Blind leaps of passion

and other strategies to outwit inevitability
On Pasternak and the legacy from the tum of the 19th to the 20th century

FIONA BJORLING

THE TURN of the last century a hundred years ago is probably the single most creative period
in the history of the Russian intelligentsia. Born in 1890 Boris Pasternak matured as a writer
only after the turn of the century but, as a child and adolescent of the time, he was steeped in
its atmosphere and influenced by its thought. The focus of this study is on a section from
Ochrannaja gramota (Part Three, 1) which, with its elaborate cluster of imagery, warrants
discussion as to how far Pasternak continued and how far he diverted from the spiritual legacy
of the so-called religious renaissance. The religious philosophers from the turn of the century
developed a tradition of Russian thought which is evident in the slavophile thought of Aleksej
Chomjakov, as well as in Fedor Dostoevski's reaction to modernity and Vladimir Solov'ev's
mysticism.

Dostoevski)'s spiritual quest with its commitment to the Russian concept of community and
brotherhood in a modern alienating world was bequeathed to and developed by the religious
philosophers of the turn of the century. At the other end of the period, Pasternak received the
legacy of this quest. In the first part of Doktor Zivago Jurij's maternal uncle, Vedenjapin,
argues according to a personalistic Christianity recognisable from Dostoevskij and the
ensuing religious philosophers. Vedenjapin plays a positive role in the novel and his teachings
bear the mark of respect and approval of the implied author; even though his own spirituality

will develop in
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another direction, as a child Jurij Zivago is close to his uncle and susceptible to his thought.
The legacy of the religious renaissance in Russia finds a significant place in Pasternak's
writings.

A key concept for this religious thinking was the notion of /i¢nost’ or personality. The
rudiments of this concept had been expressed by Dostoevski) as early as 1863 in his
publication Zimnie zapiski o letnich vpecatlenijach (Dostoevskij 1973, 79).* The
notion of personality or li¢nost' allowed the religious thinkers to accredit the individual with
personal freedom and responsibility before God and his/her fellow human beings, while
avoiding the spiritual pitfalls of the Western and liberal concept of the individual as a self-
contained and legally defined entity whose integrity must not be infringed. For Dostoevskij
and Nikolaj Berdjaev the idea of personality was connected to their respective insistence on
human freedom, while for other religious philosophers such as Pavel Flo-renskij, Sergej
Bulgakov and Lev Karsavin, the notion of the person as integral and at the same time as part
of a greater community was integrated with trinitarian epistemology and theology.

The questions addressed in this paper have to do with the nature of Pasternak’s spirituality.
On the one hand | consider again whether this spirituality is transcendental or whether it is a
secularised spirituality where art with the help of Christian rhetoric takes the place of Christ.®
A question which follows from this concerns the notion of personality; in the passage from
Ochrannaja gramota analysed here, the spiritual concept of personality (muuHOCTB) IS

supplanted by the concept of a generation (roxosnenbe).

! Having criticised the individual person as conceived in the West, Dostoevskij continues: Uro , ckaxere BbI MHE, HaJ[0 ObITb
0E3TMYHOCTHIO, UTOO OBITH cyacTauBEIM? Pa3Be B Oe3nuuHOCTH criaceHue? HampoTus, HAPOTHUB, TOBOPIO 5, HE TOJIBKO HE HA/I0 OBITh
683J’II/I‘{HOCTBIO, HO UMCHHO Ha[0 CTaTh JINYHOCTHIO, IaKE ropas3io B BBICOYANIIIEH CTEIICHH YeM Ta, KOTOpas TEHEph OINpPEaACIniaCh Ha
331‘[&1}16. TlotiMuTe MeHS: CaMOBOJIBHOE, COBEPIICHHO CO3HATEIIBHOC 1 HUKEM HE IPUHYKIACHHOEC CaMOIIOKEPTBOBAHUE BCETO celst B TI0JIB3Yy
BCEX €CTb, M0-MOEMY, IPU3HAK BBHICOYANIIIETO PA3BUTHS JMYHOCTH, BHICOYANIIIEr0 €¢ MOTYy4YeCTBa, BHICOUAMIIEro caMoo0Ia aHus,
BBICOUaiiIeii cBoO0bI cobcTBeHHOM Bosn. See Bjorling 1997.

2 For a description of Berdjaev's ‘personalism' see Zenkovsky 777-9; for an analysis of Sergei Bulgakov's philosophy see Meerson; Lev
Karsavin's 'personalism' is examined at length by Namli (2000).

% See Bjorling 1998 which considers this matter at greater length.
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2.

Ochrannaja, gramota is an autobiographical piece of writing which has to do with the
author's account of how he came of age.” In Part One Pasternak tells the story of his decision
not to become a composer and in Part Two he tells of the comparable decision not to devote
himself to philosophy; in Part Three he considers the path he has finally chosen: to become a
poet. All three parts are concerned with coming of age; not unlike Tolstoj in his trilogy
Detstvo> Otrocestvo and Junosf, Pasternak takes stock from the close perspective of
new adulthood, not from the perspective of venerable old age.

The first passage to be discussed is the following (iv. 2101. 0G)*:

(1) Mo 6ynbBapam, Harubasich, Kak Jist 00aHbs, Mpoberanu OeAHO ofeThie MOJobIe ToH. C HEKOTOPBIMH
si OBUT 3HAKOM, OOJIBIIMHCTBA HE 3HAJ, BCE )K€ BMECTE OBLIM MOUMH POBECHHKAMH, T.C. HCHCUHUCIUMBIMHU
JTUI[AMH MOETO JIETCTBA.

(2) VIx TONBKO YTO CTalTK 3BAaTh [0 OTYECTBY, HAJEIMIN IPABAMH U BBEJIH B CEKPET CJIOB: OBJIAJIETh, H3BJICYb
MOJIB3Y, NPUCBONTE. OHM 0OHAPYKUIIM MOCHEIIHOCTh, JOCTOIHYI0 00Jiee BHUMATEIBHOTO pazbopa.

(3) Ha cBere ectb cMepTh U mpeaBuACHbE. Ham Muina HEM3BECTHOCTD, HATIEPE U3BECTHOE CTPAIIHO, U BCSKAst
CTpacTh €CTh CJICMON OTCKOK B CTOPOHY OT HAKATHIBAIOIIEH HEOTBPATUMOCTH. JKUBBIM BHaM Her/ie ObLIO Obl
CYIIECTBOBATh M MOBTOPSITHCS, €CIM Obl CTPACTH HEKy/a ObLIO MPhIraTh C TOW OOIIeH JAOPOTH, MO KOTOPOi
KaTHUTCsI 00IIee BpeMsi, KAKOBOE €CTh BPEMsI TOCTEIICHHOTO Pa3pyIICHbs BCEICHHOM.

(4) Ho sxku3HHM eCTh TJ€ XUTh W CTPACTH €CTh KyJa MpbIraTh, MOTOMY YTO HAapsAy C OOIIUM BpEeMEHEM
CYHIECTBYET  HENPEKPEIIAIOIascsi OECKOHEYHOCTh  NPUIAOPOKHBIX  MOPSIKOB, OECCMEPTHBIX B
BOCIIPOM3BE/ICHBHU, M OJTHUM U3 HUX SIBJIICTCS BCIKOE HOBOE MIOKOJICHBE.

(5) Harubasice Ha Oery, CIENIMIN CKBO3b BBIOTY MOJIOJBIE JIFOAN, M XOTSI Y KaKIOTO OBLIM CBOW MPHYMHBI
TOPOMHTHCS, OHAKO OOJIbIIE BCEX JTMUYHBIX MOOYKACHUN MOAXIECTHIBAIO UX HEUYTO obliee, U 3T0 Obuia UX
HCTOpHYECKasl [ENbHOCTh, TO €CTh OT/a4a TOW CTPACcTH, C KaKOW TOJBKO YTO BOEXKANIO B HHUX, CIIacascCh C

06H.[eﬁ JA0poOTH, B HECUETHBIN pa3 n30eKaBIIee KOHIIa Y€JIOBCYCCTBO.

% See Bjorling 2000 for a parallel analysis of Ochrannaja gramota, Part Three.
® References to Pasternak are denoted by volume and page only, 0G denotes that the passage is from Ochrannaja gramota. The quoted
paragraphs are numbered for convenient further reference.
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A key notion throughout Ochrannaja gramota is that of a 'generation’ (mokosnense), and if
in Part Three the ostensible focus is on Majakovskij, then the background theme is the young
generation which came of age and spilled onto the streets in the 1910s. Pasternak associates
himself with the young people, poorly dressed, who ‘ran along the streets, bending down as
though to charge'. The scene is the public space of 'boulevards', an urban setting concomitant
with modernity. The young people have energy and an impulse to move forwards, to rush
headlong into life. Their energy is connected to their newly awoken sense of having just been
admitted into the adult world with its adult concepts and they have just discovered haste
(mocmentHOCTH, Perhaps ‘urgency'), a haste which deserves more attentive investigation.

Paragraph (3) may be expected to pick up the final remark of (2) and elaborate as to what is
meant by the need to investigate haste. But (3) begins by presenting two threatening facts of
life: death and foreknowledge. The human condition entails not only a life which leads to
death, but a life lived in the face of death. More generally the author claims that we find
pleasure in not knowing what lies ahead, to know the future beforehand is frightening.® The
initial chronotope has quickly gained existential overtones : what at first was presented as a
humdrum detail, young people charging along the streets (to meetings, to lectures, to
whatever) has promptly been transposed into a metaphysical image of the path through life
which leads inevitably to death: boulevards apatii through life.

Now follows a typically Pasternakian metaphor: the chronotope (boulevards >"path
through life) remains constant as does the energetic movement characteristic of young people,
but there is a sudden change of direction; instead of rushing headlong towards the inevitable,
the young people leap aside urged by passion. We leap aside to avoid the inevitability which
rolls towards us. Note here the grammatical shift of the agent of movement from the young
people (mpoberamu GemHO oneThie Mosoabie Jroau) to inevitability itself (makarteiBarormeit
neorparumocti).’ In the metaphor of blind leaps of passion we see a gesture of protest and

perhaps even a sub-

® The text refers to a first person plural (nam muna neussecmuocms, etc.) and includes all of us in the sense of 'we human beings'.

" Compare with an earlier passage in Ochrannaja gramota : He roopst 0 TOM, 4TO BHYTPCHHEE UIICHEHBE HCTOPHH HABA3aHO MOEMY
HOHHMAHBIO B 00pa3e HEMHHYEMOW CMEPTH, s U B )KH3HU OXKUBAJI LIEJMKOM JIUIIb B TEX CIIy4asix, KOra 3aKaHINBaIach yTOMUTENbHAS BapKa
gacTeil i, m000e/IaB [ETUKOM, BHIPBIBAIOCH Ha CBOOOIY BCEH MIMPHIO OCHAIIEHHOE 1yBCTBO, (iV. 151, OG)
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stantiation of what Bachtin will later call 'unfinalizability' : to live we have to do more than
walk the straight path to a foreordained end.®

The completion of this same sentence expresses the existence of a common path and
common time (o6mas mopora, obmee Bpemsi) Which has to be escaped; in the final
subordinate clause of (3) the idea of death is drastically rendered as the gradual destruction of
the universe. The notion of the common as something to be avoided acts as a sensitive hinge
in Pasternak’s thinking. On the one hand Pasternak reveres the unique and the original and is
scornful of the untalented, while on the other he confirms the value of the ordinary at least
when named for the first time, when experienced in its pristinity.® In the present context the
qualification common has negative connotations; it is the way and the time which has no
scope for unique experience. But to make the issue more complicated the notion of common

is repeated in (5) and this time in a more positive tone:

HEYTO 06111ee, 1 3TO ObLTa MX HUCTOpUYECKasA LCIbHOCTb, TO €CTh OTAa4a TOM CcTpacty, C KaKoOH TOJIBKO YTO

BOEKAJIO B HUX, CIacasich ¢ o0MIeil JOpOry, B HECUETHBIH pa3 H30exkaBlIee KOHIA YEI0OBEYECTRO.

Life must keep cheating death by time and again luring individuals into passion to ensure
another lease of life; in this case meuro o6iuee is part of humankind's strategy to preserve life,

that is it is something good.

8 See Morson, 82-113 and passim.

° This paradox is crucial for an understanding of Pasternak's conception of poetry and merits a study of its own. Originality and uniqueness
are qualities which Pasternak values above all; genius, the extraordinary that which has a distinct face are valued as against the untalented,
the ordinary, facelessness. In Ochrannaja gramota this is expressed in Part One, 6. (See Angela Livingstone's commentary, Livingstone
1985, jyf). At the same time Pasternak's emphasis on the prosaic may be seen as a variant of Bachtinian ‘prosaicness' as | have argued in
Bjorling [Tampere). In the following passage we see the significance of the everyday for art, even if the relative values of the everyday,
poetry and music is somewhat obscure: Ml BrackiBaeM BCEHEBHOCTb B [PO3Y Pa/iu 033UH. MBI BOBIEKaeM MPO3y B MOI3HIO PajH
My3bIKH. TaK, B IIHPOYAIIeM 3HAYCHAH CIIOBa, HA3bIBAI 51 HCKYCCTBO, TOCTABICHHOE MO YaCaM HUBOTO, OBIOIIETO MOKOICHBIME, poaa. (iV.
i6i, 0G).

135



Fiona Bjorling

Reference to death as the gradual destruction of the universe is drastic, but for Pasternak
significant. In an earlier article | have argued that for Pasternak spirituality, even when it
borrows Christian rhetoric, is a secularised spirituality in which history and art constitute the
beyond which gives meaning to individual life. The present passage supports this thesis. The
thoughts expressed here are, as | interpret them, incompatible with belief in life after death,
that is a a transcendent reality, Christianity included.™®

Leaps of passion comprise an energetic form of procrastination, a manifestation of life in
the face of death. They are blind since they deliberately look away from what is known about
the inevitability of death; but they are blind in a second meaning too in that the leapers do not
understand the nature of the passion which drives them. The fact that it is young people who
make these blind leaps of passion is significant. In her excellent translation and commentary
on Pasternak's writings on art and creativity, Angela Livingstone pinpoints Pasternak's
concern with the connection between passion as sexuality and passion as art.'* In our passage
(3) we have a direct reference to sexuality as in reproduction: XXussiM Bugam Herie ObUTIO ObI
CYIIIECTBOBATh U nosmopsamscs [emphasis added -F.B.].

A second reference to reproduction and to the concept of a new generation follows in (4):
CYIIECTBYET HEINPEeKpearonasncs beckoHeuHOCMDb MNPULOPOKHBIX [OPSIZIKOB,
beccmepmublx 6 eocnpous-eéedenvu [emphasis added-£5.], in which clause the
contextually oxymoronic references to the noun ‘eternity’ (tautologically described as
‘unceasing’) and the adjective 'immortal’, serve to make the image even more puzzling. Those
who perform leaps of passion are not accountable as individuals, their historical significance
lies in their constituting a new generation. Furthermore leaps of passion are not simply a
personal escape from a common path and common time, neither the avoidance of suicide, nor

the result of

10 see Bjorling 1998. The following quotation from Doktor Zivago refers to Jurij Zivago's reflections after the death of Anna Gromeko:
Ceituac KaK HUKOTJ]a €My OBLIO SICHO, YTO UCKYCCTBO BCET/ia, HE MepecTaBas, 3aHATO AByMs BemaMu. OHO HEOTCTYITHO pa3Mbl-

LUISIET O CMEPTU M HEOTCTYITHO TBOPHUT STHUM KH3HB. BoIbIlIoe, HCTHHOE HCKYCCTBO, TO, KOTOpOe Ha3biBaeTcs OTkpoBenueM Moana, u To,
KoTopoe ero gomnoasercs. (Pasternak 1. 91-2)

1 See Livingstone 1985, J7, 62. The theme is present and important throughout Ochran- naja gramota, See for example Part Two, 3 (178-
80).
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unique personal whims and desires as we might have inferred from the previous sentence, but
are part of a strategy devised by mankind (uenoBeuectBo) in order to avoid the inevitable end
for the umpteenth time. Adolescents emerging into adult life and attaining sexual maturity are
filled with what each one believes to be a private, unique experience. But sexual passion is
not unique, it is part of nature and it is manifested anew in each generation. Herein lies the
historical integrity of the generation. The new generation fulfils its role as a link in the
furthering of the species, not merely in accomplishing physical reproduction but also in
renewing the desire for life, in responding to a sexual desire which is not only physical but
also spiritual.

This passage with its metaphors suggests aspects of Pasternak'’s thinking which differ from
the personalistic notions developed by the religious philosophers mentioned above. In the first
place, the actor here is not an individual personality (muunocts) but a generation (mokosnense).
In the second place these people, whose historical integrity lies in their making up a
generation, do not know the true meaning behind the feelings of passion which lead them to
jump blindly aside. They experience that they are following a personal impulse whereas in
fact they are doing their part for nature, or history or whatever. This plays havoc with the idea
of ethical responsibility and Christian virtue as being the business of the personality. | remind
you of the passage from Detstvo Ljuvers, a passage which caused me to feel indignant on
the part of the adolescent Zenja when | wrote about the story almost twenty years
ago."?Zenja's passage from child to woman is undertaken without knowledge. She has no
understanding and is frightened by her first menstruation, her mother's pregnancy etc. With

physical maturity

12 Ku3Hp OCBAMAET OYEHh HEMHOTHX B TO, UTO OHA JeaeT ¢ HuMH. OHA CIMIIKOM TIOBUT 9TO JeN0 i 3a paboToil pasroBapHBaeT passe C
TEMH TOJIBKO, KTO JKelaeT el ycrexa 1 JIIoOHT ee BepcTak. [IoMouEb eif He BIacTeH HUKTO, TOMEIIaTh — MOXKeT Besikuid. Kak MoxHO eit
nomentath? A BOT Kak. Eciu 1oBepuTh epeBy 3a00Ty 0 €ro COOCTBEHHOM POCTE, AEPEBO BCE CILIONIb MOMIET MPOPOCTHIO, HIIH YHIET
LETUKOM B KOPEHb, HIIU PACTOYUTCS Ha OUH JIMCT, IOTOMY YTO OHO 3a0yZeT O BCEICHHOU, ¢ KOTOPOi HaJo OpaTh IpuUMep, U, IPOU3BEIsT
4T0-HUOY/b OIHO U3 THICSYH, CTAHET B THICAYAX MPOU3BOANTH OHO ¥ TO ke. (iv. 38) See Bjorling 1982. When | wrote this article many
years ago | was insensed by the author's approval of guilt caused by the adolescent Zenja's enforced ignorance. Today | understand better the
complexity of Pasternak's thought. See Livingstone 1985, 53, 62.
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comes her ability to empathise with the Other. This is her womanly equivalent to creativity.
But the process takes place without self-understanding. Pasternak attributes to nature or life a
design which must remain mysterious if it is to work.

The notion of the 'generation’ as acting force is interesting when seen as an intermediate
subject greater than the single individual, while yet moved by talent and the instinct for
originality. Ochrannaja gramota contains further allusions to the generation as indeed to
the power of adolescence.'® At times the emphasis is on the historical responsibility of the
generation while here we have to do more with the generation as an inadvertent actor on

behalf of Nature's (Humanity's) common cause (o6iuee aeio).

3.

Although expressed in a very different tone, many of the premises for a meaningful life, as
expressed in Dostoevskij's Zapiski iz podpol'ja, foreshadow those of Pasternak. The
underground man's monologue draws on a stock of metaphors which cohere in their rejection
of utopia, natural laws and practical men who sit smugly on final solutions. Not least are the
striking similarities, both semantically and as visual images, of the underground man's meta-
phors of the wall and the way or road when compared with the boulevards/path of life of
Pasternak's autobiographical text.

In Part One, 3 of the work the narrator discusses people who are moved to single-minded
action, and by way of example he describes a gentleman driven by revenge (Dostoevskij 1973
103 1):

Tako¥i ToCTIOANH TakK M MpeT MPSAMO K IIeJH, Kak B30ecHBLINCS ObIK, HAKJIOHUB BHHU3 poOra, ¥ TOJBKO Pa3Be
cTeHa ero ocraHaBiuBaeT. (Kcratu: mepen cTeHOM Takue rocmoja, TO €CTh HENOCPEICTBEHHBIE JIOOU U
JiesITeNy, UCKPEHHO MacyloT. [ HUX CTeHa — He OTBOJ, KaK, HaIlpuMep, Ul Hac, JIIOJeH AyMaromux, a

CJICACTBCHHO HUYCTO HE JACJIAOIUX; HC IIPEJIOT

'3 See for example the following passage from Part One, 3 (iv. 152-3, 0G): A KaKk HEOGO3PHMO OTPOYECTBO, KAXKIOMY H3BECTHO. CKONBKO GBI
HaM ITOTOM HH Haberaio JICCIATKOB, OHA OECCHIILHBI HAITOIHUTD 9TOT aHrap, B KOTOpLIﬁ OHH 3JICTAIOT 38 BOCIOMHUHAHBbAMH, IIOPO3HDb U
KYy4€r0, JHEM U HOYbIO, KaK y‘{eGHBIe Ad3pOIUIaHBbI 3a OEH3UHOM. Z[pyl“l/IMl/l CJIOBaAMH, 3TH T'OJIbI B HallleH >KM3HU COCTaBJISIOT 4acCThb,
MIPEBOCXOIAIIYIO Lienoe, U DaycT, NepeKMBUIMI UX ABAXKIBI, TPOXKUII CYLIYI0 HEBOOOPA3UMOCTh, U3MEPUMYIO TOIBKO MAaTEMAaTHYECKUM
I1apasioKCoM.
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BOPOTUTLCA € AOPOTH, NpEeayor, B KOTOprﬁ Hala 6paT OOBIKHOBEHHO M CaM HE BCPUT, HO KOTOPOMY BCCria
OYCHb pan. Het onn NacyroT CO BCCHO UCKPCHHOCTBIO. CteHa UMeeT AJI4 HAX YTO-TO YCIIOKOUTCIBbHOC, HPpaB-

CTBEHHO-pa3pelialonee 1 OKOHIATeIbHOE, TOXKAITYH, Jaxe 4To-To Muctideckoe. .. Ho 06 cTeHe mocie.)

How does the single-minded gentleman behave? The revenge seeker charges like an enraged
bull at the object of his fury, but once up against a wall which blocks his way he shirks the
whole project. The gentleman bent on revenge has physical strength and moves with energy
as long as he is rushing straight ahead, but he has neither the imagination nor the moral
stamina to try to get round the wall once it stands in his way. Our chap (uam 6par), on the
other hand, with whom the underground man bitterly identifies himself, welcomes diversion.
For him a wall provides a convenient impediment on the road straight ahead, and although he
knows that choosing another way round will not lead anywhere he is still happy to have an
excuse to try something else. The metaphor is clear, easily visualised and it is delivered with
that bitter humour which is the mark of the underground man: everyone is stupid, both the
man intent on revenge, the charging bull and naw 6pam.

Without claiming any intentional intertextuality we can see the similarity of the imagery
used by Dostoevskij and Pasternak. Both are concerned with the existential dilemma of a path
through life which leads straight forward and allows for no freedom of will. Both authors
associate to the idea of charging along a path straight ahead; but while the target of the
underground man's irritation is a gentleman behaving like an enraged bull, the
autobiographical Pasternak refers tenderly to the enthusiasm of those who have just reached
adulthood and stand ready to tackle the business of life: narubasicer kak ams 6oanbs. Pasternak
has affection for his generation and he describes it seriously and poetically. In Zapiski iz
pod-polja the narrator makes jokes but only while grinding his teeth: $I, moxeT ObITb,
ckpsimst 3ybamu mryuay (Dostoevskij 1973,117)

In a footnote signed Fedor Dostoevskij, the author of Zapiski iz podpol'ja presents the
narrator as a typical man of the time ‘who apparently wishes to elucidate the reasons as to why
he has appeared and indeed was bound to appear in our midst. During his one and half

century-long existence in world literature the underground
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man has become a specific literary individual rather than a representative of his time. The
author's footnote asks the reader to see the underground man not merely as a curious case but
as a member of a generation and this allows another comparison with Pasternak’s text. With
the help of the underground man the author Dostoevski], from the position of the i860s,
describes the generation of the 1840S, a disillusioned and querulous generation; Pasternak's
generation of poorly dressed young people is newly awakened, bears no grudges, is utterly
serious and manifests the creative energy and passion of a dawning generation.

In Part One, 9 of Zapiski iz podpol'ja the monologue reels off a number of metaphors
which express Dostoevski)"s contempt for final solutions, for the Crystal Palaces of rational
social utopias. Here is another metaphor connected with ways and ends this time couched in

engineering terms (118):

. YUCJIOBEK C€CTb JXUBOTHOEC, IO MPEUMYHICCTBY CO3HIAAIOMICC, TMPUCYKICHHOEC CTPEMHUTLCA K LCJIU
CO3HATEIBPHO M 3aHUMATHCS WHXKEGHEPHBIM HCKYCCTBOM, TO €CThb BEYHO M O€CIpephIBHO Hopory cebe
NPOKJIABIBATE XOTS Kyda 6bl mo Hu 6Ovinio. Ho BOT MIMEHHO MOTOMY-TO, MOXET OBITh, €My M XOUYETCS
MHOTIa OMJIBHYTH B CTOPOHY, YTO OH NPHUCYXKICH HNPOOWBATH 3Ty HOPOry... UeloBeK JIOOHT CO3MAATH U
JOPOTH IPOKJIABIBATE, 9TO OeccriopHo. Ho oTdero e oH 10 CTPacTH JIIOOUT ToXXe pa3pylueHue U xaoc? Bot
ato ckaxute-ka! Ho 06 3ToM MHE caMoMy XOdeTcs 3asBHTh JBa cioBa 0co6o. He motomy mnu [.. .],uto cam
WHCTHHKTHBHO 6OI/ITCSI JOCTUTHYTH LECJIW U JOBEPUIUTH CO3UTACMOC 3I[aHI/I€? Ilouem BBI 3HACTC, MOXCT 6I)ITB
OH 3/laHUE-TO JTIOOUT TOJBKO U3/1aJIH, & OTHIOJb HEe BOIM3U; MOXKET OBITh OH TOJIKBKO JIFOOUTH CO3UIATH €0, a

HC )XUTb B HCM...

Familiar is the narrator's overt irritation with the non-reflective man of action. The text is
doubly polemical; on the one hand it revolves around an internal polemics within itself (the
underground man argues with himself and his imagined readers); on the other hand the author
is polemical and intends the work as an intellectual attack on the radical intelligentsia with
their plans for social engineering. The text reveals both an emotional or neurotic underground
man who harbours a grudge to each and everyone, and a consistent dispute, not only
emotional but also intellectual, which is the author's verdict on two generations of the Russian
intelligentsia, both the fathers and the sons, but particularly the latter with their proffered

solutions of human happiness.
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The narrator’s riling tone notwithstanding there is a serious and painful existential
undertone to this passage; a human being is not an ant and does not have to build anthills, but
is not the resort to destroying what has been built just to have the space to start building anew
equally disturbing from an existential point of view ? Being busy on the construction of a
building while not actually completing it is not unlike Pasternak's blind leaps of passion. Dos-
toevski's text too accepts existential procrastination as a way out of a dilemma. It could be
concluded that Dostoevskij is no more Christian in this text than is Pasternak in Ochrannaja
gramota. While Dostoevski's Christian spirituality is expressed in other texts, in Zapiski iz
podpol'ja it is close to Pasternak's 'spirituality’ seen as the desire to live, a desire which is
connected to freedom of will.

4.

Ochrannaja gramota is as much a tract on art as it is an autobiographical work. When we
now return to the text and pursue the reading of Part Three, 1 we find that Pasternak addresses
directly the issue of running towards death (gBoiicTBeHHOCTE Gera CKBO3b HEM30€XKHOCTH); the

young people turn out to have a guardian angel and the guardian angel is art:

A 9TOOBI 3aCIIOHNUTH OT HUX JBOWCTBEHHOCTH Oera CKBO3b HEM30EKHOCTH, YTOOBI OHM HE COIIIM C yMa, He
OpocuiM Ha4aToro M He NMepeBelIaCh BCEM 3eMHBIM IIapoM, 3a JIEPEBBIMH 10 BceM OynbBapaM Kapayiria
CHUJIa, CTpAIIHO OBIBaNas M UCKYyIIEHHAs, U IMPOBOXKAJIa X CBOMMHU YMHBIMH IJla3aMH. 3a A€PEBbSIMU CTOSIIO
HCKYCCTBO, CTOJIb TIPEKPACHO pa3dbuparolieecs B HAC, YTO BCETJa HEAOAYMAellb, U3 KaKUX HMCTOPHUYECKHUX
MHUPOB IIPUHECIIO OHO CBOIO CIIOCOOHOCTH BHIETH MCTOPHUIO B CHUTy3Te. OHO CTOSIIO 3a AEPEBBSIMH, CTPALIHO
MOXOKee Ha KM3Hb, W TEPIEJOCh B HEH 3a 3TO CXOJCTBO, KaK TEPILITCS IMOPTPETHI J)KEH M MaTeped B
71abopaTopusaX yYEHbIX, MOCBSIICHHBIX €CTECTBEHHOMN HayKe, TO €CTh IOCTENeHHOI pa3raike cMepTH, (iv. HI,

0G)

The connection between passion as sexuality and passion as art is reaffirmed. A new
generation has to be 'deceived' into living ancl the young people must not discover the real
state of affairs lest .thev commit suicide. The value of a new, life-confirming generation is

greater than the value of each of its members. Easing the situation
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a force called art, personified as a being which stands looking on from behind the trees with
wise eyes, experienced and tried; this personified force is ubiquitous (o Bcem OynabBapam
kapayina cuia). Art is outside history (the hurried movement on the streets) but can see the
historical silhouette which we ourselves cannot discern. Art as a personified guardian angel
is now elucidated with the help of a simile whereby it is likened to portraits of wives and
mothers hanging in the laboratories of scientists trying to solve the riddle of death. The
point of likeness turns on the verb denoting patience or suffering (tepmenocs), the primary
meaning of which in the context denotes toleration: art/portraits of wives and mothers are
tolerated by life/scientists because of the (only apparent) similarity between them: Owno [=
uckycctBo —F. 5.] cTosiio 3a epeBbsiMH, CTPAIIIHO MOXO0KEE Ha )KU3Hb, U TEPIIEIOCH B HEH
3a 9T0 cxoacTBO. SO to0 portraits bear the likeness of wives and mothers and are tolerated
by scientists in laboratories. At the same time there is an association to toleration or
patience in the reverse relationship: art and portraits of wives and mothers lovingly and
patiently observe how men rush frenetically around absorbed by their involvement in the
present.

The point of the metaphor and its explanatory simile is that those who are caught up in
life—young people and scientists—feel that they are in touch with reality, they put up with
art/portraits of wives and mothers hanging around to watch them in action but obviously think
that it is they who are in touch with the real thing: we who read the text, however, have been
told that if they were not observed and guarded from a point outside history, by art or portraits
of wives and mothers, the frantically active men would be heading for suicide or madness.
And since Majakovskij's suicide will emerge as the focal point of Ochrannaja gramota
Part Three, it seems reasonable to interpret the role of art/portraits of wives and mothers with
respect to young men/scientists as absolutely necessary. These guardians seem passive, they
do not interfere, but it is they who give permanence to the activity which men pursue, men
who in being so at one with common time (o61iee Bpemst) would be heading fast towards the
destruction of the universe, were it not for the force which gives meaning and permanence,

which sees the fleeting as part of human history.
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The text continues by answering its own question: what kind of art? Skrjabin, Blok,
Komissarzevskaja and Belyj are named as examples of an art which was progressive
(mepemoBoe), inspiring and original. Then comes the next question: What kind of generation?

The author expounds on the political background with which the generation was imbued, a
generation which was passing into puberty in 1905 and had come of age at the outbreak of the
First World War. Pasternak reflects at length on the nature of hereditary power and the
increasing irresponsibility of the last Tsar. The generation born into and reared through this
period was influenced by the prevailing atmosphere of disintegration; the institution of tsar-
dom tried with increasing futility to keep up appearances the closer to the end it came. As a
result the new generation was without political insight:

TTokoneHbe OBLIO aAllOJINTUYHBIM, MOI' OBl CKa3aTh s, €CIIN OBl HE CO3HaBal, 4ToO HHYTOXKHOH €TI0 4qacTty, C
KOTOpOﬁ 51 colIpUKacalicd, HEAOCTATOYHO AAXKE I CYXKIACHbA 000 Bceit HUHTCIIIIUT CHIIUH. Taxoit CTOpOHOﬁ
OBLIIO OKO MOBCPHYTO KO MHEC, CKaXXy f, HO TOIO K€ CTOpOHOﬁ 06pamanocr> OHO U KO BPpEMCHH, BLICTYIAs CO

CBOMMH TIEPBBIMH 3asIBIICHBSIMH O CBOEH HayKe, CBoei (umocoduu u cBoeM uckycctse, (iv. 214, OG)

Writing from some 16 years later and from a position 13 years into the Soviet era, Pasternak
characterises the new generation as being apolitical, but in its defence he points out that it was
at the mercy of an intermediate social situation; apparently politically unaware, still it created
something new and gave to both the older and the coming generation the fabric of that time
stitched through and through with its nerves.*

Pasternak, at one with his generation, pronounces himself guilty of a frivolous lack of
political awareness, whereas we in hindsight are able to see that all that he wrote as an
expression of the times.” As a public figure and member of the intelligentsia he was con-
cerned with his responsibility to history; art according to Pasternak

¥ Mx nmeTckas BO3MY*kAIOCTh U MX IPH3BIBHOE COBEPIICHHONETHE CPA3y nommYib cKpenbl nepexoaHoii snoxu. Hame Bpemst o Beeit
TOJIIIE MPOIINTO UX HEPBAMH H JIIOOE3HO MPEIOCTABICHUE UMH B II0JIb30BAaHbE CTAPUKaM H JeTsiM, (iv. 212, 0G)

15 | am grateful to Evgenij Pasternak for pointing out to me that thé designation ‘apolitical' was, in the context of the late 20s and early 30s, a
covert defense for the so-called creative intelligentsia (TBopueckas unremurenmus), at the time subjects to political -attack.
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has a duty to history and that duty consists in discerning what is unique and specific to an age,
seen as a stage in the development of mankind. For Pasternak the distinction between the
times or the epoch on the one hand and politics proper on the other was and remained a
sensitive matter. Essentially Pasternak was not political, his understanding of the duty of art to
the age made that impossible; apolitical though he may have been, he was never unconcerned
with history and the age in which he lived (Bjorling 1999). The culmination of Pasternak'’s
concern with his age and the political significance which the people of his generation bore is
expressed in the novel Doktor Zivago, but even here there is a case for claiming that the

novel is historical in the broader cultural rather than the narrowly political sense.

5.
In conclusion | return to my initial question, namely: to what extent does Pasternak modify
the tradition of spirituality which he received from the philosophers of the religious
renaissance from the turn of the 19th to 20th century? My discussion of Zapiski iz
podpol'ja focused on Dostoevski's existential fear of a deterministic world view. In
Zapiski iz podpol'ja the reaction to modernity is not simple conservatism, a rejection of
change as such, but a protest against a modernity which replaces belief in higher truths with
materialism, egoism and Utopian solutions, thereby denying human beings the freedom to
choose and by implication spirituality as such. It protests against the lack of spirituality in the
modern world. For a more positive expression of Dostoevski's spirituality, his desire for
belief in a transcendental truth, that is Christ, we must turn to other works such as Brat'ja
Karamazovy. Because of his fundamental desire to believe, Dostoevskij was irked by mod-
ern society and he was openly political in his writings and opinions. The responsibility of the
generation stood in a vertical relationship towards God and Christ.

On the other side of the turn of the century, Pasternak is inspired by a similar desire for
spirituality, for a life meaningful beyond the moment of its being lived. In Ochrannaja
gramota, completed in 1931, the Christian focus is not expressed and | argue that, with the
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reference to the inevitability of death and the gradual destruction of the universe noted above,
the idea of Christian salvation is excluded. Pasternak does not believe in a transcendent reality
or transcendental truths, but argues for a spirituality here on earth; spirituality is human rather
than divine, it is the dimension in life which is opened by the notion of history and the
succession of epochs. The responsibility of each generation stands in a horizontal relationship
within history as it stretches back into the past and forward into the future. As Pasternak
struggles to find the eternal in the transitional, to find a meaning in life which transcends
death, he finds himself glancing backwards at that which is slipping into the past, unable to
keep up with the movement of time. He expresses this explicitly in Part One, 6 when he

considers how his own poetry was conceived:

B aT0i#1 ormsike M 3aKJI09aN0Ch TO, YTO 30BETCS BIOXHOBEHbEM. K 0COOCHHOH SIpKOCTH, BBUIY AaIH CBOETO
OTKaTa, 3BalM Hawboyiee OTEUHbIE, HETBOPUECKHE YACTH CYLIECTBOBaHbA. Ele cuibHee NeHTBOBaIM He-
OJlyIIEBJICHHbIE NpPEAMETH.. JTO OBUIM HATHIPIIMKK HATIOPMOpPTA, OTpPACiH, HawuOoiee H3II00IECHHOH
xyaoxxHukamu. Komsick B mocieqHeM OTHaleHUH XXUBOW BCENCHHON M HAXOMACh B HEMOJBIDKHOCTH, OHM
JlaBaIy HauIOJHEHIIee MOHATUE O €€ IBHKYIIEMCS LIEJIOM, KaK BCAKMM KaXKyIIMHCS HAM KOHTPAacTHOM
npenen. Mx pacnonoxenue o003HaYanIo rpaHully, 3a KOTOPOH YAUBICHBIO U COCTPAJaHbIO HEUETO AENaTh.

Tam paboTtana HayKa, OTBICKHBAs aTOMHBIC OCHOBaHHS peajbHOCTH, (iV. i6i, OG).

That spirituality is to be sought here on earth, in history, and not in a divine timelessness, is
explicitly stated:

Ho Tak kak He OBUIO BTOPOM BCEJCHHOM, OTKYy/a MOKHO ObLIO ObI HOAHSATH EHCTBUTEILHOCTD U3 TEPBOIA,
B3SIB €€ 3a BEPIIIKH, KaK 3a BOJIOCA, TO JUISl MAHUTIYIISIIIHHA, K KOTOPBIM OHa cama B3bIBalia, TpeGOBaIoch Opath
ee M300pakeHbe, KaK 3TO JeNaeT anredpa, CTeCHEHHAs! TAKOM JKe OJJHOIIIO-CKOCTHIO B OTHONICHHH BETHYHHBL,

(iv. i6i, 0G).

History is one component in the spiritual dimension which Pasternak puts forward, but as
we have by now understood, history cannot perceive itself, lift itself by its own hair, and
since there is no second, transcendental universe from which to observe what is going on in
history, this has to be done in the first universe. The second component for a secularised

spirituality is art. The quoted passage continues (ibid.):
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OnHako 3TO0 M300pakeHbE BCErja Kaszjgoch MHE BBIXOJIOM M3 3aTpyAHEHHMs, a He camouenbio. Llens xe s
BUJIEJI BCErJia B Iepecajgke M300paXEHHOTO C XOJOAHBIX OCeil Ha ropsiuue, B IyCKE OT)KUTOTO BCENJI U B
HAaroHKY JXKM3HH. be3 0coOBIX OTIHYHIA OT TOTO, YTO TyMalo M ceiddac, s paccykmanr Toraa Tak. Jlromedt Mbl
n300pakaeM, 9T00BI HAKMHYTh Ha HUX morofy. Iloroxy, uiy, 9To OJHO U TO K€, IPUPOAY, — YTOOBI Ha Hee
HAKWHYTh HAIlly CTPAacTb. MBI BTACKMBAEM BCEAHEBHOCTh B MPO3Y paadl MO33MH. MBI BOBIEKaeM MHpO3Y B
MO03310 pagy My3bIKH. Tak, B IIMPOYaNIIeM 3HAUCHUN CJI0BA, HA3bIBAJT 5 HCYCCTBO, OCTABIEHHOE MO Yacam

JKHUBOIO, 6LIOIII€FO TMOKOJICHbAMMU, POJA.

The agents of history cannot see their position in the indiscrete flow of time; for that an
outside force is needed. The duty and responsibility of art is to be that force, to bear witness to
the unique, the discrete and accordingly the meaningful in the common flow. Art forges the
integrity of human unity along the horizontal axis of history.

A secularisation of spirituality whereby history is consecrated in art comes close to a
traditional humanist view and indeed Pasternak celebrates humanism in an important passage
on Italy and the renaissance in Ochrannaja gramota Part Two, i8.'® The focus on history
and art might also be considered as a return to romaniti-cism. But if Ochrannaja gramota
embraces fundamental principles of romanticism, its author is at pains to deromanticise his
own role as poet (Bjorling 2000). We have to do with a depersonalised romanticism, where
the hero of the time is not the individual poet, scientist or philosopher; the hero is the
generation.’” A generation represents a collective hero and | believe that this shift from the
individual to

18 Kak mmuoro, HanpuMmep, TOBOPHIIOCH O SI3bIYECTBE TYMAaHUCTOB U Kak MO-pa3sHOMY, — KaK O TeUeHHH 3aKOHHOM U He3akoHHOM. U mpaBaa,
CTOJIKHOBEHHE BEPbl B BOCKPECEHbE C BEKOM Bo3pokaeHHs— sBICHHE HEOObMallHOE M Uil BCEH EBpOIEHCKOW 00pa3oBaH- HOCTH
HEHTpaJIbHOE. Kto Taxke He 3ameuan aHaxpoHHU3Ma, 9aCcTo 663HpaBCTBeHHOFO, B TPAKTOBKaX KaHOHHYECKUX TEM BCEX ITHUX <(BB€J16HI/Iﬁ)>,
«Bo3uecenmii», «bpakocouera- nuit B Kane» n «TailHBIX Be4epb» C UX Pa3sHy3IaHHO BEITHKOCOBETCKOM POCKOIIBIO ?

U BOT UMEHHO B ’TOM HECOOTBETCTBUH CKa3ajaach MHE THICSUEIETHSS OCOOCHHOCTh HAIIIEH KYJBTYPBI.

Uramus KpucTaJuiM3oBajia Uik MEHA TO, Y€M MbI 6Gecco3HaTeNbHO JBIIIAM C konb10enn. Ee sxuBomuch cama JoJenana 1yl MEHA TO, UTO s
JIOJDKEH OBUI MO €€ TIOBOAY JOAyMaTh M, MOKA s AHSIMHU MEPEeXoqui U3 coOpaHus B coOpaHue, OHa BHIOPOCHIA K MOUM HOTaM TOTOBOE, 110
KOHIIa BEIBAPHBIIIEECs: B Kpacke Habmoenue, (iv. 208, 0G)

17 On the other hand personalities are of the utmost importance. Thus Pasternak writes of Venice: Urak, kocHynock 3To cuactbe. U Mue
TMMOCYACTIMBUIIOCH Y3HATH, YTO MOKHO [ACHB 3a THEM XOUTh Ha CBUIAaHbs C KyCKOM 3aCTPOCHHOI'O IIPOCTPAHCTBA, KaK C JKUBOO
IUYHOCTHIO, (V. 204, OG)
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some kind of collective hero is brought about by what I would call an ethos of collectivity
which pertains to late modernity, when a socialism far more widespread than in its Soviet
variant, is pitched against liberalism.®

What has emerged in this analysis is not only the collectivity of the generation as historical
actor or hero, but, more disturbingly, an ambivalent attitude towards the notion of personal
responsibility: on the one hand Pasternak seems in Ochrannaja gramota to adhere to a
humanist conception of history where actors, individuals or generations, take responsibility
for their actions, while on the other he implies a kind of nature-ruled principle of life where
those same actors are seen to be the unwitting tools of a manipulating force, which when
couched in terms of coming of age and sexual passion and reproduction, seems to point to an
ahistori-cal life force. In Doktor Zivago Pasternak is to go one step further and show that
art itself is deceived, since the individual work of art turns out not to be entirely unique but

part of a greater principle:

Korma M1 BooOpaskaeMm, Oyaro B Tpuctan, Pomeo u HOmuu n npyrux nmaMsTHHKaxX M300paskacTcsi CHIIbHAS
CTpacTbh, MBI HEJIOOIICHUBAEM co/iepkaHbs. VX Tema mupe, 4eM 3Ta CHiIbHast TeMa. TemMa uX — TeMa CHUJIBI.
W3 sToit TeMBI U poxaaeTcs UcKyccTBo. OHO Oosee OMHOCTOPOHHE, YeM AyMaioT. Ero Hemb3s HanpaBuTh
[0 IPOU3BOIY — KyJa 3axodeTcs, Kak Teneckorn. HacTaBineHHoe Ha AeHCTBUTENBHOCTh, CMEIIAEMYIO UYB-
CTBOM, UCKYCCTBO €CTb 3aIlMCh 3TOr0 cMelleHbs. OHO ero ciuchiBaeT ¢ HaTypsl. Kak xe cMmemaercs Hatypa?
[NoapoOGHOCTH BBIMIPHIBAIOT B SPKOCTH, MPOUTPHIBAs B CAMOCTOSTEIFHOCTH 3HaueHbs. Kaxylo MOXHO 3a-
MeHuTh Apyroto. JlrobGas nparoueHHa. Jlrobast Ha BBIOOp TOAWTCS B CBHIETENHCTBA COCTOSHBS, KOTOPHIM

OXBa4yeHa BCS MIEPEMECTUBINASICS ACHCTBUTEIBHOCTD, (1. 1871)

My conclusions are firstly that Pasternak secularises spirituality placing it within history
rather than in a transcendental world; secondly that he replaces or compromises the
individual's position in history by replacing or complementing personal responsibility by
consistently focusing on the generation as an actor in history; and thirdly that he renders that
generation's responsibility ambiguous by introducing the notion of a a life principle operating

within history

'8 Doktor Zivago can be called a novel about a generation, for although Jurij Zivago is contrasted with Paga Antipov and with his friends
Gordon, Dudorov, still the novel as a whole takes responsibility for all these men as members of the generation which came to maturity on
the eve of the First World War and the Russian Revolution.
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as a procrastinating force, which moves to make the generation behave in a certain way.
Although this principle is called human (oGmee denoBeuectBo), it seems to function as an
ahistorical force. Finally art is a theme or force which exceeds the unique, incorporates the
unique, at the same time as art is the mechanism by which the succession of fleeing moments
may be recognised as history, as a dimension. Pasternak was not passive in his reception of
the heritage of Russian spirituality; he modified those ideas in an active search for a
spirituality which would be adequate to the new and difficult age in which he found himself.

LUND
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