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Pushkin and the Poetry of Grammar

by

ANGELA LIVINGSTONE

Originally, this chapter, which now borrows a title from Roman Jakobson,'
was called “The Music of Morphology’. That title was abandoned when I
realized that to notice grammatical structure in Pushkin’s poems was to make
them stop flying past like music in time and begin standing still, as if in a kind
of space. For some time, I mentally subtitled the chapter ‘How Foreigners
Read Russian Poetry” and saw it as part of a future book called ‘In Praise of
Russian’. T still believe that something should be written under both these
(illes. Mcanwhile - this short reflection on the semantic suggestiveness of case
in Russian poetry, with examples from Pushkin, consummate manager of case
and its effects.

A great deal can be said about, for example, the opening lines of The
I'rophet - [IyXOBHOM XKaxXa010 TOMAM, / B TIYCTEIHE MPaYHOM $ BIAYMIICS’
("F'ormented by spiritual thirst, / I dragged myself through a gloomy desert’) -
about allegory, diction, sound, metre and rthythm, balances and doublings,
chiasmus, the unhesitant start in medias res, the implicit expectation of
interruption ... But there is also something more elementary, or more
clemental: the presence of cases. Mpaumnoit (gloomy) and myxoBHOI
(spiritual), despite same-looking, same-sounding endings, embody casal
sensations as different from each other as are the visible and audible
differences in their two nouns. But in respect of what do they differ? In
strength, status, concreteness, mobility, some kind of inner tension in the
rcading mind? It is easy enough to note the pleasing way the two pairs of
oblique-case words, as well as variously contrasting with each other, together
contrast with the Nominative (N), the so-called casus rectus, that comes in
line three (‘M mrecTUKRpLLILIN cepadum ...° [And a six-winged seraph ..."]).
Narrationally, this is the expected irruption of something more important than
wandering in a desert; grammatically, it is an indubitable and foregrounded N
taking over from the obscured N of Tomum (exhausted) and the unstressed N s
(I [first-person pronoun)). But still - what is it about the N? Do we actually
sense it as ‘rectus’, as vertical, upright, somehow right? And the ‘oblique’
cases as just that: slanting, diverging from an imagined plumb line? And how
does Pushkin use the elusive associations of cases, whether it be these (upright
... slanting ...) or some other kind, even harder to sum up?

Sometimes he enrols them in an exercise of mere melody, as in The
Nightingale and the Rose (Cosose# i po3a): ‘B Gesmonsun CaJloB, BECHOM,
BO Mrite Houer -” (‘In the soundlessness of gardens, in Spring, in the darkness
of nights - *). Here, the pattern of sound made up of four ‘v’ sounds and an
interweaving of ‘0’ (three times stressed, then twice unstressed) with ‘e’ or ‘i’
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(four times unstressed, then twice stressed), is enhanced, npt only by the
arrangement of repeated consonants, but also by the supporting structure of
cases: two Locative (L), then Genitive (G) phrases placed around a centrgl
contrasting Instrumental (I) which contains precisely those three main
melodious sounds: v, e, o (as well as echoing the ‘s’ of cagos [gardens] and
anticipating the ‘n’ of moueit [nights]). '

Sometimes he draws our more cerebral attention to the function of
cases, in a bold way that might be called ‘laying it bare’. The half-line ‘Ko
3ByKy 3ByK Heimer’ (‘Sound will not go to sound’), from Winter (BHA{.&),
contradicts itself in a paradox that firmly points up the powers of Ru§51an
inflexion. ‘Sound will not go to sound’: in English ‘will not go to’ is a single
unit, with nouns on either side like equal columns flanking a low castellated
gate. But the Russian creates a more dynamic relationship between N and
Dative (D), the latter implicitly directional and receptive to mo_vementfthe
former self-contained, able to move but not moving. Discussing this half-line,
A.D.P. Briggs has interestingly noted that it is sound, not .idea, image or
theme, that Pushkin worries about when he finds he cannot write; and h.e calls
Pushkin ‘a musical poet par excellence’ > But it seems to me that Pushkin here
neatly enacts the potential dullness of mere sounq (u-u-u) and composes a
conspicuous grammatical shape whose interest is wider than that. The concept
‘musical’ needs to expand beyond the phonic.

In these lines from The Upas Tree, the casal changes are rung- “Ho
yegorexa genonek / Ilocman K aHuapy BiacTHBIM B3rizsgoM’ (‘But mgn sent
man / To the upas with imperious look’) - as there are four nouns in .four
cases: Accusative (A), N, D, I - as occurs again in the two following hpes.
Each casce, moreover, is used in its primal meaning: the named (and naming)
actor; the object acted upon; the D of giving; the I of instrument. Yet the
dominant cffect is from the juxtaposing of the A and the N of one and the
same noun in such a way that the very grammar induces a moral thought.
lilsewhere, of course, Pushkin uses a similar device more light-heartedly. In
the line ‘Ioiyxoi rayxoro ssai k cyay cyap rayxoro’ (‘A deaf man
summoned a deal man (o the court of a deaf judge) an intellectual pleasure
arises when the first 1uyxoro (deaf man), an A, is echoed in the second, a G;
as happens in these lines from The Little House in Kolomna - “Ho 4ro xe
nesaer cylipyra / Ouna s oreyrersuu cynpyra?’ (‘But what does t.he wife
[lit. femalc spousc] do / Alone in the absence of: t.he husband [lit. male
spousc]?’) when the first cynpyra (spouse), a feminine N, mms out to be
identical with the second, a masculine G. Lacking cases, English cannot do
this, and the occasional attempt to do it, as in these lines by Thomas Dekker -
‘Dost thou laugh to see how fools are vexed / To add to golden n}lmbers,
golden numbers?”* - instead of producing a subtle case contrast (here it would
be D/A) produces only a jingle. .

A third kind of casal effect is the one with which I am most
concerned in this chapter, and of which I will use the phrase ‘semantic

Pushkin and the Poetry of Grummar 11

aurcoles’, a phrase Mikhail Gasparov introduced to name the connotations not
of cases but of the various metres.” This kind is more delicate than that of
cither sound or paradox, and may easily miss one’s conscious attention. It is
what Jakobson meant by ‘shadowy’ features that were yet able to be
‘expressive’ and ‘significant’, when he wrote that ‘[tjhe network of
grammatical categories determines the entire composition of our language,
and the characteristic features of this network, which remain shadowy in our
cveryday language, become infinitely more expressive and more significant in
poctry”.*

Jakobson compares the role of grammar in poetry to the role of
geomelry in painting: it is something you cannot get away from and must
make usc of, a ‘beautiful necessity’. His theory of the ‘semantic invariants’’
of Russian cases leads to illuminating analyses of poems by Pushkin, among
them  his unforgettable demonstration of how, in ‘Her s He IOpoxXy
M#'TeHKIIBIM Hacwaxaerbem’, (‘No, I do not value restless enjoyment’)
Pushkin describes two different acts of love-making largely through the use of
different  grammatical cases.® In Pushkin, says Jakobson elsewhere,‘a
masterful variation of grammatical figures becomes a device of thick
dramatization. There can hardly be an example of more skillful poetic
exploitation of morphological possibilities!”®

A glance at the history of the concept ‘case’’® may help explain the
power and [ervour of Jakobson’s semantic invariants theory, which I shall
give a bricl account of before returning to Pushkin. When the Stoics, who
were (he first to separate grammar from philosophy, developed a system of
speech (and it seems that the Greek for ‘parts of speech’ is stoikheiya [ta
wstoikheiva tos lexeos], pronounced ‘stikhiia™; they adopted the word piosis, ‘a
[ull*, for the noun-function I am discussing; this was translated into the Latin
for “fall’, casus, as, much later, into Russian as magex ™ 2

No one seems sure why these forms were called ‘falls’ or “fallings’.
To link them with Wordsworth’s indefinable sensation of ‘fallings from us,
vinishings’'' may well be going too far, although perhaps not a lot too far; for
when I furned for heavy relief from my pondering of Pushkin to poems by
R.S.Thomas, | found him saying, in one poem: ‘Kierkegaard hinted,
Heidegper / agreed: the nominative is God, a clearing / in thought’s forest
where (ruth / breathes ..."2 and, in another: ‘It is the nominative / that is
importunt, This was the spirit / brooding on the face of the waters ...""3

The Danish linguist Louis Hjelmslev (admired by Jakobson)
neeepled, however, that “fall” came from the game of dice: when the die falls,
one number is on top, upright, the others oblique to it. So the N became the
‘upright* case, from which the other cases ‘decline’. '* Alternatively, “fall’
may be us in (he verb ‘to befall” and mean the various chances and changes
which may belall any noun, its available fates (this could again, though, fit
with the game of dice). Some early grammarians characterized the N as
energetic or independent or concrete, the other cases as passive or dependent
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or abstract. Some called the G the case of distancing, the A that of
approaching, the D - of resting between the two.

Other views of case meanings have been put forward. Some are
related to the commonest function of each case or to its name: thus dative
suggests giving, locative - placing; others are more fanciful, the product of
individual conceptual habits. For, just as people give different answers to the
question as to how they visualize time (the future, say, or the shape of a year),
so they give different accounts of their sense of the spatial or figurative
qualities of the grammatical cases. Some, for instance, sense in the I a typical
curving or waving, a kind of lavish divergence from the centre, or tend to see
the G as a rising or suspension, the L as a grounding; the N, along with
terminally indistinguishable As, as poor but strong with the other cases rich
but diffuse, or naked while the others are clothed, or standing still while the
oblique cases gesture, even dance. Just how subjective these associations are
it is hard to say. But after some centuries of quite vigorous scholarly debate
about the matter, mostly using ideas of space and location, we have
Jakobson’s attempt at a firm and demonstrable theory."

Jakobson identifies three main qualities. These are ‘directionality’
(‘HampaBIeHHOCTS ), ‘marginality’ (‘nepudepunitrocts’) and ‘quantification’
or - more imaginably - ‘scope’ (‘o6BemHOCTE’). Every case except the N, he
writes, is marked by one, or by two, of these qualities. The A is directional; it
denotes an object towards which an action is directed and indicates that the
object is completely controlled by the action. The D is directional too, and
also marginal; it suggests that the object towards which the action is directed
exists independently of the action - at its margin - and is less controlled than
in the A. (‘Yay mere#i dbpannysckoMy s3bIKY’ is not the same as ‘IIpenonaro
nersM pariysckuit s351K’). The G is scopal; it “always indicates the limits
of the referent’s involvement in the content of the utterance’.'® This means,
adds the linguist van Schoonefeld, that an entity in the G has somehow an
extra-literary existence, an existence ‘independent of the verbal process’."” (In
my own gradual understanding of this, I take it to mean the G has some
quality of being hard to hold down, to get hold of.) The I is marginal; it
attributes a ‘peripheral’ role to the entity (or, adds van Schooneveld, a
transitory one)."® The L is both marginal and scopal. Meanwhile, the N is
unmarked, it is ‘primordial’ and ‘leading’; it names things, whereas all other
cases are - ‘in Aristotle’s apt definition, not names, but “cases of the name™”.”
In the hierarchy of cases the A is lower than the N. (‘Compata panuio B 60K’
is not the same as ‘Coirnar paseH B 60k’.)”

Of course there are many uses for each oblique case. But what is
meant is that at least a faint tinge of the primary meaning identified here
adheres to every use of a given case, or can adhere to it - and that this is
especially true in poetry, where it is like an echo of that case’s original
accompanying music, or like a recollection of the landscape in which we first
made its acquaintance. Thus to every I will adhere some tinge of ‘by means
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o', and some sense of the entity’s being marginal to the main utterance; to
every Gowill adhere some quality of not being wholly held down in the
ullerance, belonging partly clsewhere; to every A some sense of a direct
approach or attack or of'a complete envelopment by an action.

A noun’s or adjective’s shadows, then, or - more brightly - aureoles
are those of direction, of movement or stasis, of immersion, of influence and
control, scparateness or involvement, centrality or marginality, inclusion or
exclusion, kinds of connectedness, and of higher or lower positions, not in
respect of value but in respect of - what? Of freedom, one could almost
unswer, hence also of captivity. Of leading or following. Above all, of
markedness: the aureolic qualities, that is to say, are those of being either
noticeably defined in some colourful, limiting, way, or of being undefined and
open. Most of these features imply space and many imply structure. One
plimpses a pale architecture. Possibly they are related to the kinds of
nwareness that underlie dreams and tenuously accompany the waking mind, as
shadows do bodies. Certainly they are used - how deliberately? - for shadow
¢ltects by the poets who write in inflected languages.

Ilow may such qualities be taken account of when one reads a poem?
And are (hey indeed the same as those we experience when reading other
milected languages, such as Latin? It is interesting that van Schooneveld
deseribes Jakobson arriving on the 1930s linguistic scene, where everyone
was steeped in Latin and Greek, like this: “... suddenly, in the same decade
(here appears this native speaker of Latin (because, as far as case is concerned’
Latin and Greek are similar to Russian) who states that to him there is in his’
nalive language an invariant meaning for each case’.?! This may seem an over-
v.nnl'ldcnl assimilation of one language to another; all the same there is a
simple (ruth in it. Take, for instance, this characteristic passage from Catullus:

an patris auxilium sperem? quemne ipsa reliqui, GAcAcN

respersum iuvenem fraterna cede secuta? Ac Ac AbAbN
coniugis an fido consoler memet amore, GADb Ac Ab
quine fugit lentos incurvans gurgite remos? N Ac N Ab Ac
praterea nullo litus, sola insula, tecto, Ab NN Ab

nee patet egressus pelagi cingentibus undis: N G Ab Ab
nulla fugee ratio, nulla spes: omnia muta, NGNNNNN
omnia sunt deserta, ostentant omnia letum. 2 NNN Ac

(Shall T hope for the aid of my father, whom I myself deserted

(o follow a youth stained with my brother’s death?

Or console myself with the faithful love a spouse

who is fleeing, curving his tough oars in the wave?

Besides, the lone island is unfurnished with any dwelling;

no way to depart opens for me in the encircling waters of the sea;
no means of flight, no hope: all things are dumb,
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all are desolate, all show death.)

We find the poet filling several lines with, in the main, qblique cases bejfo?e
resolving the mode of this part of his poem into the N, whlqh comes in as if in
waves, bringing a short breathing-space or moment of cla'r1ty (albeit hgre the
clarity and stillness of desolation), something like the relief when a piece pf
music that has modulated into other keys ends with a cadence of chords in its
original key. . .

Pushkin often does something very like this, as in:

B KpoBU rOpHUT OTOHB JKEIaHbs,
Iyira To00M yA3BIEHA,

Jlo63ai1 MeHS; TBOH JT0033aHBS

MsHe ciallie MUPpa ¥ BHHA.
CKIIOHHCH KO MI€ TIaBOI0 HEXHOM,
Y na mounio 6e3MsSTeKHbBIN,

TToka mOXHET BeCEJbIA IEHb

W nsuTHETCS HOYHAS TEHb.

(In my blood burns the fire of desire,
My soul has been wounded by you,
Kiss me: your kisses

Are sweeter to me than myrrh and wine.
Incline your gentle head to me,

And may I rest serenely,

Until happy day takes its first breath
And night’s shadow moves away.)

Here the N strengthens towards the end, letting the turbulent statement
conclude on a note of peace and straightforwardness. In such ex?mples one
may well agree that the N is the casus rectus. A further stralghtfomard
example of this is the little poem Inezilia ( Heeznmbs) Where a I?as1c pattern
of N + I (primordial namer / leader plus its peripherals) d1gres§es into gestures
of A, D, G, in order to return to the basic N and to close on it. A subtler and
more elaborated instance of the affirmative emergence of the N is the poem
The Prisoner (¥3ruk: see Appendix) which, unusually, contains no GorD at
all. In stanza one, the N is imprisoned within oblique cases, predominantly the
I; then it is wholly absent from stanza two which, still building the casal
prison and not yet arrived at the release and affirmation, has 3xAand3x 'I,
i.e. six objects acted upon or peripherally engaged. But in sta}nza thrf:e all is
transformed. Except for 3a Tydein (beyond the cloud), a passing reminder of
the prison, everything is N: Mer (we), rruns! (birds), Gpar (brother)‘(l ar,n
unproblematically putting the problematic Vocative, as another naming ‘case’,
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in with the N), serep (wind), st (1 [{irst-person pronoun]); even the objects of
the action of seeing have become N: ropa (mountain), Kpast (regions).

*Under the blue sky’(‘IToy neGom rosy6uiM’: sce Appendix) may be
called an opposite to The Prisoner for the relative paucity of N in it and for
the way its sccond half is weighty with the prolonged presence of two oblique
cases. These are announced in advance, in line one, and, having read the
whole poem, we can attribute an instrumental peripherality to ‘blue sky’ here,
andl 0 genitival quality of being real-elsewhere-but-difficult-to-pin-down to
‘her own country’ - or do we sense these qualities, as we read this first line,
even wilhout advance knowledge of the poem? In the following seven lines,
(he N does oceur but is variously weakened, all three occurrences of st {a-
lirs(-person pronoun) being necessarily unstressed, for example, while ona
(8he) is ambivalent as regards stress; and the two stressed Ns, tens (shade)
nnd uepra (boundary), lose power (I would like to argue) not so much because
they denote things that are inconceivable (in another context they could be
conceivable) as because the theme of this poem requires that they be
inconceivable here. When the I arrives to fill lines 10-13, and the G takes over
lines 15-17, these cases do indeed appear to embody the Jakobsonian
(ualitics. Tor the passions recalled in five nouns in the I (twelve I words
nltogether) are indeed, the poem says, marginal to the poet’s life; and then -
aller two Ns, Mykwm (torments), 106085 (love), have reminded us of the
‘rectitude’ of emotional presences while being themselves syntactically denied
11 by the interrogation that encloses them - the row of five nouns in the G (nine
G words altogether) is indeed a list of things real elsewhere but having in the
poet’s present life only a partial, partitive, disengaged, unattainable quality.

Lastly, T wish to look at the poem The Caucasus (KaBxkasz. see
Appendix). Dmitri Blagoi devotes five pages to it in his book® and I will
make my points in relation to some of his. As he notes, while in The Prisoner
un cagle asks the poet to fly away with it, in The Caucasus this has
happened.* 1 would add that in The Prisoner they look across horizontally
[rom window to imagined mountain, sea and wind, and all these three spatial
phenomena are in the N with its hint of verticality; and the eagle, the desirer,
only gradually emerges into the N; while in The Caucasus poet and eagle are
high up in a vertical dimension and are as N as the Caucasus, i.e. as nature and
space, from the very beginning. Moreover, the thematic verticality is
reinforced by the three N at the start of the poem, all of them iambic and each
once opening a separate statement: Kaskas (Caucasus); omun (alone); opex
(cagle). Meanwhile, the four Gs in this stanza (three of them adnominal, the
kind attached to a noun, which Jakobson calls the most typical form of the G)
increase both the airiness and the poem-free reality of the location:
CTPCMHUHEI (precipice), TOTOKOB (streams), 06BaIOB (avalanches) - the last
(wo noticeably removed from the controlled and directed quality of their
connected As (which are contrastingly abstract to boot - birth, motion); and
crpeMuunnsl is linked to a noun which is itself in the G.
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I realize it is somewhat arbitrary to talk of the G’s “airiness’, even in
relation to Jakobson’s suggestion that a G noun is not wholly in the utterance;
but it is objective enough to note the interesting use of the N here. For in this
stanza, which defines the position of the speaker in the landscape (and perhaps
in the world), the grammar itself makes clear that, despite the glorious
freedom suggested by statements about being above everything, that freedom
depends on acknowledging one’s own secondary status. Frances Cornford’s
translation of this poem starts ‘I stand above the Caucasus’. But the poet does
not say this; he says ‘The Caucasus is below me’; with ‘me’ in the I, the case
of marginality, mono muo10 (below me). Nor does he say ‘I am on a par with
the cagle’, but: ‘the eagle is level with me’ - again an I, again ‘I" am
peripheralized. The one N word describing ‘me’ is oy, (alone) an adjective.
Clearly s (I [first-person pronoun]) is being avoided, and when it does enter, it
is placed in a position where it cannot possibly receive a stress.

Blagoi notes that there is no figurative language in the first seventeen
lines.”® Presumably the anthropomorphic rposmbix (dread: line 6) and
secerroM (happy: line 15), as well as the zoomorphic rHe3ATCA (nest: line 13)
count as non-figurative because half-erased by use. My comment is that the
lack of imagery makes the poem’s grammar the more perceptible and
important. It is important that the first stanza, in addition to the prominence
and subtlety of the Ns I have drawn attention to, contains as many as five
noun cases (all the cases except the D), possibly suggesting multi-relationality
of poet to landscape, and certainly giving this stanza its special character even
if we do not or cannot precisely define its case-semantics.

Blagoi points out that the poet here is not that arrogant or demonic
type high above ordinary life whom we met in Captive of the Caucasus, but is
one who now looks downward benignly.”® To extend this, I think that the only
way to make sense of the unexpected concentration upon the angry, frustrated
behaviour of the River Terek in stanza four is to associate it with the
passionate captive person the poet once was, and to see stanzas one (about
poet) and four (about river) as linked opposites.

The two middle stanzas are different from the first and the last, and
above all in the pattern of cases distinguishing them. After the dramatic
isolation among dangerous elements (stanza one) comes (stanzas two and
three) an optical descent through clouds, cascades, cliffs, then moss, bushes,
groves, past glimpses of animate beings other than the stark eagle (birds, deer,
the Aragva, a rider) - all moving into the landscape by virtue of the scopal,
spatial L and the directional D. A few oblique cases mark the stormy clouds,
falls and cliffs of lines 7-9, but lines 10-12 are entirely N, and lines 13 - 18
show a simple regular pattern of N plus L, along with two words in the D -
which was the sole case missing from stanza one, so that the D is now felt to
be the case of low-level absence of drama, the case of slow movement. But
the entry of the howling Terek in the deceptive last line of stanza three
(casally a repetition of the preceding lines but with cunning introduction of a
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notion of lierceness) suggests portial identification with the poet, lirst because
an with him, an internal life is hinted at after all the exiernal forms in slunza;
two and three, and, sceond, because of the collocation of all the cases in the
Iiml stanza, echoing the collection of nearly all of them that we noted in the
lirst, This is surcly the peak-stationed poet’s meditation on the turbulence he
onco felt and still could feel. He is like the Terek too in that just as he was
prammatically marginalized among the mountains, so the river, in the poem’s
lant line - (as well as being mentioned in the A, the case of being directly
vontrolled) - is subordinated to the concluding assertive N of ‘Hemsle
rpomin® (*dumb bulks’). The raging river is not free. The poet on the peak
han become free only by recognizing (as is reflected in the grammar) that he is
sibordinate,

Pushkin wrote another four lines to this poem which he did not
Include in the published version, lines associating the captive river with the
uppressed people of the Caucasus. Blagoi argues that scholars who think these
linew ought to be printed as part of the poem are wrong since Pushkin’s
lenving them patently unfinished was not due to the censorship but to the fact
that, despite his admiration for Krylov’s fables, he was opposed to giving a
poem i didactic, “applied’, conclusion, a moral.”’” I suggest that another reason
why they ought not to be included is that, through its grammar, the poem is
mithetieally complete without them. ’

Almost cverything that can readily be said about Pushkin’s use of the
"henutiful necessity” of the grammatical aureoles of meaning tends again and
apnm towards the thematic. The selection and arrangement of cases either
RUPPOLs or complicates the poem’s story, idea or picture. Yet there does
renuin something beside this, something which can probably only be
mentioned and admired, not fully said, let alone proved or analysed. The
¢lfect of the cases” presence as such is comparable to the effect music can
huve on us (once we stop thinking of music as melody). Here Schopenhauer’s
secount of music is helpful. Music, he says, represents not the world’s
phenomena, as the other arts do, but the mysterious Wille without mediation
(hrough appearances, so that:

suitable music played to any scene, action or event or surrounding
scems to disclose to us its most secret meaning and to be the most
acc.urate commentary upon it ... Also, whoever gives himself up
cntirely to the impression of a symphony seems to see all the
possible events of life and the world take place in himself,
nevertheless upon reflection he can find no likeness between the’
music and the things that passed before his mind.?

(nrum.mutlcal harmonies surely do this too, seeming to disclose secret
meanings, cven while issuing, like symphony or fugue, from a firm, complex
quasi-geometrical system of elements. ’
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APPENDIX

Here 1 shall take up briefly my earlier suggestion that an oblique-case noun
not showing a changed ending has further connotations than are covered by
the simple N A G D I L categorization. will say something about the poem
Arion in this connection. If, in that poem, the unchanged As (neuter and
inanimate-masculine) are grouped together with the Ns and called Group 1,
while all cases that show their obliqueness are called Group 2 - so that Group
1 contains words that look N and suggest direct action of a subject upon an
object, while Group 2 contains words that are and look oblique and suggest
multiple other relations - then we find that to Group | belongs everything
concerning persons other than the poet (or his persona), except for the first
word “mac’ (‘us’), which rapidly loses its genitivity, however, to the N of
‘muoro’; while the poet and the elements, though not without a share of
Group 1 words (TOHO; BUXODB, HEBEIl and four times ‘s’), possess all the
poem’s visibly and audibly oblique nouns and adjectives, those of Group 2.
This conclusion elegantly supports the idea that the poet at once belongs and
does not belong to the nautical/political action and that he is, like the
clemental turbulence, mainly oblique to the verticality of those ‘UHBIE,
mpyrze’ and their ‘casus rectus’. (I have not discussed the four Ls, tacitly
seeing them as setting the scene for all participants).

AproH

Hac 6bLI0 MHOTO Ha YEIIHE;

WHble mapyc HaIpATraly,

TIpyrue Apy>KHO yIXPaIA

Briry6bs MOIITHEI Becila. B THITuHe

Ha pyns CKIIOHICH, HAIT KOPMIIKK YMHbBIN 5
B Mo4aHbe OpaBUI IPY3HBINA YEITH;

U s - 6ecreynot Bephl MOMH -

IlmosmaM ¢ 1ed ... BApyr JT0HO BOIH

W3MAII ¢ HANETY BUXODPb ITYMHBIM ...

IToru6 ¥ KOPMILVK ¥ TI0BeL! 10
Jvmn 8, TAKHCTBEHHBIA IEBELL,

Ha 6eper BRIGPOIIEH I'PO30I0,

A ruMHBI TIpeXHUE OO0

W pu3y BIaXKHYIO MOIO

Cyu1y Ha COJHIE IOJL CKAIO0IO. 15

(1827)

r
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Ariton

There wore many ol us in the boat:

Some were trimming the sail,

Others were together pressing

The powertul oars into the deep. In the quiet
Lenning on (he tiller, our clever helmsman ’

In wllence sieered the laden boat;

And |- tull of carcfree faith -

I wung (0 the sailors ... Suddenly the bosom of the waves
Wi crumpled by a noisy swooping whirlwind ...
Helumman and sailor both perished!

Only [, the mysicrious singer,

lung out on to a shore by the storm,

I king my former hymns,

And my wel garment

I dry in the sun under a rock.

Yaun

CHKY I peineTkoi B TEMHRIIE CBIPOL.
ekopmarennnii B neole oper MOJIOJIOMN,
Mo pyerinii rosapur, Maxas KPBLIOM,
Kponnnyio tminy KIoer moy, oKHOM,

Koot i GpocaeT, ¥ CMOTPHAT B OKHO,
IKnK Gyjrro co MHOKO 3a7IyMal OIHO.
Honer Mest B3rIsoM 1 KPEKOM CBOIM
I snimostsaes xouer: ‘JlaBait yireTum!

‘I\I/Im BOJILHbIE NITHIBL; TIOpa, Gpat, mopal
I'via, 1jie 3a Tydeit GexeeT ropa,

:l :v,un, I'JlC CMIIEIOT MOPCKHE Kpasd,

I'vjw, 1ie rynsiem oums Betep ... ga a! ...’

(1822)

Prisoner

I sit behind bars in a damp prison.
A young cagle reared in captivity,

My sad comrade, waving its wing,
Pecks its bloody food under the window,
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Pecks and pauses, and looks through the window,
As if it had had the same thought as I [had].

It calls me with its look and its cry

And means to say: ‘Let’s fly away!

We are free birds; it’s time, brother, time!

To where the mountain beyond the cloud is white,
To where the regions of the sea are blue,

To where only the wind walks ... and I! ...

‘IIox HeOOM roJyOBIM ...

ITon HeGoM romyORIM CTPAaHBI CBOEV POTHON
Ona TOMHIACh, YyBAIAIA ...

¥YBsana, HaKOHEI, W, BEPHO, HAJI0O MHOU
Miagas TeHb yXKe JeTana;

Ho HemocTyHAA YepTa MEX HAMU €CTh.
HampacHo 4yBCTBO BO30YKIAN 5

W3 paBHOIYIIHBIX YCT I CIBIILAN CMEPTH BECTD,
U paBHOmYIIHO €1 BHUMAI f:

Tax BOT KOTO JIOOHMII S INIAMEHHOM IYIIIOU
C TakKUM TSKEJIBIM HaIPSKECHLEM,

C Taxo10 HEKHOIO, TOMUATEILHON TOCKOM,
C TaxuM 6e3yMCTBOM W My4YeHbeM!

I'me Myku, rie mo6085? YBI! B nyiire Moeit
Ijst GeHOM, IETKOBEPHOMN TEHY,

Ims cmagkoi maMsITH HEBO3BPATHMBIX THEH
He naxoxxy HH cle3, HU OEHH.

(1826)
‘Under the blue sky ...°

Under the blue sky of her native land

She pined, faded ...

Faded away at last and, surely, above me

Her young shade was already flying;

But there is an inaccessible boundary between us.
In vain [ tried to awaken [my] feeling:

From indifferent lips I heard the news of [her] death,
And indifferently 1 listened to it.

So that is whom [ loved with flamy soul

With such heavy intensity,

With such tender, painful ycarning,

10
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With such madness and torment!

Whvrc ire the torments, where is the love? Alas! In my soul
For the poor eredulous shade,

For the sweet memory of irrecoverable days, 15
I find neither tears nor blame.

3

Nunxuy

Kankai nojio Mmoo, OpnvH B BRIITHHE

Crolo gy, clieramu Y Kpast CTPEMHUHBI;
Opeil, ¢ oranennoit nogasgBmmCs BepIiII/IHLI
Hupwr nenojsuxsao co MHOU HapaBHe.
Oreeno w By noToxos POXIeHbe 5
H opnoe rposnex o6saos JIBAXKEHbE.

2

'I',um!l. TY'IH CMUDEHHO MIYT II0N0 MHOI;

C'wnoan nux, umsseprasics, LOYMST BOTOIAJBL;

,I Loyt M yrecos marme TPOMAIILT; ’

F'nm, 1ie, mox TOLIHH, KYCTAPHUK CYXOI; 10
A TUM YR potu, 3ereHbIe CeHm,

Pites ieemi 1eBeuyT, rue cKavyT omenHy,

A 'aM vk 1 o THesnITCS B ropax,

H nomwnor osipt no amaunsm CTPEMHUHAM,

l? HICTHIPL HHCXOAUT XK BeCeIbIM IonuHAM, 15
Five Murress Aparsa B TeHHCTBIX 6perax

1" HINHR HOC3JHMK TAUTCYH B ymenne ’

e Topek urpacr B CBHUPENOM Bece.m)é;

Hipuor u noer, kax 3seps MOITOJIOH,

"anugoninui 1MLy U3 KIETKH KeNe3HOI; 20
H Breren o Goper s BpaxJe GeCroIe3non

Homamor yreent rogopros BotHoR . ’

}!u'l‘lua! Her un nminm emy, au OTPAaJbI;

Fectwr oro 1poo nemsie TPOMAJEIL.

(1829)
The Cancasus

The Caucasus is below me. Alone in the height

I stand nbove the snows at the edge of a precipice;
An engle, risen up from a distant peak, )
Soars motionless on a level with me.




122 Angela Livingstone

From here I see the birth of streams
And the first movement of dread avalanches.

Here thunderclouds move humbly beneath me;
Through them, rushing down, waterfalls sound,
Under them are the naked bulks of cliffs;
There, lower, is scraggy moss, dry bushes;
And there, already, groves, green canopies,
Where birds twitter, where deer leap.

And there people, too, nest in the hills,

And sheep crawl along lush precipices,

And a shepherd goes down to happy vales,
Where Aragva rushes [between] its shady banks,
And a poor rider hides in the gorge

Where Terek plays in fierce merriment;

Plays and howls, like a young animal

Which from its iron cage has caught sight of food;
And beats against its bank in futile enmity,

And licks the cliffs with hungry wave ...

In vain! There is no food for it, no joy:

It is pressed by threateningly dumb bulks.
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