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CHAPTER 1. Introduction and literary background of Baratynskii's poetry.

Unity of plot doss not, as some perasons think, coneist in the uniby‘of
‘the hers. For infinitely various are the incidents in one man's life
which cannot be reduced to unity; and so, too, bhare are many uctxons of
one man out of vhich we\cannot make one action.'

S

The cornesrstone of Boratynsky's aesthetica was the identification of
beauty with objective truth, with the authentic depiction of reality as
the nacessary prerequisite both for true asssthetic effect and for that
penetration into the inner essence of phenomeﬁaqia- illumination of life
from nev angles of vision which, he bslisvaed fehguld constitute the
poet's main concern. And in harmony with the’ scrupulously truthful
reflection of reality that Boratyneky demanded of poetry was the
claesical form of expression that_he prescribed for it in the face

_ videspread criticism,® . (pf

E.A, Barabynakii'é long poem Bal (1828) is an example oP/;xactly_such a
struggle for uhiby and mesthstics. Bal is one of thres long poems written by

the poet, the others being Eda (1824) and Tavganka or Nalozhnihea (1628-31, )

1842), - Of ‘thees poems, Bal is perhaps the most neglected. The critios of the

time were polarized as to vhether it was a masterpisce or ﬁ%rely an imitation °.°

of A.B. Pushkin's epic poenm, Evgenii Onegin. Although there was effactively

- ]
no consensus, the posm has been practically ‘shelved in academic studies, . K\J
Undoubtedly, there are slements of Pushkin's influsnce visible in the work;
W, . ' .
ons can aleo quite legitimately state that it fgdaob as lyrical as Pushkin's t

nasterpiece. Yet to dismiss it in this manner, as virtually all readers seem

to do, is to render both the poem and t poet a great injustice. Whereas it

,

is universally recognized that only Pushkin was a -greater poet of the Russian

Golden Age, Baratynskii's Bal, about which the latter thoughb_ao highly, is

virtually ignored,; sometimes even condemned. In fact, the turn~of-the-century

oecholar E. Bobrov writes that there was even a concerted effort on the part of

the Moscow writers after Baratynakii to relegate all of the latter's works to

5
N



insignificance, an action motivated mainly bhrodgh Jeqlousy.’ Is Bal really
8o worthlesa? Is it really only a fesble reflection of Pushkiniana?
Baratynskii wrote poema durxng the period bf lxberabure which ie

commenly named Romanticiem. Certain literary. bheoriaha have delxnaatdd
typical traits of the Romantic poem, & gategory 1nto_uhxeh Bal should normally
fall, Cerbat%ly. it could Be clasaified as a Fairiy typical Romanﬁic poem.

It possesses a definitive Byronic character, Thers ia bhq c&nfiict of Passion
lénd Redaon.. Therejia the contrast of night and day, apd of Dream and Rauliby.
“There ia the pof questioning his role in the 'f‘inal' stanza. Yet for all this,
bhg{develggffcg. or stereotyping, of the characters and their conflict ims

‘ poychoLogicqfiy realistic in nature,

As écncerna bh; characters of a typical Romantic poem, Iu. M. Lotnan ‘

feals that the hero of the vork is by far the most important, éo much eo, that

the poem is practically subservient to him.

-~

V sviazi so skazannym delastsia ochevidnym, chto poetika siuzheta v
ronane —— eto v znachitel'noi mere poetika gerocia, poskol 'ku
opredelennyi tip geroia sviazan e opneéelennymy zhs siuzhetami.”

&

However, all considerations of poetics at this time in the history of

-

Russian literature must alsoc be viewed in the context of the literary conflict

batwveen the Arkhajsty and the Novatory. V.Q. Zhirmunskii esems to place the

Romantic posts more in the circle of the Novatory. °
Pushkin i posty ego kruga -~ vospitanniki frantsuzskoi kul'tury XVIII )
v., ratsionalisticheskoi i materialisticheskoi ideologii franteuzskoi
literatury etoi epokhx.’oslozhnonnox s nachals XIX v. novyni angliiskimi
vliianiami {Byronl.®
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Byronic influences implied a certain Byronic pessimism. 8cholarship has

" ”
“only begun to uncover the complexﬁLiogrqphical basie for Byron's ingrained
’-

pessimism snd melancholy, investigating in particular the facete of the poet's

Fa

bisexuality.® However, the element of pessimism is greater in Baratynskii's

work than in Byron's. Nhorea‘a in Byron's goetry the strength of the person

»
(chaloyak’) usually overcomes the contradictory elements of fate, Baratynskii

has bhe‘ghglgxék physically die befors these same elements.” This is very

E »

important to remember whan&éiacuaaing Bal, a= Nina is deabroyéd by gar o&n .
emotions, both physically and epiritually. - It aleo proQiJﬁa an interesting
.compaéiuon bo“Puuh;in'a Exgggnjj_Qgggin, vhere Tat'fana ;enounces Onegin's
love to keop her marriage vows;rwhich makes her a symbol:of purity.® Nina

decides to.queat for her love. That she is the one embarking upon this search
: . |

is felt to be more common in the postry of the beginning of the Romantic
. T w

-

movenant. -

'y

. Répdtons-le encore: la fonction de la flamme qui atCire et brile est -
remplie par 1lthomme fatal (le héros byronien) dans la premiére partie du
sidcle, par la femme fatale dans la seconde moitié: dans .le premier cas
le papillon destiné au sacrifice est la femme, dans le second cas -
1'honne .® A

A

v In fact, Nina's characterization is-a Baratynskiian variant of the

Byronic theme, in.that although also tired of the world, as is Arsenii, the
lattar succeeds in awvakening a '"nastoimshches, glubcokoe, sdinoe chuvstvo!

within her.!'® M, Zdiechowski has also nobed Baratynskii's modifications”of

Byronic pessimisen.
3

Baratynski zas, jako mysliciel, zaspokojony ta pessymistyczna filozofia,
ktdra sam sobie wyrobil, nie mégly-czut szczegdlnego pocisgu do Byrona,
ale tem bardziej, zapoZyczywszy cos z jego pomysléw, mégl, jak Vigny,
vycisngé na tem pigtno wlasnego ducha.!!
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Lxd!;u Oxnzburg rolates this aceptxcxam to bhoae vho aurvivod the pufbe
v : \ '

after bha Decembr;ab uprising, ‘ *
b 4
‘ LY
1 pafos grazhdanstvennosti, i vol'terianskii ukeptztszzm kharaktaran
dlia liudei etogo aklada. kak’khmrakharna diia nikh -zakrytaia
vnutrenniaia zhizn'.*? - s . )

[y

As wall, it has been noted that Barafynskii doss in fact belong, at

Far’

loant atyliatical}y. to the exact same tradition as Pushkin.

Esli.-by my postavili vopros o priamykh zaimstvovapiiakh Bgraﬁynékogo u
Puohkiha. to nam prishlos' by vziat' na sebia nelegkii trud dokazat' v
kazhdpm-otdel 'nor sluchae, chto tekst Pushkina s dannym

- . . . ‘
It is perhaps too simplistic to raduce the literary struggle between the

N -

Arkhajsty and the Ngxgﬁgzi to merely a thematic level of a sceptical -outlook
on life, Iurii Tynianov fesls that the liberary conflict of the 16820's is
usunlly presented as a conflict between Classiciem and Romanticiam.

1
[Arkhaisty] v zamstke Kiukhel 'bekera razbity na dva lageria, kotorym
sootvetstvuiut raznye fazy arkhaisticheskogo techeniia, '"Klassikami

slavian" on nazyvaet krainee i .pritom starshee techenie, "romantikami' -
- bolee slozhnoe, kombinirovannoe i pritom mladshee techenie, .. .

— . .
The‘iiterary atyle of the Arkhaiety was irrevocably bound to the atmosphere of
"the Nicholams I's reactionary uttihude‘afber the Upricing, Tynianov
maintains.®® Pushkin represented both politically ard literarily the other
side, the Karamzinisty, or Nevatery, throughout the 26’;:.“’
By inference, Bgrabynekii should be considered amonget the Novatory.

Hovever, his position is not quite that clear.

Odnako, pri veei blizosti k poetam XVIII veka po svoei konservativnoi
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tekhnike, Baratynskii v dnugikh otnosheniiakh vystupast novatorom,”

. . .7
E. Kuprianova has aleo noted that Baratynskii carved for himself a
L] / -
singular path betweon the two trends,
. T . ' \
> Ob poebov-dekabrxabov i blzzk;kh k dakabrxzmu, v tom chisle i ot
Pushkina, on,[Baratynskiil otlichaetsia chisto "individual'nyn", .

‘"agoisticheskin" kharakterom svoellpoez1»—aqbuzhdaxuahchxmaza vsiakikh
obohchoatvennykh. "agrazhdanskikh", moblvov. No otlichaetsia on i ot
poebov konservativnogo lageria.,.*® ' S

Kuprlanova likewise feels that Baratynskii'sg .long boema wvare a result of

¥ N - [

"shopping around" for popularity. ‘ - T e
~ o .
Onriskal romanticheskoi populiarnoabf... [...] OQbraz knxaglnx Niny byl
imenno takoi obraz, kotorogo trebovala epokha, obraz baironicheskoi, -~

strastnoi, samozakonnoi ‘lichnoati,.'® .

' a
-- . .

_;Jamau.B. Woodward states thé opposita, that Baratynekii was attempting
\ ’ . .t ; .
to develop an ideal form of aimple poetry, which inevitably resulted-in’ 3

-t

_Nhatever the basis for tﬁe poamns, éhpl *

easentially rhymed prose.2®

intelligentsia did not respond well to BEml, as it was felt that it dfd éot
contain the requisite depth,?*

Doébito his critice, it still appeara that in the end, Baratynskii did
not comprémise. Kuprianova writea in another article that Baratynskii started

a postic trend which lasted to the Symbolists, '_ ' F
Bvosobrazie posticheskogo'puti Baratynskogo zakliuchaetsia v tom, chto
cherez ego tvorchestvo prokhodit vodorazdel mezhdu poeziei tak
nazyvaemoi "pushkinskoi epokhi" i toi liniei russkoi poezii, kotoraia,
idia ot Baratynskoge i Tiutcheva, a dal'she cherez Feta, poluchila svoe
okonchatel 'nos raskrytie i zavershenie tol'ko u simvolistov.??
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- Thie point of vxew,:aho 1mpliea. is bho oonclua;on reaohed after an

analysxe oF Burabynakiz s acbual vorks, slnco he hxmaelf did not really

-~

express his theoretical or }iterary viawe.3? =

-

. In prder to more fully understand the implications of an analysie of any

of ‘Baratynekii's works, it is therefore necsssary to sunnmarize the main

- -

aﬁyligtic and thematic tendsnciep of Romantic literature oceurring during the

1820's, p&rtn’-cularly in connection with Baratynskii himself. .

ety

In discussing Barubynak1x ] poem ﬂgzg L.A. Gladysheva aummed up her

interpretation of the poat! . atyla very simply. '

...proatoba‘ abrogodb'. nepriiatie lozhnoi £>aalvoat1. a glaVnpe -
svoscbrazie tvorcheskoi manery...’“ ‘ :
S ot ; - |
. -

Johannes Holthausen also sums up ﬁarabynskiifs style, although in‘a -

.

-

somevhat more thematic manner,

.
' & —

Zusapnenfassend durfen.m;r sagen, daaa Boratyneki js expressive und
zugleich erschverte Byntax dem Auadruck der Gedanken stwas geradezu
f"Bpfremdlxches“ gibt, eins durch und durch poetische Intonstion, die im
Endeffekt die asmantischen Bezige in sinen Bpannungszustand versetzt,
der dicht vor dem Zerreissen liegt., Darin besteht Boratynskijs
poetische Magie, und erst dadurch werden Boratynskijs Gedanken
#sthetisch relevant.®®

In the case of Bal, this @pannungszustand is the development of a love
relationship betfeen Nina and Arsenii, M;sb often in Baratyngkii‘s ;legiea,
love is represented as a type of dream (mon, mechta, obman).?® This idea ie
also rele&aht to Bal, according to Peter Brang, who f;ola that Nina's love is

¢ her Iraum.>”

...vorzallem jene sprachliche Form, die Baratynskij zur Darstellung der U

michtigen Phantasie seiner Heldin fand, welche gleich der”
Bhakesgeareschen Titania, die bekanntlich auch einen Esel zu Herzen
_wueste, in jedem neuen Lisbhaber nur ihr Traumbild kost. ., 2°
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- The concept of dream, of night, is typical oé the R&manbica. night being
linked jrrevocably to the concept of the dream. Iurii Mann detsile other

- " - \
typically Romantic elements in Bal.- The Romantic concept of- the return

(yozvrashcheniia) ia'péevalonb throughout Barabyns{ii'a vork. In Bal Arsenii
returns from sbroad. This return implies, gccording to Mann, that the

"character ebill has the strength to live and can atill dream and experience

love.®® Of course, this return is a result of an escape, usually, as in

Araeenii's case, from a sense of alienation., Arsenii's slienation is the
—— .

result of the distraught love of Ol'éa; he fleas to foreign lands to seek
recovery.

Nina is also alienated in this wéy'from society, but for the reason of

w30

her "immorality, The time when she was not alienated is préaanted in the

distant Paet vith the exclamation:

Uvy! te dni uzh daleko,
Kogda kniaginia tak legko
Voaplamenialas', ostyvalal! (XI, 142},

Nina does axperience a type of renaissance of this state with Areenii --

;

relating Eo the unique variant of the Romantic hero present in Baratynskii,
that ie, & hero capsble of returning to a basic optimism of character.®* Of
course, she cannot keep this state and is inexorably crushed by fate. )
Arsonii.'on the other hand.'ia able to experience a similar renajssance with
Ol'ga, u-fenaissande vhich is presumed to be Eermanenb.

All of these events can be posibioﬁod onﬁo the grid of the ball, which

~

Mann feels is more than just by chance.

Bal -- oliteetvorennyi obraz éopernicheatva; bor'by tonkoi i podchas

I
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) - ¢
neiavroi. Liudi predasiuteia cbshchemu deistvu i veesel'iu, mezhdu tem
odni vyigryvaiut, drugie terpiat porazhenie. Nina pokonchila : ~
- samoubiistvom, vernuvshis' s bala, Dvizhenie vverkh-vniz fiksiruetsia |
mel 'chaishei podrobnoat'iu bala: "8hutia, neachastnykh i aohasbl;vykh,
vertushki milye tvoriat, "2 R

Thus the concept of the ball iteelf would seam to portray a more

universal pléne than the'iaoléted avents and changes of position which occcur

vithin it. |
.That there. is a narrator present in Eal can le&duthg reader to question
oo
vhether there is a biographical basis in Baratynakii's life for this poem,

particularly if one were to conaider it multiplaned, lyrical, and elegaic.

Efim Etkind feele that there are two types of narrator.
. \ .

Uslovno govoria, sushchestvuet dva tipa liricheskoi poezii; pervyl -- v
kotorom sub"ekt sovpadaet s avtorskim, sobstvennno liricheskim "ia",
vtoroi -- v kotorom sub"ekt ob"ektirovan drugoe “ia".®

In'A.8. Pushkin's Evgenii Qnegin the narrator is ;100 present. G,

Vinokur describea his Eole in the folloving manner.

~/

Nariadu & avtorom-raseskazchikonm i uvtorom-uchaabnxkom opxsyvaemykh
sobytii, intimno posviashchennym v ikh podrobnosti, v Evgenii Qnegine
avtor predstavliset dlia chitatelia i samostoiatel'nyi tematicheskii
interas kak lichnost', obladaiushchsia sobstvennoi biografiei, kotoraia
raskydyvaetsia v tselon riade strof romana, predstavliaiushchikh esoboiu
otstuplenie ot osnovngg siuzhetnoi linii.®*

Elegies are a genre vhich-favowr—poetic involvement greatly. Moreover,
there are comments uritten by Baratynskii which reveal a great deal of
smotional involvement with the character of Nina from Bal.

V samoi posmes ty uznaesh' Gel'singforskie vpechatleniia. Qna moia

geroinia. Priezzhai, posmotrish', i mne ne naiti luchshego i

zakonneishego kritika, [From a letter to N.V. Putiata in February 1825,
in vhich ves included an excerpt of the nowly begun Ba}l.1°"®

ta



. V.M, Zhirnunekii makes an allusion in hi;‘Egﬁg_x_:uggkgi_li;gr;&ung'to a
statensnt by A.V. beriuaﬁna that the character of Nina may have developed as a
result of Baratynskii's apparent lack of aa%isfacéion'in hie'marriage‘o} June
1828 to Anaata;iia L'vovna Engel'gardt.™® |

There is_as weli.aome atylistic literaéy basis for the production of
such & poem as Bal. The trend of the times u;a the Byronic apic..although'the

great poetm of Rusasia, such as Pushkin and Baratyriskii, were brought up in the

French poetic style,

Pushkin i poety ego kruga -- vospitanniki frantsuzskoi kul'tury XVIII
v., ratsionalisticheskoi i materimlisticheskoi ideclogii frantsuzskogo
Prosveshcheniia i v tc zhe vremis frantauzekei literatury-etoi epokhi,
oslozhnennoi & nachala XIX v. novym1 angliiskimi vliianiiami [referrxng
here to the influence of Byron) :®7

Baratynskii's Bal was placed against such literary currents, as was
Baratynskii's own reputation as a poet of thought.,

_Boratynskogo nazyvali poetom myesli, poetom pessimistom, poetom

otchaianiia uma i serdtsa; no mozhno ego nazvat' takzhe i poetom-

signvoljistom. Olubokii sxmvol1zm otlichaet i miroponimanie Boratynskego,
i priemy ego tvorchestva,®® , —

Krome sovpadeniia psikhologicheskego privedennyi otryvok priamo vyzyvaet

v ume nadgrobnuiu nadpis' Boratynskogo: 'V smiren'i serdtsa nado verit'

i terpelivo zhdat' kontsa,'®®

Although the abdve statements indicate a general trend in Baratynskii's
works, the latter nay also be subdivided into three diatinct phases or
periods. The first period (1819-27) is characterized by an sttempt by the

poet to free himself "ot kholoda i sueveriiam frantsuzskoi ahkély“ and develop

his own individuality.®*® 1t is during this period that Baratynskii begins

*
*



10
vork on Bal, It is & period in vhich appear the themes of determinism and
quietisn.** The second period (1827-35) is the period.durinq vwhich Bal vas
comp{oﬁed and puBlEahed. It is a period which reveals the "inner poetry of
thought! for which Baratynskii vas known above all eles, vhere determinism
Gakss on a darker dimension, becoming a forcé-&hich pravente one from finding
Happiness. One discovers only Truth'(s;metimes‘in the form of Beauty) which

appears as a negative force.“® The third and finﬁl period (1835-44) i»s

characterized by a striving for somebhing-beyond thinking, but which only

o om T

reveals the disharmony in life.*® - '

During Baratynskii's most creative periods, one of Hia staunchast

supporters wvas the poét conaidered to be Russia'®s greatest -- A,8. Puehkin.

In fact, it was Pushkin who gave Baratynskii his title of poet-thinker, vhich

.

has clung to thie day.

«..On u naa originalen, ibo myslit., On byl by originalen i vezde, ibo-
nyslit po-svoemu, pravil'no i nezavieimo,“®

Pushkin seemed to have perceived a link between Baratynskii's elegies
and his long poems, and wrote about the elegicheskaia negm of Bal, and the nevw
character type regpresented by Nina,*® Indeed, Pushkin praised Bal

apecifically, feeling that Baratynskii was not.being sorved justice by the

critics,

Cevakritiki iz"iavliali v otnoshenii k nemu [Baratynskiil ili
nedobrosovestnoe ravnodushie ili dazhe nepriisznennce raspolozhenie, “®

Araenii est' tob samyi, kogo dolzhma byla poliubit' badnaia Nina, On

gil'no ovladel ees voobrazheniem i, nikogda vpolne na& udovlietvoria ni ee
strasti, ni liubopytstva, dolzhen byl do kontsa sckhranit' nad neiu
rokovoe svoe viiianie.*” '

-



. . -._ . o1n :
It vas Pushkin'e positive assessment of Baratynskii which caused him to
survive artistically, since poetry continued its dqcline after his death in |
1844, .Aa vas etated earlier, the Bymbolists wére instrumental in reviving his
bworka. V.Ila. Briusov cquoted Bul'mpnt as writing the following. about

Baratynekii's worke:

—~at

Podobno gerciu Baratynakogo, on ostalsia "krylatym vzdokhom.” chto
nositeia “mezh zemlei i nebesami."*®

However, not all important critice and artiste were quite so generocus to
‘Baratynskii. Of the most important critics, V.B. Belinskii was perhaps the
" harshest judge, at least of the poet's long poems. He considered the elegies

to be very good, but the poemy ae bad, vhich of course reveals that he does

not share in Pushkin's opinion that the poeny are essentially elegiact“°

0 poemakh g. Barabynékogo ia nichego ne khochu govorit': ikh davno nikto
ne chitset. Napadst' ne nikh bylo by greshno, zashchishchat' stranno.®°

I.V. Kireevekii, who has in general a favourable impression of ~

Baratynekii's works, doess not feel so positive about Bnl."TﬁGE/Ee feals Lhab

. ..chtoby doslyshat' vee ottenki liry Baratynskogo, nadobno imet' i
ton'she slukh, i bol'she vnimaniia, nezheli dlia drugikh poetov. Chem

e boles chitaem ego, tem boles otkryvasm v nem novogo, hezamechennogo s
pervogo vzgliada, -- vernyi priznak poezlx. somknutoi v sobstvennom
bytii, no doatupn01 ne dlia valukogo. :

Yot he also feels that Bal is somevhat inferior:

No v eago Bgllngm_xgghgng napechatanncm v proshedshem godu, ést’
nedostatok, kotorogo net v ego Ede, ni v Pereoselenii dush, v etom milom,
\ ostrounno-mechtatel 'nom kaprize posticheskoge voobrazheniia: v Bal'nom
vechare Baratynskogo net sredotochiia dlia chuvatva i (esli mozhno, o
poezii qovorxb' iazykom mekhaniki) v nem net odnoi ggg&nxng;_g;lx v
kotoroi by soedinilis' i uravnovesilis' vas dushevnie dvizheniia.®?

N e e



vV Bnllngm_ggghgng ny khoteli by videt' boles lxrxcheukogo edinstva |
uvlekatel ‘nosti.®®

rs

. Benerally, hovever, critics and artists seem to agree bhab‘ii/ia the

-

substance of Baratynskii's works vhich ie the most impressive, '

Bochineniia Baratynskogo predebavliaiub_obrazeba tochnosti sloga. On )
vyrazhnet myeli svoi tak verno, chto chitatel' mozhet zametit' |
‘pochuvatvovat' ikh samye legkie ottenki.

Thie ie bpa element that was perhapq most hoticed when Bal was published

e together w%gb Pushkin'as Oraf Nulin in 1828. F.B. Bulgarin felt that Bal wvas a

mirror image of high society in Moscow, thereby incorporating a certain

. . : . ‘l
naturalism,

Mnogie cherty mestnys i sovremennye: opisanie bala, tualet Kniagini,
pokhorony sia i pr., opisany vernoiu, masterskoiu kiet'iu posta--
nabliudatelia. B8Btikhoslozhenie svobodnoe i zvuchnos; mnoghestvo— "
prekrasnykh, zapadaiushchikh v pamiat' stikhov, dvizhenie i zhivost'
rasskaza, § schastlivaia sposcbnost' Posta risovat' voobrazheniiu
chxbntella. chasto cdnim slovom, predmet v nastoiashchem i polnom ego

vide.®
An anonymous critic quoted the above article in his review for

Blavianin, ending with the aimple‘phraae_“govoriu prosto: Eto (Braf Nulin and

Ball stikhotvoreniia A.B, Pushkina i Baratynakogo."°°
N.A. Polevoi, who also wrots positively about the poem, sume up the

personalities of Nina and Areenii in a fairly stereotypical manner. Nina, he

feels, is a "koketka, sgorevshaia v ogne strasti, edinstvennoi,

acstaviiaiushchei yveiu istoriiu zhenshchiny...", whereas Arsenii ie "molodoi, .

svetskii chelovek, zavlechennyi v strast' Niny, i ne ponimaiushchii es,..

...[0n} v pervyi raz l[uznaiet] silu ietinoi strasti."®’
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. Other reviewézlloo Qiﬁ%ﬁé the poem positivoly. In an afticle of 1829,

D.M. Bomov felt that the poen "zqklzuchaeb v sebe [.,..1 mnoqzo/}vazhxo krasoty =
poezii, kak v novosti polozhenii, tak i v sposcbe vyrazheniis."®® He aleo -
makes thes very important obaervgtion that the husband is rgally quite a \
realistic figure -~ the husband who doss not care for his u{fe is to be

" considered- quite common in ﬁigh oociepy.?°.

It is-these e&lements of "realism" vhich eeemed to most frequently cause
some criticg-to réact nogﬁbivoly tovarde the poem. P.I. Shalikov queationed
the role of the mgmughhg._bhe association betwveen Arsenii and Nina, the jumps

f betwesn the description of the ball and the aéﬁual story, as vell as the
ihtgﬁtion-of Nina's suicide.®® As will be noted later, it is pEecisely these
olements which lend to Bal ite narrativeﬁlyr;cal dualism,

8.E. Raich'divgdoa the poem into sections he enjoyed, leaving out
sactions such ms the letter Arsenii wrote to Nina and the appearﬁhce of the
kniznz'.®* Hs also suggests that some of the egpresaiqpa used in the poem
could be improveé. such Z; the use of the word sud'binms.®® This reveals that
.without sone aort.of structural analysis, elemenbé such ﬁa the importance of
the linkage bhrough rhym; of Nina and sud'bhina remaiﬁ unnoticed.

Inevitably,- some compﬂfiaona‘uere made with Pushkin's masterpiece,
Evgenii,Onegin, although, to be fair, Bara£ynskii chose to emulate the
former'; work tb some degree, for example, in the similar rhyme scheme. N.I.
Nadszhdin compares Arsenii with Onegin and finds aimilarities even to the

rd///pchg of phyaiognomy.” Howvever, the.cribic disapproves of certain structural
devices, such as the "overuse" of pyrrhic feet in conjunction wiﬁh vords such
as khladno-szhatyn and temno-kudrisvoi.®* He also fesls that the kniaz' ie

too light-hesrted and unsuspecting of his wife,®®
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Here, one must make note of the fact that Baratynskii hinself did not

/

feél that Arsenii was all that similar to Onegin. Ju. Mann states that

Baratynekii's Antikritika refutes this notion.

- Vtoroi dokument "Antikritika," soderzhashchaia sopostavlienie Onegina s
Eletskim [hero of the long poesm Nalozhnitsal v pel'zu poslednego,
prichem to, chto govoritsia ob Eletskom, vpolne primenimo i k Arseniiu!
“Onegin chelovek razocharovannyi; presyshchennyi, Eletskii strastnyi,
romanticheskii} Onegin otzhil, Eletskii tol'ko nachinast zhit'. Onegin
skuchaet ot pustoty serdtsa! on dumaet, chto nikto uzhe ne mozhet
zaniat' ego, Eletskii skuchaet ot nadostatka serdechnoi zhizni, a ne ot
nevozmozhnosti chuvstvovat': on eshche ispolnen nadezhd, on eshche Verit

v schast'e i ego domogaetsia.®®
' As ypll. BGlynn Barrat reporte that Baratynekii insisted that his long
poems did_ not copy Pushkin, but were original in their own vay.®’
One émigré critic fesls that Baratynekii did not accomplish anything new

with his. long poens.

Net, velichie Boratynskogo ne zdea'... Vee kharaktery v ego poemakh

skhenatichny, bledny...®®

The review published in Qalateia in 1829 merely states that readsrs are
polarized in opinion towards the poem.®® . Other reviews simply ridicule the

entire pramise of the poem.

Neudacha v stroenii tselogo neobkhodimo ot.ozw.ralaw.l i v podrobnostiakh.”®

N

Howaver, the critic's conservative point of view is revealed by his preference
for thﬁ ending of the poem, where Nina is accused of havind forgotten God.”*
Other critice merely feel that Bal could not compare with one of ths

other two long poems, Eds and Nalozhnitss., Buch a eritic is M.N. Longinov,

who fesla that Edﬁ is Baratynskii's Child Harold, Phaedra, or Demon, -but that

- 3
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Bal is not comparable,”®

‘Later editors and cpibica,‘aqch as M.L. Gofman, felt that Baratynekii's
poeme tre of great realevance to the author's work overall. Gofman feels that

Baratynekii progre;aea tovards Realism with his long poems:

Put' Eorabynukogo v ego poemakh ili povestiakh put' ot icdealizma k
realizmy, i oveim putem Boratynskii chasto sovpadal s obshchim khodom
russkoi literatury...”> ' .

s
-~

The justification for this “realism", Gofman feels, is that the author raraly
4 . s
expresses his relation to the hero.,

e

" Bal ne obladaet takim liricheskim kharakterom, poet redko vyskazyvaet
svos otnoshenie k geroism, predstavliaia im svobodno govorit' za sebia,
i v ebom otnoshenii Bal boleo.priblizhaetaia k realisticheskoi povesti.
V to zhe vremia, Bal gorazdo—boqacho raznoobraziem tonov i
kraaochnoat iu otdel 'nykh dhaeﬁ§1 i kartin, podchinennykh obshchei
garmonii. it

Thus the point of view and the depiction of the vorld is not solely

-
a

exhibited with the narrator in mind, as it would be in a traditional elegy or
Romantic posm. The fragmentation of reality is seen by Damisn Grant to be an

intrinsic elemant of Realism:

Objective reality has becoms fragmented, dispersed among a limitleas

" nunber of conflioted subjectivities; it ia no longer a solid substance,
but the sum of ow illusions -~ and it La the more plauaible illusion
that earns the description of reality.”®

IS

It is this fragmentation of reality which leads to the psychological

. [
developnent of a work's characters. Gofman feels that there is stunning
paychological deveiopment in Bal, a'devplopmenb vhich is based on the
pragmatic (not Romsntic) hero Arsenii and on the thoroughly new personality-

70

type of Nina. It would seem that Gofnsn's statemsnts somewhat contradict
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his equally'imporb&nt view, as will be discussed later, that Bgl is a

- fundanentally elegiac'#ork. Yot it is vital to remember when ah&lyzing the

poenm that at least one critic has perceived a dichotomy between ite position

as a lyrical poem and as a realistic narrative. An analysis of the poem'a

deictic markere and their interconnections should reveal Lo what extent the

work is a lyrical, perhaps elegiac, text. As well; the relationships between

-

the markers are a key nethod to underastanding the interplay of pointe of view

wiﬁhin the work, thereby leadiné.bo.a percepticn of the extent to which the

slepent of realistic narrative is present.

However ingighbful he may have been, Cofman's statements can nonetheleas
be subject to queation. For exampla. N. Lerner feels that in the 1914 edition
Qf Buratihakii‘s works, on which BGofman worked as sditor, Gofman was in error
by reﬁroducinq the poeat's works not in their final form, but.inlthe firat,
unreviged form, since Gofman himself, Lerner maintains, atated that, "g;t'

mozhet, nikto iz rusekikh poetov ne rabotal tak nad evoimi proizvedeniiami,

kak Boratynskii,"”~

e

Az well, Boviet critic I.M. Benenko notes the careful attention paid by

.

Baratynskii to structural questions:

Bredi svoikh sovremennikov Baratynskii uzhe v molodosti vydelialsia
bol'shin vnimanienm. k voprosanm, konatruktall. struktury, obraza, chem k
voprosam poetxoheskox leksiki.”

Other acholars chose to =smphasize the realism of Baratynekii's

characterizations:

Dlia Baratynskogo zhe lichnost' chelovecheskaia iavliaetsia po
sushcheetvu edinstvennoi emoteional'noi real'nostiu i eta tvorcheekaia
ogranichennost' v dannom sluchae cokazyvaetsia istochnikom ideinoi sily
poeta: chuvstvo Qaratynakogo, noamotria na vee teorii, veegda gotovo
opravdat' chelovecheskii ropot.”®
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Whereas Gofman and Al'mi feel that the characters of Bal are realistic,

at least one Boviet critic feels that they are Romantic, but placed on a

Realimstic background.

p .
Romanticheskie obrazy gercev Bala -~ Niny i Arseniia -- vystupaiut na
fone realisticheski-satiricheekogo izobrazheniia sovremennoi.poetu
dvorianskoi Moskvy.®®

’

In some vays, Gofman himself agrees with this view, as he alaso exprassed

‘that in Bal, the poet bringe the tragic to everyday life.®* This point of

view concurs with that of Iurii Mann, wvho also writes that thie is a "post-—
. ; -

Romantic" element in Baratynskii'as poem.®?
The trend to anphasize an artist's realism has continued, vith critics

such am J.M, Toibin, who has aleo chosen to emphasize Realism instead ofi-

. \ ,
Romanticism, this time with respect to Pushkin.®® As well:

Benetichaskii realizm aviazyvaetsia s romanticheskim: poskol'‘ku Pushkin
nachxnal kak romantik, to’ delaetala printsipial 'nyi vyvod -- realizm
vyroe iz nedr romantizma.R®

By far, most of the critics seem to have done exactly wvhat Baratynskii

did not wish them to do! to view the poem one-dimensionally. -L.5. Frizman

quotes Baratynakii:

&

[To, chto glavnoe v Balel, ne %o, chio pervyn brosastsia v glaza. Mne
by occhen' bylo doeadno szheli v Bale videli odnu shutku (t.e,
razvlekatel'nuiu istoriiu iz zhizni moskovskogo sveta -- L.F.), no
takovo dolzhne byt' nepremenno pervoe vpechatlenie, 8ochineniia takogo
roda imeiut evoistvo kalamburov: raznivsa tol'ko v tom, chto v nikh
igraiut chuvetvami, a ne elovami. Xto otgadal nastoiashches namerenie
avtora, tomu i knigu v ruki.®®

’

Thus even Baratynskii felt that perhaps there could be more than one level of

T el



interpretation to his work.
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CHAPTER 2. Theoretical perabecbivee.* .
Igborder o reassess the value of Hg;. thereby demonstrating whether

Baratynskii was correct in his belief that his work was multi-dimensional, one

could proceed in any of many differing fashions. Baratynskil himself

apparently advocated & ecientific approach to poetry, although one can add

-
-

that there are many approaches vhich are ”acientifi;“ in their thoroughness.®®
A thematic analysis would be cerbainly“appropriate. although this is generally
the basis upon which the poem was eventually rejected. It is quite pro£able,‘
therefore, that one would fi;d onese{f stuck in the quandufy of rejecting. the
opinioﬁb of scholars since the last century, or perhsps even agreeing with
then, HWould this be generous @nough to the work? A,biogruphiéal analysis
would mlso be mppropriate, ye¥ would lead one only to an understanding of what
promptad tha creation of the poem. A ﬁieborical analysis would likewise yield
the same result as the bicgraphical analysis, but on & more universal plane,

A purely structural énalysis would allow the inner machiﬁery copprising the
posm to be revealed, yet Bal is considered by most critics to not be
outatanding in a structural way, vhich ies perhaps vhy most Have focused on its
- thematics., It would seem, therefore, that one wvould reqguire analysié vhich
would enable the revelation of other, previocusly undetected elements at play
in the work, since every literary work is necessarily domprised of a variety

of different textual levels:

-

The capacity of a textual element to entar -intc asveral contextual .
structures and to take on a different meaning in sach context is one of
the most profound properties of the artistic text.®” e

|

A psychologically~-based analysis of textuml elepenbs would certainly

reveal a new and more profound level of conflict within the work, since the
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seniotics of peycholq?y ars b@eed upon the inberpiay of mind qu éxperience.

as conv;yed by the human nervous eyetem, as Claude Lévi—étrauaa asaerts.®®,

If bhis iﬁberdependence of psychology is to be used in the analysis of a
-literary text, vhat is the m;ab preferable method? If it ia linked to the
thematics of the story, one will certainly find that one is F&llow;ng the
information that would have been provided by a biographical analysaie, albhouqH

- -

doubtlessly in a more datailed and interesting manner. What ia.neadad is &
nethod which remains wholly within the elémenta of the Pexb. that is, with&n_

' . . . . { :
the textual space, and operating primarily with elementa of that very same

textum! mpace. There ie certainly ample justification fg? this.

gtilisticheskii analiz stikha imeet svoei teel’iu postizhenie
oschennostei masterstva pisatelis, obuslovlennogo v pervuiu ochered'
kharakterom ego darovaniia.®®

One ‘of the most promising types of analysis is the psychologiculﬂccount
of diractional and deictic merkers based on case marginality. Pronouns are
conaidefad to ba vholly independeant grammagfcal units, which therefore permit ”

particlea of analysie free from the consequential historical and thematic
s .T.‘\.' P R -

concerns.  An overall view can be provided by a cointerpretation at the level

éf textual symmetry.

8uch an analysis, wvhen coﬁpled with thematic, stylistic, grammabicgl.ﬁor
even biographical information where necesaary.for additional explanation and
understanding, reveals tﬁab Baratynekii's Bal is not quite so worthless =s vas
thought previoualy. ﬁathar, the pocem operates on three differing spatio-

thematic levels, where the conflict between Nina and the omnipresent narrator

is extended to the reador~hfﬁﬁg£f and is juxtaposed to the conflict between .

. L

Nina and Arsenii, her lover._ This results in a cdemic striving which is
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.

perhsps a poetic release for the eseemingly very real biographical Baoia of éhe
posm, or a harsh aocialkadmonibion of immoral behaviour, or, more likely, a
continued pesaimieéic crying ocut at life's ué;Fulnesa vhich Baré%ynakii has
perpatually e#preseed in his alogigc verss. Equally etrsﬁg is thp element of
reaslistitc narrative demons;rabed-by a fragmented ;ealiby viewe& thfough a
aubJeob locus and point of Qieu_uhich shifts betwveen the narrator and the
charact®r of Nina, Howvever, th; validity of such mn analysis must first be |
demonstrated by the comparison with the literary currents which both precedsd
and accompanied its formulation.

_In generalized terms, the davelopment 6f literary criticiam_phroughoub
the greater part of the X[th‘century wvas primarily preoccupied with the
otylistice of any given work. However, from the late XIXth ceﬁ%ury through to
the XXth century, linguistics has played an.ever gr;ater role in literary
studies., As-kinguistice in itaeslf became a mors and more accepted science, it
wvaas realized that this could in turn bq applied to the literary work of art,
The roeulbiné literary movements, such as the fprmaliat movemenb in the
Ruseian republic and the eﬁ§uing Czech, French and American linguipbié and
structuralist movemeﬁbo are greatly fndabted to the science of linguistics.

Poskol'kg materialom poezii iav]iaetsia aloVé, v osnovu
sistematicheskogo postroeniia postiki dolzhna byt' polozhena
klassifikateiia faktov imzyka, kotoruiu daet nam lingvistika.®®

b}

Poetika rassmatrivaet literaturnoe proizvedenie kak esteticheskuiu
sistemu, obuslovlennuiu edinstvom khudozhestvennogo zadesniiafit.e. kak
sistemu priemov. 8 etoi tochki zreniia i metricheskos postroenie, i
slovesnyi stil', i siuzhetnaim kompozitsiia, i samyi vybor toi ili inoi
temy iavliaiutsia'nam v protsesse izucheniia khudozhestvennogo
proizvedeniia kak priemy, t.e. kak esteticheski znachimye fakty,
opredelimemye svoei khudozhestvennoi teleclogivi.®*
Tol'ko sintez literaturovedcheskogo i lingvisticheskogo podkhods
pozvoliaet raskryt' soderzhatel'nuiu glubinu proizvedeniia, kotorais

-
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"skazyvaetsia i otrazhastsia v sposobakh sviazi, upotrebleniia i
dinamicheskogo vzaimodeistviia slov, vyrazhenii i konstruktsii veo

- vnutrennen kompozitsionno-smyslovom edinstve slovesno-khudozhestvennogo
proizvedeniia."®2 ) P

There has been a n;bural backlash against some of the more rigorous

applications of linguistic théory'td the study of literature.

Voobshche nado skazat', chto v XX v. iazyk, glavnyi i osnovnoi prednet
lingvistiki, vydvinulsia na odno iz pervykh mest v naukakh,
zanipaiushchikheia problemami chalovecheskego poznaniia, myshleniia,
pobadeniia i khudozhestvennogo tvorchestva [...]1 liubaia nauchnaia
problena dolzhna byt' prezhde veego sformulirovana v iazyke.®™

———— e

Albhouqﬁ Stepanov admits the value of linguistic analysis, he stops
. short of endoraing structuralist anaiysie, preferring rather Marxist
dialectics.® Howaver, scholars such as Roman Jakobson have based much of
_their research in literature u;on basic linguistic methddology. ~Jonathan

Culler quoted Jakobaon in order to provide sound justification for the

b linguistic basia of literary research:

S8peakers employ a complex system of grammatical relations inherent in
their -language without being able to isolate and define them, and this
task is left to linguistic analysis. Like thoass who listan to nusic,
the reader of the sonnet takes delight in ite etanzas, and even if he
expariences and feels the agreement of the two gquatrains or of the two
tercets, no reader without special training will be capable of
determining the latent agents of this agreement.®®

This perhaps somewhat chauvinistic atbtitude towards the ultimate
ineularib& of the literary work is reflectgd irt many of the utterances by

writers themaslves. André Oide described the poet's art in the following

manner:

Le vrai podte est un magicien. Il ne s'agit point tant pour lui d'8tre
“-—.ému, mais d'amener son lecteur & 1'8tre: & l'aide d'une combinaison de
sons, qui sont des mots., Et que la signification de ces mots importe,

-
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il va sane dire; mais non point indépendamment de leur sonorité.®®
¢ .

Qida's comment‘ﬁotabiy emphasizes the importance of scund to.the poetic
work. The difference betwesn sound and wofd is crﬁcigllbo linguistics, which‘
has extrapolated thies even further to the difference between langus and
pgﬁglg.. Tho;o ;re cruﬁéal woraa, Eha fprmor indicatiﬁg a "system, an

institution, a set of interpersonal rules and norams, vhile the latter

comprises the actusl manifestatiocns of the system in speech and writing."®”

These linguistic dialectics stemmed from Ferdi;and de Sausaufe. vho concluded
that signs consist of & signifisnt and a gionifié.®® Jonathan Culler feels
that poetry offere the best example of the dualiem of signifiers and signified
-~ the series of aignifiergfwhich comprise a poem.huve signifieds which

compose an "empty but circumscribed space that can be filled in verious

Ca

P O . .
"99  This concept of dialectics was emphasized even on the most basic

vays.
i

linguistic’ level by Baussurs, for vhom "the identity of two instances of a

linguistic unit (two utterances of the same phoneme or morpheme) was not an

uwloo

identity of substance but of férm only. 8ince all of the particles

conprising a literary work are inhersntly relational, the application of an

+
organized study of its sbructure cannot help but reveal some of its new and

perhaps less visible mspects, This reinterpretation of linguistic mathods to
the study of literature is, as wvas stated eafliar, one of the major links
tying together the Ruseian formalists, the Prague aestheticians and the

following structuralists,*®?

The specific literary theory developed by the
structuralists divides the narrative into two parts: histoire (fabula, or

. o+
story) or content or chain of events (actions, happenings), as wel! ms the

existents (characters,. setting); and the disgours (sjuzhet, or discourse)
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vhich comﬁriaeo the means by vhich the conterit is communicated.®® This

continuad development of the dualism of the literary -text has prompted the

followihg comment by Tzvetan Todorov!

We have seen develop in our own time more and more psrfected bechniquea
for describing the literary work. All the constitutive and proper

. elamants of & poam, for example, will be identified: than their relative
Qisposibion."and finally a nev presentation of the same poem, a
prasentation that allows us to penstrate more deeply into ite meaning.

. But description of a vork can never lead us to modify our premises; it

can only illustrate them *°2 - ,

[

Thidldomewhaﬁuoptimiabic view of the then relatively new analytical
mqthode has naturally encouragsd thair sxpansion by Jakobaon and Dmniel
Laferridéra, among others, into a certain level of puychologicalfénalysie as
vell. Its justification would eeem to be delineated by Northrop Frye's

comment that when "babble [(melosl cannot rise into consciousness, it remaine

niaa

on the lavel of uncontrolled association. Although it ie uncontrolled,

the psychological elensnt is nonethelees still active,. For example, Jakcbson

falt that grammatical devices reflect psychology, so it follows logically that

syntactic parallelism reflects m certain parallelism of thouqht.‘°j22However,

Culler himself feels that this is imprecise, as he believes thabpraition

-

vithin a work, therefore symmetry as well, is subordinate to tﬁematica.‘“”
A.J. Greimas incorporated thematics by proposing instead a more culturally-

oriented system of semantic oppositions which in turn produce thematic

o7

inbar‘dependence.1 Howaver, parallelism does relate two elements in some

" mapner.

-

...parallelizn predstavliset soboi dvuchlen, v kotorom odna ego chast’
poznaetsia cherez vtoruiu, kotoraia vystupaet v otnoshenii k pervoi kak
model': ona_ne tozhdestvenna ei, no i ne otdelena ot nes. Cna
nakhoditsia v sostaianii analogii -- imeet obshchie cherty, inmenno te,
kotorye vyde%iaiutaia dlia poznaniia v pervom chlene.'®® :
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Buch paralleliem relates in full to Laferriére's concept of the Jungisn

. mandala, which hes extrapolated in his article “Automorphic Btructures in the
Poen's Grﬁmmabical 8pace" (1974).%°% This pandala, vhich represents the
e;renity produced by the poen's series of equivalences. is the psychological

mani featation of vhat Jakobson seea as the najor aspect in vhich poetry .

. -

" differs from other forms of communication.

\ As Jakobmon has stressed, in poetic discourse equivalence bescomes the
- conetitutive device of the sequence, and phonetic or rhythmic coherencs

is one of the major devices which distances postry from the
communication functions of ordinary speech. The poesm ie a structurs of
signifiers vhich absorbs and reconstitutes the signified. The primacy
of formal patterning enables poatry to assinmilate the meanings which
vorde have in other instances of discourse and subject them to new
organization.**® '

Or, as expresssd by René Wellek and Austin Warren:

e
Poetic language organizem, tightens the resources of everyday language,

and sometimes doas even violence to them, in an effort to force us into
avarensss and attention.®*? '

Bome of this patterning and new meaning taken on by the signified lies
in the directionality of the signifiers, The deictics of m poem ares keys

which reveal the associationa created within its spatial, temporal and

personal dimensions.'*®

Deictics are the 'orientational' features of language which relate to
the situation of utterance, and for our purposes the most interesting -
are first and eecond person pronouns {(whose meaning in ordinary
discourse is 'the speaker' and the 'peraon addressed'), anaphoric-
articles and demonstratives vhich refer to an external context rather
than to other elements in the discourse, adverbials of place and time
vhose reference depends on the situation of utterance (here, there, now,
yesterday) and verb tenses, especially the non-timeless present.**®
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All of these directionallglemonba render more difficult the task of
iaolﬁbing one specific literary meaninq,'qdaitﬁr level of reality. The issue
is so complex, that Roman Ingarden outlined the following etratification of

meaning in order to clarify this issue somewhat., Meaning is organized into

the following strata: sound stratum, unite of meaning, the vorld as

\

represented in the work, the representation of this world as achieved through
a character within the vorld and the resulting metaphysical implicationa,®®* .
A deictic analysis of a literary work should ideally provide the tools

necessary to broceed vwith a review on esqual footing of all meaning levels with -

“the sole exception of the sound stratum. Of course, the repetition of certain

sounds or the lack of certain sounds can emphssize or deemphasize the

importance of any slement of a poem, including directional elements.

.« Kakim my dolzhny myslit' otnoshenie ab%khotvortaa k bukvennomu
naterimlu? Konechno, to zavisit ot obshchego otnosheniia posta k avoemu

iskusstvu,**®

These sound, ‘directional and grammatical slements are all placed against
the backdrop of what is commonly associated with postry, that is, rhythm and
rhyme. Rhythm is the element which is the gre&teab contributor to that vhich
one could perhaps name the "musicality" of poetry.

Chuvatvennyn materialom v stikh iskusstvakh iavliaiuteéia v pervuiu

ochered' dvizheniia chelovecheskogo tela, raspologaemye v nekotorykh

prosbrgnabvennykh sooktnoshaniiakh i vremennci posledovatel'nosti.

Kompozitesionnoi formoi khudozhestvennogo uporiadocheniia iavliaiutsia v

iskusstvakh sinkreticheskikh simmetriia i ritm odnovremennoc.:*®

The basis of this musicality is the stress caused by the conflict between the ¢

metrical rhythn and the actual phonetic properties of the speech material.'*”

Ces mesures rhythmiques sont définiees par l'accent., [...] Le vers
A
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n'est que l'exploitation optimale du rhythme linguistique.**®

Thus the importance of all the various levels of linguistic analysis is
once again asserted. Zhirmunskii in fac§ included in his Teorijs stikha pémo
of Andrei Belyi's formulations on the nusical results of‘cerbhin apreas
patterns in Ruasiaﬁ iambic veras, Bélyi had theori;ed.bhat the absence of
" ascond esyllable strees cﬁuues an allegro, vhereas the dfopping of F;urtﬁ
sylluable streas causéa an andante.; The dropping of both second and sixth-
syllable stress increased fr&h the XVIIIth &onbury to the XIXth; ;ikewioe the
dropping of both fourth and sixth syllable stress increased from bhg X1Xth to
the XXth centuries.'® Logically, then, the musicality of postry was
succesnively modified throughout this period. It is important to renenber
that Belyi ascribed to the Bymbolist point of view. The 8ymbolist movement wase
highly instrumental in resurrecting Baratynskii'es work, as bhe_inbénaive
bheorebical-reqeurch of the bime.broughb about reneved and heighbenednﬂ‘!“-
admiration f?t_bhe poet.. Belyi's nodification of musicality based upon stress
stems from bh? concept of Batzakzent, wgere a sentence Euarbe broken_inpo
fragmonbu_baaed upon the primary stress of gach.*°° Zhirmunekii maintains
that pronouncing a stressed syllable requir;s one-and-a-half more time than
domaa pronouncing an unstressed syllable, In his example, Zhirmunskii
considers pronouns unstressed, that ies, as a part of the verb vhich follous
them.'*' For deictic analysis, this would result in pronouns never having the
added emphasis which comes from being in the stressed boafﬁion. However,
these situations do of course occur, as a pronoun does not obligatorily
precede a verb, In fact, when the pronoun doqa fall in“a stressed position,

it is all the more dramabic.
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IObher elenents can modify the rhythn of a poem, particularly the

presance or absence of oniapbemenb. which usually results in an accompanying

. cassura, The latter can either be syntactic, or merely a alowing down of the

tempo. The former'bah be a3 very important tool in inbénsif&inq a poen's '
message, Any elements tﬁat are present in an onjamﬁpment are invariably
highiiqhbed. as vell as being juxtaposed both against the element of the
phrass that preceded it, and the portions of linelimquiately_above snd below
it. In his iggniin_n&ikhn. Zhirmunskii refers to the syntactic parallelism
which occasionally accompanies the caesura.'®® It is logical to infer that a

cassura alwvays produces at least a fesble state of portzonﬁal aquivalence,

. whereas the enjambement alwvays produces at ‘least a feebléhababe of vertical

—
b TR

equivalence?“"??ﬁs-concepb is crucial to the understanding of a pcem's density

- _
and of ite internal directionality. Jakobaon, in his article "The Mstaphoric

-

and Metonymic Poles," fesls that poems possess greater aspscts of verticality

(metaphor) vhereas prose possesses greater horizontality: (metonymy).'®® The

predominance of metaphor is further underscored in postry by the presence, in

most cases, of rhyme.

- [
Muzykal 'noe zvuchanie poeticheskoi rechi -- tozhe sposob peredachi
informateii, to est' soderzhaniia, i, v etom smysle, on ne mozhet byt'
protivopostavlien vaem drugim sposobam peredachi informataii,
svoistvennyn iszyku kak semioticheskol sistems,

Jakobson himself quotes G.M. Hopkinas in 6rdor to show the manner in

vhich rhyme operates on the mind.

-

There are two elements in the bsauty rhyme Haa to the mind, the likenees
or sameness of sound and the unlikenees or difference of meaning.*%®

Not all accept Jakobson's theory of metaphor and metonymy. For example,
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the Polish scholar Henryk Pustowski feels that. it ig not complete.

Kariera bermznoloq:i Jakobsonowskiej -~ szczegblnie zas opozycynej pary

metafora-metonimia ~- nie moze dziwié na tle ogdlnych tendencji

uchvystnych v ostatnich czasach zaréwno w badaniach naukowych, Jak iw

‘dzialalnosci krybyczno-lxberacker.‘a?

Zhirmunskii defines rhyme in a nuch broader senee than‘ihat is usually
accepted. ‘ : - ’ -

Edinatvenno pravil'noe [opredeleniel, dolzhno otnesti k poniatiiu rifmy

. -l-- ] : ! ]]-- . i'l] 1 E ]! ' B
! . l l : I;:u::zit -I' !-]l | rr ':.a'r

This formulation obviocuely includes alliteration and assonance in addition to
_rhyme itself. Zhirmunskii also goes on to explain the different levels of
modninq inherent in rhyﬁe: the sepantic meaning level, and the lekical heanin
~level (as well as its morpholoq{cal categories of root, suffix and
inflection).*2® Bcholarf/nﬁéﬁ’aa Jean Molino and Jo#lle Tamine are quick to

1 120

enphasize the semantic and organizational pover of‘rhyme as wall, Althﬁ?gh'

he discusses many of the more exotic forme of rhyme, such as internal rhyme
v - . 7
and consonantal rhyme, Zhirmunskii also states that these are mainly
cxperimenba.'not onbireiy applicable to the early XIXth century.
Poeby_kluaeicheskoqo stilia, nmaprimer Pushkin i Barmtynskii, iavno
" prensbregali etim priemoq (kak i vocbshche ne stremilis' k povyshennoi
" gvukovoi vyrazitel'mosti),???
Howevor,'deépibe the fact that perhaps Baratynskii and Pushkin were not
particularly'during in their rhyme schemes, the vertical power qf aesociation
praoduced by the presence of rhyme is nonetheless present. _

8 tochki zreniia smyslovoi sleduet priniat’' vo vnimanie dva
obstoiatel‘stva: vo-pervykh -- morfologicheskoe etroenie rifuoy,
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prinadlezhnost' rifmuiushchei chasti slova k ‘tem ili inynm
grammatichaskim kategoriiam, t.e. znachenie morfologicheakikh elemenbov
rifamy; vo-vtorykh -~ leksicheskii {(elovarnyi sostav rifmuiushshikh alov.
‘kak vzigtykh nozavisxmo drug ot druga, tak i v opredelenncom

vzainootnoshenii,*®

Zhirmunékii wvas one of the key figures develoﬁing-thia'theory for the
Formmlists, in Ruseia at the time. One of Zhirmunskii's contemporaries, B.‘
E;khenbaum, wrote one of the erab Formalxst/"abructuralxet" analysea of the
time, in hm MMMMMMM {1824). Eikhenbaum
concentrated on performing a comparabive analysis of Lermontov's work,
attenpting to uncover various trends which might lead to a fuller
understanding of the poet's writings, Comparison vas also ;;ée_with . R
Bhak;apehro and Bchiller, particularly with reference to the development of
characters as reflected in their mode of speech.’®® Eikhenbaun's rationale is
the foliSﬁfﬁ”fi;?if‘“ : —

Izuchat' tvorchestvo poeta ne znachit prosto otsenivat' i istolkovyvat®

ego, potomu chto v pervom sluchae ono rasematrivaetsia istoricheski, na

osnove spetsial'nykh teoreticheskikh printsipov, & vo vtorom --
impressionisticheski, na osnove predposylok vkusa i mirosozertsaniia,'>®

It is precisely the literary work's appsal to the senses and to taste
that has leadlto certain amount of investigation into the psychological basis
of a poem. This in turn has b;ought'aboub new implications for the structural
elementé of a literary work, The concept of the Jungian mandala, which vas
menticned earlier, is the undorlyin§ aaau;;:ion behind Daniel Laferriére's
article "Automorphic Btrucburea“in the Poen's Grammatical Bpace,” vhere it is
statad that éhc pleasure'dorived from & poem stems from its mandala-like

D&

synmetry.* Laferriére lista different types of cymmetry rallelism

(+- > +=), mirror aymmebry (+112 -+), proper anti~congrusnce -
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(4~ > (=+) (+=)], and reflexive anti-congruence [+- > (+=) (=+11.°>® If the _
symmetry is broken, then whatever element that has broken it will be
automatically ;pre intense,*®® These symmetries, in which one may also
include directionality, are placed against the concept of the space of a
literary work. Laferriére maintaine that there are two typss-of-space in a
poemn, ¢grammatical! space, and "actual space" as created b; thoughts and
images.'®”

In literary works written in Ruseian, grammatical space becomes even
more dynamic as a result of ‘the case and gender system, which is reflected in
almost all speech particles, even verbs (gender being revealed in past tense
forme énd in past and present active and past passive participles}, although
it im perhaps true that gender becomes more grammatical in nature in as much.

- as it can make the interplay of grammab:cal forms somewhat gomplex. Gender
has a parblcularly important. rolo in Freudxan analyaza, such as Laferriére's
analysis of Pushkin's grammatical homosroticism in his K_Rgdz;gnk;-(1825{.f39
.However. case in Russian is also of grcaﬁ Enteroet‘fcr a study of
directionality because each case has certain ramificatiéns vith regard to the
.strength of the directional markers. The linguistic basis for the study of
case in literary vorks is justified by the consensus that case actuslly
implies something, that it has a greater purpose than simply its own

existence.

‘A case, like linguistic wiits in general, doss not mean several
different things, it means one single thing ~~ it carries a single
abatract concept, from which concrete applications can be der:ved...

(from L. Hjenslov, La catégorie des cas, 1935, p.85),'>"
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" accusative, on the other hand, can be either ebrongl& governad (direct object

of the utterance.

| | 32
‘Ib_ia precisely this single abatract éoncopt wvhich permits an

investigation into the impact of case on diractionallby.nnd ﬁherégﬁ on tha

nature of the poetic space. Ronman Jakobson developed a concise set 6?

implications for each of the Russian grammatical cases. Occasionally, the

fact that the cass interactions are located in a poetic text implies that Qomq

of their éolea are somewhat obscured and/or not as precise. For example, that

the some of the ‘traditional fUnctions ;f-the noninative are indeed obscured in

poetic language, namely, functions of opposition and predication.'®®

Therefore, Jakobson feels, the nominative is aimply an unmurked.oaee.

indicating nothing but number and gender. It is.a pure naming cass.*** The - ~ S

. {

¥.

pf an action) or veakly governsd (wavering boﬁhoon being an actual result and
merely an adverb).“’~= The gfggg}ve, in contrast to. the nominative and the
accusative, indicates the "limit of the referent's involvemenb'in the content
nied AIt can ba partitive, signifying a definite or
indefiﬁité degres of invo}&ement or a negative (eatabliaﬁiné the referent
oubaid; the context -- the genitive of limib. the genitive of goal, the
genitive of separation, the genitive of negation).'®* The instrumental and

dative cases do n&b indicate scope re{utionahips. They stand more in

correlation with the nominative and the accusative. The dative,‘fike the

_accusative, also indicates that a réferenﬂgﬁpﬂinvolyod in an action, whereas

the instrumental does not precisely indicate a referent., As vell, the dative

is directionsl (like the accusative, unlike both the nominative and the

instrumental). The fundamental difference between the inabrumentai and the

dative could be summed up in the following manner (according to Bhakhmatov and

Jakobson):
. -

ri
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The former deaignates a concept which is independent of the verb and not
subject to the effects of the marked feature of the verb, but to the
contrary, designates a concept which aide in the unfbldxng of the marksd
feature and changee or determines ite expression.'®

The instrumental and the dative are both peripheral cases -- they label

bhémap{vee‘au such and presuppose the éxigtence'of ‘the central ones, that is,

40

2k ' .
the riosinative and the accusative,* In fact, the dative suggests a

peripharal etipua.;nd denotes the existence of the referent as independent of
the acbioniiaé The loc;hive has ne directedness (like the gen?bivel. The
locative usually denotee an ohject affected by #an actien. It is a scope case,
and it is perxpheral in that 1b 1mplxczbly indicates that eomebhlng elae is
central,*® Both the genlbxve and losative have variant forms, genitive II
(ghnghgn_ghniu) and looative II (y lesu), which are cases of shaping, as their
referents ars things that are shaping or being shaped.*“® In summary, the \
néﬁinabive is a pure naming case; the accusative and the dagive are
diéeétional cases (the non-independence of‘the refarent is ahown);_thc
genitive and the locative are cases of scope (the raferent's extension is
limited); the instrumental and the dative are peripherui cases (a poripheral
status is*indféaﬁédf}kéhe genitive 11 and the locative II are'casqa of‘ahaping
'(?he function of the referent is limited: there is a gertain containmenﬁ or

process of being contained}),*®°

. : = -
" Therae has bqgn some debate about bbo relevance of Jakobson's theories

shout case.

-

Parfois les distinctions établies par M. Jakobson (R. Jakobson, “Bextraq
zur allgemeinen Kasuslehre,” Travaux du Cercle Linguieticue de Prague
V1, 1838, pp 258, 2B4) relévonb du domaine du atyle, étant par
conséquent dos distinctions secondaires,. subordonndes aux faits

grammaticaux.*®* . . ——‘_#///\//
.
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However, even Kurylowycz admite, in strictly grammatical sense, that there are
some ‘differences in the meaning of the cases and their effects on'oontonb and

context,

-

C'est justement parce que la forme de 1'accusatif est un signe de ..
syntaxique liant Le régime au verbs, que le lien entre les deux est plus
dtroit qus celui entre le verbe at le locatif, dont la forme a une
valeur concréte autonome, sans fonction syntaxigue directe,®%.

The abrucbural and grummablcal elemenbe of the poetic bext provide the

buckdrop agaxneb whxch the dxroctxonal. or deictlc. markora are placed

Pronouns ares bhe most lmportanb of deictic markers mainly because their reason '

for existence is grammatical and relationml, thereby providing a sound baeis
for investigations into the grammatical, semantic, syntacti¢ and psychological
inferences and connections present in the literary woerk. For, as Jonathan

Culler states, "A whole poebtic tradition uses spatial, temporal and personal

deictica in order to force the reader to construct a mediative persona."'®®

The pivotal role, performed in the grammatical texture of poetry by
diverse kinds of pronouns, is dus to the fact that pronouns, in
contradistinction to all other autonomous words, are purely grammatical,
. relationdl units, &nd besides substantival and-adjectival pronouns wa
must include in this class also adverbial pronouns and the so-called
substantive (rather prorominal) tgrba such as to be and to have.!™

Posticheekaia rech' -- pech'-postroenie.?™® R

" The deictic features of pronouns and of directional narkers have a

paychologiqai’inference. if only because of the nature of language and of

. ~9
communiicabion,

+

The ADDREBSER sends a MESBAGE to the ADDREBEEE. To be oparative the
message requires a CONTEXT referred to {(the 'referent’ in another,-

-
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sopevhat ambiguous, nomenclature)}, graspable by the addressee, .and
either verbal or capable of being verbalized; a CODE fuily, or at least
partially common to the addresser and addresses (or in other words, to
the encoder and decoder of the message); and, finally, a CONTACT, a
physical channel and pesychological connection between the addresser and
addresses, enabling -both of them to enter and stsy in commuhication.®®

’

‘Not all scholars agree with Jakobaqn'a_éeomabric analysis of pronouns
within a text. The Boviet scholar T.I. 8il'nan feels that they should be
- analyzed with respect to the texp‘é_bhemaﬁica instead of spatiality.*®” 1In
his placing of pronouns againat textual thqmapfcs;‘QEI'man has come Qibh the
following correlations to sach major pronoun: the lyrical ia impli;a the hero,

the "substitute" for the quthor} the ty aleo implied the jm; the gn and the

other pronouns are siuply a more distant substitute for the ia.*®® 0Of courss,

the lyrical ja only impliea the hero as an extension of the author/narrator,

an important aspsct which.Bil'man does not note, In fact, it is possible to

.

state that the ja really does nob'imply the hero at all, but raéher that all

-

pronominal deictic markers in a literary work ‘are really factors which

orientate themselves around the author/narrator, all implying in some way the

preeence,'whethor visible or not, of thie same narrator, Even a monologue in
a dramatic work could be constried deictically as representing orisntationally
the prqaende of the author/narrator. ‘As Bhelley inmplied, the words "I, you,

bh?yilqu\nob signs of any actual difference subsisting betwsen the assemblage
-l - '

of thoughts thus indicated but are merely marke employed to denote the

d.lﬂo

different modifications of the one min The French scholar Benveniste

‘@laborates on this interdepsndence of pronominzl markers,

<Ja> démigne celui qui parle et impligue en mé8me temps un énoncéd sur le
compte de <{je>: en disant ¢je>, je ne puis ne pas parler de moi. A la
2" personne, <tu> est nécessairement désigné par {je> et ne peut dtre
pansd hors d'une situation posée & partir de {je>; et, en méme tamps,
{jo> énonce quelque chose comme prédicat de <{tu),.*®*



Hg_oonbinuoa to imply that the third person markers can enter into thie
relation or bs free from it.'®* Here the con;epba‘relabe to.Richa?d D.
Bracht's vork on deixis, where he statea that all_péonouna are capible of
being endophoric {(point of orientation not being the speaker) or exophoric
(point of orientation including the sp&aker)i uﬁiike Ghab Banveniste haas’

.concluded.‘°° John Lyons likewise feels that the spe#ker is alvays at the

centre of any marker.'®®

It is important-to recall that, in 8lavic languages,
the actual pronominal marker is not always expressed, being eemunpically
uhderstood to be part of the verb, as was noted by Lyona.'®® Benveniste has
likewise concluded that the category of pera#n is alvays an inbogru}‘part of
the verb in some form, whether actually stated or not ababedt;;;mhgliu;hia in
fact connects with the concept of point of vigw. fhe directional markers in a
literary work indicate the work's point-of view, as well as the concurrent
direpbionul uﬁd orientational (therefore aléo spatial) associations be§ween
its characters and q;em;nbe. Eoinb of view, as Boris Uspenskii indicates, can
be divided into planes similar to that of the artistic text as a uholé: the
ideoioqical level, ths spatial and temporal level, as wvell as the
paycholé&?::I—;;a”the linguistic levels.'®® As euch, it is irrevokably bound
to the structural elements within the textual apace.

In poetry in particular, other elementé can inteneify the role that the
directional markers play in indicating, these relationships. Bince deixis
indicates the directionality, the orisntation, the apatiality of a literary
vork, it is logical to assume that apostrophe, with itse incluaive alenent of
directionaliﬁy, wvould be one of thess eleaments. The role of apostrophe can be

-

- . .
sunned up as something which draves away from ‘the intended target in order to
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-

intensify, in order to make the work stronger.'®” Apostrophe does not.

function on the meaning of the word itself, but on the "cireuit or situatipon
of communication."*®® Jonathan-Culler goes on to stata how apoatropha impiies
directionality when he writes that apoutrophq poses a relationship b&bw;en two
. subjects and serves to identify an image of self (of the apostrophizer).'®®

Moreover, the role of apostrophe became more and more evident during the

Romantic period when Baratynekii was writing. ,Baratynskii's most popular
genrs waa tha'elegy. which during its later’/ incarnations Qaa heavily laden
with apostrophe, elementes which Baratynekii made good use of in order to dXlter

fundamentally the concept of the elegy from poetically saelf-centred to

basically humanistic.,*’®

If, as we tend to assume, post-enlightenment poetry seaks to overcone
the alienation of subject from object, then apostrophe takee the crucial
step of constituting the object as another subject with whom the poetic
subject might hope to strike up a harmonious relationship. #Apostrophe
would figure this reconciliation of subject and object. But one must
note that it figures this reconciliation as an act of will, as something
to be accomplished poestically in the act of apostrophizing; and the
apostrophic poems dieplay in various ways awareness of the difficulties
of vhat they purport tc seek. Poems which contain apostrophes often end
in wvithdravals and queations,??”? .

As with deictic markers, nuch of the &nalybical value of apostrophe is
that the act of apostrophizing worke Tndepsndently of other elements in the
poetic work, namely, the elements of sequantiality, causality, time, and

% Apostrophe both "parcels out the self to fill the

teleoclogical meaning.®”
vorld," and “internalizes that vhich is external."*”® Culler states that when
a poen consists of multiple apostrophes, its role as indicator of the

directiorality of m single mind becomes all the clearer.:?*

’



All of these directional linguistic and gramnatical elements are also a
basis for the trend of pasychological investigations into literary works,

Hijenslev has been quoted with the following justification:

Comme la linguistique, la grammaire fait en elle-mdme partie de la
pesychologie. Elle en fait une branche particuliére. Les faits
gramnaticaux sont des faits psychologiques,*?®

Jonathan Culler gquotes Jacques Lacan as well:

«:.It is the world of words that creates the world of things.... Man
speaks, then, but it is because the symbol has made man.®”®

Daniel Laferriére has analyzed not only Pushkin, but also Tiutchev, Fet, Blok
and Mandelshtam psychologically, among others, and has done much to justify
the psychological application of grammatical elements to the study of

literaturs.

The intimate relationship of unconscious grammdﬁical and psychologioal
structuras should be clear from the very relationship which linguistics
Rolds to paychology.*””

Linguistic psychology not only reveals the mind and ths associations of the
author/narrator, as wvas the case with Laferriére’s analysis of Pushkin, but of

all the characters in a wvork as well. O0Of course, this characterization ie

based upon a certain éegree of cultural convention.,

The production of characters is governed by cultural modele that ‘ensble
us, for example, to infer motives from action or the qualities of a
person from manner and appearance. And so if we smy that in the courae
of a given novel or story a character changes, vhat we are saying is
that, in terms of our literary models of a character, two actions or
attributes vhich are attached to a single character are in opposition,
are incompatible; according to our notions of characber. if someone
firet doss X and later does Y we can only make sense of this by saying
that the character has changed,*”® i
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This would seem to be relevant to Baratynekii, as he is noted for his

progressive psychological development of characters wvithin-his works.
Dushevnaia zhizn' cheloveka v izobrazhenii Baratynskogo vsegda
dinamichna. Ego geroci poatoianno nakﬁod;bsiu vV protsesse
razocharovaniia.*”®

One of the most important instruments in this psychoanalysi=s of literary

elenerite is based on Jakobscon's marginality of case theory, an outgrowth of

[

: A

his theoretical studies discussed earlier.

~p

genitive II l T genitive
‘nominative accusative
locative 11 1 locative
instrumental dative

According to this chart, the locative, the inatrumenta; and the dative
are marginal cases, vheress the accuesative, the genitive and the nominative
are non-margihal. The varbic;l axis of thé box is.the level of marginality
from negative to positive from top to bottom; the horizontal axis is the level
of directionality (negdtive to positive from left to right); the depth axis ia'

the level of quantification (negative to positive from front to back).!®®

These direct geometrical associations betwesn the cases are what allowad
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Laferriére to analyze Pushkin's directional markere vith such startling

-

resulte.

\

The sane type of iinquiotic. grampatical, syntactic and semantic .
analysis, u;th a concentration on the directionality and thereby the
apabiality and orientaﬁioﬁ of Baratynskii's Bal should be therefore justified.
8uch an analysis should reveal new tensione and nev directions in this work. .
A careful study of ths markers and of apostrophs is particularly relsvant as
the poet haes placed a narrator in the poem, although the reader is not
particularly conscious of his role as an active participant, despiﬁe his
introducing and concluding the poem. The presence of the narrator Ionds‘
cradence to M.L. Gofman's statement that Baratynskii's longer poems {(poenmy)
are in fact.elegieaq althou;h Gofman states as well that Bal is the least
elegigc‘of the three lgng posns uritten by Baraﬁynskii."‘ When this opinion
is compared vith Gofman's opinion that the work is likewise a realistic }
narrabivo; ;a was discussed euflier. it is cioar that Bal is likely éompriaed

of a complex saries of deictic and narrative interactions.

e
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CHAPTER 3. B8tanza-by-stanze analysis-of Bal, with special reference to
deictic markers.

BGenerically, the lqnq poens of‘Burabynski} are particularly affecbed by
the influence of the By;oneeque posm, according to Gofmaﬁ.‘°’ Thue,
concurrent with this influence, Baratynskii's Bal was published at the end of
1628, in & book which inoluded Pushkin's Graf Nulin.®® '

In ény type of linguistic analyesis, much importance is of course placed
upon the mctual phyeical printing of the text, aincé the organization of the
various elements can result in a modification of the resulbs._ For the
following analysis of Bal, the most commonly available edition has been
conesulted. fhere are no spacific physical differences batwegn this edition of
Bal and any of the previous Boviet sditions. Therefore, for simplicity, alll
quotations from Hal are tﬁken from E;A.'Barabynakii. Eglnoe acbranie
etikhotvorenii {(Leningrad, 1857), edited by E.N, Kupreianocva. The quotations
are given accérdindibo the transliteration appearing in the appendix, that is
any stanza numbers will appear in Roman numerals, any line number in Arabic
numerals, both being wibhin brackets. ' /

Certain items have bgen ﬁmphaaized more than others in the analysis.

One id the backdrop 6f spabialzand bempordl markers, which haip boydefine.bhe

"

poen's limitations.
)

Every verse series isclates and intensifies its own boundaries. More
veakly isclated, but nevertheless isolated, are the internal divisions
of the series -- the boundariees of periods, etc.*®*

Thess boundaries which Tynianov mentions are important in isolating words

semantically, & result of postic means such as rhyme.:®®

Rhyme resulte in

semantic coupling, a resu1§ which is also achievead by parallel constructions,



ae BamuelR. Levin poxnted out, e

...coupling. vhich ie held to be desirable in poetry, as leading to =
poem's unity, has as ite necessary and sufficient condition the
cccurrence of phonically or semantically equivalent forms in equlvalenb
positions, either syntagmatically or conventionally defined.?®”

Certain elemants have not besn analyzed. For example, rather than
analyze the effects of caesurs, syntactic pauses have been noted instead. For

B.0, Unbegaun has stated that caesura ab.any rate cannot appear in iambic and

trochaic metres vhere the lines are of four fest or less.*®® As well, the

e A

stanzaic Form has been baken For granted; attention being paid rather to the
rhyme'acheme enployed by Baratynskii, Unbegaun alao notes that the Russian
stanza is not that original when compared tq other language;,‘;b

The rhyme scheme used by Baratynskii in Bal ie a deliberate modification
of that used by Pushkin in his eimilar tale Evgenii Onegin. Pushkin usee
fourteen four-foot iambic lines‘per eﬁaAZa, with a rhyme scheme of
aBchcDDeFFeGé."“ ﬁarabynbkii‘uses fourteen fogr-foob iambic lines per
atanza as well, but with a rhyme aéhemo_of aBBaCdCJEEfQfQ, which Kjetena feasls
is not as effective as Pushkin's variant, due to the lack of rhydﬁng couplet

191

at the and of the stanza. Ernst Haublein fesals bhaq the couplet containa a

more definitive fesling of closure.'®®

QOccasionally, certain flexibility has been incorporated in the stress
analysis of the posm as well, in order to emphasize a particular aspect.

The accentual interpretation of a poem is a matter of persconal taste.

But it is important to notice that the intensification and, above all,

the addition to the number of semantic stresses does not Fit in with bhe

actual structwe of Russian verse, which is founded on a rather delicats
stress pattern,*®® -

Blova i mogut i nosit', i ne nosit' udarenis. V razmerakh,
gde et imeet tri sloga, sledust osobenno izbegat' takikh slov.'®*

s



43

~

Efim Etkind, in his pronominal analyses, gives pronouns a full atress when
they are in first position in a lin® of verse,®®

Kjetsaa has'divided Bal, like a novel, into six major episodes. He has
.dafined theses in the following manner. The first bhfea stanzas comprise the
prologus, compleﬁenbing the last thr;e atanzas, vhich compriae the epilogue.l
The middle section is divided into part I (stanzas IV to XIII), vhen the major
characters are introduced; part 1l (stanzas XIV to XXIII), when the
relationship between'Nina and Areenii takes place; part III {stanzas XXIV to
XXXII11), when the separation of Nina and Arsenii occurs; finally, part IV
(stanzas XXXIV to XLIIT), vhen the actual ball is held.*®® Thus there is a
thepatico-structural bgaia for considering that bhg poem is juxtaposed against
the preaonce«oﬁ—obﬁar factors present mainly in the prolﬁgua and epilogue,
which frame the work, and reside somevhat outside the temporal plot. Thie
structural format has been documented by Haublein as one of phe common types

of stanzaic layouts,*®”

It is these mections in particular vhich serve to
introduce the deictic, spatial and narrative threads to the structure of th&
lebory. - o | B

The Firab stanza of Bal serves as an excallent‘inbroduction to the basic
poetic elements used by Barabynek;i. The etanza begins with a syntactic
'<.pauae. offeetting the importance of the moon and of night, a recurrent slement
in the poeﬁ. This type of asyntactic pause or exclamstion is cbmﬁon in
' Ronantic poetry, wvhere the "stanzaic contours" are not necessarily precise,*®®
In typicai Romantic works, night represents the past, whenga day represents

the future.'®® Dmitrii Chizhevekii states that "Night" is "construed as depth

of Being and frequently forms the essential background of the action."2°® The .
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dualiam adde an extra dimeneion to the interplay batween niﬁht and day in the

poem, as well as between the verb tenses, as will be noted later.
Glukhaia polnoch'. 8troem dlinnym,
Oserebrennye lunoi, '

Btoiat karety na Tverskoi
Fred domon pyshnym .i starinnym (1-4), -

~

The syntactic pauhoa in lines 5-%0 7 aleo offae; the variba; slemants present
at the ball -- the sounds, the visual effects and the movement. Baratynakii
builde on contrasts in order to emphasize description.2°® All of the verbe
are in the present tense, suggesting a sense of immediacy and of permanence --
this is the sort oé situation vhich ajwvays ocours) this could b; any ball at
the time. This is also emphasized by the inevitabie play on aspects, which
Bulakhovakii fools is éne of the riches of the Ruseifr language.
Rusakii iazyk, kak i drugie slavianskie, ochen' bogat sredstvami
peradachi vidovykh znachenii, kharakteristiki togo, kak deistvie
protekast v otnoshenii ko vremeni,®°%
This is particularly important since the verb tenses later ip tha poem play
upon this dualism of particularity as opposed to univerealiby. There are no

deictic markers in the stanza, reflecting the fact that it is descriptive,

The rhyns scheme is the standard used throughout the poem and described

earlier: aBBaCdCJEEfQfO.  Baratynskii uses here, as-he does éonciabéntly

later, alliteration and assonance to a great extent, in order to highlight his

rhymes or concepts in particular.?°® Note the fqaguency of similar consonants

*

and vowels in line 4!

- -
-—_

Pred domom pyshnym i atarinnyn (4)
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or in line B:
Obshirnyl zal; s vysokikh khorov (8).

The point of view in the first stanza is unclear, ‘Ib could really be
from any cha?acber. although it is more likely to be from a narrator, p;rhapa
a aupfapereonal narrator, on account of the amount and style of &eacripbion.
However, it is unknown whether the narrator is acbual}y prasent in the tale or
not. As wall. the format used in description, from the conditions outside to
the listing of the sobbinq‘inaido implicates the narrate; to a greéb extent.
Df'ccurae. it is the implied narrator and implied narratee to which these
refareances are pade, and not Baratynskii and the reader of the poemn.

The 1957 edition of Baratynskii's works doep not include varisnts.
However, the 1936 edition does list variants, ana amgngst thoss are variants
for Bal. The .first version of the ﬁoem {avtograf I} ha? a abanza!precediﬂg
the atanza vhich is now cqmmonly accepted as the first. This extra stanza
destroys tﬁe parfect abanz;ib synmetry of prologue asnd epilogue, vet does give
the literary critic valuable information as to the structure of bhe poem.
Presented in the appendix as ALTERNATE OPENING, this variant has the standard
rhyme scheme, the standard netre (four-footed iambic) and,thé alements of
alliteration and assonance which are used throughout. The syntactic pauses
enphasize deacéipbive olements here as wvall, althdugh thess are descriptions
of the style of life in Moscow at the time, What ia particularly stunning,
however, is the copen presence of 5 narrator vhich is revealed here. The
deictics of the sﬁaﬁza reveal thia. There are five markers of the jia form,
vith jm referring to the narrator. Of these four are active (that is, in bﬁe

nominative, mccusative or genitive caaé. vhat Jakobson labelled as non-



.
marginal)? one %s passive, or marginal (12), slthough emphasized by being in

first position, and one is implied (11). The first of these markers, ssbia

(2} 238}4;:F;;oryone in a general eoﬁeo. including bhe narratee, ap‘ﬁell as
raferring to the narrator. The folloving marker refers only to the “others",

and thus introducea the opposition between the narrator and the "other!

-

slements of scciety, Jﬁ
Zimoi u nikh za pirom pir (9),

The narkers referring to the narrator emphasize his role in the asocial fabric;

by implication, they aleo emphasize the narrates's role in this esame ecocial

fabric. +The joining together of the narrator and narratee is atated by

Laferridre to be & given during the artistic process.®®® The opposition of

the narrator to the rest of society is almo underscorad by the apabialtmarker
drugikh of line 2. 5

Another important facet is revealed in this stanza which would otherviee

go unnoticed. Line B conba1ns a reference t Bod, whxch is highlighted by a

~

spondes as well as two syntactic pauses, ‘This reference is crucial to a full
. ;

appreciation of the role of God/conscience in Nina's demise. It is also

interesting to note that thie reference to GBod is uttered from the narrater's .

point of viev and is in the middle of references to banquets and soirées.

Odno zaniaktie -- bankeb}.
Kak raby zhiteli zime!

~ Teper' -~ bog vest', a v prezhni loty
2imoi u nikh za pirom pir (6-9).

This brings out the importance as vell of point of view. Not only is the

narrator clearly implied, kut there is a logical progression from generalized

-
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statemente and obae?v;tibna of life in Moacow_to the spociffc event wvhich is
ao'accurabqu introduced in what is 6urrenti§ the Firast stanza by the phrqee
Glukhaia polnoch' (1). ‘ '

']
The current first stenza has a variant as wvell, the variant presented as

\
avtograf I1 in the 1936 edition of Baratynskii's workes. In the appendix it is
pressanted as stanza ALTERNATE I. Thed differances betveen the two versions are
of minor consequence, with the exception that some of the word choices in the

2 - -

definitive version are stronger in contegt. For example, in line 5 one finds
Emln&_bx:.;mh_'_m_mm rather than ﬂumm;nghumm, as ‘ie found in
the variant, Pylast is ab;onﬁer because it harks back 5o pyshnym of line 4,
and begin& Qith a plosive consorfant, like tyaimch'ju. Likewise the variant
inverts lines 8 and 10, which does not provide as logical a sequence for the
point of view (from smile to feathers rather than from feathers to smile, as
in the definitive version). As can be seen, the variant differs from the
definitiva version mainly in gquesticns of poetic mssthetics.

In the following stanza, certain trends continue to evolve. For exsmple,
the rhyme pattern is standard.‘bﬁe sentence pauses emphﬁaize the social
interaction occwrring, the verbs continue to ba all in thp present tense, as
in the first part of the stanza. The épatial markefa_complement the syntactic
pauﬁes in suggesting a whirlvind of movement and activity: knuzhghnigA_xgk:gg
{13, 23). Théae markers place the damy of the ball as‘thg strﬁctural anchors
of the stanza. This is reflected. in the daictic markers, ali of which refer
to the women. The wmarkers are all active with the exception of tﬁs marker of

line 19: 4

Po ikh plechem polunagim (19},
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vhich reeembles the ggnitive in form and is intensified by its location as thHe

first stressed position of the line, and its auaooiabioﬁ with Bha’non-marglnéi -~

marker of line 22: . -

L5

. 1kh legkii stan oboznachaiut {22),

vhich ie also emphmsized by bsing in firat position. -
The first line of stanza IIl is also divided into two parts by a

N -

syntactic pause:! .’
V dvizhen'i ves. GBoiria dobit'sia (29).

This pause serves to heighten the sensation of movement and business acqcribed
in the precsding stanzas. The word dvizhen'i is aleo a spatial marker,
czatinuing the brcrdrop of movement. The remainingﬂpart of the stanza
conbinueclto describe the ball. The. different opinions.and actions are offset
by more syntactic pauses {33, 37). Thies manner of reporving wvhat would seen
to be snippets of convéreabion further develops the notion of the
auprapérsonal narrator, who parallelé but d&%a no; supersede the main
characters. The verbs are still all in the present. The deictica iﬁ this
stanza mre not particularly étrong:fnxgi {31) has for refsrent gusmr, whereas
oba (33) has for referents both gusar and pisatel'. Both markers are.aatlvo.
There im & spatial marker wvhich alsc implies the narrator and narratee -~ the
xg; of,}ine 29, What ia';;;haﬁs more interea;ing'ia that nany elemantas, gb;;
poroivu, pary (33, 38, 4!) refer to pairs, vhich highlights the B;aic eocial
unit present at z ball.

8tanza IV is‘ono of -the key stanzas of the poem. It is here that the

reader is first introduced to the basic action of the plot -- the
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dieappearance of Nina, It is common in Romantic pd;me that the reader is

presented the main concept of the plot so rapidly.?°® Therefore, the

structures of the stanza is suitably complex. The rhyme elements are standard..

The aynbacbic pauses serve to separate the individual ‘questions regarding
Nina's flight, and most stunningly, the abbipudo of her husbgnd as- expressad

through his aneswer (51-52). That his statement should be s=o separate from the

actual event is a structural reflection of his isolation from his wife in the

.

actual plot. . .

- ‘-‘ j‘ -~
fkazhite, chto s kniaginei Ninoi,
Zhenoiu vasheiu?> -~ <Bog vest',
Migren', konechno!.. V a{Ei?kh shest'> (50~52). ..

In the huabaﬁd'é answer cone aiao finds another spondee {Bog vest')
which, like in the variant stanza ALTERNATE OPENING, emphasizes the role of’

God, as does as well the apostrophic Akh, bozhe moi! of line 49. The other

etress irregularity of the stanza is the spondee of line 46 and the trochee of
line 48, both emphéaizing the first wérd vdrug. The swviftness of the stanza

is further intensified by the barrage of questions, pndibho sudden awitch to

ya

past tense verb forms -- relating a specific occurrence. This is the first

progression from universality to the specificity of the atory of Nina. The

comments bsing made at the ball are of course related in the present tense.
' i P ’ ‘
There are nine deictic markers present: six are active, three are

paesive. All of the psssives refer to Nind. Half of the actives refer to her
as wall. One of the pasaives (yasheiiy of line 51) actually has the husband
as a referent, but nonetheless obviocusly has ss main referent Nina. Thus it

is clear that the princess is the centre of attention. It is important to

note that the reader is not certain of vho the gona represents until line S0,
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This elenent of uncertainty h;lps to implicate both the nurrﬁtor and the
narratee, and helps to confirm the prosence of the supraparsonal narrator. As
vall, in all of these cases, the ma;kerg ;re expreased by unknown elements, by
representational elements, present at the ball. In the earlier aﬁanzaa. b§th
the ﬁarrator, and by implication the narratee, were included in these mafkora.‘
It ie loqicai to iﬁfor tha? this trend continuaa here. However, it is
interesting to note that the frequent use of paralleliem in this st;nza (46~
48, 47-55, 48-50-52, 49-50) serve to Qnite in some ways, the husband with the
other elements of society, eby increabfﬁg the isolation oF\Nina.' In this
regard, it is of note that the narrator is not so ¢learly implied, which
Lqueatd his sympathy for Nina, -

In stanza V, one findes that ﬁhe verb tenses switch back to the present
as the universal tendency of the Nina character type is discussed, The
deictic markers aré.in the Eatio of five active as oppooed to one pasasive, Of
the non-marginal markers, four refer to Nina. The exception refers to an
unidentified "victim". The latter is intensified by its position at the
baginning of line 65. It is important to note that one of the active markers
referring to Nina is also intensified by being in rhyned position (rhymed with
lenn; Phereby illustrating the strength of the contempt of Nina felbﬁby the
crovd}, and that bhe‘one passive marker which aleo refers to her is |
inteneified by first position placement (58). The choice of these markers --
the unidentif.ed victim, tha uncertainty of the marker avoi in the same line -
- clearly'reflects the narrator's point of view, as does the sarcastic
comparison of Nin; with Penelope (60), the mother of Pan. The paralleliamalof
the stanzs and the uncertainties of the markers both tend to show the

narrator's control as well as the notion that these events occcur frequently.
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. Btariza VI seee the verb tenes switching back to the paet ‘tense, as it is
here that the specifics of the plot begin.,  The deictic markera are three
active, two paseive. All markers, with the ‘exception of the ona active marker
gh'i, refer to Nina. Howvever, pabe in line 71 is inperaonal in nature, once
again suggesting that these evente are common., This of course implies both
the narrator and the narratee as vell, parbicularl# with relation to the opeﬁ
marker ¢h'i. The markers referring to Nina strengthen the comparison made
betveasn her and Liudhila. This is also underscored by the frequent use of
parallelism to highlight the various body parts: the cheeks, the eyes, bQF
overall beauty. -

Btanza VII continues the comparisons. Here Nina is comparod to the
clasaical treacherous bemptre&a Medea. The various ayntacbi; pauees of lines
82, 81 mnd 95 offsaet the danger which Nina is said to represent, as they.
_create a type of listing of tha slement of her power, Bince thias is tﬁe
final, definitive comparison, the verb tenses ars asgain in the past tense.

The markers number eight in total. Three a;bive markers and the two passive
énoe rafer to Nina, wvhereas two of the active ones refer to the narrator (by
implication the narratee) since they are genaralized in form.

Kto b ne oter ikh u pechali,

Kto b ne ostavil krascte? (97-98),

The ikh refers to slezy (98) which in turn refers to Nina. Both of the
paseive markers are strengthesned by their positions, either at the end of the
line, as in the marker agboi (91}, or at the fig;ﬁ atrassad position, as {n U

nei (89), The parallel structure of lines 97-88 in turn give added weight to

the presences of the narrator. Nina shares many of the markers with Medea.
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This deictic link merely aervea‘bo strengthen the comparison.
8tanza' VIII ie filled with syntactic pauses vhich serve to offset the

Ggrninga and commands which litter the aentences. This is particularly strong

in line 107, whers the order is in first position and is apostrophic.

Bagi se: net serdtea v nei! {(107),

These pauses serve to strengthen the narrator's poiht of view and involvement
in the téle, altho;qﬁ_muinly in its universal sense. For ﬁhe connands and
varnings, being imperatives and present tense verbs respectively, are tineless
in nature, It is precisely this type of cosmic level which is the common
thread ;hrough the involvement of the narrator with Nina and with the plot, ae
well as with all the structural levels.

There are eight deictic markers in ﬁhia stanza, of which five refer to
Nin;. .Both of the passive markorg_refer to her, and are atrengthened by =~ __
aither firs; position (111} or endjfhymed position (107); Tﬁuo.bhe role of
Nina, ih contrast to the generalized markers implying both Ehe narrator and
narratee (103, 104) is emﬁhasized. The three generalized markers are in
sequence, naking them particularly 5brong.‘

n
+

I;polnen vozdukh! Zhalok tot,

Kto v sladkii chad ego vestupaet, -- (103-104),
‘The spatial delineations are aet by the frequent commsnds, in particular that
of line 107, where there is a direct opposition between Nina (ge) and the
generalized referent_of bggi. inplying both narrator and narratee.

In the following atanza, the verb tena?s go back to tHo past tense, as

the generalized warnings have ceased and the plot resumes, Here markere

;-

oo
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referring to Arsenii are introduced for the first time (117, 126), in fact the
stanza concludes with a marker referring to him {on). There,aﬁ; aleven
narkers in total, A}l thres passives and aixlout of the eight active markers
refarg}o Nina. ?irtuully all of these are in strong structural positions at
the boginning or end of lines. It is cbvious, therofopé. that the narrator
hae given much greater strength deictically tq Ninﬁrbhan to Arsenii, wvhose
referent ies the aschaetlivete molodoi of line 1i6. This Qould ssam Lo supporﬁ-
the notion of the importance of the narrator-Nina conflict in a universal- .
eeﬁﬁe as opposed td the Nina-Araenii conflict in the epecific sense, since the
markera raferring to Arsenii are generalized. The factLﬁhat the lover-to-be
i; unnamed perely highlights the impoftance of the nafrator. With this in
mind it is useful as well to ﬁobice that the one geﬁeralized marker referéing

to Nina in line 121 is strengthened by as end-rhyme with the marker ee of line

’

122.

"Odne videnie svoe,
I gasla vdrug mechta ee! (121-122).
Thie results in the diastancing of Nina by increasing the stereotypicality of
her typ;. in that the specific action (the appearance of the woman linke& with
bﬁ; appearance of the man}) is of tantamount importance in general to the
social type,‘and only by association is it important to Nina. Thus, the use
of generalizsd markers serves to both intenaiﬁypthe narrator's role as vell as

' conventionalizing that of the heros.

The tenth stanza begins with another temporal marker referring to night.

V chasy tomitel'nye nochi "LIZ'?).
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Throughout the entire poem, the action is framed by .the contrast of night .with
day.- Nhile'bho affair with Arsenii ccours at night {(symbolizing the Dream),

only Nina's burial occurs during the day.
V urochnyi den', na vynos tela, (XLV, B17).

The deiotic markara'qf thie tenth stanza number six in total. They all refer
to Nina, although the markers of lines 130 and 131 properiy refer to
charodeika (128). This, however, is Nina by implication. The stanza ends on

_ the more generalized marker svoiy (140}, vhich is sbrendbhened by a rhyme with

line 138: ) :
Smeatsia serdtsa zabyt'iu (138).

The ratio of marginal to non-marginal markers is eveh here: three to three.
BEanza X1 brings the reader farbhor into the paab‘uibh the combined

apostrophe, sentence pause and temporal marker of line 142,

Uvy! &te dni uzh daleke, (142),

This teméoral dieéance is further emphasized by the lack of strength in the
deictic maqﬁera. The stanza begins with :he generalized chei (141}, which is
strengthenad by its first position and by the stress irregularity of a

spondes, The following markers, both passive and feminine, one of which is in
first position (148), refer to knisginia (143). Howevér, the princeaa,.who
should logically be Niﬁa, i; unatated, éggin gaus' g a cortain amount of
spsculation as to the sterectypicality of the Nina type. Tbe\:voidunce of

name in HBal to cause the affect of distance and stereotypicality is even more

‘apphasized when & person's title is used, The title serves to bring the poem

e
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specifically to a level of social context. The paralle! constructions of

lines 143 and 145, and the paraliol symmetry of line 154 clearly emphasize the -

distance of events. '’

V glukhuiu serdtsa glubinu. (154).

Btanza XII introduces Arsenii clearly for the firot'time. and ap the end
of the first line at that, Agﬁin, the stanza mainly deals with a cerbqin
. smount of description! his forehead ;ﬁd syss are mentioned, as is his eﬁernal
pain, 8 result of a pgat emo;ionai disappointment, as is emphasized by the
parallel structurs of lines 157 and 158.

8ledy muchitel'nykh strastei,
8ledy pechal 'nykh razmyshlenii (157-158).

- Areenii's introduction is interesting in that it is accomplished while
NN L — ; ’
the narrator is desling with Nina‘'s distant past. The narrator thereby

- increases his thematic strength. He also introduces his structural strength
in tha succeeding stanzas, although, since the Rarrﬁtor is, by virtue of his
role, outside the specific btime context, he functions on the universal plane.
The syntactic pauses of lines 159, 164 and 167 offeet the Byronic nature of
the nevly-presented hero, Arsenii, by isolating the di&binctive Feugu}ea he
bears and his conflict with life. The narrator thus siﬁglea ocut the '
thoughtful forehead, the gloomy eyes, the flight to distant lands and the
inevitable reasult of conbinuad sorrow. Hovever, bﬁis renders the hero rather
neutral and stereotypical -- a perfect Byronic prototype. 8ince there are

fev deictic markers in the stanza [tvo active gn markers in (159) and (163)

and onc passive gsebe in (1568)], the emphasis remains on the little dascription

A



56
off&ﬁéd by the ﬁarrator. thereby failing td'providg a personalized p;eeenco
for the character of Arsenii, - o

In the succeeding stanza, the narrabar immediately reuffifms his
presence by the otrikiﬁg juxtapoaitioﬁ of an active marker referring to

Arsenii and a possessive active marker referring to the narrator, as vell as a

Jjudgemental reference to Nina as the famous Greek courtesan Laise.

Predatal on v dom moei Laisy, (188).

All_of the remmining markers refer to Arsenii, who ie likewise conpared to

Adonis (1721}, Note a= well that Adonis is rhymed with Lais. There are five

mctive markers referring to Arsenii, as wvell ss one passive, This strength of

deictic presence is underscored by the last wvord of the stanza, avoei (182),

which again ends the stanza on the reference to an open sterasotype, although

this time to the male. The syntactic pauses of (178) and (178) alec emphasize
his thematic strength. )

The presence of the narrator is once again visible in the folloving

stanza, with line 184,
Ne znaiu, chto, v igre litsa (184).

He is present as vell in the two ty-form refersnces to Nina in lines 166 and
187, as wel]l as the apostrophic calling oub.of Nina in line 188. Thz_deicbic
markers are evenly aprea& bgtwcen Nina and Arsenii, although the two ty
markers referring to Nina are, as stated above, realiy raferring to the
narrator. |

K nemu vleklo tebia, o Nina!
8 nego ty ne svodila glaz.., (186-187).




57
—~—~ |
Thus the basic subject mssocistion between Nina and ths narrator {alvaye by
implication including the narrates) is intensified, vhereas the aaeociation.
betvesn the princess and her lover is deemphasized, since only Nina is
mentioned by name and only Nina is apoatrophically addressed, vith markers
that imply a iink with-tho narrator. The relationship between the lovers is
highlighted, however, by the dramatic rhyme of peiy and svoeiy (188, 190)}
both passive, suggesting a lack of controlvover their fates., It is very
interesting to note the use of the word sud'bina in the poem, The Boviet
critic L.O, Frizman has also noticed this continued rhyming.?°® In this
stanza one notices its rhyming position with the apostrophic o Niga! of line
186. Thie coupling of Nina and fate occurs throughout the poem. Here'it is
introduced as a judgement of the narrator, since it occurs in his portion of

N : :
the atanza. Throughout the poem, there are six refsrences to sud'ba or

v aud'bipa.?°” There are twenty-five references to Nina.?%® geven of the

references to Nina are ir rhyming positions.2°® Four of the references to
*]

210

fate are in rhyming positions as well, In all cases where the mention of

fate is in final position, it rhymes with Nina.?'* One line even juxtaposee

the twvo! %

Bud'bina Niny sovershilas', (XLIII, 599).

This rhyme association is present again in the next stanza, in lines

207-209., It is particularly striking here as there a mirror symmatry to the

parallel atructure vhich closes the stanza.

I prizhimaia k serdteu Ninu,
Ot Niny serdtee on tail (209-210),

' - “7



The dei&tica of the étanzn again feflaot.the rolg of the narrator in.
that the first marker, which opeans tha aba'nza. reveals his presence (187). It
is further supported by the marker oni (199) which has as reﬁer;nb the ﬁgi
Livbovniki just mentioned. The remaining narkera all rofer‘to Arsenii,
re\.;ealing the strength of hies presence, with ‘the (xception of cne active
marker referring to Nina tpﬁg (203)1, and one passive indefinite marker [ghem- ’
to ﬁZOB)]. which does nonethelese refer to Araeﬁii‘a bﬁouqhna. The etrongbh‘
of Arsenii in this stanza is overshadowed by the fact that ha (or Nina for
‘that matter) is not mentioned once by name. The only reference is the
narrator's moj livbovniki, thereby confirming the pover of the narrator, as H

well’comenting the imporbancé of the concept of the stereotype ;n thp,tuloﬁ
The aharin& of markers'occdra.moro frequently between the narrator and Nina
than between any other-characters or elements of the poen.

S8tanza XVI once again ia introduced by the apoabrqphic judgement of the
narrator, offset by a syntactic pause (211). However, the narrator moves the
story firmly to the specific level with the parallel structure of lines 213
and 214, revemling Nina's precccupation with Arsenii. Likewise, the
peycholagical point of view has shifted to Nina, as the phrasing would more
likely be thought bther and not by the narrator.

Ego iiubimye tsvety,

. Ego liubimye kartiny (213-214),
:/k .
This is particularly supported by the repestition of the active deictic markere
ego referring to Arsenii beginning both of these lines. In fact, most of the

markers in this stanza are once again referring to Arsenii, although he is

-
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still not mentionad_by name.
8tanza XVII continues the pattern of the apostrophic opening by the
narrator (225). The syntactic pause which follows offsete the mctive marker
on reforriﬁq to Arsenii. Thus a symmetry is provided with the closing line,

pronouncod.by Nina.‘which also refers to her fbver:
Liubov' bezumnaia moia! (238).

The verb tenses here naturally switch to present to allow for direct
qﬁotabion[ Other than the gn of the first line. all the markers are contained
within Nina's monologue, and reveal an interaction between ty aﬁd is forms.
Although the ty forms evidently refer to Arsenii, they, by thair very nature,
alec inply Nina. 8ince this i; & monologue, it is their secondary nature
wvhich assunes greater importuncé. It i=s revealed by bh; sheer volume of
mafkera -~ mix active and four pmssive. Note as well the use of the negutive
bezunnaia. Andrei Belyi hae commentad on the frequent use of negative
spithets in Barmtynskii, something which is revealing in that a negative is
not equivalent to an opposit&—but merély the refusal of whatever notion is
being negated, thereby implyin& the relevance of the concept being negated by
the very act of negation.®'? Or, as Leonard Babby has implied, the concept of
the positive must be present for there to be a negation.®*® The act of

negation alsc serves to develop an opposition between the positive and the

negative, a conflict which operates on thematic, directional and spatial

»

o

levels,®? A complete analysis of Bal reveals that by far moat of the

negative adjectives referring to the characters vithin the poem are pronounced
» .
by Nina vith reference to Arsenii. Thua one finds pmblagodarnyi (XVi, 2113,

Rezunnnia (XVII, 238}, nedoverchiv (XUIII.:241), bazotveten (XX, 267) and
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besteennyi (XXII, 302), Oﬁo negation ie-used by the narrator with reference

to Arsenii: papripeten (IX, 126). -Araenii_himpelf uses one negation vith
réapéct to Nina:‘hggﬁégnnxi'(XXIx. 403), Finally, there are a series of
negations used mainly by the narrator to refer to Nina during her enmotiocnal
declinge and after hpr-deabh:'ngznjmn (XXXIT, 436), nazdarova (XXXII, 438),
nedvizhnaia (XXII, 442), nedvizhima (XXXIX, 545), nadvizhnoi (XX*IX. 548).

LY
nevnng (XLI, 572). Interestingly, the negmtions referring to Areenii imply

the lack of certain qualities which Nina would find precious, or the’calling
out of éuch qualities, The one adjective used by Araenii is.a mere rehetltion
of one u;ad by Nina previously. The adjectival negations uesed by the narrator
with reapeeb to Nina describe a lack of physical state, . This interplay serves
to plac§ Arsenii even more in a level of almdst apostrophic sublimation with
regards to Nina. The latter, on the other hand, ia'nendered concrete and
ph&aical with respect to the narrator, which further emphasizes their level of

conflict.

8tanza XVIII opens with two implied fy markers in the apoestropiic

paralleliem of lines 239 and 240, £

8kazhi, za chto tvoe prezren‘e?
8kazhi, v serdechnoi glubine (239-240),

-This trend is continued in_the next lire, as the firet word is ty. There is

B e — -

one third person marker, sgo (248), vhich refers to kumir (247), and thue to
either Arsenii, te Nina, or to both. The remaining markers are four active
for the ty forma (implying the jia of Nina) and three active, three passive for
the ia Forms. The stanza dramavically ends vith the opposing of two acﬁ{yo

markers, one Ly form, and one ja form (252).. ”
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That opposition sets the stages for the. opening line of the following
stanza: -

Begi so mnoi--- zemlia velika! (253},
This apostrophic exclammtion uttered by Nina raflects her urge to escape from
the constraints of life. The act of Romantic fleesing has been discussed by
Iu. Mann as typical of the Romantic long poems of Baratynekii.*'® Here, the’
urge is further emphasized by the fuda, tuda! of line 265.%*® As vell, the
spatial positioning of the ty and ia markers reveal ths conflict between the
. lovers,

Ty budesh' polnyi moi vladyka.

Ty mne Italiiu poroi (256~257),.
The ja forms are more prevalent in this stanza, and are also joined by the one.
active my marker of line 254.-

Btanza XX copies the opening of the previous one with the exclamation:

-

Beﬁi 80 mnoi ! Ty bszotveten! (267).° ’
- o\

In the concluding section of Q}na'a monologue, the in markers continue to
dominate, although both active Ly markers (267,269) immediately follow a
syntactic pausa; The iaportance of the ja markers is underscored by the
rhyming of jam =nd mgie in lines 27! and 273, Arsenii's answver reveals an
ompbgnia on the Ly garkera, as the first complete line bagins with Lebia
{277), implying both himeelf and Nina,

8tanza XXI sees Arsenii depersonalizing his ansver with the marker Qgg.l

referring to nrak (XX, 278), and not directly to himself. This is'eepecially
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dramatic as the following line begins with an active Ly marker. In fact, in
the conclusion of Arsenii's answver, there iﬁ but one ia marker, amlthough it is
in firet position (285). The temporal markaf ofllina 286 (den' ponle) revoala
that there is clearly ulperaonal conflicb'occurring on the spacific lavel, -
vhore the ty mand ia markera should interact. Thus the presence of the
narrator Qhould be effaced) buﬁ he is once more revealad with the marker nash.
(282). This marker highlights the bond of narrator-narratee-Nina, which is eso
crucial on the universal plane of the poem, an@ intanaifiae the shifting
subject locus and portréyal of & fragmentad reslity through these elementa.
1t also effectively distances Arsenii, since ha‘ic the object being possessed.

8§;nzu XX11 bagine with anothar temporal marker, this time emphpsizing
night, as is more common in the poem (293). .;b is further emphasized by‘bho
syntactic psuse, and harks back to the opening of the poem. The syntactic
pause device also offesets the word pokhozh in line 303, whicﬁ is the first

veiled reference to Ol'ga, Arsenii's fifst.lovo. The marﬁars are of little

interest here, but the metaphoric poaitioninq'of upoabropheﬁ'by,Araonii and by
Nina ﬁ}e revealinb of their conflict: '

On vosklitsaet: <Kak‘pokhozh!>'

Prosnulas' Nina: <Drug bestsennyi, ,

'"Pokhozh! Uzheli? moi portret! (301~303).
In fact, the opposition of characters, often by chance, ae has happened here
Wwith Arsenii's drawing of Ol'ga in Nina's presence, is a ccmmon device as vell
in Baratynskii's works -~ used to create conflict on a thematic level 247

The separating influsnce of the syntactic pause opens the succesding

stanza as well. There are three active markers referring to Nina here, with’

one implied marker in line 309 (pkazhu). The precccupation remaine with Nina.

iy
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"Btanza XXIV vitnesses a Pgequent use of the QbégﬁFaﬁﬁfb ﬁzggniii (323,

324, 331), as wvell as the juxtaposition of the Ly and ig foras; whiéh reduce
the independence of the Ly markers. The markere referring to Nina are
abrénger in this stanza: six active, three passive. The éhea referring to
Arsenii are in the rabié-of two to one, Qith tvo implied Ly fonma.: Theﬁe'arb
four passive markers, and one active marker referring to objects and emotions
(326, 327, 330, 334, 336) vhich serve to externalize the relationship betveen
Nina and Araenii aomawh&b, intepaified by the synb;cbic pauses of.linos 330
and 338.
| 7 gtanza XXU‘éonbruata Nina and Dl‘gajby the motif of the rhyme of Nina
and aud'bina and the symmetry of lines (348~350), which highlight Ql'ga, Hogﬁ
of this stanza deals with the relationship bestween 0l'ga and Arsenii, as a
result, there is only one implied Lty nmarker for Nina (341). HMomt of the
mnrkera_refcr to Arsenii, with cne pasaive referring to Ol'g; {347), and on=s
‘agtive to O!'gé and Arsenii (545). Thus Ol'ge is pressnt maiply in connection
vith Arsenii's reminiscences, |

The following stanza reveals Nirna's fate in a structural manner with Ehe
paralleliam of lines 362 and 363, vhich here are uttered by Arsenii in
connection with Nina, S~

<Bkazhi, - aheétal ia inogda, --

Bkazhi, liubim li ia toboiu?> (382-363),
The deictic markers reveal ﬁ more even interaction betwesn Arsenii and Ol'ga
than any other interaction between Arsenii and Nina in any previous

conversation from the hero,
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Btanza XXVII introduces a new deictiq element, the-unidentified en
{387). This deictic surprise, or lack of identification, qlloué‘bho evénta to .
be transferred on a more cosmic level. Thie on iz emphasized by th; syntactic
pause of line 368. The parullel structures of lines 3680 and 370 revsal the
lack of apa;e leading to Arsenii's Romantic flight, and the importance of thie
nev relationship with Areenii's frishd to Ol'ga.

Vsegda vastrechalis' vzory ikh,
Vsagda velsia mezh nimi shepot, (369-370):

kS
PR
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- The stanza ends emphatically on an active ia marker (3786).

The succeeding stanza dgals with Arsenii's Romantic flight in.tha light
of hip-emotional disappaintrent. The preoccupation Arsenii feels for himself
is‘revealed by the fact that almost all the markers deal with him, bﬁab is,
six of the active marke;a and ons of the passivea. The situation beEween Nina
and hiom is reintroduced by the opposition of ia and Lty markers in line 39!1.
This is parallel to the device of lexical oppoeition‘uaed by Baratynskii to
_incroaee the structural strength of conflict, ae noted by BGeir Kjetsaa . *!®
Kjetsaa has noted that Baratynekii maintains a continuocus polarized interplay
betvean the description of theﬂgpobional state of Nina and of Arsenii in order
to heighten this conflict,**? »

Qtaﬁza XXIXT?Eveala the beginnings of a decline in Nina's deictic
strength, as two of the markers are expressed by Arsenii égoa. 4086), in
combination with the apoatrdph;c Qee of'dcgg} and thematically, the
description fixes on her facial expression (399—400).

Roland Barthes summarizes in a different manner the actual fad}ngluhich cccurs

at a lover's impending sense of loss.

J
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Nothing mors lacerating than a voice at cnce beloved and exhausted: a
broken, rarefied, bloocdless voice, one might say, a voice from the end
of the world, which vwill be swallowed up far away by cold depths: such a
voice is gbout to vanish, as the exhausted being is about to die:
fatigue is infinity! vhat never managms to end. That brief, .monentary
voice, almost ungracious in ite rarity, that almost nothing of the loved
and distant voice, becones in me a sort of monstrous cork, as if a
surgeon were thrusting a huge plug of wadding intoc my head.®2°

“-Branza XXX bggins the conataqt swvitching from past to present tenses in
order to contraat the generalized plane of condition and immedimcy (the
univeraal) with leolated actions ( the specific). As phe relubiénahip between
Araenii and Nina ends, there are two temporal markera (408, 413) denoting the
passage of mpecific time. Deictically, the strength of Arsenii's position is
drapatically reaffirmed 5y the presence of four active gn markers, twé of

vhich are strengthened by first position in metaphoric position.
'

On pozabyl o Nine strastnoi;

On ne voshel, voshel sluga, (417-418),
However, the actual diabance of Arseﬁii is crueliy reinforced by Nina's fala§
belief that he would appear in an hour {(41B8). At the same time, the point of
view has once again shifted from the narrator to Nina.

Arsenii's'iebter to Nina reveals a deictic preéccupabion with the hero -
- Nina is referred to in &ty forme and. in apostrophe, thus distancing Arsenii
and Fenderipg Nina a part of hislpasb. In fact one of the passive markers (y
nen of line 433) reféra to'xggpgmingnlg'and therefore to Nina. The importance
of Ol'ga is shown by her posibion uwnder =n apostrophic calling to Nina and-
Juxtasposition immediately next to it: v

0 Nina! DOl'gu vstretil ia;
Ona ponyne dyshit mnoiu, (425-426).
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 -The following stanza reveals the narrator's continued presence and
reaumehlviowpoinb. in that all deictic markers referring to Nina afe in the
third person. There are thres active and one passive marker refarring to
Nina, as_ wvell as twvo passive markers with no apecific referahb, but
nonetheless in thematic relation to Nina (438). The main drana occur; vith
the final vord kniaz' (448%. For this ie the refsrent of the pronoun gn of

the following stanza (451). This carrying-over causes a certain degree of

-
-

tension to be created, This tension is increased by the syntactic pause of

(449):

1 vot saditsia. V ruzmyehlén‘o (449},

’

o

The marker on of line 451 is the only one which refers to the husband, but his

importance is felt by the extensive, sccusatory uaes of Ly markeres in his

monologue, referring to Nina, but at the sane tine akfirming the inherent ia.

These accusatory Ly markers cldsoly resemble the markers used during the

nanushka's apeach at the end of the work. In a way, both the muzh and the <:j//

mamushka are elements of Nina's consciencs, as well as the
marrator/narratee's, a notion vhich is intensified by the marker naghi (461}

usad by the husband in connection with Arsenii and Ol'ga, thereby isolating

Nina and creating a bond between the husband, the narrator, andlthe narratee,

The time element is now approaching its starting point with the temporal

marker segodnim bal of line 458. As well, the stanza ends with an order from

the knjaz', further reducing Nina's structural position, particularly since it

follows the mention of Arsenii and Ol'ga (462),

The following stanza begins qith an implied Ly referring to Nina and an

implied ja in the anaver, alsc referring to Nina (483). The finsl deictic

e
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atrength of the hubband'appeafa‘wfth'bhe"aétiv&"ig”ﬁéékéfmaF“IYﬁEMﬁBB:_Uhere
. he too partakes in a form of Romantic eacape: to a gentleman‘a‘club. The
narrator again partakes directly in the tale with tvo Ly markeres referring to
Nina, but umpiifying his role (487, 469}, fﬁare is also the apostrophic

exclanation of line 467.
~hto, Nina bednaia, = toboi? (487},

The stanza ends with an active marker referring to Nina {476),

The final marker of qbanzarkXXIQ leade well iﬁbo stanza XXXV, which
deale mainly with Nina's dreasing F&r the futal ball, The oyntactiq pauses
isolate sach atep of her dressing: the gauze, the earrings, qhe pearls, the
featﬁers. The aﬁfect is heightened' by the.BEFEglelism and repetition of lines
486, 482 and 420. Tho_doicbic ma}kera'(of vhich there are four active, two
paaaiQe) refer either to Nina or to her dress, which by the structural

" emphaasis, has become part of her am well. The narrator is implied by line

1

1

486:

TQ_LQumi] vidim, to [namil] nevidim on (486}.

These markera again emphasize the role of the na;rator/narrutee in the
universal context (also highlighted by the use of the present tense.)

The following stanza again shove concrete evidence of the narrator's
presence with the deictic marker moia used in conjunction with kniaginia
bednaia in line 489, The deictic markers of the stanza reveal a conflict
betvesn Nina and Afoenii. although the latter is refarred to with tha leas-
specific gn markers, which in turn increaee both Arsenii's distance and

stereotyping.
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Btanza XXXVII reveals a resurgence of the‘atrength of the im markers
raferring to Nina., There are four acbive'anJ three passive markers referring
to her, - There are no markere for Arsenii, vhereas there are two more !
generalized oha markers referring to Ol'ga, but again tranecending nore
tovards the universal plane.
The first line of the feolloving stanza is both spatial and temporal,:

bringing the plot back to square one. /

Ona iavilaa{; na bale. (519},

-

- As well, the stanza begins with a marker in non-marginal form referring to

Nina. This symmetrically relates to the closing line which also begins with

ena .
Ona uskhala domoi. (532},

The syntactic pauses of this stanza fulfil much the sane function-aﬁ in the
first stanzas of the poem, that is, to relate the whirlvind of activity taking
place at the ball (522, 523, 525). The only deictic interaction cccurs
bthoen murkers referring to Nina and indeterminate markers referring to no
specific entity (kto-nibud' of line 528). The reasons why Nina may have taken
her ultimate Rom&ntic flight are emphasized by parallel construction:

Ilirdvuamyelenno vzgliaﬁu;'

Poemel na Ninu kto-nibud'? -~ )

I1' lishnim schastiem blistalo ¢527-529). :

" The succeeding stanza begins vith the temporal marker glukhaim noch',

indicating that the specific plot is now continuing to new ground, and that

the narrator's time-frame is now progressing forvards. Here there are no
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deictic markere referring to Nina, only the active de(537) referring to gvat

.-' "

(538), and two markers relating the preserice of the narrator. The first of
(2

thd lstter occurs in line 543 in apostrophic juxtapoeition to the word "Nina",
Ty l'sto, Nina, mnoiu zrima? (543},

The eecond is =& ;x‘marker. aleo reaffirming the narrator's position (545),
This would seem to provide a structural clue as to the fact that Nina is now
deacd, something thch i®= somevhat revealed by the epithet glghgk{i;_mgngxxi
mson of line 539,

The variant of avtograf I] (presented in the appendix as stanza
ALTERNATE XXXIX) only differs from the definitive in that there is abaélutalyl
no difect reference to the narrator, only one open marker and one implied
marker for Nina (544, 542),

8tanza XL introduces the pamushka, who, as haa.been stated earlier,
could be interpreted as Nina's conscienc;. In fact, Baratynskii, in a lattet
to A,A, Del'vig (November, 1828), wrote that both Pushkin and Del'vig okjacted
to the speech given by the pamushka, but that he felt it to Bo ﬁecoseary in

1

order to explain why Nind is suffering.®** This helpe to confirm the mother's

role as conscience as well. 8he is introduced by the indeterminate marker
Kto=to of line 550. Again, a character ie first introduced namelsssly. The
parallelisa of lines 553 and $54 link up with the notion of gyet of the

previous stanza, adding to the contrast bestween light and darkness vhich is

breaenb throughout the poem. A direct deictic marker referring to the mother

.

appears in the final line of the stanza (560).

""The presence-of the mamushks and the obvious fact that she has ne

knowledge of Nina's death, serve to restore the deictic interaction of the
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poesm. However, this interaction is mccusatory, as it_gua vhen the husband
‘appeared sarlier in the uofk. and is comﬁriaed mainly of ty markers, referring
to Nina but implying the mother, in.oppoeition to the ja forms of the mother,
as in the opon_iino of the mothar's monolbgue. emphaagggd avan [urther by the

mpostrophe,

{Ty li eto, ditiatko moe, (567),

.

8tanza XLII introduces once again the element of God, who is referred to
vith two active markers (587, 586) amplified by parallel construction.

A on~to dukhom nashim pravit,
On okhraniast nashu plot'! (587-588).

The two my markers here also empﬁaeize the rol? of the narrator/riarratees in
conjunction with the mother and God, for she has been transformed hers from.
mother-conscience to Bod-conscience.

This new role of God-éonscience is enphasized by the first line of
stanzs XLI!I, which contains an impiied 'ty marker referring to Nina, and is

™,

humble in tone.
Ne oserdish', moia rodraia; (588}.

When the nmother discovers that Nina ie dead, the deictic markers referring to
the princess refer to her face only (596, 587). As well, there is once again

the relation of sud!'bina and Nina.

8ud'bina Niny sovershilae', :
Net Niny! nu tak chto zhe? net! (588-800).

- The avtograf II variant of stanza XLIII (presented in the éppendxx an
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ALTERNATE XLIII) does not modify the analysis in any way.

Btanza XLIV has no markera and is principally déacripbive.

The penultimate stanza bagine with the spatial/temporal marker of Iiﬁa
B817. Again.'thoro are no markers hers, with the oxqubion of the active.
marker oneo (625}, referring to zhuzhzhan'e (624), The narrstor is not
directly perceived here.

The final stanza begine with the rhyme asscciation of Nina and sud'bina
(631, 634), However, ths deictic markers referring to Ninm appear as the
narrator maket conclusions as to her fate, There are also the open markers
referring to the husband, the poet [an implied marker with the verb akropal
(840)7, poetry, and the public (g&gii;gg). All onsc ﬁurkera. vith the
excaption of gyai (636) referring to kniaz' (835), are non-marginal. Thesé
markers drawv together the various elements of the universal fon into the

specificity of the actual story.
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CHAPTER &+ Bbatiatical‘analyaia and conclusion.
There is alsc a certain structural background te the story as well,

Both the opéning etanza I, vhich opens the prologue, anq the opening stanza of
the epilogus, stanza XLIV, have no deictic markers. Theiproporly congruent
synmetry adds to the fusing together of the universal and the specific planes
abAperceivod by'the narrater. It is this interplay throughout which ie
clearly revealed throughout the anmlysie, which reveals the true conflict of

- [
the work to be betwssn the narrator, and by implication the narratee, and

Nina, and not between Nina and Arsenii or the kniaz'. In fact, there is a-
strongly preeented pronominal deictic symmetry underlying the entire poem, one
vhich reflecte as well tha‘ahifting subject locus and point of view,

In order’bo'clearly present this symmetry, one must aacriﬁe to each
atanzs the deictiélmarkers vhich are present in it. It is most simple to
consider those markera which are directly present in each. Let "N" represent
the narrator, "NN" rebreaanb Nina, "a" rep}osent Arsenii, “OL represent 0l 'ga,

"K' represent the kniaz', "M" represent the msmushka and "0" represent the

cases where there are no direct markers prasant.
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I 11 111 Iv v vI VII = VIII X X

. W emm

6 0 0 NN N/NN NN N/NN NN NN/A NN
XI  XIT XIII XIv XV XVI  XVII  XVIII  XIX XX

NN/A  NN/A NN/A NN/A  NN/A

NN A N/ﬁN/A N/NN/A  NN/A
XXI  XXII XTI XXIV XXV XVI XOVII XXVIIE  XXIX X0
N/NN/A NN/A NN NN/A . A/O (A A/cl NN/A NN/A  NN/A
XXI 0XIT XX XKIV X0V 00VI XX(VIT  OOVIID  JOKIX XL
NN/A/O NN NN/K N/NN/K N/NN  N/NN/A  NN/O NN N/NN M
XLI  XLII XLIII  XLIV XLV - XLVI

M/NN  M/NN M/NN 0 0 N/NN

.1t is clear from the ab;ve list that there is sope symmetrical ordering to the
presence of the markers in the poem. If one were to ascrive eaafiy
recognizable symbols for each of these cases, perhaps their symmetrical order
- would become more easily visible. For the sake of expediency, let "+"
symbolize the case where the narrator is directly deictically evident in the
stanza; “-“'aymbolize the.case where Nina is mo visible; bolding wvhere she is
not; "+" symbolize phe cass vhere Arsenii is so visiblé; "g", like in the
chart, symbolize where there are no markers; "!" aymbolize the case where -
there is a third element, be it Ol'ga, the kniaz', ‘or the pamushka. The upper
line indicates vhich phase of the plot is represented {(as corresponds to
Kjetana's divisions), the middle line indicatees ths stanzas where Nina is
marked. and the bottom line indicates the stanzas .wher*e the narrator is

marked. ' v

-
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It is clear from the symmetrical analysis here that the deictic presence

of the narrator frames that of the poem, as vell as that of the conflict
between Nins and Areenii.
There are also other interesting spatiasl elements in Bal. The rhyming
of Nina and sud'bina occurs regularly at intervals of roughly every tenth
* atanza, that is, (XIV, 153-166). (XV, 287-209), (kxv, 342-344), {(XLVI,. 831~

B834)., This is a regular structurally symmetrical repetition of the importance

i -
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of this rhyme~connection,

_ his highlighte an important slement of the poem, vhich has been
" conmistently vieved by critics as being a realistic Romantic tale in verse,
It lends strength to Gofman's view that the poem is essentially elegiac.
Baratynskii's elegies had alvays tended towards the cosmic and the universal,
wvhereby he bave‘new l}fe to the genre, The point of viev gives the poem the
aspect of & dialogic dualism betwesn two discourse lavels, thefeby adding to

ite complexity. This concept ie in concordance with the theories of Boviet

acholar M.M. Bakhtin.

(intenfsiia) i osushchestvlenie etogo zamysla. Dinamicheskie
vzaimobtnosheniia etikh momentov, ikh bor'ba, opredeliaiushchaia
kharzkter teksta,22? -

Dva mpgonta, opredﬁliaiuahchie teket kak vyskazyvanie: ego zamysel

1t also serves to givé the tale a greater relevance than being
biographical only, as Kjetsaa seens to say. Kjeteas fesls that tho character
of Arsenii is modeled on Graf Aleksandr Armfel't, a Finnish édJutant at -
Helsingfors, who was thes lover ;f Agrafena Fedorovna Zakrevekaia, the w{Fe of

® The former would be the model for Nins,

the Governog-eeneral Zakrevskii.*?
the latter the model for the knjaz'.%2“ The biographicz]l impetus for thig

theory is that the events do bear a striking resemblance to the events in the
poem, particularly when the adjutant Arnfel't left Zakrevekaia for. the lqnging
of his wife Sigrid.’za- It is also important that Baratynskii himself fell in
love with Zakrevskaia, thus lendin§ waight both to Arsenii's tale about Ol'ga

and to the notion that there is a definite conflict between the narrator and

Nina, the narrator representing the post himself,22®
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Yet the poenm cannot be viewed only as a lyrical elegy. It does
incorporate many details of a realistic narrative. Boris Uspenskii writes
that Realist writers such as Dostoevekii wrote polyphonic narratives vhich

?

included multiple points of view.?2? I1f one axaminas Bal, one discovers that

tha narrative is not polyphonic, as the points of view in the work ura.nob
equal and self-sufficient. -The‘narrator's point of view ia-definitely
dominanﬁ. Howaver, the subject ;6cua of the work does alternate to some
degrees batween the narrator and the cha;ucter of Nina, Thise compriéea.the
ideclogical point of viqu of the vork. It is clearly_damohatraﬁbd by the
deictic markers of tho.work. wvhich reveal that the narrator's point of view
dominapes_eibhor end of the actual specific plot of Nina's relationship Q&th
Arsenii,.as visible in the above diagram. The narrator's markers do réappoar
near the middle of the poem (stanza XXI), just after the baginning of crisis
between Nina and Areenii. It is precisely during the relationship that the
narrator bagins to alternate beQern the uﬁa of the preasnt tense and the use
of the past tense. ‘When the present tense is used in description, the
narrator reinforces hie synchronic pressnce. He becﬁmea a.eupraperaonﬁl
narrator, one who doee not have the ability to see any more than any character

can sas, but doss have the advantage of knowing how the events will turn.
—_ .
The suthor's temporal viewpoint differs substantially from that of the &
characbero.boquuea he knows wvhat they cannot know: he knows how thie
particular story will end.?2®
With thie in mind, the framework of the Nina - aud'bina rhyme acquires new
importance.

Bpatially, the narrator again plays a suprapersonal role, in that he is

always present with Nina, yet naver mergee with her viewpoint. Rather, the



point of view uwibcﬁea entirely to her. ' - ' e
The-shifting of bhé';bint of viev is particularly drqmabﬁc in stanzas
XXX to XXXIV. 8tanza XXX is mainly from the narrator's point of view, yet
bagine to change to Nina'e in line 418, By thas final line (420), the point of
view ie Ninu;a. Ib_§a logical to inf;r that the point of view i= wholly
Nina'a..aa only she would express such a reaction as ia quot;d below, not the

narrator,

’

. I mnit: on budet cherez chas,.
On pozabyl ‘o Nine straetnoi;
On ne voshel, voshel sluga,
Pis'mo ei podal... mig uzhasnyi! '
" Bomnen'ia net: eago ruka! (418-420).

The following stanzm has the narrates reading the letter as would Nina
(therefore it is her point of view)., 8tanza XXXII returns eo the narraﬁor's
point of view.-and then goes back to Nina, when the knimz' enters (448).
Btanza XXiIII i» again from Nina's point of view, whereas lina 487 of stanza
XXXIV ro;urns the reader dramatically to the narrator's point of view vith the
apostrophe "Chbq.-Ninq bednaia, s toboi?." A

It is intg;gg&}ng to note that the pdinb of view returns to Nina in
.stanza XXXIT through the immediate identification of the kniaz'. In general,
whenever a new character is introduced, it is‘;one at firet namelessly. Nina,
Araenii and the panushika are introduced in thi# manner.h A nameleas —
'introduction followed by a concrete identification enforces the narrator's B
point of view, as ha is not capable; in hig role aé a distinct aupraperson&l
' nurrﬁtor. of recognising the nev person immediately, The kniaz' is the only
exception. It is true that bhe.kninzl vas firat introduced in stanza 1IV. '.'

.

However, the narrator eshould logically have introduced Areenii immediately as
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‘well, ae ho-kneﬁ full wall vho Araenii was from'bhs ball., If, howvever, the
temporal time-frame of the narrator prevents him from revediinq his knowledge,
bh;n he would introduce the character namelessly, unieeeféhe point of view has
changed to a character's. In fact, the time-frame in which ;ha nafraﬁor finds
Himaelf is mleo of spacial significance. The narrator's time bégina witﬁ the
ball. Thus the nuéiator only moves forward initime as of ap;nzg XXXVIIL.

On the paychological plane, the subject locus also alternatee betveen
Nina aﬁd the narrabgr. The fregquent use of nogabivo adjectives by Nina to
describe Ar=enii reveals that the boinb of view is hers {(stanzas XVI to XXII)}
as only she would describe Arsenii in such a manner.t Likewiuo, the use df
euch adJecbxvoa to describe Nina in stanzas XXXII, XXXIX and XLI reaffirm the
narrator's viewpoint.

Thﬁs, Nina's point of view exists only on the phraseological and
psychological planea; Yot the narrator's point of view, which aominabca on
the i?poloqical plane, dooﬁ coincide with Nina's on bher;pabial and tenporal
plaﬁes. It is preqiaely ?hie dualism and the reeultiﬁﬁ shifting subject locus
between the narrator and Nina vhich lends Bal the quality of a realistic
narrative, For the awitqbing of subject locus mllows for the nece?adry“-hﬂ
fragmentation of realiby-and paychologiéal development of tHe characters,

) At_bhe é;me time, the poem is definitely elegiac in ites multiple meaning
levele snd in the pressnce of an active, Jjudgemental narrator. Thus, the
analysis of Baratynskii's Ral providesiboth complementary and contradictory
information about its qualities of realistfc narrative and lyrical eleg}.
Certainly, not only the frugm;ﬁted Aerabive. but also the multiple meaning

lavels of the work are revealed. .

The deictic analysis of the poem illustrates that theconflict is

v

e
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certainly between Nina and Arsenii on the specific level, but is also and mpr&

inportantly beﬁweon Nina and the narrator on the universsl level. The A

narrator ngburally implies the narratee, eince both are on.the sane structural .

side of the fence, Thie universal conflict is presented on a uni?efaal plane,

vhich i® in turn dualiabically"preeénted against the framework of the ball.

Tﬁia oiepenb of the ball can alec be taken as a Bakhtinian chronotope éf the

literature of the period to some extent, an obaqrvation:which increanses b%e

iﬁportance of the other levels of the poen. Th;‘branaitiona betveen the level

of apecb{ieiby and the level of universality occur bﬁrough the use of

gnummubiéal devices, through the conbiﬁuod presence of the at;;;;ral parraboﬁ.

- and through the presence of the knigz;'and ﬁgmgghkg. wvho can be seen as

elementes of Ninu's-cqngci;nce. -_ | -
The atereotypicality of the Lnigzl. Argonii. and to some extent Nina

alsc serve to raise the posm bq the level of a social critigque., It is perhapse

bhiﬁ vhich one'couldainéUFbreb as the universal plane, particularly when the

biographical influences on the poet are taken into account. The opposition of

s
negative and positive slements in the poem likewise heighten this aspect of

2

the universal plane? This would also fit in well wvith Baratynskii'se
hunanistic tendencies, which are visible throughout his slegies. .

Yot there is alsgme level beyond this. It is only visible in the final
3

etanza, and is hinted at in the openiq$ stanza, not of the definitive version,

-

but of avtegraf J. This one could perhaps call the cosmic level. It is
alluded to by the presence of the narrdtor as post bho "scribblea" the verses
describing Nina's &lighb for the woman's journals of the time, It is

] .

emphasized in the alternate opening stanza by the narrator's gleeful

acceptance of Moscow social life. It is ultimately a questioning of the
«w
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poet.'s social rofe and of his pover. Likq the portraitist vho makea'rlch
cib?zona feal good about themoglvas in order to survive, the post haas
blaqphemed againsb'hio art by giving life to the tale of a Qoman whom he
obviously loved. In bhig manner, the conflict rises above the levéf of
roforenb:al exchange between Nina and‘the narrator, and evolves to the level

of conflxct bebuaen poetry and the poeb. The chronotope of the ball provxdau

a postic, Ixterary ¢clichd am a basis for this conflict. It is within this

‘space bhab the confronbatlon takes place,

o

The apcial, or universal, conf11cbtf6;_E;; other hand is r:rcumacrxbeélﬁ\

bx the dusl spaces of the ball and Nina's home. The specxfxc conflxcb of the
lovers is cirqumucfgﬁ;d by Nina's home. &8 well. 8tunningly, Nina's
tranugyggaiop Lo ?he cosmic leval ocecurs at her death, which is entirely
circumacribed by her bedroom. Hér death in some Faahion;reiblvoalall of the
conflicts. The specific conflict is eanily solved (even hér husband has-nbl
spacial problema overcoming his vife's desth), the universal/social conflict

is likeyﬁgo remedied by the stern wvarning of ruin, the cosmic conflict ia

solved by a pessimistic accopbancer f the need for poetic prostitution.

"Thie is what death is, most of\all: everything that has besen seen, will
have been seen for nothing. Mowning over what we have perceived.” In
"those brief moments when 1 speak\for nothing, it is as if I were dying.
For the loved ons becomes a leaden figure, a dream creature vho coes not
speak, and silence, in dreams, is|death, Or again, the gratifying
- Mother shows me the Mirror, the Inage, and saye to me: "That'e you,"
But the silent Mother does not tell me what [ am;: I am no longer
_established, I drift painfully, without existence,??®

With these formulations, it is clear that the analysia of Bal has

e . é .. : , .
evealed a stratification of interpretative levels intertwined in the poen
. Ve
. -
comparable to Roman Ingarden's theories on meaniﬁg vithin the literary work of
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art.

It is precisely these multiple levels of meanxng and conflxcb, vhich

critics have noticed in the poeb s elegxos. but have as of yet falled to
notice in his long- poems, that caused his vorks to be appreciated by the
. BymeIZQta and the other poetes of earlylehie ceébury. For in ﬁhe work of
these poets, the dualietid(#ﬁeaentation of the world was common.2>° This
oppo&itioﬁ couid be presentad as “;ggn;n_;_ngnjfgniigJ_gﬂggzgnngﬂz_zngghbgL
zadnii_plan - perednii plan.”*?! .

Thie oppoﬁibion harke back to the shifting subject locus and its
inherent inperrelaﬁion of point of view as well. It would seem, vhen one
performs a thorough analysis of Bal and compares its results with the
Judqemenbs made by critice both pmst and preaent that perhapa the poem was

@

"dealb with too harshly. Bal incorporates’ olemente of both a Lff;cal alagy and
elements of a realistic narrative. The inherent oppqait{gng‘and psychological
development within the work lead to multiple mean;nga and multiple realities,
\&p the caes of E.A. Baratynekii and his poem Bal, these meaninds and realities
enbody & profound opposition between ideals and Judgeménb, occurring on the
paychological planes of the narrébor and Nina and on the spatial plane of

internal - extérnal, coupléd vith the temporal opposition of night iLjijﬁ that

is, of life and death,

e
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In dunkeln Laub die Goldorangén glihn, . A i
Ein sanfter Wind vom blasueh Himmel weht, ‘o .

.Die Myrte still und hoch der Lorbesr ebehb,

Kennst du es wohl? ,
.Dahin! Dahin - -1

Mécht! :cu nit dir, o mein Bej} iobter, z;ehﬁ'

. Kennet du dua Haus? suf 8dulen ruht sein Dach,
. Ee glanzt der Baal, es schimmert das Gemach, ‘
Und Marmorbilder stehn und eehn mich an:¥ ) .
Was hat man dir, du armes Kind, gebanV ' -
Kennat du »s wohl? . ' , L
Dahin' Dahin - — . :
. Méoht' ich mit diru o mein Beachiitzer, ziehn! ‘ .

Kennst du den Berg)und seinen Holkenateq°
Dno Maultier auchb im Nebel seinen Weg,'
In Hohlen wohnt: de?\Drachen alte Brut,
Es stirzt der Fels qﬁd Uber ihn die Flut: , .
- Konhab du ihn wohl? :f ) . . (j\
Dahln' Dahin - : ’
Geht unser. WQg, o Vate , lass ufs ziehn!

.
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BAL (1825-28)
E.A. Baratynakii, mmmmmmmm Leningrad, 1857.- p. 248-84
’ w’

Avtograf 1 varxanb baginning of Bal

L]

'Lfrom E.A.. Barabynskxxf E9lnQ9_ngbnnnlﬁ_inlkhghxgngnli. vol. 11 (Leningrad, .

1938)1.

1 meeiuﬁ zhit' ¥ Moskﬁe_bqgatoi

.2 i dlia [sebial i dlia drugikh

~

.8 Teper' -- boy vest', a v prezhni lety -
' ‘ S O

¢

. -’ r—o‘

U znatnykh bar, synov priahykh
Lan t " —

8tolitsy prazdnoi, tardvatol

J .
Odno vesel'e na ume, : S

.

.0dno zesniatis -- bankety.

v

Kak raby zhitéli zime!

4 - ’.

g Zimdli uza pirom pir. '

.10 Noshu li frak[faf il' mundir,

i1 Zhenat 11 khochu 1' zhenit'sia, --

12 Mne vsiakii rad. Kogda ne den',

13 Val'sirovat' i volochit'sia

14 V Moskve mogu kazhdyi den'.

)

Marginal kpasai&e: dative,

instrumental, prepositional)
markers have bcan under-
lined.

-\

— . -
Non-marginal (active!

nominative, accusative,
genetive) markers have been
bbxed. N

Verbs and adJectxvea
1mp1y1qg a marker have been
underlined.

»
3

- ALTERNATE OPENING ~




-/ -

“(linas. 1 ——- 14)

Tayxas noasoun, Crpoeu AAMHHBI,
~—— Ocepebpennne AyHOH,

Crost KapeTsr Ha T BepcHoi
[pea AOMOM NBIUHBIM H CTAPHHHBDL.
[Totaaer Thrcaublo OTHEH
O6wnpuniit 3aA; € BBICOKKX XOpOB
PeByT cMbIUKW; TOATLA FOCTEH;
[ya Tanya ¢ ryAoM pasrosOpos..
B .pockowsbix mepbAX K UBETAX,
C yawmbxoii mepTBOfi Ha ycTax,

. O6nixuopenncil pamoit Gara,
CrapymKit cBETCKHE CHART
H na 6accramnit BHXOpd 33Aa
C Tynibiv BHHMAHICM TARAAT.

I

0y
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r

[from E.A. Barabynfk?i, Polnos® sobranie stikhotvorenii, vol I (Loniﬁgrad.

1938)1.

1 dlukhaiu polnoch'. labroam dlinnyy,
2 QOserabrennys lunoi,

3 8toiat kar;ty'na Tverskoi
4 Pred domom pyshnym i sta;innym.
5 Biiaet tyeiach'iu ognei

& Obshirnyi zal; s szckikh khorov
7 ARevub sﬁychki; tolpa‘qosﬁei:

8 1 pe;trota i bleek udarov;

8 8 ulybkoi sonnoi na ustakh
* - g
10 V roskoshnykh per'iakh i bsvetakh
v
11 Obyknovennoi ramoi bala --
12 8tarushki svetskie sidiat

13 I na bezupnyi vikhor' zala

14 8 tupym vnimaniem gliadiat...

'“ﬁ!&éﬁ:if_ll variant of lines 5 - 13

ALTERNATE 1
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{lines 15 -- 28) -

. Kpymarca gaMhl MOAOJDIE,

He uypcrsyior [ceBa] camux;.

JparuMu KaMHAM® ¥

Fopar y6opbl roAoRHbIE;

Tlo ux nacuaM noAYHarsM

3AaTbre AOKOHBE ACTAIOT;

Quemans AeTKHE, KAK ABIM,

ACTKHH cTan 0603HAUAIOT.

KPYr MACHKTCABHBIX XapHn

U cyerurca » kunur

Toana nOKAGHHHXOB PEBHIBLIX;

Toaxyen, AOBiT KamAbIR BACAAL

IlyTa BecyacTHBIX H CHACTAHBBIX

Beprymxu mmanie THOPAT.

v

11
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(lines 28 -- 42}

B apnmenne nce. Fopr noburnes
Byumanbs aecTHOrO Kpach!,

yeap xpyrunfcaon| yen,

HCATeAb HOTIOPHO OCTPHTCH,
H [obalnpasrr: rosopsm,
UTo B T0 e BOEMA MONHO aAaMaM,
Meusns caepa BATARA Ha BITAAA,
CmenTbca cnpasa snuTpaMMad.
Me:x Tem #'B ACHTAaX H B 3BE3AAX,
Iopoio ¢ xapramu B pyxax,
Bukogar namuse Sonpor,
Beras wa-2a aoMBepHbix €TOAOE,
BaramuyTh ma Mualiuecs napui
[Moa rya nopureiretatit cMbiuKon.

IIl
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v

(lines 44 -- S8)

. Ho roctit rayxo sauymeas,
Beca sana menorom noana:
«Jlomoii yexaaa foual]

‘Bapyr eraro aypHo eiir. — «Yimeind» —

«B xkaapuai secero BepTaCh, <
Bapyr nomeprresal» — «Uro nprunnoii?

Ax, Gome [uoiil{ Craxcire, kunan,

Ckamure, uto ¢ xusrunein Himioi,
iiesoio pawejo?» — «Bor pects,

Murpens, xoneunol .. B cropax wectb». — ' -

«tro ¢ meil, kysnHa? TanyeBarn .
Bu 8 6AMxHelt nape, BHAGA

B _Kpyry npucTOHHOM He BCETpa AH
\Oual xax Gyaro ne(EEoa?N

———



{lines 57 -- 70)

Barocaosbe mpanay. MOROPHAC,

B Mockee e yMHHY B Mext AYP
Moeii xuATHHE Yepecuyp

Caum [eneaonoii Tpyaso 6niao.
[pespesna x mueHino noana,

Haa ac6poaereamo seHCKOM ¥
He nacmedaerca J\h

Kak ptaz ympMxoil ASpEBEHCKON? |

-He santcubx AH BOAOKHT,
He stopiukon AM MHAOBHARBIX?
He yromaen Ay cayx aroxei

Moazoit nobes (eg] 6eceTmantx
U cobraznnTeanbIx cBaseid?
\

109
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{lines 71 -~ 84)

Fl .

KaKx BaexAaa x cebe BCECHABHO
HKHBAA KpacoTa

| Uns|nenopounnie yera

“Tak yaptbaanca ymmannol

. Kakaa 6m Atoammaa gif,
MHOACD, AYHeH OAATOMOCTHBHIX
[Cromx]razopensx ousit

CBEMECTH AAHWT CTLIMAKALIX
He oraara 6nr ceit e uac

Sa apstit ramHey HepHLIX TAAS,
OB6AHTDIX BAATOI CAALOCTPACTHON,
33 maaMaA mapkoe AaHHT?
Kakan qee camopaacTioit

He yetynuaa 6 u3 xapur?

Fed
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{(lines 85 -~ 98)

Kax B 6A%3Kux copaiy pasropopax
Brira nacwureanya omx“
Kax yroaureapno-pemyy

AXaA AICKOBOCTL BO B3opax
Y enanal Ho nopoii,
Peausbiv rHeBOM TTAZMBHER,
Kax saa B caopax, crpauma coboif,
fAeanracy wosan Megeal - -
Kakwe caesm n3 oueit .
[Torom kamieawcs -y
Tepsas Aymy, npoAHBIAK
B jree ToMACHDE CAC3DY TC;
R70]6 ue orep[ixly nesans,

-

Kol 6 s1e ocrapra xpacore?

VII

11
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VIII

{lines 99 —— 112)

Crpanrich NpeAcCTHRUN ONACHOH,

He noaxoau: o6peaena oo®
Boame6ubm éqepxou :
Kpyrom (e sapasst cTpacTHOM

oartent sosayx! iarox frotT.]

<o
Krols caaakuit wag[EFc)scrynaer, —

Aagbio_naosya BojoBOPOT

Tak Ha nornbeap ysaekaer!.
Bern @&]uer copaya 8 ekl .
Crpauticn BRPIAWHBLIX Peueil

Oxypepatoifiolk NPHMAHKH;
BAIOSAGHHDIX BEFARAOD ¢e NOBH:
B ugii map ynupiieica BaKxanKin,
TCopatxm uap —se xap XiobBU.



e

(lines 113 -- 1286}

Tax, sie CONYBOTBHSA MPAMOTD
MoryitecTaon . ysaeuena
Ha rpyav pockoursyio
-Bpara cHACTAHBLA MOAOAOIO;
[Ql:;ﬂnepccgsuaﬂ 6LlA Ha MHT

MUBLIM BooGparKeHBEM;
) CBOSHPABHLIH BPEACH AHK,

AACKAAZ C YTIOSHDEM
Oaso swaenne Ezoe]
H racaz mapyr meura[eez]
BAarach B 06MaH AccaAHMI,
NPEALCTHTEAD Cif CMenton,
cpexp Toansl Aamce xaanHoit
Vi nenpumeren Gyaer [on]

-
S
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{lines 127 =-- 140)

B qacwr TomMureanmpre nows, - '
Yrex ecrecrpemmtprx uymaa, . "
Tax wapoaeiika wuorpa o=
BOAILIEOCTROM TELIHT OHH:
ap meff carancd H3 obAaaxos
Bearmorennrie weprors;
Ha TpoHe K3 LBETON, _ '
it yromaawor noayGors,
3 MHT OAWH BOCXHILCHA
smone pinzerrmen [RHRL
Ho 8 yM npuxoanT ¢ HaymaeHbeM,
Cwmeenca cepaya sabnrrbio
H ¢ romoit cawpaer ManoBeHDEM . .
Meuty 6aecTrinyio o

N

4



--------------------------------------

(lines 141 -- 154)

I@]oﬁp_u KHCTD HapHCOBAAa? Yo

an! Te ARH ¥ gaAcko, '

Koraa xnarmus Tax Aerko

-Bocnaamensaach, ocrmpaaal

Korpa, niwromige npamoit - .
ypa » Himonnt, -

Aetyueit npuxoTH 0AHOIN

Eit 6nan segowns saxonni!

OCABHHHK pOKa &ii MpeacTaa; N\
Cuynqiennpiit B30Op CHAPOBAA,
[Topaborma BooGpaenne,
CAnfin Bce MBICAH 8 MBICAb OAMY
M npoawa ctpactioe Myuenbe ~
B rayxyio cepaua raySumy.



(linas 155 -- 168)

Kpacoit usnemennoit Apcennit
He npusnexan x cefe oreit:
Caedn MysmreabHnIx crpacreit, -
ACAB! MEHAABHLIX PaIMBIDLACHHI
Hocua [65) Ha were; n owax
Becmrewnioctd Mpawmas geiraaa,
H ue yambxa nva yerax —
Yemewra npananan 6aympana. .
HE3a40Ar0 NOCEImaA
PAR HYMHE; TaM HCKaA,
aX GABMUIHO GbIAD, PasBACTeHbA
H cnosa poamty yapea;
Ho, sxawo, cepauy scuerennsn
He BOSMOr Myxol npesea.
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{lines 169 ~-- 182)

b4

Mpeacraa[SM b zox fuced] Aases,

OCTPAKOS 3aA0OPHBIA NOAK
He snaio xak npea puM ymoax—
Taapoir nomfoxan Agomscsr. |

B Pa3roBEOpe MOPANAA

I0ACH H cHETA SHAHbEM DPEAKHM,
I'ayGoko n cepape npoHHRaA
Aykasoit tiyTkol, CAOBOM €AKAM,
Cyaua pasbopunso meeya,
3Bran peHy KucTH W pesya,

. CKOABKO HH GbM XAAAHO-CIKATBIM
[Mpuppiunntii cxaas ETQ peweit,
Kagarca uysctdamp Goratoiv
@ B rAYGHHO AywH CEOSH]

[
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{lines 183 ~- 186)

.

HeozoanmMo, xax cyasbinra,
He snaio, uto, B Hrpe anya,

B aBHxeHbH xamAOM npHIIALLA

K meumy BACMOO Haugal

C ferojfrui] e cpoamna raas...
DiI6MA yuTHB, O XAJALH C HEIO,
Lol cmyntaa Qifjmnoro pas
ALOXOH QINTHOR CPOCID;

L HPHYUZ AaBHAR AtobBW,
&.\b HE 3HaA2, KaX B KPOBH
OAHTD MATEMHOE BOAHCHDE,

Kax 8 uyncTea guxuii wap
. BAOXHYTD. . .

- BCEMOTYILOE MIHOBEHDO
NMOBEPrAC K HEil HA TpyNb.

118



(lines 187 -- 210)

AOGOBHMKH , ABIILANYE
OrAACHBIM CHACTbEM ABA-TPH JHH;
Ypea zeun, apyroii norom G
€CXOACTED B HUYBCTBAX MOKA3AAH.
-BabperbR CTPACTHOrO MOAHA,
[Moana GaamencTea KRBHB HOBOH,
Csoboano, panocto o3l ’
K Hemy Aacxarac; Ho cypospi,’
Yuuranii vacto speacs |G
[lpen num acras MsTeAHBIE COM;
Bceraa paccesumniit, cyanbiny,
Kasaroch, B uem-To B BHHUA,
H, npmxcieman x cepagy Huny,
Ot Huumt cepayoe Bgjrama.
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. {lines 211 ~- 224)

Heéaaropapumit! Hu y Himin -
€ MBICAH GLIAM-SAHATHI:
AlOOWMbBI® UBeTH, :
AOOHMEIE KApTHHEN . 7
sBarAses. He pas
Baucraamn nosste y6opn
B fg nokoax, yrob Ha wac
EMmy npeavcTuts, noremmrs Baophm.
bIA Braiine ybpait kabuner,
Tae exapocTpactunil noayceen, -
Bormu pocxowrupix #apagisi,
Kypennii caaziux aerxuit nap—"="
MinnoTeoprao BeE meranna, ‘ . :
Bauparo B cepaue mosurmiy map, . o



e ——— Ca

(lines 225 -- 238)

Bonnel qnpeam GHIA NEWARH.
mam A0 TOTO AOUIAO)
Hinma sentsrxkyno gexo
H OUH APKO IOAWCTAAM. |
Crpacreit nporyminx Geranti cnop
Ao ssuao, «Hro ¢ moboro, —
@cmua. — yro [Teoi]B30p
Bce noaon mpannoro TOCKOI0 P
0CIAY AABHIOWD
Goae B cepalle He Talo!
edand ¢ 100010 mpany-ma;
Croigyen, 1o acio suxy 3

 Tebe namua, qebo noxyusa

Aiobops Sesysman
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XVIII

|
(lines 238 -- 252)

. Cxamu, sa yto[fEgE}npeapenne? -

Kamy, B cepleunoi raybiume
ll:ﬂ HEYYBCTBHTEACH KO MHE
Ab uezosepyrn? [oioapenbe
| H)aacaymura. Crapunn
He TAMEAD DOCTIOMMHANDE:
Toraa Bceyacudit HOBKIHBL
Aaxano y [MemA)meu :
Onme xyMmup Ha AOATHE CPOK
IMopa6oTiers feroj ste mor;
A10608b CeroaHALIHAR TPYAHO
Kura no sasvpamnere Aug, —
Mue ppepuTh cepaye 6eapaccyao,

npas, 1o BRICAYWail fieHAl)

P



-

(lines 253 ~- 266)

Berut co MHoii— 3emar Bealikal
Yym6mmg cxpoer[Hag) rerxo,
TaM GeapecTHo, AIALKQ,
1] Gy aewn nmnmﬁﬁmwnmxa:
wif amwe Mraauio nopoir

BAAHA € GAGCTALIHM YBACUCHLEM;
Crpany, Arobumyto Toboi,
Yauara [)eoobpamenvem;
TaM cOAHIIe NBIIHO, TaM AYH& |
BocxoanT, crafocTn noka;
Tam soloTes Aosbl BRHOTpana,’

Lymar rappopbie acca, —

Tyaa, Tyaal ¢ obeil @ pana
Babvrrd pognkre mebeca,”

~ i:
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{lines 267 -~ 280)

Berut co Muog“lﬁeaorsm‘enl .

Orpercrays, mpebuit [mon| pewur.

Hab ser! sauem? [1soen] aywun

Ynopiniit xor08 MHE NpHMETER;

Moaumn xel we xwymparocs [7]

B caopax o6MaHYHBBIX, — A0BOAbHO!

Aioforb HecwacTHAR

Mite cBBIE Ka3HD. .. HO GOABHO, Gornmol . .»

sapsifaaa. Bosmynten .

. el rockoit: «Beaywmnsrit con -

[Te6a] yBaex, — ckazar A poeunit, —

Hepoabunlit Mpak AywH

Caéx npensiux HAAKHX 3aOAYMAeHHil

H npexcaninx rubeabibix CTPacTeit.

e



A1)

{lines 281 -- 294)

[Ero] co npemenem pacceer
poauebHan A000BDb; —
Her, HO TPeBOMKBCA, €CAH BHOBD

2G0il coMmenbe opAancer!
Vioens friewann de pHHEY, .
Nett noche, MHPHOIO T,

Craeant na codo rn)

Kararuia ToMHOWO PYKOIO

Obuara ppyra

U npireraa k naeuy [ero]

Ha 6ausxiii CTOAMK, B AYM® CKpbiTHoil
O6aoxonacs, Apcennit

Mem TeM TO_KAapTOWKE BHIHTHOI

- —-—Bonua HEGpeHbIH KAPATAIUL.
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{lines 295 -- 308)

Jasuo 6ben Beuep, C aerkmm Tpeckom
Topear coeust ma crore,
Kymupon mpamop B Aaabneit Mrae
Koit-rae 6amcran HenepubmM GaeckoM.
Moxruan Apcernit, Himra Tom. |
YT, TAHBIM YYBCTBOM YBASUCHHBIH, *
pocxanyaer: «Kak noxom!»
pocryaacs Huma: «Jlpyr Gecyenmnii,

[Toxox! Ymu?opvpenl
Baransiyts noamoab... Uro x svo? Herl
He®ion|— xemannaa aepuonxa

Co caaaxoii rAynocTdbio B rAamax,

‘B kyapAax moxsaThix, Kak GOAOHKA,

C yantbxoid consoil ma yerax!
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(lines 309 -- 322)

any, XPaCABHUA TAKZA
BaTMHAA 6Bl COBCEM...»
HO KHATHHE MEKZY TeM
¢ oxpmaa baeamwocts rpobomas.
' AbIXAHDE OTOLIAC,
CTA BACTBIAH, NOCHHEAH;
BAQMHA XAZZHBI MOT 4HEAO,
Henomeptheanie 6accrean
. Faasa oauu. Bemars xorea
Harm MaremHblil, HO KOCHEA, . o “
. CAOBa CAHBAAHCD B ASNETAHDE. '
Mruosense poaroe npowno,
H naxoney Eelerpananbe
Caoboannlii roroc ofpeac:

B
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XX1v

(lines 323 -- 336)

3
-

«Apcenuit, B, [7] mepTero;
Apcennii, gamp A MHe orser!
Suaxom c peswoctiio? .. Herl
Bezait, [A)anaxoma ¢ ek,
® Heit enoco6ual B crapuuy,
em Muorux peaxocteit Boctoka,
Cebe[a] sribpara oany. ..
mepcTenb. .. ¢ Hum[lnbmue pokal
Apcenniil Mue B samury san
Moryunit stor maaucman;
Iuaif, HHKZKOS BAOKAIORCHLE
[Menalnpn yem ne yerpamr.

D FA232X TBOHX HEJOYMEHDE,
Aupmubes u| A TawTs.



(line;a 337 -- 350}

Y Hunw pyxy saaa Apcensii:
cho&oi’ma comecTb y paeHA)—
Crasaa, — Ho goxua [gfao ans

. Tamearsx cepayy oTxponesmii.

Busnaait e mue, C HauHy? -

He npesanaiics ruesy, Himal
Jpyroit gounaa []s crapuny,
oTeAd TO caMa cyAbOHHa.
Pocan Figg) smecte. Kax muaa
Mantorkz Oanmbra Gntaal

Ee MrHOBSHDAMH IHBIMW

'E-Izl,e_a_aumy npes coboi

C~qyampi TeMHO-rOAY6HIMH,
C rtemno-kyapansoit roacsoit.

—
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{lines 351 -- 364)

-

E]Haabmm g cectpolo,
C aweir urpnt aerctea [Hlaeans;
Ho roa sa roaom yXoaHa
+ Q6bmuopentoil yepeaoio. -
. Ucuearo fercrso. Ilpnrexan
Jite HenmCHATHOTO BOAHCRDBA,
W apyr ma Apyra BO3BEAR

P30pbl, TOAHBIE TOMACHBA. .

GMaiuKB PA3TOBOD OUeir
U, pyky Oaunvu .
Cauman pobxoio pyxow,
«Cxapy, — wentaa [iunoraa, —
Cran, AtoOHM AR {Alroboro?»

M cabumaa caagoctioe Ad.

h
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{liness 365 -- 378)

) - .
B cyactAupnil ZoM, cebe Ha roge,
AaEJ apyra BBEA. JAHUOM
OBl TPHATEH, HD YMOM;
O6poporin [GrJOAbry Bekope.
Beeraga BeTpeuaaich s3opst fiX)
Beeraa BEACA MO HHMHK LIETIOT.
MYK S3BWTEAbHBIX HORX) -
He ciec ~— H3aAHA peBHHBLIH PONOT.
Kaxoit xe xzaafHegalyenex?
Mhue 6b1a oTBeTOM AeTckmit cmex]
nokunya {a]c npeapeinem,
10 6OAD AywWR B Ayiue TaA.
CKa3aA TIPOCTH BOAMY; HO MILCHBEM
ConepunKy BOKARACH

. Y
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(lines 379 -- 392)

Beevaco xoaximu caopamm
Cxyuana [, ] accamaan emy,

H no menanvio moemy
Beximeaa ccopa Memay mwamm:
Crpe.\nnuch KpOBR ynas,
Hapex[a)ayman mup ocraburs;
C oapa Boccraa[@merom sapas,

Ho cepayem 6oren. Yro npubanirm?
#aA [A]e Aanbuue kpas;
Youl noa uymanim neGou[g}

Towmaca 1010 e Tockoto.
gauMbiii Kpait yspem onars,

TOAbKO ¢’ MHAOIO TOGOID

AYUI0I0 HagaA OMHBATDS.
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(lines 393 -- 408)

Yumork. Becempicaeniwo rasacas
na Apyra’

aKk 6yATO nosecTH[Ero]
Ewe Bnoane ne pasymeaa;
Ho or pyxn[erojnorom
Ocpo6oAlB THXOHDRO PYKY,
Bapyr coaporuyaacs AHUOM,
H pcE B iem BLIPasHAO MYKY.
H, abeccuacHa, TOMHa,
[aaeoid noHHKkHYAS
«Uro, uto ¢ 06010, ApYr GeCUCHRLHI?» —
Bexpuuan Apcenns, Cayx Ero)
Brsa Toabko p3AOX I‘IOAER(‘.‘HCH-HBI?L

— «Jpyr muanii, 4ro «Huueron,
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{(lines 407 ~- 420)

’

Egte na xpuiabax Toponanssn
[Tpomuarocs mecxoabKko Heaead
B paamoanxax Gypupm, Kak A0CEAb,
H B npumupensax mecHacTAKBLIX.
0 HTO e, YTO Ke panocaea?
Ceroasnsr apyra wer y Huunr,
3apTpa, NocAeaasTpa Her!
Hanpacuo, nbanan xpyunn
€ ABEpeirHO CBOAMT TA
MEHT: [oR] 6y AT qa¢.
noaabma o Hiate crpactuoi;
HC BOLICA, BOLIEA CAYra,
ITucomo eii nopaa... Mur ymacumitl
b sier: erd) pyxal

NV v
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X1

(lines 421 -- 434)

«Iro meanimd, —x greft, mwean Apcesnii, —
Orkpurmocs goakno. .. He6ol B uew?
Expa mragero[ginepon,
Mty manpacwo suipamennis.
rual Oavry scrpernn [77)
TMOHBHE ALUUHT MHOIO,
M peanocrn npemuna yiicia]
. -Bbtaa nenpasois u cMemnolo.
gea peurer. [To crapuse
[f[nepen Oabre, Bepnoit Mug,
e 1| {TBOC]BOCNOMKHANDE
[A]coxpanio g0 nosammx gueit; . -
B nem nowecy[Hluaxasanse _
Ousbox 1onocTa ’




(lines 435 ~- 448)

- AaR cBoero u xAs wymoro

Hespuma Hunas scem ozno
Taepanr waeiigapfSlaasno:
«He " npunumaer, wesxoposals

H Hy:ABl HET Hit B KOM, HM B UEM;

HTbe B NBILY SabblBan,
B nokoe naabuem K rayxom >
[Oua,) neanumuasn, nemas,
HAHT H C MECTa OZHOTO
He csoaxr ssopa

CayGoxoit Myrit coH ~newaavubnil

0 ABCPH MaWyT, PacTBOPACH:
My He BecbMa CeRTHMEHTaAbHEL,
Cumoprasch rpoMKo, BXOAMT KHA3DL.

-

138 -

XXXII



(lines 448 -- 462)

»

H por caautcs. B pasmbumaeive
HaYaAa MOAYA NOTPYKER,
Horoit norpaxusaer fou; |
raxouey: «C Toboi ryuenvel
Bes acaxoil rpyers [Eni) rpycramb;
Kax norasxy, concem Goabra [Tori]
Eii-eitl ¢ Tpyaom sooGpazuun,
Kax Bt} npuuynamn GoraTel”
NOMHHTLCA" Jefe nopa.
Ceroann 6aa y knasv-[lerpa;
3a6yap Qamrasux nycToie
OT-AOACH He orcTaBait;

Tam 6yayr [amm Morontte, .
Apcenmit ¢ Oasroit. [Toeamair.
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(lines 483 -- 476)

*

Hy wro, noegews Aup» — eflosny», —

Cxasara, cTpanno ommupsce,

ATHHA. «ACAQ, — MOABHA KHA3b, —

[Mpouyail, cnewry [fi]a #r06 K obeay».
Yro, Hima Gegnan, ¢ To6oii?
Kaxoe uyscreo omaazero
L 6ore3nesoi Aywoii?
TO OHCHBICTD [66] yMero,
Yaear naypemxpa? Toponscs
Yacet aetaT; yexar xuasn;
ITopa rorosutves sarmme.
Hapsaamu oxpyscena,
Jansro we Gormuioeu B nove,

Tlepea Tpromo <ot [Gifa;]
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{lines 477 -~ 490)

Vi ras wa goit, crpyscy, GAncTaeT;
Pockouio, €ARZOCTHO OUaM

Pucyer rpyab, nomoM X HOMM'

C mpasuzoit spkoit ynagaer.
Arvas MEAbRIOULHX Ceper

Toput ‘33 uepHLIMI KYAPAMH;
fiemuyr qero fecjobacr

H, Mexx oGrALHBIMH KOCAMH

Dyxoit HcKyCwoil Nponymen, - -~ -
To siammM, 1o wesmwmm [

Haa roaosowc mepba_BEIOT;

[To Tomuoi mprxoTH

To git_augio [GHE] ACALIOT,

To ApemaioT B AOKOHAX ¥
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{lines 491 -- 504)

Mex mem (% xaxomy paspymreHbio
et cepaeywan rposal)
NOTYXULNE TAR32
Oxpymennt mipoxoil Texbio
H na mexax pymasnga sierl
Yyrd Buacn b 06paso NPCKPICHOM
Kpace: Gumanocit caaborit caeal
B crexae upom it GECTIpHCTPACTHOM
Kusrmen Senwan fro] '

TCanascn, mawr: «H a0
Ho nycts ma crpaunroe BHASHDE
B30p CMYLULEHHLIH BOSBEALT,
yekail yspur CEGo]rBopenbe .
H scio suny [Cagig) noitmets.

————
-
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{lineas 505 -- 5i8)

Jpyroe TAMKOE MeTTanbE
Motom Boanyer aywmy
«Yarean conepumye moeit -
Orzamen[glna nopyranvel
Yxean cnoxoitno f#] crecy,

Kax, TopmecTBya HaA0 MHOIO,
uUBETYHIYI0 Kpacy
Moei} yBAAIIEIO KPACOIO
Cpamsun macuentanso Jonal]
Hazexaa ecrn eiie oxna:
Caean nevaan[7) coxpoto

XoTb PHIOAOBHHY, XOTb Ha 4ac...»

H Hima rpenernoit pyxoio
‘Ami1o pyMmanitT B nEpBHA pa3.

141

XOWVII

an :'{‘



{ 142

XOXVITI

(lines 518 -- 532)

m ABHAACA Ha Saae,

Hmo #t sosMyTHAO Aywty eit?

‘Toansy Aw peTpennx rocTed

B snprobaecraineil, nbiuoit 3aae,

Becrniewniit aener, mup)uii cMex?

HMoprsbr b Myaprkn Becersi, -

H, caosom, sror Buxpn. yrex,

BoAbHBIM AYIOI CTOAD TAMEABLt?
H# ABYCMBICACHHO BATASHYTH

TMocmen wa Huny Krommbyan?]

Hay amumnme cuacTrem 6ancraio

Amgo y Oabrin morozoit?

Uro 6 uu 6uIA0, &ii AYpHO cTaAo,

yexaaa AoMoi.,



{lines S33 -- 546)

Fayxan wous. ¥ Himsr & cnaasnoii,
Aenypo cnopa ¢ mevnoroir,

Mepen mconoit sonoroii )
Admnaza tount caer newarsumii,
To nponager so Mpa'xe.-

To saurpaer ma oxrape;

Kpyrox ray6osnii, mepranit conl’
e, TeM B GAHCTATEABHOM HapAZe,

‘B 6orateix néppax, memuyrax,
DYMAHUIEM CTPAHHDLIM Ha LICKax,

Tothe 810, Hina, MiOlg 3pHMa}

B nepeAHBalOmieiica Mrae

3avem crauwn [THi] neasmnma,

C neasua:xuoil ayMoit na ueae?
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Avtograf II varisnt of lines 538 - 46
[(from E.A, Baratynskii, Polnom sobiamis stikhotvorenii, vol I1 (Leningrad,
18381).
1
53361lukhaia noch'. U Niny v spalnoi,
S534Lenivo aporia s temnotoi, ALTERNATE - XOOX1X

535Pered jkonoi zolotoi
536Lampada tochit svet pechal 'nyi,
537To pr‘qp:daeb vo mr;ke fgm
538To na okiad; zaigraet;
S39Krugom glubokii mertvyi son!
SAQNu chaes za chaﬁom utekaet.
541Pered rassvetom ricchi mq{a
542Na gorod pushche nangla.
5438iabe; teplitesia lampada,
S441 vovse svet [gg] zasnul.
5451z lona dremliushchego grada

S5468tal voznikat' zautren' gul.



(lines 547 -- 560}

JBepd pacwpuricia, CABIDUT YXO
TMoxoary ubio-1o Ha noAy;
Hepea mxouoto, B yray, -
Craa » sukamans. [{T0-TO) FAYXO-
Cyxan, apaxaas pyka ’
Hs tpusl X AaMOase DOTAHYAACDH;
Caetuabnio Tponyaa CAErxa,
CeetHAbHA CcOXHad OYHYAICD,

U crer Hempanuniit ® musoii
Bapyr osapner. Becn noroiw:
Kaarmn mamywmera cezan
[Tepen uxcuolo ctoHuT,

H sor ymx, nabGokko Baabxan,
Semnoit noxACH [GHA] TROPHT.
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XL1

(lines 581 -- 574)

\/-: -
Bon. noamrsaacs, nepekpecTHAICH;
- Bor nonaeaach - 6biao AOMOH;
Bapyr smant Humy npea cobofy,
_Ha noanyTn ocranoauaace.
- Tanant nevaabuo na [Ree)
4aeT cTapoil rOAOBOIO:
' Ab BTO, nurarno@
aKOI0 MIOBAHEID MOPOIO? ..
M we cuprxaems oun ciowm,
o Fopion Gor suaer o yeml
Bor rax-to [Feifcpoii] sex nponoasmb,
Xorp or yma, Aa HeyMmHuo;
Hy, npano, (T EcGa] yxoauub,”
Beab rpeurto, xyaa rpeummol

1
- N

- . <
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{lines 575 -- 588)

H 310 & cyanbe troeii xynoro?
Kax norasy [a]noron zom
Ho nepeutcro xaxns aobpon;

poAy-3paKwA GOABIIOTO;
XHASb APHATHOTO AKUA, . -
Jyma B HeM KpOTKAR TaKas, —
Beevacio sbimnero thopla
Baarocaopanaa b ppyraal
) ﬁnosmum ... A4,
He xoziub B 1epKOBD HRKOTAS;
b, {KT0] rocnoaa OCTaRHT,
OCTaBHT ¥ TOCNOAD;

A Bi-Tolayxom mawgM nNpasun, . ’
Igu,oxpauacno-rbl |
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{lines 589 -~ 602}

Toi)anaewn, Maro Al 0 YEM

eato @lcTapniM K3BIKOM, -
Mpoctr, aait pyuxy Mue». Buavxan,
K _pyke xusariniuoi ;

. ﬁe ocem;, poaHas;

" YcraMu BeTXHMH NPHABHYAd —

Pyka aeasyo-x0ACAHA.

B ango[gif) ¢ Tpenetom BIrASHyAa —
Ha yeM nocneursntiy cvepTh X043
CAaaa cTOAT B B neHe PoT...
Cynmp6mma Hunpr corepurnaacs,
Her Himrl sy Tak wro me? nerl
Kax suano, aaom oTpaBHAACD,
Cacpmara crpamustii [Cpofi]ober]
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gvtograf 11 variant of line S88

{from E.A. Baratynskii, Polnoe sobrahie atikhotvorenii, vel II (Leﬁirigrad,

193891,
580Ne oserdish’, m‘rc}dnaia;
59@ znaesh', malo li o _c__h_g&
501Meliu [ig) starym iazykom,
592Prosti, dai ruchku _gn__g_.) Vzdykhaia,
.5931.< ruke kniagininoi Eﬁl
SQI;Uatami vetkhini pril'nula --

585Ruka lediano-kholodna..

5596V litso Eﬂ 8 trapeton vzglianula --

SQ?Na nem pospeshnyi smerti khod;
5080laza nedvizhny, v pene rot,
5998ud'bina Niny sovershilas',
600Net Niny! nu tak chto zhe? net!
601Kak- vidno, imdom otravilas'

B028derzhala strashnyi Ryoll obst!

. ALTERNATE XLIIT

"
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XLIV

{lines 803 -- B616)

Yae 6uretnt poxosnte, o .
- BiAetnt ¢ wepnoro Kaiimoi, '
Ha xomx 6pensiocT Atoackoii
Tpogen, Mool npmusThble,
[Teyaasno nooamaror Barama:
.I'ne cyxouassre Catypnn
- C xocamn rpoausmiu cHaaT,
~CKAOHACD Ha TpaypHbie YpHAI;
Fae xocTs MepTBBO KpecToM
Aewar pasureananm réphom
TMoa rpoGopumir roropamis, —
O cueprn Huntnt noanaty secrn
Y 3aKoHeMHBIMH CAOBAMH
Cnewan no ropoay pasnects.’

-



XLy

[
-

(lines B17 -- 630)

B ypouHnni zeun, Ha BBIHOC TeAa,
Co pcex xonyos Mocksn Goanbucoii
Oana kapera sa apyroil

K xopcMam xHa3a noAeTeAl.
O6oeB rocTHRYIO KPYFOM,
Cragana BaKHOE MOAYZHDE

Toana xpammtaa; Ho NOTOM
BogHHKAD TOMHCE MYmanbe,
POCAD, POCAD, POCAO

B WYMHBI FOBOP NMCPEIIAO.,
QO6baToiil CYACTAHBLIM 320BEHDEM,
CaM XHA3D 33 JEAO MPHHAACH

M aprsrv GOMOCAOBCKMM TpEHBbEM
C xantxoii KaKHM-TO BAHAACK.
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(lines B3l --

644)

Borarniit rpo6 mecwacrsoit Humm,
CBAleRcTBOM NBILNIBIM OKPYIHKEH,
Buia B 3eMal0 Mupmo onyimes;
Ceer ne yanaa{egjcyapbunnr.

Kuaab, €ea ccoboro

TPY A,

Groit mpe6iit BhIUHEH BOAS ripeiA.
05T, KOTOPbL sanceraa .

ITo yerreprav yju

Jobenan,

Hixax c meayacunoit Tocks
Ckpontaa wa emeprn[eg) cTnunar.
OSuabHa cAyXaMH CTOAHLA;
Moapa kakan-To Gerra,

Yro[i1x Jsaxomman cTpastnya

B mypnare namckoM npHHsAa.
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diemips it ms a weak overall, with the notable exceptions of A.8. Pushkin and

An Analysis of Baratynekii's Ba) with
. Bpecial querenoe to Deictic Markers -~ Abstract.

; Fvgonii Abramovich Baribynakii's Bal (1828).‘13 one of three long poema
by the eame author, the other two being Eﬁ; (1824) and Inxgankn or angzhnlgg; T
{1629~31, 1842), Both XIXth and XXth cantury ucholareh;p hns been polarizad
as to the worbh of RBal, vhere ita poet attempbed bo:d;yelop a new type of
raal;ebic postry. This wvas not, however, an uﬁawer‘po the \iterary struggle
betwesn the Arkhmisty and the qugggrﬁ. as the poet‘diaplaygraffinities
towards both groups and never re?ealea any specific opinicns on the matter.
In Bal, thers are certain traits typical of the Romangic Byronic epic, anm
revéaled by Iu.V. Mann's research. Néverthelea;, critice_hqve:bended tg

M.L. Gofman. -Baratynskii himeslf commented on bhe'mulbidihenaionulity of his

posm. A reneved atbempt at an Enalysie of bhé vork would therefore sesen to be
in order. o . L )

Most of the critice who have written about Bal hayg unulyzed kb:in ﬁ."
purely‘bﬁemntic manner. Yet a thematic, Hietérical.'pr bfographicd}f;hdlyaia 
ie not capable of providinq an adeguate notion of the relaﬁionshipa batwesn

the narrator and the main characters of Nina and Arsenii. A structuralist

snalysis of the deictic markers not only reveals the apecific associations

. between these slements on both the grammatical and psychological pfnnea. it

alsgrallows for an analysis of any shifting of narrative ﬁbrbpgcbive or poirit -
of view, all within the prescribed confines of the textual apace. The

theoretical basis for such an analysxu has developad as &, reeulb of thq

lxnguxsbxc. poetic and psychologxcal bheor:ea of in partxculur V M.

N

Zhirmunskii, Ferdinand de Baussure. Roman Inqardon, Roman ‘Jakobson, Boris.



Uapggg&ii: Jonathan Culler, Séymour Chabﬁan. Deniel'haforriére ﬁnd Iurii
Tynianov. Laferridre's theories of the psychologioal }amificabicns‘of the
‘case marginality theory as developed by Jakobson are especially useful for a
deictic analyeis of 'a Russian-language téxg.

The analysis of Bﬁl shows that there is indeed a higSIy complgx deictic
association betw?en the personality of the narrator and.bhuﬁ of Nina. In
fact, the btext can be viewed From mt least three lyrical levels of maaning.
There is the spﬁciflc leval éf conflict between Nind, her huaband, and.
Afaonii. leading .everitually to Nina's death. There is the universal level
where the various characters are representatives of social types. On this
level, the poem takes on the aspect of a humanistic social critique. Finally,
there is the cosmic level of artistic struggle wiphin the charaéter of the
narrator hinself, where the story of Nina bacomes symbolic of the artist's

™

existantial Angst, Likeuise. the markers reveal that Bal alab possesses a
shifting subject locus, that is, a pefbpe;tivc leernating betwesn the -
narrator and the character of Nina. The two poiﬁts of vieQ:share a dualism on
* " the phraeoélogicalt psychological, spatial and Eemporal planés; wheress the

narrator's perspective dominates on the ideological plane, wvhich most closely

parallels the thematics of thg?ﬁorﬁ.

~ .
\

These elegiaq and narrative elements are framed w;thin the boundary of
bexgual symnebtry created by the integrated prologus and opﬁloguo of the work,
the repetition of certain rhyme qlementa. as that bebween;tho vords Niﬁa and
sud'bina, as well as by the time element, which effccbivgiy joins the fiqg&
gtanzas‘and the final stanzas, the miadle being bran;gééed to the narrator's

past .
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The interplay of these elements would seem to illustrate that Bal can be e

~read as both a lyrical and narrative work, contradicting the judgements made

by the critics negative bowandé'it. synthesizing various opinions voiced by
such scholars as M.L. Gofman and 1.L. Al'mi, and placing it more clearly into

the general scheme of Russian Romantic epic poens. !





