO €€ NPOou3BeAeHNUs. UUTall 0OBIKHOBEHHO KTO-
HUOYAb U3 ee Apys3eit, Hanp., Koncrantun i VBan Akcakos. Kaponmaa Kapiosaa cuzena B 310 Bpems ¢
TIOJTHO’KHEM B BHJIE JIOJIOUYKH, YTOOBI IUIABAIOIINE KPYTOM HOIyOOTHl M OpUrH OTHOaT MBICOM M He OECTIOKOMIIN
4Ky napunsl. [Ipoussenenns rocnoxu [1aBinoBoit UMenH HEKOTOPOE JOCTOMHCTBO, HO HUKOT /1A HE OBLIIM TAKUMH,
4100 MX Jonro noMHUTh. Ho cama rocnoxa I1aBioBa mocTossHHO Jymalia, 4TO OHa MHUIIET KaK PyCCKUH MOodT-
MyxuuHa. Bo BeskoM citydae, pyCCKHMi CTHX 9TOH HEMKH ObUT ropasJio COBEpIICHHEE CTHXa PYCCKOI OapbIiHM
Pocromuunoii. [1aBioB, Koraa 4nTaIM CTUXHU €r0 CYNpyIH, OOBIKHOBEHHO CTOSUI OAJIE €€ CTYJIA, OIyCTHB B 3€MITI0
rnasa, kak Obl ciymras u coobpaxast.” Nikolai Vasil’evich Berg, “Posmetrye zapiski,” Russkaia starina 69 (1891):
264.

188 “Henasno IMaBnoBa unTana npekpacHyio 6amiany ceoio «Crapyxa». ITaios nepen Heif macyer. CKOpo ee CTUXH
OynyT unTaThes Oolblie ero nmoecreid. OH, kaxeTcs, Goures sroro” (gtd. in Pavlova, Sobranie sochinenii, xxix).



85

In the mid-1840s Pavlova began publishing her poems in collections and more people
began taking notice and commenting about her works. Those who supported Slavophilism, like
the Aksakov brothers and Ivan Kireevsky supported Pavlova’s literature but Westernizers often
wrote negatively about her works.*®® lvan Turgenev (1818-1883) wrote in a letter to Pogodin,
“the poems of Pavlova and Rostopchina — this is some sort of lascivious squeal which they want
to pass off as antiquity, at the very least they should be good! No, this type of poetry is
unacceptable.”*®® However, when Pavlova’s A Double Life was published in 1848 it was
favorably reviewed and widely discussed. One review in The Reader’s Library stated, “The
writer, as you can see, bears a name that is literary in the highest degree. But if she had not
received it previously through the will of fate, then she would be able to create a similar one
through the strength of her talent. I do not recall that | ever happened to read in Russian anything
more original, more refined and more artistic in terms of form, and more witty and graceful in
phrasing, and softer and smoother in decoration. ... In the middle of the book I suddenly had
doubts and once again looked at the title page of the book in order to make certain — have | not
made a mistake? — is it truly written by a woman? It seemed to me that only men can be so

malicious.”t%!

189 James M. Edie provides a comprehensive view of the philosophical movements, but broadly, “to [Slavophiles],
Russia was neither Asiatic nor European; it was Russian, and by turning to the soil of Russia, to the institutions it
had unconsciously developed by itself, to the tradition of Orthodoxy, they believed it would be possible to
understand the true place of Russia in history and the basis on which Russia could bring salvation to the West. The
Westernizers wanted to "save" Russia by helping her achieve a social consciousness which could assimilate the
values of European civilization.”

James M. Edie, et al, Russian Philosophy (Chicago: Quadrangle Books, 1965) 161

190 “Cruxu [1aBnoBoit 1 POCTOMUKMHOM — 3TO KaKOii-TO JIKOGOCTPACTHBIN MUCK, KOTOPHIM HAM XOTAT BBIAATH 3a
AQHTHYHOCTB, U XOTA ObI cTixH ObLM X0poum! Hert, 3Toro pona noasus Heroautes Hukyaa” (qtd. in Paviova,
Sobranie sochinenii, xxxi).

Bl “Counnurenbuua, Kak Bel BUIUTE, HOCUT UMS B BBICOKOI cTeneHu ureparypHoe. Ho eciiu Gbl oHa 1 He
noJjiyuuiia €ro npe€aABapuTeiIbHO, 110 BOJIC CyI[I)6I)I, TO MOrJja Obl cOo31aThb cebe HOL[OGHOG cunoii TananTa. S He
TTOMHIO, YTOOBI MHE CITYYHIIOCH KOTAa-HOOYIb YNTATh HA PYCCKOM SI3BIKE YTO-THOO0 OpUTHHAIbHEE, U3SITHEE U
XyI0’)KECTBEHHEE OTHOCHTEIHHO K (DOpME, OCTPOYMHEE M IPAIMO3HEE TI0 BEIPAXKCHHIO, HE)KHEE U IIIaXKe TI0 OTIEIIKE.
... B cepenvHe KHUTH, 5T BAPYT YCOMHMJICS | €IIIe pa3 MOCMOTPEIT Ha 3arjlaBHBIN JTUCT KHUTH, YTOOBI



86

As early as 1842 Pavlova began writing The Quadrille [Kagpuis] and in 1849 there was
a notice in The Moscow Citizen [MocksuTstauH] about its upcoming publication, but it was not
published until 1859.1% Perhaps the delay in her writing was caused by her marital problems
with Pavlov, who started a second family with Pavlova’s niece and who had mounting gambling
debts that put a strain on their marriage. In 1852 Pavlova’s father placed a complaint against
Pavlov to the general governor, who called for a search of Pavlov’s home and discovered a
number of banned books. Pavlov was exiled for nine months, at which time he complained to his
friends and wrote about the dangers of leaving his son with the Germans, until he was pardoned
and returned victorious to Moscow.'®3 Pavlova’s act of defiance against her husband turned
public opinion completely against her, many calling her “trash” [npsizb], “beast” [uynoBurie],

among other insults.

In the spring of 1853 Pavlova left Moscow with her family for St. Petersburg, but the
city’s cholera outbreak drove her away and killed her father, whom she left before the burial,
thus sparking another wave of antagonism against her. She briefly settled in Tartu after the death
of her father and for a few years spent her time travelling and attempting to move back to Russia,
until she ultimately settled in Dresden, Germany in 1861, where she remained for the rest of her
life. Pavlova published “A Conversation in the Kremlin” [PasroBop B Kpemue] in 1854 but even
the previously sympathetic critics derided this work. A similar fate met her 1863 collection of
poems, for which Aksakov paid one ruble per poem and published in a haphazard way, with

some poems published individually and the rest published in a collection “which was poorly

YAOCTOBEPUTHCA — HE 01111/16ca JIA 517 — TOYHO JIM 3TO HAIIUCAHO )KeHHIPIHOﬁ? MHe kak-To I10Kas3ajaoCh, YTO OJHH
TOJIbKO MYKYHHBI MOT'YT 6I)ITI> TaxKue 3ible.”

“Dvoinaia zhizn’. Ocherk. K Pavlovoi.” Biblioteka dlia chteniia 87 (1848): 1-17.

192 pavlova, Polnoe sobranie, xxxiii.

193 |bid., xxxix.
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thought out, incomplete, and had no commentary,” as scholar Frank Gopfert remarks.%* The
Quadrille [Kagpuns], which was published in 1859, only received criticism and became the
target of satirical verse. In Dresden, however, Pavliova was able to form a literary relationship
with Aleksei Tolstoi (1817-1875) and created German translations for his works, which she was
able to publish in Russia. Little is known about the last few years of her life, but on December 4,

1893 Karolina Pavlova died.

Only a year after her death, the Symbolist movement began taking notice of her life and
works, but especially a few decades later after Valerii Briusov’s publication of Pavlova’s
collection of works in 1915, which not only increased interest for Pavlova herself but it sparked
interest in the history of women’s literature, according Gépfert.*® This interest allowed
Pavlova’s works to inspire poets like Marina Tsvetaeva and Anna Akhmatova, who both adopt
some of her ideas, such as her image of the poetic gift being a “divine craft” [cBsiTOE
pemeciio].1®® Pavlova was an especially talented writer, so even contemporary critics who
criticized Pavlova for being unfeminine and having a high opinion of herself, did not deny her
talent. If critics could negatively discuss Rostopchina’s works on the basis of literary quality,
they could not do so with Pavlova. In her works Pavlova “emphatically rejected the idea of any
essential gulf between extraordinary and ordinary women, depicting extraordinary women as
very human and ordinary women as extraordinary,” showing a growing interest in the shared

conditions of all women.'®” Pavlova gradually turned to analyzing why women are limited in

194 Frank Gopfert, “The German Period in the Life and Work of Karolina Pavlova,” Essays on Karolina Pavlova
(Evanston: Northwestern University Press, 2001) 245.

195 Frank Gopfert, “Poniatie ‘remeslo’ v traditsii russkoi zhenskoi poezii,” Gender Restructuring in Russian Studies:
Conference Papers, Helsinki, August 1992 (Tampere: University of Tampere, 1993) 65.

1% 1hid., 65.

197 Greene, Reinventing Romantic Poetry, 166.



88

their opportunities, and later included protest against women’s lack of freedom, so she is

particularly notable as a feminist in the literary context.

Broadly speaking, Bunina, Teplova, Gan, Rostopchina, and Pavlova had different life
experiences derived from their social standing, childhood, marriage, and literary careers. Bunina,
though belonging to nobility, was born essentially poor, had to educate herself, and chose not to
marry. Teplova was born to a wealthy merchant-class family, received a wonderful education for
her time, seemed to be happily married, and she entered the literary world in the company of her
sister and best friend. Gan was born in Ukraine and lived there the majority of her life, received a
good foundation of education from her mother but is mostly considered to be self-taught, and she
was unhappy in her marriage. Gan also travelled a lot, so she was distanced from the literary
centers and felt isolated intellectually. Her two daughters became important figures in their own
right, one being writer Vera Zhelikhovskaia and the other Elena Blavatskaia, the founder of
theosophy. Rostopchina was born into Moscow nobility and entered the literary world very early
through her family’s connections, enjoyed success until her exile to Moscow, and was for a long
time regarded as the perfect society woman. Pavlova was born to a family of German descent,
had an unhappy married life, and lost all connections to the literary world when she chose to

stand up for her rights against her husband.

Despite their superficial differences, the women all chose to write and publish original
works, rebelling against expected gender norms. All of them entered the literary world with the
help of men who sponsored and supported them, but they managed to stand apart from them
through their own talent. According to Barbara Engel, in the first third of the nineteenth century
“only a limited number of women were likely to acquire unrealistic expectations or to aspire to a

life that was different from that of their mothers,” beginning their rebellion at home in
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isolation.'®® These five women can be considered rebels and their works a form of protest against
the limitations of their life. They chose to publish their works, their ideas, and their messages,

thereby allowing readers even centuries later to understand their views on life and learn from

them.

198 Engel, Mothers and Daughters, 26.



Chapter 3: Love and Marriage

In the nineteenth century, and for most of history, the most significant aspect of a
woman’s life was her connection to love as a wife and mother. Arguably, love is also the most
common theme in literature and poetry. Depending on the time period and the culture, the
understandings regarding love and what it truly means for people can shift. For women, their
entire identity depended on marriage, and love was a conceptual idea, not a practical one. Most
literature, including works that explore experiences of women, was written by men, so it is the
men’s feelings and ideas regarding love and marriage that was projected onto women. This is
why the works written by women hold a lot of value for readers wishing to understand their
authentic views on life, love, and marriage. This chapter explores Bunina’s and Teplova’s
poetry, Gan’s “The Ideal,” Rostopchina’s The Fortunate Woman, and Pavlova’s The Quadrille

understand the messages and social commentary on this topic provided by the women writers.

Despite social, economic, and academic progress that began during the reign of Peter I,
women’s roles were often limited to their household, which heavily constrained their
opportunities. Family status and networks determined social roles and male identity followed
women starting from their birth, in the form of patronymics and patriarchal families, to their
married life when they adopted the name of their husbands.'®® Their role within the family was
primarily daughter, wife, and mother with limited opportunity to extend past those roles. Even
though forced marriages were not widely accepted, the main goal of marriage was still to

contribute to the family’s social position and financial health, so senior family members made

19 Robhin Bisha, et al, Russian Women, 1698-1917: Experience and Expression, an Anthology of Sources
(Bloomington: Indiana University Press, 2002), 58.
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to
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decisions about marriage partners. During the eighteenth and nineteenth centuries, ideas on
romantic love and companionate marriage entered Russian society, but they conflicted with
religious teachings which reinforced patriarchal values. Only by the middle of the nineteenth
century were women afforded an opinion and their personal preference of spouse were

considered.

Jean-Jacques Rousseau heavily influenced the eighteenth-century Sentimentalist
philosophy, especially in Russia. At this time, philosophers also started speculating about
women'’s possibilities, their roles in society, their potential opportunities and education, as well
as the traits of ideal men, women, and their marriage. Rousseau’s words from his 1762 book
Emile, or on Education provide many of his ideas regarding his ideal partnership and the roles of
women in the bounds of marriage.?®® Rousseau’s writings influenced European ideas, and they

promoted a view of marriage as a necessary union for men and women to thrive.

In the union of the sexes each contributes equally to the common aim, but not in
the same way. From this diversity arises the first assignable difference in the
moral relations of the two sexes. One ought to be active and strong, and the
other passive and weak. One must necessarily will and be able; it suffices that
the other put up little resistance. Once this principle is established, it follows that
woman is specially made to please man. If man ought to please her in turn, it is
due to a less direct necessity. His merit is in his power; he pleases by the sole
fact of his strength. This is not the law of love, I agree. But it is that of nature,

prior to love itself. If woman is made to please and to be subjugated, she ought

200 Jean-Jacques Rousseau, Rousseau’s Emile, or Treatise on Education (New York: Basic Books, 1979).



92

to make herself agreeable to man instead of arousing him. Her own violence is
in her charms. It is by these that she ought to constrain him to find his strength
and make use of it. The surest art of animating that strength is to make it
necessary by resistance. Then amour-propre unites with desire, and the one
triumphs in the victory that the other has made him win. From this there arises
attack and defense, the audacity of one sex and the timidity of the other, and
finally the modesty and the shame with which nature armed the weak in order to

enslave the strong.?%!

Men’s morals, their passions, their tastes, their pleasures, their very happiness
depend on women. Thus the whole education of women ought to relate to men.
To please men, to be useful to them, to make herself loved and honored by them,
to raise them when young, to care for them when grown, to counsel them, to
console them, to make their lives agreeable and sweet — these are the duties of

women at all times.2%?

Rousseau’s principles about marriage and love rest on the foundation that men and
women are inherently different, that is that men are stronger and more active while women are
passive and weak. This difference allows men to use their strength over women and the duties of
the women center on pleasing the men and submitting to their will. Likewise, they should not
aggravate men to use their strength in a hostile way, yet they are also responsible for igniting
said strength and evoking the men to use it properly. These contradicting statements allude to a

middle ground in which women make men strong yet also constrain that strength with their only

201 1bid., 358.
202 1hid., 365.
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weapon, their charms. Women have these charms in order to attract men and win their affections
and gain power over men. Despite women possessing power to temper men, there is still a large
power imbalance created in such a union in which men hold all the power and the women
submit. Their entire lives should be dedicated to their men, whether children or husbands, and to
always improve their lives. With this idea, Rousseau also discusses some of the duties of women,

which include maintaining a perfect image in society.

It is important, then, not only that a woman be faithful, but that she be judged
faithful by her husband, by those near her, by everyone. It is important that she
be modest, attentive, reserved, and that she give evidence of her virtue to the
eyes of others as well as to her own conscience. If it is important that a father
love his children, it is important that he esteem their mother. There are the
reasons which put even appearances among the duties of women, and make
honor and reputation no less indispensable to them than chastity. There follows
from these principles, along with the moral difference of the sexes, a new
motive of duty and propriety which prescribes especially to women the most

scrupulous attention to their conduct, their manners, and their bearing.?%

The image that a woman possesses among her peers holds much more value that her true
actions, even though she should always be modest and reserved, among many other constricting
qualities. Honor and reputation should stand above all else for the woman in order to maintain
her standing for her husband and her children. As part of her duties, she should be monitored at

all times to avoid any grievances or mistakes. The wife Rousseau promotes has no identity or

203 1bid., 361-362.
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role outside of being an obedient wife and dutiful mother. Essentially, if a woman does not have
a successful union in which she gives up her own desires and dreams, she has no value. Love,
likewise, seems not to play a dominant role in the woman’s life or the union Rousseau advocates.
Rousseau’s ideas were often repeated in Russian philosophers and poets such as Nikolai

Karamzin (1766-1826).

Karamzin’s famous poem “Epistle to Women” [[Tocnanue k *eHiuaam], written in
1795, features such lines like “you will be born to adorn the sublunar light” [BsI ponuTech cBeT
noJuTyHHBIN yKpamiats], poetically linking women with adornment. He also states, “In your eyes
shines the heavenly, peaceful beam of light / which has to show us the path to bliss / goodness
and perfection / we will never reach there on another path.”?% The man who succumbs to the
wishes of the woman achieves a “tender heart” and “kind actions.”?®® Karamzin, like Rousseau,
places the education and molding of man’s morality and behavior heavily on women, implying
they are perfect beings whose duty is oriented toward a man’s moral enlightenment. This might
be considered a response to the relative freedom women began experiencing toward the end of

the eighteenth century.

There was a period of time during the second half and the end of the eighteenth century
during which women led freer lives than previously, and freer than in the nineteenth century. The
women inspired “fear and respect” by dressing like men, participating in masculine activities,

such as drinking vodka, smoking pipes, and playing billiards.2%® Historian Vladimir Mihnevich

204 <y pac B ouax GiecTut HEGeCHBIH, THXMi yd / KoTopblil 10Ka3aTh HaMm JIOJKEH MyTh K GnaxencTBy / JloOpy
cosepiueHcTBy / [Ipyrum mytem k Tomy BoBeku He moiaem” Nikolai Mikhailovich Karamzin, Polnoe sobranie
sochinenii N. M. Karamzina Vol. 13 (Petrograd: Izdanie kopeika, 1915) 171.

205 “Hesxen cepauem, 1o6p aenamu” (Karamzin, Polnoe sobranie stikhotvorenii, 172).

206 \/ladimir Osipovich Mikhnevich, Russkaia zhenshchina XVII1 stoletiia: istoricheskie etudy VI. Mikhnevicha
(Kiev: luzhno-russkoe knigoizd-vo F. A. loganson, 1895) 131.
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attributed the phenomenon to powerful figures like Anna loanovna (r. 1730-1740), Elizabeth
Petrovna (r. 1741-1761), and especially Catherine Il (r. 1762-1796), who all enjoyed men’s
clothing and sport. At this time, the “girls’ protests” against despotic parents turned to the
women running away to marry for love, sometimes running from husbands. Many women
refused to marry, choosing to reject men altogether. These protests were easier for provincial
women and those of lower classes, but aristocratic girls hurried to marry to partake in what
Derzhavin called “fashionable art to give each other freedom,” meaning having an open
marriage.??” For these few decades women acted against norms, defying their parents and society
because they had a strong craving for freedom, independence, and agency and this was one of the

few ways they could fulfill their wishes.

Anna Bunina

As Catherine’s reign ended and her male successors began ruling, society became more
conservative, especially under the guidance of Mariia Fedorovna and her traditional values that
permeated society and women’s education. Anna Bunina grew up just in time t0 experience a
brief moment in the history of liberation, which might explain her life decision to remain
independent and unmarried. Her first publication in 1799, a short essay titled “Love,” [JIro60Bb]
included many of her ideas regarding love and marriage. Wendy Rosslyn calls Bunina’s ideas “a
different model, based on the thesis that man and woman were similar in nature and equal in

status,” which directly opposes Rousseau’s conclusion that man and woman are inherently

207 “NoHBIM MCCKYCTBOM JaBaTh APYT Apyry cBoboxy” (qtd. in Mihnevich, Russkie zhenshchiny, 137).
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different and their union depends on the woman obediently submitting to the man’s strength.?%®
Bunina advanced the idea that in order to please a woman, it is necessary for a man to be like
her. Instead of marriage for social and economic gain, as was the accepted practice, Bunina
praised love based on “personal affection and companionship, and thought love should be based

on a free choice of partners with thorough knowledge of each other.””?%°

If it (love) were based only on the qualities of the soul, the feelings would remain
inactive; if it were based only on external charms, the heart would feel a vacuum and
would be still. A true lover is captivated equally by virtue and charms; he is tender and
passionate, respectful and jealous, sensitive and impulsive. He aspires to the satisfaction
of sensual pleasures; but he wants to receive them from mutual feeling. He can easily be
audacious, but not an abductor; for to be happy he needs wellbeing which is shared on

both sides.?1°

The foundation of the relationship Bunina imagines to be ideal rests on mutual affection,
which can be gained by coming to understand the person on a deeper level than many superficial
relationships allow. Both the soul and the heart have to be captured in order for a connection to
occur. “She did not approve of the libertinism of previous decades, of coquetry, flirtation, and
philandering, which she found immoral and dishonest ... but she was also suspicious of
sensibility, which, she considered, enabled men to exploit women by using tender feeling as a
mask for lust. Her understanding of love as requiring ardor, strong feeling, activity, and desire, as

well as constancy, modest and sacrifice included strong emotions which were alien to the

208 Rosslyn, Anna Bunina, 32.
209 1bid., 33.
210 Quoted in Rosslyn, Anna Bunina, 33.
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tranquil gentle affection idealized by the Sentimentalists.”?*! When looking at Karamzin’s 1792
story “Poor Liza” [beanas JIu3a], a story of a nobleman seducing a young and innocent peasant
girl, we find that the beginning of Erast and Liza’s love story features the type of love Rousseau
would appreciate and Bunina would dislike. The major social and economic power imbalance
depicted in the story adds to Liza’s passive stance in their relationship, as well as promotes the
notion that women should elevate the feelings of men. “Rejecting Karamzin’s assertion that a
man was manly, sensitive, charitable and magnanimous because he loved, she [Bunina] declared
that he could love only because he already had these qualities: a woman’s love could not

refashion an unworthy man.”?*2

Bunina’s stance on a union based on equality appears in her basnia [fable] titled “Cast

Iron and Clay Pots,” written in 1809.

Kako#-To MemaHuH Besig rOpIKaMu TOPT,
W Hakons OT HUX U3PAIHOE UMEHbE,
Ilo cuite, CKOIBKO MOT,
VM B3gyman cienath HarpaxaeHbe.
Cobpait mocyeynKu — U TOBOPUT:
«MHe uccTapu Bam poJi 6JaroTBOPHUT,
S BaMH CBIT, OJIET, JOBOJICH.
3a mpeaKoB BalIMX TPy — M B NaMsTh UX 3aCHyT,
Xouy, yTOO BCSK U3 Bac: UX BHYK, UX CbIH, UX APYyT—
OTtHbIHE OBLT OBI BOJICH.
Bot nBe noporu Bam:
XOTHUTE JIb CUACTHUS UCKATh 110 TOpOJaM,
Ceii yac B BO3bI — U €CaM OTIPABIIOCH C BAMHU;
Ha poaune 1p ocTaHeTech MEX HamMH,
Xusure B Here, 6€3 TPYI0B,
Kak 6ynTo Ob1 y Bac TOpIiIkos,
Xo03s1Ha U HE OBIBATION.
JIOBOJIBHBI TEM TOPIIKUA — U CTalId PacCyXJIaTh,
Kowmy kaxoit ynen nzopars.
«Ham uTh B MIyIIM HA MaJIO HE IPUCTAIIO, —
UyryHbI B r0JI0C BCE, — K€JIa€M BUJETh CBET!»

211 1bid., 35.
212 1bid., 32-33.



«A MBI, — CKa3aJjl ropIoK, — IO ¢1a00CTH CIOKEHbS,
JIOJKHBI UCKaTh YEMHEHBIS.

Ocranemcsl, Apy3bs! B HAC CTOJIBKO CUJIBI HET,

Yrto06 1o cBeTy TackaThCs,

WX MUIJIOCTB MOKET MPOTYJISAThCS;
Taxas 51b KpenocTs B HUX!
Mx ko>a BCOTEpo IJIOTHEE,
WM Oynyum jieta BEpHEE,

YeMm HaM eJUHBINA MUT;
OT nepBoil HENPUATHON BCTpeun
W3 Hac octaHeTcs JIMIIb pax.. »—
«Korga Bac IepKHUT TOJIBKO CTpaAX,—
[TpepBan 4yryH ropiikoBsl peuH,

To MBI BaM BEpHBI IIUT.

Besne, Bo Bcex Oenax ykpoeM Bac co0o01o;
Hanpeiraer nu OysiH — MBI TOTHYac K 0010,
U3 Bac ke BCSIKOW IyCTh CIIOKOWHO CITUTY.

['op110K MOKJIOH — U B BO3 K UyTryHam 3aBaJIUJICS.
XO035IMH TYT K€ K HUM U B IyTh ITyCTHJICS.
W3BecTHO, 4TO B IyTH BO BCEX MECTaX
be3 TpyiHOCTH HE JOCTUTAIOT LIETH,

W Hamm nyTHUKYM y3HAJIU TO Ha JEIe;

I'te nomxHO npoe3xkaTh OBpar,
I'ie ropsl, rae MOCTHI, T1I€ BA3KHUS OOJIOTHI,
I'ie nake KaMEHHBI OTUIOTHI.
['opiiky HeBMOUb, XOTSI OysTHOB HE BUJIATh;
Cocenu mpbpITaroT, Kak OyATO OBl XMETbHBIE,
Wne yropensie, MaabHEIE;

Tot B 60K €ro, TOT B Ipy/ib — HE 3HAET, YTO HAYaTh.

Tomauku npusTENbCKU, paBHO KaK OT BParos,

Bcerna ToTYkM OT HUX HE MEHbLIEe OOJIbHO.

Cocenu panu ObI TOKOMH B3SITh OT MPBIKKOB;

Ho npeiratoTs HEBOJIBHO.

EnBa ycsaayrcs — kak HoBast 6enia!l

Tam nHM nepecKakHyTh — TaM KOYKH;
Hpyr npyra Tonk — u 6e3 Bpena,
A XpynKOro ropuika OCTaJuch YEPErOUKH.

bnaxxeH, KTo ¢ paBHBIMH CBOM kpebuii chequHuII!
Coro3 TOT rubeneH, rje HeT paBeHCTBA CHUIL

Some meshchanin who conducted trade with pots,
And amassed a generous estate,
He got the idea to give them a reward,
To the best of his ability.
He gathered everyone — and says:
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“Since olden days your kin has been good to me,
Due to you | am sated, clothed, happy.
For your ancestors’ labor — and in remembrance of their merit,
| want, for everyone of you, their grandson, son, their friend —
To be free from now on.
Here are two paths for you:
If you want to seek happiness in cities,
Get into the carts right now — and | will go with you;
If you stay in the homeland among us,
Live in comfort, without hardships,
As if you, pots,
Never had a master.”
The pots were satisfied with that — and began to discuss,
Who should choose which fate.
“We are not tired to live in solitude,-
The iron pots said as one, - we wish to see the world!”
“And we, - said the clay pot, - by the weakness of our disposition,
Must seek solitude.
We’ll remain, friends! We do not have so much strength,
To traipse around the world,
Their grace can take a walk;
Such strength is in them!
Their skin is a hundred times more solid,
Their future years more certain,
Than our single moment’
At the first unpleasant encounter
Only dust will be left of us...”
“When only fear holds you back, -
The iron interrupted the clay pot,
Then we are your trusty shield.
Everywhere, in all woes we will cover you;
If a brawler attacks — we will immediately fight;
Each of you can sleep peacefully.”
The clay is obedient — and tumbled into the cart with the iron.
The master immediately joined them and they set off.
It is known, that anywhere during travels
A goal is not achieved without hardships,
And our travelers learned this from experience;
Where one must ride by a ravine,
Where there are mountains, bridges, and marshy swamps,
Even where there are stone supports,
It is unendurable for the clay pot, even though there are no brawlers;
Its neighbors jump, as if they are drunk,
Burnt, or foolish;
One gets him in the side, another in the chest — he does not know what to begin.
The friendly shoves are equal to those of the enemy,
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Their shoves are always no less painful.

The neighbors would happily rest from jumping;

But they jump involuntarily.

As soon as they sit still —there is a new woe!
There they jump over a stump — there bumps;
They push each other — without harm,

But only fragments were left of the delicate pots.

Blissful is he, who unites his fate with an equal!
A union is fatal, where there is no equality of strength.?'3

Bunina’s fable directly comments on the idea of a union consisting of a ““stronger”
partner [cunsHbiii] and a “weaker” one [ciabsrii] through the metaphor of different pots. When
the pots have an opportunity to leave their home, the clay pots are reluctant because they are
aware of their structure and know that should they encounter anything bad, they will be
destroyed. The iron pots first attribute the clay pots’ thoughts to fear and then promise to protect
the others if they encounter any trouble. When they set off, the jarring ride causes the cast iron
pots to completely destroy the clay ones, showing that the enemies are not robbers or outsiders
but the strong pots themselves. This story could have had an ambiguous message but Bunina
adds the last two lines separately from the rest speaking directly to the reader, stating that “a
union is fatal, where there is no equality of strength” [coto3 TOT rubesneH, ryie HeT paBeHCTBa

cun.

Aside from the very explicit message of an equal partnership, there are also a few minor
ideas that appear in the poem. The clay pots are aware of their own disposition and initially want
to stay behind, but the strong pots convince them to leave. The iron pots do not look beyond their
own perception at the reality and do not believe the words of the clay pots, believing their own

strength to be the others’ salvation. This strength is what eventually destroys the other pots, just

213 Bunina, Neopytnaia muza, 115.
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as they clay ones predicted. Bunina places the fault with the iron pots, showing that the
arrogance and power of the pots creates the problems for the weaker ones. As Rosslyn indicates,
Bunina rejects “Rousseau’s principle of the complementarity of sexes” by depicting the

destruction that arises when a power imbalance occurs in a union and she warns against it.?*

Similar ideas also appear in her poem “The Philosophy of the Butterfly,” published in

1806.

B onvH npusATHBIN JETHUN JIEHbD,
Kak comnIle k 3anaay CKIOHUIOCH,
N mapana ¢ X0JIMOB B JI0JMHBI TEHb:
W3 noma rae-To B caji OKOIIKO OTBOPUIIOCH,
Ha xoeM uBen JIeBKO.
To Buns, 6a00YKU JETAT B OKHO TOJIIOM:
NHple Ha 11BETaX AYIIUCTHIX TOMECTHIIHCH,
WHble ke myCcTUIuch
OcmaTpuBath TOM KOMHATHI yOOD;
[TopxaroT k 3epkanam, caastcs Ha dapdop,
Ha mikamnsl, Ha CTOIBI, HA KHUTH — 110 pa3oopy,
Yro ayunie HpaBUTHCS KOTOPOM B30pYy.
brnaronapst cynp0y — 3a nap cTojib JOPOTOH,
CoenMHUBIINN UM CBOOOJY C UX KPBUIbSIMH,
Bce cuactbe — pamocTu B cB0OOO 1€ BUIIAT TOM.
CrycTunuce CyMepKHU O ThbMO,
W B xOMHAaTE CTOJBI YCTABUIU OTHSAMH:
«BOT NoIIMHHO T€ pail — CTO COJIHIIEB BAPYT TOPUT, —
JleTyHBM TOBOPST, - y HAC OJHO CBETHIIO,
U To Tak BBICOKO... a 3/1ECh — KaK MUJIO,
JlenuBoit gOIETUTY.
U ¢ cnoBoM cuM oJTHA — TTOPX K OMMKHEMY CBETHITY;
Ho uro x — yBBI!.. cOXIacse..
Hpyras Bcien 3a HEH, pe3BACh U KPY»Kach,
Hamna mogo6HO et cBOI0 MOTHITY.
[ToTom — enie NATOK; MOTOM — U CUETY HET;
XOTbh THOHYT — HO JIETAT C OXOTOIO Ha CBET;
Octanoch J1Be Wb TpH, HE 00JIee, B KUBBIX.
«ITevanen xpebuii ux, —
OcraB1ast yHbIJIO pacCy AaeT, —
Yto XU3HL? — €IMHON MUT; a cHacTHe? — MEUTEHI.

214 Rosslyn, Anna Bunina, 107.



besymen BepHOe onacHbIM 3aMeHsIeT!
Ha uyT0 ObI MOKKAATH AYMINCTHIE IIBETHI,
[IpuBOBHBIE CaJlbl, 3€IE€HBIE JOJINHBIL;
Nnb B Onecke KporoTes BCeX paaocTeil NpUYUHbI?
Ha uro Ol UM uckath
Bbnaxxencrsa 3a apupom,
Korga cBouM 10BOJIBHBIM MUPOM:
K uemy Tak naneko snerats?..
Bot cyetHbIX Hanexa Harpajbl!
BoT nCTHHHBIN YPOK HECMBICIICHHBIM IUIYIILIAM,
Ckomb BOIO OE/ICTBEHHO J1aBaTh CBOMM cep/iiam!
Kro nmier Bganeke — ToT ruOHET 0€3 Momasn. —
«Pa3zyMHO TOBOpHILIb,-
[Tonpyra eii B OTBET, - HO YTO XK, Ky/Ja JIETUIIb?» —
«Tak... MOCMOTPETHh CBETUIION. —
«Bo3MoxHO 1? ceifyac OHO APYTrUX ryOuso...» —
«Ho 310 1, - a HE OHE:
JlaBHO, MOW IpyT, )KUBY, - U BCE U3BECTHO MHE;
Bce 3naro, kak, Korja, rae J0HKHO 000HTHTHCS,
['e 6:1M3K0 MOIOUTH | TI€ OTCTOPOHHUTHCS.
[To>kaiyii, 000 MHE Bce CTpaxu OTIOXKH;
O 10HOCTH CBOEI HEONBITHOM TYXKH.
S BApYT HE KUHYCA — CclIeTKa U OCTOPOXKHO —
Besze u k ciyyasm, ¥ K MECTY IPUMEHIOCH, —
OmnacHo rze, XOTs He HEBO3MOXKHO,
ToTuac Ha3ax BEPHYCh.
Co Bcex CTOpOH ero cHavana obJerato,
N Bce n3maneka, - moToMm,
Korna ceonm ymom
Bce xadecTBa ero B moagpoOHOCTH HCTBITALO,
Torna u 6mxe monoiy;
U Tam, Tie MHOTHE HALTK Oemy,
51, MOXeT OBITh, CBIILY CBOE OJaKEHCTBO.
He Bcem paBeHCTBO
B Hamactax cyxzaeHo». — OkoH4MIIa — JIETHT,
W npaBuna cBOM XpaHUT
JloBOJIBHO CTpPOTrO:
Bce BbeTcs n3nanu, 4yTh-4yTh UTO HAJl OTHEM;
ITotoMm, ortacHOCTH HE BUAS B HEM,
Wnp Tak no ciy4aro, — HO JIMIIb CIIYCTS HEMHOTO
Bnyr npsiMo Ha HEro TpenemyImmuM KpbluioMm,
W KpBUIBIIIIKOM OJTHUM, YBbI! — Y3k MEHEH cTajo!
XO0Ts ocTaNnuCch TPU; HO TO HE MIOMOTJIO,
N B cem HecuacTh 3710M
VYmnana, GeHas, ¢ pa3maxa.
Korpa xe nepBble IpOLUIN IBUXKEHBS CTpaxa,
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OnsTh K OTHIO, — HO TYT IIPHU BCE

Hanexne Ha cebs cBoeit
Omumoky caenaia B UBMEPEHHOM TOJIETE,
Wb maMsTh MOTEpsB MPH OJIM3KOM SIPKOM CBETE;
Ho Tonbko BIpyT B3sj1a 1OpOTy YK HE Ty —
W Buxpem miaMeHHbIM BJIEKOMa C CUJIOMN,
[ToBepriack yyactu BceoOIel U YHBIIOM;
Ckonb HE Oopouacs... [Torubna 3a meuty.

Tak yacTo Halll SI3bIK PACCYAKY BCIEI UJIET;
A cepjrie B TOT e MUT HAac K THOEIU BeJeT.

During one pleasant summer day,
As the sun descended to the west,
And the shadow of hills dropped into the valleys:
A window opened from a house somewhere in the garden,
On which stock flowers bloomed.
Seeing that, butterflies fly to the window in a crowd:
Some situated themselves on the fragrant flowers,
Others set off
To see the decoration of that room;
They flutter to the mirrors, land on the porcelain,
On the cabinets, on the beams, on books — as they see fit,
Whatever each’s eyes like best.
Thanking fate — for such a valuable gift,
Having combined freedom with their wings,
All the happiness — the joy they see in that freedom.
Twilight descended with the darkness,
And the tables were fixed with lights:
“Here is truly heaven — a hundred suns suddenly burn, -
The flyers say, - we have one luminary,
And even then it is so high... but here — how nice,
A lazy one will fly to it.”
And with this word one — flutters to the closest light,
But... alas!.. she burned...
Another going after her, gamboling and spinning,
Found a similar grave like her.
Then — another five; then — countless;

Even though they perish — they fly with eagerness to the light;

There remained two or three, not more, alive.
“Their fate is sad, -
The remaining one gloomily reasons, -
What is life? — a single moment; and happiness? — dreams.
A madman will trade the reliable for the dangerous!
For what would | leave fragrant flowers,
Open gardens, green valleys;
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Or do the causes of all joys lie hidden in splendor?
Why would they seek
Bliss beyond the ether,
When they are satisfied with their world:
Why fly so far away?..
Here are the rewards of vain hopes!
Here is a genuine lesson for unreasonable fools,
Who give a little freedom disastrously to their hearts!
He who seeks in the distance — he perishes without mercy.”-
“You speak reasonably, -
Her friend says in response, - but, where are you flying?” —
“So... to see the light.” —
“Is this possible? It just destroyed others...” —
“But it is I, and not they:
For a long time, my friend, | have lived, - and all is known to me;
| know everything, how, when, where is necessary to get by,
Where to come closely and where to move away.
| suppose you should put aside all fear for me;
Worry about your own inexperienced youth.
I will not abruptly fling myself — lightly and carefully —
| will adapt everywhere to situations and place, -
Where it is dangerous, even though not impossible,
I will immediately retreat.
I will fly around it from all sides,
And all of it from afar, - then,
With my mind
I will experience all qualities thoroughly,
Then I will come closer;
And there, where many found woe,
I will, perhaps, find my bliss.
Not for everyone equality
In misery is fated.” — she finished — flies,
And keeps to her rules
Rather strictly:
Weaves from afar, a little bit over the fire;
Then, not seeing the danger in it,
Or by accident, - but only lowering a little
Suddenly she fell right on to it with a shaking wing,
Alas! — there was now one less wing!
Even though three remained; that did not help,
And in all of this misfortune
She fell, poor thing, with full force.
When the first movements of fear subsided,
Again toward the fire, - but here despite all
Her hope for herself
She either made a mistake in her calculated flight,
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Or she forgot her memories before the close bright light;
But she suddenly took a different path —

And as a fiery whirlwind beckoned with strength,

She surrendered to the general and gloomy fate;

No matter how she fought... she perished for a dream.

So often our tongue follows reason;
But at the same moment the heart leads us to ruin.?%®

“The Philosophy of the Butterfly” creates a beautiful but heartbreaking image of
butterflies being tempted by lights and fire and dying for being unable to stay away. Rosslyn
states that “the poem comments on the upbringing of young women, which neglected the training
of reason, and segregated the young woman from men almost until the moment when she had to
choose her marriage partner. She was thus prone to idealize her suitors and was obliged to make
her decision with neither experience nor reason to guide her. Hence the self-destructive love...
which many suffered.”?%® Such a reading, while apt, assumes a lot from Bunina’s ambiguity. The
butterflies, representing young women, become dangerously attracted to “light” [cBet]. This
word can also mean high society. This idea is further emphasized when the butterfly comments
on butterflies thinking happiness lies in the splendor [6meck], a word often associated with
society. Even though svet tempts the women, it is the fire [orons] that destroys the butterfly, and
the fire is referred to as on [he/him] in the passage of destruction. Thus, though the poem can be
read as a warning against the blandishments of society, the last few lines about the heart leading

one to ruin suggests that the underlying theme of the poem is love.

The poem was published in 1806 in various journals, but it was not included in her

publication of The Inexperienced Muse, first published in 1809. Bunina depended heavily on her

215 Bunina, Neopytnaia muza, 300.
216 Rosslyn, Anna Bunina, 66.
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patrons, so she most likely censored her own ideas and avoided publishing controversial works.
Since the poem “The Philosophy of the Butterfly” is about the ruin of young women, the reader
can discern many other ideas about women and men. In the beginning of the poem Bunina
emphasizes the butterflies’ freedom above all else, something they naturally have. Once they
leave their reliable home with valleys and flowers for the unnatural, cultivated garden with only
the appearance of freedom, they meet their ruin. The flower box initially attracts the butterflies,
creating the perception of a positive environment, but behind the flower box in the house is a life
incompatible with the lives of the butterflies. Society too, has the perception and splendor of a

comfortable and welcoming place but has dangers hidden everywhere.

Once the svet tempts the butterflies, the flames capture all of the butterflies’ attention and
one after another they all land on the fire, destroying themselves. This is an important distinction
because the butterflies themselves choose their fate, being unable to resist. Bunina includes a
voice of a single butterfly who provides the words of reason. She explicitly states that only
“madmen” [6e3ymirsi] trade their reliable homes for the dangerous and seek bliss elsewhere.
Here, as well as in a few other lines throughout the poem, Bunina places emphasis on distance.
This most likely refers to the poet’s idea about men and women not truly knowing each other
before their marriage. As the butterfly states, she has observed and learned everything about the
flame and feels she can handle herself against it. The reader watches, knowing that this
confidence and assurance is in vain because the flame will always conquer the delicate butterfly.
The reader sees the butterfly making multiple attempts, continuing its journey even after being
burned. The poem can be read from Bunina’s perspective, as she never gave up the freedom of
her metaphorical wings for marriage and watched on as other women married. In this poem, the

heart, or love, sends women on an unceasing journey to be destroyed by men.
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“The Philosophy of the Butterfly” has a very similar message to “Cast Iron and Clay
Pots” and her personal essay. The danger posed in the poem about pots rests on the inequality of
the partners. The idea that one partner, the man, should be stronger and more active than his
counterpart, creates danger for the weaker partner. The union between the flame and the
butterfly, likewise, consists of an inherent inequality in which one always destroys the other. The
butterflies, when they first enter the room, do not realize the problems and the dangers and even
when they think they know the flame, their perception is wrong. “Cast Iron and Clay Pots”
presents the advice that a union needs to consist of two equals, but “The Philosophy of the
Butterfly” seems to advance the advice that one should constrain the heart and choose true
freedom, which the butterflies rejected as soon as they came to the house and saw the flames. For
Bunina, it appears, love and the heart lead women away from a truly free state and destroy them

if it is based on an imbalance of power.

Nadezhda Teplova

At the turn of the century and in the first few decades of the nineteenth century, when
Bunina was most active, notions of feminism or even of questioning the position of women in
society were nonexistent. “The early nineteenth century witnessed a conscious attempt by Russia
to reject ‘French’ values. With the rejection came a romantic idealization of the Russian woman
as the embodiment of Virtue and Maternity.”?'” In the 1830s, idealistic German philosophy and

romanticism ruled Russian thought, focusing on the absolute and the sublime, which promoted

217 Stites, Women'’s Liberation, 16.
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the belief that literature and art should only portray the positive and beautiful aspects of life.
Critics like Thaddeus Bulgarin (1789-1859), Nikolai Grech (1787-1867), and many others
defended traditional morality, so they considered feminism too negative to be portrayed in
literature and they heavily criticized feminist ideas coming from the West. Belinskii, likewise
opposed George Sand initially but by the 1840s French intellectual influence returned to Russia
and with it came ideas with socially driven messages, shifting Belinskii’s perspective in favor of
Sand and her ideas. Other philosophers and critics shifted their opinion too. With the movement
of literature to a more social and political sphere, the ideas regarding a woman’s place in society
started to take shape. Women were given the freedom to explore the topic further in their writing,

even getting praised for doing so in the 1840s.

Teplova published in the 1830s and 1840s, but her tone was still rather conservative from
the feminist perspective, and her work more closely resembles that of Bunina than that of
contemporaries like Gan and Rostopchina. This is in part due to their mutually preferred medium
of poetry, which favors a limited message in a short piece of work, much shorter than the prose
of other writers. Nevertheless, Teplova offers views about her own life and ideas regarding the
broader concepts such as love and marriage. We can see a progression of ideas in the poems,

beginning with the poem titled “Love,” written in 1831.

JIr060Bb, HEOEC CBATOE CI0BO!
JIvb juist TeOst BOCKpECHY BHOBB!
Mens nymieit BO3BBICUT CHOBA
Onna 11000Bb, 011HA TF000BB!

C Moeii Tynorw yTOMIEHHOR

51 He cHeCcy 3eMHBIX OKOB,

N npuMupuT MEHs ¢ BCEICHHON
Onna 11000Bb, OJIHA JTIFOOOBB!

MeHs TOMHT 3eMHas Kenbs!



Kak npiM, B311e4y 710 00J1aKOB,
W npunecy Ha HOBOCEIbE
Onny m000Bb, OHY JTHOOOBB!

Love, the sacred word of the heavens!
Only for you will I be resurrected again
Only love, only love will

Elevate me through the soul again!

With my exhausted soul

I will not discard the earthly chains,
Only love, only love

Will conciliate me with the universe!

The earthy cell torments me!

Like smoke, I will fly to the clouds,
And bring as a housewarming gift
Only love, only love!?8

This poem was the first in the cycle of her works first published in 1831, creating a
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positive and spirited, albeit conventional take on love. For the narrator, love is a “sacred word”

[cBaToe croBo] and it has the ability to resurrect, elevate, and connect with the universe. As in

many of Teplova’s works, the idea of the world as one full of torment and anguish briefly

appears, but love can conquer this feeling because it can take the narrator to the heavens. When

she imagines entering the world of the heavens, she takes only love with her. The work has a
poetic and innocent view on love as able to help a person overcome anything and as being the

only feeling on earth worthy of being in the heavens. The use of exclamation points and the

repetition of the words “only love” [onna m0060Bb| only emphasizes Teplova’s enthusiasm and

conviction.

In an 1829 poem, “Russian Song,” [Pycckas mecusi] Teplova depicts the consequences of

unrequited love.

Pannum yTpoM o OKHOM

218 Nadezhda Teplova, Stikhotvoreniia Nadezhdy Teplovoi (Teriukhinoi) (Moscow: V Tipografii Katkova, 1860)

114.
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Kpacna nesuna cunena;
Henoronymxka nrymena
W msaTennna Kpyrom.

TaliHOM rpyCTHIO MOJIHA,

B nans cMoTpena Ha gopory,
U cepneunyro TpeBory

He morna yusats ona.

«Kto 0e3 rops nmpoxuBer?

«OH npHeneT . . . . YTOXKb TOCKYIO?
«U HEBeCTy MOJIOYIO

«OH ¢ coboro ipuBe3eT!...»

[Tponerenu nHu, HEneNy,
UYepenon 3uma IpoIuia;
Henoroas! u msatenu

3a coboro yHecna.

Yro ke aeBuna Mos?
bespasuseTHoO yBAnasd,
brexueT u3HL e Miajgas,
l"acHeT roHOCTH 3apsl.

PanHuM yTpoM moj OKHOM
bremyT cBeur BOCKOBBIS,
[TacThIpb ¢ IPUYETOM KPYIOM,
W nevanbHbIE pOAHBIE.

I'ne >xe neBuna mos?
Crnagok COH e MOTHIILHBIHN;
[TpoOyauTh ee 6€3CUIBHBI
Bce oOManbI ObITHS.

One early morning under the window
A beautiful maiden was sitting;

Foul weather was whirring

And a snowstorm was everywhere.

Filled with a secret sadness,

She looked into the distance at the road,
And a panic of the heart

She could not calm down.

“Who can survive without woe?
He will come... why do I languish?
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And a young fiancée
He will bring with him!...

2

Days passed by, weeks,

Next passed winter;

Bad weather and snowstorms

The winter carried away with it.
What about my maiden?
Withering without blooming,
Her young life pales,
The dawn of youth is fading.

One early morning under a window

Wax candles shimmer,

A pastor with a lamentation ritual is about,

And sorrowful relatives.
Where is my maiden?
Her deathly dream is sweet;
All the lies of mundane life
Are helpless in waking her.?®

The narrator offers two scenes in the same house under the same window. The first, a

young girl looks at the distance feeling panic in her heart, waiting for a man knowing he will
come with his fiancée. She has a secret sadness, implying that she feels love for the mysterious
man. The second scene, after months have passed, details the scene of the girl’s funeral rites and
the grief of her relatives. The two scenes imply that she has died of a broken heart, though the
narrator never explicitly states this. Whether the young man came with his fiancée and their
marriage is at the root of her grief, or he died in the winter thunderstorm before his arrival, the
girl’s love is left unrequited and caused her to die before she ever truly grew up. The poem

subtly touches on the idea of a fatal love from the perspective of a young girl who died due to her

feelings.

219 1bid., 73.
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“Love” and “Russian Song” were written in the earlier stages of Teplova’s career, but her

poem written sixteen years later in 1847 titled “Romance,” [Pomanc] moves away from the

earlier innocence for more realistic emotions.

Jpyr Muiblii, MOW aHTell IPEeKpacHbIi!
Kax MHOTO 71500110 51 TEOS;

JIro010 s TaK HEKHO, TaK CTPACTHO, —
U rubny 6ezymuas s!

Xouy 100bI3aTh TBOM MUJIBIS PYKH,

N xaxmy KoneHu oOHSTD,

W pagocTh cBUAHBS U TOPECTh PA3IyKU
Meuraro B ceil JKM3HH Y3HATb.

[IpexpacHusrii! 3auem st TeOs1 yBrgana?
Ax! srydrie Obl BEK He BUJATh!
U cepaue, u Aymbl Kk TeOe pUKoBaa,
N TmieTHo uX CUIIIOCh OTHATD.

W noMbICITBI TOHST MEHS OTOBCIOY,
Hapyiien nymeBHbli MOKOH. —

Xo4y 103a0bITh — Ha MUHYTY 3a0y1y,
W BOT THI OIAATH Npe0 MHOM!

B nymie npoOyaunuch yCHYBIINS CTPACTH,
Bce npexHus xymsl Mow,

W cepaue He XOUET HU ClIaBbl, HU BJIACTH
A TOJBKO B3aUMHOH JIIOOBH.

Dear friend, my beautiful angel!

How much I love you;

I love you so tenderly, so passionately, —
And | perish, a madwoman!

| want to kiss your dear hands,
And yearn to hug your knees,
And | dream to learn in this life

The happiness of a meeting and the bitterness of separation.

Handsome! Why did | see you?
Oh! Better never to have seen you!

Both my heart and my thoughts I have chained to you,

And in vain | strain to remove them.
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And my thoughts pursue me from all sides,
My inner peace has been disturbed. —
| want to forget — | forget for a minute,
And here again you are before me!
In my soul have awakened slumbering passions,
All my previous thoughts,
And my heart wants neither glory, nor power
But only mutual love.??°

This particular poem describes the feelings of love, at least the way Teplova imagines it.
The narrator depicts both passionate love and the helpless wish to remove the beloved person
from her thoughts. The key to understanding the love here are the phrases my “inner peace has
been disturbed” [Hapymien gymeBHbIi mokoii| “and my heart, and “my thoughts I have chained
to you” [cepaue, u aymbl k Te0e npukoana]. The narrator feels consumed by her feelings, her
life feels upturned, and she wants to stop obsessing over the man; but at the same time she also
wishes to experience the positive and negative feelings of love. She seems to want to feel love
without it overwhelming her mind. The last line ends with her greatest wish, which is mutual
love. This sentiment almost echoes Bunina’s wish for equality in a relationship because it

considers the place of the partner in the potential relationship. Likewise, the narrator does not

mention wanting marriage, just mutual affection.

Teplova’s works on love feature a very poetic version of the subject, featuring a lofty
ideal, a fatal consequence, and the contrasts of feelings love causes. Love, it seems, is reserved
for the heavens because in earthly existence it causes death or obsession. Teplova describes both
the passion that the emotion evokes and its aftermath, which causes grief for the woman. The
readers never get the male’s perspective in these poems because the poems are more about the

woman’s inner life than about the external sphere of love. Teplova’s fragment prose titled “The

220 1bid., 109.
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Victim of Love” [JKeptsa nr06Bu], originally published in Notes of the Fatherland in 1842,
begins delving deeper into the concepts of love and marriage. The first fragment centers on
Princess Ludviga and her fiancé Count Stanislav at a ball. He finds her in the ballroom sitting
alone and “and tenderly kissing her hand / he said: ‘you are alone here / and probably, sweetly
dreaming / about our happiness, about me?”’??* They begin to dance, catching everyone’s

attention and envy, but the narrator describes Ludviga’s thoughts:

BorarctBo, 3HaTHOCTL CTaHHCIIABA,
KpacuBblii cTaH, BecenocTh HpaBa,
Bce nannam HpaBuiocs B HeM,
Ho, orpannuennsiii ymom,
3aHOCUUB, TOP/I, HEIOCTOSIHEH,
XpaOperl JTuIIb TOJIBKO Ha CIIOBAX,
Teneps B JIt0OABUTUHBIX T1a3ax
OH ObLT ¥ MEJIOYEH, U CTPAHEH..

W B yyBCTBO HOBOE KHSIKHA

bruta gymoit nmorpyxeHa....

Es uBeryuus 1aHUTHI,

Es MoryniecTBeHHbIN B3IIISI,
brectammii npa3qHUYHBIN Haps I,
W npIHbIA JOKOH, BKPYT OOBUTHIH
BocTo4yHBIM KpYITHBIM KEMUYTOM,
W TyHuk, mmTelil cepedpom, —
Bce B Hell 0 cuacTbe rOBOPHUIIO,

U eif HUYTO HE U3MECHUIIO —

Hu cxopOb BO B30pe, HU MOPHIB
Tocku, 1100BH, HETOAOBAHbL. ...
OHa TauT CBOM CTpaJlaHbs,

WX TBepmoi BOJE MOKOPUB.

Wealth, the gentility of Stanislav,

His beautiful figure, mirth of his manners,
The pans??? liked everything about him,
But his mind is limited,

He is haughty, arrogant, inconsistent,
Valiant only in his speech,

And now in Ludviga’s eyes

221 “YI mexHO PyKH eif 1063as, / OH TOBOPHUIT: «BHI 3/16Ch oHe / VI BepHO, cnagocTHo MeuTas / O HalleM CYacThbH,
060 mue?” Teplova, Stikhotvoreniia, 79.
222 The term used for gentleman in Poland and Ukraine.



He was petty and strange..

And into a new feeling

the princess was submerged with her soul....
Her blooming cheeks,

Her powerful gaze,

The glittering celebratory attire,

And the voluminous hair, entwined in a circle
With large eastern pearls,

And the tunic, sewed with silver —
Everything in her spoke about happiness,
And nothing betrayed her —

Not the grief in her gaze, not the outburst
Of anguish, love, resentment....

She hides her sufferings,

Subduing them with cast-iron will.

The relationship described in this short fragment creates a much broader image than in
Teplova’s other poems. Unfortunately, Teplova does not give a lot of context to the couple’s

relationship, but Ludviga clearly thinks poorly of her fiancé while the rest of society and
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Stanislav himself are unaware of her feelings. The first critique of Stanislav is his limited mind,

emphasizing that as the most significant shortcoming, followed by arrogance and then implied

cowardice. Teplova also includes a representation of his arrogance when he approaches Ludviga

and assumes she is thinking of him and their relationship happily, despite this being far from the

truth. Just this simple fragment shows disappointment in a future marriage, though the stance on

love remains unclear because neither character displays it. Teplova thus demonstrates her
opinion on love as something sacred, something for which people yearn and potentially die.

Marriage, it seems, might not bring happiness to a woman.

Elena Gan
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Bunina’s and Teplova’s poems provide limited messages due to their form, but prose
writers like Gan, Rostopchina, and Pavlova were able to include many more ideas in their works.
Elena Gan as a writer included a lot of her own life and experiences into her stories, creating a
semibiographical account of an intellectually and spiritually driven young woman forced to live
with a coarse and practical officer she does not love. The man not only denies her the affection
and intellectual stimulation she craves, but he also makes her constantly move across the
country, all while forcing her to confront society’s harsh judgement. Gan’s first story “The
Ideal,” published in 1837, describes the life of a young woman named Olga struggling to find her
place in society that does not accept her due to her poetic and romantic nature. As most of Gan’s
heroines, she is young, humble, and intellectual. She has a child-like shyness, a shadow of
sadness on her face, and she seems to be “striving towards the near heavens with radiant
hope.””??® The narrator continues to say, “I felt sad looking at this uncommon woman who was
born to be the adornment of humanity; it was sad to this radiant poetic soul surrounded by a
poisonous swarm of wasps, who found pleasure in stinging her from all sides.”??* As a colonel’s
wife, Olga moves between rural towns throughout Russia, which prevents her from forming
connections and friendships. The poisonous swarm of wasps Gan describes are the other women

who place their own twisted ideas of propriety and identity onto Olga.

Throughout the story, Gan emphasizes Olga’s naiveté and pure emotions about the world,

which are contrasted with the cruelty and superficiality of other women in society. They

223 Joe Andrew, Russian Women's Shorter Fiction: An Anthology, 1835-1860 (United Kingdom: Clarendon

Press, 1996) 4. All subsequent quotations from this text will be noted by a parenthetical reference providing the page
number of the quotation.

“cTpeMsCh C CBETIION HaAexkI010 K Onm3kum Hebecam™ Elena Andreevna Gan Polnoe sobranie sochinenii E. A. Gan
(Zeneidy R-voi) (St. Petersburg: 1zdanie N. F. Merttsa, 1905) 4.

224 “Mme TpycTHO GBIIO CMOTPETh HA 3TY HEOOBIKHOBEHHYIO JKEHIIUHY, POKIEHHYIO YKPAIIATh CO00I0 BEIOOP
YeJI0BEYECTBA; IPYCTHO OBIJIO BUIETH 3Ty CBETIYIO MIOATHUECKYIO AYITY OKPYKEHHOIO STOBUTHIM POEM 0C, KOTOPHIE
HaXOJW/IH YIOBOJBCTBHE KAINUTh €€ co Bcex ctopon.” (Gan, Polnoe sobranie, 4)
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ostracize her and create vicious rumors about her supposed feelings of superiority over other
women and her affairs with other men. Instead of defending herself against the attacks, Olga
chooses the route of a martyr and ignores the whispered lies, as she deems them unworthy of
addressing. In the voice of a narrator, Gan writes “When one meets with women like these... the
question is voluntarily born in the mind, out of what special material are they created? Are they
demons’ brood or nature’s mockery, the wrath of God, sent down to earth together with famine
and plague? A woman’s beauty, courtesy, and purity seem to them a personal insult. They need
slander and gossip to breathe...” (Andrew 18).22° Most significantly, people resent her for
reading too many books and even writing works herself, which they use to judge and humiliate
Olga. Gan, like many other writers of her time, really emphasized how ostracizing the experience
of being a woman writer can be. The readers are meant to assume that had Olga gone against her
pure nature, given up her passion for literature, and chosen to ingratiate herself by gossiping with

the other women, then she would finally be accepted.

Perhaps it is natural for strangers to mock and belittle Olga, but it is her family that
provides most of the discontent in her life. Her husband’s coarse attitude seems to present a
much more damaging experience for the protagonist. “He had a succinct and clear picture of
what made women happy: treat them nicely, be tolerant of their whims, and let them have a
fashionable hat — this is what, in his opinion, couldn’t fail to make a woman happy and when he

got married this is what he mentally subscribed to do” (Andrew 12).226 The problem with the

225 “I] xor/1a BCTPEYAsACh C MOJ0OHBIMY JKEHIMHAMY. .. HEBOJILHO POKIAETCS B YME BOIPOC, U3 KAKOTO 0COOEHHOTO

BelecTBa co3nansl onn? Mcyasue g OHU IEMOHOB IUTM HACMEIIKA TIPUPO.IBI HAll YETIOBEYECTBOM, MHEB OOXKHIA,
HHCIIOCHITAeMBIN Ha 3eMITI0 BMECTE C TOJI0I0M H s13B0r0? Kpacota, 100e3HOCTh, HEIIOPOYHOCTD JKCHIIUHBI KAXKYTCS
UM JIMYHBIM OCKOpOJIeHHEM. 3II0CIIOBUE U KJIEBETa HYKHBI MM Kak Bo3ayx...” (Gan, Polnoe sobranie, 17)

226 ) cyacTUM KEHIMHBI OH MMEJT KOPOTKOE H SCHOE TIOHATHE: OJIATOCKIOHHOE 00paIIeHbe, CHUCXOIUTENBHOCTD K
Karpu3aM U MOJHaSI [UBIIKA, -- BOT YTO, O €r0 MHEHHUIO, HE MOTJIO HE OCYACTINBHUTD JKCHIHUHBL, K K 9TOMY OH,
BCTYyIIas B CYNPYKECKOE 3BaHUE, 00s13aJICs MBICIEHHO noanuckoro.” (Gan, Polnoe sobranie, 11)



118

general’s treatment of his wife rests with his inability to see and appreciate her as a person with
feelings and a mind. Instead, the general adopts the contemporary stereotype of women and
refuses to look past it. Gan writes, “fate did not only not give this poetic woman a man who
might have been able to understand her, take advantage of all the treasures of her mind, enjoy the
beauties of her inner world, or who at the very least would have cleverly buried them and hidden
them from her own consciousness, but, on the contrary, it threw her into a world which was
utterly uncongenial to her” (Andrew 12).2%" In the beginning of the marriage, Olga had hoped to
share her interests and emotions with her husband, but instead she was met with his indifference
and boredom. Over time, she learned to hide herself from him too. Feeling isolated in all facets
of her life, Olga laments about her own fate and the fate of all women in a conversation with her

only friend, Vera.

But what evil genius has so distorted the destiny of women? Now she is born for the sole
purpose of pleasing, flattering, entertaining men’s leisure, of putting on her finery,
dancing, holding sway in society, although she’s only a paper queen to whom the clown
bows down while the audience is there, but then chucks into a corner. They set up thrones
for us in society; our vanity adorns them, and we don’t notice that they’re tinsel — and
have only three legs, so that we only have to lose our balance slightly to fall over and
then be trampled underfoot by the blind mob. Truly, it sometimes seems that God’s world
has been created for men alone; the universe is open to them, with all its mysteries, for
them there are words, the arts and knowledge; for them there is freedom and all the joys

of life. From the cradle a woman is fettered by the chains of decency, ensnared by the

227 Takum 00pa3oM, cyab0a He TOIBKO He Jajla 3TOM MOITHYECKOM KEHIIHE MY>KYMHEI, KOTOPbI ObLI ObI B
COCTOSIHUH MIOHSATh €€, BOCIIOJIL30BATHCA BCEMU COKPOBHULIAMHU €€ YMa, IyLIH, CEPALA, HACIAXKIAThCI KPACOTAMH €€
BHYTPEHHEr0 MUPA WK 110 KPailHEH MEPE JIOBKO 3apbITh MX B 3€MJIIO U CKPBITh HABCEra OT COOCTBEHHOIO €€
CO3HaHMs, HO elle OpoCcuIl ee B KpyT, BOBce He cpoanblii eil. (Gan, Polnoe sobranie, 12)
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terrible ‘what will people say’ — and if her hopes for family happiness do not come true,
what does she have left outside herself? Her impoverished, restricted education doesn’t
even allow her to dedicate herself to important things, and willy-nilly she has to throw
herself into the maelstrom of society or drag out a colorless existence until she dies!

(Andrew 22)%28

Olga turns to reading poetry to feel a connection with the world, further distancing

herself from both her husband and high society. She feels the strongest connection to the poetry
of a man named Anatolii, whom she calls her ideal. His poetry inspired, comforted, and soothed
Olga when she needed to feel a connection to someone. To Vera, Olga admits her feelings: “I’ve
become familiar with his every thought; I know all the nuances of his noble heart; | adore him; I
would sacrifice the last joy of my life, which is not rich in comforts, the last drop of my blood for
his happiness; I would give my soul to prolong his life... Yes, yes, I love him, but I love him not
with an earthly love, I love not the man...” (Andrew 19).22° With these lines Gan demonstrates

the depth of Olga’s emotions and the purity of her ideas. Unfortunately for Olga, she meets

228 “Ho KaKoii 37101 reHMi TaK MCKa3WJI PeHA3HAYeHHE KeHIMH? Terneps OHa POIUTCS IS TOTO, YTOObI
HPaBUTKCS, MPETBIIATh, YBECEIATh JOCYTH MY>KIHH, PSANTHCS, TUIACATh, BJIaIb[YECTBOBATH B OOIIECTBE, a Ha JIeTie
OBITh OyMa)XHBIM [TAapFKOM, KOTOPOMY HasIl KJIaHAETCS B IPUCYTCTBUH 3pUTEIIEH U KOTOPOTO OH OpOCaeT B TEMHBIH
yron HaeguHe. HaM Bo3ABHTaroT B 00IIeCTBaX TPOHBI, HAIlIe CaMOIIO0Me YKpalIaeT uX, ¥ MBI HE 3aMe4aeM, 4To 3TH
MUIITypHBIE TIPECTOJIBI -- O TPEX HOXKHAX, YTO HAM CTOUT HEMHOTO MOTEPSATh PABHOBECHE, YTOOBI yIIACTh U OBITH
pacTonTaHHON HOraMu HUYEro He pa3zouparomieil Tonmnsl. [IpaBo, mHOTAA Kaxercs, OyaTo Mup O0Xuil co3gaH Ayt
OJIHUX MYXKYMH; UM OTKPBITa BCEJICHHAS CO BCEMH TAMHCTBAMM, JJISI HUX U CIIOBA, M HCKYCCTBA, M TIO3HAHUS; JUIS
HHUX cB00O/Ia M BCe pajlocTH *KHU3HU. JKEHIINHY OT KOJIBIOEIH CKOBBIBAIOT LETISIMHU MPWJINYHNI, Oy THIBAIOT YXKACHBIM
"gTO CKa)KeT CBET" -- ¥ €CIIM €€ Ha/IeK/Ibl Ha ceMelHOoe cyacTHe He cOyIyTcs, 4To ocTtaercs el BHe ce0s? Ee
OeaHOE, OTPaHMYECHHOE BOCIIMTAHUE HE MTO3BOJISIET € aXke OCBITUTH Ce0s1 BAXKHBIM 3aHATHSIM, M OHA [TOHEBOJIE
JI0JDKHA OPOCUTBCSI B OMYT CBETa HJIM IO MOTHJIBI BIAUUTh OeciBeTHoe cyniectBoBanue!..” (Gan, Polnoe sobranie,
21-22)

229 “Her, 1 cpOJHUIIACK C KAXKJIOK €T0 MBICJIUIO; 5 3HAIO BCE M3THOBI €0 BJIArOPOIHOTO CEP/IIA; S €T0 000XKaK0; S
MOXEPTBYIO MOCJIEAHEIO PAJOCThIO XKU3HU MOEH, HeO0raToi yTexaMu, MOCIEIHEIO KAaIICI0 KPOBH [UIS €T0 CYACTHS,
sL OTAaM JylIy CBOIO AJISI IPOJOJDKEHHUS €0 JKU3HM... Jla, 1a; 51 Mo0IIro ero, Ho s 000 He 3MHOIO JTI000BUIO, 51
o610 He destoBeka...” (Gan, Polnoe sobranie, 18)
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Anatolii during her brief stay in St. Petersburg, so her spiritual love clashes with reality, as the

ideal she has of a man is transformed into a real person.

As it turns out, Anatolii becomes enthralled with her purity and her adoration for him, so
he decides to befriend and seduce her, as he does with many other women. Olga loved him
completely but with a pure and spiritual love, one that any worldly liaison had the potential to
ruin. Knowing this, he “cleverly wormed his way into her heart; gradually and imperceptibly he
taught her to think as he thought, to forget her own opinion for his opinions; in a word, he
carefully wrapped himself around her like a snake with a sleeping lamb, so as not to wake it
prematurely, but so that, at the very moment the poor thing stirs, it could smother it with its
embrace” (Andrew 33).2%° When he becomes bored with her purity, he turns his attentions away
and onto another woman. When Olga learns that her idol, the poet for whom she always held a
spiritual love and the man whom she started to love in a very concrete and physical way, only
saw her as a conquest, she becomes distraught. Olga not only feels heartbroken, but everything
she had once held dear, the object of her comfort in the world, took advantage of her.?3! As the

ultimate view of Olga’s experience, Gan compares her to a bird.

230 “Omn UCKyCHO BKpaJIBIBAIICS B €€ CEPJILE; MOCTENEHHBIM U HE3AMETHBIM 00Pa30M MPUyYall €€ MBICIHTE ETO
MBICJISIMH, 3a0BIBaTh CBOM MHEHUS IS €0 MHEHHI; CIIOBOM, OH OOBHBAJI €€ OCTOPO’KHO, KaK 3MEH CIISIIETo
ATHEHKa, 4T00 He pa30yauTh ero NpeKIeBPEMEHHO U B Ty MUHYTY, KOTJa O¢THBIH BCTPENEHETCS, 3ayIIUTh €TO0 B
cBoux oObsTHax.” (Gan, Polnoe sobranie, 32)

231 There is evidence that suggests that the character of Anatolii is based on Osip Senkovskii and the situation
presented in the story might be a fictionalized representation of real events of her time in St. Petersburg. In her
letters Gan initially writes “I was charmed by him in the beginning of our acquaintance... all of this made my head
spin.. yes, | was in rapture” [s Oplia UM OYapoBaHa B Hayaje HAIIEro 3HAKOMCTBA... BCE 3TO HE MOIJIO HE BCKPYKHTh
Moeii OeHoii ronoBsl... [la, s Obuta ynoena]. Similarly, she writes “suddenly S. noticed me, welcomed me into his
home, surrounded me with attention and friendship, sought everything that could give me pleasure, emboldened me,
elevated me in my own eyes, even convinced his wife [to have] a special friendship with me” [eapyr C. 3amerun
MCHs, BBCJI B CBOM JAO0M, OKPYKHUJ BHUMAHUCM, JAPYIKECTBOM, U3BICKUBAJI BCC, YTO MOTJIO JOCTABUTH MHE
YAOBOJIbCTBHUE, O6OILpI/IJ'I, BO3BBICHJI MEHSI B MOUX COOCTBEHHBIX rjia3ax, gaxe KEHE cBOEH BHYIIWJI OCO6CHHyIO
npyx6y ko mue]. When she left the Senkovskii household she wrote in a letter “seeing more clearly through the fog
upon noticing dark intentions under the cover of patronage” [po3peB ckBo3b TyMaH, 3aMETHB TI0J1 IUIALEM APYKOBI
U MOKpOBUTENbCTBA YepHbie 3ambicibl] (Aplin, M. S. Zhukova, 220-221).
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I have seen a young fledgling in the spring of her life: she’s jumped out of its dark nest
for the first time; she had imagined the sky, the beautiful sun, the God’s world: how
joyfully her heart started to pound, her wings to flutter! In advance she embraces the
broad expanses with her wings; in advance she prepares to live — and on her very first
flight she falls into the hands of a fowler, who doesn’t chain her up, or lock her in a cage;
no, he puts out her eyes, clips her wings, and the poor thing lives on in the same world
where she was promised freedom and so many joys, the same sun warms her, she
breathes the same air, but she frets, is miserable and, chained to the cold earth... (Andrew

44).232

Reading Gan’s “The Ideal” allows the reader to understand the struggles and the deeper
feelings of a nineteenth-century woman who wants more out of life than it provides her. Gan’s
statements regarding the lot of women paint a rather bleak picture. Whether a woman is a paper
queen who is displayed and then hidden at will, or a bird whose wings are clipped, a woman
truly suffers. The unfortunate women, the educated ones who wish to love and write literature
are more ostracized than the rest. They find no comfort in fellow women, who viciously attack
those they deem too pure. The also find no comfort in marriage, as the husbands rarely try to
understand their wives for who they are as people. Love, most of all, provides no solace, but
instead destroys innocent women at the hands of those who want to take advantage. Men, it

seems, are the source of the worst torment. As Kelly writes, “the dullness of husbands can be an

232 «“¢] puena MONIOMLYIO IITHYKY B BECHE €€ KM3HU: OHA B IEPBBIH Pa3 BHIIOPXHYJIA U3 TEMHOIO IHE3/1a; eif
MPECTaBUINCH HE0O, KPACHOE COJHIIC U MUP OOXHIA: KaK PaJloCTHO 3a0HIIOCh €€ Cep/Ille, KaK 3aTpeneTan KPbuibs!
3apaHee oHa OOHMMACT UMU MPOCTPAHCTBO; 3apaHee TOTOBUTCS JKUTh U C MIEPBBIM CTPEMIICHHUEM MOTIAJIACTCS B PYKU
JIOBYETO, KOTOPBIA HE OKOBBIBACT €€ IICMSIMU, HE 3alUPACT B KJIICTKE; HET, OH BBIKAIBIBACT i IN1a3a, MOIPe3bIBACT
KpBUTbs, U OeHAs )KUBET B TOM K€ MUpE, T/ie ObUTH eif 00emanbl cBo0O1a M CTOJIEKO PAIOCTEH; ee TPEET TO ke
COJIHIIE, OHA JBIIIUT TEM K€ BO3IYXOM, HO PBETCS, TOCKYET M, IIPUKOBAHHAA K X0JI0AHOM 3emie...” (Gan, Polnoe
sobranie, 43).
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obstacle; but a far more fundamental problem is the self-interest, vanity, and sexual predation of

suitors, lovers, or friends.”?33

Gan provides two ways for women to cope with their circumstances. Vera follows the
path of what she calls pure egoism. Once she realized that “lofty ideas, magnanimity, nobility”
are irrelevant in society, she decided to direct feelings of love, friendship, and loyalty toward
herself. By choosing to never marry and forge any lasting connections, Vera protects herself
from the world. Gan’s other alternative to coping with life for women, and one that she heavily
endorses, is to surrender oneself to the higher love of God and the church. Olga finally finds
lasting comfort, hope, and acceptance in the church, which helps heal her shattered heart. She

describes her thoughts in a letter to Vera, which provides the last lines of the story.

| have finally realized that, if a woman, by the malicious caprice of fate or according to a
will we cannot understand, is given a character which is incompatible with the morals
which prevail in our world, a passionate imagination and a heart which is greedy for love,
then she will look in vain for reciprocity or a worthy goal for her existence. Nothing will
fill up the emptiness of her being, and she will exhaust herself in fruitless efforts to attach
herself to anything in this world. Only otherworldly attachments may satisfy her thirst.

Her love must be the Saviour, her goal — the heavens! (Andrew 49).%4

It seems that for Gan, as she has written in “The Ideal” and many of her other works, love

brings pain and grief. The author first provides a view of marriage, which consists of two vastly

233 Kelly, A History, 116.

234 «“o] [TOCTUIIIA, HAKOHELL, YTO €CJIM KEHIIMHA MO 3710 MPUXOTH POKa WM 10 BOJIE, HEMOCTHKUMOM JIJIsl Hac,
MOJIy4acT XapaKTep, HE CXOI[HLII71 C IIpaBaMu, roCrioACTBYOmnuMHnu d Hamem CBCTC, INIAaMCHHOC Boo6pa>i<e}me u
cepane, KaaHoe J'[}06BI/I, TO HAalIpaCHO CTAHCT OHA UCKATb BOKPYT ce0st B3aUMHOCTH WU [eiiv CymecTBOBaHusd,
TOCTOMHOM ceOst. HU4ITO He HAMOHUT MYCTOTHI €€ OBITHS, U OHA UCTOMUTCS OECIIIIONHBIM CTapaHUEM MPUBSI3ATHCS
K 4eMy-HHUOYIb B MUpe. HezeMHbIe TPUBA3aHHOCTH MOTYT YIOBJIETBOPUTE €€ Kaxay. Ee Tro00BbI0 TOIKEH OBITH
Cnacurerb, ee nenpto — HeGeca!” (Gan, Polnoe sobranie, 47).
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different people who cannot understand or appreciate each other. The man, as depicted by the
Colonel, lacks the emotional depth and inner complexity of his wife, so he remains on the
mundane plane while she yearns for spiritual and intellectual enrichment. This is the kind of
relationship which Bunina wrote against, one that is not based on mutual interests and
connection. Gan then includes a relationship in which Olga falls in love with a man with whom
she shares interests and passions. However, this relationship also fails because Gan depicts the
poet as someone who uses his charms to seduce women, instead of being a true love interest. For
Gan, neither marriage nor love bring a woman true happiness, but instead she can find comfort in

divine love and God.

Evdokiia Rostopchina

When Rostopchina’s work The Fortunate Woman [CuactiuBas sxenmuna) appeared in
The Moscow Citizen in 1851-1852 it stirred many rumors in the St. Petersburg high society. The
story, which is about the passionate love and longtime affair of a young woman named Marina
Nenskaia, depicts a “fortunate woman killed by her own happiness” [cuacTinBas >keHIIHHA
youta cBouM cuactheM|. Everybody assumed that the love story depicted in the tale was about
Rostopchina herself, something she addresses in March 1852 in a letter to her friend Petr Pletnev
(1792-1865).

It has reached me, that in the highest St. Petersburg society [they] rebel a lot against my

novel, [they] insist that | described myself in it, discussed my life, that in it famous faces

are recognized, even those who are currently in society, that this is cynicism Yes! This

expression was truly used, and I know exactly where and by whom! I again call upon you
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to be a judge, my friend! Are there writers in this world, who would not be blamed for the
same thing, and is it not always, everywhere that vapid gossip and idle comments of
society tried to maliciously combine the author with his hero, see the creator himself in
the face of some type he imagines, in the traits of a silent creation judge and insult his
creator, who is involuntarily helpless, so that he patiently endures personal attacks on
him?.. ... Now kind people have been found, who certainly want to see me in The
Fortunate Woman, various events from my life and people, who encountered me... It is
impossible to dissuade them, and is not worth the effort, but has each person, who lived,
looked, and thought in this world, not met a hundred times in his lifetime people,
personalities, and characteristics, that have been placed in the same situations as
described in my novel? Are women who love, and ill-wishers who ruin them so rare, so
invisible around us, that [they] inevitably must apply names, and in an episode from a
general picture of mores seek all familiar people??®
Rostopchina’s indignation at the situation covers many important topics concerning both
the novel and society. She speaks passionately against people who assume with their “vapid

gossip and idle comments” that the authors are writing about themselves in their work. This type

235 «Jlo MeHs JI0II0, YTO B BHICLIEM NETEPOYPICKOM OBLIECTBE 0Y€Hb BOCCTAIOT HA MOM POMaH, YBEPSIOT, UTO 51 B

HeM oIicaia cebs, pacckasajia CBOIO JKH3Hb, YTO B HEM Y3HAIOTCSl M3BECTHBIC JIMIA, U TETIephb CYIIECTBYIOIINE B
obmecTBe, 4yTo 3TO Yunuzm. Jla! D10 BeIpaxeHune mouro ObIIO yIOTPEOICHO, U s 3HAI0, TJIe UMEHHO U Kem! Bac
OTISAITH TPU3BIBAO B CYbH, APYT MOi! ECTh i Ha CBETE mUcartesb, KOro Obl HE YIPEKAIH TEM K€ CaMbIM, U HE
BCET/Ia JIM, HE BE3Ie JIM MPa3(HbIC CILUICTHH U 0e3y4acTHbIC TOJIKH CBETa CTAPAINCh 3JI0YMBIIIICHHO CMEIIATh
aBTOpPA C €ro repoeM, BHICTh CaMOI0 CO3aTesIsi KAKOro-HUOY/Ib TUIIA B JIMIIC, UM IPEACTABICHHOM, M B YePTax
0E3MOJIBHOTO TBOPEHBS MMOPHUIATH M OCKOPOJIATH €ro TBOPIa, HEBOJIBHO 0€33alUTHOTO, YTOO TEPIICIIMBO CHOCUTH
JIMYHBIC HA HETO HamaaeHbs?.. ... Tenepb HAUIUCH MOOPHIE 0N, KOTOPBIE U B « CHACTIIMBOM KCHIIHE)
HEMPEMCHHO XOTAT BUICTh MCHSI, Pa3HBIC CIIy4an M3 MOCH XKHU3HU U JIFOJICH, KOTOPhIC OBLIN B CTOJIKHOBCHUU CO
cMOK0... Pa3yBepsTh UX HENb3s1, U HE CTOUT TPy, HO pa3Be KaXIIbIi YeJIOBEK, MOKHUBIIHA, TOCMOTPEBIIHA U
ITOTlyMaBIIIHA Ha CBETE, HE BCPEUAN CTO pa3 Ha BEKY CBOEM JIFOJICH, JIMYHOCTEH U XapaKTePOB, MOCTABICHHBIX
COBEPIIICHHO B T€ MOJ0XCHUS, KOTOPHIC OMUCHLIBAIOTCS B MOeM poMaHe? Pa3Be KEHIMHBI JTH00sIIIE U
HeoOpoKeIaTeNt, UX ry0siiue, Tak peKy, TaK HEBUIAHHBI OKOJIO HAC, YTO HEMPEMEHHO K THIIAM JOJDKHO
NpUMeHAMb UMeHa, a B JIIU30/i€ U3 00IIel KapTHHBI HPaBOB OTHICKUBATD 3rakomble éce auya?” (Rostopchina,
Stikhotvoreniia, 355).
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of criticism applied both to men and to women, but especially to the latter.?3® As Greene
comments, this was a very common problem for women writers and poets because “men critics
often assumed women poets to be too ‘artless’ to use personae at all, taking for granted that
anything a woman writes in a poem is completely autobiographical.”?3’ Society, likewise, linked
writers and their heroines, so Rostopchina was helpless in dissuading anyone, showing that
rumors hold much more sway in society than reality. People also will seek and find proof of their
assumptions even when it does not exist, something that can be detrimental to the subject of the
gossip. Additionally, Rostopchina addresses the novel itself. For her, the people, situations, and
events are types, ones that can be applied to hundreds of real people and scenarios. Rostopchina
asserts that the events of the novel are so common that readers should take the novel’s contents
as a mirror of society. With this in mind, the message of the novel and its characters become that
much more powerful because Rostopchina not only speaks against the society she depicts but
also the society in which she lives.

Part | of the novel is supposedly by Marina Nenskaia herself, describing her emotions
before New Year’s Eve with her family. She begins by saying that some weak-nerved women
have a sense of intuition, but nobody listens to them. Then, she tells the reader her own

suspicions about the farce of family life, which the reader is more apt to believe because

2% For example, Rostopchina’s friend and poet Mikhail Lermontov (1814-1841) published A Hero of Our Time
[Cepoii nanrero Bpemenn] (1839-1840) with a foreword to his readers specifically distancing himself from his
character Pechorin and calling Pechorin not an individual but a composite of all faults of society. “Others very
delicately remarked that the author painted his own portrait and the portrait of his acquaintances... The Hero of Our
Time, my good sirs and ladies, is a portrait, but not of a single person: it is a portrait of consisting of the flaws of our
whole generation, in their full development” [[Ipyrue >ke oueHb TOHKO 3aMeyalii, YTO COUMHHUTENh HApUCOBAJI CBOM

MOPTPET U HOPTPETHI CBOUX 3HAKOMBIX... ... I'epoit Hamtero BpeMeHu, MUJIOCTUBBIE TOCYJapU MOH, TOYHO MOPTPET,
HO HE OJHOTO YeJIOBEKa: 9TO MOPTPET, COCTABICHHBIM U3 IOPOKOB BCETO HALIETO MOKOJEHHUS, B IOJIHOM UX
pa3BUTHH].

Mikhail lur’evich Lermontov, Geroi nashego vremeni: izbrannye stikhotvoreniia i poemy (Moscow: Izdatel’stvo
pravda, 1979) 5-6.
237 Greene, Reinventing Romantic Poetry, 45.
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Nenskaia has already linked a woman’s intuition to truth and reality. The rest of the novel shows
how different factors, including family, ruin a woman. Nenskaia wanted to be alone with the man
she loves, but instead he leaves her alone to celebrate New Year’s Eve with his family. The
passage sets the mood for the rest of the story.
And what if everything from their side is not even egoism and not the excessive demands
of a familial attachment exaggerated to the point of tyranny! What if it is simply —
charlatanism, the wish to show society some rare agreement, some exemplary, single-
minded kinship and domesticity? What if today’s gathering is nothing but a previously
prepared picture, where everyone plays his own role, must be in his assigned place, like
the essential person at some Chinese ceremony? This thought, this doubt has already
come to me a few times... I am afraid to linger on it, I rush to reject it as an impossibility,
like the ghost of my disturbed imagination. It pains me now to be in a daily unpleasant
encounter with this family, who are ill disposed toward me; but it would twice as difficult
if I were confident of their insincerity among themselves and had to see it deceived and
blinded by the lies of such relationships! No, it is best to distance myself from this

suspicion — it causes me to feel sad and sick...%%®

238 “A YTO €CJIM 3TO BCE€ C UX CTOPOHBI JaKE€ HE 3TOM3M U HE U3JINITHAA Tpe6OBaTeIIBHOCTB MMPEYBECINIYCHHOTO 10
THPAHCTBA YyBCTBA CEMEHOM npuBs3aHHOCTH!.. ECiii 3TO pocTo — mapiaTtaHcTBo, XKeJaHWe T0Ka3aTh CBETY
KaKoe — TO pPeAKoe Corflacue, KaKyo — TO MPUMEPHYI0, SIHHOAYIIHYI0, POACTBEHHOCTh U CeMEeHHOCTR?.. Ecm
CCrogHAIIHEE co6paHHe HE YTO MHOEC, KaK 3apaHee NPpUIOTOBJICHHAA KapTUHA, T'A1€ Ka)KI[LIfI urpact CBOI poJib,
JOJIZKEH OBITH Ha CBOEM I10JIO)KEHHOM MECTEC, KaK H€06XOI[I/IMO€ JIUIIO B KaKou — HI/IGYI[B KHATalCKOH L[epeMOHI/II/I?..
Ota MBICJIb, 9TO COMHCHHUC YIKE HE pa3 NpUXoAWiIn MHE B I'OJIOBY... 00IOCh HA HHUX OCTAaHOBUTLCH, CIICIlY OTBEPTHYTH
HX KaK HE BO3BMOXKHOCTb, KaK MPU3PAK MOCT'0 paCCTPOCHHOTO BOO6pa)K€HI/I$I. Mue 60sbHO TCHCPb, HAXOAACH B
CIKECJHCBHOM, HCIPUAZHCHHOM CTOJIKHOBCHHHU C 3TUM CCMCﬁCTBOM, AYPHO KO MHC pacCIlOJIOKEHHOM; HO MHE CTaJIO
ObI BABOC TAXKCIICC, CCIIN 0 51 ObLIa YBEpCHA B UX HCUCKPCHHOCTU MCKIAY 00010 1 JOJI2KHa ObI ObLIIa BHJACTH €TI0
00MaHyTOTO U OCIIETUICHHOTO JIOKBIO TaKuX oTHOIIeHUH! Her, ydine ynanuts ot ce0s 3T0 MOJ03peHHe — OT HETro
u rpyctHo, u tourso...” Evdokiia Rostopchina, Shchastlivaiia zhenshchnina: Literaturnye sochineniia (Moscow:
Izdatel’stvo Pravda, 1991) 19.
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These words are written by Marina herself, showing her inner feelings and frustrations.
The reader is primed to believe the intuition of women, so when Marina brushes off her feelings,
the reader knows to take heed of her words seriously. Other writers have commented on the
insincerity of society, but here the attack is on family as well. Marina depicts that even in a
family there is a false tone because it feels carefully choreographed. Families want to show to
other people how happy they are, so they do everything for this image, regardless of the reality.
Familial attachments can be expressed and experienced as tyranny stemming from the need to
impress others. This negative view creates the expectation that the rest of the story will touch on
these ideas more in depth and provide more details to these thoughts. The reader is left feeling

suspicious of family structures, as Rostopchina wishes.

The rest of the chapters covers many years of Marina’s life through the lens of a narrator,
beginning with a description of Marina, whom society dubs a fortunate woman, and her husband.
“She was pretty, smart, kind, and additionally free; free even though she was married, because
the complete discrepancy of ages, personalities, interests, and habits quickly weakened the union,
which was created from both sides not through the wishes of the heart, but through mistaken
assumptions. Without arguments and dissatisfactions, without complaints and proclamations,
which are not permitted among people of famous society and upbringing, but respectably and
with dignity preserving all forms of mutual respect, Marina Nenskaia and her husband separated,
so that each could live as they wish...”?%® Marina’s husband is a much older man who has

become weary and bored of the lifestyle he has always led in the capital, so he retires to the

239 “Opa Gbla XOpomIa, yMHa, J100pa U K TOMY e cBo00/IHa; CBOOO/IHA, XOTS 3aMYKEM, TIOTOMY YTO COBEPLIEHHOE

HECOorj1acue BO3pacToB, XapaKTEpoB, CKJIOHHOCTEH U IIPUBBIYCK CKOPO oci1abuio CO103, 3aKJIFOYEHHBIN ¢ 00enX
CTOPOH HEC IO CEPACUHOMY KEJIAaHHUIO, a 11O OLINOOYHBIM COO6pa)KeHI/I$IM. bes ccop u HeyL[OBOHbCTBHﬁ, 0e3 xanob u
OTJIaCKH, HE OOITYCKACMBIX MECXKIY JIIOJAbMHU U3BECTHOI'O CBETA Y BOCIIUTAHUSA, ITPUIIMIHO U C JOCTOUHCTBOM,
coxpansis Bce GopMbI B3aUMHOTO yBakeHUsI, MapruHa HeHckas 1 MyX ee pa3bexajuch, YTO0 JKUTh KaXIbIH 110 —
ceoemy...” (Rostopchina, Shchastlivaiia zhenshchnina, 19)
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countryside to take over his estate. Marina, however, is at the beginning of her youth, where she
wants to explore society and all it has to offer. According to society, a woman finds happiness
with the husband and her family, but Rostopchina suggests that perhaps there is more to a
woman'’s life. Marina, for example, has no children, lives away from her husband, and does not
serve the role of a wife. The match was poorly decided initially, as they are incompatible people.
The story implies that there are many similar unhappy unions and that these unions are

inherently troubled.

Rostopchina sets the heroine up for sin, but she blames the way women are raised as the
root cause. The narrator points out the Chinese method of foot binding as a way for society to
keep women dependent and tied to the home and compares this to European binding of the
woman’s mind, limiting her intellectually. Women raised in society are akin to greenhouse
flowers and caged birds — they live and grow, but they are not as bright, beautiful, and free as
those created under God. Here, the crucial idea rests on the argument that God created creatures,
including women, to thrive and to be free, which is their natural state, but society restricts them.
Powerfully, the narrator says that whenever society produces a mindless doll who only how to
dress prettily and stay silent, she is much more preferred to the autonomous woman “gifted with

an immortal, all-encompassing soul, a loving heart, and a bright mind.””?4°

Rostopchina’s criticism also attacks literature that seems to reflect but instead glorifies
everyday life. Her heroine was raised with her mother’s tastes, which took a Sentimental and
philosophical approach, and appreciated the works of Shakespeare, Dante, Pushkin, Balzac, and

many more. Through this literature, Marina gained awareness of herself and the world, which

240 “onapenHOl GeccMepTHOH, BCe0OBbEMITIOLIEH TyIIOI0, II00AIMM cepaueM U ceeTisiM ymom™” (Rostopchina,

Shchastlivaiia zhenshchnina, 22)
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inspired imagination, feelings, and a pure and poetic outlook on life. This upbringing, which she
hid from others when her mother passed away, raised her differently that the other girls in
society, who learned from the “empty and mundane” literature.?*! Marina’s childhood explains

how she sees the world and why she craves a true connection with a partner.

The narrator then explains the events leading up to Marina’s marriage, beginning with her
entering society and quickly arousing the jealousy of her own aunt and other women, as well as
the attentions of a forty-five-year-old rich Nenskii as a beautiful eighteen-year-old. When Marina
vehemently protests Nenskii’s proposal due to her aspirations to marry for love, which is the
only way she thinks she can be happy, her aunts convince her otherwise. At this time, one of
them discusses the men in society, saying that “a young man seeks a wife for himself not so
much as a friend, but more as a toy, and he does not offer her his love but instead demands love
and his own happiness from her. He knows that he is liked, that he needs and must be liked; he
marries as a victor, and as a victor he typically does not yield.”**? This startling and frank view
of men is then juxtaposed with the idealized version of marrying an older man. The aunt
continues to say “a mature man, on the other hand, cannot have self-confidence and self-
assurance; he is no longer liked, and thank God for the woman or girl whom he chooses!”?*3 The
aunts’ ideas rest on the belief that as men grow older, their ego diminishes and that an older man
can make a woman happier because he does not see her just as a conquest, as does the younger

man.

241 “Tlycroro u nomoro” (Rostopchina, Shchastlivaiia zhenshchnina, 26)

242 “Mooioii 4enoBek MIIET ce6e B HKEHBI HE CTOJILKO MOJPYTY, CKOJIBKO UIPYIIKY, HE CTOJBKO JAET €l CBOKO
T06OBb, CKOJILKO TPEOYET OT Hee €€ MIOOBH U CBOEro cuacTbs. OH 3HAET, YTO HPABUTCS, YTO MOKET U JIOJKEH
HPABUTKLCS; OH B Opak BCTymaeT MOGEIUTENEM U KaK MoGequTelb, OOLIKHOBEHHO, U He noquunsercs!” (Rostopchina,
Shchastlivaiia zhenshchnina, 27)

243 “My>KuKHa 3peNibIX JIET, Ha IPOTHB, HE MOKET [IMTATh CAMOYBEPEHHOCTH U CAMOJIOBOJILCTBHUS; OH yiKe MepecTall
HPaBHUTHCH, U ci1aBa bory [uis skeHIMHBI WK AeBymiKy M n3dpannoi!” (Rostopchina, Shehastlivaiia zhenshchnina,
27)
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Without a husband, Marina’s youth and beauty present a direct threat to other women, but
as soon as she marries, Marina will have stability that goes with marriage and the title “a
fortunate woman.” As the common worldview of the day suggested, a marriage and a man can
make a woman happy. When Marina disregarded the aunts’ attempts at convincing her to marry
Nenskii, he “attacked” her himself by appealing to her mind. “They did not compliment her
directly, they did not talk about her beauty and comeliness, but they showed that they place her
above others and understand how she wants to be understood. The utmost delicate attention and
respect was paid to her opinions, tastes, and to the smallest words and hints. How was she

supposed to resist?”?44

In the following passages, the narrator clarifies that Nenskii did not love Marina in any
capacity because he is essentially incapable of such an emotion for a woman. The narrator says,
“a woman for them is a lady, whom they value based on what status she holds in society and who
her relatives or relations are. An ornate dress, a stylish hat, a necessary gentility, and fine
manners, this is all what they require of a woman and especially from their wife. They do not
need anything else!”?*° Rostopchina’s narrator shows the empty and heartless nature of not just
Nenskii, but of men in general because of their need for someone to uphold their name and title
with dignity rather than searching for a genuine life companion. Mirroring the aunts’ words
earlier about young men wanting to be liked and conquering women, the narrator describes

Nenskii’s thoughts on choosing a young beautiful woman with a rumored bright mind to elevate

244 “eil He IbCTUIIN npsAMoO 1 B JIMIIO, el He TOBOPUJIN O €€ KpacoT€ U MUJIOBUAHOCTH, HO el IIOKa3bIBaJIH, YTO €€

CTaBSIT BBIIIE BCEX M OHUMAIOT, KaK OHa X04eT OBbITh MOHATOI0. K ee MHEeHHIO, BKycaM, K MajelIleMy ee CJIOBY WIIN
HaMEKy OKa3bIBallOCh YTOHUYCHHOE BHIMaHUE U yBaxkenue. Kak ObL10 eit mpoTuBocTosatsh?” (Rostopchina,
Shchastlivaiia zhenshchnina, 28)

245 «YKenmmua 11 HUX JaMa, KOTOPYK OHM LIEHSAT, CMOTPS 10 TOMY, KaKOE TIOJIOKEHHE OHA 3aHUMAET B CBETE H C
KEM B POJICTBE MJIN CHOIIEHMsAX. HapsiiHoe ruiaThe, MOHAS MITANKA, HEOOXOAUMast CBETCKOCTh 1
0JIarOBOCTIMTAHHOCTH, BOT BCE, UET0 OHH TPEOYIOT OT JKCHITUHBI BOOOIIIE U OT CBOEH »keHbl 0ocoOeHHO. bosee um u
ne nyxHno!” (Rostopchina, Shchastlivaiia zhenshchnina, 29).
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his social standing, capturing her attention, and doing everything possible to positively present

himself to gain her affection.

The actions of an older man, according to the narrator, are in no way different from those
of a young man, meaning that all men want to conquer women for their own purpose. The
trouble for the women arises when they realize that the image initially presented to them does not
reflect the full reality, but this knowledge only comes after married life begins. “This cannot be
considered a lie; it only means that, as the phrase ‘sell merchandise in a good light,” and appear
before an inexperienced woman in their best light. Women are not free to know that this best
light of character and people is not in general use later, in a domestic quotidian life, and that it,
like a full dress uniform, is worn only on occasion and for show, but at home is typically taken
off and carefully saved until it is needed again!”?*®¢ According to this idea, men specifically target
younger women so that they will be too inexperienced when dealing with men and will be easily
blinded by their attention. Once men gain the status of husband, they are free to revert to their
previous behaviors and habits and no longer feel the need to impress their women, leading to the

feeling of betrayal for their wives.

This duality between perception and reality creates the foundation of Rostopchina’s
criticism with society’s definition of a “fortunate woman.” To society, a fortunate woman has
everything material she could need and a husband who provides her with money, but a woman
who wishes for something beyond material wealth in a marriage is called naive and

inexperienced by society. Even when Marina first enters the marriage, she does not expect to

246 “310 Beb HEMb3s II0YUTATH OOMAHOM; 3TO 3HAYMT TOJIBKO, 110 MOCJIOBHIIE: «TOBAP JULOM IIPOAABATh» U
SIBJISITHCSI HEOMBITHOM JIEBYIIKE B MPa3AHUUYHOM (hopme. BONbHO ke IeBYIIIKAM HE 3HATH, YTO 3Ta MPa3JHUIHAS
(hopma xapaKTepoB U JIFOJICH He 00IIeynoTpeOnuTeNbHa TOTOM, B JOMAIIHEM, 0OWXO0THOM XKHUThE, U UTO OHa,
0JI00HO MapaHOMy MYHIHPY, HAJIeBAEMOMY TOJIBKO IPH CIydae U B OKa3UH, I0Ma OOBIKHOBEHHO CKJIAJ[BIBACTCS C
ey ¥ Oepexercs TIaTeapHO, BIpeas 10 BoctpeboBanms!” (Rostopchina, Shchastlivaiia zhenshchnina, 29-30).
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have a union of love but she is “prepared to give her husband a direct and lofty friendship, to
share with him good and evil, happiness and woe, to take part in everything that interests him,
and give to him as much as possible from the abundant spring of her inner world.”?*’
Unfortunately, just as in the relationship described by Elena Gan in “The Ideal,” the husband was
completely uninterested in his own wife. Whenever she tried to participate in his life, he would
turn her away, and whenever she would try to engage him in her interests of books and music, he

would grow bored and dismissive. In response to this, Rostopchina addresses men directly.

Oh husbands!.. Are not all of you like this?.. Do the best of you not follow this system of
not standing on ceremony and not being shy, as soon as the ritual of marriage confirms
you eternally and irrevocably as the rulers of those same girls, to whom you generously
express so much flattery and complaisance before the marriage?.. Does the inventory of
your domestic relationships not completely consist of this indifferent apathy, this deadly
sloth when you are face to face?.. Do not all of you, or almost all of you, push away with
such tactics these inexperienced and unassuming hearts of young wives, who beg for
attachment, and so easily would be satisfied, if you wanted to, if you had the skill to
pamper them with affection and leniency?.. And when your gloomy positivity, when your
insulting indifference distance from you your disillusioned [female] friends, when under
your roof begins this agonizingly unequal battle, these inextricable situations, which so
often forever destroy harmony, peace, even the very holiness of marriage, when the
enmity and disgust become the unwavering guards at your head, and the blood of Eve

will begin speaking in the breasts of her great-granddaughters, and they, from this

247 “roToBas MOJAPHTH MKy NPSAMYIO U BBICOKYIO JPYk0Y, AeIUTh ¢ HUM 106pO U 3110, PagoCTh H rope, IPMHUMATh

y4acTue BO BCEM, €T0 3aHUMAIOMIEM, U YACIATh €EMY CKOJIBKO MOKHO M3 0ooraroro pOaTHHUKA CBOCTO COOCTBEHHOTO
BHyTpernero mupa.” (Rostopchina, Shchastlivaiia zhenshchnina, 31)
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domestic oppression and emptiness, which you poisoned, will strive and beg, like
languishing souls, for the expanse of another existence, closer to them, when... Tell [me]

yourselves, tell [me], who is at fault?4

This passage directly addresses husbands from the voice of the narrator, and by extension
Rostopchina herself, and it presents a very powerful message. Marriage is depicted as a ritual
which allows husbands to become the “eternal and irrevocable rulers” [BiiageTenssMu HaBeKH U
6e3Bo3BpaTHO] of women, showing the inherent power imbalance and subtly criticizing the
institution. In this passage, women are described as young and naive beings who only want
affection and attention, but husbands treat them coldly and with indifference. Men are blamed for
disrupting marital harmony and peace with their inaction, even being accused of poisoning
relationships. Most significantly, the attack is on all men, or at least most, stating that this type of

behavior is the norm and that most women feel empty and dissatisfied in their marriage.

Rostopchina also shows the effects of a husband’s treatment on the woman by describing
Marina’s feelings. “Cold disgust gathered as drops of ice in this deep and mysterious soul.
Boredom, apathy, and melancholy replaced in her the previous strength, previous freedom;

intellectual slumber chained all her abilities. Marina Nenskaia began to view her husband not as

248 «“O myxps!.. He Bce i BbI Takue?.. JIyumue u3 Bac He CIeAYIOT JIU 3TOH CHCTEME HE [IEPEMOHHUTHCS U HE
KEHUPOBATHCSI, KAK CKOPO OOpsiJi BEHYaHHs YTBEPAUT BaC BIAJIETENSIMU HABEKH M OE3BO3BPATHO TEX CAMBIX
JeBYIIIEK, KOTOPBIM BBl pacTOYaeTe TaK MHOTO MCKAaHUH 1 YrOXISHHH mpexae Opaka?.. 3T0 paBHOIyITHOE
Oe3yuacrtue, 3Ta yOUCTBEHHAs JIEHb HE COCTABIISIFOT JIM BECh 3arlac BalllnX JOMAIIHUX OTHOLICHHUH, KOT/Ia BbI C
riasy Ha ri1a3? He Bce Jin, Wiy He TIOYTH BCE JIM Bbl OTTAIKHBAETE TAKUMH IIPUEMAMH 3TH HEOTIBITHBIC 1
HEB3BICKATEIBHBIC CEPIIIa MOJIOJIBIX KEH, KOTOPBIC HAPAIIUBAIOTCS HA PUBA3aHHOCTD, U TaK JIETKO OBLITH OBI
YIOBJICTBOPEHBI, €CJI OBbI BBl XOTEINH, €CIIH O BBl YMEIH HX JICJIESATh JIACKOI U CHUCXOXKAeHneM?.. W korna Bama
yrproMast OJ0KUTENBHOCTD, KOT/Ia Ballle 00OMHOE HepaJIeHNe yIIISIOT OT Bac pa3oyapOBaHHBIX MOJPYT, KOT A M0
KpPOBOM BalllIM HaYWHAETCs 3Ta TOMUTEIbHO—HEPOBHAst 00pb0a, 3TH OE3BBIXOHBIE ITOJIOXKEHUS, KOTOPBIE TaK YacTo
pa3pyLIaloT HAaBCEr/1a corjiacue, CIOKOMCTBHE, Jaske CaMylo CBATOCTh Opaka, KOT/a Bpax/Jia U OTBpAILeHUE CalsiTCs
0OCCCMCHHBIMH CTPa)KaMU Y BAIlIUX U3TOJIOBUIA, U KPOBH EBBI 3arOBOPHT B TPY/AU €€ MPAaBHYYCK, M OHU U3 TECHOTHI U
ITyCTOTHI 3TOH TOMAITHEH, BAMH OTPABJICHHOM, JKU3HU PBYTCS U MPOCATCS, KaK TOCKYIOIIHE AYIIH, HAa TIPOCTOP
Jpyroro, 6oJiee UM CPOTHOIO CYIIECTBOBaHUS, Koraa... CKakuTe caMu, CKaxxure, kro BuHosar?..” (Rostopchina,
Shchastlivaiia zhenshchnina, 31)
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a friend, in order to see him in love and joy, but as an unwanted and unpleasant comrade given to
her by fate as a companion on the long path.”?*® Marina’s feelings for her husband changed over
time from hopeful and excited to resentful and disgusted. Rostopchina also seems to implicitly

criticize society’s and the government’s anti-divorce stance, as emphasized by Rostopchina’s use

of the word “irrevocable” for the union, and Marina’s resignation with being forever tied to her

husband.

The narrator’s comments on marriage and a husband in the story end with direct blame
placed on men for causing unhappy marriages and they provide the justification for Marina’s
unhappy state and eventual affair. When Marina realizes that she cannot gain companionship,
interest, or even respect from her husband, she turns to find solace in society. The narrator calls
Marina a passionate woman driven by her emotions, but society balls only cause a temporary
distraction for a deeply ingrained yearning for a deeper connection. After two years into her
marriage, attending every ball, Marina understands that she wants something life has yet to give
her and she feels truly ill, though without a concrete cause. Society, however, still views her as
the happiest of women. It is at this time of utter internal desolation that she meets Boris, a man
with whom she feels a pure connection, one that completely contrasts to her relationship with her
husband. Scared at what the feelings could mean, Marina avoids Boris and her feelings as he

relentlessly pursues her and eventually wears down her defenses.

Two weeks did not pass from the gala memorable for both, when Boris and Marina both

knew, both felt, that they were destined for each other. Insurmountable compassion drew

249 «“X o5101HOE OTBpAILIEHHE COOMPAIIO MO KAIUIAM JIbIMHBI B 3TOM Iylle riy6oKoii u TauncTBeHHON. CKyKa, anarusi,

CIUTMH 3aMCHIJIH B HEW MPEKHIOK CUITY, TPEKHIO0 BOJIKD; YMCTBEHHAsI JPEMOTA OKOBAJIa BCE €€ CIIOCOOHOCTH.
Mapuna HeHckas ctajia BCMaTpUBaThCs B MysKa yKe He KaK B Ipyra, 4To0 M3y4aTh €ro Ha JII000Bb M PaJoCTh, & Kak
B HEXEJAHHOIO W HENPUATHOIO TOBAPHMIIA, JAHHOTO €M CyAp00I0 B conmyTHHKH JumHHOTOo Iyt (Rostopchina,
Shchastlivaiia zhenshchnina, 32-33).
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one to the other. All tastes, all opinions were in accordance for them. Even all desires, all
secret movements of their hearts agreed unbeknown within them, and before any
explanations they understood one another. It would be impossible to find a man and
woman who were a more suitable match, more worthy of each other. Only Marina could
fully understand Boris’s deep soul and brave mind; she alone could talk to him about
modernity, which occupied him, and about the arts, which were dear to him; to her alone

were accessible all of his all-encompassing and all-questioning thoughts.?>

The way Rostopchina’s narrator describes love makes it seem sacred and transformative.
For Marina, “It was as if [she] were resurrected. She felt a new life, new soul, new capabilities,
and new desires within herself.”?! A true, higher love “elevates and expands the soul.”?%? The
feeling brings people closer to the heavens specifically because those who are truly meant to love
are predestined to do so, presumably by the heavens themselves. The author depicts love as two
people completely understanding and agreeing with each other on various subjects, especially
connecting intellectually. They are two halves of the same whole and share a mutual and equal
bond. This depiction of love has many similarities to Anna Bunina’s and George Sand’s version
of true love, and like the ideas expressed in their works, Rostopchina shows that marriage and

love do not have to coincide. In fact, Rostopchina’s stance on the way husbands treat their wives

250 “J1pe HemenM He NPOIIH C MAMATHOTO 000MM payTa, kKak bopuc 1 Mapuna 06a 3Hanu, 06a 4yBCTBOBAIIH, YTO

OHU IpeHa3Ha4YeHBI IpyT Apyry. Henpeogonumoe couyBCTBHUE BIEKIIO UX OJHOIO K IpyroMmy. Bee BKychl, Bce
MHCHMUS 6LIJ'II/I Y HUX COOTBETCTBCHHBI. I[axce BCC XKCJIaHUs, BCC TaliHbIE JABUIKCHUS UX CEPACI] COTJIACOBAIUCH 663 ux
BE€AOMA, U NPEIKAC BCAKUX 06’5HCHGHHI7[ OHU NOHUMAJIK OJAUH APYTOTo. Henp3sa 6BIJ'IO 6I>I HaWTH MYXKXYUHY U
JKCHIUHY 60.1'[66 noj napy, 60.1'[66 HOCTOﬁHBIX OAWH ApYyTroro. O[[Ha MapHHa MOrJia IOHUMAaTh BIIOJIHE FJ'Iy6OKyIO
Aymy u CMEJIBIA M BopHca; OHa OJHa MOI'Jla TOBOPUTH C HUM U O COBPEMEHHOCTH, €TI0 SaHHMaBmeﬁ, u 06
HCKYCCTBax, MYy JOpOrux, en OL[HOﬁ 6I)IJ'H/I JAOCTYINHBI BCE CTOPOHBI MBICJIM €TI0, BCC 06HI/IM3}OIII€I7[ U BCEC
sompouraromeir” (Rostopchina, Shchastlivaiia zhenshchnina, 40-41).

351« Mapuna kak 6yaro nepepoaunachk. OHa II09yBCTBOBANA B cebe HOBYIO KHM3Hb, HOBYIO AYIIy, HOBBIE
crocoOHOCTH 1 HOBBIE Jemanus” (Rostopchina FW 52).

252 “gospprmaer aynry u pacmmpser ee” (Rostopchina, Shchastlivaiia zhenshchnina, 52).
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implies that true love cannot occur within a marriage due to the power imbalance and inequality

within the union.

When Marina and Boris accept their love and begin their relationship, initially society
does not react. It is only when people discover that their relationship has deep feelings of love
that society begins judging them, and this makes a deeper comment on society’s resentment for
the emotion. For the man, this judgement has no lasting consequences, but Rostopchina says that
“for a woman misfortune begins the minute her name is uttered in society with a name of an
unfamiliar man! Her safety is destroyed and the first lie, the first slander, the first foolishness that
an unreasonable gossip takes into his head about her, will be accepted and repeated everywhere
as the sacred truth.”?>® Without any protection from others, women become the center of
destructive lies often caused by their love for another person. While love itself may not be

detrimental, its social consequences may be ruinous for the woman.

The story has multiple layers of challenges for the couple in love. Firstly, society creates
rumors about their romance. Secondly, their own families provide harsh criticism and cruelty.
Marina’s own aunt, who cannot not stand her happiness, betrays their secret to everyone else,
causing the rumors to begin. Boris’s own family likewise meets him with judgement and
reproach. The narrator does not attribute any of their actions to familial concern borne out of
love. Marina’s aunt gets so used to accompanying her to balls and outings that she becomes
jealous of the time Marina spends with Boris, keeping her away from society’s amusements. She

betrays Marina in part as revenge and in part to feel special as the first one to reveal such

253 “J_UIH KCHIIMHBI HCCYACTHUC HAYMHACTCSA C TOM caMou MHHYTBI, KaK UM €€ ITPOU3HOCUTCS B CBETC BMCCTE C

AMEHEM TIOCTOPOHHETO el MyK4iHBI! be30macHOCTh ee YHUUTOXKEHa, U TIepBast JI0XKb, IepBast KJIEBETa, epBast
TJIYIIOCTh, KOTOPYIO B3AyMaeTCs PO HEe PACIyCTUTh OECCMBICTICHHOMY OONTYHY, OyJeT MPUHSATA U TOBTOPEHA
Beszie 3a cBatyro uctuny” (Rostopchina, Shchastlivaiia zhenshchnina, 54-55)
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important gossip. Boris’s family, too, become used to his attention and devotion to them, relying
on him to bring them to the most important society events. When they hear the rumors, they
denounce Marina as a coquette who is ruining Boris’s life and prospects. Ego motivates both

families, harming everyone in the process.

Instead of fighting for their love and defending Marina, Boris allows his family to pull
him away from her, sacrificing his time with her for time with his mother and sisters. The
narrator gives countless examples of the excitement and love Marina feels as she waits for him,
and the utter despondency and disappointment when he does not honor their agreements. “Yes,
on the eve of the holiday, and on the holiday, everything for them was ruined, taken away; he
sacrificed everything for his family, mother, social and familial relations, and his beloved, that
heart which to him was the closest and most cherished, he condemned to suffering and anguish...
why? Because Boris was weak, weak of character and spirit, and could not oppose people or
things that knew how to ensnare him with habit and preconceptions.”?®* Boris’s passive nature
allowed his family to come between the couple and he did not stop the gossip and rumors that his
own mother and sisters spread about Marina. They personally created so much hate, that Marina

pulled away from society, thereby letting them socially destroy her.

In their relationship, Rostopchina creates two worlds for men and women. Marina is
restricted in her movement because she is either seen at a social gathering, such as a ball or the
theatre, or she is at home waiting for Boris. Boris, however, rarely enters her space and is mostly

seen visiting other people at the request of his mother. She usually waits statically for him at

254 «Jla, u KaHyH MPa3HMKA, ¥ CAMBbI} IPAa3JIHUK, BCE ObUIO Y HUX MCMOPUYEHO, OTHATO; BCEM MOXKEPTBOBAN OH

CEMEHCTBY, MaTEePH, CBETCKUM U POJICTBEHHBIM OTHOIICHHUSIM, a TFOOMMast )KCHIIMHA, a TO CEPIe, KOTOpoe ObLIO
€My Bcex OJIKe M JIOpPOXKe, OH OCYIWJ Ha CTpaJaHue B ToMJIeHHE. .. mouemy? [Totomy, uto bopuc 6w cmab, cirad
XapaKkTepoM U JyXOM, 1 He MOT IPOTUBOCTATh HU JIIOJSM, HH BEl[aM, YMEBIIHM €r0 OILUIECTH [TPUBBIYKOIO
npenyoexnenusmu.” (Rostopchina, Shchastlivaiia zhenshchnina, 66)
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home while he moves dynamically and freely between all social locations. As Marina is tied to
her marriage and husband, she is also depicted tied to their home. Just like the husband, Boris
fails Marina multiple times throughout the story, and Rostopchina once again blames men for the
mistreatment of women. Notably, Rostopchina’s narrator does not blame her heroine for falling
in love with a man other than her husband. In fact, when society turns against Marina, the
narrator asks, “tell me, whom did it bother, whom did it harm, this quiet and dignified happiness,
from which even the so-called husband did not suffer, who with his absence, his indifference

himself rejected his young wife who was alien to him in every way?”?>®

When Marina’s health and beauty wane from the stress of their relationship, she decides
she is done waiting in vain for Boris to choose spending time with her over the requests of his
family, and decides to end their relationship. In this crucial moment, many of Rostopchina’s
important ideas shine in these passages. “I cannot be happy when I know that my happiness is
pure and hopeless, like an ill man sentenced to an inevitable death!.. I cannot love when | see
that I am not loved the way I demand... And I also do not love during those minutes, as
yesterday... when it is too painful and difficult, my heart closes up, and what I feel is similar to
hatred...”?%® Additionally, Marina declares “I feel that I will degrade myself in my own eyes if I
remain any longer in such an ambiguous relationship unworthy of me.”?%” These statements

present a very modern take on relationships and love, one that centers on the woman’s self-worth

255 “CKa)KI/ITe, KOMY MelIajio, KOMY Bp€ANJIO 3TO CHACTLE, TUXOC U HpHCTOﬁHOC, OT KOTOPOIr'o HE CTpajall JaKe TaK

Ha3bIBAEMBIA MYK, KOTOpLIﬁ CBOUM OTHE3/10M, CBOUM PABHOAYIIHMEM CaM OTKa3aJICsa OT MOHOL[Oﬁ JKCHBI, EMY ‘ly>K0ﬁ
no Bcemy?” (Rostopchina, Shchastlivaiia zhenshchnina, 70)

26 4] He MoTy OBITH CUACTIIMBA, KOT/IA 3HAKD, YTO MOE CYACThE HEMOPOUHO U HEHAIEKHO, KaK OOJILHOIA,
HpI/II‘OBopeHHHﬁ K HEM30EKHOCTH CMepTI/I!.. S ne yYMEI0 J'IIO6I/ITI>, Korjaa BUKY, UYTO MCHS HE TaK J'II06$IT, KakK s TOoro
Tp€6y10 I[a s ¥ He 11000 B MUHYTHI, HOI[O6HLI€ BYCPpAIIIHUM... KOTJa MHE CIIUIIKOM OOJILHO U TAXKEIIO, CCPALC
MOE€ 3aKpBIBAETCS, U TO, UTO S YYBCTBYIO, IIOX0Ke Ha HeHaBUCTh...” (Rostopchina, Shchastlivaiia zhenshchnina, 87)
257 “S] qyBCTBYIO, UTO YHHIKYCh B COOCTBEHHBIX I'Ta3aX CBOMX, €CIIH OCTaHYCh J0JIEE B TAKUX JABYCMBICIIEHHBIX U
HemocToiHbIX MeHs otHotneHusx.” (Rostopchina, Shchastlivaiia zhenshchnina, 88)
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as a person. Just because they have what the narrator declared to be a predestined bond of higher,
true love, does not mean that those feelings cannot fade if they are not properly fostered. It also
touches on the idea that a woman has expectations of the way she should be loved, and a man

who does not treat her like she wants is unworthy of her.

When Boris says that she will die if they separate, Marina wildly exclaims “but have you
not already killed me with your love?.. Look at who I have become now and remember, how was
| when you took me?.. Where is my beauty?.. My strength?.. Where is my health?.. Everything,
everything has become emaciated in this hellish battle, in these daily sufferings, which burn and
desiccate me on the fire of all torments... I do not regret anything, I would even now give
everything a second time as a sacrifice for love, but were you right in sacrificing me for your
family?’?® Boris’s treatment of Marina sparked deep physical and mental changes within her,
ones she would not regret if he treated her properly. “You, are a man — and you do not know how
to protect a woman who trusted herself to your honor.”?*® Marina’s main argument rests on the
basis that she, a woman, had the strength to face society and stand with Boris to defend their
relationship in the eyes of society even if she became a social outcast. Boris, however, could not

do the same. Rostopchina’s narrator directly addresses the reader to explain the deeper issues.

We have already said, and now must insist on it, that the main, the only deficiency, which
eclipsed the glittering traits and the bright, loving nature of Boris, was his lack of

independence and his weakness. Raised in the slavish fear of people’s opinion, he feared

28 “yo pasBe Bbl yXK He yOUIIM MEHS TENEPh CBOEIO JIFOOOBBI0?.. CMOTPHTE, KAKOBA CTAlla S TENEP, U BCIIOMHHTE,

KaKyo Bbl MeHs B3sutu?.. I'ie Most kpacota?.. I'ne mou cunst?.. I'ie Moe 3n0poBbe?.. Bee, Bce HCTOIMIOCH B 9TOM
azickoii 6opb0e, B 9THX €XKEJHEBHBIX MYUEHbsIX, KOTOPBIC JKI'yT U CyIIaT MEHS Ha OTHE BCEX TOMJICHHH... MHe He
»KaJb HUYETO, s BCe ObI ceifyac BTOPUYHO OTAAJa HA )KEPTBY JIIOOBH; HO BIIPABE JIM OBUIN BBI )KEPTBOBATH MHOIO
Bamemy cemeiictBy?” (Rostopchina, Shchastlivaiia zhenshchnina, 88)

259 “Tp1 My’KUMHA — M HEe yMeeIlb 3alHIIaTh KeHIIHHbI, KOTopas AoBepunack Teoeil uectu!..” (Rostopchina,
Shchastlivaiia zhenshchnina, 89)
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it as he would a ghost, instinctively and subconsciously. This knight at heart, who would
not spare his life for that of the woman he loved, did not dare to take her side when, in
order to more reliably attack her, they knew how to masterfully frighten him with the
imaginary revolt of society’s opinion against him. He was completely submissive to the
fictitious power of this nonexistent court of society, this artificial and false court, which
was forever calling [people] to judgement. He was always prepared to obey this mythical,
but unfortunately so powerful public opinion, which even the ones who shout about it the

loudest internally disbelieve.?%°

This submissiveness to public opinion and society’s scrutiny led to the downfall of
Boris’s love for Marina. Rostopchina’s narrator strongly emphasizes the idea of society’s
judgement as a completely social construct, one that is not natural or genuine. Had Boris ignored
other people, he would not face negative consequences because the court he feared so much was
fictitious. His inability to give Marina the love and attention she craved all rested upon his
weakness to stand up for her. Marina ultimately fell deathly ill as a physical manifestation of her
internal turmoil and grief. Even though they did not end their relationship, Marina spent her last
days alone while Boris attended to his family, which aptly summarizes their relationship. Instead

of fearing her death, Marina welcomed it as the end of her suffering.

260 “MpbI1 YK€ CKazajii U TENIEPh JOJIKHBI HA TOM HACTOATH, YTO TJIaBHBIM, YTO €AMHCTBCHHBIM HEIOCTATKOM,
3aTMEBABIIUM OJIECTSIINE KA4eCTBA U CBETIYIO, JIIOOSIIYI0 HaTYypy bopuca, Obl1a ero HecaMOCTOSTEIPHOCTE U
cimabocTh. BociuTaHHEI B paOCKOM CTpaxe JIF0JICKOTO MHEHHS, OH OOsUICS €ro, KaK MPHUBUICHUS, HHCTHHKTHBHO U
0eCcCO3HATEBHO. JTOT PHILAPH IO AYIIE, KOTOPHIA HE MO OBl )KU3HU JIJIsl CBOCH BO3IMIOOJICHHON, HE CMET
JIepKATh €€ CTOPOHY, KOT/Ia, ISl TOTO YTO0 BEpHEE HAIaJaTh Ha HEE, YMEM UCKYCHO HAIyTaTh €r0 BHIMBIIUICHHBIM
BOCCTaHHEM MPOTHB HETrO CBETCKOro MHEHMsA. OH OBLT COBEPIICHHO IMOJJYMHECH MHUMOMW BJIIACTH STOTO
HECYIIECTBYIOIIET0, HO BCEr/ia MPHU3BIBACMOT0 Ha CY/] M BBICTABJISIEMOTO CYTUIIUINA CBETa, 3TOTO YCIOBHOTO U
JoxHOro cyaunuina. OH ObUT TOTOB BCET/Ia MOCIYIIATHCS ATOr0 MU(PHYECKOT0, HO [0 HECYACTHIO CTOIb CHIIBHOTO
00I11ero MHEHHS, KOTOPOMY HE BEPAT BHYTPEHHO T€ CaMble, KTO BCex rpomue Kpuuat o Hem.” (Rostopchina,
Shchastlivaiia zhenshchnina, 102)
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In the last letter Marina writes Boris on her deathbed, she urges him not to love another
woman as he loved her, with a love fragmented by his attentions to his family and society.
Instead, she tells him to find and marry a friend who will have his name and become one with his
family. This is a very significant concept because Marina, as a woman whose own love failed
her, urges Boris and the readers against such love. Marriage based on companionship and
friendship is preferred to both a passionate love and a marriage based on inequality and
emptiness, like Marina’s union to her husband. Significantly, Rostopchina does not include Boris
in the final passages of the funeral and the future. The story is not about him, but rather about the
consequences of a passionate love for a fortunate woman, a woman society upheld and then
shunned for the same love which provided no ill consequences for Boris. Like the scenes when
Boris arrives and leaves Marina’s home, Boris entered her life, insisted on her affections, and

then destroyed her life with his passionate but ultimately weak love.

In addition to Marina and Boris’s main love story, Rostopchina provides another failed
marriage through the story of Princess Mary, a girl whose upbringing was very similar to
Marina’s. Unlike Marina, Mary married for love, and like Marina, she was considered a fortunate
woman. The narrator explains that a tyrannical and cruel husband created hell instead of
marriage for Mary, which slowly drove her insane. In the marriage, like a good and obedient
wife, first Mary accepted her husband’s wrath, but then tried to change his character when she
realized that she could no longer live with him in such a way. When her efforts proved futile, she
began losing her mind and was sent away to live in seclusion in Nice. Mary spent her entire
married life in fear and anxiety, having nobody in whom to confide and seek refuge. In Nice, she
tragically spends her days writing letters to her deceased mother to plead her case to God and

futilely awaiting a guardian angel to save her from the marriage. When looking at both Marina
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and Mary at the funeral, Marina’s friend comments, “God generously gifted them with beauty
and charm, they had everything to inspire happiness and pride in any of the most demanding
men... and what is their fate?.. What did the men do to them, to whom the two entrusted the fate
of their hearts?.. Here they are, two beauties! Two loving souls, two charming, intelligent,

mannered, two happy women!..”25!

These last lines encompass the main message of Rostopchina’s novel. Men have every
opportunity to be happy with their partners, whether wives or lovers, but they reject their
chances. Even when they have the most wonderful women who love them and want to cherish
their relationship, men poison it all. Society, the false judge of life, does not care about true
happiness or the reality of a situation. The men who blindly follow society’s wishes, like Boris,
will inevitably destroy the ones they love, even if they do not intend the women harm. Other
men, like Mary’s husband, cause true harm and are capable of abuse. Women, however, cannot
protect themselves and can slowly descend into madness from their helpless situation because
they have no support. When husbands are not cruel, they may simply ignore their wives for their

own interests, ruining any chance at true happiness in the union.

In the introduction to the 1991 publication of The Fortunate Woman, the scholar Andrei
Ranchin explains this story as one of Rostopchina’s attempts to write against the feelings and
morals of contemporary society. 262 Literary and critical preferences were moving away from
Romanticism, and the society tale was no longer respected by critics and readers. Also,

Rostopchina’s story glorified an affair after placing the blame for the failed marriage on the

261 “Bor 0OGUIBbHO HATPAIUI UX KPACOTOIO U IIPEIECTBIO, OHU HMENH BCE, YTOO COCTABHTh CUACTHE M FOPIOCTh

b b
JF000T0 M3 CaMBIX B3BICKATCILHBIX MY)KYHH. .. M KAKOBa )K€ UX y4acTh?.. UTO U3 HUX CICNIAN T€ JFOU, KOTOPBIM
00e mopyuniu cyap0y cBoero cepana’.. Bot onm, aBe kpacaBuiibl! 1Be JFOOSINE TYIIH, IBE MIJIbIC, YMHEBIE,
BOCITMTaHHBIE, JIBE cUacTiauBhie xeHmuubl!..” (Rostopchina, Shchastlivaiia zhenshchnina, 119)
262 |bid., 10
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husband. The censor Dmitrii Rzhevskii (1817-1868) wrote in a letter that the novel “appears
dubious in the moral sense and poor in the literary sense.”?%® Ranchin defends Rostopchina’s
critics by emphasizing their main problem with The Fortunate Woman — Rostopchina
romanticized Marina’s relationship with Boris and found religious support for their union, which

she did not allow for the married couple.?

This criticism denounces the very ideas which Rostopchina’s story projected. The
writer’s story speaks against conventions and directly attacks all men, whether they are lawful
husbands or well-wishing lovers. The novel incorporates elements of Shepard’s “destruction of
love” tale but instead of Marina’s marriage being the main hindrance to their relationship,
Rostopchina shows that a man’s obedience to both the family and society’s expectations ruin
their union. There were a few instances in the story in which the couple could have lived happily
away from everyone, but each time Boris returned to his family out of fear of society.
Rostopchina depicts a weak man who succumbed to society’s pressure and a strong woman who
stood against it, directly opposing the belief of men being stronger and women being weaker.
While the genre and literary conventions are that of a society tale, Rostopchina’s message is
reminiscent of modern feminism, especially when she emphasizes that love and marriage might
not provide true happiness for a woman and her insistence in the story that women have worth

and deserve to be loved the way they wish.

Karolina Pavlova

263 “Og MHe KaKeTCsl COMHUTEIBHBIM B CMBIC/IE HPABCTBEHHOM M IUIOXHM B JIUTEpaTypHOM oTHomeHun” (qtd. in
Rostopchina, Shchastlivaiia zhenshchnina, 9)
264 |bid., 10.
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Many of Karolina Pavlova’s works feature love and its effects on women but The
Quadrille [Kagpuns] presents a more focused treatment of love and marriage than other more
famous and studied works like A Double Life. The novel was written in verse in 1843-1851, but
not fully published until 1859. The Romantic style of literature and novels in verse were no
longer popular by the time the story was published, so the work was overlooked for a long time
until critics started rediscovering Pavlova’s works in the last 50 years. Diana Greene points to the
work’s unusual features: “Pavlova’s Kadril’s innovative, masterly verse challenges and redefines
several literary traditions— the svetskaia povest’, the povest’ v stikhakh, and the poema— as
well as the standard depiction of women in Russian literature.”?% The Quadrille plays with
Romantic ideas, presenting stories of four women who confess tales of their past encounters with
love, and offering social commentary on society, women, and love. Barbara Heldt calls it calls
this a work of “life stories of disillusionment, guilt, and helplessness” which shows that women
are not the agents of their own destinies.?®® The plot of the story begins with four women
gathering and discussing their life and naturally turning to the “purpose of men and women, the
fateful choice of the heart, and the burdensome disappointment.”?®” The countess declares that a
woman could avoid problems of the heart if she could stay true to herself, meaning waiting for
the right man to come along whose “heart is similar to theirs.”2% To this, Liza aptly replies that

waiting is a luxury for the rich, one that poorer women cannot afford. She says:

Bawm u He rpe3uiiocs BO CHE,
Yto yacTo 104b — y HAC yIuiata
Jlonros oTua, U3/epKeK Opata
W uro n36ernyTh HEe BOJIbHA
Omna 3aKOHHOTO pa3Bpara.

265 Greene, Reinventing Romantic Poetry, 165.

266 Heltd, Terrible Perfection, 112.

267 “My>xumH ¥ KEeHIIUH Ha3HAYeHHe / U cep/ua BEIOOp pOKOBOi / 1 TskKoe pasysepense” (Pavlova, Polnoe
sobranie, 312)

268 “Upe cepmue ¢ HammM cxoxuo” (Paviova, Polnoe sobranie, 313)
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Ee nu rpex? Ee b BuHa?..
briTh MOKECT, UCKPCHHC U CBATO
JIroOuth ymena u onal
You could not even imagine in a dream
That often in a daughter — we have a payment
Of the father’s debt, the brother’s expenses
And she is not free to escape
The lawful depravity.
Is it her sin? Is it her fault?..
Perhaps, genuinely and holy
Even she knew how to love!26°

This passionate statement provides a criticism regarding a woman’s place and duty in
society. Every woman, if she is not rich enough to have freedom, has a filial responsibility to
help the family’s finances. Marriage for that woman is a way to serve her family, mostly men as
emphasized in the poem; and she does not have the ability or the opportunity to marry for love.
The speech sets the tone for the rest of the work by defining the inequality men and woman have
in life. Susanne Fusso aptly writes that The Quadrille dismantles Romantic myths by
deconstructing the standard Romantic hero and it also depicts “a new type of rational, reflective,
experienced female character.”?"°

In the first account told by Nadine, the Romantic ideal clashes with reality in multiple
ways. She tells about a time when she was younger and lived with her mother in the Tver’
guberniya [province] and a rich landowner moved to their town. The rumors of the man being
“somber and severe” and walking around at night caused a spark of imagination for Nadine,

picturing him to be a handsome young man with a mysterious “unforgettable sin.”?’* Her

imagination also creates a sense of union and understanding with the man, and she quickly feels

269 pavlova, Polnoe sobranie, 313

270 Sysanne Fusso, “Pavlova’s Quadrille: The Feminine Variant of (the End of) Romanticism,” Essays on Karolina
Pavlova (Evanston: Northwestern University Press, 2001) 126-127.

271 “Hesabsennsii rpex” (Pavlova, Polnoe sobranie, 313)
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he is hers. However, Nadine was completely shocked to see that the rich landowner turned out to
be a “slouching, bald, and pockmarked fat man” by the name of Andrei I1’ich’ who asked for her
hand in marriage.?’? Hating the reality of the man, Nadine refuses Andrei I1’ich’ despite his
wealth and status, until her mother falls ill and Nadine feels her obstinacy is “sinful and
Godless.”?"

Even after she agrees to marry the rich man she wants to take back her word because she
dreams of a rich and young suitor, but fears society and her mother’s reproach. When she is in
Germany, right before she is set to marry, the heroine feels that she could choose a different goal
in life, that she is destined for something else, and that here in Germany her heart’s dream could
become reality. In a way, Nadine’s thoughts come to fruition because a thief straight out of a
romantic novel jumps through her window. He is tall, young, and handsome, but he does not act
like the expected character of a novel. He comes to steal the diamonds given to Nadine from
Andrei II’ich’, which she decided to give back in exchange for the dissolution of the betrothal.
Nadine exposes all her emotions and desperation, pleading for the thief to leave the diamonds
because they represent a romantic potential future where she meets someone for love, but the
thief steals the diamonds and leaves her to marry Andrei II’ich’.

As Fusso discusses, in a romantic novel the dashing thief would have taken Nadine
instead of the necklace and they would have left together for some romantic future. Instead,
Nadine faces the reality of a strange man desperate enough for money to leave a helpless woman
to her supposedly miserable future. Likewise, Pavlova further subverts expectations for the

heroine because Nadine becomes very happy in her marriage. She lives “without woe and

272 “ToncTsaK cyTymblii, TBICHH U psaboii” (Pavlova, Polnoe sobranie, 316)
273 “Mue nokaszanach TpenIHoii u 6e360:xH0i Most ynoprocts” (Pavlova, Polnoe sobranie, 317)



147

conflict” and appreciates that the thief stole the diamonds.?”* When the other women ask Nadine
whether she would have truly refused to marry the landowner, she tells them that she does not
know because for both men and women it is easy to bravely come to a decision but harder to
carry it out. Through Nadine’s story Pavlova plays with expectations and reality, showing the
reader that women can be satisfied in marriages they previously did not want and that Romantic
heroes do not correspond to reality.

The second story, Lize’s, adopts the themes of works like The Queen of Spades [[TukoBas
nama] (1834) by Aleksander Pushkin, by featuring a young girl acting as the servant to an older
cruel family member. In this story Lize gains a voice and discusses her life from her own
perspective, providing rather honest accounts of her feelings. She discusses the enmity and
torment she endured while serving her aunt, all while wishing for something to save her from her
life. A son of a neighbor, Aleksei, arrives from Moscow to their village at this time, with stories
and accounts of a life Lize cannot imagine. She falls in love with him and begins having hopes
and wishes for her future.

Uro e B ToM? I B HEM Halia npeajior
Jlig 1106BU, 1S cyacTs 0€3 MEpBHl.

Bce e MBI, MeuTas u 111004,

JlaHb CBOIO KJ1aJieM K HOTaM XHUMEPBI,

Bce B 1pyrom Mbl HIIIeM JIUIIB CeOsl.

What of it? | found in him a pretext

For love, for boundless happiness.

All of us, dreaming and loving,

Place our tribute to the feet of the chimera,
We all seek only ourselves in another.?”

Pavlova focuses on the internal state of Lize as she falls in love, not with the man’s

behaviors or words, but rather what their union could mean for the girl. When Lize receives an

274 “Bes rops u pasnopa” (Pavlova, Polnoe sobranie, 324)
275 1bid., 329.
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offer to marry from a wealthy man in town she refuses, igniting her aunt’s fury, but nonetheless
Lize hopes for a match with Aleksei. When her aunt falls ill, Lize describes her innermost
feelings of wishing her aunt’s death and feeling joy when the aunt succumbs to her illness. With
the death, Lize thinks “freedom awaits me ahead, a future in a union with him...” showing that
her perceived happiness rests with her relative’s death and her awaited inheritance.?’® This
creates a materialistic and quintessentially real view of events, straying away from Romantic
sentiments. When Lize learns that her inheritance is 57,000 rubles, a sum much less than
anticipated, Lize still imagines a future with Aleksei.
Mpeicib OJIHa JIMIIb HAIIOJIHAJIA BJIACTHO
Jyury MHe, Kak paJOCTHBIN yrap,
Yro Moria TCIICPD A Aiexcero
XKeprBoBath hopTyHOIO CBOEIO,
Yro oHa JOBOJIbHA BCJIMKA,
Urto6, 1pyrux 60raTcTB U He Kenas,
XKuts B noBonbcTBe. U ee Opana s
Kak miatex HeXIaHHBIN JOKHUKA.
Only one thought domineeringly filled
My soul, like a joyful fume,
That now | could sacrifice
My fortune to Aleksei
That it is large enough,
So that, not even wishing for other riches,
We live in in content. And | took it
Like an unexpected payment of a debtor.?’’

The first time Lize used the image of paying tribute is to describe her feelings when
falling in love, willing to give something in return for happiness and love. Here again, Lize says
she is ready to sacrifice her fortune for Aleksei. Through these images it seems that Lize

represents the martyr and sufferer who does not know how to achieve anything in life without

losing something, which aligns with the ideals of a perfect woman according to society’s

276 “Briepeu sxaana MeHs cBobona / ByaymuocTs B coenunensu ¢ auM...” (Pavlova, Polnoe sobranie, 333)
217 |bid., 334.
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standards. However, Pavlova undermines this idea because Aleksei feels underwhelmed and
disappointed with the inherited sum, so he leaves the town and Lize for another, richer woman in
Odessa. This idea perfectly falls into Shepard’s society tale category of “destruction of love”
because it shows the man incapable of love due to his materialism. The love of money
overcomes any affection the character might have felt for Lize, which parallels the story of Erast
and Liza in “Poor Liza.” This potentially destructive love, however, does not destroy Pavlova’s
character. Lize only narrates this episode of her life to the other women, so it remains unclear
what she did next or whom she ended up marrying, but her early hopes and wishes of a savior
proved to be for nothing.

The third story provides a picture of the cruelty of people from the perspective of how it
affects a young girl entering society. Olga tells the others how she prepared for her first ball,
realizing the importance of dressing to set standards and trying to fit in.

VKe yCneB MOHATH, YTO B CBETE MHE UYXKOM,
Bewp BaxkHast Hapsi; 4TO JIEJI0 BCE HE B TOM,
YrtoObl OH JOPOT OBLT U TOJBKO YTO C UTOJIKH;
Uro BeIOOp MOsiCa, MAHTHJIBU WJIb HAKOJIKU
BbITh MOXKET GeicTBHEM, TO30POM U FPEXOM.
Kak B3ruisizibl 37161 HOPOM M KaK yJIBIOKH KOJIKH,
S TSKKO M BIIOJIHE M3BEJAlIa IOTOM:

MHe nanu 3HaTh ce0s B caJloOHE HE OJIHOM

W Hamm MOIHUIBL, M HAIIK OOTOMOJIKH.
My>xunH 0€3Kajl0CTHbIE UTYTKH, XKEHIIUH CIECh,
OOuy Ha MEHS BIEPEHHOTO JIOPHETA,

3J10CTh COCTpalaHus, IPEAATENBCTBO COBETA, --
51 Bc& nmepeHeca, s TOpbKUi KyOOK Bech

Jo kamu Beimuia. -- CIIoKoHHO CHAS 31€Ch,
Hawm, nepeco3gaHHbIM yX 3TUM CTPOTUM CBETOM,
KoneuHo, roBopuTh JIETKO Tereph 00 3TOM.

Ho nomHI0, KakoBO B TO BpeMsi ObLIIO MHE
VYcnoBuit o01ecTBa pa3raJpiBaTh 3arajiku;

Kak pa3mbinuisina s, ¢ co0oii HaeTuHe,
[{BeTHBIC M HAETh, WITb OCJIBIC TIEPUYATKH ?

W 1noMHI0, CKOJIBKO 1 IPOIUIAKaia HOYeH,

Kak s, enBa aplina U B CTpaxe BEYHO HOBOM,



[Ia MUMO YONIOPHBIX CAJIOHHBIX MMajlavuei,
['oToOBBIX KaXk10T0 3ape3aTh OCTPHIM CIOBOM!
[ToBepwTe, TsHKKas OEpeT Mopoi Tocka,

Kornma npuxoautcsi, ¢ Iymoro 6JaropoaHou,
Cmymatecs 1 poOeTh Mpe BETPSHUIICH MOTHOM
W BuneTsh ¢ y:kacom yibIOKy JTypaka.
[Ipumupena Teneps 5 ¢ 001IECTBOM; KECTOKHI

U ropbku ObUTH UM MHE JTAHHBIC YPOKU;

Ho ne poriry Ha HUX: OHM MOILTUA MHE BIPOK.
3ajauy TpyAHYIO IOCTUTJIA S IYLIOIO,

B3snace s 3a cebs, U ciaaauiia ¢ co0oro,

W nepenenanacek OT roJIOBHI 0 HOT.

[Tone3neii roga MHE UHbBIE OBLTH CYTKH.

CBoeif HACMEIIKOK HEMUIOCEPAHBIN CBET
HenoBkocTh uctpeOuin HauBHON HHCTUTYTKHU:
PeGeHok BeTpeHsIii ncyes, -- Ipona U Cie/.
[Toru6m0, MOXET OBITh, XOPOIIETO C HUM MHOTO...
Uro x nenats? TakoBa Obu1a Most opora!

3aTo SBJISAIOCS CIIOKOIMHO 51 Ha Oal,

Bnons cTpost 3puteneit uay teneps 6e3 ctpaxa,
Berpedaro cpenb TONIMBI TUIIH MIENOTHI MTOXBAJI,
Mory cBecTH ¢ yma HHOTO BEpPTOIIpaxa

N B030y>KaaTh MOpO# BCIO 3aBUCThH HAIIMX 3aJ.--

Already understanding, that in the society alien to me,
Attire is an important thing; and it is not the point,
That it is expensive and recently crafted;

That the choice of belt, mantilla, or headdress

Can be disaster, embarrassment, or sin.

How cruel gazes are sometime and how caustic the smiles,
| sorely and fully experienced later:

They let me know about myself in many salons,

Our fashionistas, and our devout women.

The merciless jokes of men, the women’s conceit,
Insult directed at me through the lorgnettes,

The malice of empathy, the betrayal of advice, --

| endured it all, | drank every drop

Of the entire bitter chalice. — Calmly sitting here,

For us, who have been recreated by this strict beau monde,
Of course, it is now easy to talk about this.

But | remember, how it was at the time for me

To solve the riddles of the convention of society;
How | contemplated, alone by myself,

Whether to wear the colored gloves or white?

And | remember, how many nights I cried through,
How I, barely breathing and in an eternally new fear,

150
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Walked by the scrupulous salon executioners,

Who were prepared to stab anyone with a sharp word!
Believe me, at times a burdensome anguish overcomes me
When | had to, with a noble soul,

Become embarrassed and timid before a fashionable frivolous woman
And to see with horror the smile of a fool.

| am now adapted to society; cruelly

And bitterly it taught me lessons;

But I do not complain about them: they were useful.

| reached a difficult goal with my soul,

| took hold and made peace with myself,

And changed myself from head to foot.

More useful than a year were some of those days.

With its ridicule the ruthless society

Destroyed the awkwardness of an innocent institute girl:
A frivolous child vanished, -- even the trace disappeared.
Perhaps, a lot of good died with it...

What is to be done? Such was my path!

Instead, | calmly appear at a ball,

Along the line of viewers | now walk without fear,

I meet among the crowd only whispers of praise,

| can drive insane some frivolous person

And at times incite the full envy of our halls. —2®

It is interesting to note that some major works of Russian literature feature the
transformation of a woman from a naive young girl to the perfect society woman, such as
Aleksandr Pushkin’s Eugene Onegin [Esrenuit Onerun] (1825-1832). Pushkin artfully captures
the young Tatiana’s thoughts and emotions regarding many subjects, but not for the later period
in which Tatiana transforms from an idealistic girl yearning for more from people around her
than gossip and judgement, to a married woman commanding the attention and respect of her
peers. Instead of focusing on that type of outcome, Rostopchina depicts the emotional trauma
and turmoil of a young girl’s entrée into society, which essentially forces a woman to change.
This introduction to Olga’s account sets the tone for the rest of her story. First, she discusses the

superficiality of people in society who have specific and strict standards of dress and care little

278 pavlova, Polnoe sobranie, 339-340.
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for the actual person wearing them. The key to this part of the passage is the varying direction
from which criticism comes to Olga. She points to both men and women, even those who
consider themselves religious, as the ones who directed insults at her and mocked her, which
differs slightly from the stories like Gan’s “Society’s Judgement,” which focused on other
women as the main agents of society’s cruelty. The “scrupulous salon executioners” [4onopHbie
canonnsle nanauu] directly cause Olga to transform from a young and naive sixteen-year-old girl
initially charmed by the splendor of high society to the perfect society woman, who dresses and
acts according to the customs and inspires praise from everyone around her.

The rest of the narrative that follows recounts Olga’s first ball, at which she discovered
the cruelty of people and left society for a year to recreate herself. Pavlova masterfully and
convincingly takes the reader through Olga’s emotions, starting from her anticipation of the ball,
the wonder and delight at seeing everyone’s outfits, the desolation at realizing she is a stranger to
everyone, and the embarrassment at her simple outfit in comparison to others. As she descends
into sadness, she sees the brother of a fellow classmate, to whom she nods, breaking all decorum.
In the midst of her embarrassment and regret, Olga sees the brother talking to another young
man, calling her an institutka, which leaves the reader to assume that Olga is a student of Smolny
Institute or another educational center dedicated to the raising of proper young women, and the
use of the term here may have condescending implications.?”® Thereafter, the same handsome
man invites Olga to dance, and he then passionately declares his love for her, saying “I love you

sorrowfully, madly, and stubbornly / and despite everything, I belong to you.”23

279 The term refers to young women who attended the Smolny Institute or other similar institutions, which had a
strict curriculum but had very limited social interaction beyond the school, which had a damaging effect on young
girls. “The institutka was a standing joke in Russian society, and the word became synonymous for the light-headed
and ultra-naive female” (Stites, Women'’s Liberation, 5).

280 «“JTro6m0 Bac ropecTHO, 6e3ymHo 1 ynpsmo, / 1, Bonpeku Bcemy, npuHaanexy s sam” (Pavlova, Polnoe
sobranie, 345)



W Havan BHOBb IIENTATh MHE HA YXO OH CTPACTHO,
Kak ¢ nepBo#t BcTpeun TON 10 HBIHELIHETO JIHS
JInib TOJIBKO 000 MHE OH JyMall €XKe4acHo,

U xak moruia Obl )KU3HB CO MHOIO OBITH IPEKpPACHa,
Kak crai Ob1 OKpyaTb OH POCKOIIBIO MEHS;

W 9to HepapoM HaM MPUIIIOCH COUTHUCS OmxKe,
Yro ObITh H0OJIKHA €My 51 00)KECTBOM 3€MHBIM,

UYro 5 ero cnacy, CO6IMHUBIINCH C HUM;

Uro cranu Ob1 MbI )kuTh B MTanmuu, B [Tapuxe,

Yro nmokopuiicsi 6 OH BCEM MPUXOTSIM MOUM...

A cinywana. Y Bce Bbl 3HaeTe BEAb CAMHU,

Kak HexxHOM JIecTH XMeNb ONaceH B MEPBBIM pas,
Yro yBepeHbsIMH TAKUMHU M MOJIbOAMU,

Bceii 3T0I MOIIIIOCTRIO CTEPEOTHITHBIX (Ppa3

W He B ceMHaquaTh JIET CMyTUMCS MBI IIO14AC.

41 )xamHO citymana: OH rOBOPHUII TaK KUBO,

BocTtop keHHbIH OphIB Tak ObUT €My K JIULLY,
I'ycThie BOJIOCHI JIesKanu TaK KpacuBO

Brons GienHbIx miek ero! -- Masypka 1uia K KOHILy.
B3risiHyn1 oH Ha MeHS C yJIbIOKOO IeYanbHOM;

W 51, moka cBOM PeB yIBOUIIU CMBIUKH,

UyTh BHATHBIM LIEMIOTOM, CKBO3b I'yJI My3bIKU OaJIbHOM,
ITo3Bosuna eMy POCUTH MOEH PYKHU.

Ja, mpu3HaCch, OHO XOTh HENIPaBAOI0A00HO,

Ho npaBna, -- ciepkuBaTh BaM HE K 4YeMy CBOM cMmeX!
OH o4eHb KCTaTH 3/1€Ch, 1 MEHEE BacC BCEX

Taxolt TOCTYIOK s MOHATH TeNepb COCOOHA;

Ho noxkazanocs Torga Bc€ 3T0 MHE

CoObITHEM BecbMa €CTECTBEHHBIM U JIECTHBIM.

And he began to passionately whisper in my ear again,
As if from the first meeting to this day

He only thought about me every hour,

And how wonderful life with me could be,
How he would surround me with luxury;

And that we were brought together not in vain,
That I should be an earthly deity to him,

That | would save him by uniting with him;
That we would live in Italy, in Paris,

That he would surrender to all my whims...

| listened. And you know it all yourselves,

How the tender intoxication of flattery is dangerous the first time,

That with such assurances and implorations,

With all the banality of stereotypical phrases

That not just at seventeen we will at times get flustered.
I listened hungrily: he talked so animatedly,

153
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The exuberant outburst suited him so well,

His thick hair laid so beautifully

Along his pale cheeks! — The mazurka was ending.
He glanced at me with a sad smile;

And 1, as the bows of violins doubled their roar,
With a barely audible whisper, through the hum of the ballroom mazurka,
Allowed him to ask for my hand.

Yes, | admit, even though it is unrealistic,

But it is true, -- to hold in your laughter is pointless!
It is very appropriate here, and less than any of you,
| can understand such an action now;

But at the time all this seemed to me

Natural and flattering even.?8!

The mysterious and handsome romantic hero charms and fully captures the attention of
young Olga, making her believe both his words and her own special place in society, one where
she is capable of causing someone to madly fall in love with her. Despite decorum and
convention, she grants him the request to ask permission for her hand in marriage. The older
Olga comments on the “banality of his stereotypical phrases” [monutocts crepeoTHHbIX (pas]
and implies that her younger self did not identify his words as such. Her youth, naiveté, and lack
of experience allowed her to fall for the man’s words and grievously break social convention.
When she asks someone about the man, she learns that he is a madman who declares his love for
every woman and asks them to marry him. According to Fusso, Olga’s story breaks down the
Romantic hero’s rhetoric by showing that love at first glance causing someone to “love madly” is
indeed madness.?® Pavlova definitely subverts the mad love of romanticism, but the main villain
in the story is her friend’s brother and the society that allows him to do this.

On, ycmexascs, npouen. -- MUHyTBI Tpu

51 He Mora AOXHYTb, I'Jlada MOHU TJIACTIN

CKBO3b CI1€3bI Ha TOJITY, 0€3 IOMBbICIa, €3 LelNH. ..
Sl monumaia, -- 1a, OH BBIMTPAJI MTAPH.

OHH NOTEUINTHCA I[GB‘IOHKOP'I 3aX0TCIIN.
Benp Obu10 HEKOMY BCTYIUTHCS 32 MEHs!

281 |bid., 345-346.
282 Pysso, “Pavlova’s Quadrille,” 122.



155

TyT ockopOiieHre UX HE BEIIO K JyIJIH,
TyT He myranu ux HU CBSA3U, HU POJHA!
51 He ObLIa 3HATHA, 51 HE MMeEJIa Beca, --
3aueM ObI HAJI0 MHOW HE MOIIYTHII TToBeca?

He, laughed and walked by. — About three minutes

| could not take a breath; my eyes looked

Through tears at the crowd, without thought, without a goal...
| was realizing, -- yes, he won a bet.

They wanted to amuse themselves with a girl:

After all, there was nobody to defend me!

Here their insult did not lead to a duel,

Here neither connections nor family scared them!

| was not noble-born, I did not have value, --

Why would a rake not laugh at my expense?23®

The young men sent the madman to her and then bet on whether Olga would believe him
and consent to the marriage. Her inappropriate action of allowing the man to ask for her hand
causes a stir among the betters and allows everyone to laugh at her and humiliate her. When she
approaches a table of people, they all leave, cementing her status as now a social pariah. At this
time, Pavlova provides social commentary with Olga’s lament that the betters felt justified in
their actions specifically because of their class difference. As she does not come from nobility,
without a title or social defense, Olga can be an outlet for amusement and humiliation. Others
can exclude her and laugh at her because in their eyes she does not have social value. Pavlova
continues this idea further when Olga is leaving the ball and sees another woman.

IIponeccs cBepXy LIyM: € CTyIIEHb CXOUJIA, IIPSIMO
Hacynpotus MeHs, B 6ecrieuHoi 601TOBHE

C TpEMA MYKUNHAMU, osucrareabHast JamMa,

Ve n3BecTHas 0 pa3HbIM CIIyXaM MHE.

Ha 6anax rocteeto Oblia OHA HE PEAKOH,

Kuszub OyiHO TpaTHiia, U XyXe, 4eM KOKETKOH,
3Baja ee IaBHO BCeoOIas MoJIBa;

Ho cBety mcTuth oHa ymena ¢pa3oit eakoi,

W on ke xoJIKHe ee XBalIWI CIOBA.

[Ina MeayIeHHO OHa, C YIBIOKON TOPIKECTBA;
UepHena cMOJIb KOCBHI TTOJT 30JI0TOI0 CETKOM,

283 pavlova, Polnoe sobranie, 348.
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[ToBepThiBasiacs CrieCMBO TOJIOBA;

Cpenp Mpaka co0oJist 6ernena TOHKOH men
Kpaca 3meunnas, cBepkaj JyKaBblil B30p.

K el HaKIOHSIICS, MJIaJIbIC YHIHCOCH
[llenTanu Ha yXO €il CBOM MPUBBIYHBIN B30P.
beut y Hee B pyke OyKeT puaIoK MapMCKHX;
[Iponuia oHa JIeTKo ¥ TOPAO MUMO BCEX,

WM nep3ko Hamoka3 HECs CBOM 3HATHBIN Ipex,
M ckBO3b BO3HIO KapeT U JIOMIAJICH KaHAAPMCKHUX
3By4al eie BAaId €€ BECEIbIil cMeX.

31 el TiIsAena Belieq ¢ IIe4aabHOO JOTagKOM:
HuxkTo 0 et He nep3HyJ1 00U IbI HAHECTH,
HukTo ObI TEIIUTHCS HE CMEJT apUCTOKPATKOM,
Ona, OecuecTHasi, ObUTa y HUX B 4eCTH!

A noise was carried from above: walking down the steps,
Straight across from me, in carefree chatter,

With three men, was a glittering lady,

Already known to me from various gossip.

She was often a guest at balls,

Spent life wildly, and the general crowd had called

Her worse than a coquette for a while already;

But she could get revenge on society with a caustic phrase,
And it praised her acerbic words.

She walked slowly, with a smile of celebration;

The ebony of her hair stood out under the golden net,

Her head turned haughtily;

The serpentine beauty of her white thin neck gleamed white
Among the darkness of sable, her cunning gaze flashed.
Bending down toward her, young cicishei?®

Whispered in her ear their usual nonsense.

She held in her hands a bouquet of Parma violets;

She walked by everyone lightly and proudly,

Audaciously and performatively bearing her famous sin,
And through the bustle of carriages and gendarme horses
Her merry laugh sounded even in the distance.

| watched her walk away with a sad conjecture:

Nobody would dare to give offence to her,

Nobody would venture to amuse themselves with an aristocrat,
She, dishonorable, was honored by them!2%

284 The word cicisheo was first coined in eighteenth-century Italy, referring to a young nobleman who acts as an
official escort and lover of a married noblewoman; he had the task of living fully with another man’s wife,
accompanying her in all activities, including social gatherings, all done with the husband’s consent. For more on this
phenomenon, see 4 Lady’s Man: The Cicisbei, Private Morals and National Identity in Italy by Roberto Bizzocchi.
28 pavlova, Polnoe sobranie, 349.
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Olga describes an aristocratic woman, depicting her with lovers and flaunting her
shameful lifestyle to everyone else. She even attributes demonic images to the woman, with her
cunning gaze [nykassiii B3op] and the serpentine beauty of her neck [kpaca 3mennas ToHKOIM
mewu |, implying the depth of evil of the woman’s lifestyle. Olga fixates on her because she
represents someone who could be deserving of shame and humiliation but instead of this, society
holds her in esteem due to her aristocratic origins and her wealth. This is a theme that makes a
subtle appearance in A Double Life also, but here Pavlova presents the idea explicitly. It seems
that acts of love and infatuation are not viewed equally among women when they involve women
with money and women without, as already stated by Lize previously in the story. This first step
into society which ended so disastrously for Olga, as well as her perception of the sinful society
woman, allowed her to realize the true nature of society and caused her complete transformation
from a naive child to the perfect society woman, who both receives praise and has the ability to
ignore the opinions of others.

In response to the story, Nadine adds that in society, one must either become “a patient
anvil or a merciless hammer.”?®® She also adds life lessons she has learned, which include “not to
abandon oneself to reverie / not to be intoxicated by a madrigal / and, understanding life from the
beginning / to cross out the article of love.”?®” According to Nadine, a woman’s love can be used
as a weapon against her, so she would erase it from her life. Nadine’s comment encapsulates
Olga’s account and how the naive affections of a young girl were turned against her. From

Nadine’s story the reader also understands that she does not have the wealth or status of a society

286 “HakopanpHei TepnenuBoii / b GecrniomannsivM monotkoM” (Pavlova, Polnoe sobranie, 350)
287 “He npenmaBathes 3a0bIThI0, / He oxmeneTs ot Magpurana / M, xu3Hb IOHSAB yike ¢ Hauana, / B Heil 3a4epKkHyTh
mo6Bu crateio” (Pavlova, Polnoe sobranie, 350)
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woman who could be free with her affections without fear of ostracization. In response to such

declarations, the countess Polina offers her own stance, which sets the tone for her story.

BunuTe BCKOPMIIEHHOTO C I€TCTBA
B Hac camom00bs TalfHBIN TPeX;
[ToTpeOHOCTh CYETHBIX yTeX;
Bunure xankoe KOKETCTBO,

Hac ynmxaromee Bcex.
OOpekiucy Ha MY KUUH JIOBYILIKH,
Ce0s K MBI CTaBUM HU BO 4TO!
3ayeM UM Hac He OpaTh B UTPYILKH,
Korna cornacusl Mbl Ha TO?

A eclii BCTPETUM, B CAMOM JIeJie,
Bricokoe MbI Cy1iecTBo,--

He ouenus ero npusera,

He pasragas B HeM Huyero,
CymeeM TOJIbKO MBI €T0
[TocTaBUTH MPOTUB NUCTOJIETA. .

Blame the secret sin of vanity

Fed to us since childhood,;

The demand of bustling comforts;
Blame pitiful coquetry,

That degrades us all.

Devoting ourselves to the snares of men,
We value ourselves as nothing!

Why would they not take us as dolls,
When we agree to it?

And if we meet, truly,

A higher being,--

Without valuing his greeting,
Without discerning anything in him,
We will only be able to

Place him before a pistol.. .2

Polina’s words echo the ideas presented in “At the Tea Table” and in A Double Life,
which blames women’s upbringing for their unfulfilling lives. In this story, the values instilled in

women, such as vanity and coquetry, directly cause men to treat them so poorly. This upbringing

288 1bid., 352.
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is also responsible for women missing true and honest men, whom they are not trained to value.
Polina then explains these thoughts with memories from when she was eighteen, which revolve
around Vadim Chetskii, her thirty-year-old cousin. Polina recalls being lively, frivolous, and
merry.

Boxkpyr mens1, MHe yroxmaasi,

IToKJIOHHUKOB BepTenacs CTas,

Kaxk BKpyT 0orarteIX Bcex HCBCCT,

W s mpuoOpena HayKy

B Harpany obpamare uib B MyKy

CBOM Ka)KIbIM B3I U KaXbIH KECT.

Around me, catering to me,

A flock of suitors revolved,

Like around all the rich young ladies.

And | gained the knowledge

To turn into a reward or suffering

Each of my glances and gestures.

Polina aligns herself with the rich ladies who have power and influence over men, a skill
she learned from the others. This manipulation and coquetry gives her both confidence and
arrogance. The only person to try to temper her frivolous nature is Vadim, whom she describes
as quiet, gloomy, and strict. When Polina feels wronged by Vadim’s disapproval of what he calls
childish games, she decides to spite him by being even more coquettish with an officer while
others look on and laugh at her. At what she calls a fateful ball, she sees VVadim talking to a
young woman trying to get his attention, so she childishly continued her flirting with the officer,

turning Vadim’s attention back to herself. When Vadim asks her not to dance at the ball with the

officer, Polina decides to assert herself by going against his wishes.

Ho s pemmna, yro He Oymy,
Urto He xouy OBITH Tak ciabda,
Yrob HGecripecTaHHO U TOBCIOTY
Ce0e B 3aKOH €ro MpuIyIy
CMUpPEHHO CTaBHUTb, KakK pada.
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But | decided, that I will not,
That 1 do not want to be so weak,
To unceasingly and everywhere
Take obediently his whims as law
For myself, like a slave.?%

For Polina, the act of flirting with men and playing what she calls dangerous games is an
act of rebellion and assertion of her freedom from an overbearing male figure. This powerful
statement presents the idea that she yearns for freedom and a chance to show her independence,
but the only actions she knows are coquetry and flirting. As she has previously remarked, this is
the behavior society taught her, so this is what she knows how to do. Polina blames her actions
on her fun-loving nature, but Pavlova also hints with Polina’s actions and suggestions of deeper
feelings toward Vadim. She does everything to gain his attention and approval, though she
herself is unaware of her love for him and she is not equipped to understand them or know how
to show them due to her inexperience. As Polina dances with the officer and catches everyone’s
attention, she agrees to meet the officer the next morning for a secret rendezvous, being tempted
by the “shadow of love” even though she did not “believe in the passion / of a glittering rascal”
but simply “wanted to prove to herself / her freedom and rights.”’?%

When she meets the officer in the morning, both feel bored with the stereotypical phrases
he utters, and the glimpse of feelings caused by the party’s intoxication has faded. The
underwhelming meeting is followed by additional consequences of her actions of the night
before. Polina watches on in horror as Vadim duels a man who had insulted Polina at the party

the night before, losing his life in the process. Polina feels truly helpless when she cannot stop

the duel and do nothing but watch on as someone dear to her loses his life defending her honor as

289 pavlova, Polnoe sobranie,362.
290 “Mannna 71a TeHs MoOBH. .. He cammkom Bepuna s cTpacty / bincratensHoro manyna! / Ho nokasats cebe
xotena / Ceoro st Bomro u npasa” (Pavlova, Polnoe sobranie, 365)
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a result of her own dangerous games with men. The last lines of Polina’s story are the words
another person told her when she rushes to Vadim’s body, “Miss, may God forgive you / he was
a good man.”?®! Polina’s account is the only one that does not include commentary from the
other women; the story simply ends with the women walking out of the room to finally attend the
ball. The silence rings rather poignantly because instead of the women providing feedback,
Pavlova allows the reader the opportunity to comment on the events themselves. Polina’s words
about women’s upbringing cultivating only coquetry and frivolity seems especially important to
the ending of her story, specifically the idea that this type of upbringing ensures that women will
ignore sincere men and lead them to their death.

The four stories provided in Pavlova’s The Quadrille deal with themes of love in vastly
different ways. As Susanne Fusso remarks, the author plays with different tropes of Romanticism
but Pavlova also goes much further than this to contrast Romantic tropes with the potential
cruelty of reality and specifically how it affects women.?®? Nadine’s story, the only one with an
explicitly happy ending, depicts a young heroine wishing for a handsome and dashing young
man to marry her and save her from a marriage she does not want. However, the man she thinks
will rescue her turns out to be a rogue and a robber, while her fiancé provides her with the life
she seeks with riches, comfort, and security. Nadine’s story shows that love may come from
previously unattractive options and that stereotypically romantic heroes are often negative in real
life. Lize’s story likewise deals with romantic expectations and disappointing reality, though hers
centers on money. Reimagining the trope of a poor young girl serving her older cruel relative,
Pavlova shows that money does not necessarily bring happiness and that men are not always

inspired by love. Lize’s hopes of a life with the man with whom she falls in love lead to

291 «“CynapsIns, rocronps npocty Bam! / On 6611 Xopommii genosek!” (Pavlova, Polnoe sobranie, 371)
292 Fusso, “Pavlova’s Quadrille,” 122.
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disappointment and heartbreak, because the reality is that men may value money over love. In
both cases, the women see the men as the determiners of their fate and are left disappointed both
times.

Olga’s and Polina’s stories both deal with the consequences of flirting at a ball — in one
case to the detriment of the woman and the other to the detriment of a man. Through these
stories, Pavlova shows that words and small actions, such as apparently harmless flirting can ruin
both men and women because society places the highest significance on propriety and acts as the
strictest judge. The difference between the two episodes is that Olga is the victim of a cruel joke,
but Vadim chooses his own fate by calling for a duel. For Olga, the story mainly revolved around
the falsehoods of society and the inequality of women who have money versus those who do not.
Olga’s story features a young girl’s brief infatuation with a madman caused by the heartless
young men with power around her. She becomes caught in a fantasy of a happy life just to
realize this is all for the amusement of somebody else. She falls into the trap of stereotypes and
empty phrases that the man whispers in her ear, providing an example of how easily men can
manipulate women. Olga wishes she had the wealth and support of a richer woman so that
somebody would duel for her honor. Polina’s account completely twists Olga’s wishes by
showing that dueling for a woman’s honor has real and detrimental consequences and that
women with wealth also have problems with love. Polina explicitly blames society for raising
women with skewed values who cannot recognize or appreciate true feelings. According to this
idea, love is a distant prospect for any woman since she does not know what it truly means. Even
Nadine, who has a happy marriage, does not state having love in her marriage, just living a life

with woe or conflict.
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Conclusion

Bunina, Teplova, Gan, Rostopchina, and Pavlova all present their ideas on love and
marriage over a period of fifty years, presenting many different examples with some core
concepts remaining the same. Bunina wrote against the views and practices of her
contemporaries, who saw marriage as a social and economic obligation. Perhaps it is due to her
childhood being spent in a relatively freer time for women in Russian history, but Bunina had the
confidence to openly oppose the accepted ideas, like the ones promoted by Rousseau and
Karamzin that believed inequality in a marriage is natural and expected. Bunina instead
promoted the concept that love should be a beautiful lofty emotion experienced by the worthy
and based on mutual interests and respect. This kind of position only became more common in
Russia twenty years later with the emergence of George Sand in the 1830s and other influences
from the West. However, Bunina also depicted love as truly harmful to women and not to men
because men are socially stronger than women and often men are the ones to cause harm. Bunina
emphasized the inherent inequality between men and women and encouraged women to abstain
from love and marriage instead of succumbing to the charms of men, as seen in “The Philosophy
of the Butterfly.”

In a time when people started questioning the place of women in society, women writers
began confidently expressing their points of view. Teplova, despite writing and publishing in the
1830s and 1840s, followed Bunina’s model of poetry and subtle expression. In her work, love
undergoes a transformation from a woman’s naive expectations to something capable of ruining
a woman'’s life. In her early work, Teplova showed the emotions of young women, depicting
both their hopes and disappointments in love. At the end of her career Teplova’s unfinished

prose provides a shift from the idealized poetic love of her youthful work to a realistic scene of a
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young woman and her fiancé in a crowded ballroom. There we find a sobering view of the
underlying emotions of the woman viewing the man with a sense of disillusionment, seeing him
for all his negative qualities yet still required to keep up appearances in society. The brief scene
shows that marriage and love may be completely separate entities.

Gan’s story “The Ideal” continues the conversation of marriage and love being inherently
different. The young heroine with a poetic soul has a husband who ignores her and her interests,
thereby creating an unhappy marriage. Likewise, her love interest Anatolii only provides the
impression of love without any genuine feelings. Gan separates love from marriage but
ultimately shows that neither can bring a woman happiness because men use both love and
marriage to their gain, taking advantage of women. The writer does offer a solution that provides
a woman solace in religion, rejecting the earthly for the spiritual. Notably, most of Gan’s stories
feature a single couple and focus on the relationships experienced by an extraordinary woman
who possesses innate poetic feelings and morals, only to be disillusioned and hurt by the males
she encounters.

Rostopchina, like Gan, separates love and marriage, but she extends her criticism to both
and shows that her characters are not singular, but are just some of many who suffer similar fates
of disappointment in marriage and love. Rostopchina’s personal letter to her friend only
solidifies the idea that she wrote a novel reflecting her time and the society she lived in, making
her statements powerful declarations against society’s treatment of women. Rostopchina does not
shame her heroine for loving someone outside of her marriage, but instead blames her adultery
on the husband, who like all husbands in her works, never cared for his wife and married her for

the social status he attained. In The Fortunate Woman, men are presented as selfish and weak,



165

sacrificing love for the wishes of a cold and superficial society with its arbitrary rules. According
to Rostopchina, women find only suffering in the hands of men.

Pavlova’s The Quadrille gives multiple women voices and presents four different
versions of love. Separately, the stories feature a woman trying to avoid a loveless marriage in
the hope for a romantic love, a woman falling in love with a man who only values money, a
woman who believes the delusions of a madman and falls prey to men’s cruelty, and a woman
who chases flirtation and ruins the life of a man who genuinely cared for her. Together, the
stories directly confront Romantic expectations and show how they prove to be false in real
situations. Unlike the other writers, Pavlova also presents a version of a man suffering at the
hands of the woman, reversing the gender roles, and shows a woman happy in a loveless but
companiable marriage. Also, all the women are firmly established in society and only reminisce
about their past experiences, showing that life does not end after the scenes of failed love and
passion. However, the stories once more indicate that love and marriage do not have to coincide.

All five writers provide examples of love and marriage and it seems that all women want
the same thing. Mutual respect and connection on an intellectual level, in which the man both
listens to his wife and takes part in her inner world, are at the center of all messages. The five
women share the idea that in their stories the heroines crave to be treated as autonomous people
with active and independent minds and their own desires. Women want love, but a love in which
the man supports and nurtures their relationship instead of letting society come between them. It
seems that ideally, women would want love and marriage to coexist, but for some that seems like
an impossibility in their society. They all write against the contemporary opinion of love and

marriage.
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Bunina expressed the idea that love is rare and marriage should be based on equality;
Teplova depicted love as harmful and showed women becoming disillusioned with their partners;
Gan wrote that men only care for themselves and their interests and that women should endure
marriage but look elsewhere for happiness; Rostopchina directly faulted men and cast blame on
them for women’s unhappiness; and Pavlova addressed the underlying problem of contemporary
conventions regarding love and marriage as deceiving women by subverting Romantic
expectations. The focus of these five women’s works shifts from individual couples and feelings
and an abstract sense of love to concrete examples of how men and broader society create an
environment in which women are incapable of finding true love and happiness in marriage.
Starting with Bunina, all of these writers were concerned with women’s potential for happiness
through love and marriage. Over time the writers became more cynical and more critical of the

possibility that it can be achieved in society.
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Chapter 4: Womanhood

Scholar Sibelan Forrester writes: “Thinking of nineteenth-century Russia, we may find
ourselves thinking of a woman’s image, perhaps one of the memorable heroines in the great
Russian novels written by men: Sonia Marmeladova from Dostoevskii’s Crime and Punishment
(Prestuplenie i nakazanie), Natasha Rostova from Tolstoi’s War and Peace (Voina i mir), or any
of the Turgenev heroines so exemplary that a special adjective was created for the type.”?* Men
created and promoted their own image of a woman and a woman’s life. Judith Fetterly discusses
this phenomenon of female characters: “mirrors for men, they serve to indicate the involutions of
the male psyche with which literature is primarily concerned, and their characters and identities
shift accordingly. They are projections, not people...”?%* This chapter first identifies how men
viewed women and then examines how the works of Bunina, Teplova, Gan, Rostopchina, and
Pavlova portrayed women, their lives, and their self-identity.

The eighteenth century in the Russian Empire can be viewed as a period of discovery and
exploration in terms of the social and literary sphere. Many of the works written by Russians at
this time were translations of other European works or reimagined works of European authors.
After Peter I’s reforms during his reign (1682-1725) and the subsequent introduction of
European culture, literature, and art to Russia, Russian literature flourished. As the scholar
William Edward Brown writes, “imitation characterizes Russian eighteenth-century literature
not, as often used to be asserted, because it was juvenile, but because imitation of recognized

classical models was one of the fundamental prescriptions of eighteenth-century literary

29 In this example Forrester is referring to the “Turgenev girls” [ Typrenesckue neBymKu].

Sibelan Forrester, “Introduction: Framing the View: Russian Women in the Long Nineteenth Century,” Women in
Nineteenth-Century Russia: Lives and Culture (Cambridge: Open Book Publishers, 2012) 1.

29 Fetterly, The Resisting Reader, 28-29.
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theory.”?® The century transitioned from Classicism’s focus on order, rationality, and the
abstract ideal “man,” to the individual and the individual feelings as Sentimentalism came to the
fore at the end of the eighteenth century. Jean-Jacques Rousseau’s ideas provide one of the best
foundations for the understanding of the beliefs surrounding women at this time.

Rousseau’s words from his 1762 book Emile, or on Education provide many of his ideas
regarding what he calls the natural tendencies of women. According to Rousseau, laws of nature
govern people, and nature created women specially constituted to please man. In constitution and
character, men and women are different, so Rousseau declares they should be raised and treated

differently.

From this habitual restraint comes a docility which women need all their lives, since they
never cease to be subjected either to a man or to the judgements of men, and they are
never permitted to put themselves above these judgements. The first and most important
quality of a woman is gentleness. As she is made to obey a being who is so imperfect,
often so full of vices, and always so full of defects as man, she ought to learn early to
endure even injustice, and to bear a husband’s wrongs without complaining. It is not for
his sake, but for her own, that she ought to be gentle. The bitterness and the stubbornness
of women never do anything but increase their ills and the bad behavior of their
husbands. Men feel that it is not with these weapons that women ought to conquer them.
Heaven did not make women ingratiating and persuasive in order that they become
shrewish. It did not make them weak in order that they become imperious. It did not give
them so gentle a voice in order that they utter insults. It did not give them such delicate

features to be disfigured by anger. When they get upset, they forget themselves. They are

2% William Edward Brown, A History of 18th-Century Russian Literature (Ann Arbor: Ardis, 1980) 595.
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often right to complain, but they are always wrong to scold. Each sex ought to keep its
own tone. A husband who is too gentle can make a woman impertinent; but unless a man
is a monster, the gentleness of a woman brings him around and triumphs over him sooner

or later.2%

Rousseau’s words create a foundation of very powerful ideas regarding the treatment of
women and their image in society. Women always have power exerted over them, first by their
families, then their husbands, and they should be raised to be docile, according to the
philosopher. They should also learn to suffer injustices and remain gentle despite anything that
happens to them, becoming subservient to society, life, and fate. Rousseau returns to the idea of
the natural woman, who seems modest and loving, and presents an unnatural woman, who
displays anger and discontent. His natural woman has all the qualities of a perfect docile being,
one capable of reforming men and improving their qualities with their patience and ceaseless
caring nature.

The idea of women as perfect creatures designed by the heavens for love and reform of
men persisted from the eighteenth century and far into the nineteenth century. One of the most
significant works of this period is Nikolai Karamzin’s “Poor Liza,” published in 1792. The work
follows the relationship between a young innocent peasant woman named Liza and a young
nobleman named Erast, told from the perspective of a sentimental narrator. The “lovely and
amiable”?®" Liza, as the narrator first introduces her, serves as the perfect example of a young
woman, despite being a poor peasant living in the countryside. She feels sadness and loss after

the death of her father, she works hard to support her mother. “Without sparing her rare beauty,

2% Rousseau, Emile, 370.
297 “Jlio6es3nas u npexpacuas” (Karamzin, Polnoe sobranie sochinenii, 4).
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she worked day and night — weaving canvas, knitting stockings, picking flowers in the spring,
and gathering berries in the summer,”?%® Karamzin writes. From the first introduction of Liza, the
reader forms the image of the ideal woman, as the author imagines her. Liza excels both in
domestic tasks and emotions, as her caring nature motivates her to selflessly sacrifice her beauty
and youth for her mother.

Liza’s perfect feminine qualities clash with Erast’s masculine nature, creating the
foundation of many other contrasts in their relationship. Erast comes from a wealthy and noble
family, lives in the city, presumably is highly educated. To serve as the opposite of Liza’s
sacrificial nature, Erast is motivated by ego and a self-serving nature. His “kind, but weak and
frivolous”?® heart longs for pleasure and excitement, which he finds in Liza’s innocent beauty.
She falls in love with him with a blinding and passionate, yet innocent love. Erast, however, falls
in love with the novelty of the experience of being with a peasant girl, and with his own image of
Liza. Karamzin writes, “Erast was delighted with his shepherdess — as he called Liza — and,
seeing how she loves him, appeared more lovely to himself. All the sparkling frivolities of high
society seemed to him trivial in comparison to those pleasures, which fed his heart with the
passionate friendship of an innocent soul. With disgust he thought about the disdainful
lasciviousness, which previously fed his emotions.”3%

The author creates ambiguity on whether Erast truly felt love for Liza, but his actions and

thoughts allude more to emotions ruled by his egoism and Liza’s perception of him. He naively

298 “ge mams pelKoil KPacoThl CBOEH, TPYAMIACh JCHb M HOYb — TKAJIa XOJICTHI, BA3aja 9yJIKH, BECHOIO pBala

LBETHI, a JeToM Opaia siroasl” (Karamzin, Polnoe sobranie sochinenii, 4)

29 “no6poe, Ho cnaboe n BeTpennoe” (Karamzin, Polnoe sobranie sochinenii, 7)

300 “3pacT Bocxumancs cBoeii MacTyIIKoO#i — Tak Ha3piBan JIu3y — M, BUAA, CKOIIb OHA JIIOOMT €ro, Ka3ajucs caM
cebe mrobe3nee. Bee Onectsmume 3a0aBbl OOIBIIOTO CBETA MPEACTABISUTUCH €My HUUTOXKHBIMHU B CPABHCHUH C TCMH
YAOBOIBCTBHUAMU, KOTOPBIMHU CTHpAcmHas Opyxcoa HEBUHHOW AyIIy NHTana cepame ero. C oTBpameHneM
MOMBIIIISLI OH O TIPE3PUTEIBHOM CIIA0CTPACTUH, KOTOPHIM IIPEKIE YIHBAINCh ero uyyscTea.” (Karamzin, Polnoe
sobranie sochinenii, 11)
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imagines a future with Liza, in which they will live as brother and sister, but his dreams shatter
as soon as Liza gives herself to him completely. As soon as their love turns carnal, Erast stops
seeing her an “angel of purity”%! but instead views her like any other woman. He decides to
leave to serve in the military, leaving Liza behind. The narrator uses this opportunity to show the
beauty of feminine love and suffering, perfectly exemplified by Liza. She maintains a strong
composure in front of her mother, but inside she grieves their separation, wishes she could join
Erast in the army, and weeps for him when alone. The only thing that allows Liza to feel joy, is
the thought of her lover’s return.

She meets Erast in the city two months after their separation. However, there she
discovers that he is already engaged to a wealthy widow. The narrator explains that while Erast
briefly served in the military he spent all his time gambling and lost his inheritance. Therefore,
he chooses to forsake his love for Liza and marry another for her money. Even though he
chooses money over love, the narrator does not condemn Erast’s actions, but rather seems to pity
the man for his choices. Liza, now realizing that the man she loves does not return her feelings,
becomes distraught and decides to throw herself into the pond, thereby ending her own life. As
the ultimate juxtaposition, Erast chooses the material and carnal world, but Liza chooses to reject
a world without her love. As in the final lines, the narrator describes how the news of Liza’s
suicide affected Erast, who felt unhappy for the rest of his life and considered himself
responsible for her death. Liza’s death, in a way, awakened higher feelings of responsibility,
empathy, and regret in Erast. Her pure love initially started to improve Erast’s character as he felt

love and decided to reject his frivolous past, but only Liza’s death completely reforms him.

301 “apren memopounocti” (Karamzin, Polnoe sobranie sochinenii, 12)
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This model of an idealized woman improving the morals of a sinful man continues onto
many other works, spanning across the nineteenth century and further. Famous examples like
Aleksandr Pushkin’s Tatiana and Onegin from Eugene Onegin, Fyodor Dostoevsky’s Sonia and
Raskolnikov from Crime and Punishment, and so many more define Russian literature. The
heroines represent an arguably unattainable ideal and an image of salvation for unworthy men.
While works written by women tend to perpetuate accepted literary stereotypes and cultural
norms, they also provide genuine and intimate glimpses of how they felt about their own lives.
The same scenarios, such as the seduction by a man of a pure and innocent woman, appear in the
works of women, but they often also include the writers’ interpretation and emotions. Therefore,
analyzing these literary works becomes a crucial aid in understanding the lives of nineteenth

century women.

Anna Bunina

The works created for publication contain a carefully crafted message for the audience,
and so the question of whether they encompass a writer’s true emotions can be debated.
Fortunately, Anna Bunina also left short works not for publication but as personal messages in
other people’s albums, which perhaps reveal her more genuine feelings on life. Out of this group
of works, Bunina’s poems to her thirteen-year-old niece present not just her ideas on life, but
also genuine advice for the young girl. The two poems, titled “In the Album of my Thirteen-

Year-Old Niece,” [B anbbom 13-tusnerneit moeit miemsauuie] were written in 18109.

B 3ameny ciioB Moux anb00M ceil ocTaBiaro;
[Tpomry Test ¥ 3aKIMHAIO



Bcemy npeanouunTtats 106po!

Hwu 3maro, Hu cpebpo
Hawm cuactes He nanyT cepaeudnal
Jo6po oxgHO
Ha »xwu3Hb, KOTOpa CKOpPOTEUHa,
IleneOHpIN Oaab3aM JbET, -
B Genax u ropectu oTpany mojaaer, -
[Ipu cnaBe u YyeCcTAX HAIMEHHOCTb yMEpSICT:
Omno u x HeOy npubnmxkaer,
U >xu3Hb 3eMHYIO BeceuT!

Jlnist OMKHUX KTO 100pa Mo cepAlly He TBOPHT,
Tot B Mupe ecTb MepTBELl HeNOrpeOeHHbIH !
OH cuacTbs He BKyan!
Ha Briciny crenenb ObIB B3HECEHHBIH,
Ou OeneH, xaaok, Man!

Instead of my words | leave this album:
| ask and beseech you
To favor good above all else!

Not gold, not silver
Will give us happiness of the heart!
Good alone
Pours the healing balm,
Onto fleeting life, -
In woes and bitterness it gives comfort, -
In glory and honor it tempers arrogance:
It also brings one closer to the Heavens,
And makes life merrier!

He who does not create good for his closest ones from his heart,

He is an unburied corpse in the world!
He did not experience happiness!
Having been raised to the highest level,
He is poor, pitiful, and small!3?
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The first poem provides advice on life, and the poet strongly urges her niece to choose

kindness and goodness. According to Bunina, happiness improves life, causes happiness, and

gives comfort. She even presents a powerful image of an “unburied corpse” [MepTBen

302 Bunina, Neopytnaia muza, 382.
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nenorpedennsiii], referring to people who place value on other qualities and do not favor good.
It is important that above all other traits, Bunina placed value in an internal state, which she
believed presents “a healing balm” [LlencOnsiii 6ans3am] to life, brings one closer to God, and
tempers arrogance. According to Bunina’s poem, being good is an active choice and not an

inherent trait of a woman, which contradicts the ideas proposed by her contemporaries.

Eme npocroii monam tede ypox:
Thl )KeHIIUHA, -- YIUCH OBITh C FOHOCTH IMOKOPHA,

B xenanpgx HeynopHa,
Y1opcTBO JKEHIIUHBI — MOPOK,

YnopcTBo eit k HanacTu!

Hanx Hamu Bcrony BracTy;

Bceerpa mbl noa pykoii:

Yro war, -- Hy>xHa onopa,

M momomnib, 1 1MoKkoi!

bes kpoga, 6e3 Haa30pa,

Kak po3a 6e3 pochl,
MBI B KpaTKH OTIIBETEM Yachl!

He Oynp cmena, camoHaieKHa,
Omnbka cMebIM Hen30exHa!
XpaHu IyIIeBHY YUCTOTY
W HpaBoB npocToTy:
N3smHoe Korga ObIBAeT MHOTOCI0KHO?
[TpoTuBHO cepally Bce, YTO JOKHO!

He Oynp cBapnuBa u B370pHa!

CMupeHbEM KEHIIMHA KPACHA,
CMupeHnbeM ydeHa,
CmupeHbeM BOXeNeHHa!

JKenaems 1 THI OBITE MOYTEHHA,
Crapaiics cTpacTd yKpOTUTB!
HapyxHa kpacoTa nobjieKkHeT CKOpOTEUHO!
3a mpesiecTy JIMIa Hac MOTYT Yac JIOOUTH;
3a mpenecTy AyIIx Hac JIIoOAT BEYHO!

| will give you another simple lesson:

You are a woman, -- learn to be obedient from youth,
to be yielding with your wishes,

A woman’s obstinacy is a fault,
Obstinance leads her to misery!
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Everywhere authorities stand over us;
We are always under their power:
If you take a step, -- support is necessary,
And help, and peace!
Without shelter, without supervision,
Like a rose without dew,

We will finish blooming quickly!

Do not be brave, independent;
A mistake for the brave is inescapable!
Retain the purity of your soul
And simplicity of morals:
When is the exquisite complex?
Everything false is repulsive to the heart!
Do not be quarrelsome and belligerent!
A woman is beautiful with meekness,
Taught by meekness,
Longed for with meekness!
Do you wish to be revered,
Try to tame your passions!
Outer beauty will fade swiftly!
For the charms of the face they can love us an hour;
For the charms of the soul they love us forever!3%3
Bunina’s second poem to her niece moves away from universal themes applicable to all
and instead features advice from one woman to another. The poem acts as a continuation of the
previous “lesson” [ypok], but beginning with the lines “you are a woman” [TbI sxeHIIMHA]
directly speaks to her niece and emphasizes gender as significant. She advises that a woman
should learn to be submissive, yielding, and rid herself of stubborn qualities. Bunina explicitly
states that there are powers over women that provide support, help, and peace. The poet
continues to warn her niece about what she perceives to be a women’s undesired qualities, such

as bravery, independence, belligerence, and obstinacy. A woman’s true beauty, according to

Bunina, comes from the inside and usually with a large dose of meekness and submission. Most

%03 1bid., 382
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significantly, a woman should tame her passions and instead focus on keeping her soul pure and
her morals simple. In this poem, it seems that a woman is only beautiful to society when she is
resigned to her position in life and she respects the authority of the powers around her, whether
they come from family, a husband, or other women. Bunina’s last lines return to universal

themes by declaring that beauty fades but a good soul will forever attract people.

The poem can be read as direct advice to a growing young woman, but there also seems
to be an underlying tone of frustration. In the first stanza Bunina emphasizes the power structures
surrounding women, saying “authorities stand over us” [saa Hamu Bcroay Bitacti| and women
are “always under [someone’s] hand” [Bcerna mbl o pykoii], which sets the context for the rest
of the work. Women need support and shelter from those in power in order to thrive, and they
also need to adopt the esteemed feminine qualities, like meekness and obedience. Bunina shows
that others decide what qualities a woman should have and whether she is deserving of love, so
women need to conform. The poem’s message most likely arises from Bunina’s own personal
experiences. Bunina’s life conflicts with the message of the poem because she chose to step
outside expected roles by becoming a professional writer and rejecting prospects of marriage.
She followed her passions and obstinately followed the path in life she chose for herself. Perhaps
Bunina warns her niece away from such a fate specifically because she knows of the difficulties
and the problems that arise with this life choice. The sentiments of both advice poems are

reflected in a letter Bunina wrote to her relative as she was very ill and reflecting on her life.

It never occurred to me that a person, especially a woman, should not strive for anything
other than the fulfillment of their own responsibilities. | knew well that it is necessary to
restrain oneself when our unrestraint could harm someone close to us; | did not cause

anyone harm and did not even know how to be malicious. With this, I thought to fulfill
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all my responsibilities. At the same time | fell from one abyss, into another, from one

disaster to another.3%

The first advice poem echoes Bunina’s memories of how she lived — without harming
anyone and being kind. The problem with her worldview, looking back, was that she never
considered that a woman should not step outside her social boundaries. She faced many
difficulties in life and Bunina attributed them to her wish of becoming a professional poet and
straying from her responsibilities, alluding to marriage and motherhood. However, Wendy
Rosslyn speculates that Bunina’s illness caused her to shift her perspective from being rebellious
against the standard norms of society to being submissive to God, and by extension society.
Bunina believed her illness was punishment for her life: “In ‘A Sick Woman's May Walk’”
Bunina speaks of illness as divine retribution, and it would have been understandable had she
internalised the condemnation of unconventional women and projected it into self-punishment.
Her brother described her illness as the sacrifice she had to make for the fame which she had
earned as a writer and thought of her suffering as the result of her struggle with herself.”3%
Therefore, Bunina’s advice to her niece to be submissive and obey authority probably stems

directly from her belief that she suffered for her unconventional lifestyle.

Along with her ideas on kindness and obedience, Bunina also provides the reader with
the idea that women are not perfect. The writer follows her contemporaries with the image of the

ideal woman, one whose main qualities rest in her submission to society, meekness, and

304 “Mue HuKOra He IPUXOIUIO B TOJIOBY, YTO YEIOBEK, B 0COOCHHOCTH YKEHIIMHA, HE JOJKHBI CTPEMUTHLC HU K
4YeMy HHOMY, KpPOME UCIIOJIHEHHSI CBOMX 00sI3aHHOCTEH. S1 3Hama TBEp/I0, YTO HAIUICKUT 00y3ABIBATE CeOs TaM, TJe
HEO0Y3IaHHOCTh HAllla MOXET OBPEIUTh OJIMKHEMY; HUKOMY HE BpEIWIa U axke He xenana 31a. Cum s gymaina
HCTIOJTHUTH BCE CBOM 00s3aHHOCTH. MexX Iy TeM Iajana u3 0e3HbI B 0€3/1HY, BBEprajiach U3 HallacTH B HAIMACTh.”
(qtd. in Mordovtsev, Russkie zhenshchiny, 55).

305 Rosslyn, Anna Bunina, 251.
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suppression of any rebellious notions like independence and passion. However, she also subverts
the image of the ideal woman because she shows that a woman must learn to become this ideal,
instead of naturally having these qualities. Philosophers and other intellectuals in the
Sentimentalist and later Romantic periods presented the image of women as naturally “perfect,”
at least by their definition, and women who strayed from that ideal were considered strange and

almost unnatural.

Bunina’s advice instead shows that women must actively suppress qualities within
themselves in order to please those in power around them. Even though she disregarded social
norms in her personal life, her works are not rebellious in theme, although, some early hints of
feminism in the form of strong women briefly arise in some poems. Bunina refined this in such
poems as “To the Departure of Imperial Russian Forces” [Ha BoicTymenue Poccuiicko-

UMITepaToOpcKuX Boiick] written in 1806.

Benpsinyn ot kpaTkus ApeMoTHI,
Hcyanpe 3aBucTH - paznop,

1 aJICKH poOyast paboThlI,
barposelii ycTpeMuiI K HUM B30p.
EnBa B3ryisiHyN yK 411 TUTAET,
EnBa ctynui yx 3710 TBOPHT;

Kax xuniasIiit 3Bepb, 100BIY alIKaeT,
Kak xuniHsliil 38epb, BCET1a HE CHIT.
Ero HekTap: pyubu KpoBaBbl,
Tpamne3a: ropectu u CTOH;

N3 6encrBa uepmas 3a0aBhl,

Ha tpynax ocHoBaJ1 CBOM TPOH .
Tot Mur noruOmMM B KU3HU YUCITUT,
Kotopslit 6e3 3710/1e#cTB npoTek:
KuBy nu 51..? THpaH cell MBICIINT,
Korna cie3 HOBBIX HE U3BIIEK.
BricTpee minams npoTekaer,

Emy momo6HO Bce nmanur;

Crosnuel B nenes Npespaacr,
HckycTB, Xy10KECTB HE 1A UT.
VYnanu 37aHUEB TPOMa/Ibl;
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He BugHo B xpamax anrapei;
Iloracnm Temible JamMITaibl,
Bo3sxxennsie Lapro napei.

Ho Turp HechIT... U B JyMbl MpauHbl
Caupeny ayury norpysui,

CBou KpoBaBbl B30Pbl, AJTYHBI

Ha tuxwuii ceBep oOpaTu.

CKJI0HACH MOJT NPOYHBIN MUT bennoHsl,
He cinbiima 6yps BHYTpH U BHE,
[Ipuemiiss KpOTKUE 3aKOHBI,

Benu xu3Hb pOCCHI B THIIIMHE.

Hayxwu ayxple c3p1Baiy;

B uckycTBax, B 3HaHUSX 1[BETIH;
CornacHble CTUXH ClIaraiu;

O Guiare BHyTpEeHHEM OJIIOJIH.

[Tomuac B 3a6aBbI TOTPYKAIUCH,

W3 yamm nuiam 30JI0TOM;

Ho 3Byku TpyOHBIE pazganuce,

Pocc BHsIB - BOCCTa)l — U BCSIK TE€POM.
Bcesik )K13HB CBOIO HUYEM CUMTAET,
Nner oreuecTBy CIIyKUTB;

OnuH K IpyromMy BOCKIIUIIAET:

«He XuTb - UITb )KU3Hb LIEHOU KYIUTb.
Harr naBp: HekoneOUMOCTh TpOHa,
becMmeprtre: 3a Poccuto macts;

[{uToM OBITH UCTUHHBI, 3aKOHA,
Tupancky 00ecCUIINTD BIACTb.

Hu npyx0sb1, HU pOACTBA COIO3HI,

Hu naxe miamenna mo00Bb

Ha xpalpsix He CKpEIISIOT y3bI;
CeMelCTBY B3/I0X - OTUA3HE KPOBBY.

31ech Herou ciaagkoi BOCKOPMJIEHHOM:
PockomiHbIs GOpPTYHEI IpYT,
3a0bIB 0 OJ1arax Bcel BCEJICHHOM,
UTo 0OH OTellb, YTO CHIH CYNPYT,

K =M cepiie 3aTBopsi: «s1 BOWH,
[Togpyre crpacTHOM TOBOPHUT,

ToT »ku3HM, cHacThs HETOCTOMH.
Kto o0 cebe eqmHOM MHUT.

Xo4y moAmnopoit ObITH AEPIKaBHI,
Xouy Bparam yxaceH ObITb;

Xouy cobpaB Tpodeu ClIaBbl,

K Horam MoHapxa IoJI0KHTb.
Korna » — cpaxkeH Bpara pykoro,



[ToxBaJIbHBIN MOJTYy4Yy KOHEI,
Moii cbIH HE OyJIET CHPOTOIO,
YMpy - MOHapX eMy oTeL.
Cro xu3He dydmie Obl xKenana
Cymnpyra 3a Hero oTnaTh,

Cro pa3 cama 0 0XOTHO nana,
UT00 KaXK/IbIi pa3 ero cracarTh:
Ho 6nary o6memy BHUMaS,
Tocky cBOIO yMeeT CKPBITH,

W uyBcTBa noiarom nodexas,
Hu naxe ciie3 He cMeeT UTb.

31ech MyK, COrOCHHBIH LIETbIM BEKOM,
Ha mocox 00mermucs, Ipoxur,
ITouTtn npecraB ObITH YETIOBEKOM,

K Poccun peBHOCTBIO TOPUT.

Benom cbIHOB CBOMX ChIHAMM,

K HuM npoctupaer tuxui riac:
«/py3ps! Moii rpod oTBEpCTH CyIb0aMH,
Ho s Bo306HOBIIOCS B Bac...
Caepinre cTapLeBbl HaIEKIbL;
Knsuurecs naps no6uTs;

CroKOITHO 3aTBOPIO S BEXKBL,
KrnsiHuTecs - nacTh, Uik, MOOEIUTHY.
VYMosk... B3op Tyckibiit oOpariaer

K noanope BeTxux AHEN CBOUX:
«KunstHemes, - KaXIblil BOCKJIMLAET,-
He MeIcouTs 0 cebe, caMux;

Ciy’XKuTb OTE€4ECTBY HEIKUBO,
JIt000Bb K 11apI0 XPaHUTH B CEPALIAX».—
Kak yrpo Maiickoe kpacuBo

[Ipu nepBbIX COTHEUHBIX JTydax;

Kak roHbIE JpEeBECHBI JI03bI

[IpusATHBI CBEXKECTHIO JTUCTOB,

Nnp xak mosrypacuBeTIIH PO3bI
baucraroT nocpenn KycToB:

Tak roHOImM Kpacoii GincTany,

B INannagua obnekmmch Hapsi,
Caepxkaroliiell BOMHCKOM CTaIu
Caertsiee ObUT UX SCHBIN B3TJISA.

3apro JEeT IUIEMOM IPUKPHIBas,

Bun mysxecTBa Jinny naror,

B nocnennu crapua io0bi3as,
becrpernerno Ha OpaHb TEKYT.

O cMmepTh! B3IIIIHU, CKOJIb CAHOBUTHI...
B3risiHu Ha MITafoCTh, UX, Kpacy,
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Ha ux pyMmsiHbIE JIaHUTHI,
B3rinsinu - 1 yxinonu xocy!

Tam pyku K OJMKHUM MPOCTUPACT
[TokpbITHIN 3HAKaAMU TEPO,
Crynun — u cep/ilie He Aep3acT
J11s1 MAJTBIX OMTBCS 10T 3BE3I0U. —
A Tam... HO BC€ JIb JIeJIa T€PONCKHU
CoiHOB Poccun ucumncisars?

I'e kxpoTOCTh cOOMpaeT BOKCKH,
Tam HeT xenaHbst U3MEHSATb.

Kaxk karum ObICTpBIX BOJI B MaJIEHbU
OnHoO paBATCS BOJIHOM:

Tak THICSIIN B COCIMHEHBHI

OnHOMO 4yBCTBYIOT AYLIOM.

Kak ObICTpBIif BOJOIIA]] CTPEMUTCS,
UTo BCTpETUT, UCTPEOIISET BMUT,
Haiing onnor, niyMuT — KpyTUTCH,
Omnora HET — U OH YTHX...

Taxk pocc, B 1y1ie HeyCTpalIUMBbIH,
3pUT aJICKOU TUAPHI ATUHBIHN 3€B!
JleTuT K Bpary — HO a1 00T MHUMBIH,
Y B arHua NpeTBOPUJICS JIEB.

Momnapx! nouTo CKyAenbHbI CUIIBI
Ectp 0011as yeH HeXHBIX 4acTh?
ITo4yro, cTyns Ha Kpail MOTUJIBL,

51 He Mory J100€3HBIX CIAcTh?
CriHoB Poccun npocinasisito,

Nx sxpebuii 6;1arom, cuacTbeM uTy,
B tebe mobpotsl 060xkaro,
JIylIeBHBIX Ka4eCTB KpacoTy,

U HE MOT'Y LIEHOO KU3HU
Maneimmx 1noib3 TBOUX KyIHTh,
U006, *KepTBys OO0 OTUM3HE,
Nnp macTe - WM cyacTIMBOM OBITH!

Startled from its short slumber
The spawn of envy — discord,
Arousing hellish works

It turned to them its crimson gaze.

No sooner than it looks — it already feeds poison,
No sooner than it steps — it already does evil;

Like a predator, it craves a prey,
Like a predator, it is never sated.
Its nectar — bloody streams,
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Its feast — sorrows and moaning.

Drawing fun from suffering,

It founded its throne on corpses.

In life he counts that moment wasted
Which passed without villainy:

“Do I live?..” - this tyrant thinks,

When it does not elicit new tears.

The flame flows faster,

It burns everything it likes;

Turns capitals to ash,

It does not spare arts and artistry.

The masses of buildings have fallen,

One cannot see the altars in temples;

The warm icon lamps have been extinguished,
That were burning for the Tsar of Tsars.
But the tiger is not sated... and he plunged
His fierce soul into thought,

His bloody, avaricious gaze

He turned to the peaceful north.

Bending under the sturdy shield of Bellona,
Not hearing the gales inside and out,
Accepting meek laws,

The Russians led lives in peace.

They gathered foreign knowledge;

In arts, in scholarship they flourished;
They composed concordant verses;
Preserved internal good.

At times they dove into fun,

Drank from golden goblets;

But the sounds of trumpets resounded,

The Russian heard — arose — and everyone is heroes.

Everyone considers their life nothing,
Goes to serve the fatherland;

One exclaims to another:

“Not to live — or to buy life for a price.
Our laurel: the steadfastness of the throne,
Immortality: to fall for Russia;

To be the shield of truth, law,

To weaken tyrannical power.

Not friendship, not family unions,

Not even ardent love

Fasten chains on the valiant;

A sigh for the family — blood of the motherland.”

Here, fed by sweet delight:
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The friend of splendid fortune,

Forgetting about the good of the entire universe,
That he is a father, son, husband,

Closing his heart to them: “I am a soldier,
He tells his passionate friend,

He is unworthy of life, happiness,

Who thinks solely about himself.

| want to be the support of the state,

| want to be terrifying to enemies;

| want to gather the trophies of glory,

And place them at the feet of the monarch.
When — slain by the hand of the enemy,

| will receive a commendable end,

My son will not be an orphan,

| will die — the monarch will be his father.”
The wife wishes she could

Give a hundred lives for his,

One hundred times she would gladly fall
To save him every time:

But heeding the common good,

She knows how to conceal her anguish,
And conquering her feelings for duty,

She dares not shed a single tear.

Here is a husband, bent by a whole lifetime,
Clinging to a staff, he wavers,

Almost no longer a person,

He burns with jealousy for Russia.

Led by the sons of his sons,

He raises his quiet voice to them:

“My friends! My coffin is opened by fates,
But I will be revived in you...

Carry out the hopes of an old man;

Swear to love the tsar;

I will calmly close my eyelids,

Swear — to fall, or to win.”

He fell silent... his dim gaze he turns

To the pillars of his ancient days:

“We swear, - each exclaims, -

We do not think of ourselves;

To serve the fatherland faithfully,

To preserve love for the tsar in our hearts.”-
As a May morning is beautiful

In the first few rays of sun;

As the young vines of trees are

Pleasant with the freshness of leaves,



Or how half blooming roses

Shine among the bushes:

Is how the youth shined with beauty
Wearing the attire of a Paladin,
Brighter than martial steel

Their clear gaze flashed.

Concealing with helmets the dawn of their years,
They give their face a look of courage,
Kissing the elder for the last time,
Unwaveringly they move to the fight.
O death! Look, how distinguished...
Look at their youth, their beauty,

At their rosy cheeks,

Look — and turn away the scythe!

There the hero covered in sigils

Extends his hands to his relations,

He stepped forward — and his heart does not dare
To beat under the star for his loved ones. —

And there... but should I list

All the heroic deeds of Sons of Russia?

Where meekness gathers armies,

There is no wish to betray.

As the drops of fast waters falling

Are driven in a single wave:

That is how thousands united

Feel as a single soul.

As the fast waterfall rushes,

Whatever it finds, it destroys in an instant,
Finding a barrier, whirrs — spins,

There is no barrier — and it quiets...

That is how the Russian, fearless in his soul,
Views the avaricious maws of the hellish hydra:
He rushes to his enemies — but the false god fell,
And the lion turned into a lamb.

Monarch! Why are weak powers

The common lot of tender women?

Why, stepping to the edge of the grave,

I cannot save my loved ones?

| glorify the sons of Russia,

Their fate | consider a reward, happiness,

| adore your goodness,

The beauty of the qualities of your soul,
And cannot buy even the smallest
Usefulness to you with the price of my life,
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So that, sacrificing myself for the nation,
I’1l either fall — or be happy!3®

The poem refers to the War of the Fourth Coalition, in which Russia fought alongside
Prussia, Great Britain, and other states against the Napoleon-led Confederation of the Rhine.3’
Bunina’s poem evokes glory, nationalism, pride, and strength. The allegory of discord coming to
ruin Russian peace has classical themes, elevating the grandeur of the work. Along with the
imagery, Bunina adopts the style of an ode for the poem to both eternalize the monarch’s
achievements and glorify Russia. Wendy Rosslyn rightfully indicates that this poem “reverses
conventional masculine and feminine roles” because the older man cannot fight and must stay at
home while “his wife is credited with heroism and a sense of duty.”® In this powerful address to
the monarch and armies, Bunina inserts women and gives them a voice. Instead of depicting
women as wives, daughters, and mothers waiting for their loved ones to return, Bunina chooses
to depict them as wishing to fight instead of the men. The wife wishes she could fight and
sacrifice herself for the men going to battle but knows her duty consists of staying behind. The
tension between duty and feelings implies that if women were allowed, they would willingly
become soldiers. In addition, the wife holds back tears in a rather masculine manner, opposing
the stereotypical weeping wife theme in epic poems. Bunina places emphasis on the last stanza
of the poem, during which she questions the monarch as to why women are allotted weaker
powers. Had she addressed God in this stanza, it would imply that women are naturally weaker
and have no place in battle. Bunina, however, speaks to the monarch, meaning that women are in

their weaker position socially and not naturally.

308 Bunina, Neopytnaia muza, 77-80.
307 1bid., 493.
308 Rosslyn, Anna Bunina, 107.
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Bunina has a large collection of poems, but she rarely features womanhood in her works.
A few poems though, most significantly “To the Departure of Imperial Russian Forces,” provide
a few hints to her feelings. While Bunina suggests that women should obey society and be
obedient, she also shows that a woman must learn traits such as submissiveness and meekness,
implying that these are not natural traits. Bunina also passionately questions why women do not
have opportunity to sacrifice themselves to save the men, the ultimate masculine duty. She never
directly states that women want to physically battle enemy forces, but says she wishes women
could do more than hold back their tears and wait. These early poems confirm that even in 1806

women were already questioning their opportunities.

Nadezhda Teplova

In the decades between Anna Bunina’s poems in 1810s and Nadezhda Teplova’s poems
in the 1830s, it became increasingly acceptable for women to come forth with poetry as the men
began turning to prose. Despite the historico-cultural changes Teplova rarely addresses social
issues in her poems, just like Anna Bunina. Rather, she turns to the internal world of a female
poet and provides very intimate and emotional poems that often feature feelings of sadness for
life and the hope of a better world after death. Some of her works, like “Sacrifice” [2XKeptsa]

written in 1832 specifically allude to life’s limitations and constraints.

[IpocTuTe BBI, HAIEKABI U KEITAHDS,
Meurtsl 1100BH U IIECHH BCE MOH!
Co MHO#1 OJTHO CBSITOE€ YIOBaHbE, —
be3ykopu3HEHHBIE THU.
[IpocTruTe BBI, BOCTOPTH BIIOXHOBEHBS,
Xu3Hb nepenetHasi, nmpoctu!
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Ho Oyner Bek B ay1ie Moel BECTH

K mpekxpacHoMy OGaroroBeHse.
[IpocTtu u T, 0 CHACTUHU MEUYTaHbE!
BunosHast 06 HeM TOCKa,
N Gynp Tenepp, Kak Mo3AHEE MpeaHbe,
Omna oT cepaua gaieka.

MHe siBcTBeHHO cka3aio [IpoBuieHbe,

Yo KepTBOU TAKKOH, pOKOBOH,

3anedaryieTb MOTY s IPUMUPEHBE

C 3emiero, HeOOM U c000ii!

Farewell, you hopes and wishes,
Dreams of love and all of my songs!
There is only one holy hope for me, —
Irreproachable days.

Farewell, you raptures of inspiration,

Transitory life, farewell!

But in my soul, for a lifetime,

Reverence for the beautiful will flourish.
Farewell you too, oh wish of happiness!
The yearning for it is guilty,

And now, let it become like a late bygone tale,
Far away from the heart.

Providence told me clearly,

That as a burdensome, fateful sacrifice,

I can seal my reconciliation

With the earth, heavens, and myself!3%

Whether Teplova specifically addresses her own feelings in the poem, or whether she
created a distinct narrator unhappy with the world, this poem is one of many that captures such
powerful negative emotions. The narrator must sacrifice her hopes, wishes, dreams, and
inspiration — a particularly tough moment for a poet. She must also give up her wish of
happiness, which the narrator emphasizes by separating it from the other concepts. The only clue
to the reasoning behind such sacrifices is the narrator’s declaration that “Providence”

[[TpoBunenne] deemed such a life for her. The woman in the poem is not meant to be happy,

30% Teplova, Stikhotvoreniia, 30.
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have dreams, or live a fulfilled life the way she wishes; she must “reconcile” [mpumupurs] with

the earthly world and sacrifice the elevated and poetic.

Teplova was very concerned about the message of this poem and argued against the
proposed changes created by her editor, Mikhail Maksimovich (1804-1873). “Regarding
‘Sacrifice’ I do not know how to say this to you. Your edits are good for versification, but they
distort my thoughts,” Teplova wrote.'? In order to explain her main idea, Teplova clarified “I
especially call it sin to wish for happiness and to prefer it over sacrifice, when this very
happiness is connected with the loss of a better bliss; however, I do not know how to express
this: my heart, my feelings speak for me.””®!! Teplova first tries to defend her writing and her
message but then retreats from it by referring to her emotions as the main purpose for writing.
Kelly emphasizes that critics responded well to women “whose poetry can be seen as ‘feelings
set down on paper,”” which may explain Teplova’s reasoning for her insistence on the poem
coming from her heart.32 While the letter focuses on a broad dichotomy between happiness and
sacrifice, the poem points specifically to the need for letting go of the elements connected to
poetry — songs, inspirations, dreams. The published poem’s message rests more on the idea of

sacrifice of the poetic and inspirational to be compliant to fate.

Regardless of what motivated Teplova to write the poem, “Sacrifice” conveys a strong

message but does not provide a clear reason for the poet’s struggles. On the other hand, a poem

310 “O «)KepTBe» s HC 3HAr0, Kak BaM CKa3aThb. HeperaBKI/I Balliyu XOpOolH AJid CTUXOCIO0KCHUA, HO UBMCHAIOT MOU
mbicau” (qtd. in Vatsuro, “Zhizhn’ i poeziia,” 26).

sl “B 0c00eHHOCTH I HAa3bIBAIO BUHOIO JKEJIATh CUACTUSA U MMpeaAnoYuUTaThb €ro CaMoImoKEPTBOBAHNUIO, KOI'//Ia CaMOC
3TO CYACTHE COTPSIKEHO C YTPATOIO JIYUIIETO 6JIara; BIPOYEM, S HE 3HAI0, KaK 3TO BHIPA3HUTh: MOE CEPIILE, MOH
4yBCTBOBaHUs roBopAT 3a MeHs” (Qtd. in Vatsuro, “Zhizhn’ i poeziia,” 26).

312 Kelly, A History, 43.
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like “Earthly Happiness” [3emHoe cuacThbe], written in 1831 provides more context to Teplova’s

message.

He roBopu: 31ech cuactbe ecThb,

To Oyxaer 10b, TO OYIET JIECTh

[TpUBBIYMBIM MHEHUSIM BCEJICHHOM,

Toime X0101HOH 1 HaJIMCHHOM;

He rosopu: 31ech ectb NOKOMH,

He otpaBnsemslit ToCcKOH,

WNnu 6e3uyBCTBEHHOCTBIO CKYYHOM.

JIaBHO 5 K )KU3HU PaBHOIYIITHA

W He noknoHHULIA CYET.

Her, cuacTbs B Mmupe 3TOM Het!

O, CKOJILKO IUIaMEHHBIX JKeJIaHUHI

I'oput B 10BEpUYUBBIX cepalax;

Ho B 3Ty >XM3Hb OJWH JIUIIb [IIar—

U ckonbko cnes, ckopoeit, crpaganuii!

Wnu TomuThCs cyxaeHa

Jy1ia HECHOCHOM yCTOTOIO,

U TonpKO TPYCTHOIO MEUTOIO

[ToliMeT, mOYyBCTBYET OHa,

B uewm eii oTkazaHo cyan060t0!

U sT0 )u3HUIO 30BYT?

Mup 5T0 cyacTbeM Ha3bIBACT?
BEITH MOXET, MHOTHE, KTO 3HAET,
Ce0s cuacTIMBBIMU HAWAYT;

Ho ux BocTOpru, Haciaax1eHbsI —
Wnu meuTa, uib 3a01myKIeHbE,
Wnu 6nectsamuii mycTouBerT!

Her! cuacThs B MHpe 3TOM HET.

Do not say: there is happiness here,

That would be a lie, that will be flattery

To the habitual opinions of the universe,

To the cold and pretentious crowd;

Do not say: there is peace here,

That is not poisoned by yearning,

Or by apathetic boredom.

| have long been indifferent to life

And | am not a fan of commotion.

No, there is no happiness in this world!

Oh, how many fiery desires

Burn in trusting hearts;

But take only a single step into this world—
And how many tears, sorrows, and suffering!
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Or is the soul destined to
Languish with intolerable emptiness,
And only through a sad dream
Will it understand, feel,
What fate has denied it!
And this is what is called life?
Is this what the world calls happiness?

Maybe, who knows, many

Will find themselves happy;

But their raptures, pleasures —

Avre either a dream or a misconception,

Or a glittering barren flower!

No! there is no happiness in this world.31

Teplova’s poem emphasizes to the reader that earth has no happiness and the people who

think it does are confused or just influenced by their wishful thinking. She once again includes
the concept of “fate denying” [oTka3ano cyan00t0] the narrator some aspect of a happier life.
Part of the reason behind the assertions that earth has no happiness is due to the suffering and
sorrow people face, almost from their first day of life. The soul of the person has gotten so used
to the suffering that they do not even know what they were denied in life, at least according to
the narrator. This ties into the broader idea that people do not understand true happiness and
peace, and they do not know how they were fated to live. Teplova seems to suggest that people
lose their true sense of purpose when they live on earth, implying that in another world they
might truly be happy. The ones who create the image of happiness are the “cold and pretentious
crowd” [xosnoaHas u HagmeHHas Toimna], most likely referring to society, who dictates how
people should live. “Earthly Happiness™ only briefly mentions society but the negative context

with which Teplova mentioned it clearly indicates discontent and the division between cold and

dull society and people who yearn for another life.

313 Teplova, Stikhotvoreniia, 56.
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Anger and disappointment with society continues to play a large role in Teplova’s “To
the Beauty” [K kpacaswuie], written in 1831 and featuring concrete frustrations with the status
quo.

O, He ropAKCh CBOEH CUACTIIMBOIO CyAb00IO,

Hu nypriypom aHUT, HU 30JI0TOM KyApeH,

Hu ronaro nuna OecTsinei 0eau3HoIo,

Hu yronueHnHoro yoopkoro cBoeii!

B3armnsiHu, kak COHMBI 3Be3]1 Ha HEO yracaror.

Kak ObIcTpast BoJIHAa CTPEMUTCS 3a BOJIHOM,

Kak cBexxue 1BeThI IBETYT U YBAJAIOT,

Kaxk pagocts 1 11000Bb yXOAATH YE€PEHAOM.

U 6neck TBOMX JaHUT, ¥ B30PH TBOM MOTYCKHEET,

W roHas TBOS yBSIHET KpacorTa,
besMmbiciieHHOl TONNbI BHUMaHbE OXJIaJgeeT
U cyerHbIX 3a0aB U3MEHUT Yepea.

Oh, do not be proud of your happy fate,

Nor of the purple of your cheeks, not the gold of your curls
Nor the shining whiteness of your young face,

Nor your delicate attire!

Look, how the host of stars in the sky die away.

How a quick wave rushes after another wave,

How fresh flowers bloom and decay,

How joy and love leave in a procession.

And the gleam of your cheeks and your gaze will dim,

And your youthful beauty will wither,
The attention of the senseless crowd will grow cold
And the row of vain amusements will change.3'

The poem presents a unique message spoken directly to a young woman, someone at the
height of her youth and popularity in society. Teplova gives a discouraging warning and advice
to her imagined recipient. Reminiscent of Bunina’s advice to her niece, Teplova’s main advice is

not to be proud of beauty and youth, because with time it will all fade. Unlike Bunina, Teplova

does not offer the reader an alternative, such as to value inner beauty. The narrator does

314 1bid., 48.
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emphasize the “senseless crowd” [06e3mbicnienHas Tonma] that only cares about “vain
amusements” [cyeTHble 3a0aBbi] and acting as a cruel and apathetic judge of beauty and
popularity. The young woman, according to the poem, simply provides amusement for the crowd
until her beauty fades, at which time all attention will turn away from her. “To the Beauty”
echoes “Earthly Happiness” with the reiteration that the crowd, or society, is cold, as well as

pretentious and senseless. The poor young woman is simply its toy, and eventual victim.

To judge by her letters, it is apparent that Teplova was very concerned about the message
of her poems and its clarity for the reader. Unlike other poets in the nineteenth century, Teplova
never used a pseudonym or a male persona, so the voice of her poems is distinctly female.
Multiple poems reference how society harms women, how women must sacrifice their
inspirations and poetic gifts, and that fate is responsible for unhappiness. Along with fate,
however, some works such as “Earthly Happiness” and “To the Beauty,” provide more concrete
examples of society causing harm to women and turning away from those it previously deemed
worthy of attention. According to Teplova, the life that she knows provides no joy or comfort for
women, who have to give up their hopes, dreams, and happiness, and serve as entertainment for

the disdainful crowd.

Evdokiia Rostopchina3®®

Like Teplova, Evdokiia Rostopchina imbued her works with strong emotions and often feelings

of resentment with the position in society into which she, and other women, had been placed.

315 In each chapter Elena Gan will be typically discussed before Rostopchina but Gan’s story, “Society’s
Judgement,” is a piece of prose published after Rostopchina’s poems, thus linking it better to Karolina Pavlova’s
prose that will be examined immediately after the discussion of Gan’s story.
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She often presented a powerful first-person narrator, leaving many contemporaries to assume she
directly referenced herself and explicitly wrote her own thoughts. Whether Rostopchina’s “I”
presents herself, or a more general presence, the poems feature a female speaker, and they often
feature mundane aspects of life. In this context, the tone and topic create an intimate and genuine
atmosphere depicting a woman’s life and its common problems. Using the poems as reflections,
Rostopchina’s works also provide information on how women felt about their mundane lives,
including the tasks designated specifically for women, such as childrearing. Because of these
poems Rostopchina gained the reputation of being too preoccupied with high society themes, and
thus unworthy of serious scholarly attention as recently as the 1960s.3'® However, these poems
provide extremely insightful and realistic representations of a woman’s feelings, not just a
poet’s. Through some of her more introspective poems, Rostopchina’s genuine emotions and
ideas come through, such as in “Three Stages of Life” [Tpu mopst xwu3nu] written in 1835.

bbuta nmopa: BO MHE TPEBOKHOE BOITHEHBE, -

Kak nepen miiameHeM B BOJIKaHE Iyl TITyXOu,

Kurmeno neHb 1 HOUb; 51 BCsl ObLIA CTpEMIIEHBE. ..

S BTopmiia cyip0e yiabIOKo# U ce30i.

VY aen TaMHCTBEHHBIN MHE YTO-TO ITPEIBEIAIIO;

51 Bostto 3amMbIciiaM, IPOCTOP MeUTaM 3Baja...

51 Bce BBICOKOE IO TIOHUMAJa,

Bcemy npekpacHoMy 1uiatuia 1aHb JII00BH, -
XKuna s cepoyem B oHbl 1HU!

ITorom GbLna mopa,- 1 cBeTa 0JIeCK JTyKaBbIii

CBo€ro MULIYpOIl MOW B30p OKOJIIOBAJ:

bai,- uckycurens Halll,- YapyroLen OTpaBou

[IpenbcTun MeHs, 3aBleK, BECbh YM MO 00asiI.

[Iupsl ¥ npa3IHUKH, aIMa3bl U HAPSABL,

["0J10BOKpPY>KHBII BalbC BIIOJHE BJIA/IEIA MHOM;

51 ynuBanacst poCKOIIHOU CyeTOM;

51 BIOXHOBEHb JTyY TylIuia 0e3 Momia bl

Jlns1 cBeTa OAlIbHBIX CBEY... s JKCHIIMHOM ObLIA,-
Twecnasvem XESHCKUM 5 Kuia!

316 Greene, Reinventing Romantic Poetry, 97.



Ho tpetus nopa teneps MHE HACTYIUJIA,-

Ho nemon cyeTsl U3 cep/ilia u3KeHeH,

Ho cBernas meura [1o33un cmenuna

TiecnaBbsi TOPAOTrO ONACHO-CIAAKUI COH.

Bockpeciio, 0110 cBsITOE BIOXHOBEHbE! ..

Jpiiry cBoOoIHEE; TyM HAPCTBEHHBIN MOJIET

Butaet B HeOecax,- u 60xuii Mmup Oeper

Cebe B MUHYTHOE, HO IMTOJIHOE BJIAJICHBE;

He cepauem - ronoBoii, HE B rpe3ax - HasBy,
S mwicauro Teneps xuBy!

There was a time: within me a restless stirring, -
Like dull hum in a volcano before the flame,

It surged night and day: I was wholly ambition...
| responded to fate with a smile and a tear.
Something foretold me a mysterious destiny;

[ summoned freedom to my plans, expanse to my dreams...

Everything lofty | understood with my soul,
To everything wonderful | paid a tribute of love,
I lived with my heart in those days!

Then there was a time,- and the cunning glitter of society

Bewitched my gaze with its tinsel:

The ball,- our tempter,- with a captivating poison

Seduced me, enticed, enchanted my mind completely.

Feasts and parties, diamonds and costumes,

The head-spinning waltz wholly captured me;

| reveled in the luxuriant commotion;

| extinguished the beam of inspiration without mercy

For the light of the ballroom candles... I was a woman,-
I lived in a woman’s vanity!

But the third stage has now begun for me,-

But the demon of commotion was exorcised,

But the bright vision of Poetry replaced

The dangerously sweet dream of proud vanity.
Holy inspiration was resurrected, revived!..

| breathe more freely; the regal flight of meditations
Lingers in the heavens,- and God’s world takes

It to itself in a momentary, but complete control;

Not with the heart — but the head, not in daydreams — but in waking hours,

I now live with the mind! 37

317 Evdokiia Rostopchina, Sochineniia E P Rostopchinoi s ee portretom (St. Petersburg: Tipografiia I. N.

Skorokhodova, 1890), 27.
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Rostopchina’s narrator divides her life into three parts, ones she identifies with the heart,
vanity, and the mind. In the first stage, one probably associated with youth, the narrator has not
only hopes and dreams for the future but actively participates in voicing what she wishes. She
uses words like “ambition” [cTtpemienue], “responded” [Bropuia], and “called” [3Bana], in order
to show just how strongly at this point in time she wants destiny to provide her with “freedom”
[Bomsa] and “expanse” [mpoctop]. Rostopchina provides a unique look at a woman who lives with
her heart, as expected of women, but wishes for aspects of life not usually associated with
women or marriage. The second stage of her life, most likely after the narrator entered high
society, is a time of luxury and feasts, all ruled by vanity. This is the time the narrator most
associates with being a woman, strongly exclaiming “I am a woman” [s »enmuual. The narrator
uses words like “bewitch” [okonmoBats], “seduce” [mpenbcTuTh ], “entice” [3aBieun], and alludes
to the ball as the serpent of Eden, tempting victims away from innocence. Most significantly,
society tempts the narrator away from beams of inspiration. In the third stage, God and higher
power have allowed the narrator to replace society’s commotion and vanity with poetry and the
poetic gift. Rostopchina emphasizes the mind as more important than the body and even the
heart.

This poem provides important insight into the lives of women and the life of a poet. In
the first section, the narrator yearns for freedom and expanse, believing a mysterious destiny
awaits her. The narrator expresses wanting more than society allows women, who should only
yearn for love, marriage, and children, so she stands apart from her peers. In the second portion,
the narrator merges society with the seduction of frivolity and luxury. In order to be like the rest
of her contemporaries, the narrator ignores her internal yearnings for a different life, in this

instance “inspiration” [BmoxHoBenue]. This line indicates that the two spheres, society and



poetry, are incongruous as one must be suppressed for the other. The last portion of the poem
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continues the idea of society contending with a higher calling. The narrator explains that she has

returned to a state of inspiration, which brings her closer to the heavens and God. In order to get

to such a state, she had to stand apart from society once again, purging herself of vanity and the

commotion of society. In “Three Stages of Life” the narrator presents the life of a woman who

wanted more than society provided, but allowed herself to be entrapped by its charms, and then

returned to a place outside of ballrooms, and in a larger sense society.

The themes presented in “Three Stages of Life” are also crucial to the 1839 poem

“Temptation” [UckyrieHue].

JIBeHaauath ObET, IBCHAILATH ObET!..

O, 6anoB yac OJIeCTAIUH, -
Kak He3zameTeH TBOU puxoa
Cpenu npupoab! crsiei!

Kaxk 31ech, B 0€3,110IHOM THIIIHMHE,

B cBeTnuie 0e3MATEKHOM,
TsI Ipo3ByYas IPOTSKHO MHE,
be33wiBHO, Oe3HaAEKHO!

BrIBaso, TOIpKO THI IPOOBEIIb,
51 B IOJIHOM YTIOCHBH,

W TBI MHE paOCTHO HECELb
Bce cBera 0007b11IeHbBS.
Terepbs HaXOAUIIH THI MEHS

3a KHHUTOi1, 32 pabOTOA...
JIByX JIFOJIEK MIOPOX CJIBIILY 5
C ynbIOKOiIf 1 3a060TOH.

U cBeren, caaaok MO MOKOMH,
M moma MHe He TecHO...

Ho Tb1 cMyTHIT yM ci1abbIit MOt
TpeBororo 6e3BeCcTHOI;

Ho Tb1 BHE3aTHO 0KUBUII

Mowu BOCITOMHHAHBS,

B GezymHOM cepiie mpoOy it
be3yMHbIe kenaHbs!

W mMHe npeacTaBUiIOCh: TENEph TAHIIYIOT TaM,



Ha nanpHeilt pogune, HaBeK U30paHHOW MHOIO...

Pucyrorcs B Tonne Hapsapl HAIUX Jam,

WX TKaHM JIETKHE C OTACIKOHN IET0ILCKOIO;
Spueit HacTIeICTBEHHBIX AIMa30B TaM OJIECTST
I'maza 6eccueTHble, BECEIbEM Pa3rOPEBIIUCE;

OnepenyB BecHyY, 10 BpeEMs pa30TrpeBIIUCH,
TaM cBexue UBETHI CBOM CBHIIUIIOT apoOMar...
KpacaBuiiel neTsT, KpacaBullbl HOPXAkoOT,
Nx Banibewl JIannepa u LTpayca yBiekaroT
HeononmMoro urpuBoCThIO CBOEH. ..

W Bce mymHee Oain, 1 TaHIbI BCE KUBEM !

N mue Bce uynurces!.. Ho, ax! B onHOM MeuTaHbe!

Mens Tam HeT! MeHS Tam Her!
U moxeT ObITh, MOE CYIIECTBOBAHbBE
JlaBHO 3a0bLI OecIaMsATHBIN cei cBeT!
B ToT uac, korga MeHs BOJIHYET HCKYIIICHBE,
Korna k yTpadeHHbIM yTexaMm s CTPEMITIOCH,
S cepameM MHUTEBHBIM O0IOCH, -
UTto BCSKOE O MHE YMOJIKIIO COXKAJICHBE. ..
Uro ecnu OBI TETIEph MEX HUX MPECTANa 5,
Onu cipocuiniu Ob1, MUHYTHBIE IPY3bS:
"KTo 3T0 HOBOE siBIIeHBE?"

O, mycTh COKPOIOTCSI HABEK MOU MEYTHI,

Moe npucTpacTue u K O0LIECTBY U K CBETY

Ot Bac, rOHUTEIN HEBUHHOM CyeThl!
Heymonumsle, Bbl KEHIIUHE-TIOATY

Benute MbICINIO U BIIOXHOBEHBEM JKUTh,
’KuBy10 MOJIOIOCTB JIMIIb NIECHSAM ITOCBSTUT,
Ot Bcex O6mucTaTeNbHBIX UTPYILIEK OTKA3aThCA,
Bcem HaM BpokJIeHHOE HAIMEHHO UCTPEOUTD,

OT pe3BBIX IPUXOTEN pa3TyMbeM OIPaKIaThCS.

Bawm, cynpu ctporue, BaM HEJJOCTYIIEH OH,
PeGsiueckuii BocTopr Ha Mpa3JHUKaX Becesbix!
Br1 He nolimeTe Hac, - Balll yM npeayOex/ieH,

Bam YM MMPUBBIK KOCHETH B MBIIIJICHUAX TAXCEJIBIX.

Urto6 obasiHHE cpellb CBETa HAXOAUTh,

BEITE Hago KEHITUHOM Wb FOHOIIEH OECIIEYHBIM,

BCCCHOpHO CJICAOBATh BJICUCHUSAM CCPACYHLIM,

He MyapcTBoBaTh BOTIIE, paayITHBIA CMEX JTHOOUTS...

A 1, g )KCHIIMHA BO BCEM 3HAUYCHBE CJIOBA,

BceM xeHCKMM CKIIOHHOCTSAM IIOKOpHA s BIIOJIHE,

51 TONBKO XKEHILKMHA, - TOPAUTHCS TEM I'OTOBA,
S1 6ai mro0uro!.. oTmaiite Oansl Mue!
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Midnight is ringing, midnight is ringing!..
Oh, glittering hour of balls, -

How imperceptible is your arrival
Amidst the sleeping nature!

How here, in the deserted silence,

In the tranquil parlor,

You sounded drawlingly to me,

mutely, hopelessly!

There was a time, as soon as you rang,
I was in complete raptures,
And you joyously brought me

All the enticements of society.

Now you find me

With a book, with work...

| hear the rustle of two cribs

With a smile and care.

And my peace is bright, sweet

And | do not feel confined at home...
But you disturbed my weak mind
With your unknown alarm;

But you suddenly revived

My memories,

In my senseless heart you awakened
Senseless wishes!

And | imagined: now they are dancing there,

In my distant homeland, forever chosen by me...

The outfits of our women are appearing in the crowd,
Their light fabrics with dandy trimmings;

Shining brighter than inherited diamonds,

Are the countless eyes, flaming up with merriment;

Ahead of spring, warmed before their time,

Fresh flowers are pouring their aroma there...
Beauties are flying, beauties are fluttering,

The waltzes of Lanner and Strauss draw them on
With their irresistible playfulness...

And the ball is getting louder, the dancing livelier!

| am imagining everything!.. But oh! In reverie alone!
| am not there! | am not there!
And maybe, this forgetful society,
Has long forgotten my existence!
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In that hour, when temptation troubles me,
When | strive for lost diversions,
With a worrisome heart | am afraid, -
That all the sympathy for me has fallen silent...
That if | appeared among them now,
They would have asked, the fleeting friends:
"Who is this new apparition?"

Oh, let my dreams be concealed forever,

My relish for society and the beau monde,

From you, the persecutors of innocent commotion!
Unappeasable, you order a woman-poet,

To live with the mind and inspiration,

To dedicate a lively youth solely to songs,

To reject all glittering toys,

To destroy arrogantly that which is the innate to all of us,
To guard ourselves with thought against lively whimsy.
To you, stern judges, childish delight,

At merry holidays is inaccessible!

You do not understand us, - your mind is prejudiced,
Your mind is used to wallowing in deep thoughts.

In order to find the charm in society,

One needs to be a woman or a carefree youth,
Unquestionably following desires of the heart,

Not to overintellectualize in vain, to love hearty laughter...

And I, I am a woman in all definitions of the word,
| am completely obedient to all womanly inclinations;
| am only a woman, - | am ready to be proud of that,

| love balls!.. give me back the balls!38
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According to Diana Greene, many critics were scandalized by the poem and its apparent

frivolity and immorality.3*® Most of the criticism centers on the narrator as a bad mother, as she

fantasizes about dancing and balls, but the poem offers a very dynamic look at a woman’s

feelings. She looks on to her children fondly and comments on the sweetness of peace away from

society. She cannot help, however, thinking wistfully about a time when she attended balls and

parties. The scholar Stephanie Sandler says this poem “ironically observes that being a woman

renders one helpless before this silly passion for the ball,” but the poem uses the image of a

318 |bid., 52.
31% Greene, Reinventing Romantic Poetry, 107.
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woman yearning for the ballroom to discuss a larger issue in society.>?° Rostopchina directly
criticizes people representing general society, who dictate how she should spend her time and try
to constrain a woman. They order a woman-poet [;xenmuna-moat] to dedicate her life to her craft
and reject everything innate, which according to the narrator means rejecting joy and frivolity. It
seems that as soon as a woman receives another title, such as poet or even mother, then the
woman has to take on the new identity and lose the previous one. According to the poem, and the
contemporary criticism it received, someone like the narrator and Rostopchina can be a poet or a
woman, or a mother and a woman, but she cannot be both. The last lines of the poem, the
constant repetition of the phrase “I am a woman” [ skenmunal in association with attending
balls and enjoying herself, is the narrator’s attempt to reclaim her title as a woman without
concern over the additional roles of mother and poet.

“Temptation,” like “Three Stages of Life,” shows the limitations and the constraints of
being a woman, but the poem “Revenge” [Mects], written in 1836, goes further and directly
attacks society.

Ectb 31as CTPacCTh, CCTb YYBCTBO MMPOKJIATOC...
Bce 3eMHOpOHOE UM CTpaXieT U OOJIUT;
Nwm cepaue y mroaent Tpenemer peTuBoe,
WM 6e3ciioBecHBIX KPOBb I'yOUTENBHO KUIUTH,
Henyr, emy Bo ucuenenne

Yy:xast CKopOb U TOKH Clie3 UyKHUX;
Fna;[ HeHaCLITHMLIﬁ, B TCP3aHbLC KCPTB CBOUX,
B npencMepTHONM MyKe MX OH HIIET YTOJICHbS.
Ot naamunx AHTeIOoB Ta CTpacCTb HACIICACTBO CCTh,
Ta crpacte, — el umsa Mecmo!
MecTb uyeTr 3MEH, KaK HEHAPOKOM

Hactynut nyTHHK Ha Hero, -

" CMCPTb U3 Kajla CBOCTO

BoH3uT 6e3ne4HoMy ynpeKkom
B nbumu nossymuii Bpar ero.

320 stephanie Sandler, “Pleasure, Danger, and the Dance: Nineteenth-Century Russian Variations,” Russia — Women
— Culture (Bloomington: Indiana University Press, 1996), 251.
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B rpyau MoxHaTOM JIBBUIIBI CMEJION
bymyer mects, — U niepen Hel
Jp0o>XuT mpunuier] OToponeblid,
Tpomoii 3abpenmmii ommycrenoi

K yoexwunry ee gereil.

V nIBBUIIBI KOTTH, KOT'TH 3JIBIE,

Y nbBUIBI 3y0, KaK M€Y CTAILHOM, -
U BoT, OCTHUIM TIOA TPaBOi1

I'ycToit KpoBU Clie bl )KUBBIE. ..
[Tpumnien morud B TN JIECHOM.

Koraa nosryieHHOI MeCTbIO

Mutsa Utanuu ropur,

OH Bech BpaXk/a... OH JOPOXKUT
CBoell BpaKJOH... IyIION U YECThIO
OH c Hero cBsI3aH, C HEIO CIIUT.

Kunxan B pyke ero cBepkaer,
Kunrkanom Opeaut oH BO CHE...

OH B BpaXbI0 IpyAb yAap BO TbME
OnuH, — HO METKU, — HaIlpaBJIsieT, -
KuBymum MeHblIe Ha 3emie!

ChiHy Ha0OEroB U XMIIEHUH,
UYepkecy, MECTh YK BPOK/ICHA;
Emy KopaHckux noBeneHu,
Emy DneMckux ynoeHuit
Muieii, 3aMaHUYMBEN OHA.

Kons, kpacaBuiy u 31ato

Ha mamky npomeHsieTs oH:
Hemannslii rHeB eMy BOXKaTbIH,
Emy comyTHuk 3ByK Oyinara,
OH nenty kpoBH 00peueH!

B ymenbsx rop, B crenu 6e30pexHOM,
CkuTasich TEHbIO JIEHb U HOYb,
N3coxHET B 3100€ OH MATEKHOM,
[Toka Bpary Oyyat HaJEKHBII

C muted rosoBbl He COPOCHUT MPOYb!

Bce mctut!.. Ho sxeHmmune Oe3riacHoi, 0e30pyKHOM,
YeM el Bo31aTh 00UIaM KJIEBETHI?..

Uro nenars JKEHIMHE, KOr1a, KyMUP HE HYKHBIU. -
Pa3BeHuaHHbII KyMup 3a0BIBUNBON MEUTHI, -



OHa ¢ MoAHOXHSI MTHOBEHHBIX MTOKJIOHEHUHN
N3menoii ceepkena?.. Korna, 6e3 coxaneHui,
Ciienoi 10cajior0 HUYTOKHOU CYEThI
Omna Bapyr OpolieHa Ha CyJl XMEJIbHBIX CY>KJIECHUH,
Ha cMex si3BuTEBHBIN 0€31yIITHON OCTPOTHI?
UTO MOXKET JKEHILMHA, KOT/Ia U3 YCT MOpPOKa
XyJa HeuucTas €l u31aJId [IAIUT?
Henpasay nep3kyto oHa U 00IUYNT?
Ona-np YHM3UTCS J10 MOILIOrO yrpeka?..
Hert! coBecth 3a Hee! Ona Be3ze, Bceraa,
Bepha camoii cebe, criokoitHa u ropjal..
[TycTp Ha 31m0peune B HEW cep/lle HETOAYET,
[Tycts nyiry et u3MeHa OMPayuT:
Jyx MuinocTu e cepaue yBpauyer,
JyX MyapocTu eil 1yury OCBEXKuUT!
Ona npe3peHbeM Hakasyer, -
Omna 3a06BeHHEM KapaeT U Ka3HUT.

There is an evil passion, there is a cursed feeling...

It causes everything earthborn to suffer and hurt;

It causes the fervent hearts of people to tremble,

It causes the blood of the speechless to fatally boil,

An affliction, its healing lies in someone else’s misery
And the streams of tears of strangers;

An unsated hunger, it seeks satiation in

The torment of its victims, in their antemortem anguish.

That passion is the inheritance from fallen angels,

That passion, — its name is Revenge!

A serpent senses revenge, as accidentally
A traveler steps on him, -

And in the dust his slithering enemy

Will pierce the careless one with reproach
With death from his stinger.

In the furry breast of a brave lioness
Revenge riots, - and in front of her
Trembles a terrified visitor,
Wandering a deserted path

To her children’s sanctuary.

The lioness has claws, sinister claws,
A lioness’s tooth is like a steel sword, -
And so, the live prints of thick blood
Have grown cold in the grass...

The visitor died in the forest thicket.
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When the child of Italy

Burns with midday revenge,

He is wholly enmity... he values

His enmity... with his soul and honor
He is tied to it, fused to it.

His dagger flashes in his hand,

He raves about the dagger in his sleep...
Into the enemy’s breast he directs

A hit in the dark — one — but precise, -
Now there are fewer living on earth!

To the son of raids and lootings,
The Circassian, revenge is inborn;
It is more dear, enticing to him
Than the command of the Quran,
Than the raptures of Eden.

A horse, a beauty, and gold

He will exchange for a sabre:

Merciless wrath is his guide,

His companion is the sound of damask steel,
He is devoted to the task of blood!

In the ravines of the mountains, in the boundless steppe,
Roaming like a shadow night and day,

He will wither in the restless wrath,

Until his reliable damask steel,

Throws an enemy’s head from the shoulders!

Everything takes revenge!.. But for a voiceless, unarmed woman,
How is she to repay the insults of slander?..

What should a woman do, when, a useless idol. -

The broken idol of a forgotten dream, -

From the pedestal of transitory worship she is

Overthrown by betrayal?.. When, without pity,

With the blind vexation of the worthless bustle,

She is suddenly abandoned to the court of drunken judgement,
To the poisonous laughter of soulless wit?

What can a woman do, when from the mouth of sin,

Evil abuse is hissed at her from afar?

Will she expose the insolent falsehood?

Will she degrade herself to vulgar reproach?..

No! Conscience supports her! She is everywhere, always,
True to herself, calm and proud!..
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Let resentment at gossip stay in her heart,
Let betrayal cloud her soul:
The spirit of mercy will heal her heart,
The spirit of wisdom will refresh her soul!
She will punish with her contempt, -
She punishes and castigates with obliviousness.3?

In the poem, Rostopchina first powerfully describes revenge and then different animals
and beings who have the capability to avenge any wrongdoings and insults. According to the
poem, everything on the planet has the potential for revenge, except for a woman. The work
presents women as harmless and innocent beings at the mercy of society. Instead of travelers and
armed men, a woman’s main opponent is gossip and slander, against which she cannot do
anything. Rostopchina uses terms like “poisonous laughter of soulless wit” [cmex s3BUTETBHBIIH
6e3aymHoi octpoThi| and “evil abuse” [HeuncTas xyna] to show the reader the degree of
vileness and cruelty of the treatment women can face, especially when the gossip is false. One of
the more tragic images presented depicts a woman who was initially idealized but then forgotten
by the same people who made her an idol, so the only feeling remaining is uselessness. As she
cannot take her revenge and address the slander, a woman can only stand proud and ignore the
gossip with the steadfast belief in herself and her conscience.

Judging by the message of her works, for Rostopchina to be a woman means to
constantly be at war with expectations of society and her own passions, being constrained by
others and by propriety, and being virtually defenseless in the face of society when it inevitably
turns away from certain women. Society as cold and cruel appears in the poems of Bunina and

Teplova too, but Rostopchina positions these problems not as universal ones but ones unique to

women through her feminine voice and incorporation of themes are most connected to women,

321 Rostopchina, Sochineniia, 36.
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such as ballrooms. The theme of a woman wrongfully being persecuted by society due to her
innocence persists and intensifies in the work of many women, especially that of Elena Gan and

Karolina Pavlova.

Elena Gan

In her 1840 work “Society’s Judgement” [Cyn cBeta] Gan created a narrative that
portrays the many ways in which people in society can destroy a woman through jealousy,
vengeance, and gossip. The story begins with a woman writer who moves to a new provincial
town, where she hears the story of Vlodinskii and reads his manuscript of his past love for a
woman named Zenaida. The story has a narrator that closely mirrors Gan’s own voice because
the first few pages express the narrator’s struggles of being a woman writer and an officer’s wife,
exactly like Gan’s own life. The narrator then describes a friend whom she meets after a long
time, and through whom she learns about a recluse called Vlodinskii; after his death she learns
about his life in the manuscript he left behind. In order to prepare the reader for this text, Gan’s
narrator boldly writes “...I am determined to present to my readers Vlodinskii’s manuscript as a
sketch of the double life of a woman, a picture of a radiant and pure soul, which shone in the
opinion of people, in that treacherous mirror, which, like the kiss of Judas, flatters us to our face
but prepares persecution, shame, and often even death behind our backs” (Andrew 61).322

This statement frames the next part of the story, which is presented as Vlodinskii’s

manuscript about his life and his greatest regret. Note that Gan instantly shifts the reader’s

322 “g pemaroCh NPEJICTABUTE MOMM YHMTATENSAM PYKOMHCH BJIOIMHCKOTO Kak 0YePK JIBOMHOTO OBITHS JKEHIIMHBI,

KapTUHY CBETJION U YUCTOM JyIIH, TOPIKECTBEHHO CUSIOILEN B CBOEM BHYTPEHHEM MHUPE, U JDKUBOTO OTPAKEHHS €€
B MHEHHUSX JIIOJIEH, B 9TOM NPEAATEILCKOM 3€pKalie, KOTOPOE, KaK Mmoueyid My bl, I5CTS HaM B JIMIIO, TOTOBUT
TOHEHUsI, TI030p M YacTo Jaxe cMepTh 3a miedamu’” (Gan, Polnoe sobranie, 310).
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attention from Vlodinskii himself to the unknown woman, who the reader understands will have
a tragic ending at the hands of other people. Even though Gan points to the woman, whose name
is Zenaida, as the main focus of the story, she does not appear until much later and only through
other people’s eyes, most especially Vlodinskii’s. His manuscript begins with a reflection of his
life before meeting Zenaida, describing his thoughts and feelings about life.
In this hectic life, full of alarms and dissipation... there was never time... to
philosophize, to dissect people and society, to measure their mores against their theories
contained within the great truths, of which there are so many in the intellectual world, -
and as few followers of them in reality. In my head and in my heart there was nothing
definite, nothing original... I walked blindfolded; I acted without thinking through a
single one of my actions; | thought privately and in public without ever sorting out why
things were one way and not another. ...I thought being ready to fight a friend, and even
kill him because of a trivial misunderstanding to be proof of knightly courage and
nobility. I hardly knew women at all but, thanks to the boasting of my comrades and a
few French novels, | had a very unflattering view of them. In my opinion, the male was
the crown of the entire visible chain of creation; | regarded woman as a secondary link in
the chain, a bridge between man and the dumb creatures: she seemed to me a beautiful
flower, but one that did not warrant much attention, which grew for the momentary
distraction of man in his hours of leisure. As far as love was concerned I placed it no

higher than a funny story someone told over champagne... (Andrew 63-64)323

323 “B 910if neATeNBbHOMN, MOJIHOM TPEBOT U pasryJia XHU3HH ... HEKOT/IA ObLI0 (UI0COPCTBOBATH, Pa3oUpaTh JIKJIEH 1

CBET aHATOMUYECKH, MMOBEPSITh UX HPABHI C TEOPUSIMHU BEJIUKUX UCTUH, KOTOPBIX TaK € MHOT'O B MUPE YMCTBEHHOM,
KaK MaJio MMOCJIeI0BaTeleH X B CYIIHOCTU. B ronose Moeii u B cepiie He OBUIO HUYETO ONPEICIICHHOTO,
CaMOOBITHOTO ... Sl €T ¢ 3aBA3aHHBIMU IJIa3aMH; ASHCTBOBAN, HE OTaBas ceOe oT4eTa HU B OTHOM U3 IIOCTYIIKOB
CBOWX; MBICIIWII TIPO ce0s U BCITyX, HUKOTa He pa3dupast, moyeMy Tak, a He nHade. [IpuHuMaI ... rOTOBHOCTD
MTOJIPATECS C IPUATENIEM, JaXke YOUTh €TO U3 IyCTOr0 He0pa3yMeHHs,-- 3a T0Ka3aTeIbCTBO PHIAPCKOil XpabpocTu
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In this initial introduction to Vlodinskii, Gan manages to touch on many ideas regarding
women and society. The narrator conveys that when a person follows society and does not
critically think about their actions, they fall into a pattern of expected behaviors. For example,
Vlodinskii criticizes dueling, one of man’s greatest tests of honor and manhood among his peers,
as pointless harm and potential murder. The discussion continues on to the treatment of women,
placing the two topics on similar levels as wrongs in society. Vlodinskii says he did not know
women but had a negative image of them from novels and stories, which points to the problem of
how the image of a woman overshadows reality. Women, according to the young Vlodinskii,
should be relegated to times of leisure and nothing more. There are the qualities Gan gives
Vlodinskii before what he calls his rebirth and realization that society’s values are nonsensical.
She leaves the reader to assume that most people think this way, even though these behaviors
cause harm, and encourage people to critically think about society’s norms. Gan also
foreshadows Zenaida’s tragic end at the hands of society and of Vlodinskii himself by allowing
Vlodinskii to claim that he was just as wrong about women as he was about the honor and
nobility of dueling. Both beliefs, Gan tells the reader, arise from misplaced values in society.

Vlodinskii’s self-proclaimed transformation begins when he falls ill in Germany during
his time in the military. While he remains bedridden among helpful strangers, he sees the figure
of a woman walking the same path at dusk every day. He creates an image of who she could be
and becomes obsessed with seeing her each night. “I cannot express the extent to which I became

attached to my stranger,” Vlodinskii writes (Andrew 68).32* “I counted the hours of night and

u 6maropoactsa. C KEHIIUHAMY 5 OBLT IIOYTH HE 3HAKOM, HO, O1aroiaps CaMOXBalbCTBY TOBAPHUILEH 1 HECKOIBKUM
(paHIly3cKUM poMaHaM, HMEI O HUX HE BeChbMa BHITOJHOE MOHATHE. My KulHa ObLI, IO MOEMY MHEHHIO, BEHIIOM
BCeil BUAMMOI 11N TBOPEHHUS; KEHILUHY CUMTAN 5 3BEHOM BTOPOCTEIIEHHBIM, IEPEX0I0M OT MYKUUHBI K
CO37aHKAM OECCIOBECHBIM: OHA KA3aIach MHE KPAaCHBBIM, HO HE CTOSAIIMM 0OJIBIION0 BHUMAHMS IIBETKOM,
PacTyIUM 1J11 MUHYTHOTO pa3BJiedeHbs Yel0BeKa B 4achl €ro Jocyros. UTo KacaeTcs J0 JH0OBH, TO s CTABUJI €€ HE
BBILIIE QHEKOTA, pACCKa3aHHOro 3a OokajoM mrammanckoro...” (Gan, Polnoe sobranie, 312-313)

324 “He mory BBICKa3aTh, KaK sl IPUBA3aJICs, IPUCTpacTUiCs K Moeii HesHakomke” (Gan, Polnoe sobranie, 317)
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day from her departure until her return; | waited for her alone; I rejoiced in her, | mentally
welcomed her and caressed her with my eyes; | thought of her and | dreamed of her in my
moments of fitful sleep.”®?® He also says, “I comforted myself with the richness and variety of
my fantasies and, as a result, I came to love the air of mystery which surrounded my stranger, as
if it were a field in which my dreams could play to their heart’s content” (Andrew 68).3%° At a
time when he feels completely alone and broken, Vlodinskii finds solace in his imagination, and
the mysterious woman, unknowingly, becomes the subject of his fantasies. When he finally sees
her face, he initially feels disappointment, “almost disillusioned,” because she is not the great
beauty he imagined her to be, but with time “she seemed more attractive” and he “was ready to
call her a beauty” (Andrew 68-69).327 When reality does not live up to his expectations, his
imagination takes over to transform the ordinary looking woman in front of him into the beauty
he pictured. Upon seeing her face, he feels like he now knows her and knows her soul, which
sparks the desire to meet her.

The details and emotions Gan included when writing about Vlodinskii’s experience
before ever truly getting to know Zenaida contribute to the larger conflict between women and
the images projected upon them. Zenaida did absolutely nothing and did not even know his
name, but Vlodinskii had already imagined who she is, became infatuated with the image, then
learned about her, and promptly became disillusioned. Gan emphasized the war between

expectation and reality when it pertains to women in this moment of the story. This particular

325 “Ot ee yXoJa CHMTal s 4aCbl HOUU U AHA 10 €€ BTOPUIHOI'O IMOABJICHUA; €€ TOJIbKO OKUAaJl, CH0 paJOoBaJICi, €€

HPUBETCTBOBAN MBICIIMIO U JIACKas Ia3aMu; O Hel JyMall, e1o Tpesuil B MUHYThI 6ose3HenHoro cHa.” (Gan, Polnoe
sobranie, 317)

326 “yremancs B CKyJHOCTH HACYLIHOH KM3HH GOTaTCTBOM U IIECTPOTOIM MOMX (haHTA3Mil M IOTOMY MOMIOOMI
TaMHCTBEHHOCTh, KOTOPas OKPYKala HE3HAKOMKY, KaK I0JIe, Tie PUBOJILHO PashirphlBaauch MoU MedThl.” (Gan,
Polnoe sobranie, 317)

327 “jouTtn pazouaposaics,” “oKasangach NpHBIeKaTenbHee,” “HaX0MuI ee IouTH Kpacasuuei” (Gan, Polnoe
sobranie, 317-318)
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image is one of a beautiful mysterious creature meant for love who comes as a solace for the man
in time of need. After Vlodinskii’s acute disappointment when he meets her as Frau Generalin,
the officer’s wife, he only meets with Zenaida regularly with the encouragement of another man.
Over time, “all the fantastic visions were erased” from his memory (Andrew 72).3%

The remedy of overcoming the ideal for the real, Gan suggests, centers on getting to
know the person over time and truly listening to them. “I recognized her as a woman with a
radiant, most wonderful soul, with a high intelligence deepened by study, with a heart that was
pure, innocent and sensitive, which was easily set on fire by all that was noble, great, and
virtuous, in a word, | recognized one of those rare creatures who scatter peace and happiness just
by being there” (Andrew 72).32° Vlodinskii never says what he and Zenaida discussed over the
course of multiple months, just that he felt transformed from within and saw the world in a new
way. At this time he falls in love with Zenaida “loftily and truly,” which allows him to feel
“virtuous and active thoughts” (Andrew 73-74)3% His feelings for Zenaida initially seemed pure
and idealized, but with the arrival of Zenaida’s husband, with whom she has rather cool relations,
Vlodinskii realizes his carnal feelings. Unable to resist himself, Vlodinskii declares his love for
Zenaida, after which she makes him promise her to never seek her out when both return to
Russia.

A year went by before Vlodinskii saw Zenaida again when he is stationed in Lithuania.
He first hears about some terrible woman, and then later learns to his horror that the discussions

center on Zenaida. “Ask anyone you like about her, old or young, man or woman, civilian or

328 <
329 <

(hanTacTHueckue BUICHUS coBepieHHO m3rmaamwiucs” (Gan, Polnoe sobranie, 320)

s y3HAI B HEHl XKEHIUHY C CBETJION, MPeKpacHeHIeil ynoo, ¢ BRICOKUM YMOM, 00OTallleHHBIM TO3HAHUIMH, C
CepALEM YUCTHIM, HEBUHHBIM, YYBCTBUTEIHHBIM, JIETKO BOCIUIAMEHSIOIUMCS KO BCEMY OJIaropoHOMY, BEJTUKOMY U
JI00POIETENBHOMY, CIIOBOM, Y3HAII OJIHO U3 TEX PEAKO BCTPEYAEMBIX CYIIECTB, KOTOPbIE OJHUM MPUOIMKEHHEM
pas3IMBalOT MUp M cuacThe BOKpyr cebs.” (Gan, Polnoe sobranie, 321)

330 “gr1cOKO, MCTHHHO,” “MBICIIL JOOPOETENBHYIO U AeaTensHyIo” (Gan, Polnoe sobranie, 321)
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soldier; everyone will tell you the same thing: she is a coquette, a woman of extremely
ambiguous behavior, puffed up with her own intellect, capricious, proud, self-willed...,”
Vlodinskii’s aunt tells him (Andrew 86).33! When he tries to argue for Zenaida’s purity and
innocence, he is told “this woman is an expert at turning heads of young men with her high
falutin’ talk about her purity, her virtue, about her own grandeur with which she tries to cover
her secret weaknesses” (Andrew 87). Vlodinskii’s aunt imparts the story’s key ideas, speaking as
not only someone a part of society, but one that also feels justified to carry out judgement over
others.
| know women like that, my friend, I know them: it would be pointless to talk to me
about them; I’ve seen many of them in my time. I can't stand women who deliberately go
to great lengths to convince all and sundry that they're not affected by the weaknesses of
their sex, because this very fact proves the opposite; women who want to enjoy
themselves, like other sinners, and at the same time have the reputation of sinlessness, to
pass themselves off as beyond comprehension, whereas they are merely half-baked, who
present themselves as femmes supérieures, creatures of a higher order ... If you really are
a pure woman, virtuous, spotless, then you should love, as was the case in days of old in
Holy Russia, you should love, my dear girl, only your husband and have relations with
him alone, for you have no business at all with these young admirers of incomprehensible
feminine virtue: don't get into sweet talk with them, don't fool around with them ... don't
inflame their imaginations with your spiritual charms because they can't have your bodily

charms: that too is coquetry, and even more dangerous, more immoral than the usual

331 “Cnipocu 0 Heil KOro XOUelllb, CTapbIX ¥ MAJIbIX, My’KYHH M JKEHIIHWH, CTATCKMX U BOEHHBIX; BCE CKAXKYT Tebe
OIHO: OHA KOKCTKA, )XCHIINHA OYCHBb ABYCMBICIICHHOI'O ITOBEACHU A, HAIIBIMICHHAA CBOUM YMOM, ITPUXOTIIMBAs,
ropas, camoBojbHas...” (Gan, Polnoe sobranie, 335).
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kind, which tries, out of vanity, to confuse a chap's peace with the bait of physical beauty.
... This type of coquetry is the surest means of crushing a man for the rest of his life, of
rendering him incapable of any lawful pleasure, of cultivating in him a revulsion for
accessible sources of real, practical happiness. The poor worshipper of invisible spiritual
treasures always exaggerates them in his imagination, he becomes inflamed, exalté, he
grows dissatisfied with all other women and with himself: but if he were allowed to have
a really good look at these treasures then it might transpire that they're not worth a brass
farthing.... Believe me, my friend, there's nothing easier for a married woman with small
intelligence than to play with the treasures of heart and soul, presenting herself as a
matrimonial victim, which immediately arouses compassion, and she never allows these
deeply touched worshippers, out of a false respect for their duties, to formulate a clear
and accurate account of these inner riches, whereas you can, of course, make such a
summary of the physical charms of a woman. And all this coquetry is the customary
weaponry of women whose beauty is already fading or who never had any, like your

Zenaida Petrovna. (Andrew 87-88)3%2

332 “3Hato 51, MOH JIPYT, JKEHIIMH 3TOTO POJIA, 3HAKD: HE TOJIKYH MHE TIPO HAX HAIPACHO; MHOTO BHJIENA S MX B CBOIO

KH3Hb. S TepIEeTh HE MOTY KCHIIIH, KOTOphIe 00yMaHHO MPHHUMAIOT MEPHI K YBEPEHHUIO BCEX M KAXKIIOTO, YTO OHU
9yXKJIbI CTA00CTEH CBOETO TOJIa, IOTOMY YTO OJJHO 3TO JOKA3hIBACT YXKE MPOTHBHOE; KOTOPHIC XOTAT HACIAXKIATHCS
cepieM, ToJo0HO APYTHM TPEITHUIIAM, H BMECTE C TEM CJIBITh 3a O€3TPEIHbIX, BBIIAIOT Ce0sl 32 KEHIINH
HEMIOHATHBIX, MEXKAY TEM KaK OHU TOJIBKO HEAOTICYCHHBIC, TPEACTABIIAIOTCS femmes Superieures, CymecTBaMu
BBICIIEro pa3psija ... Eciu Thl )eHIInHa YucTas, Jo0pojieTesibHast, Oe3rpeliHasi, To 001, Kak UCCTapu BOANIIOCH
Ha cBsATOM Pycwu, mo0u, MaTyImika, OJJHOTO My’Ka ¥ BO3HCH C OJTHUM UM, a C MOJIOJIBIMH 000XKaTeIsIMHA HETIOHATHOM
JKEHCKOU o0poeTenn Tebe HET HUKAKOTO JIefia; He MMyCKaics B claakue 6ecepl ¢ HUMU, He Iypadb UX ... He
BOCIIJIAMEHSH UX BOO6pa)KeHI/I${ AYIEBHBIMU MPEIECTAMU CBOMMH 38 HCUMECHUEM HpeJ’IeCTCﬁ TCJICCHBIX: 3TO TOXE
KOKETCTBO, U €IIl¢ ONacHee, 0e3HPaBCTBCHHEE OOBIKHOBEHHOTO, KOTOPOE CTApaeTCsl CMYIIATh U3 TIIECIIABUS
CIIOKOHMCTBHE YeJIOBEKa IIPUMAHKOIO HAPYKHON KPACOTHL. ... DTOT POl KOKETCTBA -- BEpHEHIIIee CPECTBO YOUTH
MYKYHMHY Ha BCIO KU3Hb, CACTATh €r0 HECIIOCOOHBIM KO BCAKOMY 3aKOHHOMY HACJIAXICHUIO, TOCEIUTh B HEM
OTBpAILICHHUE K JOCTYITHBIM HCTOYHHKAM HACTOSILETO MPAKTHYSCKOTO CUACThs. beHbIi 000KaTeh HE3PUMBIX
COKPOBHII] IyIIU MPEYBEIMINBACT X BCET/Ia B CBOEM BOOOPaXKCHHH, BOCINIAMEHSIETCSI, BIIAJIACT B BOCTOPIKCHHOCTD,
CTaHOBUTCS HEIOBOJIBHBIM BCEMU MPOYNMH JKCHIIIMHAMY U CAMUM COOOI0: a eCiid ObI €My MO3BOJIIIN XOPOIICHEKO
pasrisAeTh STH COKPOBHIIA, TO, MOXKET ObITh, OKA3aJI0Ch ObI, YTO OHH HE CTOST MEIHOM Kome#kw. ... [ToBeps MHe,
MOU JIpyT, [UIs 3aMy>KHEH JKEHIMHBI C HEOOJIBLIMM YMOM HET HHYETO JIerde, Kak Urpath COKPOBHIIAMHE AYIIH U
cepaLa, NPeICTaBISIICh )KEPTBOIO Opaka, 4To ceifyac Bo30ykKIaeT cocTpagaHue, U He MO3BOJIsisl HUKOT[a
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Gan includes much important information in this first part of the aunt’s monologue by
showing the flawed and cruel thoughts behind the average society woman. Her first issue with
women like Zenaida is their seemingly superior mindset, which she says has no basis. According
to Vlodinskii’s aunt, the seeming feeling of superiority comes from their false innocence. The
acceptable women are the ones who accept their own sinful nature and enjoy themselves, without
pretending to be virtuous. The unacceptable women only put forth an image of purity as a form
of coquetry, to gain young men’s attention. This also alludes to the idea of men being incapable
of distinguishing for themselves the true nature of women, as people who are easily manipulated.
Additionally, the aunt briefly mentions the women playing the role of matrimonial victims to
gain sympathy, implying that unhappy women in marriages do not truly exist, but rather it is an
advanced form of coquetry. It appears that for Vlodinskii’s aunt, someone who represents the
average member of high society, women can either accept their sinful nature or pretend to be
virtuous to ensnare men — a truly innocent woman who does not want men’s attention or to
indulge in her sinful nature does not figure into her description of women. The aunt then

proceeds to move away from a generalized category of women to comment on Zenaida herself.

This woman is constantly complaining that she is misunderstood: but what is there to
understand here? A woman, totally capricious, ambitious, vainglorious, a woman who
desires to appear to all and sundry as more excellent than her friends, even above her own
sex; a woman in an unequal struggle with her own passions, who thirsts for pleasure and
artfully knocks over its cup in calculated fright as soon as any of this drink touches her

lips, who uses all her resources to entice any man who stands out from the crowd in any

PacTPOraHHBIM 000KATENAM, U3 TIOIEIBHOTO YBAXKEHHA K CBOUM 00S3aHHOCTAM, TIOJBECTH SICHBIM ¥ BEPHBIN UTOT
9TUM BHYTPEHHMM 0OraTcTBaM, KAKOM, HAIIPUMED, Bl MOKETE MOABECTH HAPYIKHBIM NPEJIECTAM JKEHIIHUHbL. 1
ITAKOE KOKETCTBO -- OOBIKHOBEHHOE OPYIKHE KEHIIUH, KOTOPBIE YIKE EPECTAIOT OBITh KPACABULIAMH MJIH KOTOPBIM
He Jajachk KpacoTa, kak Teoeit 3enause Ietposue.” (Gan, Polnoe sobranie, 335-336)
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way whatsoever: by his intelligence, gifts, fame, looks, status, even craziness, if only she
might appear to herself an unusual woman amidst unusual people and so that everyone
should talk about her. She fools them with her suppressed grandeur, blinds them with
phrases from the book she's just finished reading, makes fools of them with her
inaccessible feelings, forces them to solve the riddle of themselves in transcendental
spheres, inspires them with hope, amuses herself with the spectacle of their strange
rapture, and, when the most recent of them thinks himself close to the goal of all these
male sighs — just look! — she's already heading for the hills and dales with a new book
and a new amateur of understanding incomprehensible women, who, a month later, will
also end up a fool, having been told never to mention her name or seek a meeting with

her... (Andrew 88-89)3%

The aunt’s perception of Zenaida is one the reader can begin to seriously evaluate based
on Vlodinskii’s account of her in Germany and compare to his impressions. The reader remains
unaware of the exact topics of their discussions, but Vlodinskii described Zenaida as possessing
a high intelligence deepened by study. The aunt sees not intelligence, but simply reading of
books in order to blind her male conquests and attract them to her. In Germany, when Vlodinskii

confessed his feelings, Zenaida asked him to forget about her and move on from his passions,

333 “3ra sxeHIuHa GeCIPEPLIBHO JKAIYETCs, YTO OHA HE MOHSATA: Ja YTO TyT M moHuMaTh? JKeHIuHa, NCTIoTHEHHAs
TIPUYYI, Y€CTOIOONBAs, TIIECIaBHAs, JKEJIAIOIIasi BCEM U BCIYECKH Ka3aThCsl MPEBOCXOIHEE CBOUX TOAPYT, JaKe
BBIIIIE CBOETO T10J1a; )KEHIIIMHA B HEPABHOM OOphOE CO CBOMMU CTPACTAMH, KOTOPAsSI KAXKIAET HACIAXKICHUS U
HCKYCHO OTIPOKH/IBIBAET Yallly €r0 B PAaCCUUTAHHOM HCITYTE, JIUIIb TOJIEKO HATUTOK KOCHETCS TY0 ee, KoTopast
BCEMU CPEIICTBAMH IPUMAHHUBACT K ce0e¢ MY>KYHH OTIIMYAFOIIUXCS OT TOJIIBI YeM ObI TO HU OBLIO: YMOM,
JTApOBAaHUSMHU, CIIABOIO, KPACOTO, 3HATHOCTEIO, IaXKe CyMacOpPOJICTBOM, JUIS TOTO YTOOBI CaMOH Ka3aTbCs
HEOOBIKHOBCHHOIO CpPelld HEOOBIKHOBEHHBIX JIFOJICH U 4TOOKI BCe 0 Hel ToBopmiin. OHAa HX MOPOYUT CBOMM
IIOJIABJICHHBIM BEIIMYUEM, OCIICIUIACT (hpa3amMu U3 MOCICAHEH IPOYUTAHHOW KHUTH, TyPAYHT HEIOCATaEMbIMU
YyBCTBaMH, 3aCTABIISICT Pa3rabIBaTh ccOs B 3200 I1a4HBIX IPOCTPAHCTBAX, BHYIIIACT MM HAJIC)KIbI, TCIIUTCS
3pEJNHUIIEM MX CTPAHHOTO BOCTOPra, U KOTJIa MOCIICAHUIN U3 HUX CYUTACT CeOs yiKe OJM3KUM K LEITU BCEX MYKCKHX
B3JI0XOB -- TSB! -- OHA YK€ YAAISETCS B TOPHI M TOJTUHBI C HOBOIO KHUTOO U C HOBBIM OXOTHHKOM IIOHUMATh
HETIOHSATHBIX JKEHIIIMH, KOTOPOTO Yepe3 MECSI] TOKE OCTaBHT B TypakaX, IpHKa3aB eMy HHKOTIa HE YIIOMHHATh €€
HMeHH U He BeTpedathes...” (Gan, Polnoe sobranie, 336-337)
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which presumably was due to her desire to stay virtuous in her marriage. The aunt, however,
compares Zenaida’s rejection of young men, such as Vlodinskii himself, as knocking away the
cup of pleasure as soon as it comes too close to the lips. She calls this an unequal struggle with
her own passions, meaning she wants the love and attention of men, but she does not want to
succumb completely to her whims. All of this, as Vlodinskii’s aunt describes it, underscores
Zenaida’s attempt to stand apart and even above other women. Her actions, at the base of which
lies reading and rejection of male suitors, inflames the hatred of women around her. The aunt’s
last words to Vlodinskii, which form the center of Gan’s ideas, revolve around society’s

judgement of outcasts like Zenaida.

This type of woman does all she can to make people talk about her, and then complains
that people are talking about her! A strange demand! Everyone has the right to talk about
what he sees or hears: and it is surely the business of those who give good cause for
rumors about themselves to make sure that their behavior has nothing in it that is
ambiguous or anything that could be interpreted to their discredit. What need has
society's judgement to get into the business of trying to work out whether someone is
secretly pure when the exterior is not pure? And if such women, in society's judgement,
end up punished from on high for their crimes, then they only have themselves to blame.
But society’ s judgement is rarely mistaken... ... I am society! Zenaida Petrovna has no
rights which would allow her to avoid my supreme judgement, just as | would not seek to
hide from the supreme judgement of Zenaida Petrovna. The matter is decided by the
majority of votes. When a hundred, a thousand such “societies” as I constitute, agree with
my opinion, then our verdict has been arrived at correctly and the wrongdoer must submit

herself to its legitimate power. And, perhaps, my opinion is more moderate and more
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charitable than many other opinions. I base it exclusively on what | have seen, but there

are people who claim that they've seen much more...! (Andrew 89-90)3%*

Vlodinskii’s aunt takes on the role of judge, and in a certain sense executioner, based on
the claims of the majority. The woman feels as if it is a right to judge other people without
needing to have actual evidence and she has a strong conviction that she and the rest of the
judges are always correct. Zenaida already earned mistrust from society when she quoted books
and rejected young men, but her biggest crime, according to society, is a relationship with Prince
Svegorskii. Having heard only a few whispers of gossip, Vlodinskii’s assumptions about
Zenaida’s innocence turn to curiosity, and then to bitter jealousy. Despite his previous promise
not to seek her out, Vlodinskii goes to Zenaida’s home, where he sees Prince Svegorskii and
assumes the worst. “Zenaida’s treachery seemed beyond doubt: everything spoke against her so
obviously, so deafeningly! Society’s judgement was vindicated...” (Andrew 95).3 Vlodinskii
writes about the encounter. Disillusioned with his earlier judgement which was apparently false,
angered by his current disappointment, and fueled by his jealousy, Vlodinskii suggests that he
had a cheap relationship with Zenaida when he throws down a locket with her portrait onto a

table where he was gambling with the Prince and others.

334 “O1a KeHIMHA JEIaeT BCE, YTO TOJIBKO MOKET, 4TO0 0 Heil TOBOPUIM, U TIOTOM KaJIyeTcs, 4To O Heil roBopsrt!
Crtpannoe TpeboBanne! Beskuii nMeeT mpaBo TOBOPUTH O TOM, YTO BUIUT WM CIBIIIUT: a 3TO YK JEJNI0 TeX,
KOTOpPBIE MMOAI0T MOBOJI K MOJIBE O ce0e, cTapaThCsi, YTOOBI B UX MOCTYIKAX HE ObLIO HUYETO ABYCMBICIEHHOTO,
HUYEro TaKoro, 4TO ObI MOTJIO OBITh MEPETOIKOBAHO B AYPHYIO cTopoHy. Cyay cBeTa Kakas HY>KJa BXOIWUTh B
pazoupaTeabCTBO TAWHOW YHCTOTHI, KOTJIa HAPYKHOCTH He yrcTa? M eciiu Takue )KeHITUHBI, TI0 CyIy CBEeTa, OBIBAIOT
HaKa3aHBI CBBIIIE CBOUX MPECTYIUICHUH, TO CAaMH OHH BUHOBATHI B 3TOM. Ho cyn cBera peiko ommbaercs. ... S --
ToT e cBeT! 3eHanna [leTpoBHA HE UMEET HUKAKOTO TpaBa YKIOHITHCS OT MOETO BEPXOBHOIO CyJa, KaK 5 He
YKJIOHSIFOCh OT BEPXOBHOTO cyna 3eHau bl [leTpoBHBL. [leno penraercst 601pIMHCTBOM rojiocoB. Korna cro, Teicsiua
TaKHUX CBETOB, KaK 5, COTJIACHBI B MHEHUU CO MHOIO, TO TIPUTOBOP, HAIIl COCTOSJICS MIPABHIBHO M BUHOBHUIIA JTOJDKHA
ITOJIBEPTHYThCSI €r0 3aKOHHOM cuite. 1, MoXeT ObITh, MOE€ MHEHHUE €IlIe YMEPCHHEE M MUJIOCTUBEE MHOTUX JAPYTHX
MHEHUH. 5l OCHOBBIBAIO €r0 €IUHCTBEHHO HA TOM, UTO CaMa BHUJIEJNA, @ €CTh JIOAH, KOTOPBIE YTBEPKAAIOT, YTO OHU
Bujienu ropasao 6onee...!” (Gan, Polnoe sobranie, 337-338)

335 “Tenephb BepOIOMCTBO 3€HAU IbI KA3aJ10Ch HECOMHEHHBIM: BCE TaK SICHO, TAK IPOMKO CBMJIETEIHCTBOBAJIO POTHB
nee! Cyn cera onpasnaincs...” (Gan, Polnoe sobranie, 338)
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This moment of revenge sparks a duel, during which Vlodinskii Kills the Prince, who
turns out not to be the Prince, but Vsevolod, Zenaida’s brother. Vlodinskii later learns that
Vsevolod looked similar to the Prince and served together with him, which caused society to
often confuse the two. The murder of an innocent brother also caused a chain reaction of
Vsevolod’s and Zenaida’s father dying upon hearing the news of the duel, and then Zenaida
rejecting the world and quickly withering away. By allowing society’s judgement to cause doubt
about someone he claimed to love, Vlodinskii caused the deaths of three innocent people.
Society, however, and even Vlodinskii do not blame themselves for the deaths. Instead, society
quickly forgives Vlodinskii and he writes, “at that time I forgave her everything and loved her
beyond words...” and “I, in the madness of my love, have still hoped to beg, to earn by suffering
a meeting with Zenaida, in order to hear the words of forgiveness from her lips” (Andrew
104).3%¢ Zenaida’s death halts these expectations of a meeting, but her final letter to him gives
Vlodinskii the forgiveness he seeks.

It is important to note that until this point in the story, Zenaida did not have a voice. The
story is told from Vlodinskii’s perspective with his image of her, including his quotes of what
she said to him. Likewise, the events of Zenaida’s life are told exclusively by others and
Vlodinskii himself. The letter provides the only opportunity for Zenaida to finally have a voice
and address her life. In a way, the reader adopts the role of another society member because until
this point the reader also has perceived Zenaida through the words and feelings of others.
Previously in the story Gan provided snippets of Zenaida’s life, showing her to be a truly sad
woman, unhappy in her marriage, but all this was seen through Vlodinskii’s eyes. He

foreshadows the reality of Zenaida’s life when he says: “In her view of life, in all the opinion she

336 “B 1y mopy 5 Bce M3BMHAN eif ¥ IIOOU HeBBIpa3uMo,” “A s B 6e3yMun T00BH elle HaaesyICs BEIMOINTS,
BBICTPAJIaTh CBHIAHKE ¢ 3€HaUI0M, 4TOO YCIBIIIATh ¢I0Ba mpoleHus u3 ycr ee...” (Gan, Polnoe sobranie, 352)
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expressed, one could sense a deep, constant sorrow, which cast a dark shadow on everything
around her.” Vlodinskii also declared: “she liked to laugh, but, these were only flashes of an
innately happy nature, which had been crushed and almost killed by what fate and circumstances
had created for her.” Zenaida wrote her last letter, as she says, to “justify [herself] in the opinion
of the only man who was able to understand [her]” backed by “the desire to leave [her] name
spotless” for at least one person (Andrew 106).3%’

According to Zenaida, her early childhood was heavily influenced by her loving mother,
“a young woman with a trusting, loving heart, a lively and active mind” who “saw goodness in
everyone” and who developed feelings and allowed Zenaida’s intellect to blossom (Andrew
107).338 After her mother’s death when Zenaida was thirteen years of age, Zenaida began
attending lessons with her brother and reading everything she could, instead of learning about the
realities of society. “In our world of marionettes, so vulgar with all its refinements, my mind and
heart matured under the influence of the ideas of the Golden Age,” describes Zenaida (Andrew
108).3% Her upbringing took a turn when her aunt took Zenaida’s wholly inappropriate education
into her own hands. Unlike the warm mother, the aunt was “a society woman, cold, indifferent to
everything, without any definite features in her character, without will, without opinions” for
whom “any thought which had not passed by society’s censorship... seemed a crime” and “every

original sentiment... a mortal sin” (Andrew 108)%¥. Zenaida’s expectations of the goodness in

people, supported by her readings, was crushed under the realities and cruelty people showed,

337 “OHpaBHaTLCﬂ B MHCHHUHU €IMHCTBCHHOI'O YCJIOBECKA, KOTOpLIﬁ yMEJI NOHUMATh MCHS KCJIAHUCM OCTaBUTh UM

Moe He3armsitHauHBIM” (Gan, Polnoe sobranie, 353)

338 “Moutonast KEHIMHA C CEepIIIeM JOBEPYUBBIM, JIFOOSIINM, C YMOM KUBBIM U JISATCIBHBIM” “BO BCEX BUJIENA
oTpaxkeHue coOcTBeHHON 10OpoThr” (Gan, Polnoe sobranie, 354)

339 “B gameM KyKOJbHOM CBETE, TaK IPyOOM €O BCEil €10 yTOHYEHHOCTHIO, MOM YM M CEPALE 3PENIH IO BAUIHHEM
MOHATHIA 30JI0TOTO BeKa; ¢ HUMU co3penu oHu U okperutn” (Gan, Polnoe sobranie, 355)

340 “cperckas, XONOAHAs, KO BCEMY PaBHOYIIHAsA, O3 BCAKOM ONpeeleHHOH YepThl B Xapaktepe, 6e3 Boiu, 6e3
MHeHUs” “Besikasi MBICITb, HE TIPOTHAHHAS CKBO3b IIEH3YPY CBETA ... Ka3ajach el MpecTyIUICHUEM; BCAKOE
caMOOBITHOE YyBCTBO — rpexoM cMmeprenbHbM.” (Gan, Polnoe sobranie, 355)
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especially their need to find evil in the most innocent people. Her wish to be open with her
emotions and find the good in others prompted Zenaida to be an outcast, mocked and belittled
for her beliefs. Gan shows that in society, nothing changes over time and society’s judgement
always plays a major role in the acceptance or denouncement of its members. The reader also
understands that society has a twisted perception of morality because someone who wanted to
love and be loved, like Zenaida, became an outcast for the rest of her life.

Zenaida’s story continues with her marriage to the General. When the General became
Vsevolod’s commanding officer, Zenaida quickly caught his attention and he proposed. Despite
her aunt’s protests, Zenaida rejected the General because she believed love and marriage to be
inseparable. When Vsevolod committed a misdemeanor and faced punishment, the General used
the opportunity to essentially coerce Zenaida into marriage, at which time she accepted.
“Everything which I had held dear since I was a child was mocked by his cold reason; everything
| respected as a sacred thing was represented to me in a wretched and vulgar light,” Zenaida says
of her marriage (Andrew 112).%*! When the same people who had once belittled her begin
treating Zenaida with respect as the General’s wife, she turns her back on society.

| was not, therefore, bound to society by respect, nor by fear of its judgements ... I lived

under the influence of my own self-respect and the example of my mother, while |

considered the opinions of others a mirage which would cool no one, would assuage no
one's thirst, but would deceive only those who look on things from afar, through this false
haze. Never once did a criminal thought defile me, but I did not force myself to strictly
observe generally accepted habits, nor did | put on a mask before the crowd; I neither

chased after its praises, nor feared its denunciations: in a word, in all my feelings and

341 “Bee, yeMy OT JI€TCTBA TIOKJIOHANACH S, OBIIIO OCMESHO €T0 XOJIOAHBIM PACCYAKOM; BCE, YTO YTHIIA KaK CBATOCTb,
NpeACTaBHIM MHE B XaiakoM u nomwiom Buze.” (Gan, Polnoe sobranie, 359)
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actions | took account only of the Supreme Judge and His representative on earth — my

own conscience. (Andrew 112-113)342

Zenaida survives in society by rejecting everyone else and finding comfort in her mind and
intellect, which created a very lonely life filled with sorrow because nobody truly cared to know
her. Her indifference with the opinions of others incited even more hatred from those who “feel
their own defects and they take their neighbor’s every superiority as a personal insult” and “can’t
forgive in another even the shadow of perfection” (Andrew 116)>**. “Woe to any woman ... a
hundred times woe to her if, seduced by her dangerous elevation, she should glance
contemptuously on the crowd which seethes contemptuously at her feet, if she does not share its
games and whims and does not bow her head before its idols,”*** Zenaida says about women in
society. As her last words, Zenaida imparts that “society’s judgement now hangs over both of us:
it has broken me, a weak woman, like a fragile reed; you, oh you, a strong man, created to
struggle with society, with fate, and with the passions of people, it not only justifies you but even

exalts you ... it is a slave of the strong man and destroys only the weak...” (Andrew 121).34

342 “He cBsi3aHHas MOYTEHHEM K 06HICCTBy, HU OOSI3HBIO €0 IIPUT'OBOPOB, A KWJIa B CBETE ... IO/ BIIUSIHUEM

COOCTBEHHOIO yBasKeHHs K ceOe U IprMepa MOeH MaTepH, a JIFOCKUE MHCHHS CYUTANIA MUPAXKEM, KOTOPBIA HUKOTO
He IIPOXJIA/IUT, He YTOJIHUT HUYbEH XKa/Ibl, a 0OMaHET TeX TOJIbKO, KTO CMOTPHT HA IPEAMETHI U3aJd, CKBO3b 9TOT
JOKMBBIN map. HUkoria MeICITs IpecTymHas He OCKBEPHSIAa MEHSI, HO 51 He MPUHYXK/Aajia ceds CTpOro ciesoBaTh
OOIIENPUHATHIM 00BIYasiM, HE MACKUPOBAJIACh TIEpe] TONIMOM, He THAJIACh 3a €€ XBajlaMH, He CTPalIiIach ee
HOpHHaHHﬁ: CJIOBOM, BO BCE€X UYBCTBaX U IMOCTYIKAaX A OTAaBajIa OTYET TOJIbKO BEPXOBHOMY CYyIbC a
MPEICTABUTENIO €ro Ha 3eMite — Moeit coBectn.” (Gan, Polnoe sobranie, 359-360)

343 “gyBCTBYIOT CBOM HEJOCTATKH M BCAKOE IPEBOCXOICTBO OJIMKHETr0 IPHHUMAIOT 33 JIMYHOE OCKOpOieHue” “He
MOTYT POCTHUTH APyroMy u TeHu coepirerctsa’ (Gan, Polnoe sobranie, 363)

34 “T'ope eHIMHE, KOTOPYIO 0OCTOATENLCTBA MM COOCTBEHHAs! HEOTIBITHAS BOJISL BOSHOCAT Ha TLEECTA,
CTOSIIIMI Ha pacilyTHU OEryinx 3a CyeTHOCThIO HapoaoB! ['ope, eciiu Ha Heil OCTAaHOBHUTCS BHUMAaHHE JIFOJIeH, eCin
K HEi OHU O0paTAT CBOE JIETKOMBICIIHE, e¢ H30epyT LEeIbio B30POB U CyKIeHuid. 1 rope, cToKpar rope eii, eciu,
000JIbIIIEHHAs] CBOMM OIIACHBIM BO3BBIILICHHEM, OHA B3TILSIHET IPE3PHUTENIHHO Ha TOJILY, BOJHYIOILYIOCS Y HOT €¢, He
pa3nesuT ¢ Hell Urphl U IPUXOTEH U He MPEKIOHUT roJIoBbI mepes ee Kymupamu!” (Gan, Polnoe sobranie, 364)

345 Cyn cBeta Teneph TArOTEET Ha HAC 0OOMX: MEHS, CIIA0YI0 KEHILUHY, OH COKPYILWII, KaK JIOMKYH TPOCTOYKY; Bac,
0, Bac, CHJIIbHOTO MY>KYHHY, CO3TAHHOTO OOPOTHCS CO CBETOM, C POKOM M CO CTPACTSMH JIFO/ICH, OH HE TOJBKO
OIIPaBJIAET, HO JIaKE BO3BENNYMT ... He GoliTech ero!.. oH pab CHIBHOTO U IyOMT TOJIBKO ciadsix...” (Gan, Polnoe
sobranie, 367)
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Gan explains multiple times that Zenaida faces persecution and judgement because she
has different values and morals than everyone else. She places value in education, God, and
grander ideas of the Golden Age, like humanity, heroic deeds, and sacrifice. Zenaida believes in
what she herself calls “masculine virtues” (Andrew 108).34¢ This means she is not only a person
with differing values, but she is a woman who, from the perspective of her time, has too many
masculine qualities and not enough of the feminine, which according to Vlodinskii’s aunt means
indulging in sin and gossiping about others. Even Zenaida’s death is caused by her unyielding
belief in her own values of refusing to justify herself to others. She calls herself a weak woman
whom society executed, but her actions show her to be a strong woman with virtuous core values
who died on her own terms. Vlodinskii, who turned his back on society and lived the rest of his
life as a mysterious recluse, instead seems to exhibit weaker qualities. Ironically, society judged
him much less harshly for his morally atrocious actions than Zenaida for the false crimes of
which she was accused. In a subtle way, this shows the inherent inequality in society and that
men will always be forgiven much more quickly for the gravest sins than women for the most
baseless rumors.

This can perhaps be attributed to Gan’s own opinions on men and women, which were
still traditionally conservative. Kelly comments that Gan follows “the traditions of sensibility in
making the female characters the index of morality and emotion.”**’ Also, Gan’s female
characters provide a “heroism in adversity”” and show how a woman should develop her inner
world if the conditions of her life, such as marriage or love, are poor. If the external world

torments a woman, she should cultivate her inner talents.*® Zinaida presents such a model, a

346 «“yryakeckmx gobponereneii” (Gan, Polnoe sobranie, 355)
347 Kelly, A History, 113.
348 |bid., 111.
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strong heroine who faced adversity but did not change herself for superficial society. Gan herself
felt very strongly about her heroine. In a letter to the editor of The Reader’s Library Osip
Senkovskii, who often heavily edited her poems, Gan included a heartfelt plea not to modify the
heroine. “If you do not like something in her, — set her aside, throw her in the fireplace, but do
not force my Zinaida to be different, other than how my imagination created her. You can laugh,
but it will be painful for me to see her distorted.”3*°

A very important detail in the work is the lack of blame that both the narrator and perhaps
in turn the reader place on the actions of Vlodinskii. The story begins with the end of his life and
the self-induced suffering for his mysterious actions, allowing the reader’s first feelings
associated with him to be sympathy. Also, Vlodinskii’s manuscript features his words of
repentance and regret for his past, long before the reader even discovers what exactly he did.
Also, the narrator depicts how purely Vlodinskii loved Zinaida and how with time other women
made him question his love and start believing in their rumors. In this way, Gan blames the
entirety of society, and not just the actions of individuals. Even Zenaida tells him, “You are
blind, not a criminal; you are only a man like all men: weak and thoughtless rather than evil; you
were distracted by false appearances: may God in heaven and your conscience on earth forgive
you as I forgive you!”3 Vlodinskii’s critical role in Zenaida’s fate only contributed to the forces
already at play against Zinaida’s purity, Gan seems to show. Zenaida’s own forgiveness plays a

critical role in the reader’s emotions and follows Gan’s personal beliefs in God and the church.

349 “He ppaBuTCs BaM 4TO B HEl, — OTJIOKHTE €¢, OPOCTE €€ B KAMHH, HO HE 3aCTaBJIAiTe MO0 3MHAKIy OBITH HHOI,

HEKEITH KaKo co3/1aiio ee Moe BooOpaxenue. CMmelitech, HO MHe 60JIbHO Oy/eT BUIETh ee nepenHadenHo” (gtd.
in Aplin, M. S. Zhukova, 250).

350 “By; criemen, a He IPECTYITHHUK; BbI TOJBKO TAKOM e 4eI0BEK, KaK BCe JTIOIH: Oosee c1abblii 1,
JIETKOMBICJICHHBIH, YeM 3JI0H; BbI YBJICKJIMCH JDKHBOW HAPYKHOCTBIO: Jia MPOCTAT Bac OOT Ha HEOECH U Ballla COBECTh
Ha 3eMJId, Kak s Bac npoimaro!” (Gan, Polnoe sobranie, 353)
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Zenaida does not condemn Vlodinskii or the rest of society, but the reader understands the reality
of society’s cruelty and superficiality.

It is curious that despite the lack of the narrator’s own condemnation in the text,
contemporary critics condemned Vlondinskii and made him the central focus of the story’s ideas.
For example, in his review of Gan’s works in 1843 Belinskii wrote “in the story ‘Society’s
Judgement’ a man is featured, who is capable of love in life and in death, but ultimately who
does not know how to love: a wild lack of trust and animalistic jealously for the woman he loves
entice him to an unreasonable murder and forever ruin the subject of his love. This woman knew
how to love — and for this she died as a victim of the one she loved.”®®* Likewise, Catriona Kelly
says the story “depicts a spirited and independent woman brought down by the paranoiac
jealously of an unstable and self-centered admirer.””3%? While these statements are accurate, they
do not fully convey the ideas of the story. Vlondinskii does not have any jealousy or lack of trust
until society and other women convince him of Zenaida’s alleged faults, something which he
denies multiple times until succumbing to public opinion. It seems that Gan herself places most
of the blame for the murders and Zinaida’s ruin on society. If considering Zenaida the ideal
woman who has the ability to transform a man’s morals, society prevents the transformation.

Looking overall at “Society’s Judgement,” key ideas about womanhood and life emerge
from the story. To be a woman, according to Gan, means to not only be constrained by marriage,
but also to face society’s judgement, which destroys anyone who stands apart from the

prescribed values. Men will never be judged more harshly than women and can be forgiven even

31 “B nosectu «Cy cBeTa» OPEACTaBIEH MyKIHMHA, CIIOCOOHBIH K JII00BU Ha JKU3Hb U HA CMEPTh, HO BCE-TAKU HE
YMCIOIIUH JTFOOUTH: HEAOCTATOK JTOBEPEHHOCTH U IUKasl, 3BEPCKasi PEBHOCTH K JIFOOMMO# KCHIITMHE YBICKAIOT €ro K
0e3yMHOMY YOMICTBY M TyOST HaBCET/Ia IPEMET €ro JIO0BU. A dTa KEHIIMHA yMeJla JIIOOUTh — W 3a TO MOTHOIa
XKepTBOIO TOro, koro ymoduiaa” (Belinskii, Sobranie sochinenii, 254).

32 Kelly, A History, 113.



223

if they caused the deaths of multiple people. A woman, however, can be judged without any
evidence of crimes at all; she can be judged simply for having a seemingly pure soul. Those with
true feelings, passions, education, and purity of heart have no place in society. Perhaps most
significantly, women who believe in traditionally masculine values are considered to feel

themselves above other women, therefore should be punished for their beliefs.

Karolina Pavlova

While Gan’s story focuses on a single example of society wrongfully punishing an
innocent woman, Karolina Pavlova chooses instead to examine male and female relationships
more broadly, as well as women’s constraints in society. As Barbara Heldt remarks, “Pavlova
concerned herself in a primary sense with women’s ‘fate’ — fate in quotation marks to stress the
fact that if her women fail to be agents of their destiny it is not because their nature dooms them
to suffering, but because the actions of men determine their fate.”** Pavlova’s “At the Tea
Table” [3a uaiinsiM cTomom] written in 1859, explicitly touches on ideas regarding gender
inequality but from the perspective of a man who opposes the idea. The story begins with a
conversation about women'’s position in society at a dinner party. At twenty-five, the youngest
and most passionate conversationalist named Bulanin denounces society, finding the position of
women to be indecent. When the host of the dinner tries to change the topic, he continues on to
say “I see no moral reason why a woman should obey her husband and bear his insults; that is

the most painful kind of dependency. Why should they not be equals.”*>* When the others

33 pavlova, A Double Life, xii.
354 Kelly, An Anthology, 30. All subsequent quotations from this text in this chapter will be noted by a parenthetical
reference providing the page number of the quotation.
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disagree with him and say that there can be no such thing as equality because men and women
are too different, Bulanin blames women’s perceived inferiority to men on their upbringing and
education, saying “all the shortcomings of women depend on their upbringing ... we develop
only the most childish proclivities in them, and then most courteously damn them as children”
(Kelly 30)®° This turn in conversation to the upbringing of women allows the previously

opposing Countess to agree with Bulanin and add her own experiences.

You must, surely, admit that the education of women is absurd in the highest degree — no,
it is more than absurd; it seems designed to fly in the face of common sense. One might
suppose that women, or most of them, were brought up by their worst enemies, when the
conduct of those who take care of them is so strange. A woman cannot acquire wealth in
the way a man can, and the law almost entirely deprives her of her patrimony; and so
craving for luxury and the habit of considering wealth a necessary condition for existence
are instilled in her. She cannot propose to a man; so from her very childhood
spinsterhood is held up before her as a shameful misfortune; she is made incapable of
independence, and taught to regard it as something indecent. A frivolous decision can
make her wretched for life; so she must be schooled to frivolity and whim. A single
moment of passion is enough to ruin her irrevocably; knowing that, her guardians foster
in her coquetry and a proclivity for dangerous games, and remove everything that might

direct her toward serious occupations. (Kelly 31-32)3%

“S] He BIKY HPaBCTBEHHOH IIPHYMHBI, IOYEMY JKECHIIMHA JOJDKHA CIIETIO HOBUHOBATHCS, CHOCUTH OOHMJIBI OT MyKa,
caMyo TshKenyro 3aBucumocts? [louemMy Mex Iy HUMHU HeT Hukakoro paBeHnctsa?” (Pavlova, Polnoe sobranie, 338)
355 “Bce HeOCTATKY HKEHIIMH 3aBUCAT OT X BOCIIUTAHMUS, YTO OHE, PH JPYTHXb yCIOBUSX, OBLIN Obl, BEPOSATHO,
ropas/io COBEpILCHHEE MYXUYHMH; HO B HUX Pa3BUBAIOT TOJBKO CaMble IETCKUE HAKIIOHHOCTH, M TIOTOM C BEXJIUBBIM
npe3peHreM HasbiBatoT ux netemu” (Pavlova, Polnoe sobranie, 339).

356 “IpusHaiiTech, YTO BOCIHTAHHUE KEHIIMH HEJIETIO B BHICIIEH CTENEHH, OHO JaXe Oojlee YeM HeJeno, OHO BCe Kak
OyATO HApOYHO WAET HATIEPEKOP 3IPaBOMY CMBICITYy. MOXHO OBI TTOJIaraTh, 9YTO IMOYTH KAXKAAas )KCHIIMHA BOCIIUTaHA
CBOUWM 3JICHIITUM BpParom, Tak CTPAHHO O Hei 3a00TsaTcs. OHa He MOXKET MpUoOpecTr OOraTcTBa, Kak MYy )KUMHA, U
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The quote presents a powerful critique of the inequality of contemporary women,
especially their lack of independence and flawed upbringing. Instead of halting the argument,
these examples fuel it. Aleksei Petrovich, Bulanin’s staunch opponent, views the Countess’s
speech as support for his argument that women are morally weaker than men and their
upbringing shelters them from negative influences. His main idea rests on the concept of men
being morally superior to women. This argument opposed the earlier sentimentalist and romantic
assertions of women’s innate moral superiority. In this case, Bulanin echoes his contemporaries
by stating that even if women are inferior to men morally, they are undoubtedly superior in
feeling and emotion. This important philosophical discussion written by Pavlova in the first few
pages frames the rest of her story. Aleksei Petrovich shares a story, hoping to prove that men are

superior to women even in the realm of feelings.

Aleksei Petrovich’s story revolves around a young, widowed Princess Alina and Trofim
Lukich Khozrevsky, a young man without money or connections who is received at all the best
salons and parties. He appears meek, humble, and simple, while she relies heavily on her
intellect and reason. Society views her as cold and emotionless due to the common perception of
feelings being suppressed by intellect. The Princess decides to take Khozrevsky under her wing
and begins inviting him over to “sit before her like a schoolboy in the presence of his teacher”

(Kelly 41).2%" Instead of seeing him as an autonomous individual, the Princess only saw her own

MTOYTH JIMIIICHA 3aKOHOM HACJIEJICTBA OTIIOBCKATO; BCICJCTBHE T €i BHYIIAIOT MOTPEO ™ HOCTh POCKOIIXA U
MPUBBIYKY CYMTATh OOTaTCTBO HE™ OOXOAMMBIM YCIOBHEM CyIlecTBOBaHus. OHA HE MOKET MPEIOKUTD MYKIMHE
CBOCH PYKH; COO0paxasch C 3TUM, €€ C ACTCTBA MyraloT HE3aMy>KECTBOM, KaK IMOCTBITHOK OCIIOMN, IENIaloT ee
HECIIOCOOHOIO K CAMOCTOSTEIBHOCTH U Y4aT CMOTPETh Ha Hee, KaK Ha Henpriindue. JIerkOMBICIICHHEIH BEIOOD
MOJKET CJIe™ JIaTh €€ HECUYACTHOIO Ha BCIO J)KU3Hb, HAJIO K€ MPUYYaTh K JICTKOMBICICHHOCTH U Kanpu3am. O1H
MHUHYTHAro yBJICYCHUS TOBOJBHO, YTOOBI TOTYOUTH €€ HEBO3BPATHO; 3HAS 3TO, Pa3BHBAIOT B HEW KOKETCTBO U
HAKJIOHHOCTh UIPaTh ONMACHOCTHIO, YIAISIOT BCE, YTO MOIJIO OBl 1aTh €if cepre3noe Hampasienue” (Pavlova, Polnoe
sobranie, 340).

357 “cupen mepen Heil Kak MKONBHUK Tepes yuntenem” (Pavlova, Polnoe sobranie, 35)
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intellect reflected in him as he quietly listened to her lectures. One night, the Princess must
confront her past in the form of a man named Wismer, who takes revenge for her cold behavior
toward him and his friend. In the past, the Princess manipulated and controlled Wismer
emotionally, not allowing him to see his dying mother before her death. Once she grew bored
with Wismer, the Princess turned to his friend, which resulted in a duel between the two men and
Wismer almost killing his best friend. Shaken by this confrontation, she takes the calculated step
to propose to Khozrevsky in order to prove to society that she can marry a man beneath her
status simply for love. As society begins praising Princess Alina for her capability to love and

her romantic nature, Khozrevsky decides to reveal the truth about himself before their marriage.

Khozrevsky’s story provides more powerful examples of high society’s ideas on
superiority and inferiority. Khozrevsky grew up poor in a guberniya [province] as the smartest
boy in his class. He greatly disdained his schoolmates’ ignorance and they, in turn, bullied him
for besting them in school. Facing destitution after school, Khozrevsky received rejection after
rejection for patronage from the fathers of the children he bested in school. It was not until later
that someone pointed out why he would always be rejected — people who feel themselves
superior, most significantly those with money and power, do not like to feel inferior, especially
to those they deem unworthy. Khozrevsky then gives an example of this situation when he
continues to recount his past and tells about gaining the position of a tutor to a Count. The tutor
recently hired to teach the Count’s child wanted to show his intellect in a debate, thereby making
the Count seem inferior. “The Count, like many others, Counts and non-Counts alike, wanted to
employ as a tutor for his son a man without gifts, without character and opinions, without talent
or abilities. The Count wanted to be a Count in an intellectual sense as well as a social sense; he

could not bear the thought that those who surrounded him might be superior, and he felt an
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innate repulsion towards cleverness in others, as some people are repelled by cats or spiders”
(Kelly 67).%°8 Due to this important lesson, Khozrevsky learned to hide his intellect and pretend
to be simple and humble, just so he could gain patronage and those of high society would
welcome him. In response to the heartfelt confession of Khozrevsky actually being smart and

only pretending to be a fool, the Princess rejects Khozrevsky.

Aleksei Petrovich uses this account to show that women do not possess more emotions
than men and that they, too, can be cruel. Even though he does not explicitly state this, his story
also highlights his initial argument about education ruining women. He does include a “truth that
ladies themselves wish to conceal,” that “no one is less inclined to feelings of equality than a
woman” (Kelly 41).%%° This justification, in Aleksei Petrovich’s opinion, provides the reason for
Princess Alina’s rejection. As soon as Princess Alina realized that she is on equal terms with
Khozrevsky, and he could no longer be considered inferior to her, she pushed him away. Princess
Alina herself never has a voice in the story, so her true motivations for rejecting Khozrevsky
remain unclear. It would be plausible to conclude that she rejected him due to his duplicity and
not her own harmed feelings of superiority. The reader understands Aleksei Petrovich’s ideas
very clearly, but Karolina Pavlova’s seem a little more subtle. The last lines of the story most
significantly allude to Pavlova’s personal perspective because the Countess flips the scenario by
asking what would have happened had the woman been in Khozrevsky’s place and the man in

Princess Alina’s.

38 “I"pad, kak MHOrHE Apyrue rpadbl U He Tpadbl, XOTel IPU CBOEM CHIHE HMETh YEI0BEKa Oe3 BCAKOH
JApPOBHUTOCTH, O€3 XapaKTepa U MHCHUsI, 0€3 TalaHTa u criocoOHocTel. ['pad XxoTen ObITH M YMCTBEHHO TpadoM; B
JIIOMISIX, KOTOPBIMU OKPY2KAaJICsI, OH HE MOT BBIHOCUTh HUKAKOTO MPCHMYIIECTBA, OH UMEJ BPOKICHHOE OTBPAIICHHE
OT 4y’KOIr'0 yMa, KaK HHbIe OT Kourek uiu naykos.” (Pavlova, Polnoe sobranie, 408-409).

359 “ycTHHY, KOTOPYIO IaMBI JKENalOT CKPBITh,” “HUKTO MEHBIIIE KEHIUH He CKIOHeH K pasencTtsy” (Pavlova,

Polnoe sobranie, 357)



228

The story can be read in a conventional way, that it provides an example of women acting
cold and calculating, as Alexei Petrovich offers. The gender reversal, | would suggest, holds the
key to understanding Pavlova’s main ideas presented in “At the Tea Table.” The author attributes
traits to Princess Alina that are traditionally associated with men, such as cold, calculating,
logical, and manipulative. The young Khozrevsky displays qualities often associated with
women — meek, humble, and quiet. All his life, he pretends to be someone he is not, an
uneducated fool, in order to gain acceptance from society. The narrator constantly emphasizes
power dynamics in the story, pointing out that people, especially those in power, resent anyone
with superior qualities like intellect and reason. In essence, the story’s main characters can be
viewed as a representation of how women are treated in society, with people in power

constraining women’s abilities in order to keep them inferior.

Diana Greene raises this argument as well in her article “Karolina Pavlova’s ‘At the Tea
Table’ and the Politics of Class and Gender,” in which she suggests that the story is Pavlova’s
allegory for the powerful and powerless through reversed genders. Greene also views the story in
terms of class differences, concluding that Pavlova suggests that “lower-class men and upper-
class women suffer in similar ways” through a few examples, one of which is that both the
Princess and Khozrevsky encounter ridicule when they use their intellect, which is apparently
reserved for upper-class men.3%° However, it seems that Pavlova’s main concern primarily rests
on society’s treatment of women and less on class differences due to the argument presented

initially by Bulanin.

360 Djana Greene, "Karolina Pavlova's 'At the Tea Table' and the Politics of Class and Gender,” The Russian Review
53.2, (1994) 278.
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Bulanin’s argument about gender inequality specifically frames the rest of the story
because it explicitly states that women are constrained by various factors, but most significantly
their lack of proper education. When women receive an education, as in the example of Princess
Alina, society condemns them for it, showing others that intelligent women are poor examples of
women. Perhaps both Bulanin and Aleksei Petrovich were wrong in their argument of a woman’s
inherent nature being either good or bad. Instead, Pavlova presents the idea that society itself is
harmful in its projection of what women should be. Pavlova suggests that women are so limited
because those in power like to feel superior and fear the potential of those they deem inferior

becoming their equal. They do not want wives or daughters with gifts, abilities, or independence.

Pavlova’s A Double Life, written between 1844 and 1847, delves deeper into society’s
constraints on women by briefly following the life of a young woman before her marriage. To
preface the ideas and messages in the work, Pavlova begins with a dedication. This dedication
repeats the words “to you” and “you all” to stress her audience, who she calls the slaves of noise
and commotion. These are the Psyches deprived of wings, the silent sisters of her soul. The
work, as she tells them, will give them a glimpse of a sacred life in the midst of their own life of
sinful deceit. The work submerges the reader into the world of high society women, showing
their daily lives and their values, while also commenting on the superficiality and immorality of
the entire system. The plot of A Double Life begins with an eighteen-year-old Cecily and her
mother, Vera Vladimirovna, visiting the mother’s best friend, Valitskaia. For Vera

Vladimirovna, this was a place where Cecily would be safe because “she would not hear a single
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light-minded word or remark.”*®! In just the first few descriptions, Pavlova strongly begins by

criticizing society women.

Madame Valitsky, a very rich woman, a woman extremely stern in all her opinions and
judgments, fully earned the respect of high society, for which neither the future nor the
past exists. Jealously she paid her debt of virtue and morality, all the more so because she
had gotten a bit of a late start. She had not thought much about such a debt for the better
half of her life, but then, having been convinced of its necessity, she - one must do her
justice endeavored with incredible zeal to pay the aforementioned debt and all interest
which had accrued. Most likely there is no person so inexperienced as to be surprised that
Vera Vladimirovna, in spite of her customary chastity and her implacable rules of
conduct, was on friendly terms with Madame Valitsky. Who would think of worrying
about the past youth of a woman who for ages had led the most decorous life and,
moreover, who received the best society, gave magnificent balls and was always ready to
do a favor for her friends? The stern world is sometimes very good - natured: according
to circumstances it looks with such Christian forgiveness upon powerful people, upon
prominent and wealthy women! And besides, in the aristocratic educated world
everything is angled so smoothly, the sharp edges so blunted and each monstrous and
rotten affair called by such decent language that every shameful thing is glossed over in

such fine circumstances, effortlessly and quietly. (Pavlova 12)362

31 pavlova, A Double Life, 11. All subsequent quotations from this text in this chapter will be noted by a
parenthetical reference providing the page number of the quotation.

“HeNb3s ObUTO YCIBIIATH HU €IHHOTO JISTKOMBICIICHHOT'O ClIoBa nik Hameka” (Paviova 239)

362 “BaJ’II/IHKaﬂ, JKCHIIKMHA OYCHb 6OFaTaH, JKCHIIMHA ‘-Ipe3BLI‘IaﬁHO CTporast BO BCEX CBOUX MHCHUAX U CYKACHUSX,
BIIOJIHC 3aCJTy’KMBaJjla YBaXXCHUC CBETCKOI'O O6III€CTBa, JJIL KOTOPOro HET HU 6yI[yIII€FO, HU OpOoLICaUICTO. Ona
PEBHOCTHO IIJIaTHJIa CBOU JOJITr ,I[O6p0£[eTCHI/I 1 HPaBCTBEHHOCTH, TEM 6osee 9yTo IIPUHAJIACH 3a 3TO HECKOJIBKO
MTO37THO, HUMAJIO HE JyMaB O TOJJOOHOM IIaTe B TEYSHHE JTIydIlel TIOJIOBUHBI CBOCH KU3HHU, HO TIOTOM, YOEIIsICh B €€
HEO0OXOIMMOCTH, OHA — HAJI0 €l OTJATh 3Ty CIPABEJINBOCTh — C HEUMOBEPHBIM yCEPIUEM CTapallaCh BHECTH
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In this instance, Pavlova takes a single example of an esteemed woman, in this case
Valitskaia and shows how society views her. Elena Gan described innocent women ostracized
and eventually destroyed for refusing to indulge in sin, while Pavlova features a woman with a
sinful past who is highly respected. Money and connections, according to Pavlova, can erase past
mistakes and Christian forgiveness, in the way society uses the term, can be bought. Already the
story emphasizes the inherent immorality in society, especially its ability to frame events and
people according to its own ideas of morality. Valitskaia’s house for Vera Vladimirovna is safe
and free of anything impure, and one of the first discussions centers on amoral men, leading to
the life lesson that “a virtuous wife can completely reform a flighty husband” (Pavlova 239).3%
Pavlova echoes the popular idea of her contemporaries in the voices of women she portrays

negatively, so her own stance on the falsehood of their ideas is implicitly provided. In this same

conversation, the writer introduces one of the main problems in society.

When Valitskaia comments how Cecily “dances and amuses herself like a ten-year-old,”
Vera Vladimirovna says “Cécile is exactly what I wanted to make of her. Every kind of
daydreaming is foreign to her. I knew how to make reason important to her and she will never
occupy herself with empty infatuations.” To this, Valitskaia replies, “we should always be able
to read into the souls of our daughters, in order to foresee any harmful influences and keep them

safe in all their childlike innocence” (Pavlova 14). “At the Tea Table” addressed what Pavlova

BBIHIeyHOMﬂHyTBIﬁ JOJIT' CO BCEMHU HAKOIMMBIIUMUCA IIPOLICHTAMM. BepOﬂTHO, HCT HUKOI'O JOBOJIBHO HECOIIBITHOTIO,
4TOOBI YAUBUTLCSA TOMY, 4TO Bepa BnaauMupoBHa, HECMOTPS HA CBOIO BCETIAIIHION HEIOPOYHOCTh U HA CBOU
HeyMOIIMMbIE IPaBuIa, OblIA B APYKECKUX CHOIIEHHAX ¢ Banunkoil. KoMy OpuxoautT Ha yM 3a60THTLCS O TOM,
KAaKOBa ObLIIa MPOLIEAIIAS MOJIOOCTh KEHITUHBI, KOTOPas JaBHO BEJET XKH3Hb CAMYIO IIPHCTOMHYIO U CBEPX TOTO
HPUHKEMAET Jydllee 06IIeCcTBO, JAET NPeKpacHble Gallbl U BCETa FOTOBA 0KA3aTh YCIyTy CBOMM JApy3bam? CTporuil
CBET HHOT/A TAaK J0OPOAYILIEH: CMOTPS 110 OOCTOATENLCTBAM -~ OH [JIUT C TAKMM XPUCTUAHCKUM YYBCTBOM
CHMCXO3K/ICHUS HA MIOZei CUIBHBIX, HA KEHIUH 3HATHBIX U 60rathix! Y OpUTOM, B apHCTOKPATHYECKOM,
006pa3oBaHHOM MHUPE BCE YITIOBATOE TaK OTJIAXKEHO, BCe pe3koe Tak nputyruieHo” (Pavlova, Polnoe sobranie, 238).
363 “106pomeTeNpHAs JKeHa MOKET COBEPILICHHO HCIIPABUTH JIerkoMbIicaeHHoro mysxa” (Pavlova, Polnoe sobranie,

239).
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described as an indecent education for women — one that does not provide them with any
opportunities other than dependence — and A Double Life goes further to express the idea that
women are not only constrained, but the perfect daughter is groomed by the mother so as to
preserve the innocence and mentality of a child, thereby becoming the perfect woman and wife.
Throughout the story, Pavlova continues to address Vera Vladimirovna’s childrearing, which

was so lauded by the other women.

Cecily had been educated in the fear of God and society; the Lord's commandments and
the laws of propriety carried equal weight with her. To destroy either even in thought
seemed to her equally impossible and inconceivable. And although, as we have seen,
Vera Vladimirovna greatly respected and loved poetry, she still considered it improper
for a young girl to spend too much of her time on it. She quite justly feared any
development of imagination and inspiration, those eternal enemies of propriety. She
molded the spiritual gifts of her daughter so carefully that Cecily, instead of dreaming of
the Marquis Poza, of Egmont, of Lara and the like, could only dream of a splendid ball, a
new gown, and the outdoor féte on the first of May. Vera Vladimirovna was, as we have
seen, very proud of her daughter's successful upbringing, especially perhaps because it
had been accomplished not without difficulty, since it took time and skill to destroy in her
soul its innate thirst for delight and enthusiasm. Be that as it may, Cecily, prepared for
high society, having memorized all its requirements and statutes, could never commit the
slightest peccadillo, the most barely noticeable fault against them, could never forget
herself for a moment, raise her voice half a tone, jump from a chair, enjoy a conversation
with a man to the point where she might talk to him ten minutes longer than was proper

or look to the right when she was supposed to look to the left. Now, at eighteen, she was
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so used to wearing her mind in a corset that she felt it no more than the silk undergarment
that she took off only at night. She had talents, of course, but measured ones, decorous
ones, les talents de société, as the language of society so aptly calls them. She sang very
nicely and sketched very nicely as well. Poetry, as we have said earlier, was known to her
mostly by hearsay as something wild and incompatible with a respectable life. She knew
that there were even women poets, but this was always presented to her as the most

pitiable, abnormal thing, as a disastrous and dangerous illness. (Pavlova 26-27)3%*

As the perfect mother, not only does Vera Vladimirovna dictate her daughter’s actions,
but she also binds her mind in a “mental corset,” so that Cecily cannot even think freely. In a
blasphemous twist, in Cecily’s upbringing society’s rules are given the same weight as the rules
of religion, meaning that society in essence equates itself to the divine rules of right and wrong.
Instead of the biblical commandments prohibiting certain behaviors, society deems qualities like

imagination, enthusiasm, delight as necessary to be completely eradicated from a young girl’s

364 «“Ilenunus GbLi1a BOCMUTAHA B CTpaxe 60ra U 0OLIECTBA; 3aM0BEIM FOCIOJHH M 3aKOHbI IPMIIMUHS ObLIH

PaBHOBECHBI B €€ NOHATUSAX: HAPYIIUTh, IaX€e MBICJIEHHO, IIEPBBIE WM [OCIEIHIE Ka3aJ0Ch € PABHO HEBO3MOXKHO
1 HeBOOOpasnuMo; a Bepa BiaanmupoBHa, X0Ts, KaK ye JTOKa3aHO, OUeHb YBaXKala M JIFO0HIa 09310, HO BCE-TaKH
CUMTaNa HEMTPUIMYHBIM 11 MOJIOOM JEBYIIKH CIIMIITKOM 3aHUMAaThes €f0. OHa BeChbMa CIPaBeINBO OIacajlach
BCSIKOTO Pa3BUTHs BOOOPaXKEHHA M BIOXHOBEHHS, 3THX BEUHBIX BParos npuindnii. OHa Tak 0CTOPOKHO 0GpasoBaia
JyIIEBHBIE CIIOCOOHOCTH CBOEH j04uepH, uTo Llenuins, BMeCTo TOro 4rod Meurars o Mapkuse [lose, 06 drMouTe, 0
Jlape v ToMy TIOOOHOM, MOTJIA MEYTATH TOIBKO O MPEKPACHOM Oajie, 0 HOBOM HapsIJi€ U O TYJISHbE TIEPBOTO Masl.
Bepa BnaaumupoBHa, Kak y»xe H3BECTHO, OUY€Hb TOPIMIIACH STHUM YAAuHBIM BOCITUTAHUEM; TeM 0oJiee, MOXKET OBITh,
YTO OHO CBEPIIMIIOCH HE 0€3 TPyAa, 9TO, BEPOSTHO, CTOMIJIO BPEMEHU B YMEHBS, YTOOBI HCTPEOUTH B AyIIe
BPOXICHHYIO JKa)K/Ty BOCTOPTa ¥ yBJICYEHUS; HO Kak ObI To HU OB110, Llermns, roroBast U1 BBICIIETO OOIIECTBA,
3aTBep}II/IBH_H/I HaI/ISyCTB BCEC €TI0 Tpe60BaHI/I${ nu yCTaBBI, HUKOTa HE MOTJIa CACJIaTh HpOTI/IB HUX Manef/'IHJero
Hperpemel-mﬂ, He3aMeTHeﬁIHeﬁ OHII/I6KI/I, HH 3 KAKOM cnyqae HC MOTJa 3a6BITBC$[ Ha MI/IHyTy, BO3BBICUTH I'OJIOC HA
MOJITOHA, BCKOYUTB CO CTYJIa, YBIIEUCSA PasrOBOPOM C MYKUMHOM JIO TOTO, YTOOBI Oece0BaTh C HUM Ha JIECAThH
MHHYT JI0JIEe, YEM CIIE0BANIO, HIIM B3MIITHYThH HAMIPABO, KOTJIA JOJKHO OBLIO TIIAAETh HaieBo. U HEIHE OHa,
OCHMHA/IIIATHIIETHSASA, TaK MPHUBBIKIIA K CBOEMY YMCTBEHHOMY KOPCETY, 4TO HE YyBCTBOBaJIA €ro Ha cebe Goee
CBOETO WIEJKOBOTO, KOTOPHIM CHUMAJIA TOJILKO Ha HOYb. Y HEll, pasyMeeTcs, ObLIM U TAIaHThI, HO TaJaHThI
yMepeHHbIe, mpucToiiusie, des talents de société, kak Ha3bIBAET UX BECHMA TOYHO A3BIK MPEUMYIIECTBEHHO
obmecTBenHHbIN. OHA Meia 0YeHb MHJIO, M PUCOBAJIA TAKKE OYeHb MIJIO. 110931, KaK BBIIIE CKa3aHo, OblIa i
n3BECTHA 0OJIEE TIOHACIBIMIKE, KAK YTO-TO AUKOE U HECOBMECTHOE C TIOPANOYHBIM 00pa3om xusHu. OHa 3Hana, 4To
€CTh AK€ M JKEHIIUHBI IIOJTHL; HO TO €i BCeraa ObLIO MPEACTABIAEMO KaK CAMOE KAJIKOE, HEHOPMAJIbHOE
COCTOsIHHE, KaK OefcTBEHHas U onacHas 0onesdb.” (Pavlova, Polnoe sobranie, 248-249)
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mind, so she can essentially become a society shell without an individual soul or her own
thoughts. Likewise, a girl’s interests must coincide with those deemed proper, like sketching and
singing, but they must never become a serious interest. Pavlova herself was a woman poet, so
she adds how other “proper” women saw her, as a pitiable creature who has no place among the

rest of the society’s acceptable people.

Cecily’s whole being was shaped by her mother to be the epitome of a woman, yet her
upbringing leads to disastrous consequences, a clear warning from Pavlova. One of the dangers A

Double Life warns against is men.

It was the same simple story once again, old and forever new! It was true that Dmitry was
captivated with Cecily. The magnetism of others' opinions always had an astonishing
effect on him. Seeing her that evening so dazzling and so surrounded, he could not fail to
be satisfied with her, and far more satisfied with himself. He was one of those weak
creatures who grow drunk on success. At that moment he was no longer merely
calculating: he saw himself placed higher than all the rest by Cecily, higher even than
Prince Victor, the arrogant object of his secret envy; and his head began to turn. Inside
him there started up youth' s wildness and its irresistible burst of passion, as at the height
of battle, when the warrior rushes blindly forward to tear the standard from the enemy
ranks at any cost. This actually resembled love. It was, perhaps, mixed with some
attraction of the heart as well, but this was only that ruthless masculine feeling which, if
the woman inspiring him had committed some awkwardness, had worn some ugly hairdo

or unfashionable hat, could at any moment change into fierce malice. (Pavlova 62)3%°

365 “310 GpINa OIATH Ta JKe MPOCTAs, CTapas U BEYHO HOBAs MOBECTh! JIMUTpHil M B caMOM e IUIeHACs
Ieunnueii. Ha Hero Bcerna yauBUTENbHO ACHCTBOBAT MAarHETU3M Uy>KOro MHEHHS. Bujisg ee B 3TOT Bedyep Takou
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Dmitri first turns his attentions to Cecily when he is told by Valitskaia that Cecily will
inherit a fortune from her aunt. Clearly, the money and what he can do with it attract him much
more than Cecily herself does. Pavlova attributes many emotions to Dmitri, especially arrogance,
envy, conceit, none of which inspire a true feeling of love for Cecily. Pavlova emphasizes the
ephemeral nature of his affections, which she calls a ruthless masculine feeling that can easily
turns to fierce malice as soon as the previously seemingly perfect woman makes even the
smallest mistake. Most significantly, Pavlova calls this a typical story and Dmitri a typical man,
which means most men behave this way and have the potential to destroy women. Likewise,
Dmitri spends his time drinking and losing money in gambling, which others blame on Cecily for

not showing him enough attention.

As Vera Vladimirovna tried to instill, “the wife is guilty for all the husband’s faults. Her
duty is to know how to bind him to her and make him love virtue” (Pavlova 45).%% This sort of
teaching cultivates in the young woman a “naiveté of female egotism” that makes her believe she
not only can change a man, but that she must (Pavlova 56).%¢” Once Cecily and Dmitri are
engaged, Pavlova depicts a scene of debauchery in which Dmitri drinks and parties with his
friends, vowing to them that marriage cannot change him. This aspect, as well as Dmitri’s selfish

attributes and lack of true emotions for Cecily, all show the reader that Cecily will have a

OJIMCTATEeNTbHOM U OKPYXEHHOMW, OH HE MOT He OBITh JOBOJIBHBIM €10 M HE OBITH €Ille Topa3ao A0BoJbHee co0oil. OH
6BIJ'I OIHU U3 TEX HE CUJIBHBIX CYHIECTB, KOTOPBIC IBAHCIOT OT yCII€Xa. B sToT Mur on YK€ HE paCCUUTBIBAJI: OH
BUJICII Ce6${ IIOCTAaBJICHHBIM HCHI/IHI/ICIO BBIIIE BCEX APYTUX, BBIMIC JAXKE KHA3A BI/IKTOpa, CIIECUBOTI'O MPEAMETA €TO
TalfHOM 3aBUCTH, M TOJIOBA €r0 3aKPYXIiIack. B HeM 3aurpaiio OyHCTBO IOHOCTH U HEOJAOJIUMBINA TIOPHIB, TOXOKUI
Ha pasrap 00sl, KOTJa CpaXKaroIuiics ciierno OpocaeTcs BRIPBAaTh 3HAMSI U3 BPAXKbUX PSIOB BO UTO OBI TO HU CTAJIO.
DTO0 NEHCTBUTENHLHO MOXOAMIO Ha TF000BE. MOXKET OBITh, TYT M BMEIIMBAJIOCh HEKOTOPOE CEPIICYHOC BICUCHHE; HO
3TO OBLIO TOJBKO TO MYMKCKOE, 0€3)KaTI0OCTHOE YyBCTBO, KOTOPOE, HO CIYYar0 KaKOoi-HHOY/Ib HEIIOBKOCTH CO
CTOPOHBI )KCHIIMHBI, €T0 BHYMIAIOIICH, [0 MPUIHHE KAKOW-HUOYAb HEKPACUBOW MPUYECKH WM HE MOJTHOM IUISTIBL,
roTOBO 00OpatuThes B 3m00HYyI0 cBupenocts.” (Pavlova, Polnoe sobranie, 273-274)

366 “Bo Bcex MpOCTYNKAX My’Ka, — CKa3ajla OHa CTPOTMM roJI0COM, — BUHOBATA jkeHa. Ee JoNT yMeTh IPUBA3BIBATH
ero K cebe 1 3acTaBUTh JI00UTH 106poaerens.” (Pavlova, Polnoe sobranie, 263)

367 “gapBHOCTH 3xeHCKOTO camonobus” (Pavlova, Polnoe sobranie, 269)
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marriage and life of disappointment. The night before her wedding, Cecily lies “like a marble
effigy on a tomb” and during the wedding, she is “pale as a corpse,” which intensify the

sympathy for Cecily’s fate for the reader (Pavlova 102, 109).%68

One of Cecily’s main problems in life is her inability to understand and identify both love
and truth. According to Pavlova, Vera Vladimirovna’s strict teachings shackled Cecily’s mind to
the point of childish naiveté and empty thoughts. She cannot understand that Dmitri does not
love her and that she in turn does not love him. After the engagement, Cecily feels as if a whole
new world has been opened to her while Dmitri “did not modify the customary habits of fiancés
and as innocently and goodheartedly as all of them led this ignorant, gullible soul from deception
to deception, from delusion to delusion, one more consoling and charming than the other. For the
lies of a watchful mother he substituted the lies of a tender lover, saving the inexorable truth for
the dicta of a stern husband” (Pavlova 84).3%° Everyone in Cecily’s life upholds the illusion of a
perfect world for her, and as a result she can be easily manipulated. Valitskaia turns Dmitri’s
attentions to Cecily by revealing her inheritance; she indirectly tells Cecily about Dmitri’s
gambling to invoke protective feelings from her; and she arranges the marriage between the
couple in order to remove Cecily as competition for a rich suitor for her daughter. Valitskaia
turns Cecily into a pawn in her own game, even though she is like an aunt for Cecily. Women
who destroy lives for personal gain are portrayed negatively, but the true villain in the story, and
society, according to Pavlova is the mother who raises her daughter in such a constricting

manner as Cecily was raised.

368 ¢
369 ¢

KaK MpaMOpHas cTaTys rpoOHuLbl,” “Orenna kak mepteast’” (Pavlova, Polnoe sobranie, 103, 305)

JIMUTPHI OPUTOM HE N3MEHSUI BCEr[AIHEMY O0bIYaI0 )KEHUXOB U TaK K€ HEBHHHO M JOOPOCEpIeYHO, KaK OHU
BCe, BeJ ATy HEBEIYIYIO, JIETKOBEPHYIO AYITYy OT oOMaHa K oOMaHy, OT 320y KAeHHS K 3a0JTyKISHUIO, OHO
JPYTOro yTEIINTeIbHEe U TpeniecTHee. JIOKb OCTOPOKHONW MAaTePH OH CMEHSUT JIOKBIO HEKHOTO JIFOOOBHHKA,
cOeperas HEYyMOJIMMYIO TpaBy Ui u3pedeHuii crpororo myxa” (Pavlova, Polnoe sobranie, 289).
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The daughter of Eve was tasting the forbidden fruit. The young captive was breathing in
free, fragrant, unfamiliar air and growing drunk on it. Vera Vladimirovna had never
wished to admit such an eventuality. Those prudent, vigilant, cautious women never do.
They rely totally on their maternal efforts. They are extremely consistent with their
daughters. In place of the spirit they give them the letter, in place of live feeling a dead
rule, in place of holy truth a preposterous lie. And they often manage through these
clever, precautionary machinations to steer their daughters safely to what is called “a
good match.” Then their goal is attained. Then they leave her, confused, powerless,
ignorant and uncomprehending, to God’s will; and afterwards they sit down tranquilly to
dinner and lie down to sleep. And this is the very same daughter whom at the age of six
they could not bring themselves to leave alone in her room, lest she fall off a chair. But
that was a matter of bodily injuries (blood is quite visible, physical pain is frightening),
not of an obscure, mute pain of the spirit. One could be consoled if it were only bad
mothers that acted like this. There are not many bad mothers. But it is the very best
mothers who do it and will go on doing it forever. And all these bringers-up were young
once, were brought up in the same way! Were they really so satisfied with their own lives
and with themselves that they are happy to renew lies to renew the experience with their
children? Is all this absurdity as long-lived as those reptiles which continue to exist after
they are cut into pieces? Didn’t these poor women weep? Didn’t they blame themselves

and other people? Didn’t they look for help in vain? Didn’t they feel the meaninglessness



238

of the support given them? Didn’t they, recognize the bitter fruit of this lic? (Pavlova 58-

59)370

According to Pavlova’s novel, some of the most powerful enforcers of society’s
standards and constraints are mothers. Cecily knows nothing beyond what her mother has taught,
so she lives in sinful deceit, without emotions, thoughts, or a real understanding of the world.
The above quote describes and then questions in an almost desperate tone the unending cycle of
raising girls like this. In A Double Life a host of women like Vera Vladimirovna, Valitskaia, and
many others contribute to the constrained and false image of life. As these women were
themselves raised this way, they are also bound to repeat the process. In “At the Tea Table”
Pavlova described men as oppressors, but in A Double Life she shows that society women are
just as guilty. Unlike the female characters in the story, at night the readers experience Cecily’s
poetic dreams and learn that she has a greater destiny than society grants her. Cecily’s implied
unhappy ending of marriage to a gambling husband with cold indifference toward his wife, and a

future life of poverty could have been avoided had she been allowed to accept her poetic gift,

370 «JTous EBBI BKyIIaa 3alpelleHHbIH IJI0; MOJIOas INICHHUIA JOXHYJIA BOILHBIM, apOMATHEIM, He3HaKoMBIM

BO3yXOM H OIbSHEINA OT HEr0. DTOr0 HUKOT/Ia He X0Tela MpeaBuIeTh Bepa BraauMupoBHa; 3TOro HEKOTIa HE
MIPEIBUAAT 3TH OJaropa3yMHBIE, IPEyCMOTPUTEIbHbIE, OCTOPOXKHBIE KeHIIWHBI. OHN COBEPIICHHO HAICIOTCS Ha
CBOM MAaTEPUHCKUEC CTapaHUsA, OHU HCUMOBCPHO ITOCIICA0BATEIIBHEI C TOYEPSIMMU. Bwmecto Ayxa OHAU UM JJar0T 6yKBy,
BMECTO KHMBOI'O YyBCTBA -- MEPTBOEC NIPaBUJIO, BMECTO CBSITOM MCTHUHBI -- HEJETBIA O6M3H; 1 UM YaCTO yaacTCsa
CKBO3b 3TH UCKYCHBIC, ITIPCAOXPAHUTECIIBHBIC ITIOTEMKHU JTOBECTU 6narononytmo J0Yb CBOIO J10 TOI'O, YTO HA3bIBACTCA
xopotast napTusi. Torjga ux 1ejib JOCTUTHYTa; TOrJa OHU CITyTaHHYI0, 00ECCHIIEHHY0, HEBEAAIOIIYIO U
HEMOHUMAIOIILYIO OCTaBJISIIOT Ha BOJIIO OOXKHIO U TOTOM CIIOKOMHO cassiTes 3a 00e1 U JoxkaTces crnath. Y 3Ty e 104b
OHH, IIECTHJICTHIOK, HE PEIIalUCh OCTAaBUTh OJIHY B KOMHATE, OIacasch, YTOO OHA He ymana co cTyia. Ho Torma
JIEITO TILIO O TEJICCHBIX PaHaX: KPOBb OpocaeTcs B Tia3a, (hu3mdeckas 00Jb MyraeT; 3TO He AyIIeBHOe, 0e3BECTHOE,
HeMmoe cTpananue. Eciu 6 Tak mocTynanu AypHbIC MaTepH, MOXHO ObI YTEIIUTHLCS: TyPHBIX MaTepeit He mHOT0. HO
9TO JICTAIOT caMble JOOphie MaTepu U OyIyT Aenath OeckoHeuHO. M Bce 3TH BOCIUTATENLHUIIB! OBLITH MOJIOJIBI,
ObLTH TaK e BocuTaHbl! Heykenn OHU OCTauCh 0 TOTO TOBOJBHBI CBOCH YKH3HHIO U COOOI0, UTO Pasibl
BO300HOBHTH OIBIT HA CBOUX JICTSX? HEYKEIIU BCSIKAsl HEJICTIOCTh TaK JKE )KUBYYa, KaK T€ TaINHBI, KOTOPBIC,
pa3pe3aHHbIe Ha KyCKH, ITPOIOJDKAIOT CyIIecTBOBaTh? Pa3Be 3TH OeMHbIe KEHIIUHBI He TUTaKaI? He OOBUHSIIH ce0s
U Ipyrux? He NCKAJIM HAIPACHO MOMOIIK? HE UCTIBITAIM HUYTOXKECTBA UM JAHHBIX OMOP? HE MO3HAIN FOPHKOTO
mrona storo cemenu joku?..” (Pavlova, Polnoe sobranie, 270-271).
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which would have been possible if her mother raised her to truly feel and love instead of raising

her to be a pretty but empty society shell.

During one of her poetic dreams, when Cecily’s feelings for Dmitri grow stronger as he
takes an interest in her, her nightly guide addresses the problem of her upbringing and her
mother’s constraints in relation to love. He claims that a woman first finds an idol to “clothe him
in [her] own reveries,” but her passions and feelings will be rewarded by the man, whom she
calls a “slave of need” and “blind son of care,” by “being bored or by joking” (Pavlova 40).3"!
This image of a poetic and elevated woman being married to an unfeeling and uncaring man
appears most often in Elena Gan’s works, but Pavlova clarifies that this outcome of an unhappy
marriage is very common and the men are at fault. Pavlova’s poet offers the following advice:
“You are a woman! Learn to control yourself, / Close your lips and chain your soul. / Hold back
your passion and its sounds / Teach your tears not to flow. / You are a woman! Live without
defenses, / Without caprice, without will, without hope” (Pavlova 40).3"2 These lines are
reminiscent of the advice poems dissuading women from pursuing a literary career and provide

the same message — that a woman must control her emotions and remain defenseless on earth.

Both Dmitri and Cecily are pawns of other people; Dmitri a pawn of the more powerful
and manipulative Valitskaia, and Cecily of her own mother and Valitskaia both. Dmitri,
however, can live as he wishes and make decisions for himself. Cecily cannot escape her
situation because, as the poet reminds her — she is a woman — her entire upbringing limits her

life. As Hasty emphasizes, “Cecily’s spiritual and imaginative faculties are assiduously curtailed

LEINT3

371 “PaGoB HyIbl, CIETIBIX CHIHOB 3a00ThI” “HAPSA/IM €70 B TBOM MEYTaHbs” cKyuas wib myTs” (Pavlova 259).

372 «“Tp1 senmuual ymeit Bmagets cob6oro, / COMKHHM ycTa U AyIny Thl 3aKyii! / Caepsku MopsIB, yiiMHI CBOH Tl CTOHE,
/ CBOIO clie3y y4u He KaHyTh ¢ Bexn! / ThI -- skeHuHa! xuBHu 6e3 000poHsl, / be3 mpuxoTu, 6e3 Boyn, 6€3 HagexI.”
(Pavlova, Polnoe sobranie, 259)
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and her human potential trivialized. All of existence is reduced to the notion of propriety.””*"3
Cecily’s life is just as restricted as her mind, something which Barbara Heldt touches upon.
“Pavlova further logistically restricts her heroine to the female quarters of this world — enclosed
and protected in domestic interiors or carriages traveling from house to house or from house to
church. In the rare moments when Cecily steps out onto a balcony or rides on horseback she
experiences a short-lived sense of exhilaration and of control over her fate.”%’* Every part of
Cecily’s life, her education, interests, friends, love, and even mind are constrained, thus she

ultimately loses contact with the genuine and poetic.

Pavlova’s works stand apart from other women’s due to a much more powerful stance
against society’s treatment of women and their limitations. In “At the Tea Table” Pavlova shows
through allegory how a male-dominated society exerts power over women, limiting their
opportunities. Pavlova reveals that education especially constricts women through the voice of
another woman. She asserts that women’s education is absurd as they are raised to value frivolity
and coquetry, incapable of independence and steered away from serious occupations. These same
ideas are expanded in A Double Life, through which Pavlova shows that mothers themselves
raise their daughters in ways that restrict their intellect and opportunities. Women are the active

agents of society that limit young girls.

Conclusion

When considering the works of all these female writers, the patterns of dissatisfaction and

frustration with society’s treatment of women become very apparent. Female writers, by their

373 Olga Peters Hasty, “Karolina Pavlova’s A Twofold Life,” Essays on Karolina Pavlova (Evanston: Northwestern
University Press, 2001) 56.
374 pavlova, A Double Life, xviii.
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very nature, wanted a larger role in life than wife and mother. As early as the first decade of the
nineteenth century, Anna Bunina’s female narrator expressed the wish to have a larger, more
traditionally masculine role in life. It is curious that she included the image of male fragility in
her poem “To the Departure of Imperial Russian Forces” by including an older man who cannot
fight, while showing a woman who yearns to be heroic. Later, both Gan and Pavlova directly call
men weak, especially when men have to confront a more powerful society. Thus, the idea that
Bunina subtly included in her work intensifies into a sharper criticism decades later. On the other
hand, Bunina would modify the message in a poem to her niece, in which she encouraged her,
and in larger sense other women, to become complacent if they want a happy life. The two
periods in Bunina’s life, pre-illness and post-illness, really affected her worldview. The tone of
her poetry shifted from questioning why women had limited roles to encouraging a young girl
not to challenge her place in society and remain obedient to powers of authority. Perhaps if
Bunina never attributed her cancer to God’s punishment for her writing, then she would have

continued to write more vocal works about the status of women.

Nadezhda Teplova’s poems written in the 1830s mostly expressed frustrations with
society, its fleeting fascination toward a woman’s youth, and the suffering from a lack of power
in society. Women who want to follow their dreams and inspirations, according to Teplova,
cannot be happy in this world because they have to renounce everything poetic for earthly
pursuits. In a sense, Bunina created a division in her life of challenging gender roles, first by
writing and refusing to marry and then by renouncing her previous ways to encourage people to
choose obedience. Teplova too, creates a division in that women are depicted as having to

sacrifice a part of themselves for some greater happiness. In addition, Teplova began to express
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discontent with society’s values, which ignored the inner spiritual world of a woman for

superficial beauty, thereby limiting a woman’s worth to her appearance and her society charms.

Rostopchina, like Teplova, expresses a dissatisfaction with society and its constraints.
Her main concerns surround the limitations women have at each step of their lives. Once a
woman becomes a writer or a mother, she loses her identity as a woman and must abide by the
new category’s rules. Young girls are raised to enjoy balls and parties, but after a certain age this
behavior is deemed inappropriate because they become mothers and no longer just women.
Rostopchina’s wish to be someone who can be both a serious poet and a fun-loving woman
provides a refreshing take on a woman’s frustrations. Perhaps the only peace available to a
woman is what appears in “Three Stages of Life.” The narrator evaluates different time periods
of a woman’s life but ultimately finds true happiness in a spiritual and poetic world. Despite this
example, Rostopchina seems to feel that women are the only ones in the world who are

completely defenseless, especially against a ruthless and cruel society.

Like Rostopchina, Gan also included themes of women defenseless against the cruelty
and gossip of society. Gan’s beloved character, the intelligent, kind, and loving Zenaida endures
people’s cruelty and chooses to ignore everyone in favor of cultivating her inner world. She
meets a tragic end at the hands of a man who claimed to love her, because he believed in the lies
spread by other women. Rostopchina’s later work The Fortunate Woman will adopt these same
ideas of women who are strong enough to stand against society dying from heartbreak caused by
weaker men who succumb to society’s flawed worldview, which continues Pavlova’s portrayal
of men as weak. The women’s use of death from a broken heart presents a metaphor for the
destructive effects of male and societal behavior that portrays the main idea that no matter how

strong a woman can be, other people, especially men, can destroy her. What is more, as Gan
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shows in “Society’s Judgement,” other women contribute to a woman’s ruin by spreading lies

about her innocence.

Pavlova takes these views a step further to discuss gender inequality and blame those
with power for placing women in such limiting positions and restricting them from pursuing their
true talents. She shows that those with power are often other women who continue the system of
a superficial upbringing that mentally and socially binds young girls to a naive and childlike
state. We can see a distinct progression of ideas over these five writers’ works, ending with
Pavlova’s being the most critical of society by claiming both that men purposefully keep women
powerless and that other women perpetuate the broken system because they do not know how to
live differently. Pavlova indicates that women’s true capabilities are unknown because they are

completely restricted long before women can realize their potential.

According to all these writers, to be a woman means being constrained by marriage, men,
and society’s judgement — to be ostracized for wanting to step outside the accepted roles of
women. In the background of these works is society’s insistence that women are meant to be
ideal and gentle tools to support their husbands and inspire goodness in them. Women poets and
writers actively tried to break free from this lingering idea through their own pursuit of writing
and publishing, and also by imbuing their works with highly personal and sometimes even
rebellious ideas. Bunina showed that women must actively work to become what society wants
of them; Teplova expressed feelings far outside the accepted realm of emotions for women;
Rostopchina featured imperfect narrators that shattered the image of the perfect woman; Gan
depicted society’s perfect woman who was destroyed for those qualities of perfection; and

Pavlova actively and passionately insisted that society, both men and other women, limited girls



244

to the point of destruction. Pavlova explicitly mocked contemporary views on women, showing

them to be false in her works.

When considering the writings of these authors, clear patterns of dissatisfaction and
frustration with society become apparent. Female writers, by their very nature, wanted a larger
role in life other than wife and mother, and their works vividly exhibit this ambition. Thanks to
these women’s works, modern readers can appreciate how perceptive Russian women in the
nineteenth century weighed, evaluated, and ultimately condemned societal restraints that stifled
their ambitions. The writing of rebellious women allows readers more than a century later a
small glimpse of the emotions and thoughts women had in their time about their own lives and

identities.
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Chapter 5: Writer and Woman

As Russian literature and identity began forming throughout the eighteenth and
nineteenth century, writers were also preoccupied with their own role in society as poets.
Hundreds of literary works were written to create and validate a writer’s role in the nation,
making the theme of the poet himself one of the most crucial at the time. This chapter first
examines how men viewed their status in life as poets through the works of Vasilii Zhukovskii
and Aleksandr Pushkin, and then explores how Bunina, Teplova, Gan, Rostopchina, and Pavlova
viewed the poetic gift and identified as women writers. As the men were concerned with
establishing their preeminent role in society as prophets with divine gifts, women were creating
literary identities that would allow them acceptance in the literary world as both writers and

women.

As poetry expanded as a genre and more poetic voices began appearing, some consistent
themes began emerging. One of the first and most prevailing ideas rests on the notion that the
ability to write poetry is a gift granted by heavenly powers to the chosen few. Through the course
of the eighteenth century, writers explored the concept of a poet as someone separate from the
rest of society, as a prophet even, and the idea became solidified and very common in the
nineteenth century. To judge by the work of the most prolific poets, one of the main concerns of
the poet revolved around isolation due to his standing apart from the rest of society. Later in the
century, as priorities in society shifted, the isolation theme intensified as poets began feeling
disdain for “the crowd.” However, even in the most emotional poems of isolation, male poets
never lament their gift. Female poets, in contrast, express both despair with their gift and advise
others from it. Even though the ideas expressed by all poets seem similar, there are also some

striking differences in the way men and women perceived their poetic gift.
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Pamela Davidson argues in her article “Simeon Polotskii and the Origins of the Russian
Tradition of the Writer as Prophet” that Simeon Polotskii, the first professional poet in Russia,
was the one who originally created the idea in Russia.>” Polotskii (1629-1680) was an Orthodox
monk who recited poems in Tsar Aleksei Mikhailovich’s court and created prophetic predictions.
Davidson suggests that in his works he characterized a poet as both a moral teacher and a
predictor of the future. This moves the poet away from the general crowd of people and onto a
more elevated plane of metaphorical existence, one closer to God and heaven. In this separation,
the ability to write poetry becomes a divine poetic gift, one that is accessible only for the chosen

few.

Polotskii’s ideas continued to be echoed in poets over the centuries and combined with
the rising fascination with antiquity through Classicism. This influence can be seen in nineteenth
century poets as they adopted these ideas and aligned themselves with Greek gods and
mythology. As a means to find their role in life, poets heavily emphasized their poetic gift and
their unique position in society. Gavriila Derzhavin exhibits these concepts in his 1797 poem
“The Gift” [[dap], but also adds a distinction between his possibilities in society.

«BOT,» CKa3aj MHe ATIOJUIOH:

«Sl naro Tebe Ty TUpYy,

Koeit HEXHBII, 3ByUHBIN TOH

MoskeT ObITh IPUATEH MUDY.

«IToit BenbMOKeEN 1 Lapei,

Kois 3axouemnis ObITh UM HpPaBCH;
JIuporo upe3 HUX Tl cer

Moskenrb ObITh OOTaT M CIIaBEH.

«Ecmm x IIBIIITHOCTD, CaH, 0orarcTtBo —

He o cknoHHOCTSIM TBOHM,
[Toit m0OOBE, MOKOH, MPUATCTBA:

375 pamela Davidson, "Simeon Polotskii and the Origins of the Russian Tradition of the Writer as Prophet,” Modern
Language Review 112.4 (2017) 917.



Bynemns kpacotoit 1r00uM».

B3sn s mupy u 3anern,

CrtpyHbI IpaBay 3a3Bydaiu:
Kto BHMMAaTh MHE 3ax0Ten?
JIubs KpacaBULIbl BHUMAIIH.

S1 moBonewn, csera OoT,

JlapoM cHM TBOMM HEOECHBIM.
$1 6oratbIM OBITH HE MOT;

Ho st MuJ1 s)keHaM TIPEICCTHBIM.

“Here,” — Apollo said to me, —
“I give you a lyre,

Whose tender, resounding tone
May be pleasant to the world”

Sing of an aristocrat and tsars,
If you want to be pleasing to them
With this lyre

You can be wealthy and famous through them.

If grandeur, rank, riches —
Are not in your disposition,
Sing love, peace, pleasantries:
You will be loved by beauty.”

| took the lyre and began to sing
The strings resounded with truth:
Who wanted to listen to me?
Only beauties listened.

| am satisfied, god of light,

With your heavenly gift.

| could not be rich;

But | am dear to lovely women.3"
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In the poem, Apollo, the Greek god of music and poetry, personally chooses the poet in

order to bestow his gift, alluding to the special nature of the craft. Upon receiving his gift, the

poet also gains a choice regarding how to use it; whether he will “sing” to praise tsars or to write

376 Gavriila Derzhavin, Sochineniia Derzhavina Vol. 2 (St. Petershburg: V tipografii imperatorskoi akademii

nauk, 1851) 68.
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about beauty. Each choice has benefits and downfalls, so Derzhavin chooses beauty and poverty
over fame and money. He expresses gratitude multiple times throughout the poem and only
laments the idea that he cannot be rich from his craft, although he consoles himself with a
reminder of his female admirers. This not only echoes the accepted sentiments regarding poetry,
but additionally mirrors real concerns of his time. In the eighteenth century, the most common
poetry was odes and hymns for the court, with the tsar bestowing favor and money to the
preferred poets and their poems. Likewise, Russian aristocrats became benefactors to many
poets, granting funds to those they liked most. While Derzhavin expresses this duality in poetry,
the issue did not personally affect him, as he came from a noble family and worked closely with
Catherine II for most of his life. The image of the poet’s narrator choosing beauty over a social
status comes from poetic imagination rather than true circumstances.

Vasilii Andreevich Zhukovskii (1783-1852), one of the founders of Romanticism in
Russia and a mentor to Alexander Pushkin, continued the poetic tradition set before him by
Derzhavin and Polotskii. In a rather personal poem addressed to lvan lvanovich Dmitriev (1760-
1837), a poet associated with Sentimentalism in Russia, Zhukovskii comforts Dmitriev, who
feels replaced by younger poets. These selected passages from “To I. I. Dmitriev” [K. W. 1.
Jmutpuesy], exemplify how highly Zhukovskii regarded Dmitriev as a poet and how he viewed
the poetic gift.
HCT, HC IIpomijia, IMeBCI] HAalll BEYHO IOHLII>'I,
TBost mopa: TBOM reHuit 60Ap U CBEX;
Tol npoOy 1M1 JaBHO MOJTYABILU CTPYHBI,
W 3ByKHM Hac IJIEHWIN T€ XK.
Her, HuKor1a HUYTOXKHBIN Mpax 3a0BEHbS
TBOUM CTpyHaM KOCHYTBCS HE JEP3HET;

HepunmMmo ux I'eHnii BJOXHOBCHBS,
Bcerna xpbuiatbli, CTEpEKeET.
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(..)

W HbIHE TO XK, IEBEN ABYX MOKOJIEHUM,
[Ton cenuHOM ThI TPETHEMY MOCIIIb

W maM, TBOMX MUTOMIIAaM BJIOXHOBEHUM,
B uac ciaBsel pyky nojaeiiib.

51 MOMHIO THH - Maru4ecku MEeYTOI0
Bt myist MeHs Toria pa3yOpaH CBeET -
Torna, siBsick, COpBaJl IEPEI0 MHOIO
ITokpoB ¢ 1033uu NO3T.

C 3agyMuuBBIM, O€3MOJIBHBIM YMUJICHBEM
TBOM roJyioc g MOACIyIIMBAJI TOI 1A

U Bompomian cyi0y MO0 C BOJIHEHBEM:
«Hactynur nu u MmHe upena?»

No, your time, our eternally youthful singer,
Has not passed; your genius is spry and fresh;
You have awoken the long silent strings,
And those sounds captivated us.

No, the insignificant dust of oblivion
Will not dare to touch your strings;
Invisibly, the always winged genius
Of inspiration, guards them.

(..))

And now, the same things, singer of two generations,
With grey hair you are singing to a third

And to us, the pupils of your inspirations,

You lend a hand at the hour of fame.

| remember the days — with a magical dream
Light was adorned for me then —

Then, appearing before me

The poet tore off the veil from poetry.

With a thoughtful, silent affection

| would overhear your voice then
And | asked my fate with trepidation
“Will my turn come too?”%"’

377 vasilii Andreevich Zhukovskii, Sobranie sochinenii v chetyrekh tomakh. Vol. 1 (Moscow: Gosudarstvennoe
izdatel’stvo khudozhestvennoi literatury, 1959) 384.
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In this poem, Zhukovskii describes his reverence and awe of poetry. The poetic gift
appears in the metaphor of a musical instrument whose strings are guarded by Genius, a winged
creature. This image directly stems from the idea of the poetic gift being something
otherworldly, something to which only a few have access. Zhukovskii implies Dmitriev was the
one to introduce him to the world of poetry by “lifting the veil” and becoming a role model.
According to the work, a young Zhukovskii greatly admired poetry and wanted to become one of
the chosen few, a poet. Most significantly, Dmitriev lends a helping hand to those who want to
be like him, so he knowingly and willingly passes on the knowledge to the younger generations.
This poem shows only positive feelings toward poetry, expressing that it can and should be

pursued.

As Romantic ideas spread in Russia at the turn of the century, the fascination with nature,
emotions, and individualism carried over onto the image of a poet. Poets emphasized their
special gift, which set them apart from others, and created a dichotomy between the masses and
the poet. Alexander Sergeevich Pushkin (1799-1837) wrote the quintessential works embodying
this time and significantly influenced his contemporaries and following generations of writers.
His poems “Prophet” [[Ipopok] (1826), “Poet” [TToaT] (1827), “Poet vs Crowd” [I1o3T u Tonma]
(1828), and “To a Poet” [TToaTy] (1830) provide the best examples for understanding Romantic
ideas regarding the poet and the poetic gift. The first poem “Prophet,” which was based on a
passage from Isaiah 6, features a metaphorical representation of the creation of a poet, a selected
individual chosen specifically for a heavenly task. The beginning and ending of the poem relay

this idea.

JIyXOBHOM a0 TOMHUM,
B nycTeiHe MpadHOU 5 BIa4wiICs, —
W mecTukppuibiii cepapum



Ha nepenytbe MHe siBUIICS.
[Tepcramu nerkuMu Kaxk CoH
Moux 3eHuI KOCHYJICS OH.
OTBep3IKCh BEIIUE 3CHUIIBI,
Kak y ucnyransoii opiauisl.
Moux ymein KoCHyJICsS OH, —
W yux HanoJIHWI IIyM U 3BOH:
(...)

Kaxk Tpyn B mycThIHE 5 Jiexkan,
W 6ora riac ko MHE BO33Ba:
«BoccTanb, NpopoK, U BUK/1b, U BHEMJIH,
HcmomHucey BOICIO MOCH,

U, o6xoas Mops 1 3emiy,
['maronom xru cepauna JIroaen».

Tormented by spiritual thirst,

| wandered in a dismal desert, -
And a six-winged seraphim
Appeared before me at a crossroad.
With fingers as light as a dream

He touched my eyes.

Prophetic eyes opened

As in a frightened eagle.

He touched my ears, -

And they were filled with noise and ringing:

(...)

Like a corpse I laid in the desert,
The voice of God called out to me:
“Arise, prophet, and see, and heed,
Fulfill my will,

And, traversing seas and lands,

Burn the hearts of people with your voice.?"®"
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According to the episode Pushkin depicts here a poet may be created by a higher divine

being, and he is given a specific purpose on earth. The poet was alone when a seraph appeared

from the sky before him to bestow the poetic gift, which also includes prophetic powers. Once he

receives the gift, the poet begins experiencing sensations and life in a completely new way, one

that remains alien to the average person. Illustrated with Biblical imagery, the poet gains a

378 Aleksandr Sergeevich Pushkin, Polnoe Sobranie Sochinenii, edited by Boris Viktorovich Tomashevskii, Vol. 2

(Moscow: Izdatel’stvo Akademii nauk SSSR, 1963) 338.
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heavenly mission to write as the voice of heaven. This implies the poet has a duty in society to
write the “truths” of life, and that he cannot stop writing, even if he so wishes. Pushkin’s poem
“The Poet” builds on this image, examining the life of a poet in the mundane world as opposed
to a mythical desert.

IToka He TpeOyeT noasta

K cBsiiienHoi xkepTBe AIOJIIOH,
B 3aborax cyeTHoro cera

OH MasIoyIIHO TIOTPYKEH;
Mouraut ero cBAaras ampa;

Jlyuia BKymiaeT XJIaJHbIi COH,

N mex neTeil HUYTOKHBIX MUPA,
BEITE MOXKET, BceX HUYTOKHEH OH.

Ho numis 603keCTBEHHBIHN IJ1arot
Jlo cityxa 4yTKOro KOCHEeTCH,
Hyma mo3ta BCTpeneHercs,
Kak npoOyauBmuiics open.
Tockyet oH B 3a0aBax Mupa,
JIronckon yyx1aeTcss MOJBBI,
K Horam HapoaHoro kymupa
He xn0oHUT rop10# roJIoBhL;
bexxut oH, TMKN U CypOBBIN,
U 3ByKOB U CMATEHBS MOJIH,
Ha Gepera myCTBIHHBIX BOJIH,
B mupoxkorryMHbie 1yOpOBEL...

Until Apollo calls the poet

To the holy sacrifice,

In the worries of the mundane world

He is faintheartedly immersed.

His holy lyre is silent

And his soul experiences a cold slumber,
And among earth’s insignificant children,
Perhaps he is most insignificant.

Yet once the divine word

Reaches his keen ears,

The poet’s soul will rouse

Like an awakened eagle.

He is bored with the world’s amusements
He distances himself from people’s noise,
To the feet of the national idol,
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He does not bow his proud head.
He runs, wild and severe,

Full of sounds and agitation,

To the banks of desolate waves,

Into the broadly resonant groves.®’®

At the outset, the poet has not yet been called upon by Apollo, meaning he currently does
not write. Due to this, he feels dissatisfied with quotidian problems and concerns. Once he
receives the divine call, however, he shuns the world and mostly longs for solitude and peace he
finds in nature. The only thing with the power to awaken him from his antipathy to the world
will be the call to write again. This particular poem delves deeper into the separation of the
mundane world with the poetic one. The poet knows he does not belong in this world, so he
seeks solace in places he feels most connected to the poetic realm, in this case nature. Pushkin
identifies the poet as the one to distance himself from others, not the opposite. He also
emphasizes, however, that a poet is the world’s most pitiable creature, at least when he does not
write.

The two previous poems perfectly exemplify ideas on the identity of the poet and his
concerns in life in the 1820s. That is, once the heavens choose to bestow a gift upon a person, he
will no longer be part of the mundane world and will now find happiness only in his works.
Pushkin does extend the idea further by adding another problem to a poet’s life with the
dichotomy between a poet and everyone else, whom he describes as “the crowd” in his poem
“Poet vs Crowd.” In the first few stanzas of this poem, before he gives the crowd a definitive
voice, Pushkin synthesizes the poet’s problem with society.

[ToaT 1o nupe BAOXHOBEHHOM
Pyxkoii paccessHHO# Opsiiait.

OH nenn — a XJIaAHBIA U HaJIMEHHBIN
Kpyrom Hapoa HEMOCBSIIEHHBIN

379 Aleksandr Sergeevich Pushkin, Polnoe Sobranie Sochinenii, edited by Boris Viktorovich Tomashevskii, Vol. 3
(Mocsow: Izdatel’stvo Akademii nauk SSSR, 1963) 22.
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Emy GeccMBbICIIEHHO BHUMAIL.
W TonkoBana yepHs Tymnas:

«3a4eM Tak 3By4yHO OH MOET?
HamnpacHo yxo nmopaxas,

K kaxoii oH nenu Hac BeeT?

O 4yem OpeHYHT? yeMy HAC y4uT?
3aueM cepaua BOJHYET, MyUuT,
Kak cBoeHpaBHbIii yapoaeii?
Kak Betep, necHb ero cBo6oiHa,
3aro kak BeTep U OecruioHa:
Kaxkas nonp3a Ham oT HEH?»

The poet absentmindedly strummed
The inspirational lyre with his hand.
He sang, - but the cold and disdainful
Profane crowd all around him
Listened to him mindlessly.

And the stupid mob commented:

“Why does he sing so loudly?
Needlessly striking the ear,
To what goal does he lead us?
What does he clang about? What does he teach us?
Why does he excite, torment our hearts,
Like a capricious enchanter?
Like wind, his song is free
But like wind, his song is barren:
What use do we get out of it?"38°

In depicting the ‘crowd’ in this way, Pushkin gives a voice to the rising critics of poetry.
By the end of the 1830s, Russian society began shifting its attention away from Romanticism and
poetry as an art form in favor of socially aware and more critical works meant to be useful for
people. Due to the shift, prose took over as the primary preferred genre in literature, and poetry
became associated with the Romantic past. As previously noted, according to Pushkin, the poet

cannot stop his craft once he receives the gift, even if people no longer want to hear it. The

crowd, whom the narrator calls stupid and mindless, views his works as fruitless, loud, and

%0 1bid., 87



without use to them because they do not teach anything

the poet in high esteem and wishes to learn from him.

(...)

YepHub

Her, ecnu Tb1 HEOEC M30paHHUK,
Caoii nap, 60’KeCTBEHHBIH IMOCTAHHUK,
Bo 6maro nam ynotpe6isii:
Cepaua coOpaTheB UCIIPABIISH.
MBI MaJIoTyIITHbI, MBI KOBapHBI,
BeccToinHb, 31161, HEOJIATOJAPHEI;
MBI cepiieM XJ1a{HbIe CKOIIIIBI,
KrneBeTHuKH, paObI, TITYIIIH;
I'He3nsaTCs KiITyOOM B HAC MOPOKH.
ThI MOKeEIIIb, OJIMIKHETO JIF00S,
JlaBaTh HaM CMeEIIbIe YPOKH,

A MBI TociTymaem Teos.

(...

IToaT

He nns >xuTeiickoro BOJTHEHBS,
He nns xopeicTh, He Amst OUTB,
MBI pOKI€HBI 17151 BIOXHOBEHbS,
JIns 3ByKOB CIIaIKUX U MOJIUTB.

(..)

Crowd

No, if you are the heavens’ chosen one,
Your gift, oh godly messenger,

Use for our benefit:

Correct the hearts of your fellowman.
We are weak hearted, cunning,
Shameless, evil, and ungrateful;

We are cold hearted eunuchs,
Slanderers, slaves, and fools;

Defects nest in us in a heap.

You can, loving your neighbor,

Give us brave lessons,

And we will listen to you.

(...)
Poet

Not for mundane problems,
Not for profit, not for battle,
We are born for inspiration,
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. This same crowd, however, still regards
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For sweet sounds and prayers.

The particular esteem that the crowd shows to the poet creates an interesting
juxtaposition to the poet’s regard for the people. The crowd does not seem to possess animosity
or negative feelings for the poet, it simply asks the poet to write useful poetry, from which
people can learn humanity and goodness. As a request, this does not appear unreasonable. The
poet, however, declares his craft to be above earthly matters, such as war and money. These lines
directly tie into the previously examined idea of the poet having a separate task in society, yet
here the poet is not created to be the voice of heavens, but rather is born for inspiration, beauty,
and prayer. This poem shows that even if people try to dictate themes of poetry, the poet has the
power to ignore it and continue writing as he pleases. The isolation and deliberate distancing
from the crowd exemplified in “The Poet” creates a feeling of superiority over society and a
hateful disdain.

Two years after “Poet vs Crowd,” Pushkin published the sonnet “To a Poet” as advice to
other people who want to follow in his footsteps. Pushkin affirms the idea of the poet ignoring
the crowd in favor of choosing to pursue his own craft, as seen in “Poet vs Crowd.” The poem
also reiterates Pushkin’s belief in the poet’s superiority over the crowd.

IToat! He noposwu 1t060BHIO HAPOAHOM.
BocTop:keHHBIX TOXBAJI TPOWUIET MUHYTHBIN Iy M;
VY CHBIIUIITE CyJ Tirynna u CMEX TOJIIIbI XOHOI[HOI>'I,
Ho Tb1 oOcTanbcs TBEpA, CHIOKOEH U YTPIOM.

Te1 apse: xuBH oauH. JJopororo cBoOO HOM

Wnn, xyna Bieyet Te0s1 CBOOOIHBIN yM,

Y coBepieHCTBYS IIObI TIOOUMBIX Ty M,

He tpeOyst Harpaj 3a HOJBUT OGJIarOpOIHBIH.

Onu B camom Tebe. Thl cam cBO# BBICIINI CY/I;
Bcex cTposke OolleHUTh yMeelb Thl CBOM TPY.

Thl UM TOBOJICH U, B3bICKATEIIbHBINA XY I0KHUK?

HoBonen? Tak myckaii Tonmna ero OpaHuT
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W numroeT Ha anTaps, e TBOH OrOHb F'OPUT,
W B neTckoii pe3BOCTH KOJIEOIET TBOH TPEHOKHHUK.

Poet! Do not treasure the people’s love.

The momentary noise of enraptured praises will pass;
You will hear the fool’s judgement and the cold crowd’s laughter,
But you remain strong, calm, and gloomy.

You are a tsar: live alone. On a free path

Walk; where your free mind leads,

Perfecting the fruits of your favorite meditations,

Not demanding rewards for your noble deed.

They are in you. You are your highest judge;

You are able to evaluate your labor most strictly.

Are you satisfied with it, fastidious artist?

Satisfied? Then let the mob berate it,

And spit upon the altar, where your fire blazes,

And in childish playfulness shake your pedestal.®®!

The advice he gives other hopeful poets specifies that a poet should not attribute value to
people’s fleeting love, nor should he seek awards or praise from them. He should remember he is
a king, so he should remain calm, firm, and somber, and he should live alone. If he likes his
works, then he should ignore the crowd, described as childishly shaking and spitting upon the
poet’s altar. The disdain for the “cold” [xonomnsriit] and “foolish™ [rymsiit] crowd seen in “Poet
vs Crowd” carries over into this poem, but the main emphasis remains on reminding the poet of
his special place in society and encouraging self-reliance. Despite being displeased with social
commentary about his works, Pushkin still encourages future poets to persist with their craft
without paying attention to anyone else. To him, the poet’s loneliness, isolation, and negative
reception are outweighed by the value of pursuing his dream.

Pushkin, like both Zhukovskii and Derzhavin before him, held a notable place in high

society. Most male poets in this period were dilettantes, meaning they wrote for pleasure rather

%1 1bid., 174.
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to earn money, but had income from other jobs. For example, Derzhavin transitioned from the
military service to the civil service, eventually becoming the Minister of Justice under Catherine
I1. Pushkin remains unique as he primarily wrote for a living. This ability for men to have
careers, write poetry, and create families was unique solely to them, as women did not have such
luxury. In the beginning of the nineteenth century, noble women were solely mothers and wives;
any other approved pastimes were meant to be hobbies to keep them occupied. This significant
historical distinction between men and women directly influences the struggles identified in
poetry.

For poets Zhukovskii, Derzhavin, and Pushkin, writing poetry perfectly coincided with
other life pursuits. They were both public figures and writers, setting both social and literary
examples for others. Women, however, were expected to be wives and mothers above all else.
As Rosslyn writes, “writing was thought inappropriate as a principle activity for women, who
were not expected to display a consuming interest in anything except home and family, and were
not to try to shine.”®¥ As demonstrated, male poets were most concerned with finding their place
within society, and any isolation they felt was often described as self-imposed. The three male
poets discussed here served as examples for all women poets, so their ideas and themes carried
over into the works of the women poets too. The primary concerns of poverty, isolation, and
negative reception are echoed in the works of the women, but they also add an element specific
to their experiences as female writers. Much of their concerns revolved around the tension
between their poetic gift and their responsibilities and duties as women. This problem appears so
prominently that some writers go as far as explicitly telling future poets not to pursue this career,

which is a striking departure from Pushkin’s advice.

382 Rosslyn, Anna Bunina, 56.
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Anna Bunina

The earliest writer under consideration, Anna Bunina, wrote a few poems that explicitly
state her thoughts on the poetic gift and they directly speak to the works of her contemporary
writers. Bunina began writing at the same time that the conversation in Russia about women’s
writing was just beginning. The scholar Judith Vowles remarked that Nikolai Karamzin
advanced the idea that the ideal reader is “the woman whose naturally refined feminine taste he
sought to please and whose language he sought to emulate.”*® Women were the perfect readers
for Karamzin, but there was a debate whether women should write. Some considered the act of
writing and publishing to be inappropriate, even comparing it to prostitution. “I do not know how
one can wish [to hear] the conversation of a woman who has said the best of everything she has
to say in a book printed in two thousand copies; whose most tender feelings and most delicate
thoughts are sold at a reasonable price in all the book shops,” wrote censor Vladimir [zmailov
(1773-1830) in 1804.%84 Aleksandr Shishkov (1754-1841), the organizer of Anna Bunina’s
literary circle, encouraged women to write because they represented the “charming half” of the
human race.

Women, this most charming half of the human race, this soul of conversations, these dear

consolers, instill in us the language of kindness and politeness, the language of feeling

and passion; women, | say, are those lofty inspirations which enflame our soul to song...

Industrious minds invent, write, compose expressions, and define words; women, reading

383 Judith Vowles, “The ‘Feminization’ of Russian Literature: Women, Language, and Literature in Eighteenth-
Century Russia,” Women Writers in Russian Literature (Westport: Greenwood Press, 1994) 39.
384 Quoted in Vowles, “The ‘Feminization,’” 39.
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them, learn purity and correctness of language; but this language, passing through their
lips, becomes clearer, smoother, more pleasant, and sweeter.3®

In this environment Bunina decided to enter the literary world and publish her own
poems, even if some considered this a vulgar activity. The three key poems to understanding
Bunina’s message on being a poet are “To I. A. Krylov, who read my ‘The Fall of Phaeton’ at
the ‘Colloquy of Lovers of the Russian Word’” [W. A. KpsuioBy, untaBuiemy moero ‘@aerona’ B
becene moboteneii pycckoro cnosa] (1811), “To Those Who Suggest That I Write Hymns”
[Tem, koTopbie npeaiaranu Mue nucath TuMHbI| (1809), and “A Conversation Between Myself
and Women” [PasroBop mexay MHoro U skenmuaamu] (1811). The poem dedicated to fellow
writer Ivan Krylov (1769-1844) indirectly sheds light onto a problem uniquely faced by women
writers at the beginning of the nineteenth century. At this time, women just began entering the
field of professional writing, so they were still not regarded with the same level of respect as
their male colleagues. Anna Bunina gained acceptance as an honorary member of a prestigious
literary circle, but as a woman she could not read her own poems; instead a male read her works.
This practice, common to the few women participating in literary societies, appears in Bunina’s
“To I. A. Krylov.”
Ywurast 6acHb naacHbsg 3HAMCHHATA,
VY Ib10K0H 0KHUBHUT THI JIUIA BCEX TOCTEH,
W gectb TOTO npenuia K CTpaHe nNuura.
Bo m31y 3aciyru cei
51 naBpel, cxaTblie TOOOIO,
Cebe HagMEHHO HE MPUCBOIO.
Korpna 0 He THI ee uuTa,
beiTh MOXKeT, @adTOH BTOPUYHO OBI ymiall.
Reading the fable of the famous fall,

With your smile you enlivened the faces of every guest,
And the honor of that came to the poet's world.

385 william Mills Todd 111, Fiction and Society in the Age of Pushkin: Ideology, Institutions, and Narrative.
(Cambridge: Harvard University Press, 1986) 24.
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In the reward for this merit,

I will not haughtily appropriate.
The laurels, clasped by you.

If you had not read it,

Perhaps, Phaeton would have fallen flat again. 3

In the poem to Ivan Krylov Bunina praises him for reading her poem so well and
attributes its success solely to Krylov’s reading. Instead of harboring resentment or frustration at
the inequality and having her voice taken away, Bunina sincerely thanks Ivan Krylov for
honoring her by reading her poem to the group. Krylov held a very high position in the literary
world as a premier fabulist and poet, who also founded a few prominent journals. Wendy
Rosslyn remarks that “the tone of this poem suggests that Bunina was confident in her triumph
and pleased to be able to credit it elsewhere to forestall accusations of arrogance” after receiving
a lot of praise and recognition for the poem.®’ While Bunina’s reverence seems appropriate, her
depreciation of her own poetry plays into a larger context of women in literature. Barbara Heldt
suggests that “modesty was the only acceptable mode of self-preservation for a literary
woman.” 38 Rosslyn expands this idea by identifying both desirable and undesirable behaviors in
early nineteenth century society. “Undesirable behaviors included various forms of attracting
attention and being different, including being vain, having limited means, failing to observe the
social rituals, demonstrating indifference to social life, or being an oddity.”3° Being both an
oddity among women for refusing to marry and having limited means, Bunina’s main socially
acceptable character traits revolved around her agreeableness and modesty. In a self-deprecating
and meek manner, Bunina shows that she feels unworthy of the positive reception given to her

own writing by saying Krylov deserves the laurels of the poem. To conform to social

386 Bunina, Neopytnaia muza, 278.
387 Rosslyn, Anna Bunina, 189.

388 Heldt, Terrible Perfection, 108.
389 Rosslyn, Anna Bunina, 56.
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conventions, the woman poet rejects praise she deserved in order to be seen as agreeable to her
male colleagues.

This same meek and submissive feeling also appears in her poem “To Those, Who
Suggest That I Write Hymns.” In this work, Bunina talks directly to the people asking about her
work and asking why she does not write hymns or celebratory odes popular among poets vying
for recognition and patronage.

OTtoBcroay 6€CTBOM yTECHEHHA,

Mory 16 BocnieTs TBOpI1a MUPOB?

W3 nep3HOBEHHBIX CKOPOU CIIOB

brina Ob1 ecHB Ta COIIETEHHA:

[TokopHOCTH CTpa)KAyLIUX €CTh TMMH TBOpILY MUPOB.

OtoBcrogy 6eCTBOM yTECHEHHa,

Mory n1b craraTh XBajbl Hapsm?

W5 o TepHOBBIM CTE35IM,

51 MHIO, YTO B TEpHAaX BCS BCEJICHHA!
Hapoga cuacTtrie ecTh IyqIinii THMH LApsIM.

OtoBcrogy 6€1CTBOM yTECHEHHa,

Mory 51b yT€XH NeTh poJacTBa?

51 3Ha10 CKOPOB JIUIIB CUPOTCTBA,

BEIB ¢ meTcTBa 9yKABIMU BCKOPMJICHHA:
CeMeiiHbI paIocTH €CTh TMMH B XBaJly PO/ICTBA.

OtoBcrogy 6€1CTBOM yTECHEHHa,

Mory b IETh CIaI0CTh HEXHBIX Y37

C HanacTblO YTBEpAS COI03,

XJan ayi sl BEAATh OCYyKIEHHA:

V11p10Kka MUJIBIX HAM €CTh I'MMH Il HEKHBIX Y3.

OtoBcrogy 6€CTBOM yTeCHEHHa,

Xouy OJaXXUTh MOTUJIBHBINA CBOJ:

K Hemy orpaneH, mupeH Bxon!

C HHMM COH M TUIIMHA CBSLIEHHA!

OH ¢ 6eCTBOM IPUMHPHUT.... 0J1a)Ky MOTHIIbHBIN CBOJ.

Oppressed on all sides by poverty,
Can | praise the Creator of worlds?
That song would be weaved

From the impertinent words of grief:



The submissiveness of the suffering is the hymn for the Creator of worlds.

Oppressed on all sides by poverty,

Can | create praises for tsars?

Walking on thorny paths,

| imagine that the entire universe is in thorns:
The people’s happiness is the best hymn for tsars.

Oppressed on all sides by poverty,

Can | sing the delights of kinship?

I only know the grief of orphanhood,

Having been fed by strangers since childhood:
Familial happiness is the hymn in praise of kinship.

Oppressed on all sides by poverty,

Can | sing the sweetness of tender bonds?

Having confirmed a bond with misery,

| am sentenced to experience the coldness of souls.
The smile of loved ones is the hymn of tender bonds.

Oppressed on all sides by poverty,

| want to bless the burial vault:

The passage to it is pleasant, peaceful!
There slumber and peace are blessed!

It will conciliate me with poverty... I bless the burial vault!3®

In her response, Bunina chooses four categories of hymns, those praising religion, the
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tsar, family, and love, and discusses how she feels unqualified to create any of them. While she

gives specific reasons for each, the repetition of the work emphasizes her poverty, both physical

and metaphorical. As a human, she feels more lacking than other poets, so she essentially says

she cannot join them fully. The only time she will find peace and equality will be in death. This

particular kind of isolation and self-deprecation stemming from the awareness of her social
situation rarely appears in the works of her male colleagues. In many of her poems, Bunina
almost claims to feel unworthy of her poetic gift. Of course, this stems from the socially

acceptable method of appearing meek and modest to avoid being called vain, but it remains

3% Bunina, Neopytnaia muza, 119.



unclear whether the poet truly believed herself to be undeserving of being a poet or receiving
praise.

As a female writer publishing original poetry, part of her experience was being in
constant debt and seeking new patrons. She addresses this problem in one of her poems “A
Conversation Between Myself and Women” written in 1821. The scholar Patrick Vincent
emphasizes that Bunina creates a poetic conversation between herself and women, similar to
other “poet versus the crowd” poems, but showing “a keen awareness of the politics of taste,
dominated by male intellectuals.”3%! Her conversation creates a unique opportunity to see the

tension between gender and expected roles.

JKeHIuHEI

Cecrtpuna-ayiieHbka, Kakas pagocTh Ham!

Thl cTuxoTBOpHULIA! HA O/IBI, NPUTYH, CKA3KU
Paznuunbl y T€0s1 TOTOBBI KPacKH,

U BepHO, Ommke THI 1O CepAILY K MOXBalaM.
MyxuuHbI K, Muzas... AX, 60xe ynacu!

SI3BIK - KaK OCTpBIN HOX!

B ITapuxe, B JTJonnone, - He TOJIBKO Ha Pycwu, -
Besne paBHbI! 3a5magiaT TO XK Aa TO XK:

OnHu pyraTenbCTBa, - U BCE CTPAJAAIOT Aambl!
Knem MagpuraaoB Mbl, - YUTAEM SMIUTPAMMBI.
Ot OpatiieB, My»EHBKOB, OT OATIOIITKOB, CHIHKOB
He i1 moxXBaJIbHBIX CIIOB.

JlaBHO X0TeI0Ch HAaM CBOEH MEBHIIHI!

IToemrs nu THI? CKaX¥ Wb A, HIIb HET.

(..)

JKeHImuHEI

A 4TO mpomnena Tl B T€ roAbl?
[IpusHaThCs, pycCKOMY HE BCE MBI YUCHBI,
A pycckue nucaHbsi MyJIpeHbl,

Jla, mpaBna, HET Ha HUX TETEPb U MOJIBI.

(..)

JKeHIIHEI
Ore! kakas axunes!

31 Vincent, The Romantic Poetess, 48.
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Jla coBa MbI PO HAC HE BUAUM TYT...

UTO 1o1b3bI NECHU HAM TaKue MPUHECYT?
Ha 4ro TBOMX CKOTOB, KOMOJIBIX U C poramu?
He nam xonuTth Ha nacTBy 3a CTajlamH.

Urak, neBunia o1 3Bepeit!

W3psiano!.. HO KOr/Ia Ha Ty CTyNUJIa HOTY,
Wnu B Gepiiory,

Ckuraiics cpelb noJiew,

U Bcye He TSArYu CTONHIIBL.

(..)

A

ITomgyac st moJIBUTH My>KEHW BCIIEBana,
B kpoBaBbIit uTO BCTymnas 00if,

3a Bepy W 1aps KUBOT CKOHYAJIM CBOMH,
W, rynom patHoe coTpscIuu 1oie,
Hecna nox naBpoMm ux otrouie,
Kpomns cnesont.

[Tomuac, oT ropecTu U CTOHOB
[peiins k OIFOCTHTENSM 3aKOHOB,
Becenvem nomus nyx,

Ilox ux 3rug010 OECIIEUHO OTABIXAalIa.
[Toguac, k muuTam s BOepsis CIyx,

[Ipen rpoMKoi JIMPOH X KOJIEHA IPEKIIOHSIIA.

Iloguac,
IToutenneMm BiIeKOMa,
S nena ¢pusnka, XUMHCTa, aCTPOHOMA.

Kennunbl

W TyT HU croBa HeT mpo Hac!

Bor nogymnno yenyral

Tak uto >xe HaM B TeOe? Ha yTo TbI HaM?
Ha yto yunnace b1 cTuxam?

(..)

Tebe utob Opath U3 CBOEro Bce Kpyra,

A TBI MyCcTHIIACS XBAJIUTh MYX4HH!

Kaxk 6ynro 0661 TOXBaJI KX CTOUT T1OJ OJUH!
N3mennnna! Cama pa3mbIciu 3peo,

TBoe mm 210 neno!

WNnb HEeT y HUX XBaIUTeNEH CBOUX?

Wnw noOponereneit B HaC MEHBIIE, YeM y HUX!

s
Bce npasna, munsie! Bbl ux He Hike, Ho, ax!
My>K4uHBI, @ HE BBI PUCYTCTBYIOT B CyaX,
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[Ipu aBTOpPCKUX BEHKAX,
W cnaBa aBTOpCKa y HUX B pyKax,
A BcsKUil caM K ceOe HEBOJIBHO OJIMKE.

The Women

Sister dear, what joy for us!

You’re a poetess! Your various paints are ready,
For odes, parables, fairytales;

And truly, in your heart you are closer to praises!
Men, my dear... Ah, God save us!

Their tongues are sharp as knives!

In Paris, London—not only in Russia,

The same everywhere! They repeat this and that:
Only profanities —and all ladies suffer!

We await madrigals, - we read epigrams.

From brothers, husbands, fathers, sons

Do not await for words of praise.

We have long wanted out own songstress!

Do you sing? Tell us, yes or no?

(..)

The Women

And what have you sung in those years?

To confess, not all of us were taught Russian,
And Russian writings are contrived,

And, truly, they are not in fashion anymore.

(..))

The Women

Aha! what nonsense!

We do not see even a word about us...

What benefits can these songs bring us?

What use to us is your livestock, hornless and horned?
It is not us who will go to pasture after the herd.

And so, you are the singer of animals!

Alright!... if that is your choice,

Go to a den,

Roam among the fields,

And do not burden the capitals in vain!

(..)

I

At times | sang achievements of men,

The ones who entered bloody battles,

For faith and for their tsar sacrificed their lives,
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And having shaken the battlefields with a hum,
| carried them from there under laurels,
Shedding a tear.

At times, from bitterness and moans

| came to guardians of law,

Filling my soul with mirth,

| rested under their careless aegis.

At times, directing my hearing to poets,

I would bend my knees before their loud lyres.
At times, being led by respect,

| sang the physicist, chemist, astronomer.

Women

And here there is no word about us!

Here is a genuine service!

So what is for us in you? Why do we need you?
For what purpose did you learn verse?

(..)

You should take everything from your circle,
But you set forth to praise men!

As if only one gender is worthy of praise!
Traitor! Think sensibly yourself,

Is this your job?

Or do they not have their own flatterers?

Or do we have less virtue than they do?

It is all true, my dears! you are not less, than they:

But alas!

Men, not you, appear in judgements,
In authorial wreaths,

And an author’s fame is in their hands,

And everyone is involuntarily closer to himself.39

For Bunina, the crowd of women represents an important but seldom heard voice in
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society, and she chooses to feature them in this poem. First, however, Bunina subtly bemoans the

fact that there are no female poets through her expression of the women’s joy at finally seeing

someone like them. This same crowd is then mocked because they cannot speak Russian, so they

do not actually know her as a poetess, they only care about their own representation in her

392 Bunina, Neopytnaia muza, 229.
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works. This was indeed a major issue in the poet’s life — that her poetry was not widely
disseminated specifically because it was written in Russian and her likely audience would read
only read French. The same crowd, which does not read her poetry, then attempts to dictate the
subjects of her works. As Bunina suggests, women are not interested in nature poetry because
such poetry is not relevant to their lives, and they complain that her scope of human subjects is
solely limited to men. In the end she admits that women deserve praise and are no less than the
men around them, but because they do not fund her works or make up a significant amount of the

reading public, she writes about men to survive.

While the work touches on some of the same ideas expressed by Pushkin, such as the
tensions between reader and poet and the usefulness of poetry in society, Bunina adds an element
unique to the experiences of women. Unlike with male poets, female readers place expectations
on women to portray them and to give them a voice. Those same readers, however, express more
concern for the subject of poems rather than their artistry and inspiration. It is interesting to note
that Bunina took a rather definitive stance of depicting male literary authority as indirectly
dictating the themes and subjects of her works. Indirectly, Bunina claims that she cannot write
what she wishes due to the unspoken censorship she must endure as a woman writer who
conforms to standards set by men. However, she subverts her message by including a footnote
that states “forgive me for this jest as indulgence of the merry Muses, who love to mix business
with idleness, lies with truth, and to enliven conversations with innocent playfulness."%3

With this footnote officially appearing beneath her published poem Bunina undermines

the emotions and concerns expressed within it. Bunina most likely chose to portray the poem as a

398 «Jla MpOCTMTCSA MHE LIYTKA CUsl U3 CHUCXOMKICHHUS K BECEJOHPABHBIM MY3aM, KOTOPbIE JIOOAT MEMIATh JENIO C

0e31enbeM, JI0Kb ¢ UCTHHON, 1 HEBUHHOM PE3BOCTHIO YBECENATH Oecebl.”



269

“joke” in order to make sure she did not offend her male patrons and colleagues in the literary
circle. As Sibelan Forrester emphasizes, “the women in Bunina's ‘conversation’ are not the
addressees of the poem: men, who do not speak in the poem and are not confined to its frame,
are identified at the poem'’s end as the readers and judges of literary works, including this
one.”%% Serving as a form of self-censorship, the footnote allowed her to publish the poem
without negative feedback.

Judith Vowles considers this poem a “witty commentary on the legacy of ideas about
women and language bequeathed by the eighteenth century” because it directly joins the
conversation men were having about women readers and women writers.3% Bunina spoke
against those who try to dictate what she, as a woman, is expected to write and who her readers
should be. “The breach between the woman poet and the ladies marks Bunina’s repudiation of
Karamzinism and the ‘feminization’ of Russian culture” by her refusal to write “for the
inhabitants of the ‘luxurious boudoirs of Aspazias’ and be a writer whom ladies read”and by
presenting “the ladies in their most vilified form , as they appeared to satirists like Novikov and
Shishkov,” while also rejecting “the Karamzinists’ ideal of the woman writer by means of her
portrayal of the woman poet.”3%

As a poet, Bunina faced many challenges and problems that were not only different from
others because of her status as a woman but also for writing in a period when women’s writing
was not fully accepted and living a lifestyle that contradicted social norms. “Bunina’ s poet

emphasizes that her poetry is a work of craft in which she exercises power over her words and

3% Sibelan Forrester, “Placing the Author and the Poem: Interpreting the Footnote to Anna Bunina's ‘Conversation
Between Myself and Women,”” Metamorphoses: The Oberlin College Journal of Comparative Literature 1 (1992):
38.

3% Vowles, “The ‘Feminization,”” 52.

3% 1pid., 53.
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their form.”3%" Unlike other women poets, she rejected the idea that writing should be about
feelings and to help moralize men. While rejecting some conventions, Bunina also accepted
those that would help her publish and become accepted by her male peers. Her poems adopted a
tone of humility and directly attributed her success to others while also conceding to the fact that
she cannot participate in many genres of poetry due to her inexperience. Even when she does
speak against male authority over poetry, she transforms the message with a footnote calling her
work the jest of her muse. Bunina’s poetry mainly features the tension between creating a strong
poetic voice and conforming to literary conventions created by men, who became her patrons

and editors.

Nadezhda Teplova

Writing almost twenty years after Anna Bunina published her works, Nadezhda Teplova
entered the literary world to moderate success. She incorporated Romantic ideas expressed by
her contemporaries. Unlike Bunina, who distanced herself from her emotions and made herself
meek to the males around her, Teplova embraced and enhanced the tumultuous emotions she
faced as a poet. Her poetry was known to be permeated with deep emotions and was a genuine
confession of her inner life. Teplova wrote during the period in which female poets were less
accepted in society than in Bunina’s time due to the rise of Romanticism with its belief that
women should be decorations and poets should be prophets, which was linked with

masculinity.3%® For example, in a literary review critic Vissarion Belinskii wrote in 1835 that a

397 1bid., 54.
3% Kelly, A History, 38.
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woman writer is a “creature repulsive and monstrous to the highest degree.”®% His comments

continued to reiterate this idea:

Woman should love the arts, but she should love them for pleasure, and not in order to be
an artist herself. No, a woman-author can never love, nor be a wife and mother, for self-
love is not in harmony with love, and only genius or elevated talent alone can be alien to
petty self-love, and only in a man-artist can the egoism of self-love even have its poetry,

while in woman it is repulsive. ... In a word, a woman-writer with talent is pitiful; an

untalented woman-writer is ludicrous and repulsive.*®

Belinskii’s opinion on women writers changed by the 1840s, but when Nadezhda
Teplova began publishing poems women writers were still an oddity. Perhaps due to the
contemporary literary and critical atmosphere, Teplova’s works show her yearning for another
realm of poetry and art, one for which she could willingly leave the material world behind. In her
mind, the poetess has too many constraints, including demands of modesty, which made poetry a
dangerous gift. Her frustration with life and poetry can be seen in her 1831 poem

“Consciousness” [Co3zananue].

Bcest su3Hb MO - omnOKa pokoBasi!

51 9yBCTBYIO, HE TEM sI OBITH JIOJIXKHA,

W nons mydmas, uHas

MHe B ’TOM MHpE CYyX IEHA.

W3BecTHO MHE MO€ NpeHa3HAYCHbE:
Jlo/KHA 5 KWTh W 9yBCTBOBATH BITOJTHE,
JlomkHa JTOBUTH MUHYTHI BIOXHOBEHbSI,
U ¢ nymoro riny0oko# B TUIITHHE

3/1ech cO3€epLATh POCKOIIHYIO IPUPOAY,
U ¢ nepBOOBITHOI YUCTOTOM,

He paznyuasce nymon,

Moto cuacTIMBYIO CBOOOTY

3% Quoted in Bisha, Russian Women, 29.
400 1bid., 31.



Bocropram myumimm nocBsimars,

U ¢ nnameHHBIM BOOOpakeHbEM
OpaHo pekpacHoe CONMMKATh.

Ho s BbICOKOE CYyIb0BI OIIpEIeNiCHbE
He nayumniace noHuMarts.

Bcest xu3Hb MO - omnOKa pokoBast!
BbriBaroT 1HU, OUMIIEHA TOCKOH,

S 4yBCTBY10, UTO 51 COBCEM HHAs,

W na munyTy nocturas

Bricokuit, myummmii sxpeOuit Moii -

S uyBCTBYIO CBOE IIPEHA3HAYCHBE
U BpUIUTHCS TOTOBA BCS B CJI€3aX.
Ho mur ouH - nc4es3no BAOXHOBEHbE,
WU s onsiTh HUYTOXKHBIN Tpax!..

My entire life is a fatal mistake!

| feel that | am not meant to be this,

And that a better destiny, a different one

Is fated for me in this world.

My predestination is known to me:

| am meant to live and feel fully,

| am meant to capture the minutes of inspiration,
And with deep meditation in silence
Contemplate the magnificent nature here,
And not separating in my soul,

From primeval purity,

And to dedicate to the highest ecstasy

My happy freedom

And with a fiery imagination

To bring together only the beautiful.

But | have not learned to understand

The higher designation of fate.

My entire life is a fatal mistake!

There are days, when | am cleansed by anguish
| feel, that I am completely different,

And for a minute attaining

My higher, better lot -

| feel my predestination

And am prepared to pour myself out in tears.
But in one instant- the inspiration is gone,

| am again insignificant dust!..40

401 Teplova, Stikhotvoreniia, 53.
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Teplova begins the line with the words “my entire life is a mistake of fate” [Bcs xu3HB
Mmos omubOka pokosasi] wWhich she repeats closer to the end of the poem. She says that she feels
she was destined for a different life — she should be living and feeling to the fullest potential and
catch moments of inspiration, dedicating her freedom to admiration of beauty. She is tormented,
however, by the fact that she gets glimpses of inspiration and feels ready to pour her soul out, but
as soon as the inspiration leaves, she feels like insignificant dust. Other male poets, Pushkin
especially, have commented on the poetic gift as something special, which only the chosen ones
have the honor of experiencing. Teplova addresses a poet’s torment when inspiration leaves her,
as others have done, but her emphasis on the concept of fatal mistake allows a slightly different

view of the poetic gift that was not previously explored by her male contemporaries.

The mistake can be viewed as the tension between the poetic world and the material,
which prevents her from fully realizing her art. When considering the difficulty female poets had
with publishing their works, how much they depended on patrons and salon attendees, and how
much disdain significant male writers expressed toward women writers, the poem’s attitude
toward the poetic gift is easily understood. However, it could also be interpreted as the
frustration of receiving the poetic gift as a woman, yet not being able to pursue her gift due to
limitations placed on women. The first few lines especially underscore this idea, as they
emphasize Teplova’s negative feelings for her current position in society and her yearning for the
poetic life. As the poem expresses, Teplova’s destiny is to become a poet, but she cannot fully

pursue it.

Following the deeply personal feelings she expresses in “Consciousness,” Teplova writes
“Advice to maiden D...1” [CogeT k neB. I-15] (1837), which mirrors Pushkin’s poem “To the

Poet” and Bunina’s “Advice.” Like Bunina, Teplova chooses to address other women.



Bpocsw nmupy, 6pocsk, u 6onbIIe HE Urpaid,
W B1OXHOBEHHBIE, PEKPACHBIC HATICBBI
Tl B rimyOuHe aymiu 3a00TJIMBO CKPBIBAM:
[Ton3ust - onacHslit nap ass AeBbl!

MeuTaenib Jiv Ha KU3HEHHOM ITyTH

Cren orHEHHBIN TIPOpE3aTh 3a CO00I0;
Nnp nymaems co4yBCTBUE HAUTU

B Tosine, okoBaHHOW HUYTOXKHOU CYETOIO;

Wne roHas neLIaeT rojaoBa

MeuToi 1T0XBaa U THCTUBOTO BHUMAaHbS,
W psaumib ThI, KaK )KEpTBY Ha 3aKJIaHbE,
TBoli cMeIbIi CTUX B OJECTSIIME CIIOBA, -

Juts-nost! 3a ciaBoi HE TOHUCH:

Ona HUYEM HaM cep/la He COIpeeT;

Wne ¢ nonei cyactust NpOCTUCH:

I'ie ropaplii n1aBp, TaM MUPT He 3eeHeeT!

UTO NE€BCTBEHHO OUYBCTBOBAJIA ThHI,
Yro 1ymMor0 OCMBICTUIIA IIYOOKO,
Bpock u3penka ykpaakoi Ha JIMCTHI, -
Jla HEe yOBbeT 3aBUCTIIMBOE OKO

TBoO€# BO3BBIIIEHHOW MEYTHI.

Throw away the lyre, throw it, and do not play it anymore,

And carefully hide in the depth of your soul
Inspiration, and splendid chants:
Poetry is a dangerous gift for a maiden!

On life’s path, do you dream

Of carving a fiery trace behind yourself;

Or do you think to find compassion

In a crowd, shackled by insignificant commotion;

Or does your young mind blaze

With a dream of praises and flattering attention,
And you arrange your brave into dazzling words
Like a sacrifice for slaughter,

Young poet! Do not chase after glory:

It will not warm our hearts;

Or say farewell to a piece of happiness:

The myrtle never greens, where the proud laurel is!
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What you innocently felt,
What you deeply realized in meditation,
Stealthily jot down onto the pages sometimes, -
So that the jealous eye will not kill
Your lofty dream.402

Teplova’s first and most powerful lines “drop the lyre, drop it, and do not play it
anymore” [bpock nupy, 6pocsk, u Oosbiine He urpaii| clearly express her feelings toward the
poetic gift. She tells the female poet to hide inspiration within herself and not to chase fame
because it will not warm the heart and will force her to part with happiness. Teplova paints an
extremely sad picture depicting a hopeful and idealistic young poet whose brave verse and
dazzling words are left unappreciated and ignored by the crowd, chained by insignificant earthly
commotion. The key to the poem lies in Teplova stating that “poetry is a dangerous gift for a
maiden” [mo33ust onacHslii gap s aeBsbl| as she explicitly states that the victims of society and
the literary world are not just poets, but women poets. Therefore, she tells women to hide their

poetic inspiration. This advice seems similar to Anna Bunina’s advice to her niece, whom she

tells to stay obedient to the destiny approved for women and to refrain from yearning for more.

Instead of the internal frustrations Teplova depicts in “Consciousness,” “Advice” focuses
on the external sphere inhabited by the poet. Echoing Pushkin’s disdain for the crowd with his
own words, she continues the tradition of distancing the poet from an ignorant “other,” one who
does not understand poetry or the poetic gift. It seems that certain lines refer to publishers and
critics, ones who dictate which poets earn fame and which ones remain forgotten. Any wonderful
poetry a female poet creates will be underappreciated and the equivalent of a sacrifice sent to
slaughter, a powerful image in itself. It is the last lines, however, that are most troubling because

it seems they come from personal experience. The last image is of a “jealous eye” killing dreams

402 1hid., 16.
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of writing. This might refer to male poets, critics or publishers, or maybe even other women
envious of talent and success. This depiction of a harsh external influence helps understand
Teplova’s personal experience with writing, especially when paired with her poem focusing on

the internal tension that writing poetry produces.

According to Catriona Kelly, the advice of adopting modest and mundane ways of
recording thoughts instead of following the lyre of Apollo “was sound; pretensions to inspiration
might well be received with annihilating scorn.”*®® Unlike the male poets like Pushkin and
Baratynskii, who express disdain for the crowd but always take pride in their poetic gift, the
women poets display conflicting emotions. When addressing herself, Teplova’s narrator says her
poetic gift feels like a mistake of the fates. When addressing others, the poetry emphasizes the
idea that women should not publish poetry. For Teplova, the “poetic vocation is incompatible
with happiness” for a woman.*** Indeed, the gift only brings negative feelings because others
such as literary critics and other writers cannot appreciate it. These ideas are similar to Bunina’s

as both poets refer to the reception and opinions of other people when describing their craft.

Elena Gan

Elena Gan turned to prose in order to discuss the dangers of the poetic gift for a young
girl. She commented in a few works about women writers, such as in “Society’s Judgement”
when the narrator, an authoress, arrives in the town and sparks rumors and prejudice against her

months in advance to her arrival. “She is not merely a woman, but a woman writer, which is a

408 Kelly, A History, 43.
404 Heldt, Terrible Perfection, 110.
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special kind of creature, a capricious whim of nature or, more properly: a degenerate of the
female gender. After all, there are people who are born with a bird’s head and the feet of a goat,
— why then can’t it be that her soul, created in the image and likeness of a chameleon, will
pretend to be such and such, will make a copy of herself and, what's more, will turn into a
different form,” one person boldly remarks about women writers.*%® In Gan’s work, women
writers and poets exhibit the qualities of intellect and spirituality that she highly prizes, but they
always stand apart from society. Her most extensive depiction of such a woman appears in her

unfinished A Futile Gift [Hanpachsrit nap], that she was writing when she died in 1842.4%

As many of her stories, in Gan’s A Futile Gift the lives of women “endowed with
sensibility and talent, yet socially disadvantaged, are explored through the eyes of a narrator who
herself is a woman of some self-confidence and independence.”*®” The narrator of this work
accompanies a countess to Crimea, stopping by a small village in which the countess owned
property. Here, the narrator sees a young woman drawn to their musical evenings, listening to the
countess sing and play the fortepiano from the outside. The young woman avoids all interactions,
for which many people refer to her as a ghost. The narrator only meets the young woman when
the narrator loses a book outside, which the young woman picks up and reads voraciously. This
is when the narrator provides the first description of Aniuta, whom everyone in the village calls

mad. The narrator says that she had “symptoms of desolation” but “it was impossible not to

405 “Omna He IMPOCTO KCHIIMHA, a )KCHIIUHA-TIUCATCIIbHULA, TO €CTh CO3JaHNC OCO6CHHO€, ypoanuBas MpUuXxoTb

TPUPOJIBI, WK MPABHIIbHEE: BBIPOAOK XKEHCKOTO MoJjia. Bemb poasTces ke oAU ¢ NTHYbEH ToJ0BOil U KO3bUMHU
HOT'aMHU,-- I0YEMY K He JOIyCTUTb, YTO JylIa ee, CO3/1aHHas 110 00pa3y 1 HOA00UI0 XaMelleoHa, TIPUKHHETCS TAKOH-
TO, COHMILET ¢ ceOst mopTpeT aa u obeprercs B aApyryro dopmy” (Gan, Polnoe sobranie, 303-304)

406 The entire novel may be unfinished but Part I, featuring Aniuta’s story, is complete so the discussion of A Futile
Gift will feature only Part I.

407 Kelly, A History, 111.
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recognize a woman with an elevated and noble nature.”*%® Likewise, her face had “an expression
of pride, suffering, and absolute submission to [her] fate.”*%® When the countess asks for her

doctor to examine Aniuta, he insists that she is not mad, just misunderstood.

The people who call her mad are incapable of understanding the grandeur of one idea,
which like a whirlwind draws in to itself and absorbs all ideas of everyday life. They
deemed her insane because the tenderness of her feelings, the delicacy of her interests,
the elevation of her mind are inaccessible to their vulgar understanding. ... They took for
madness the manifestation of the secret, unattainable for them, strength of her talent, and
rushed — some from malice, some from zeal — to it, not suspecting that in that strength
was the root of her life, the best light of her soul took to destroy it. They compelled her,
the hungry one, to forsake her inspiration for a meager piece of their bread, and when the
agency of her spirit, which was tightly shackled, began to internally eat away at her and
burst free without her knowledge, they poisoned her life with bitter doubt in herself,
convinced her, that she was mad, and truly almost drove her insane; though they pushed

her right to her grave...*

Both the narrator’s description of Aniuta and the doctor’s insistence that the woman has a

poetic soul provide the foundation for the rest of the story. There is a distinct separation between

408 “npu3HaKy paspylleHus,” “Hellb3s ObIIO HE Y3HATh XKEHIIUHBI ¢ PMPOJIOH BO3BBIIIEHHON 1 61aropoHOM”

(Gan, Polnoe sobranie, 718)

409 “prpaskeHne ropOCTH, CTpajaHus u 6e3yclI0BHOI HokopHocTH cyasoe” (Gan, Polnoe sobranie, 718)

410 “ce Ha3BIBAIOT CyMACIIEIIIEIO JIIO/IH, HECIIOCOOHBIE IIOHATH MOTYIIECTBA OJHOM HIEH, KOTOpasd, Kak BOJOBOPOT,
BTATMBAET B ce0sl M MOTJIONMIAET Bee Maen ObITrst. OHU NPH3HAIHN €€ CYMAaCUIEIMIE0 OT TOTO, YTO UX IPyOOMy
OCA3AHHUIO HEJOCTYITHBI HA HEKHOCTE €€ YyBCTB, HU YTOHYEHHOCTH €€ BIICYEHHI, HM BO3BLINICHHOCTD €€ YMA. ...
OHY NpHUHAIM 33 6€3yMHUE NMPOSBICHUE TAWHOM HEMOCTHXKMMOM [Tl HUX CHJIbI €€ TajlaHTa, ¥ OPOCUIIUCH, — KTO U3
37100BI, KTO M3 YCEPIHs, — YHUUTOKATE €€, HEe MOJ03PEBast, YTO B TOM CHJIE 3aKIIF0UYasCsS KOPEHb €€ KU3HH, JIyUIIni
CBET ee AyIuu. ['0JI0Hy10, OHU NPUHYIWIHA OTKa3aThCs OT BAOXHOBEHUS 32 HUIIEHCKUM KyCOK MX XJIe0a; M Koraa
JEATENBHOCTD €€ lyXa, KPENKO CKOBAHHArO, Hauaia BHYTPEHHO IPBI3Th €€ U POPIBATLCS 0€3 BEA0Ma €€ Ha BOJIIO,
OHM OTPABMJIU XKU3Hb €€ TOPLKUM COMHEHHEM B ce0e caMoil, yBepuiu ee, OyaATo OHa Oe3yMHasi, U B CAMOM JIEJIe
€/1Ba HE CBEJIM C yMa; 3aT0 TOJIKHYJIM Ipsamo K Mormie...” (Gan, Polnoe sobranie, 724).
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people who feel and understand poetry and the crowd of people who live mundane lives and will
never comprehend it. The problem with this separation is in the antagonistic and malicious
treatment of the crowd for the poet, who becomes ostracized for this talent. The novel depicts
Aniuta as being unable to live life without literature and art because the narrator first meets her
secretly listening to music and reading dropped books. Her mother makes the distinction that in
the daytime “it is impossible to think that she was mad: she labors, works, teaches children, and
understands everything, speaks well and clearly. But as soon as night comes — you will not notice
how she slips away from home, wanders God knows where, returns late and then walks as if she
does not see anything, says something to herself in a hushed voice, and sometimes cries and
languishes so much, that my heart hurts looking at her.”**! Aniuta seems torn between her poetic
gift and everyday life, only allowing herself to truly feel when she is alone at night. This is the

preface for the rest of Aniuta’s story.

From childhood Aniuta’s own parents considered her strange because she asked
questions about life and tried to understand the world. When a tutor, Heilfreund, arrived to teach
Aniuta’s brother, she joined their lessons and formed a bond with him, after which he taught her
sciences but not literature. “He believed that an intense development of her mental abilities
would hinder the development of her feelings of the heart, which seemed to him more dangerous
in her position.”*'? When he saw how satisfied Aniuta was from the lessons, he believed he

“managed to conquer her nature.”*'? Aniuta’s poetic inspiration, however, was “a spark that

41 “nomrymath Heb3s, 4T06 OHA ObLIA CyMacIIe/Ias: TPyAUTCS, paboTaeT, yUUT JETEM, U BCE TIOHUMAETh, 060 BCEM

TOBOPHUT XOPOIIO U sicHO. Ho JIMIIb HACTaHET HOYb,— HE YCMOTPHIIB KaK YCKOJIB3HET M3 A0MY, OpoauTh Bor 3Haer
rJie, BO3BPAIIAETCS MO3HO M MOCIE XOAUT, OyITO HUYEro HE BHIS, YTO-TO TOBOPHUT cebe BIIOJIT0JI0CA, U MHOTIA TaK
IUIAYET, TOCKYET, UTO Cep/le HaaphiBaeTcs, s Ha Hee” (Gan, Polnoe sobranie, 721).

412 “Og monarain, 4To YCUIIEHHOE Pa3BUTHE €€ YMCTBEHHBIX CIIOCOOHOCTEH MOMeNaeT Pa3BUTHIO B Hell UyBCTB
CEepIEYHBIX, KOTOPBIE Ka3aIuch eMy HanboJjiee omacHsIMU B ee nmojioxenun.” (Gan, Polnoe sobranie, 730).

413 “Og ycnen nobeauts mpupoxy” (Gan, Polnoe sobranie, 730).



280

smoldered” in her soul and was waiting for the “first contact of thought in order to utter its clear
and sweet song.”*** Though she was receiving a good education based on sciences, her soul
yearned for more, forcing Aniuta to question why life has no happiness, nourishment, or

pleasure. It was not until she discovered literature that Aniuta finally felt whole.

From that point on her life seemed sweeter and more beautiful; she endured daily tasks
and troubles more enthusiastically, with the arrival of twilight her dawn began; it became
dark, night fell — and she flew to her sanctuary, all the cabinets melted before her and
everything earthly turned to dust — and she would stop living on earth. German, French,
and Russian poets alternately occupied her, at times enraptured her with delight, at times
pushed her into longing, at times entertained her with glittering wit; she laughed, cried,
even spoke to them with abandon and, familiarizing herself with all the secrets of poetry,
at times she dared to commit to pages her own thoughts. At first she took the pencil
almost without awareness, without any participation of will: something pressed her from
within, something begged to come out of the heart and into the open: feelings worried her
breast, meditations swarmed in her head — but her language seemed poor and weak to her,

it decelerated their flight, constrained their outbursts. .. **°

EENT3

414 “Yckpa Tiena” “nepBoro NPMKOCHOBEHHMS MBICIIH, 4TO0 U3/1aTh CBOK YHCTYIO M cliajikyto necHs” (Gan, Polnoe
sobranie, 731)

415 C Tex mop cranie u KpacHee Ka3anach el )HU3Hb; OHa 00J[pee CHOCHIIA TPY/Ibl M HETPUATHOCTH JIHEBHBIE, C
HACTYIUICHHEM CyMEPEK 3a)KUrajiach ee 3aps; TEMHEJIO, HOYb, — U OHa JIETeJIa B CBOM HPHIOT, BCE MKa(bI
PacTBOPSUIMCH IIEpe]] HElo, U BCE 3EMHOE Pa3JieTaloch B Ipax, — OHa IepecTaBalia KUTh Ha 3emiie. [103Th
repMaHcKue, (ppaHily3CKHe U PYCCKHE HOMEPEMEHHO 3aHIUMAJIH €€, TO YIIOSUIH BOCTOPIOM, TO BIOHSUIU B TOCKY, TO
BECEIMIN OJIECTSIIMM OCTPOYMHEM; OHA CMESUIaCh, [UIAKaa, B 3a0BEHHH JIasKe TOBOPHUIIA C HUMH, H, O3HAKOMSICH CO
BCEMH TalHAMU CTUXOTBOPEHHUS, OCMEJIMBAIACH IOPOO BBEPSATH OyMare CBOKO COOCTBEHHYIO Mbicib. CriepBa oHa
Opasiach 3a KapaHJIalll [I0YTH HEBEJOMO ceOe caMoid, 63 BCAKAro y4acTHs B TOM BOJIH: YTO-TO TECHHIIO €€ BHYTPH,
YTO-TO TIPOCHIIOCH U3 CEPALIA K IIPOCTOPY: OLLYIIEHUS BOJIHOBAIH €5 IPY/Ib, JyMbl POHIIICH B TOJIOBE,—HO OeleH U
ci1ab Kasajics el A3bIK, OH 3aMeJISIT MX MOJIET, yAepKuBa ux nopsissl...” (Gan, Polnoe sobranie, 748).
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Gan uses the words “forbidden fruit” [3anpeTnsrit o] to describe how Aniuta viewed
the previously locked cabinet with books, which prompts Joe Andrew to ask, “when Anyuta eats
of the Tree of Knowledge must we read her as Eve and her reading which then becomes writing
as a breach of a sacred prohibition, which in turn will lead to her fall?**'® The rest of the events
of Aniuta’s life lead to a tragic ending that started from this temptation of reading, but it seems
this was always Aniuta’s fate. The way in which Gan describes Aniuta’s introduction to poetry
creates the understanding that the poetic gift naturally occurs in the chosen few. Aniuta always
felt empty and unfulfilled until she discovered literature, so her yearning for the poetic realm was
innate. Likewise, when she reads and writes at night, everything earthly disappears, which
further creates a separation of the poetic and earthly, as well as day and night. When Aniuta
begins writing, the narrator explicitly states that her actions were not planned or done through
careful consideration, the poetry comes from within. Gan seems to say that the poetic gift cannot
be contained, that people with this gift cannot stop themselves from writing. Poets see the world
in a brighter way and appreciate life more than others, but they are also alienated from the rest of

society.

Through poetry she discovered the beauty of nature and life, full of that agitation of
movements and passions, which either makes the life of a person happier or more
unsettled, always elevating him above the chains of all visible creatures, manifesting in
him the divine principle of his spirit. People and their societies remained as before

unfamiliar to Aniuta, but she befriended heroes and heroines of the utopia that poets

46 Jjoe Andrew, Narrative and Desire in Russian Literature, 1822-49: The Feminine and the Masculine
(Houndmills; Macmillan, 1993) 135.
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created in those minutes, when the earthly cold and human hostility forced them to warm

their hearts under the sun of their own imagination.*’

Aniuta only finds solace and a real connection to the world through poetry. The narrator
also creates a link between Aniuta’s emotions and those of other poets, who also felt enmity and
loneliness, thereby showing that Aniuta’s experience in the world is not singular and she shares
her fate with other poets. One such night when Aniuta is reading her own poetry, the tutor
interrupts and realizes that she is a true poet [moat]. It is notable that here Teplova uses moast and
not the gendered mostecca. Diana Greene notes that “the very term poetess (poetessa) both
described women poets and implied the inferiority of their poetry to that of men,” thus implying
“the poetess lacks objectivity, taste, genius (inventiveness, originality), and social
responsibility— the cultural authority of masculinity— while suffering from an excess of
subjectivity, of feelings, manifested as hysteria.”**® Teplova rejects the gendered word and all its

stereotypes to declare Aniuta a poet in its most critically distinguished form.

After his declaration Heilfreund apologizes for trying to limit Aniuta’s knowledge and
tries to convince her of her true talent. He emphasizes that God gave her a gift and that she
should use it. Heilfreund, who has never been to St. Petersburg, views the city and its literary
world as salvation for Aniuta, a place where she can finally find acceptance, wealth, and
recognition for her poetic genius. He declares that her works can be sold for profit while also

helping enlighten the people and gain fame. In regard to St. Petersburg, the narrator adds

417 TNoa3meli oHA y3HATA KPACOTY IPUPOILI ¥ KM3Hb, IIOJHYIO TOM TPEBOIH IBUMKEHHUMH U CTPACTEl, KOTOpPBIE,
CYACTJIMBS WU CMYIIasi OBITHE YEIOBEKa, BCET/Ia BO3BBIIIAIOT €0 HaJ[ IIEMbI0 BCEX BUIMMBIX CO3JaHU, IPOSBIISS B
HeM O0XKECTBEHHOE Havaso ero jyxa. JIoau u ux o0IiecTBa OCTAIKCH 110 MPEXKHEMY HE3HAKOMBIMU AHIOTE, HO OHA
JPYKHUIACh C TEPOSIMU U TEPOMHSIMH YTOMHH, KOTOPYIO CO3JIalIH MO3THI B MHHYThI, KOTJa 3eMHO# XOJIO[] M JIFOACKas
HENPHS3HEHHOCTH 3aCTAaBJISIA X OTOIPEBATH CBOE CEPJLIE Ha COJIHIE CBOEro BooOpaxkenus. (Gan 749)

418 Greene, Reinventing Romantic Poetry, 26-27.
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“anyone who has not lived in the depths of the country, in complete alienation from society, does
not know what magical power of attraction has this loud, vibrant, glittering beau monde for the
unwilling ascetics who are buried alive in the desert.”*'°® When Heilfreund suggests she allow
him to send her poetry to St. Petersburg, where he claims people will appreciate her work,

Aniuta expresses horror at such an act.

You could imagine that I would agree to sell these thoughts, these feelings, these
reflections of my paradise, the best part of myself, — sell, as I sell my knitting and
embroidery? Do you even know what you are demanding of me? — To open my heart and
soul before the whole world, to summon the crowd and amuse it with my delights, tears,
sufferings, like a performance of a puppet show for a despicable price?.. Oh, God! God!
... and in your mind such a sinful thought could be born, and your tongue could utter
such an insult to me... ... And can you truly not understand that these are also my
children, the life and joy of my soul? That | esteem this inspiration in myself as a gift
granted to me by God for comfort and strength on earth... And for me to sell... For me to
give this treasure to people for praises, for payment unworthy of it!.. And who would
even value it? With what sort of rubles and kopecks will they pay me for the first free
exhalation from my breast, for my first joyful tears? No, do not humiliate me with these

offers.*20

419 “KTO He KMII B [VIyILM, B COBEPILEHHOM OTYYICHHH OT CBETA, TOT HE 3HAET, KAKYF0 MarUYECKYHO CHIY

MIPUTSDKEHUS] IMEET 3TOT LIYMHBIN, TECTPBIH, OJIECTSIIINNA CBET JUIsl HEBOJILHBIX OTIIEIBHUKOB, 32KUBO
norpebeHHsix B mycteine” (Gan, Polnoe sobranie, 760).

420 “Bp1 Mmoryin BOOOPA3UTh, 4TO S COTJIAIIYCH IPOJIATH OTH JIyMbl, 5TH 4yBCTBa, OTOJIECKH MOETO pas, JIYUIyl0 4acTh
ce0st caMoi,— MPOAATh, KaK MPOAI0 CBOM BsA3aHbs U BHIIIMBaHbs? J]a 3HaeTe-11 BbI, 4Yero OT MeHs Tpedyere?—
OTKpBITH HIEpe]] BCEM MUPOM YLy U CEpALE MO€, CO3BaTh HAPOJ U TELIUTb €I0 UX BOCTOPraMy, CIe3aMHy,
CTpaJaHUsAMU, KaK IPeJCTaBICHUEM KYKOIBbHOM KoMenuu 3a npe3peHnyto neny?.. O, boxe! boxe! ... u B Bamem
yMe MOTJIa POJUTHCS TaKasl IPEIIHas MBICIb, ¥ Ball A3BIK MOT IIPOU3HECTH MHE TaKOE OCKOpOJICHHE. ... ... U neyxenu
BBI HE IOHMMAeTe, YTO TO TAKXKe IeTH MOU, )KU3Hb U 0Tpajga Moer xymu? Yro s 4ty B cede 9TO BIOXHOBEHHE KaK
Jiap, HUCIIOCTIaHHbIH MHe borom B yTexy u noakperienue Ha semie... M1 MHe mposaths... MHE OTIATh JIIOASM 3TO
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For Aniuta, the poetry feels sacred because she views it as God-given for her comfort and
strength, so the suggestion to sell is an insult and the suggestion is sinful. She deems publishing
her works for profit the same as exposing her heart and soul. These convictions mirror those of
Gan’s contemporaries who associated women writing and publishing poetry with immorality.
Aniuta remains insistent on her position until her mother falls ill, and they need money for
medical expenses. She allows Heilfreund to send her poetry, which she calls her “only treasure”
in life [exuacTBenHOE coxposme] tO St. Petersburg.*?! When they send Aniuta’s works to the
capital, she begins listening to Heilfreund’s hopes for her future and dreaming of finally finding

acceptance and, above all, receiving kindness.

Unfamiliar with the deceptive appearance of the beau monde and with the false titles,
which are so generously lavished in it, she did not know that there is a special kind of
fame, which does not glitter, does not warm, and it wholly consists of a few printed
praises that are not always conscientious, of insignificant fame, of empty verbal
compliments and curious gazes, more malevolent than caressing. Downtrodden from
childhood, hardened by undeserved scorn of people, she linked in her soul her idea of
fame with their love and friendship. She did not crave wonder, but affection, not
elevation, but only equality in society, and sometimes, an amiable greeting and a

reciprocal gaze to her gaze, which was full of love and desiring good.*??

COKPOBHIIIE 3 TIOXBAJIbI, 32 IUIATy, HE TOCTOHHYIO ero!.. JIa u kTo-k oneHutT? Kakumu pyOisiMu 1 KonieiikaMu
3aIIaTAT MHE 32 MEePBBIA BOJIBHBIN B3/I0X MOEH IpyAH, 3a EPBbIE paJOCTHBIE cie3bl MoU? Her, He yHuxKaiiTe MeHs
stumu npemnoxerusmu’” (Gan, Polnoe sobranie, 754).

421 |bid., 757.

422 “Hesnakomas ¢ 0OMaHYMBOI HAPYKHOCTBIO CBETA U C JIOKHBIMU Ha3BaHMAMH, TaK IIEAPO PACTOYACMEIMU B HEM,
OHa HE 3HaJIa, YTO €CTh OCOOBIN POJI CIIaBbl, KOTOPBIN HE OJICCTUT, HE TPEET U BECh 3aKIIIOYACTCS B HECKOJIBKHUX
MEYaTHBIX MTOXBAJIAX, HE BCEria TOOPOCOBECTHBIX, B HHYTOXKHOW U3BECTHOCTH, B IMyCTHIX CIIOBECHBIX
KOMIUTUMEHTaX U JIIOOOMBITHBIX B3TJI1aX, Oosiee HeoOpoKeIaTeNbHBIX, YeM JTacKaomux. OT 1eTcTBa yrHeTeHHAs,
0’KECTOYEHHAs He3aCTy)KeHHBIM IPEeHEOpEKESHNEM JIIOCH, OHA CPOJHMIIA B AyIIE CBOCH MBICIB O CJIaBE C UX
TM000BBIO U pyKeCTBOM. He ymuBiieHus akJana oHa, a JJaCKH, He BO3BBIIICHIS, a TOIFKO PaBEHCTBA B OOIIECTBE,
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Gan touches on important realities of the literary world and contrasts them to the young
poet’s naive expectations. Teplova calls this a special type of fame, which comes from a
superficial and deceitful society in the form of empty compliments and malicious curiosity.
Teplova continues with biting commentary about the literary world in the capital, depicting it as
uncaring and materialistic. When Heilfreund’s friend passes on the poetry presumably to a
literary salon, the readers are pleased, curious, and declare Aniuta “a phenomenon, genius,
Russian Sappho, second Elizaveta Kul’man.”*?® Teplova seems to mock the typical epithets for
Russian women writers, such as the “Russian Sappho” that was attributed to Bunina, among
many others. The praises seem empty, and while the people want to know more about Aniuta,

they do not particularly care enough to genuinely help her.

Likewise, “in regard to the publication of her poetry, Heilfreund’s correspondent added
that St. Petersburg book sellers will not undertake the printing on their own means” and
“journalists are prepared to add the works of such a brilliant talent in their journals but they have
a habit of paying for verses only to famous and already established poets.”*?* An unknown and
poor woman like Aniuta has no chance of publishing her poetry, despite its quality and
professionalism. The literary world appears to be just as ostracizing as Aniuta’s village because
it is insular and materialistic. The young poet’s hopes of companionship and recognition are left
unrealized and Heilfreund becomes disillusioned with the apparent myth of St. Petersburg as a

literary utopia.

H, TIOPOI0, 10OPOIYIIHOrO IPUBETA, 1a OTBETHOT'O B30pa Ha €¢ MCIIOJIHEHHbIH T00BH 1 xKedaHus 1oopa B3op” (Gan,
Polnoe sobranie, 759-760).

423 “Denomenom, rennem, pycckoro Cado, Bpororo Enuzaseroro Kyneman” (Gan, Polnoe sobranie, 758)

424 «“Yro-e xacaeTcs JI0 NIEYaTaHus €€ CTUXOTBOPEHUH, TO KoppecnioneHT [ eiinbdpeiinaa npubasui, uto
nerepOyprckue KHUroIpoaaBIbl He OepyTcsl M3/1aBaTh UX Ha COOCTBEHHOM IKANBeHNN “JKypHaMCThI-)Ke TOTOBEI
MIOMECTHUTh BCE PON3BEACHHS CTOJIb 3aMeYaTeIbHATO TAJIAHTA B CBOMX JKypHAJIaX, HO OHH UMEIOT OOBIKHOBEHHE
IUIATHTH 38 CTUXH OJHMM TOJILKO M3BECTHBIM M YK€ IPOCIIaBIeHHbIM y0auKoro mosram” (Gan, Polnoe sobranie,
758).
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When Heilfreund realizes his hopes for Aniuta’s future will not come to fruition, he
advises her to let go of those dreams, and this advice has similarities to the poems of advice
written by Bunina and especially Teplova in “Advice to maiden D...1,” in which she calls poetry
a “dangerous gift” and dissuades women from publishing their works. On his deathbed,
Heilfreund pleads, “try to subdue the power of your reverie... It is dangerous... Play, console
yourself with poetic ideals but do not languish over the unattainable... Your pure fantasies are
the children of the sky, and the heavenly is not materialized on earth. ... Do not call, do not wait
in vain for perfection... you perhaps may find it — there!**?® These lines once again create a
division between the earthly and the poetic world, but here the poetic realm is connected to the
heavenly and the afterlife. Heilfreund says that the happiness and acceptance Aniuta seeks may
only be found after death. According to Diana Greene, “the treatment of death as an extension of
life was typical of women’s, but not men’s poetry” and this theme appears regularly in the works

of Nadezhda Teplova.*? In A Futile Gift it seems that Aniuta will be happier after her death.

When Heilfreund dies Aniuta no longer has anyone to believe in her or her poetry.
Meanwhile, her mother scolds her for reading books and being a dreamer, which she says is
impractical. Her mother’s wishes are realized when Aniuta is offered a position as a children’s
tutor for a local steward. He offers Aniuta money and medicine for her mother in return for
“completely stopping [her] nightly activities, and these little poems, and the reading of books,
which only disturb [your] mind.”*?’ For her, this sacrifice is equivalent of taking her life, but she

nonetheless acquiesces to her mother’s pleading and burns all her poetry before going to work

425 “Crapaiicg mo6OpOTh 9Ty CHJIy MEYTaTeIbHOCTH. .. OHa onacHa... Yrpaii, Tembest Mo3THYECKUMH HIealaMy, HO

HE U3HBIBAii 10 HegocsraeMoM... TBou urcThie GpaHTasuu — 1eTH Heba, a HeOeCHAro He OCYILECTBUTD Ha 3eMIIC. ...
He 30Bu-ke, He %KM HAIIPACHO COBEPILIECHCTBA... Thl HalAelb ero passe — tam!” (Gan, Polnoe sobranie, 764).

426 Greene, Reinventing Romantic Poetry, 17.

421 “g10 COBEPIIEHHO OCTABUTE M BALIM HOYHBIE CHCHHS, M 3TH CTULIOHKH, M YTEHHE KHHUT, KOTOPBIE TOJIBKO
paccTpamBarot Bainy rouoBy.” (Gan, Polnoe sobranie, 769).
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for the steward. Her earthly existence improves as she has a stable and respectable position, but
away from the spiritual life she used to experience at night through literature, she becomes the

“personification of a hopeless submission to fate.*?%”

The steward viewed books as something that disturbs Aniuta’s mind, but the narrator
claims the opposite. “Wherever she was, in church, while teaching children, or in the parlor
where people loudly talked and laughed around her, an incomprehensible uneasiness suddenly
would overcome her,” her “gaze would become motionless and emotionless,” and she would
stare at an object “with a complete absence of will and thought.”*?® Without reading and writing,
Aniuta loses her connection both to the earthly world around her and the spiritual world of
poetry. Over time, as she does not satisfy the needs of her soul, Aniuta becomes less and less
alive. The narrator directly claims that Aniuta is not mad, but that she is in the process of
mentally dying. However, whenever Aniuta is alone her gaze “gradually became animated with
an expression of the strongest, most ardent feeling” and her speech “radiated ringing verses from
her breast.”**® Once the steward overhears her, he, and the rest of the town, deem Aniuta insane.
The steward and Aniuta’s own mother claims that Heilfreund always knew she was mad and
only fed her delusions with his praises. After such declarations Aniuta begins questioning her

reality and her gift, and the narrator provides the heartbreaking aftermath of her doubts.

Her face was pale, her features motionless, as on a marble statue or on a corpse that death

has not yet had time to disfigure with the seal of its icy insensibility; not an animate

428 “onuiieTBOpEHHEM OTUasHHOM MoKopHOCTH cyanbe” (Gan, Polnoe sobranie, 770).
429“T"11e-6 OHA HM HAXOJWJIACh, B LIEPKBH, IIPH YYEHUHU JIETEll, MM B TOCTUHOM, T/I€ JIFO/H IIyMHO Pa3sroBapuBajId U

99 <

CMCAJINCh BOKPYT HEEC, €10 BAPYT OBJIAACBAJIO HCIIOHATHOC 6€CCHOKOﬁCTBO, B30p €€ CTAaHOBUWJICS HECNTOABUKXHBIM U

RN

0e34yBCTBEHHBIM;” “‘C COBEPILEHHBIM OTCYTCTBHEM Boyn 1 Mbicia” (Gan, Polnoe sobranie, 771).

LR

430 “TJocTeneHHO OXKHUBIISIIACH BEIPAKEHHEM CaMOTO CHIILHOTO, CTPACTHOTO 4yBCTBA,” “H3JIMBAIINCH 3BYYHBIMU
cruxamu ee rpyan’” (Gan, Polnoe sobranie, 771).
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suffering, but a shadow of recent deathly torments was expressed on this pale face; and in
her hair, which fell onto the face in disorder, were scattered the remains of leaves, grass,
and white cherry blossoms, as on a child who hid in the bushes for a long time; in her
wrinkled clothing, even torn in some places, emotionlessly having hung her head and
arms, she walked alone, slowly, fearfully avoiding approaching people, not raising her
eyes to the those passing by; but apparently the news of her madness has already spread
among the villagers because upon meeting her they did not bow, as before, but observed
her from head to toe and pointed at her to their neighbors; many even laughed
surreptitiously; only women shook their heads and with sympathy repeated in their

dialect: poor woman!43!

The previously brilliant young woman believes the criticism of the people around her and
thus loses the only aspect of her life that animated and consoled her, in turn becoming what
others claimed her to be — mad. Notably, only women feel sympathy toward Aniuta as she
wanders in a tragic and distressed state like a corpse. In this moment she seeks comfort in a
church, where she begs God not to abandon her like the others, and asking God forgiveness for
dreaming of fame and earthly happiness, for which she believes God is punishing her. Lastly, she
asks God to take her life because she has no more strength. This heartbreaking scene in the

church ends Aniuta’s account of the past and the reader returns to the narrator and the Countess,

431 “JTuno ee OBLIO OIIEIHO, YEPTHI HEMOJBHYKHBI, KAK B MPAMOPHOM H3BasHUM, UM B TPYIIE, KOTOPOTO CMEPTH HE
ycriena eie, 00e300pa3uTh MeYaThio CBOETO JIETHOTO 0e3UyBCTBHS; HE )KUBOE CTPaJaHue, a TeHb TOJIbKO
HeJlaBHHUX, CMEPTHBIX MYK BBIpa)kaJlach Ha 3TOM OJIeJTHOM JIMIIE, ¥ B BOJIOCAX, yNaAaBIINX Ha HETO B Oe3MOpsKe,
OBUIH pa3cesiHbl OCTaTKHU JINCTHEB, TPaB U OEJIBIX BUIIHEBBIX IIBETOB, KaK y peOeHKa, KOTOPBII OO CKPBIBAJICS MO
KyCTaMH; B OZIe)XK/E U3MSTOM, Jlake MECTaMH U30pPBaHHOI, 0€34yBCTBEHHO OITyCTHB I'OJIOBY M PYKH, OHa IIjIa OJJHa,
MeJUIeHHO, 60s13/1MBO M30erana cOIVKEHHS C JTI0JbMH, HE MOJIbIMast IJ1a3 Ha ITPOXOISIIHX; HO, BUJHO, BECTh O €€
0e3yMHH pa3Heclach yKe MEXK I0CEJIsTH, HIOTOMY YTO, BCTPEUasich C HEI0, OHU HE KJIAHSUINCH, KaK IPex/e, a
OCMaTpHBasi €€ C TOJIOBHI JI0 HOT, YKa3bIBAJIM Ha HEE COCEJSIM; MHOTHUE JaKe CMESUTHChH M3IOATHIIKA; TONBKO
JKEHIIMHBI Ka4ajIi TOJOBOM M CO COCTpaJaHueM TBEPIUIIM HA CBOeM Hapeunu: cepdeunas!” (Gan, Polnoe sobranie,
774)
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who now wish to help Aniuta recover. The Countess vows to take Aniuta to St. Petersburg,
where her “outbursts of inspiration nobody will call madness” and where people “know how to
value talents,” repeating Heilfreund’s earlier wishes for Aniuta.**? Aniuta refuses to believe their
praises and assurances that she is not mad until the doctor reveals a journal that printed Aniuta’s

poem. The woman completely comes alive, as if being reunited with her own poetic gift.

“No, it is not madness... not madness and not a dream... Everything is clear, pure, and
bright... I am healthy once again, happy... Yes, I have happiness, peace, glory, friends...
and my poetry... my marvelous, divine gift... So give me life... [ want to live... My life
and my quill... my paper — they took everything from me, forced me to burn
everything... But I will create again... Quickly give me my quill and life... [ have
happiness... I have friends... I have a gift... Quickly... quickly...” But suddenly her face
stiffened, she fell on the pillows, and not with the sound of her voice but with an

exhalation flew out of her breast: — “too late!”*33

Teplova indicates that a true poet can only live through their connection to inspiration
and their divine gift. When Aniuta doubts herself after believing the words of the uneducated
masses, she begins spiritually and then physically dying. Only her own poetic gift provides
enough strength to resurrect her, despite its brevity. Notably, Aniuta equates the quill to life,
implying that she cannot have life without a quill. The broader implication suggests that a true

poet also cannot live without writing and Aniuta is not unique in this feeling. The world becomes

432 <

9 ¢

MOPBIBBI BAIIIEr0 BJOXHOBEHHS HUKTO OoJiee He Ha30BeT Oe3ymueM,” “ymeroT rienuth Tananter” (Gan, Polnoe
sobranie, 780)

433 “Her, ne Oe3yMue... He 6e3yMHe H HE COH... Bee SCHO, 4UCTO, CBETIIO... S OIATH 310poBa, cyacTIuBa... a, y
MEHS €CTh CYaCThe, CIIOKONUCTBHE, CIIaBa, JPY3bsl... K MOSI [TOJ3HSL... MOW UyHBINA, HEOCCHBIH fap... Tak qaBaiTe-xk
KU3Hb... 51 X0uy KUTb... JKH3Hb U MOE MEpo... MO0 OyMary, — y MCHsI BCE OTHSLIH, 3aCTaBHIIN BCE CKeYb... Ho s
co3/71aM OITATh... CKopee-)ke TePo U JKU3Hb... Y MEHS eCTh cuacThe... ECTh mpy3bs... EcTh aap... Ckopee... ckopee...”
Ho Bapyr nuiio ee momMepTBesno, OHa yHajia Ha MOAYIIKH U He 3ByKOM T'0JI0ca, a B3JJ0OXOM BBUICTEIIO U3 €€ TPYIH:—

“no3no!” (Gan, Polnoe sobranie, 781)
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clear, Aniuta finds friendship, she realizes she had a true poetic gift, but this is not enough to
save her. Before she dies, she thanks the Countess. “You have removed the bitter doubt from my
soul, you have united me with people, your singing has given me the understanding of the choirs
of celestial beings, and your kindness has strengthened my faith in the mercy of the Creator,”
Aniuta expresses as she dies.*** The simple act of assuring Aniuta of the existence of her gift

allows the young woman to find the peace and acceptance she always craved.

Joe Andrew remarks that Gan’s final work is “one of the first prose accounts in Russian
of the pain, suffering and anxiety of a woman who becomes a writer.”** Likewise, Catriona
Kelly calls Gan “one of the few immediately post Pushkinian women writers to expand on the
idea of feminine genius, most notably in her story ‘A Futile Gift.”**3*® Gan’s depiction of Aniuta
follows the notable literary tradition of the poet as having a divine talent, thus holding a special
place in society that sets him apart from the rest of the ignorant crowd, as seen in works like
Pushkin’s “The Prophet” and “Poet.” Even the title of the novel A Futile Gift provides a
connection to Pushkin’s poem “A Futile Gift” written in 1828. “A futile gift, an accidental gift, /
Life, why are you given to me? / Or why, with a secret fate / Are you sentenced to execution?”
are the famous lines that Gan adopts, but she depicts a concrete way in which such a gift can ruin
not just a poet, but a woman poet.*3"The key passage for understanding the message to A Futile

Gift is spoken by Heilfreund when he discovers Aniuta’s gift.

434 “BpI cHSIM rOPBEKOE COMHEHME C JIyLIU MOEM, BbI IPUMUPHIIM MEHS C JIFOJIbMH, BaIlle TIEHHE JaJI0 MHE MOHSTHE O
Xopax HebOXKuTeNeld, a Balia 100poTa yKpenuia Bo MHe Bepy B Onarocts TBopua...” (Gan, Polnoe sobranie, 783)
435 Andrew, Narrative and Desire, 131.

436 Kelly, A History,109.

437 “Jlap manpacHbIi, 1ap caydJaiiasiii, / JKu3Hb, 3adeM Tel MHe nana? / Vb 3auem cyap0010 Taiinoii / Tl Ha Ka3Hb
ocyxknena?” (Pushkin, Polnoe sobranie, 62).
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Your gift is beautiful... but where is the calling, the goal and the reward that were
appointed for it on earth? A sister in talent and in soul to these great poets, to whom you
bow down, you will never share your fate with them!.. Men! How great your privileges
are, how blessed your rights are! All paths of art, science, poetry, glory are open to you...
A little patience, hard work, unwavering will —and you can achieve everything, while a
woman, equal to you in talent and far surpassing you in feeling must vegetate in the
desert, in anonymity, far from society, from all the great models, from all the means of
education that her soul so craves, and all because she is a woman!.. And her gift is futile,

futile are all her impulses for improvement.*®

Heilfreund, and by extension Gan, conveys to the reader that Aniuta’s gift is equal to the
great poets before her in every single way. It seems that Gan directly addresses men from her
own perspective because Heilfreund says “yours” [Bamri] when commenting on opportunities
and blessings for men. A woman with equal talent and more elevated regarding the heart lives in
obscurity, away from education, simply because of her gender. Aniuta’s gift is only futile
because she is a woman. Heilfreund also emphasizes that while God gave Aniuta talent, man
prevented it from flourishing. “But it is true that it is not nature that intercepts the path for a
woman predestined for her from above! People, laws, societies, conditions... the most powerful

have established their rights.”*3® Gan’s works feature heroines suffering and finding peace with

438 “TIpexpaceH TBOIi Aap... HO TJie TIONpHUIIE, TAE eNb ¥ Harpaja, yKazaHHble eMy Ha 3emiie? CecTpa 0 TalaHTy u
0 JIyIlle ’TUM BEJTMKHUM M03TaM, KOTOPBIM Thl MOKJIAHAEIILCS, Thl HUKOTAa HE CPABHUILLCS JOJIEI0 C HUMH! ..
My>xunnbl! Kak orpoMHBI Baliu IpeUMYyIIIECTBa, KaK 0JarocIOBEHHEI Ballly ITpaBa! BaMm OTKpHITHI Bce My TH
HCCKYCTBA, HAayK, M0J3UH, CIaBhl... He MHOTO TepIeHus, TPy/a, HEIOKOJICOUMOM BOJU — U BB MOXKETE BCETO
JIOCTUTHYTh, TOT/1a KaK >KEHIIMHA, paBHAsI BaM TaJaHTaMU U BBICOKO MPEBOCXOAAIAs BAC CEPILEM, TOJIKHA
po3s0aTh B IMyCTHIHE, B HCU3BECTHOCTH, JAJICKO OT CBETA, OT BCEX BEIMKUX 00PA3IIOB, OT BCEX CPEICTB K YUCHHUIO,
KOTOPOTO TaK JKa)JaeT Aylla ee, OT TOro TOJIbKO, 4TO OHA >keHIuHa!.. VM HampaceH Jap ee, HarpacHbl BCE TOPBIBBI
K ycoBepmencrBoBanuio.” (Gan, Polnoe sobranie, 752)

439 “Ho, npasaa, Beb, HE IPUPO/IA 3ACIOHAETH JKEHIIMHE NpeIHa3HAYEHHbIH e cBbime myTh! JII0au, 3aK0HE,
00I1eCTBa, YCIOBUSL... CHIBHENINNE ycTaHOBHIM CBOM paBa” (Gan, Polnoe sobranie, 753).
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God, but it seems that in A Futile Gift she begins questioning the social reason for gender

inequality and women'’s suffering.

According to Joe Andrew, “love and marriage were virtually the only possible plot lines
in this period [1830s-1840s], and the absence of this plot is one of the aspects of A Futile Gift
which make it such a remarkable, innovatory work.”**° Gan’s sole purpose for writing this novel
is the depiction of a woman writer, her conditions, and her possibilities. The poetic gift is divine
and cannot be contained. Aniuta, and other poets like her, feel incomplete and almost dead
without inspiration and their gift. Gan presents the idea of verses flowing from within a poet’s
soul, nearly unbidden. The poet knows and feels more than the average person, but the crowd
does not understand and destroys the poet. Gan reimagines the prophetic poet written by males
but instead gives this genius to a young woman in the countryside, creating a real setting and real
scenarios to contrast the idealized vision of a poet. The crowd does not just “spit upon the altar”
and “shakes [the] pedestal,” as Pushkin depicts in “Poet vs the Crowd.” Rather, the crowd deems
a woman insane and convinces her that her talent is madness, thereby killing her in the process.
Even the glittering literary world, shown as materialistic and cruel, only chases fame and will not
help a true poet. In A Futile Gift Gan’s true poet clashes with life’s realities, where people do not
appreciate or understand her. Writing and poetic inspiration, when in the hands of a woman, is

futile because society and men prevent the poet from reaching her full potential.

Evdokiia Rostopchina

440 Andrew, Narrative and Desire, 9.
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Evdokiia Rostopchina for a long time held arguably the most adored position among her
contemporaries of the writers under consideration. From her early childhood Rostopchina was
among the most notable people in the literary world due to family connections, being good
friends with other poets like Mikhail Lermontov, and for hosting her own literary salon. As
discussed in chapter two, Rostopchina’s narrative voice embraced her femininity and the
emotions traditionally associated with women, like desire and frivolity. However, she often used
this femininity to discuss broader social issues and her own discontent with society and social
norms. If writers of the time described Pavlova as brusque and egotistic, they described
Rostopchina as the perfect society woman. Even in biographies written after her death, scholars
paid more attention to her successes in high society than to her artistic craft. Rostopchina
presents somewhat of an interesting contrast to the other women specifically because of her
initial acceptance and high status in society. She pointedly presented herself as a woman first and
a writer second, yet she often criticized conventional attitudes toward women writers. One
notable poem that incorporates both her thoughts and popular contemporary views is her 1840

poem titled “How a Woman Should Write” [Kak gomkHbI mrcathb )KeHIJ_II/IHBI].441

Kak s mo0:110 9uTaTh CTUXU YyXKHE,

B HEX 3a pa3BuTHEM MEUTHI MIEBIA CIEIUTH.

To cornamatscs ¢ HUM, TO pa3doUpaTh, CYIUTh,

U OTpulAaTh €ro!.. @aHTa3uu KUBbIE,

U IyMbI CMEJIbIE, U 3HOWHBIN MbLUIb CTPACTEM,

Bce Bompomiaro s ¢ BHUMATEIbHBIM y4acTheM,
Bce ucnbITy!o 5; 1 BCeil 1ynol Moen

Jemto BocTopr neBIa, Ipy»,ych ¢ €ro HECYaCThEM,
JIro00BBIO €T OO0 U BEPIO eil.

Ho sxeHckue ctuxu ocoOeHHOM ycnaaon

MHe npuBIEKaTENbHbI; HO KayKIbIA KEHCKUA CTHX
Bounnyer cepaiie MHE, M1 B MOPE AyM MOUX

OH oTpakaeTcsi TOCKOIO U OTpaioi.

Ho Tonbko s m00:110, 9TOO JIyUIIHX CHOB CBOUX

441 Rostopchina, Sochineniia, 76.



IleBuna poOkas BIOJHE HE BblIaBaia,

Uto6 uMs npu3paxa ee HEBOJIbHBIX I'PE3,

Yro0 noBecTh MUIIYIO JTIOOBU U CIAJIKUX CIIE3
Ona, cThIIIMBAs, Tanuja U CKpbIBaJIa;

Yro0 TOIBKO U3pesIKa U B IPOOIIeCKax OHA
YMena HaMeKaTh 0 YyBCTBaX CIMILKOM HEXHBIX...
YroObl TyMaHHas 10Tal0K IejieHa

Bcerna Hag pornoToM cOMHEHHH O€3HAICKHBIX,
Bcerna Haj necHHIO HaAEXK bl 30J10TON

Bunach TavHCTBEHHO; 4TO0 3X0 CTPACTH TOMHOM
3By4aso TPENeTHO MOJI PU30M MBICIIA CKPOMHOII;
Urto06 cepama xap u O6JeCK MOASPHYT ObLT 30JI0M,
Kak naBoro Bosikas; 4To0 TiyObt0 HEOOBATHOM
Ee 3aBeTHas ka3ajiach HaM MedTa

W, xax 17151 Helt caMoi, A7 Hac ObLIa CBATA;
Uto6 peub HemoJiHas yJIbIOKO0 TOHITHOMH,
Cre3010 TEMI00 JOMOJIHEHA ObLIa;

Ut0o06 BHYTpPEHHUI TOPHIB ObLI CKOBAaH BBIPAXKEHBEM,
YroObl mpuinuue 00poJIoch C yBICYEHbEM

U cioBo kaxj10e 4T00 MyIpOCTh CTEperia.

Ha, xeHckas aylia JoJKHA B TEHU CBETUTHCH,
Kak B ypHe MpaMOpHO J1aMITa 1l CKPBITOM JIyY,
Kak B cymepku 1yHa CKBO3b 000JIOUKY TYY,

W, corpeBas *u3Hb, HE3pUMasl, TEIUIUTHCS.

How I love to read others’ poems,

To follow the development of the poet’s dream in them.
At times to agree with him, at times to analyze, judge,
And contradict him!... His lively fantasies,

And brave meditations, and the burning ardor of his passions,
| question everything with attentive participation,

| experience everything; and with my whole soul

I share the poet’s rapture, befriend his misfortune,

| love with his love and believe it.

But women’s poems appeal to me with special delight
But every woman’s verse

Agitates my heart, and in the sea of my thoughts

It is reflected in anguish and consolation.

But I would only love it if the delicate poetess

Did not completely reveal her best dreams,

If she, shamefully, would conceal and hide

The name of the spirit of her unbidden reverie,

And the story of her dear love and sweet tears;

If she only could hint rarely and in small peeks,

At feelings too tender...

If the foggy shroud of guesses would mysteriously be woven
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Always over the murmurs of hopeless doubts

Always over the song of golden hopes;

If the echo of languid passion

Were heard quivering under the vestment of a demure thought;
If the heat and sparkle of the heart were covered by cinders,
Like a volcano under lava; if her sacred dream

Appeared to us as an immeasurable depth

And if, just as for her, her incomplete speech

Would be sacred to us;

If her incomplete speech would be supplemented

By an intelligible smile and a warm tear;

If her inner outburst would be shackled by expression,

If propriety would fight with passion

And if wisdom would guard every word,

Yes, a woman’s soul should shine in the shadow,

Like the ray of a lamp hidden in a marble vessel,

Like the moon, through the cover of clouds at twilight,
Glimmers unseen, warming life.42

Rostopchina first describes her experience as a reader of poetry, who follows the thoughts
of others through their poems and freely forms her opinions by dissecting and judging the verses.
Then, she turns to women’s poetry and tells women not to write and publish their deepest
feelings and honest thoughts. However, unlike the advice of other poets, she frames her work as
a reflection on personal preference. She says she loves when women “do not completely reveal
her best dreams” [y4mmx cHOB CBOMX MeBHUIIa poOKas BIIOJIHE HE BbiaBania], shackle “their
inner outbursts by expression” [BHyTpeHHUII MOPHIB OB CKOBaH BbIpakeHbeM | and “conceal the
story of her dear love and sweet tears” [[TOBeCTh MHJIYIO JIFOOBH U CITAJIKUX CJI€3 CKpBIBAJIA).
Rostopchina creates a contrast to the works written by Teplova, among others, who defined a
“them,” or an “other” portion of the reading public who would not understand the feelings a
woman poet conveys and instead adopts the voice of the “other” for herself, citing propriety and

wisdom as her reasons for such advice.

442 1bid., 76.
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Rostopchina evokes a feminine vulnerability in presenting the true emotions of a
woman'’s heart to the public. Teplova’s “Advice” featured the image of a woman bringing her
verses to the public like a sacrifice for slaughter, so she advises women to write their thoughts
privately and keep them hidden from the public. Rostopchina too tells women poets to hide their
genuine emotions and keep their soul hidden in their works, but not because of a cold and critical
public. She seems to feel that a woman’s voice gains value in its discretion and tact. Despite this
position, however, Rostopchina herself included rather powerful personal emotions in her work,
especially in the poems about the poetic gift. In one such poem, Rostopchina emulates other
women writers by directly warning the reader away from the life of a woman poet due to
people’s jealousy over one’s poetic gift and the cruel comments of society in her 1841 poem

titled “To Our Future Poets” [Hamum Oyaymum mostam].

He Tporaiite ee, - 3n0Be1ei ceil IEBHULIBI! ..
Omna ryourenbHa... OHa BaM cMepTh Jaet!..

Kak cemumy:xHss 6uOnelickas BAOBUIIA,

Ha nu30panHbIx cBoux oHa rpo3y 30BeT!..

He npocTo, He B THIIN, HE MUPHOX KOHYMHOM, -
Ho npexieBpeMeHHO, TPOTUBHUKA PYKOM -
[ToaThI pycckue cBepLIatoT Xpeduii CBOI,

He xoHuuB necuu neGeanHOM! ..

Ectb rne-to nepeBo, Ha TAIBHUX OCTPOBAX,

3a okeaHaMHU, i€ BEUHBIM 3HOEM IIBIILIET

DKBaTop IJIAMEHHBIN - T7I€ B BEKOBBIX JIECAX,

B pacrenbsx, B BO3ayxe, U B 0€CCIIOBECHBIX JIBIIIUT
BcecwibHbIN, OCTPBIN S1: - U TOpE MPUILIELY,
Korna nox aepeBom OH HILET, YTOMIIEHHBIH,

N otapbix u nokoit!! - CHOM CMEpPTH yCBITUICHHBIH,
OH GIM30K K CBOEMY KOHILY...

OH He OTTOPrHeTCsI OT MECTa POKOBOTO,

He BcTaHer... He yHIET... eMy CllaceHbs HeT!..
VYo6uiina-nepeBo He BBITYCTUT KUBOTO
W3-tmox BetBeit cBoux!.. Tak ToUHO, O MOAT,
" CcJIaBa XHUIIIHaA HeBepHLIM yHOCHBCM

Tebs nmpenaTenbCKku U3aIeKa MaHUT!



Ho Tb1 HE cobna3Huce, - 6eru!!, oHa napur
OpnHMM KpOBaBbIM pa3pylueHbeM!

CMoTpu: - CylIECTBEHHBIH, TOPTYIOIIUI HaIll BEK,
CTOJIb IOJIOKUTEIIFHBIN, HACMEIIIMBEIN, XOJIOTHEIHN,
[Tonr3uu, nmeBLaM U MECHIM UX U3PEK,

3eBast, IPUTOBOP BPaKIbl HEOJIArOPOTHOM.

On 0e3 BHMMaHHU K pacCKa3aM U MeuTaw,

OH HE COUYBCTBYET BHICOKHM BJIOXHOBEHbSIM, -

Ho 3aBucTh 3HACT OH... © MCTUT CBOUM I'OHEHbEM
BenuaHnHbIM JTaBpOM rosioBam!..

Do not touch it, - this ominous reed!...

It is fatal... It will give you death!...

Like a Biblical widow with seven husbands,

It calls the thunder on her chosen ones!...

Not simply, not in quietude, not in peaceful death, -
But prematurely, at the hands of opponents —
Russian poets complete their lot,

Without finishing their swan song!...

There is a tree somewhere, on distant islands

Past oceans, where the fiery equator blazes

With eternal heat — where in centuries old forests,

In the flora, in the air, and in the silent breathes

An almighty, pungent poison: - and woe to the traveler,
When under the tree he seeks, exhausted,

Rest and peace!! — Lulled by the slumber of death,

He is close to his end...

He will not tear himself away from the fatal place,

Will not get up... will not leave... he has no salvation!...
The killer-tree will not release a living being

From its branches!... Just like this, oh poet,

The predatory glory will betrayingly call to you

From a distance with deceptive intoxication!

But do not be seduced, - run!!, it bestows

Only bloody destruction!

Look: - our material, commercial century,

So positive, mocking, cold, while yawning

Declared the sentence of ignoble enmity

To poetry, poets, and poems.

It is without attention to stories and dreams,

It does not empathize with lofty inspirations, -

But it knows jealousy... and gets revenge with its persecution
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Of heads crowned with laurel!...**3

Rostopchina’s poem features a male protagonist, and the narrator has no marked gender,
so the poem does not contain a gender specific message but instead provides a universal idea
applicable to all Russian poets. Rostopchina creates a metaphor of a seductive yet poisonous
Killer-tree [y6wuiima-nepeBo] in a distant land, under which travelers seek “rest and peace” [oTabIx
u nokoii]. The tree represents the dangers of pursuing the life of a poet but specific to the context
of the 1840s when this poem was written. Bunina’s poetry, written decades before, depicts the
readers’ growing concern about the benefit of poetry in everyday lives, and by the 1840s, poetry,
especially that focused on feelings, was becoming unpopular in favor of radical poetry and
utilitarian prose.*** Thus, society “has declared the sentence of ignoble enmity” [mpuroBop
Bpaxk1ibl HeOmaropoaHoii| and does not “empathize with lofty inspirations” [couyBcTByeT

BBICOKHM B,Z[OXHOBGHB?IM] .

The poet may gain fame, yet inspiration will play a destructive role in his life because
society no longer values poetry, but instead shows only enmity. Instead of the hopeful and
positive or defiant tone Pushkin features in his poems about the destiny of the poet, or the
concept of isolation and lack of appreciation that Teplova addresses, Rostopchina cites more
malicious ideas like deception, revenge, and persecution as destroying a poet. As she tells
women to conceal their feelings, she tells everyone — male and female — to avoid the literary
world created by the “material and commercial century” [cymiecTBeHHBIH, Toprytoumii Bek|. The

poetic gift, in her world, brings death to the poet. The poet, however, cannot walk away once he

443 |bid., 85.
44 Kelly, A History, 44.
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feels the power of the “ominous reed” [3moBemas neBannal and smells the “almighty pungent

poison” [BcecuibHbIHM ocTphiii s Of the tree.

“To Future Poets” describes her own feelings regarding the changing times and shifting

priorities in society. Despite the criticism she began receiving with a new wave of literary critics

in the 1850s, Rostopchina continued to write poetry. By the time she writes “To My Critics”
[Moum kputukam] fifteen years after “To Future Poets” in 1856, Rostopchina’s tone turns

resigned and apathetic to the critique of her contemporaries.

51 He TUBIIOCH U, IIPaBO, HE CEPIKYCH 4,
Yro Ha MeHs Tak 37100HO BOCCTAIOT:
KypHaJIBHOIO XyJIOH CKOpPEN TOPXKYCh 4,
W xneBeTsl MHE cepAlia HE KOJIbHYT.

S pazomnnacs ¢ HOBbIM MOKOJIEHBEM,
IIpous OT HEro UAET CTE3S MO,
[TonsThSIMU, Ty1I0H U yOEXKACHBEM
[Ipunannexy npyromy Mupy .

WNHbIx 60TOB 5 YTy U NPU3BIBAIO

W roBOpIO MHBIM £ SI3BIKOM,;

S uM wyxnaa, cMenIHa,- s 3TO 3Halo,

Ho He cmymiarochk nepes ux cyioMm.

51 He nury KOBapHBIM HayIlIEHbEM
CociioBbe Ha COCIIOBBE NOJICTPEKHYTH;

51 He XO0uy MUCTHYECKHUM JIF00JIEHbEM

W xaHKeCTBOM IIpeJl CBETOM NPUXBACTHYTh;
K pa36oiiHukam s He CTPEMITIOCH C OOBATHEM,
Pa3Bpary B 1aHb XBaJIbl HE IPUHOILLY;

S mpax oTIa HE HIEBEITI0 MPOKISIThEM

W nackBuneil Ha MEPTBBIX HE MUY !

bes ropeun, 6e3 pornora, 6e3 rHEBa
CMOTpIO Ha KU3Hb, HA MUD U Ha JIIOJIEN. .
3ato U cripaBa CIIbIIIATCS U ClieBa
Amnademsl HaJ| roJI0BOI Moeii!

CoHmM OpaTheB U Apy3ei MOUX JAJIEKO -
OH o11o4ns, OKOHYMB NIECHB CBOIO.
HemynpeHno, uto xpuiieit 0o1MHOKON

VY anrapst mycToro s cToro!

| am not surprised and, truly, | am not angry
That they so viciously rise against me.
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Of journalistic insult I am sooner proud,

And slander will not pierce my heart.

| have drifted from the new generation,

My path leads away from it;

With my ideas, soul, and convictions

| belong to a different world.

Different gods I revere and summon,

And | speak a different language.

To them | am foreign, funny, - I know this,

But | am not embarrassed before their judgement.

| do not seek with cunning instigation

To incite a class on another class;

| do not want to boast in front of society

With mystical love and pietism;

I do not strive toward rascals with embraces,

| do not bring praises for debauchery as tribute

The remains of my father | do not bother with curses
And | do not write libel about the dead!

Without bitterness, without discontent, without wrath
| look at life, the world, and at people...

But on the right and on the left are heard

Anathemas over my head!

The assembly of my brothers and friends is far away —
It has rested, having finished its song.

It is unsurprising, that as a lonely priestess

In front of an empty altar | stand!*4°

Rostopchina’s persistence in keeping up her writing and her description in the work about
herself do show pride in her convictions and her separation from the new generation. She makes
bold assertions directly addressing the people attacking her and her views. Rostopchina describes
the modern generation as people who only view life with bitterness, discontent, and wrath
[ropeus, porot, rHeB], who create discord between classes, who elevate “rascals” [pa30oitHHK]
and “debauchery” [pa3Bpar], and who curse their forefathers. Rostopchina has pride in herself
and her poetic gift, so she looks down at others from her elevated position. She also takes solace
in her “ideas, soul, and convictions” [moHATBsIMU, yII0# 1 yoexxneHbeM| and her belonging “to

a different world” [apyroit mup] and praying to “different gods” [unbie 6oru]. This pride,

445 Rostopchina, Sochineniia, 227.
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however, takes on a somber note at the end of the poem. Her last lines relay her complete
desolation with the state of the literary world, using a powerful image of standing alone at an
empty altar. As one of the last Romantic poets in the century, the poignant metaphor expresses

her loneliness in life.

While she achieved fame in the 1830s, in the 1840s her reputation was declining, and in
1852 critics directly attacked her for refusing to conform to the new mainstream literary
conventions of socially critical prose. She had increasingly religious, patriotic, and
antirevolutionary beliefs, which directly contrasted with her contemporaries, and for this she was
called immoral, boring, trivial, among other criticisms.**® For example, writer Nikolai
Chernyshevsky wrote in 1856, “a coquette, generally speaking, can only be a woman with a dry,
evil heart and an empty head. And if a woman can become a coquette, she will remain a coquette
to the end of her life... Now judge whether the persona that Countess Rostopchina favors [in her
poetry] belongs to the usual woman of society... She has found all her happiness only at balls...
in the course of the last twelve years.”**" Instead of heeding her critics, Rostopchina instead

wrote against them and found comfort in her poetic gift.

Rostopchina’s poetry provides a reflection of contemporary values in relation to poetry.
She encouraged women to conceal their true feelings and use a poetic persona in their works. In
this way, she tried to shield women from readers’ judgment and speculation. In a way, she
presents the readers as unworthy of knowing a woman’s inner world, which provides consistency
with other women poets. When addressing all poets, she advised them away from seeking fame,

which she deems “predatory” [xunrasrii], “deceptive” [HeBepHbIii], and capable of “betrayal”

446 Greene, Reinventing Romantic Poetry, 97.
47 Quoted in Greene, Reinventing Romantic Poetry, 99.
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[mpenarennckuii]. Her advice to poets is to avoid the new movements of literary convention that
turned away from the poetry of inspiration. In one of her last poems, Rostopchina addresses her
critics directly and expresses pride in her poetic gift and her generation of poetry despite the
loneliness she feels. Rostopchina proclaims herself superior to others because of her poetic gift,
which provides a contrast to Bunina’s devaluation of her own craft and Teplova’s advice

dissuading women from publishing poetry.

Karolina Pavlova

In terms of poetic identity Karolina Pavlova is most similar to Anna Bunina. As
discussed in chapter two, Pavlova tried to emphasize her identity as a poet and deemphasize her
identity as a woman, distancing herself from emotions and anything else considered feminine. As
Heldt describes Pavlova “repeatedly used images of the self, embedding them in a body of poetry
whose varied themes and forms seem, at first reading, to disguise the fact that a female self is
present in them at all.”**® Kelly, however, sees an evolution in Pavlova’s identity, saying, “if her
earlier work often expresses suspicion of the feminine, her later work expresses a confidence in
her own genius which escapes the established traditions of feminine poetry, yet embraces
femininity as part of identity.”**° Pavlova, like Gan’s description of Aniuta, rejected the
gendered title poetessa and referred to herself as poet [moat]. Despite her disassociation with her
gender, Pavlova was also conscious of the problem and addressed it in her letter to lvan Panaev

in 1854.

448 Heldt, Terrible Perfection, 111.
449 Kelly, A History, 98.



303

Only in the last part of my letter I resolve to express what most lays heavily in my heart,
that which hit a raw nerve in your criticism. | did not renounce my gender and did not
overcome its weaknesses; say what you will but a woman-poet always remains more
woman than poet, and the vanity of an author is always weaker than the vanity of a
woman for her; tell her that you paid no attention to her verses, she will be disappointed;
but tell her that she did not leave any impression on you, did not leave a memory, and she

will be incomparably disappointed.*>°

In the letter Pavlova directly addresses the tension between being a woman and being a
writer but concludes that gender will always resonate stronger with her. Pavlova was often
criticized for being unfeminine, masculine, and emotionless. For example, lvan Aksakov wrote
“her sincerity of soul exists only in the form of art, all of it has gone into poetry, into verse,
instead of feeling there is a sort of external exaltation. You feel that, of course, she herself does
not realize that she loves no one, that for her nothing is cherished, dear, holy...”*! Even when
Belinskii praised her translation of Pushkin in 1839, he praised her “astonishing talent” and the
translation having “concision, masculine energy, and noble simplicity.”*? Whether in a positive
or negative interpretation, critics and contemporaries often associated Pavlova with masculine

traits and, contrastingly, associated her literary rival with feminine traits.

450 s TonpKO B KOHIIE MMCHMa CBOETO PEIIAIOCH BHICKA3aTh BaM, YTO Y MeHs 0OJIEE BCETO JIEXKHUTH Ha CEPJLIE, TO,
4TO B Balllel KPUTHKE 3a1€J10 MEHS 3a jKMBOE. 1 He OTpeKIIach OT CBOETo MoJia U He 1obeiia ero ciabocreii; 4ro
HH FOBOPH, XEHIIMHA-[I03Th BCEr[a OCTaeTcs 00Jiee KEHIIMHOM, YeM O3TOM, U CaMOJIIOOHE aBTOPCKOE B HEl
crabee caMoIFo0Us KEHCKOT0; CKXKHTE €, YTO BbI OCTAaBUIIM 0€3 BHUMAaHUS €€ CTHXH, eil OyIeTh JOCaIHO; HO
CKa)XXUTe, YTO OHA caMa He IPOU3BeJia Ha BACh HUKAKOTO BIICUATIICHHS, HE OCTABUIIA B BAC HUKAKOTO
BOCIIOMUHAaHHS, ¢t Oyaet HecpaBHeHHO fnocaanee” (qtd. in Pavlova, Polnoe sobranie, 330-331).

451 Quoted in Pavlova, A Double Life, viii-ix.

452 “Y IUBUTENBHBIH TaTaHT,” “TOH CKATOCTH, ITOH MY)KECTBEHHOI 2Hepruu, 6maropoaHoii mpocrore” (Belinskii,
Sobranie sochinenii, 446).
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Perhaps another reason why Pavlova received negative criticism is the insistence on her
own talent and poetic genius. This insistence appeared during the Pavlovs’ salon. According to
the scholar Donald Loewen, these salons, which hosted famous attendees including Ivan
Turgenev, Afanasii Fet, and Konstantin Aksakov, gained Pavlova considerable attention.*>
Pavlova used these salons as a means of promoting her own poetry, for which she received a lot
of criticism from her peers. These same contemporaries also critiqued the poet as being cold and
brusque, with Aleksandr Nikitenko taking it a step further by saying Pavlova bored everyone
“with her incessant talking and obtrusiveness,” especially because “the only topic of

conversation is herself” (qtd. in Loewen 632). These types of remarks perhaps stem from

Pavlova’s directness and outspoken personality, which bleeds through to her poems.

Pavlova’s poem “No! Not for them is your Sacred Gift” [Het, He um TBo# nap
cBsIIeHHBIN |, written in 1840 continues the themes of Teplova’s “Advice” by addressing a
female poet and having similar messages of advising women to stop writing. Pavlova, however,

has a completely different tone than Teplova.

Her, He um TBOI1 1ap cBsIeHHbII!
Her, He M TBO# YnCTHIN CTUX!
Her, TBI ¢ TIECHBIO BJOXHOBESHHOM
He noiigems Ha ppiHOK UX!

3ariaylmuib Tel IyM OT3bIBBI,
W ne namb O0e3ymiiam Tbl
TonkoBaTh TBOM MOPBIBHI,
KrneseraTs TBOM MEUTHI.

To, gem cepare Tpemnerano,
COeperxenib ThI OT JIFOIEH;
He copsemib Tl moKphIBaia
C neBCTBEHHOM AyLIN CBOEH.

453 Donald Loewen, “Poetry, Perceptions and Personality: Finding Karolina Pavlova in Her Autobiographical
Prose,” The Slavic and East European Journal 47.4 (2003): 631.



TalHy rpyCTHBIX BJOXHOBEHUHN
He y3narot HuKOT I3,

ThlI, Kak IpU3paK CHOBUJICHUM,
ITponecemibes 6e3 caena.

besrnarosibHa nepesa cBETOM,
Bynews neTp B TUIIM HOYEH:
['ocTh HEHYKHBIN B MUPE 3TOM,
Hewu3BecTHBIN COJIOBEH.

No, not for them, is your sacred gift!
Not, not for them is your pure verse!
No, with your inspired song

You will not go to their market!

You will silence the echoes of thought,
And you will not let the madmen
Construe your bursts of feelings,
Slander your dreams.

That, which made your heart tremble,
You will spare from people;

You will not throw off the covers
From your maidenly soul.

The secret of your sad inspirations
They will never discover;

You, like the phantom of dreams,

Will pass through without a trace.

Voiceless in the light,

You will sing in the silence of nights:
An unwelcome guest in this world,
An unknown nightingale.

Pavlova’s first line directly divides the woman poet from the critics, claiming that the

poet’s sacred gift is “not for them” [He um]. This “them” refers to the men who review and

13

criticize the poet’s

305

pure verse” [uncTbiii ctux] and “inspired song” [necHs BnoxHoBeHHasi| at the

“market” [psiaok], which further creates a divide between the writers and reviewers. The poets

are associated with the divine realm of poetry and the reviewers with the earthly and

materialistic, as mundane sellers in a market. These “madmen” [6e3ymibi] only discuss bursts of
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the poet’s emotion and slander the poet’s dreams. It is notable that Teplova’s “Advice to maiden
D...1” uses the imperative form of verbs, like “hide” [ckpriBaii] and “throw” [6pocs] when
addressing the reader, while Pavlova uses the future tense of the verbs like to silence
[3armymums] and to sing [Oyaems mets]. Teplova’s poem includes active command but
encourages the reader to stop writing poetry, but Pavlova’s poem adds the idea of inevitability
that the writer will stop sharing her poetry with the masses. Because of them, the young female
poet will keep hidden her inner feelings and will “not throw off the covers of her innocent soul”
[He copBemib mokpeiBana ¢ AeBcTBeHHOM Ayibi]. She will pass without a trace like a ghost, they

will never know her inner world, and she will remain without a voice.

Unlike Teplova’s almost pleading tone, Pavlova adopts Pushkin’s feelings of superiority
in the idea of “not for them.” It sounds like the crowd does not deserve to learn of the inner
world of the woman poet, which also appears similar to Rostopchina’s “How Women Should
Write.” She says that critics who slander dreams and comment on passion without feeling are
those who will never understand the secret of inspiration and will never comprehend poetry
specifically because they themselves do not have the poetic gift. The last lines, in contrast to the
strong stance presented in the rest of the poem, create a bleak image of an unwanted singing
nightingale who sings its song at night when nobody can hear it. This image of fragility explains
why the female writers try to shield women from their society and discourage the pursuit of
poetry. Each of the previously mentioned women give advice to other women and their main
argument rests in their attempt to protect them from the cruel and ignorant “other,” whether it is

the audience or critics.

Pavlova continues her line of thought in her dedication in the novella A Double Life,

written in 1846, a story featuring Pavlova’s commentary on society restricting women.



BaM 3T0# MbICIM TPUHOIIEHBE,

Moei 1033uu IpUBET,

Bam sToT Tpyn yenuHeHss,

Pabbiau myma u cyer.

Bac Bcex, He BcTpeueHHbIX [lenunuid,
Moti rpyCTHBIN B3/10X Ha3Bajl B THILIH,
Bac Bcex. [Icuxeit, TUIIEHHBIX KPBUIUHT,
Hewmpix cectep moelt gymm!

Jaii bor 1 BaM, ceMbe O€3BECTHOM,
Cpenp rpenrHoil Jbku X0Th COH CBSATOMH,
B HeBou1e KHU3HM 3TOM TECHOM

XOTb B3pbIB MTHOBEHHBIHN KM3HU TOM.

To you is this thought’s offering,

The greeting of my poetry,

To you is this work of isolation,

You slaves of noise and commotion.
You all, the unencountered Cecilys,
My sad sigh called out in silence,

All of you. Psyches, deprived of wings,
The mute sisters of my soul!

May God give to you, the unknown family,
At least a sacred dream amidst the sinful lie,

In the captivity of this restricted life
At least a momentary burst of that life.*>*
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The poet’s dedication repeats the words “you” [Bam] and “you all” [Bam Bcem] addressing

a female audience. These are the Psyches deprived of wings, the silent sisters of her soul. This

implies that the following story of Cecily is not singular, that there are many women who share a

similar fate, whose voices have been silenced. Other writers often dedicated their works to

specific people, most often just one reader. Pavlova, however, addresses many women and thus

creates a feeling of solidarity among women. The following work, as she tells them, will give

them a glimpse of some other sacred life, as they live on this earth in “sinful deceit” [rpenHoit

TOKH].

454 pavlova, Polnoe sobranie, 231.
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The women are mute, they live in sinful deceit, and they are held in captivity. These bold
statements coincide with the image of her women readers being “slaves of noise and commotion”
[pabeinu myma u cyer], who value society. These mute sisters, as Olga Peters Hasty proclaims,
are those women who could not stifle gender norms and surrendered to society’s temptations,
breaking the link between themselves and their poetic self.*>> Hasty also notices that in her poem
addressing Rostopchina, Pavlova calls her a “slave of commotion” [cyer pa0birsi] Based on the
poem dedicated to Rostopchina and her use of the same term in her dedication, Rostopchina
might be one of the mute sisters to whom the poem is dedicated. Herein lies Pavlova’s basic
premise that “far from being a source of freedom, a free-wheeling lifestyle prevents the woman
poet from connecting with her inner self that Pavlova designates as the locus of creativity.”*%

Pavlova, like other writers, creates a distinction between the poetic and earthly realm and states

that as one begins valuing society and its pleasures, they begin to lose their poetic inspiration.

Comparing this dedication to the poem “No! Not for them is your sacred gift...” the
similarities make it seem as though she addresses the same people. These are Psyches deprived
of wings, the silenced women whom she appears to represent as anonymous nightingales in the
previously mentioned poem. If in the first poem she spoke of women who should not reveal their
soul and keep their poetic life hidden, the dedication describes the consequences of a life lived
without access to the higher poetic world. Another intensification of the message appears in the
critique of society and critics. In the first poem the poet chooses to keep her poetry hidden due to
the critics’ cruelty and ignorance. In the dedication, Pavlova features a bolder image of society

completely depriving such women of their poetic inspiration. In the last lines of her dedication

4% Hasty, How Women, 35.
456 1bid., 35.
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Pavlova wishes for the women to experience even a little of the higher poetic world. This
positive note implies that she deems the problems and consequences of access to poetry to be

outweighed by the beauty she finds in her poetic gift.

The dedication serves as a foundation for the rest of A Double Life. This novel’s
treatment of womanhood is considered in another chapter, but the novel also contains Pavlova’s
important ideas concerning a woman’s poetic inspiration. According to Greene, in A Double Life
Pavlova “shows that society, in order to make young women ‘marriageable,” condemns them to
banal, empty, soul-destroying lives strictly governed by propriety. As a result, women lose their
inherent creativity and even the so-called good matches they manage to make— marriages to
rich men— bring them nothing but unhappiness.”*’ In A Futile Gift Gan separated the earthly
world from the poetic, designating daytime for living and working as an ordinary person and
nighttime for connecting to the poetic realm and developing poetry. Pavlova also creates this
division in A Double Life because the main plot of the story features Cecily’s impending
marriage in the daytime but at night Cecily’s creative imagination takes hold and she enters the
world of poetry. To further separate the two worlds, most of the story is written in prose but

Cecily’s dreams are written in verse.

Before her first poetic dream Cecily is preparing for bed and thinking of her infatuation
with Dmitrii, but suddenly a strange feeling overcomes her. “But at the same time in the midst of
these happy thoughts a strange and inexplicable one kept breaking through, a heavy and
persistent feeling, as if she were being made to guess a riddle, find a word, remember a name and

was not able to...”*®8 In the previous chapter there was a discussion of Cecily’s “mental corset”

457 Greene, Reinventing Romantic Poetry, 156.
458 pavlova, A Double Life, 8. All subsequent quotations from this text in this chapter will be noted by a
parenthetical reference providing the page number of the quotation.
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caused by her upbringing, which made genuine feelings, emotions, poetry, and intellectual life
completely foreign to her. However, this quote shows that Cecily instinctually felt that some part
of her life was hidden but was attempting to reveal itself. This hidden aspect caused Cecily to

dream in verse.

The first night Cecily arrives in a poetic utopia in a lush garden under the moonlight,
where everything is in harmony. In this poetic realm Cecily meets him, someone “powerful and
stern” who looks “into her soul with his soul” (Pavlova 9).%*° Thus, Cecily meets her guide in the
poetic realm who meets her every night to help her understand the higher world. Diana Greene
calls him a “mysterious, ‘stern,” reproachful but ‘loving’ male figure who appears in Cecilia’s
dreams each night— a fitting representative of the sadistic but supposedly loving God” found in
some of Pavlova’s works.*®° The scholar Ginger B. Lazarus believes he can represent a “lover,
father, friend, mentor, master, muse, and divine spirit” but the key to his existence rests with the
poet who died just before the events of the story. he also represents a poet who died just before
the events of the story begin.“* Just as he died before she knew he existed, her poetic potential
died before she was aware of it. The mysterious man in her dreams introduces himself on the
second night, saying “I am your sadness in the tumult of a ball / I am the secret of your dream /

That you could not reach with reason, / That you have understood with your heart” (Pavlova

“A MEXIy TeM CKBO3b 3Ty BECEIYIO MBICIb POTJIsAbIBaIa OECIPECTAHHO, COBCEM HEKCTATH, MBICIIb CTPAHHAS U
HEU3BICHUMAs, IYBCTBO TATOCTHOE U HEOTCTYITHOO, KaK OyATO ObI €ii TOJDKHO OBLIO pa3rajaTh KaKyr-TO 3araaxy,
HAWTH KaKoe-TO CJIOBO, BCIIOMHHThL KaKOE-TO UMsI, KOTOpoe eif He naBanock...” (Pavlova, Polnoe sobranie, 236).

49 “nonon crporoit Mouw,” “rsaut oH B aymy eil gymoit” (Pavlova, Polnoe sobranie, 237).

460 Greene, Reinventing Romantic Poetry, 158.

461 Ginger B. Lazarus, “Living Poetry: The Mute Poet and the Double Life,” Essays on Karolina Pavlova (Evanston:
Northwestern University Press, 2001) 88.

99 <
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18)*%2 The man represents the poetic inspiration that always seemed to follow Cecily but

something which she herself never had the knowledge to understand.

When she asks whether this nightly world is real, the poet answers “Perhaps everything
there was false, / Perhaps only here you are awake,” which questions the nature of diurnal reality
for a poet and asks in which world they feel alive.*®® For the first time, the man directly tells
Cecily that her mind has been “swaddled,” preventing her from knowing the “freedom of feeling
and the kingdom of thoughts.”*** He tells Cecily that her dreams allow her to get a glimpse of the
poetic realm, but that which she can only see in a dream “a genius will learn while awake.”*%®
The poet’s description of Cecily’s life allows one to speculate that Cecily was born a poet and
would have had access to her poetic gift, had her upbringing not limited her mind. Now, Cecily
belongs to the “world of the blind,” so she will forget everything she learns in her dreams.*6®

Society’s damage on her mind irreversibly severed the connection between Cecily and the

creative world.

During the third night the mysterious stranger tells Cecily about the earthly world and
being a poet among the crowd. Pavlova uses conventional images of the poet standing apart from
society but also she questions the purpose of poets on earth. The man addresses other poets by
saying: “You drink to the dregs in vain / The bitter cup of life; / Your faith is alien to men, /
They do not need your song” (Pavlova 29).%” The poetic gift, as it appears in the statement, is

futile because poets suffer on earth in vain and nobody values them. The poet also questions why

462 “d] rpycTh TBOS cpeab yma 6aina, / 51 TauHCTBO TBOEH MeuThI, / Uero ymMom He mocturana, / Uro cepaiem

nonumara Te.” (Pavlova, Polnoe sobranie, 242-243)

463 “BpITh MOXKET, TaM Bcé ObLIO JI03KHO, / BRITH MokeT, 31ech ThI HaaBy.” (Pavlova, Polnoe sobranie, 243)

464 “cenenanu ym” “Cpo06ozs! uyBcTB U Hapersa aym” (Pavlova, Polnoe sobranie, 243)

465 “gasBy ysnaer rennii” (Pavlova, Polnoe sobranie, 243)

466 “crpane cnensix” (Pavlova, Polnoe sobranie, 244)

467 “YKm3HM ropecTHbIe Yaimy / IIseTe TIIeTHO BBI A0 AHA: / JIIoaaM dyskasl Bepsl Bainy, / Bama necHb UM He HykHA"
(Pavlova, Polnoe sobranie, 251).
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poets are sent down to earth: “But why meet these reproaches / Why perish vainly in the
shadows, / Prophets without usefulness, / Whom God sends to earth today?” (Pavlova 28).468
Pavlova transforms the image of the great prophets in Romantic poetry, as in Pushkin’s
“Prophet,” into a useless prophet send to earth just to endure reproaches from the crowd. Even
though the crowd does not understand his works and the poet will never receive praise, he

continues to write not for society, but “so that the poet’s alleluia / will rise above earth’s

murmur” (Pavlova 29).46°

During the sixth night the man offers Cecily the truth on being a woman with a poetic
gift. Cecily believes herself to be in love with Dmitri, so the poet explains the love she seeks in
Dmitri is her “dark, mute thought™ misidentifying her love because, as the poet claims, “it is in
me your soul believes, / Me that you love, not him” (Pavlova 65).4”° This seems to suggest that a
woman with an unrealized poetic gift will always yearn for a life with feeling and inspiration,
while on earth and in society she can only access this emotion in marriage. The poet also says,
“thus let your fate turn out a bitter one, / the bright paradise of hopes vanish,” which indicates
that Cecily can either live an earthly life or a poetic life, she cannot live both (Pavlova 65).4"
Cecily finds her voice only on the seventh night, which she uses to respond to the truths of life

which the poet has given her previously.

OcraBb M€Hs1, O CTPOTUH TeHMI!
TeI BCE nevanpHel U MpadHei;
borock TBOMX 51 OTKPOBEHHI,
JIto6BU Ge3:ka0CTHOM TBOEH.

468 “Ho 3auem BcTpeuaTh ynpeku, / TuOHyTh apoM B Haweit mrute, / becronesusie npopoku, / bor Bac HelHE ULUTET
semne?” (Pavlova, Polnoe sobranie, 250).

469 “Ho ut06 nosra amnmunyiis / Hecnack nan porotom semiu” (Pavlova, Polnoe sobranie, 251).

470 “nymoit TeMHOIO, HeMoI0” “B MeHs ThI Bepyems aynioo, / Mens Ts1 mobumb, He ero.” (Pavlova, Polnoe
sobranie, 276).

471 “Tak mycTh yzend cBepuTes cTporoii, / Hagexn ncuesner cBeTslii paii!” (Pavlova, Polnoe sobranie, 276)



[Tyckaii K BceTHEBHOM, MOIION JT0J1€
CBoto 51 ayury npuydy:

A He xouy npeaBuaeTh 00IIe,

S Gose BenaTh HE X0uy!

3aueM HamnpacHoO pBELIb OT MUPA
Hewmyro y3uu1y ero

W 6e3 3eMHOr0 XUTh KyMHUpa
3emHoOe yuunib cymectBo?4? (287)

Leave me alone, stern spirit!
You grow sadder and gloomier;
| fear your revelations,

Your pitiless love.

Let me instruct my soul

For its daily, trivial fate:

| do not wish to foresee more,
No more do | wish to know!

Why do you tear in vain
Its mute prisoner from the world,
And teach an earthly being

To live without an earthly idol. (Pavlova 81)
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In the division between the poetic world and mundane life, Cecily boldly claims that she

wants to choose earthly life. She says that he “always turns [her] happiness to lies” and makes

her question her life.*”® She fears his truths and claims she no longer wants to experience her

dreams [Benats] because her knowing the truth of the poetic world will hinder her life on earth.

This is the first time in the poetry we have examined that a person is getting advice on the poetic

gift and wishes to reject inspiration. Pavlova suggests that it is easier to live life without knowing

poetic inspiration than to know a higher truth and not be able to act on it. Hasty remarks that “far

from promoting escapism, Cecily's dream world now intrudes on and clouds the blissful,

472 1bid., 287.

473 “panocTs obpamaenis B 106~ (Pavlova, Polnoe sobranie, 287)
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carefully engineered ignorance of her waking hours. Her daily life comes to be seen as an escape

from the truths she recognizes in her sleep.”*"*

After Cecily claims she does not wish to know the truth, on the eighth day Dmitri Kisses
her cheek, an action that can be considered a physical link to the earthly realm, but she pulls
away. “Something had awakened in her and was glowing brighter than the stars of the night.
Through all the mental shrouds, through all the ignorance, through all the falsehood of her life
shone a gleam of heavenly truth, a sincere feeling, a revelation of the soul... a minute flowed by,
perhaps unique in her earthly existence... and she quietly went back again into the room and sat

down lost in thought” (Pavlova 89).4"

After this moment she feels a true pull toward the other world and craves to be alone with
her thoughts. That night, when she meets the poet, “Dim understanding awakened in her, / The
prophetic voice filled her heart; / And, leaning into his embrace, / Suddenly her tears poured
forth” (Pavlova 91).4’® Cecily felt on earth a glimpse of the higher world, so when she returns to
the poet that night, she has a full realization of what she cannot have on earth. She has gained a
dark understanding of the world. “The time has comel!... her soul is ready!...” implies she could
accept the poetic gift (Pavlova 92).4”" As Hasty indicates, Cecily has two options to “pursue
uncritically her day-to-day life... ... or she can dedicate herself to a higher ideal that society will

disdain.””*’® However, Cecily is engaged to Dmitri and therefore bound to earth, so the narrator

474 Hasty, “Karolina Pavlova’s,” 60.

475 “CkBO3b Bce YMCTBEHHBIE TIEJIEHBI, CKBO3b BCE HE3HAHUS, CKBO3b BCIO JIOXKD €€ KU3HU CBEPKHYI 0TOIECK
HEOECHOM UCTHHBI, YyBCTBO HCKPEHHEE, OTKPOBEHHE JIYIIEBHOE... IPOTEKJIA MUHYTA, MOXKET ObITh €IMHCTBEHHAS B
ee 3eMHOM OBITHH... U OHA TUXO BOIILIA OMATh B KOMHATY M cena 3axymunBo.” (Pavlova, Polnoe sobranie, 293)

476 “TemHBIe IPOCHYIMCE B Hell MOHATHA, / ['py/b ee HamoMHUI Beluii riac; / Y oHa, CKJIOHACH B €ro 00BATh, /
Tokowm ciie3 BHe3anHo 3amuiack.” (Pavlova, Polnoe sobranie, 294)

477 “TIopa npunuia!.. myma rorosal..” (Pavlova, Polnoe sobranie, 295)

478 Hasty, “Karolina Pavlova’s,” 61.
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says she must return to earth, where she has “no heavenly protection” or “help from above”

because she is “handed to fate as a slave” (Pavlova 92).47°

The night before the wedding the poet bids farewell to Cecily: “Learn to live with
outward grief, / Forgetting youthful dreams of Eden, / Share no more with anyone / The secret of
inconsolable thought (Pavlova 103).48° Cecily will never again experience the world of
inspiration and “life will mercilessly fulfill” her wish of living in the earthly realm.*8! Fate will
“carry out to excess / its sentence over” Cecily and even though she will find some happiness in
“the midst of struggles,” she will pay a “dear price” for that wealth (Pavlova 104).%¥2 He sends
her “to her sentence / only strong in faith, / without hoping for support, / defenseless and
alone.”*® The farewell implies that Cecily will live an unhappy life on earth and that losing her
connection to the poetic world does not help her life but only makes it darker. The narrator fills
the scene of her wedding with various images of death, lamenting both Cecily’s future and her

loss of the poetic gift.

The final verses of the poem come directly from the woman narrator, who describes her
own thoughts and feelings toward both her work and the poetic gift. Depicting the writing
process as thought having lived within the poet “free and bright” and then crossing “into the
outer world,” the narrator indicates that poetry arises from within, a phenomenon described by

other writers as well.*®* Even as she writes, it also occurs to the poet “That it's time for me to

479 “Paboii T 0TaHa cyabOe; / 3amuThl HeT Tebe HebecHoit, / Her cpime nomomu Tebe!” (Pavlova, Polnoe
sobranie, 295)

480 «¥urh yunch B TpeBore BHemHeH, / IOHBIX Tpe3 36618 Dniem, / Taiinoil xymbl Gesytemnoii / He nensch yxe Hu
¢ kem.” (Pavlova, Polnoe sobranie, 302)

481 “)Ku3up ncnonuut Gecnomanuo” (Pavlova, Polnoe sobranie, 302)

482 “I1 ceepiumt cyn0a B n36bITKe / Han 106010 Ka3Hb CBOK,” “cpeau GopeHuii,
Polnoe sobranie, 303)

483 “Tak uam x 1o purosopy, / Tonsko Beporo cunbHa, / He Hazgesacs Ha onopy, / bessammraa n ongna.” (Pavlova,
Polnoe sobranie, 303)

484 «“cpobonHa u ceTna” “mup BHemmnuit” (Pavlova, Polnoe sobranie, 306)

29 < o

Jloporoto 1ienoit” (Pavlova,
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meet life differently, / That dreams are lies, words useless, / Sounds and verses [are] an empty

).485 If she gives up poetry, the narrator wonders, will she find “meaningless

game” (Pavlova 110
peace” and will she say that “all is empty fantasy.””*®® However, every time the narrator considers
relinquishing her gift, “the voice of self-reproach” rings in her heart and she realizes that the
poetic gift will never die (Pavlova 111).%8” The last lines are: “Let me throw treasure after
treasure / Into the stormy depths of the sea of life: / Blessed is he who, arguing with the storm, /

Can salvage something precious for himself,” thus suggesting that those who can manage to

survive society and live for themselves may achieve the best they can in life (Pavlova 111).488

As Diana Greene writes, “in a series of dreams, Pavlova’s heroine, Cecilia, a
marriageable young woman in Moscow society, discovers a realm of poetry, truth, and spiritual
values beyond the stifling world in which she lives. Although Cecilia seems very ordinary, the
narrator shows us her thwarted poetic genius, which can only emerge in her sleep.”*® Pavlova
presents a story that evaluates a poetic consciousness, its poetic value, and the consequences of it
occurring in a young woman. Initially, Pavlova describes the life of a poet, his divine origin and
inspiration, as well as his mixed reception in society. While the male poet may struggle with
recognition, a young girl may not have the opportunity to discover and hone her poetic gift
because society ruthlessly constrains her. The narrator touches on society’s perception of women

poets by saying Cecily “knew that there were even women poets, but this was always presented

485 Yro u3HL BCTPEUATh MHAUe MHE TI0Pa, / UTO Ipe3bl -- JIOKb, UTO GECTIONE3HO CII0BO, / UTO 3BYK U CTHX --
nuuroxHas urpa. (Pavlova, Polnoe sobranie, 306)

486 “Geccmblcnennslii mokoi” “Beé 6pen nycroii” (Pavlova, Polnoe sobranie, 306)

87 “rnac camoynpexka” (Pavlova, Polnoe sobranie, 306)

488 “TTycTtp Gpomy 5, Cpelb JKU3HEHHOro Mops, / 3a KinajgoM Ki1aj Ha OypHOit Tiry6u gHo: / BraxeH 1 TOT, KTO MOT, C
rposoro ciops, / CeGe criactu cokposuiie oauo.” (Pavlova, Polnoe sobranie, 306)

489 Greene, Reinventing Romantic Poetry, 157.
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to her as the most pitiable, abnormal thing, as a disastrous and dangerous illness” (Pavlova 27)*°

All poets feel futile, but women are rarely allowed the chance to develop their mind and skills.

In this way, A Double Life and Elena Gan’s A Futile Gift share many similarities. Two
young women, Aniuta and Cecily, are born with poetic consciousness and have the ability to
become poets. While Cecily is mentally constrained from her earliest childhood, Aniuta is
encouraged to follow her inspiration and keep writing. Both women experience blissful moments
of higher truth at night, while day is dedicated to everyday life. Pavlova’s poetic world has
associations with death, as multiple people die and Cecily sees their graves in her dreams, and it
appears the poet returns to this world after death. This is similar to Gan’s portrayal of death in A
Futile Gift, which included the concept of Aniuta finally finding peace and acceptance for her
gift after death. Even though Aniuta finally finds peace after death, in life she suffered at the
hands of the crowd and was essentially killed for her gift. In contrasts, Cecily never had the
chance to experience poetic consciousness while awake on earth, and the narrator implies Cecily
will have an unhappy life after marriage. Both women may have been destined to be poets but

society prevented them from their happiness.

Pavlova gives a direct analysis of the causes and implications of women’s restricted lives.
Society keeps women mentally constrained to be the perfect wives. Heldt aptly remarks, “the
better Cecily’s real life seems to become as her marriage approaches, the greater the anguish
expressed in her poetic dreams.”*%! The poetic gift is completely incompatible with society and
its values, so the closer Cecily gets to marriage, the weaker her connection to the realm of

inspiration becomes. Ginger B. Lazarus speculates that “the story of Cecilia's experience is both

490 “Opa 3Hana, YTO ecTh JaXke U KEHIIMHBI MOITHI; HO 3TO € BCerna ObLIo MPEACTaBIAEMO KaK CaMOE JKAJIKOE,
HEHOPMaJIbHOE COCTOSIHUE, Kak OeIcTBEHHas U onacHas 6oje3nb.” (Pavlova, Polnoe sobranie, 249)
491 pavlova, A Double Life, xviii-xix.
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a passionate endorsement of poetry's transcendent qualities and a bitter caveat to women living

in a selfish, materialistic world: suppress all unfitting longings, all poetic inclinations, or expect
no happiness.”*°2 Women cannot be both society women or writers, but as Cecily’s life shows,

some women are never given the chance to become writers or even allowed to understand the

world.

Conclusion

When looking at the works for the five writers together, some apparent connections
appear among them. At first glance, Romantic ideas on poetry unite them, yet they stand rather
distinctly apart from their predecessors and contemporaries. The dominating themes for men are
concerned with legitimizing the idea of the poet as prophet and establishing their superior place
in society. Even when Pushkin expressed deep frustration and anger toward the reading public,
he still placed the poet higher than the crowd, whom he mocked for its ignorance and demands.
Themes of isolation also appear in Romantic works, but in the poems written by men, the
isolation provides an escape from the mundane, without the haunting depression than underlies
the works of the women. Additionally, themes like poverty take on an almost comical quality in
men’s poetry because men had other forms of income and status in society, whereas for women
like Bunina, writing provided her sole income. For women, unlike for men, being a writer meant
facing constant tension between gender limitations and gender expectations; these women

yearned for recognition while being dismissed because of their gender.

492 |_azarus, “Living Poetry,” 86.
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Bunina stands apart from the other women as the earliest example, and the only one who
gives voice to other women around her. In “A Conversation Between Myself and Women”
Bunina places women around her in opposition to herself but she still voices their expectations.
The female readers do not read Russian or care about her works if they do not directly benefit
them. This kind of female opposition is not seen in Teplova’s or Pavlova’s works, and that is
perhaps in part because of the female literary community provided by the salons. In Bunina’s
literary circle, she herself did not have a voice as the more esteemed men read her works, for
which she expressed gratitude. Rather than appearing vain, Bunina chose to comply with
society’s expectation of meekness, even going as far as refusing to write certain poems because
she felt unworthy. For Bunina, being a writer meant limiting her scope of writing to comply with
norms, praising men in order to get recognition and publish her works, yet a critical voice
sometimes appeared that expressed the poet’s frustrations with literary conventions, such as in

“A Conversation Between Myself and Women.”

Some of the strongest oppositions the writers faced were between themselves and male
critics, a theme they heavily emphasized in their works, especially their advice poems. Teplova
saturated her poetry with deep emotions and frustrations with society. Due to the tension caused
by her expected social role in society as wife and mother, and her yearning to become a writer,
she warns other women not to follow in her footsteps. Instead, she advises women to write their
poetry in their journals and never publish, saving themselves from public scrutiny and malice.
Pavlova echoes this advice yet goes further and argues that the public does not deserve to know a
young woman'’s inner life and poetic gift. Rostopchina adopts a more docile tone than Pavlova,
but her advice to women also has the connotation that readers do not deserve to know a woman’s

true feelings. As Barbara Heldt summarizes, “women poets’ words of counsel or explanation
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addressed to other women are often tinged with irony, stemming from awareness that the woman

writer is beyond the pale of ordinary happiness.”*%

The longer works A Double Life and Elena Gan’s A Futile Gift provide the most striking
commentary on women writers that seems to apply to the other three women as well. According
to these two women, critics will never understand or praise a woman’s works, they will just
slander and tear them apart. For the two women, being a writer meant facing heavy criticism and
standing in opposition to male critics. The works include some universal themes, such as the
concept of the poetic gift as divinely inspired, and therefore part of some women’s destinies. The
women will always feel a calling from within and eventually the poetic gift will come through to
the external world, but the consequences of such an action may be detrimental. Whether through
strict upbringing limiting a woman’s mind, or through the ignorance of a rural crowd, the poetic
inspiration will cause a woman harm or even death. The main message of the works of all five
women is that the poetic gift, while divine, conflicts with society and its expectations of women.
Male critics also represent an aspect of society that provides constraints on women’s writing, as

this too can be seen in the works of all five writers.

A distinct progression can also be traced in the writers’ own acceptance of their poetic
gift. Bunina in life followed her convictions and dedicated her entire life to her craft, even
though her poetic voice expressed feelings of inferiority and reluctant acknowledgement of her
gift. “A Conversation Between Myself and Women” stands apart from many of her works as it
admits that she was conscious of audience and criticism, so she carefully crafted her poetic

messages. Teplova and Gan accept their talents in poetry and prose, yet they do not explicitly

493 Heldt, Terrible Perfection, 110.
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challenge conventions in their works. Teplova calls her life a fatal mistake because she has the
poetic gift and Gan shows that the poetic gift can be bestowed on people who can never utilize it.
Pavlova and Rostopchina have bold confidence in their poetic gifts and adopt the feelings of
superiority that may have been more common in male poets. Notably, Rostopchina channels
these emotions when addressing a whole generation of people who stood against her, as she took

pride and found solace in her poetic gift.

Writing decades apart, the women had different backgrounds and different life stories,
but their poetry shared a special connection. When considering their experiences, at least those
memorialized in poetry, one can find so many striking similarities. All five women struggled
internally with their literary gift, but their main obstacle in their art was the audience. For all
writers, the audience consisted of people who helped fund their works, but also, and perhaps of
greater importance, it consisted of harsh male critics on whom their fame and reputation
depended. Each woman overcame the challenges she faced to share her stories, no matter how
difficult the circumstances. Moreover, each woman left advice to other women to stay away from
the creative path specifically because society prevented their success. Their poetry created a
lasting image of women going against accepted norms to answer the call of inspiration, despite
all the obstacles they faced. As we can see in the poetry of Bunina, Teplova, Pavlova, and
Rostopchina, as well as in Gan’s prose, being a female writer created an intense internal struggle
and they all felt pain caused by isolation, public criticism, and pursuing a passion that directly

opposed society’s expectations.
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Conclusion

Anna Bunina, Nadezhda Teplova, Elena Gan, Evdokiia Rostopchina, and
Karolina Pavlova were all extraordinary women who challenged contemporary gender roles and
society’s limitations on women. For the last two hundred years their works have been largely
forgotten as most anthologies, encyclopedias, and textbooks do not include them, but recent
scholarly attention has allowed the possibility to rediscover their lives and works. Their more
famous male contemporaries, such as Aleksandr Pushkin and Nikolai Karamzin, published
works featuring women’s lives, feelings, and thoughts. Judith Fetterly discusses this
phenomenon of female characters acting as projections, not people, for the male characters while
serving to indicate the involutions of the male psyche.*** In a way, rediscovering the works of
women writers from the nineteenth century returns the literary voice to women and can help
uncover women’s emotions and opinions on their own lives, as well as the messages they wanted
to convey to their readers. These voices directly respond to the shifting views of their

contemporaries and try to answer the questions about women’s status and role in society.

Anna Bunina started writing when women were just beginning to receive education,
when women were expected to raise the morality of the nation, and when the phenomenon of
original Russian literature was just beginning to form. Writers depended on literary societies and
patronage in order to succeed. Frank Gopfert remarks that in Anna Bunina’s time “women were
still afraid of enmity and unfairness” and the literary sphere did not easily provide material
support for their works, and not just for women.*% Therefore, their literary voices were

restrained in order to conform to literary conventions and gain patronage. Also, the literary

4% Fetterly, The Resisting Reader, 28-29.
4% Gopfert, “Poniatie ‘remeslo,’” 67.
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community was divided about women writers. Those who opposed women appearing in print
equated publishing works to sexual exposure and those in favor believed women should write
about their own feelings to help moralize and feminize Russian culture.*®® Despite the occasional
conformity to conventions, Bunina is still considered one of the most outspoken poets of her

generation.

One of Bunina’s boldest statements was against contemporary views on love, promoted
by Rousseau and Karamzin, that viewed women as obedient wives meant to serve and please the
husbands while helping improve their moral character. Bunina, however, rejected inequality in
love but instead wrote that love should be based mutual interests. In a poem like “The
Philosophy of a Butterfly” Bunina also subtly included the message of freedom being preferable
to marriage, a radical concept for the early nineteenth century. Her poems concerning the lives of
women show her shifting ideology from questioning the laws of men in restricting women’s
roles to advising other women to stay compliant. Bunina’s reflection of her own life brought her
to the realization that life for a woman is easier if she becomes a wife and mother. Likewise, she
mostly adopted a meek and modest literary voice when addressing her poetic talent, and even
when she dared to depict readers and patrons as controlling in “A Conversation Between Myself
and Women,” she undermined her message with a footnote calling the poem a joke. Bunina’s
literary voice tries to conform to the standards set for her by authorities of power, but she also

begins questioning the institution of marriage, literary conventions, and society.

Gopfert credits Anna Bunina as one of the few who laid the groundwork for their

successors, like Nadezhda Teplova. He writes, “it is especially thanks to these poetesses and

4% \owles, “The ‘Feminization,”” 39.
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writers that from the 1820s literary criticism not only ‘noticed’ women’s poetry, but it started to
evaluate the poetry’s distinctiveness.”*®” Nadezhda Teplova’s brief literary career mostly
featured elegiacal poetry and conformed to Belinskii’s assertion that women’s poetry should be
focused on feelings. As with Bunina’s works, there is a progression of ideas from early works
viewing love as a sacred and elevated feeling to a darker view of love as harmful to women.
Teplova’s drafts of prose also show a growing concern for marriage binding women to men they
do not love. Her poetry is permeated with feelings of longing for a different life as well as
resigned acquiescence to the earthly life. Teplova was very concerned with the message of her
works, and her literary voice is preoccupied with the life of women, whom she advises to refrain
from publishing poetry, warns about the dangers of society, and to whom she describes the life of

a woman as one full of constraints and sacrifices.

Similar to the poetry of Evdokiia Rostopchina and the prose of M. Zhukovskaia or E. A.
Gan [‘Zeneidy R-voi’], [Teplova] revealed to the reader the spiritual world of a modern
woman, a profound world, dramatic and enclosed in itself. The fact that it was limited to
the sphere of intimate experiences was an indirect reproach to society that did not admit a
woman into social life. And here Teplova came in contact with the Russian women
successors of George Sand — with the entire movement of social thought that was gaining

momentum in Russian literature.*%8

497 “HmeHHO 6naroz1ap$1 OTHUM IIOITECCaM U MUCATCIIbHUIAM, C IBAIATBIX I'OJA0B JIUTEPATYypHASd KPUTUKA HE TOJIBKO

‘3aMeTHIIA’ )KEHCKYIO MO33HI0, HO M cTalla CyAUTh 00 ee ocobenHoctsx.” (Gopfert, “Poniatie ‘remeslo,’” 69).

498 “TTono6HO cTuxam EBnokun Pocromuunoii u npose M. XKykosoit unu E. A. Tan («3e Henppt P — Boii»), ona
OTKpBIBaJIa YUTATEIIO yXOBHBIH MUP COBPEMEHHOM JKECHIIMHBI, MUP ITyOOKHH, ApaMaTHYHbBIH ¥ 3aMKHYTHIH B ca
MoM cebe. To, uTo OH ObUT OrpaHnyueH 00JIACTHI0 HHTUMHBIX EPEKUBAHUH, OBIIIO KOCBEHHBIM YIIPEKOM OOIECTBY,
HE JIOIyCKaBIIEMY XKCHIINHY B COLMANBHYIO XM3Hb. U 31ech TemnoBa conpukacanach ¢ pyCCKUMHA
nocienoBarensHANaMy JKopxk CaHI — C LENBIM TeYEHHEM OOIIECTBEHHOH MBICIIN, HAOMPABIINM CHILY B PYCCKOH
mureparype.” (Vatsuro, “Zhizn’ i poeziia,” 35)
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Teplova addresses many poems specifically to women, dealing with subjects not typically
found in the works of men, such as death of a spouse or child, and was one of the first to create
works with an intimate view of the feelings of women. Elena Gan’s prose presents similar
concerns about the life of women and begins critically assessing the source of its problems. Joe
Andrew aptly claims that ““from the very first pages [Gan] published in 1837 (The Ideal) she had
placed the difficulties encountered by the outstanding woman at the very center of her fiction.””*%°
In Gan’s works, women who are intellectual and possess an elevated soul craving genuine
feeling, and who can also be viewed as writers, are ostracized for their inner purity and innocent
values. Neither love nor marriage, which she separates as different entities, provide happiness for
woman. In her later works, especially A Futile Gift, “the question is posed: is education for
women actually counterproductive in that it prepares them for a world they cannot enter?”5%
Gan'’s literary voice offers the conviction that there is something inherently wrong with society,

beginning to identify that marriage, society, and education limit women.

Evdokiia Rostopchina was “fond of society and a salon habituée, was a frequent visitor in
the St. Petersburg drawing rooms” and “dedicated many of her poems to this world and its
members,” gaining a reputation as a society woman.*!, She developed a feminine literary
persona and depicted many scenes and themes associated with women, so even now most serious
scholarship typically avoids including Rostopchina when examining women writers. However, |
agree with Diana Greene when she remarks, “Rostopchina accommodated to her society’s

gender stereotypes in order to resist the social pressure that would have excluded her from the

499 Andrew, Narrative and Desire, 131.

500 1bid., 134.

501 Judith Vowles, “The Inexperienced Muse: Russian Women and Poetry in the First Half of the Nineteenth
Century,” A History of Women's Writing in Russia (Cambridge: Cambridge University Press, 2002) 64.



326

realm of literature.”*®2 Rostopchina, like Bunina, conformed to many social and literary
conventions, such as telling other writers to be humble and conceal their true feelings, while at
the same time being vocally critical about certain aspects of a woman’s life. Similar to Gan’s
society tales, Rostopchina’s stories examined society’s constraints on women but they also
denounced the institution of marriage. By describing her love of ballrooms Rostopchina created a
literary voice that directly questioned men and high society, asking why they dictate a woman’s

role in life, define her identity, and leave her defenseless against their own attacks.

Pavlova used her literary voice to answer the questions of her predecessors, by
concluding that society, especially men, purposefully limit women’s opportunities in order to
keep them powerless. Women have the gifts, abilities, and talent for other roles, most
significantly the role of writer, but men, society, and even their mothers purposefully constrain
their intellect to keep them at the level of a child and encourage them to be frivolous and vain,
for which society later condemns them. One of Pavlova’s main themes in her works is “that
women can only gain freedom by renouncing the social conditioning that encourages them to
remain children.”®® Pavlova and Rostopchina both, as writers of the 1840s and 1850s, stimulate
the discussion of women’s freedom from society’s constraints, beginning to touch on the ideas of

women’s liberation decades before the movement gains steam in the 1880s.

One of the first articles in Russia critically assessing the life of women and their
limitations came from Nikolai Pirogov (1810-1881) in 1856 using the same language and ideas

that women had already used themselves decades before him.

502 Greene, Reinventing Romantic Poetry, 29.
503 [hid., 163.
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Truly, upon entering the world a woman is less than a man and is subjected to the sad
consequences of the dissonance of her basic upbringing under society's direction. She is
more seldom judged able to win her daily bread for herself by her labors and to live
completely independently from men. The commercial sector of society weighs less upon
her. Her upbringing ordinarily turns her into a doll. It dresses her up and puts her on
stage, on show for gawkers; it makes her act like a puppet on strings, manipulated by her
upbringing. The strings wear away with time, and through the rents and tears in the stage
curtain she begins to perceive what had been so carefully hidden from her. No wonder
that the thought then comes to her of trying to walk on her own like a human being.

Emancipation is the idea.>*

Gan’s “The Ideal” deployed the metaphor of a woman as a puppet used for decoration
and entertainment in 1837, predating Pirogov’s claims and concerns by almost twenty years. He
also claims women’s education to be limiting, which Pavlova had expressed in 1848 in A Double
Life. “Pirogov casually suggested that the mission of women might soon become far more
formidable than the pedestrian concerns of married life. In the future, some Russian women
would be called from on high to perform lofty deeds of self-sacrifice,” Richard Stites remarks.5%
Bunina depicts women as willing and ready to sacrifice themselves in times of war fifty years
before this article in 1806. Pirogov’s article includes powerful language and metaphors in order
to assert that women need better education and must expand their personal talents in order to be
“companions and assistants of men,” which still continues the position promoted by Rousseau in

the eighteenth century that women live to serve and assist men.>%® Through the works of

%04 Quoted in Bisha, Russian Women, 33.
505 Stites, The Women’s Liberation Movement, 32.
506 Bisha, Russian Women, 33.
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Rostopchina and Pavlova, however, it is clear that they wanted education and freedom for the

sake of the women, not the men around them.

When the works of the five writers are viewed in chronological order and across different
themes, an evolution of common questions and concerns regarding women appears. Bunina used
her voice to timidly approach the question of why social institutions, not God, restrict women,
and Pavlova condemned all social institutions for the inequality that women had to endure. In the
beginning, the woman'’s literary voice oscillates between pointing out the problems in
contemporary society and encouraging the conventions of society’s institutions. Likewise,
Teplova and Gan view fate and Providence as the main reason as to why women suffer. In her
last work A Futile Gift, however, Gan begins questioning this theory. Rostopchina and Pavlova
do not consider fate in their depictions of social conditions, they instead blame mothers, society,
and men. There is also a distinct evolution in regard to the depiction of men. Bunina and Teplova
only briefly include images of men, instead preferring to write poetry of nature and emotions,
respectively. Gan depicts husbands as indifferent, manipulative, or weak. Rostopchina and
Pavlova not only present men as weak but also as the cause of some of the main problems for

women.

This same evolution of criticism extends to the women’s treatment of high society and its
members. Bunina’s crowd of women that questions her work shifts to a cold and indifferent
crowd in Teplova’s poems, and then becomes a ruthless crowd who have the power to destroy
anyone, but especially innocent and defenseless women. Each sphere of life, or at least the ones
considered for this project, receives a more critical treatment from the writers as time passes
between Bunina’s works beginning in 1806 and Pavlova’s works ending in the 1860s. As more

women begin gaining economic, educational, and literary opportunities, the literary voice
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becomes more vocal about social problems and lack of support for women, first bringing
attention to the inequality of opportunity in life and then questioning why such inequality exists.
By the 1850s, a woman’s literary voice directly criticizes marriage, propriety, lack of education
in the entire system, and claims society purposefully keeps women from achieving their true,

divinely predestined potential.

Bunina, Teplova, Gan, Rostopchina, and Pavlova wrote in a variety of genres spanning
fifty years of Russian history. They provide an alternative source of messages, emotions, and
ideas to the widely accepted male dominated canon — in works written about women by women.
This project has a limited scope and there is much still left to discuss regarding women poets and
writers in the nineteenth century that will help contribute to the understanding of the lives and
concerns of women from their own perspective. The three literary concepts of love and marriage,
womanhood, and identity as a woman writer were chosen for the project but themes like religion,
friendship, and motherhood also often appear in the works of the five writers. Likewise, the
women often feature various forms of isolation. As Heldt identifies, “women poets in Russia
consistently attest to feeling alienated from their society not only as poets but also as women,”
which makes it a particularly interesting concept for further evaluation.>®” In addition to
expanding on their themes in literature, Russian scholarship also needs further discovery and
study of the lives and works of their contemporaries like Zinaida VVolkonskaia, Aleksandra Fuks,
Mariia Zhukova, and many more for a broader and more comprehensive understanding of

women writers, their literary voice, and the messages they wished to convey.

507 Heldt, Terrible Perfection, 106.
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