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THE CURVING SHORE OF TIME AND SPACE:
NOTES ON THE PROLOGUE TO PUSHKIN’S RUSLAN AND LUDMILA.

By James R. Russell,
Harvard University,
Cambridge, Mass.

30J10TO€ PYHO, T/I€ K€ ThI, 30JI0TOE PyHO?

Bcro nopory mrymenn MOpCcKue TSKETbIE BOJTHEI,

U, moxnHyB KOpabik, HATPYIUBIIHN B MOPSX ITOJIOTHO,
Onucceil BO3BpaTUiICs, IPOCTPAHCTBOM U BPEMEHEM IIOJIHBIN!

(“Golden fleece, where are you now, golden fleece?

All the journey long roared the heavy sea waves,

And, leaving the ship that had worked a canvas of the seas,
Odysseus returned, replete with time and space!”)

—Osip Mandelstam (1891-1938)."

“As lucid as you like or as deep as you choose to dive.”
—Adam Gopnik, on the Alice books of Lewis Carroll.?
PREFACE.

On a muddy winter morning in 1967, a ninth-grader was standing in a noisy, crowded line at the
cafeteria of the Bronx High School of Science, memorizing Mikhail Yur’evich Lermontov’s poem “The
Sail” («ITapyc») from a mimeograph handed out in Ms. Meisel’s first-year Russian class. An older boy
ahead of him— a fearsome upperclassman— noticed, and, with a gentleness he never forgot, carefully
wrote out for him in Russian script an enchanting poem about an oak by a curving shore, a learned cat, and
a forest whose unknown paths bore the footprints of unseen beasts. The magic and beauty of Pushkin’s
poem, like first love, never left the boy as he grew into a man: beneath the playful verses he felt there was a
great and powerful mystery. Most all Russians know every image in the Prologue to Ruslan and Ludmila;
and I imagine many a reader has wondered what profundity of meaning lies beneath the limpid beauty of
the light surface. (Pushkin’s friend Kiichelbecker thought Ruslan and Ludmila a lovely creation, but one
without any substantial meaning.)

' Concluding lines of the poem «30m0THCTOr0 MENA CTPYS M3 GYTHUIKH Tekia...» (“Golden honey from the
bottle streamed...”), 1917, in Ocunn Manugensiuram, Cmuxomeopenus, I[lpoza, bubmmoteka [losTa,
Mockaa, 2001, c. 66 (Osip Mandelstam, Poems and Prose, Poet’s Library, Moscow, 2001, p. 66).
Mandelstam wrote this poem of his own Tristia ex Ponto at the dacha of S. Sudeikin in Alushta, on the
Black Sea coast of the Crimea, where he had gone for a respite from the chaos of the Russian revolutions
and civil war. As has been recognized, it is plainly inspired by these lines: Heureux, qui comme Ulysse, a
fait un beau voyage,/Ou comme cestuy la qui conquit la toison, /Et puis est retourne, plein d’usage et
raison, /Vivre entre ses parents le reste de son age! “Happy is he who, like Ulysses, has taken a beautiful
journey/ Or like the one who has won the Golden Fleece, /And then returns full of experience and wisdom
/To live with his parents the rest of his days.” (Joachim du Bellay, 16" cent., Les Regrets, sonnet no. 31.)
Perhaps the change from use and reason to time and space reflects Mandelstam’s awareness of Einstein’s
thought. In Mandelstam’s poem being away has a relativity: the outward journey to regain Helen and the
return to Penelope are associated. So with du Bellay we have both the Odyssean nostos and the outward
voyage of the Argo to Colchis, whose shores the same sea washes as Tauris.

? Gardner, p. xvii (see text 5.2 appended to the end of this article).



This essay approaches that question, albeit with respect to the Prologue rather than the larger
poem: Is there the possibility of a profound, symbolic, spiritually fulfilling meaning? One starts with a
cursory survey of the history of the text, its literary context, and its reception; this is followed by a close
reading. One then employs an illustration of the poem after Pushkin’s death by the rather obscure artist
Ramazanov to establish a visual structure, as though the poem were ekphrastic, travelling from left to right
and up and down, onto the temporally sequential scene established by Pushkin: curving seashore at the
beginning, i.e., on the left; oak, Cat, and Poet at center foreground, with an undine in the branches above;
and mysterious forest on the right. Supernatural beings from Russian folklore and myth emerge from the
sea and fly through the air, creating a vertical pattern to the Otherworld vision.

One then maps Ramazanov’s illustration of 1843 in turn upon William Blake’s painting of 1821,
“The Sea of Time and Space”. Neither Pushkin nor his illustrator is likely to have seen it, though Pushkin
and Blake shared some interests and common traits: they liked Ossian and were interested in the epic and
mythological heritage of their respective nations, they saw themselves as prophetic voices in the cast of
Isaiah, and they were both irreverent, transgressive figures in their societies trying to invent a
fundamentally new aesthetic. So far, though we deal with parallels rather than filiation, we are still securely
situated in the contiguous environments of 19th-century Europe. But then, for the interpretation of Blake’s
painting, we must resort to material that, though very much more remote, is— one would plead— not at all
irrelevant. This is where the New York high school boy deploys the weapons of the mature Orientalist.

Blake’s sources for his painting, unlike Pushkin’s for his poem, can be traced to various
Neoplatonic texts of Late Antiquity, notably to Porphyry’s De Antro Nympharum (“On the Cave of the
Nymphs”), an esoteric interpretation of a mysterious image in the Odyssey of Homer; and from these it can
be established that the English poet has evoked a vision of a place outside the normal continuum of time
and space, a point of transit where some souls enter physical incarnation and others depart from this world
on the journey to heaven. There is a Gnostic religion, Mandaeanism, most of whose adherents now live in
southern Iraq and Iran whose founders, rebelling against the established Temple cult of Israel, settled to the
immediate south and southeast of Armenia. In the third century a man named Patteg, a proto-Mandaean,
and his wife Maryam Kamsarakan, whose name suggests Christian and Armenian connections, had a son
they named Mani who went on to found the great Manichaean faith: apparently he had close Armenian
associates and actively propagated his new religion in Armenia.

The layout and architecture of the Mandaean temple complex, the manda, explicitly embody the
structure, symmetry, and symbolism— for concrete ritual purposes— of the painting by Blake. Such
parallels, from the two antipodes of the Classical world, are striking, but not, ultimately, surprising: the
ideological sources and casts of mind and imagination of Blake and his Gnostic precursors are in many
respects kindred. Varied as the sources of Pushkin’s mythological learning are, in folk tale, European
poetry, and Old Russian epic, they are not Gnostic. The cosmic structure of the Prologue to Ruslan and
Ludmila is his very own: he has come up with a Slavonic Cave of the Nymphs by the power of his own
vision. There is his profundity; there, the mystery of his beautiful poem.

The second part of the essay explores the work of several visionary Russian writers after Pushkin:
Vladimir Nabokov, Velimir Khlebnikov, and Daniil Kharms— who have been inspired by elements of the
Prologue. They employ in their encounters with the poem new insights into the imagining of an
Otherworld: “trans-rational” (Rus. zaum ’) and absurdist lexicons and thematic structures (inspired in part
by the inventions, known to the Russians this time, of another Englishman, Lewis Carroll), non-Euclidian
mathematics, intentionally supernatural connections, the mystical teaching known as Kabbala, and graphic
experimentation (personal ciphers, and the enigmatic Voynich manuscript).

THE PROLOGUE TO RUSLAN AND LUDMILA.



Pushkin’s first great poema,’ Ruslan and Ludmila (RL), was approved by the censor Timkovsky
on 15 May 1820 and published in late July or early August 1820: he had begun it in 1817, while still a
student at the Lycée of Tsarskoe Selo; and he read the completed text to friends at the end of March 1820.
But before it appeared in print at St. Petersburg, the poet himself was exiled to south Russia and Moldavia;
in July 1820, in the Caucasus, Pushkin composed a sad Epilogue in which he mourns the departure of
poetic inspiration. RL is the second-longest poetical work in the corpus of Pushkin’s writings, after the
“novel in verse” Evgenii Onegin: it consists of six Cantos of 2,822 lines in all, in iambic tetrameter. The
sources from which Pushkin drew inspiration and background material are numerous: Ariosto’s Orlando
Furioso and Voltaire pervade the tone and spirit of the work; and Pushkin borrowed happily from the texts
of Russian epic (the controversial Old Slavonic Slovo o polku Igoreve, “The Lay of Igor’s Campaign”, or,
simply, the Igor’ Tale), of folk tales (skazki), and of heroic ballads (called now byliny, a conscious
neologism of Pushkin’s day). He drew also from contemporary artistic treatments of these old and folk
sources: Karamzin’s Il'ya Muromets and Zhukovsky’s ballads— especially “Rusalka of the Dnepr”. Like
many other Russian and European poets of his time, he was fascinated and moved by Macpherson’s
Ossian. The modern Irish novelist Colm Toibin, in his foreword to the first full, book-length English
edition and translation of RL, offers a vivid evocation of the contrary energies that find harmony in the
poema, as in so much of Pushkin’s oeuvre: “Pushkin thus came to the story of Ruslan and Lyudmila with
all the ironies and sense of crafty distance which his education had offered him. He had the energy of a
natural storyteller and the resources to usurp that energy... He managed what is almost unmanageable: to
offer parody and enchantment at the same time. He offered the mock heroic without losing the heroic.”
This evaluation shares the Russian critical insight into Pushkin’s “lightness” (yiérkocts), by which is meant
poetry whose playful gracefulness of style seems effortlessly to convey an extraordinary depth of meaning
and feeling. Yuri Lotman has observed that RL prepares the reader of Eugene Onegin for the irony and
contrast of Pushkin’s style.’

Zhukovsky’s acclamation, “To a victorious pupil from a defeated master,” has come to epitomize
the immediate popularity and success of the poem amongst the Russian reading public. The first edition
sold out at once, with some paying 25 rubles for a copy. Critical acclaim was to come somewhat later:
some critics found RL indecent, and I. Dmitriev, for example, wrote “A mother orders her daughter to spit
upon this tale” («MaTb T04epH BEJIHT Ha CKa3Ky 3Ty IUTIOHYTHY). Pushkin took all such insults to heart; so
years later he replied, in Fugene Onegin, “Of course the mother would have ordered/ Her daughter to read
his [works]” («Ero [Tpyabl] koneuHo MaTh/ Benema 6 modepu untath»). Though the criticism was trivial in
this case— the censor had approved RL for publication, as noted above, and had done so without requiring
any revisions or excisions— one has to notice the dark clouds gathering. Pushkin is the author of the
Gavriiliada, an obscene parody of the Annunciation; his own “Exegi monumentum” is a blague, a practical
joke, about Derzhavin’s earlier ode; he called Falconet’s equestrian statue of Peter I an idol (Rus. kumir)
and aroused the ire of the Emperor. There must inhere in Pushkin’s lightness and playfulness a tendency to
intentional transgression that characterizes much artistic innovation but necessarily leads to confrontation
with the established order and its canons of propriety and taste. Pushkin suffered ostracism, persecution,
and death at the hand of d’Anthés, partly because of his own transgressive character, and that of his work.°

3 The useful Russian word mosma has no exact English equivalent. It can be characterized as a composition
in verse, verging on the scale of an epic in length, whose theme, however, is more that of a novel or
romance.

4 Roger Clarke, tr., Alexander Pushkin, Ruslan and Lyudmila, London: Hesperus, 2005, p. viii.

SIO.M. Jlotman, ITywxun, CI16: UckycctBo—CII0, 1997, c. 194: Yuri M. Lotman, Pushkin, St. Petersburg:
Art-St. Petersburg, 1997, p. 194.

% Anthony Julius, a British lawyer, literary scholar, and art critic, offers a forensic exploration of the legal
ambiguities of the frequent conflicts between artistic creativity and conventional morality in
Transgressions: The Offences of Art, Chicago: University of Chicago Press, 2002. The aspect of sexual
misconduct, in the artist’s work or his life, seems to be a particularly frequent component of the
confrontation. An artist’s defiant response makes clear that the transgression is not an all-too-human
peccadillo but an ideological stance and protest, and thereby makes the rift radical, sometimes tragic. The
painter Thomas Eakins, whose use of nudity and whose possible homosexual leanings scandalized the prim
academic establishment of the arts in Philadelphia, declared in 1894, “My honors are misunderstanding,
persecution, and neglect, enhanced because unsought” (Julius, p. 44). That is, Eakins considered everything



Pushkin composed the Prologue (text 1.1: «¥Y nykoMopsbs...», “By the bow-curve of the
seashore...”) to the poem late in 1824, during his sojourn at his estate at Mikhailovskoe in 1824-1826. On
12 October 1826 Pushkin read the Prologue and other compositions to a gathering of friends in Moscow at
the home of D. Venevitinov; and in a memoir written forty years later M. Pogodin professed still to feel the
excitement of that occasion. It was published in the second edition of RL at Petersburg, 1828. The reviews
of the new edition stressed the novelty, individuality, and originality of the Prologue, which sketched out,
enthused the Moscow Telegraph, “a whole world of Russian tales presented by the hand of a great master
of Russian realities and fantasies.”” The Epilogue, which, as noted above Pushkin had in fact written in
1820, when he completed the body of RL, was also included with the text only in the second edition,
though in 1820 it had been published separately. John Bayley wrote that RL leaves the “feeling... of a
society apprehending itself... in a sort of microcosmic idyll.”® The Prologue evokes a microcosm of its
own; and it is on it that this study focuses. Pushkin based the first part of the Prologue on one of his
nursemaid Arina Rodionovna’s tales, which he jotted down in his notes (text 1.2); and Bayley observed that
in reworking the passage for his poem, Pushkin strove for the greatest conciseness, stripping the first line,
for example, of the unnecessary verb stoit, “stands”:’ the microcosm was to be as micro as possible.
Pushkin pared his own draft down further, excising the adverb tam “ there” (which will play a major, and
contrastive, role in lines 7-29) and a whole extraneous line (/ den’ i noch’ tam kot uchenyi/ Ne skhozhii ni s
odnim kotom “And day and night there a learned cat/ Unlike any other cat there is”")."’ The Prologue to
RL is not unique as an addition to a large work: Pushkin was to write one to Eugene Onegin''— but “By
the bow-curve of the seashore” is an extraordinary, independent poem that merits discussion on its own. It
is a powerfully compact work of visionary, mythological lyricism, and nothing decisively links it to the
poem it introduces. Indeed it is at variance with the latter: Pushkin heard the tale from a “monastic
chronicler” (RL V.225-228), not the Learned Cat of the Prologue. Lotman, noting the contrast between the
Prologue and the rest of RL, seeks to explain how the poet might have justified to himself its inclusion in
the second edition: “When working on RL, Pushkin was not yet able to penetrate the genuine world of
Russian folklore as deeply as he could after his stay in Mikhailovskoe. However, in preparing the new
edition the poet did not go about redoing his earlier poema. He introduced into it the excerpt ‘By the bow-
curve of the seashore...” and this illuminated the text in a new way, without changing it.”'

The Prologue can be divided into three parts: the introductory lines 1-6 that set the scene; the main
narrative and list, lines 7-29; and a coda partially recapitulating 1-6 but with an intrusive element. To the

he did natural and right. Two generations later, the Armenian poet Charents, a Pushkin scholar to be
discussed in a note below in connection with the poem “The Prophet”, was to be persecuted, then murdered
by the puritanical Stalinist régime, whose disapproval he incurred not only by his work, but by his defiantly
trangressive sexual behavior. Plus ¢a change...

7 Mockosckuii meneepagh, 1828, 4. 20, Ne 5, c. 78: «uenblii MUp PyCCKHUX CKa30K, B 3CKU3E
MIPEACTABICHHBIN PYKOIO BEIMKOTO MacTepa PyCCKUX OblIeH U HEOBLIHIIL.»

% John Bayley, Pushkin: A Comparative Commentary, Cambridge: Cambridge University Press, 1971, p.
49.

% Ibid., p. 51.

0See A.C. [Mymkwn, [Honnoe cobpanue couunenuil, T. 4, Mocksa: M3a. AH CCCP, 1937, c. 276
(«YepHoBotii oTpbIBok mpomoray): A.S. Pushkin, Complete Works, vol. 4, Moscow: Publishing House of the
Academy of Sciences of the USSR, 1937, p. 276 (“Draft excerpt of the Prologue™).

' «PasroBop kHuronpoaasma ¢ mosrom», “The bookseller’s conversation with the poet”: it should remind
one of another series of prologues situated in ironic detachment outside the action of the work underscoring
the artificiality of the latter. This is the prologue in Heaven (cf. the setting of the Biblical book of Job) and
the prologue in the theater (cf. the play Shakuntala of Kalidasa) preceding the first part of Goethe’s Faust.
The Prologue to RL is characterized, in contrast, not by an attitude of detachment, but by its opposite: an
immersion in the mythological material that is, if anything, deeper than in the poema itself.

"2 Lotman, op. cit., p. 758: Paboras Hax «Pycnanom u Jlroamunoity, [Tynikun emé He o0agan Toi Mepoi
TIPOHMKHOBEHU B ITOJUTMHHBIA MHpP PycCKOTO (oNbKIIOpa, KOTOpas cTaja JOCTYITHA eMy ITocie
npeObBanus B MuxaiinoBckoM. OHAKO, TOTOBS HOBOE M3JaHKE, TTOIT HE CTAJ TepeeiIbIBaTh CBOIO
PaHHIOIO ITO3MY— OH BBEN B HE€ CHHTE3UPYIONINHA (HOIBKIOPHBIE MOTHBEI OTPBIBOK «Y JIyKOMOPBS 1y0
3€JIEHBIN. . .», 1 3TO ITO—HOBOMY OCBE€THJIO TCKCT, HC MCHAA €T0.



third part belongs a concluding couplet that serves in part as a transition to the body of the poem. The
lexicon of the Prologue stands out, both from the rest of the work and from Pushkin’s corpus in general:
the characters come from Russian folklore, and some of them— Tsar’ Kashchei, the witch Baba Yaga, a
Learned Cat— appear only here."® The Prologue is exceptionally, densely populous:'* between lines 1 and
29 we meet the Cat, the Forest Sprite, a Mermaid (Rusalka), beasts, a hut on chicken feet, thirty Knights,
their Seaborn Sire, a Prince, a fearsome King, a Wizard, a Hero, a Princess, a Brown Wolf, the witch Baba
Yaga, a walking mortar, and king Kashchei gloating over his gold. That makes fourteen named, more or
less animate individual characters, plus the Knights, the unseen “people” (narod), and an unspecified
number of unseen beasts whose tracks appear on unknown paths. The other verbal material of the passage
is rich; but the word tam, “there”, stands out for repetition: it is met fourteen times (corresponding, indeed,
to the number of particular characters introduced), sure evidence that Pushkin intended his reader to regard
the Prologue in part as a mythological list, reminiscent of the mnemonic tour de force of ancient epic—
Homer’s catalogue of ships in the [liad, for example. The provision of such a list establishes bardic mastery
and authority.

It also creates an Otherworld strongly defined by the repeated adverb tam as separate from this
world; and the dense foregrounding of mythological realia— Nabokov called it the “iz-ness” of a story— is
also a salient feature of the literature of fantasy.'> If one considers the Prologue as ekphrasis— a literary
description of a picture— the hypothetical painting from which Pushkin worked would be a canvas full of
characters on land, in the sea, and in the sky, with exemplifications of diverse opposites: faithful virtue
(Princess and Brown Wolf) and degrading vice (the evil Kashchei with his golden hoard), or sorcery (Baba
Yaga) and its overthrow (the Hero riding the vanquished Wizard). This is a magical world, so creatures that
should be in one realm can appear in its reverse: Knights come out of the depths of the sea; but the aquatic
Mermaid is seated high in a tree. This is not a forced effect: there are submarine knights, and the rusalki of
Russian folk belief haunt the branches during the week of Rusalia, after the feast of the Trinity, to lure her
victims to be tickled to death of drown in a watery grave. It enables one to see into places normally
invisible, as one should expect of a cosmogram. (Pushkin plays on the roots ved- “know” and vid- “see”,
with their derivatives, as we shall see presently, to stress this perception of the marvelous.) And the whole
should be anchored by the central image of the oak, the world tree where the Learned Cat reproduces the
diurnal revolution of the heavenly spheres (i dnyom i noch yu: “by day and by night”) on his literal catena
aurea, literally spinning the tales and songs Pushkin is there to transcribe.'® This World Tree is the central

' The leshii, a forest sprite or hamadryad, appears once more in Pushkin’s oeuvre— but in an
autobiographical sketch that is more explanatory background to RL than it is a different work: He cmoTpst
Ha TO, YTO BCEM OKPY’KAIOIIMM HAaC CTPOTO OBLIO 3alpenieHO MyTraTh HaC BEAbMAaMH, JICIIMMH, JOMOBBIMH,
HSHBKH BCE—TaKH WHOT/Ia TOBOPIIIM O HUX MeXay coboro, “Even though it was strictly forbidden to those
around us to frighten us with witches, forest sprites, and house spirits, the nannies still sometimes talked
among themselves about them”: see AH CCCP, Mu—T si3piko3Hanus, Crosaps szvika Iywkuna, MockBa:
Tocu3at MHOCTpPAHHBIX U HAITMOHAJIBHBIX clioBapei, 1957, 1. 2, ¢. 479 s.v. (Academy of Sciences of the
USSR, Institute of Linguistics, Dictionary of the Language of Pushkin, Moscow: State Publishing House of
Foreign and National Languages, 1957, vol. 2, p. 479 s.v.). On Pushkin’s word for the bow-curve of the
seashore, lukomor’e, see vol. 2, p. 512 s.v. In his works, Pushkin used the word koldun “sorcerer” 17 times
(including RL, 1.280, where it is a koldun who has kidnapped the heroine); nevedomyi “unknown”, 35 times
but nevidannyi “unseen” only twice; rusalka “mermaid”, 10 times and rusalochka (diminutive), three.

4 See B.A. Komenes, I1epsas knuea Ilywxuna, Tomck: Bogoneit, 1997, c. 199 (V.A. Koshelev, Pushkin’s
First Book, Tomsk: Aquarius, 1997, p. 199): “The condensed [Rus. sgushchénnoe] beginning anticipates as
it were the world of Pushkin’s tales, that were not yet created.” The author also points out in support of his
suggestion that in the Prologue Pushkin uses thrice the word skazka, “tale”, which is found nowhere else in
the poema.

'5 Adam Gopnik apud Gardner, p. xviii (see text 5.2).

' In one Russian folktale, «X0uT IO TOMy CTOIOY YUEHBIH KOT. .. BHI3 HAET— IIECHH TOET, a BBEPX
MOTHUMAETCS— CKa3KH CKa3bIBaeT; TOJIOC €T0 3a TpHu BepcThl cubimen» (“A Learned Cat walks at that
pole... he goes down and sings songs; upwards he ascends, and recounts tales— his voice can be heard
three versts away”) (see A.H. AdanacweB, Hapoonwie pycckue cxasku, T. 1, Mocksa, 1984, c. 287: A.N.
Afanas’ev, Russian Folk Tales, vol. 1, Moscow, 1984, p. 287). In Derzhavin’s [Japv—/]esuya (Tsar -
Devitsa, 1812), «1 o BeTkam nTu4ku paricku/ Ckakupan 3amopckoit koT» (“And along the branches,



point where the poet brings everything invisible into plain view through the Logos of his imagination.'” A
painting cannot reproduce one effect, indeed: everything except Pushkin himself is in motion. The poet
alone sits immobile at the very center of the composition.

After line 30, Pushkin enters this magic cosmos, his own fictional landscape: between lines 30 and
35, the personal pronoun “I”, used five times (ya, 4x; mne [dat. sg.] 1xX), is the only animate inhabitant of
the coda, save for the Learned Cat, who belongs to the opening scene that is being recapitulated. In the
coda, all the verbs are 1% pers. sg. past (byl “[I] was”, pil “drank”, videl “saw”, sidel “sat”) until the Cat’s
sole govoril (“he told me his tales™), after which the verbs are 1™ pers. again, but now, strikingly, in the
present tense (pomnyu “I remember”, povedayu “I shall relate”). The density of the usage of the pronoun
serves, again, to stress the sudden and visible entry of the author. And the distribution of verbs
symmetrically from past to present, to either side of the Cat’s narration, suggests that Pushkin, the Cat’s
interpreter, forms a bridge between the mythological world in illo tempore and the present time of the
literary public. The unity of time of the Prologue is difficulty to define and contrastive, which suggests an
Otherworld quality of a great deal of time telescoped into a few sidereal moments. Pushkin recorded in his
notebook that the “thirty splendid knights” («rpuanaTs BuTsA3€# npexpacHBIX», who are to appear again in
his Tale of Tsar Saltan) “are the same down to a hair in the timbre of their voices, their height, and their
appearance; and they emerge from the sea for only one hour” («T04b—B—TOYb POBHBI U TOJIOCOM U BOJIOCOM,
a BBIXOJIAT OHM M3 MOPSI TOJIEKO Ha OJIMH 4Yacy); in the poem this happens at dawn («o 3ape»). But the poet
also avers that the Learned Cat recounted or spoke (Rus. govoril, in the habitual mode of the verb, as is pil,
“drank”, of the mead Pushkin there imbibed) its tales («cka3kn»), of which the narrator apparently
remembers but one («oHy s TOMHIO»); S0 there were more, and it all took much longer, then, than an hour.
If the Learned Cat is standing in for Arina Rodionovna, then it is in fact all his early childhood that the poet
telescopes into a single magic, radiant hour of dawn.

In the earlier section of the Prologue there is an incantatory, mantra-like couplet: tam na
nevedomykh dorozhkakh/ sledy nevidannykh zverei “there on unknown paths/ are the tracks of unseen
beasts” with the assonant, Indo-European etymological figure ved-/vid-: in the coda, Pushkin annuls both
negatives with videl “I saw”and povedayu “I shall relate”: these link knowing to seeing. Both vid- “see”and
ved- “know” come in Slavic from proto-Indo-European roots whose assonance goes back to the primordial
figures of the poetics of that giant language family. The poet has become seer and teller of what was
unknowable and unseen, bringing it to the outer, present world (Rus. svet), and to light (also svef). The
poet’s seeing and knowing of the invisible and the unknowable is underscored also in line 13, tam les i dol
videnii polny. The forest (les) looms darkly to the viewer’s right in the composition of the scene; but no
dale (dol) has yet been mentioned, though the two form a nice, traditional figure. They are full of what
Roger Clarke translates as “wraiths”; but viden ‘e/videnie, on the evidence of Pushkin’s own usage, might
be more precisely translated simply as “vision”. The reference seems to be as much to phantasms one
beholds in the dream state as to the prophetic or theophanic vision.'®

paradisiacal birds—/ Loped the Cat from Beyond the Seas”). Pushkin seems to have opted for a cat who
like a planet circumambulates the oak to stress the tree’s centrality, rather than go up and down or run
through the branches— where, in any case, the undine is seated.

7 Koshelev, op. cit., p. 200, notes that in 1820 Pushkin traveled in the company of General N.N. Raevsky
through the Pridneprovsko-Azovskaya steppe: in those parts there still stands the Zaporozhskii dub,
“Zaporozh’e oak”, which received sacrifices in ancient times. It was a place where Cossacks gathered for
councils, and is still sacred in Ukrainian tradition (see B.JI. Muxaiinos, «K jJokanmu3anuy mymkKHHCKOTO
JYKOMODBsL,» Bpemennux Iywkunckou Komuccuu, Boim. 26, CI16, 1995, c. 192—-196: V.D. Mikhailov,
“Towards a localization of Pushkin’s lukomor’e,” Bulletin of the Pushkin Commission, no. 26, St.
Petersburg, 1995, pp. 192-196).

"® In the Crosape asvika Iywkuna (Dictionary of the Language of Pushkin), s.v., are these citations:
T'epmanH. .. 3anucan cBoe BuaeHue (Hermann... wrote down his vision); TyT oH BUAHT 9y JHOE BHJCHBE:
Ha momocTe BaysroTcst TpyIbl (Now he saw a weird vision: corpses lay strewn on the platform); Omaax bt
yTpOoM LIapCKI/II\/'I YyBCTBOBAJ TO 6HaFO}IaTHOC PacCmoJIOXKEHUE ayXa, Korjga MCUTaHud ABCTBECHHO PUCYIOTCA
nepea BaMu, U Bbl 06peTaeTe JKUBBIC, HCOXKHAAHHBIC CJIOBA AJIs1 BOIIJIOIICHU A BI/I}]CHI/Iﬁ HalIux... (OHCC in
the morning Charsky experienced that blissful disposition when one sees one’s dreams sketched plainly
before one, and acquires vivid, unexpected words with which to embody our visions...); ... B HSICHBIX



Either way, the poet sees and describes alertly, where others cannot; and this is precisely the
quality of the prophet. In his poem of 1826 “The Prophet” (IIpopox), Pushkin uses images drawn directly
from the Biblical book of Isaiah to describe his painful transformation into a seer: his eyes and ears are
changed, and he is able to perceive the tingle of heaven, the flight of angels, the tread of monsters beneath
the sea, and the growth of the vine in the dale («zonbHeii 10361 mpo3sibanbe»).'” That is, Pushkin sees and
hears things in heaven, on earth, and below the sea that are invisible and inaudible to mere mortals— just as
in the Prologue. The link between the situation of the poet as seer in this poem and his self-identification
with Isaiah in “The Prophet” is of interest because, as we shall see presently, it is precisely Isaiah who
occupies the same compositional place as Pushkin, in a painting whose general structure and wealth of
mythological detail closely parallel the Prologue: William Blake’s “The Sea of Time and Space”.

Another collocation to the figure neved-/nevid- in the Prologue can be cited from Pushkin’s most
powerful work of Russian social and historical mythopoesis®’, that archetypal poema of St. Petersburg, The
Bronze Horseman (Meonwiii 6caonux), 1833. Peter the Great (d. 1725), founder of Russia’s “window on
Europe” (he did not think to pound a door through the wall), stands on the shore of the “barren waves” («Ha

BUJICHUSX MEpBOCOHU (... in those unclear visions one has when dropping off to sleep); Ha paccere ona
3apeMalna, Ho TOHKUH COH e€ OB BCTpeBOXKeH nevansHeIMU BUIeHISIMHA (She finally fell asleep at dawn,
but her light slumber was disturbed by gloomy visions). Pushkin refers here to the conscious, waking
dream, Rus. MeuTa, the dream in sleep, Rus. coH, and the intermediate state. A salient feature of Homer’s
strange, supernatural cave of the nymphs at Ithaka, to be discussed presently, is that it has two entrances—
one for gods and one for mortals— and shortly after Odysseus arrives there, is entertained by Eumaios,
and finds his way to Penelope, the latter explains to him that dreams have two gates: prophetic ones (i.e.,
divine ones) come through gates of horn, while false (i.e. personal, circumscribed, mortal) ones emerge
through gates of ivory (Odyssey 19.562-565). There is a correlation here, structural and thematic, that is too
obvious to ignore, of the point of entry of dreams and that of gods or souls. One scene is that of the meeting
of the two worlds; the other, of the consciousness of the two. So with his use of videnie Pushkin intimates
an oneiric state in which his mythopoetic landscape is perceived. On Pushkin’s use of themes and images
of dreams, and of their subsequent employment in Russian literature, notably in Gogol’s absurdist writing
foreshadowing Kharms, see Michael R. Katz, Dreams and the Unconscious in Nineteenth-Century Russian
Fiction, Hanover, NH: University Press of New England, 1984.

' The Soviet Armenian poet Elise C arenc (Yeghishe Charents), 1897-1937, loved Pushkin; and an
unpublished translation of the poem, entitled in Armenian Margare, “(The) Prophet”, together with a kind
of fugue based upon it, are found in his MSS. See J.R. Russell, “Ch‘arents‘ the Prophet,” Journal of the
Society for Armenian Studies 11 (2000), pp. 11-38, repr. in J.R. Russell, Armenian and Iranian Studies,
Harvard Armenian Texts and Studies 9, Cambridge, MA, 2004, pp. 1073-1099. It is worth noting, in
connection with the collocation of William Blake’s painting “The Sea of Time and Space” and the
Prologue to RL in this essay, that Bayley in his monograph on Pushkin (op. cit., p. 145), compares
«IIpopok» (“The Prophet”) to Blake’s “Hear the Voice of the Bard”, the first poem of Songs of Experience.
*The scene of the poema is the disastrous flood of 7 November 1824: Pushkin in the text speaks of Peter’s
having founded a city under the sea, and thereby connects Petropolis to Atlantis as a place of hubris, divine
wrath, doom, death, and enduring mystery. Since Petersburg itself survived both this inundation and
another exactly a century later, the Neva becomes in the work of later poets the locus of mystery and dark
kingdom of Persephone. That did not stop Mikhail Dmitriev from imagining in his poem «IToxBomHbIi
ropom» (“The City Under the Sea”), 1847, a descendant of the fisherman Peter saw mooring his boat to all
that is left of Petersburg: the point of the Admiralty spire protruding from the waters (see B.B. SIxoies,
Ilemepbype 6 pycckoii noasuu XVII-nepsou vemsepmu XX sexa, CI16: ®undax CIIOI'Y, 2002, c. 185—
186: V.V. Yakovlev, ed., Petersburg in Russian Poetry, from the 18th Century to the First Quarter of the
20th Century, St. Petersburg: Faculty of Philology of St. Petersburg State University, 2002, pp. 185-186).
Evgenii, a poor young clerk of noble ancestry ruined by the flood curses Falconet’s equestrian statue of
Peter, and the idol (kymup, kumir: Nicholas I disliked the implication and struck the word from Pushkin’s
MS.), detaching itself from its pedestal, pursues the crazed wretch to his death. In one stroke, Pushkin
created the two dominating myths of the city: that of supernatural malevolence and that of the alienated
man or “man from underground” (pa3HOYHHEI], YeTOBEK U3 MO0, U T.I..)— that animate the uneasy
visions of Gogol, Dostoyevsky, and their successors down to the present day.



Oepery mycTHIHHBIX BOTHY») of the Neva, where a sad Finnish fisherman casts his nets. Here and there
behind the monarch, wooden huts loom black here and there («uepHenn n30s1 31ech U Tam»)— “and the
wood, unknown to the rays/ of the sun hidden in fog/ soughed roundabout” («u nec, Hesedomwiii iydam/ B
TyMaHe cnpsamanno2o COJNHIA/ Kpyrom mymenn»). The tripartite spatial and thematic composition of this
opening scene of the work: river or sea (the emperor stands at the place where the great river flows into the
Gulf of Finland), central motionless figure in a space with marginal structures, mysterious forest—
corresponds grosso modo to that of the Prologue to RL. Here instead of nevid- “unseen” Pushkin has
employed the verb spryat- “hide”, preserving the long, sonorous form, though, of a passive participial form
in four leisurely syllables: sprydatannogo. The poet perhaps intends by having the sun’s visage hidden rather
than merely unseen to introduce the sinister note of Divine disfavor that will swell as the city founded by
the demonic autocrator is whelmed in dark floodwaters. The dark coloration distinguishes this poem
sharply from the sunlit dawn of the Prologue to RL. The negative feeling of alienation and unease is
intensified in other ways, too: one observes that the inhabitants of the gloomy landscape in this prologue to
The Bronze Horseman are all non-Russians (punckuit prroosnos, yoor(uit) ayxon(e)m: “Finnish fisherman”,
“impoverished Finn”), in sharp contrast to the happy profusion of Slavonic creatures in the Prologue to RL:
Peter, the Westernizing king, is building his new capital in an alien place!

The meaning of the word svet in the line povedayu teper’ ya svetu should perhaps be limited here
in the strict sense to high society— members of the Arzamas club, the customers of Smirdin’s Petersburg
bookshop, Pushkin’s friends. He does not seem to expect for this light work, at this early stage of his life,
the cosmic reading public of Exegi monumentum, “all Great Russia, and every tongue there spoken”. But
that was the public he actually did get— and svet still has also the broader meanings “world” and “light”. In
a prophetic poem about the fate of the world composed between 1910 and 1914, Golos iz khora, “A Voice
from the Chorus”, Alexander Blok speaks of the kholod i mrak gryadushchikh dnei, “the cold and murk
[thanks for this elegant correspondence to V.V. Nabokov] of the days to come” and the insane whirling of
the planets. The poem has the famous line Vsyo budet chernee strashnyi svet, “All blacker will shine the
awful light.” Though light cannot be dark save in the poetic imagination, and the image of the world and of
planets pervades Blok’s poem, the contrary image is still achieved in part because the primary meaning of
svet is “light”.' One presses this observation because Pushkin is making the unseen visible, bringing it to
light. The material of lines 1-29 of the Prologue to RL is unseen, not only because it belongs to a mythic
Otherworld, but also because it belongs to the heroic age of the past, cf. the couplet from Ossian that was
the original prologue and in the second edition precedes the first Canto: Dela davno minuvshikh dnei,/
Predan’ya stariny glubokoi, “Deeds of days long gone,/ Traditions of deep antiquity.”

This invocation of Slavonic antiquity by a bard setting out to recount a heroic poem should remind
one of a particular monument of the Russian heroic era, the Slovo o polku Igoreve: Pushkin begins the
Prologue with the memorable words u lukomor ’ya “by the bow-curve of the seashore”, a phrase he uses
nowhere else;”” but the Igor’ Tale does contains a similar phrase, iz luku morya, which Nabokov identifies

*'The English tr. of this line in Mochulsky’s Blok renders svet as “world”, one of its two meanings, but this
is definitely wrong. I doubted my intuitive understanding of the meaning of the word as “light” (cf. the
Hermetic nyktelios, “nocturnal Sun”, used notably by the Romantic poet Gérard de Nerval in his “El
Desdichado”) and polled a number of Russian friends at random. They all read the word as “light”, not
“world”. However there may still be an implicit contrast with the standard Rus. expression for the whole
wide world, belyi svet, lit. “the white world”. But note Mandelstam’s phrase «Ho4HOTO CONTHIIa HE
3aMeTHINb Th», “you will not notice the nocturnal sun”, and, a bit farther afield but still illustrative of the
poetic capacity to enflesh impossible contradictions, these lines from the song “Gates of Eden”: “Of war
and peace the truth just twists/ Its curfew gull just glides/ Upon four-legged forest clouds/ The cowboy
angel rides/ With his candle lit into the sun/ Though its glow is waxed in black/ All except when ’neath the
trees of Eden” (Bob Dylan, Lyrics, 1962-1985, New York: Knopf, 1985, p. 174). One recalls also George
Seferis’ verse, Angeliko kai mauro, phés “Angelic and black, light”.

22 Cm. Crosape asvika Hywkuna, 1. 2, . 479 (Dictionary of the Language of Pushkin, vol. 2, p. 479) s.v.;
this also places the action firmly in ancient Russian epic time, and indeed in RL, .57 (p. 7) he mentions the
bard Bayan. It is worth noting in passing that the hermit Ruslan encounters who has failed in love as



with a bend of the Sea of Azov (called Surozh in the epic) at the mouth of the river Don.”* The poet’s
plunge into glubokaya starina takes him to the first pamyatnik, the first monumentum, of Russian literature
itself: it is an assertion of his comparable stature. So Pushkin has not only crossed between worlds— from
one svet to the high Sver of St. Petersburg®*— he has also conquered Time.

The coda contains one element that is not in the initial stanza of green oak and Learned Cat, and it
is so casually introduced as to induce the reader to suppose the poet is concealing its novelty— a device
that serves to focus one’s attention more keenly. I tam ya byl, i myod ya pil, “And there I was, and the
mead I drank.” What mead? We have been told nothing of it hitherto, though the heroes will drink it in
1.96. Russian folktales often end with a requisite draught of mead; so the “and... and” could mean merely
that Pushkin did that too, did everything that is expected in the conclusion of a tale. Who gives the cup to
Pushkin, the Cat? The Rusalka? Baba Yaga, as she tilts past in her mortar? Or is this some divine potation,
the very stuff of prophetic and poetic intoxication, gushing out of a dimension beyond even that of the
sprites and witches? It is not the grape wine of Biblical climes, either, this drink— nor, indeed, the
Bordeaux of Eugene Onegin’s soirées— but honey-based, northern Indo-European stuff: the madhu- of
Vedic India and Iran, that with which the earliest Greek was methysmenos, “intoxicated”. The stressed
appearance of the author’s persona with potation, at least, is an intrusive element in the coda: Pushkin
wants one to notice he has been there. He is an Isaiah-like prophet, a new voice in Russian poetry and life,
the fulcrum and demiurge of his mythic cosmos, an Odysseus who has mastered space and time.

UT PICTURA POESIS.

In 1843, the year after the completion of Mikhail Glinka’s opera RL, N.A. Ramazanov illustrated
the Prologue (plate 1).° The oak, elevated on a hillock at the center of the composition, its branches
spreading to either edge, balances and knits together a very intricate, busy picture and draws the viewer’s
attention to Pushkin and the Learned Cat. The Rusalka on her branch, the captive Princess and Brown Wolf
on the left in the foreground, and king Kashchei on the right, form a light triangle pointing upwards, of
immortal, mythopoetic hyper-realities, superimposed symmetrically against the dark, funnel-like,
downward-pointing triangle of the oak, which has its roots in the black earth, the Slavonic mat’ syra
zemlya, source of the living-and-dying generations of leaves (and, metaphorically, of men). The purpose of
this arrangement is, again, to center poet and cat. On the viewer’s left is the curving seashore, with the
knights emerging from the waters and the prince in the air above them. On the shore, to the right of the tree
and just before the forest begins, are Baba Yaga’s mortar, the wooden hut on chicken legs, and so on. The
hut is originally in folk belief the witch’s; and it stands “as though on the invisible boundary between

shepherd, hero, and wizard (pastukh, geroi, koldun), recapitulates the Indo-European social triad of
herdsman, warrior, and priest.

2 Vladimir Nabokov, The Song of Igor’s Campaign: An Epic of the Twelfth Century, New York: McGraw
Hill, 1960, p. 113, n. on line 366. In the “Lament of the Women of Rus’” in the text of the Slovo: «...
B3MyTH pbKH U 03epbI; HCcCyIIM NOTOKK M 6010Ta, a moranoro KoOska u3b JTyKy MOps OT XKeTb3HBIXD
BEIMKBIXb TUTHKOBH TIOJIOBEIKBIXD SIKO BUXPb, BEITOpKe» cit. by Edward L. Keenan, Josef Dobrovsky and
the Origins of the Igor’ Tale, Cambridge, MA: Harvard Ukrainian Research Institute/ Davis Center for
Russian and Eurasian Studies, 2003, p. 279 f. Keenan, whose monograph is intended to prove that the
ancient Russian epic is in fact an inspired forgery based by a late-18"-century Moravian Slavicist on other
epic poems, notes that the phrase luka morya appears thrice in the Zadonshchina and in the Slavonic text of
the Wisdom of Ahiqar (Povest’ ob Akire premudrom) with which the MS. of the Slovo was bound. Dahl,
s.v., explains the lukomorskie polovtsy as steppe-dwellers (Pechenegs, Polovetsians) of the Azov littoral.

2% Pushkin finished RL on 26 March 1820. In mid-April the government learned of his political verses
(“Freedom”, “To Chaadayev”, etc.); and rumor had it he was to be exiled to the far northern monastery of
Solovki. But on 6 May of that year the poet was ordered from the capital to the South of Russia instead. He
was not to enjoy the high society of Petersburg again for seven years.

2 See MunuctepcrBo kynbtypsl PCOCP, Beecorosnuiii myzeii A.C. [lywkun: Kamanoe, MockBa—
Jlenunrpan: I'ocuznat «MckycctBo», 1957, ¢. 45, 271 (Ministry of Culture of the RSFSR, 4/l-Union
Museum of A.S. Pushkin: Catalogue, Moscow-Leningrad: “Art” State Publishing House, 1957, pp. 45,
271).



Home and Forest and was a special ‘liminal’ point for entry into the otherworld of folktale”.?® Thus, a
horizontal tripartite analysis yields sea to the left, land with a world-tree and the center and liminal space to
the right, and the dark forest to the far right.

If one approaches the picture using the vertical schema of reversed and superimposed triangular
patterns, Ramazanov’s own poetics of composition has, subtly and most certainly unwittingly, also
reproduced the schema of a common and very important Hindu yantra. The latter, a Sanskrit term meaning
something like “mechanism”, is the graphic counterpart of the mantra— the latter means hieros logos, a
word or sound of not only semantic value but intrinsic power. Some yantras are made for protective,
thaumaturgic, or healing purposes; when they are cosmic maps, or mandalas (lit. “circle”), they are
intended for meditation (dhyana). A mandala always has a central point (bindu) representing primordial
consciousness (chitta); and if mantras are written on a yantra, then the seed syllable (bija-akshara) is
placed on the bindu. Ramazanov’s yantra is the six-pointed star consisting of two intersecting figures: a
light upward-pointing triangle (trikona), generally symbolic of the male /ingam principle, against the dark
downward-pointing triangle that represents the female principle, the yoni. The yantra expresses the balance
and harmony of the multifarious powers in the universe of male and female, life and death, good and evil,
light and darkness. Pushkin, the Russian kavi (“poet-seer””) and his guru (“teacher”) Cat are bindu and bija-
akshara: the center, capable of poetic perception and creative consciousness, that generates the whole
through the logos— poet as poietes, “maker”, in the literal sense.”’ When Andrei Sinyavsky noted
Pushkin’s lightness, or when Bayley characterized RL as a balanced mixture of the heroic and the profane,
they perceived, this very cosmic clarity and symmetry, the serene and playful profundity of Pushkin’s lyric.
The mythic geography of the Prologue invites comparison with two parallel, graphic schemata. Both have a
serious religious and philosophical character, which sets them apart in intention from the Russian work; but
the boundaries between secular and profane may be violated when discussing mythopoesis, even when it is
as self conscious and even parodic as Pushkin’s.

WILLIAM BLAKE’S PAINTING.

One may compare to Ramazanov’s ink-and-watercolor illustration, with its horizontal and vertical
patterns, a painting dated 1821 by the English visionary poet and artist William Blake, The Sea of Time and
Space (plate 2). The picture is strikingly similar in both general composition and particular details. There is
a populous seascape to the left; a tree in the foreground center with a human figure nearby whose
singularity and importance is indicated by the unique use of red color in his vestments; and more figures
and an obscure cave on the right. It is also extremely and intricately busy, a cosmically huge vista of land
and sea full of humans, animals, mythological beings, and magical objects. It even has a watery sprite
entangling a man. The painting is a microcosmic allegory, but of what? Kathleen Raine suggested that
Blake was trying to represent the cosmic process of apogenesis and genesis: the descent of the soul into the
material world, its fate here, and its ascent at death into spiritual rebirth. She argued that Blake’s source
was the treatise De antro nympharum by the Neoplatonic philosopher Porphyry: “On the Cave of the
Nymphs” is an allusion to the grotto at Ithaka where Odysseus stored his treasures at his homecoming, in
the Odyssey of Homer. Following several mysterious allusions in the epic itself, the ancient interpreters,
regarding the Homeric text as a kind of sacred scripture, suggested that the grotto was an allegory of this
world, a place where fate was spun, whose two entrances represented the points where souls entered the
material world (genesis) and departed from it (apogenesis).”® Raine’s suggestion did not at first gain
general scholarly acceptance; but recently Christopher Heppner has averred that Raine, even if she

*BIL Mpomm, Acmopuueckue kopuu eonuednou ckasku, Jleannrpan, 1986, c. 58—64 (V.L. Propp,
Historical Roots of the Magical Folktale, Leningrad, 1986, pp. 58-64), cit. by Koshelev, op. cit.: «kax Ob1
Ha HEBUIUMOU TpaHu Mexy Jlomom u JlecoMm 1 OBIII0O 0COOCHHBIM TIOTPaHUYHBIM' TYHKTOM JJISI BXOJIA B
CKa304YHBI{, IOTYCTOPOHHUN MHUP».

" See S.K. Ramachandra Rao, Yantras, Delhi: Sri Satguru Publications, 1988, pp. 12-16. I am grateful to
Dennis E. Cordell for a copy of this book.

2 See Odyssey 13.96-112 for a description of the grotto, which is by an olive tree (cf. the 1y6 3e1éHsIif) on
the shore of the semi-circular bay (srykomopse!) of Phorkys, the Old Man of the Sea (msas1 Mopckoii!) at
Ithaka. Thomas Taylor’s (1758-1835) translation of Porphyry, On the Cave of the Nymphs, was reprinted
with an introduction by Kathleen Raine, by Phanes Press, Grand Rapids, M1, 1991.



overstressed a particular text whose details did not correspond with satisfactory exactitude to those of the
painting, was at least on the right track. The Sea of Time and Space, in his view, treats a Neoplatonic theme
and portrays the human life cycle, but draws its inspiration from multiple sources, including Thomas
Taylor’s translations and commentaries on Plato and Ovid’s Metamorphoses. He also argues that the man
painted boldly in red is the Biblical prophet Isaiah: Blake has combined the characters and symbolism of
different cosmologies, with a view to exalt Scripture and condemn paganism.”’ But Blake also refers in his
poema, Milton, to the sea of time and space after which the painting is named (text 2.3): the English epic
poet tragically descends thither, and sees the noble giant Albion, who personifies the sacred essence of
England, stretched out there in death. Blake was, like Pushkin, very fond of Ossian, the native British epic.
The cosmology of the painting may, thus, combine not only Classical and Biblical material, but Blake’s
own mythopoetic Albion as well. A few remarks on the aspects of Neoplatonism that might have attracted
Blake most strongly are in order here.

It may fairly be said that although Plato regarded the world as a legitimate entity, a part of the
great chain of being, physicality is nevertheless an inferior state to that of pure spirit. Consequently the
sojourn of the human soul during the term of the physical life of the body is the result of a descent from a
true and happier home. The meaning of our existence, so replete with suffering, is to be understood as a
hard schooling and purification preparatory to re-ascent to the realms of our origin. The world is a kind of
penitentiary (Gk. phylake); and death is liberation if it follows a virtuous life. The Neoplatonist school
emerged in the early Christian centuries, reflecting both a trend towards religiosity and spirituality in
philosophical speculation itself, and a pagan encounter with the Christian faith. Another, related set of
movements of religious thought in the period comes under the rubric of Gnosticism. Arthur Darby Nock
saw the various trends of Late Antique religious speculation conveniently (and, by orthodox Christians,
disparagingly) termed Gnosticism as an extreme, even deranged, form of Platonism, in which the sleep and
forgetting of this life is not so much a trial to be endured as a deception to be overcome. Where Platonism
situates the world low on a chain of being but still regards it as valid, the Gnostics tend to a radical dualism:
the world is bad and was created by a devil who has deceived his unlucky prisoners into thinking he is a
god. The world is not a hard but just penitentiary: it is a concentration camp run by a deranged cosmic
sadist.

Gnostic thinking is revolutionary kat’ exokhén, since of necessity it must reformulate the world-
affirming cosmology of the canonical religion that serves as its substrate in such a way as to demonize and
overturn the creator-god of that previous creed. Though the third-century Neoplatonist philosopher Plotinus
famously disparaged the Gnostics as rejecting the very universe to which they belonged, the Neoplatonists
nonetheless did regard physical genesis as a tragedy; and apogenesis, as the true soul-birth. Blake’s
contemporary William Wordsworth, and other Romantic poets who had access to the same translations of
the Neoplatonists as Blake, seem to have rediscovered the Gnostic ideology and the revolutionary
sentiment that was inseparable from it, and so relevant to the spirit of their own age. A salient feature of
Gnostic mythology is the introduction of a dense crowd of divine and demonic beings whose names derive
from heterogeneous sources, and who inhabit a spiritual world whose imaginal geography is superimposed
upon the template of an intimately familiar earthly one. We have already seen how Blake could combine
Neoplatonic, Biblical, and sui generis local, British imagery. He took an engraving of the Classical
sculpture of Laocodn and his sons being smothered by serpents, and re-interpreted it as Jehovah flanked by
Adam and Seth, surrounding the picture with dense graffiti proclaiming the truth of Hebrew art and
decrying its Greco-Roman usurpation. Such inversion and co-optation of pre-existing material is typical of
any new religion, but it is especially common in Gnostic writings.

William Blake’s propensity to make up his own supernatural beings had as its proximate
inspiration, as E.P. Thompson argued, the tradition of revolutionary, dissident personal visions cultivated
by Protestant sectarians, particularly the Muggletonians of the 17" century. The same sectarians are the
ancestors of a more structured and socialized new religion, Mormonism, that came into being in northern
New York state in Blake’s (and Pushkin’s) lifetime. Blake’s spiritual places and beings are fuse Biblical,

% The painting “The Sea of Time and Space”, 1821, was made with pen and ink, watercolor and gouache
on gesso ground on paper. It is reproduced, with discussion of Heppner’s analysis, in Robin Hamlyn and
Michael Phillips, eds., William Blake, NY: Abrams, 2000, pp. 192-193 and pl. 240



British, and imagined, glossolalic names. At this juncture, let us note some coincidences: Pushkin creates a
similarly dense landscape to Blake’s; and he populates it with his own, local Slavic mythical beings, much
as Blake uses Albionic material: both were interested in their national mythologies and were inspired by
Ossian. Though Pushkin identifies himself as the central figure in his composition, he regards himself, as
Blake does, as a prophet in the mold of Isaiah (who seems to be the man in red in Blake’s painting). As one
has seen in the epigraph to this essay, Osip Mandelstam, the most uncannily Pushkinian of modern Russian
poets, who wrote also a poem on Ossian, makes Odysseus himself the Sea of Time and Space, returning
after his otherworldly wanderings to the Cave of the Nymphs!

THE MANDAEAN CONNECTION.

One has likened Blake’s religious and artistic creativity to the activities of the ancient Gnostics;
and in adducing for closer comparison as a test case a discrete Gnostic system— a defined religion based
on Gnostic ideology— we shall see a striking and illuminating parallel to Pushkin’s Prologue.

Although it might be thought that Gnosticism, a fundamentally transgressive rebellion against the
world-affirming stance of a pre-existing religion, should be opposed to any establishment or institution as
part of the problem or deception it seeks to remedy, in fact there were in Late Antiquity at least two
established Gnostic religious institutions: the Mandaean religion, and Manichaeism, which originated from
it. The third-century religious reformer Mani (the name seems to mean “vessel”, to which was appended
Aramaic da hayye, “of life”, hence “Manichaeus”) was born in Arsacid Mesopotamia to a man named
Patteg, who followed the cult of the Mughtasila (Arabic, “those who baptize themselves”, i.e., the
Mandaeans, as we shall see presently), and a woman Maryam (i.e., Mary) of the noble Parthian clan of the
Kamsarakan, which was well established in Armenia. Christianity in Armenia boasts of origins in the
mission of the Apostles Thaddeus and Bartholomew. Though the Apostolic legend is strongly
mythologized, it is at least indisputable that the practice of the faith in Armenia long predates the
conversion in the early fourth century by St. Gregory the Illuminator of king Tiridates the Great. Given her
Christian name, it is thus at least possible Mani was the son of an Armenian mother. A list of his writings
mentions two Epistles to the Armenians; a Manichaecan Apostolic narrative may be a recasting of an
Armenian Christian Apostolic legend; and one of Mani’s companions at the time of his martyrdom was a
man bearing a name, Bat, that is best attested in Armenian. Manichaeism certainly existed in Armenia
thereafter, though it became a catch-all term for heresy in Christian polemic. Even so, the Paulician,
T‘ondrakite, and later heresies that flourished on the Armenian plateau have a distinctly
Manichaean/Gnostic flavor to them.

Mani created a complex, multi-tiered Gnostic cosmogony and cosmology, in which he created
some beings and borrowed many others from Christianity, Zoroastrianism, and Buddhism, averring that the
followers of these religions had misunderstood and corrupted the original revelations of their prophetic
founders. It was probably this strategy of re-interpretation of pre-existing teachings that earned the
Manichaeans the designation zandig, “explicator” in Middle Persian, which was maintained into the
mediaeval period in the Near East, cf. the Arabic loan zandiq, pl. zanadiga. Of course the seventh-century
Arab religious reformer, Muhammad, was to do much the same thing, presenting his new Scripture-in-
verse, the Qur’an (“Call”), not as an innovation, but as a clear (mubin) exposition of the truths of the Old
and New Testaments that the Jews and Christians had muddied over time. The Manichaean strategy was
parasitical: in the West, the translators of its scriptures gave their work a pseudo-Christian cast; in China,
the same teachings were phrased in such a manner as to make the Buddhist element predominant. Cultural
variation may account for some of this; but, given the malignant effect of Manichaeism on the earlier faith
communities it infiltrated, one might better liken the process to the adaptation of a virus to a host it is
invading. It is noteworthy that the one prominent, revealed religion of antiquity that Mani made no attempt
to co-opt was Judaism. Though Gershom Scholem perceived a Gnostic aspect in Kabbala, an internal
mystical trend in Judaism of uncertain beginnings, the Manichaeans hated rootedly the pro-cosmic Creator
God, the teleological history of the nation of Israel, and the Temple cult of Jerusalem. Part of the reason for
this seems to be that the cult of the abovementioned Mughtasila came into being precisely through a radical
rejection of and rebellion against Second Temple Judaism.



Though Manichaeism is long dead, the sect to which Pattég adhered still survives, as the religion
of the small Mandaean community of southern Iraq and Iran. The Aramaic designation manda‘ (da hayye),
“knowledge (of life)” (Mandaic Aramaic manda d hiia), is an obvious equivalent of Gk. gnasis itself, with
the mention of life familiar from the second element of the name of Manichaeism, though it has been
suggested that the Mandaic word manda is a loan from Persian meaning “dwelling”.** According to native
tradition, the early members of the community fled to a mountain in Media— northwestern Iran— they
named Harran gawaitha (“the Inner”),' in the days of king Ardban, i.e., in the Arsacid period. The
foundation of their faith is belief that the creative and sustaining force of the universe is the Great Life,
which comes to us through the waters of the Yardna, i.e., Jordan— this and other Biblical references in
Mandaean cosmology suggest their ancestors were native to the Land of Israel. But, as one may expect of
the precursors of Mani, Mandaean Gnosticism radically inverts the religion of the Chosen People: a
Hebrew name of God, Adonai, in Mandaean designates the melka, “king”, of darkness; and, scandalously,
Mandaeans commemorate in mourning the wicked host of the pursuing Egyptians whom God drowned in
the Red Sea in the Exodus!* The Mandaeans employ a form of Aramaic script peculiar to themselves: it is
employed talismanically, and each letter possesses a symbolic value. A salient feature of Mandaean
manuscripts is the employment of vividly angular line drawings of sacred beings, objects, and scenes. It is a
tradition that cherishes, as the Manichaeans did, long poetical texts, mysterious spells, calligraphic writing,
and the production of graphic art. William Blake would have found it most congenial. The complex of
Mandaean cosmology and mythology presents a richly heterogeneous plethora of beings, from the gods and
heroes of ancient Iran (e.g., Bahram, the yazata VoroOrayna of the Avesta; and the Saka hero Rostam
familiar from the Sah-name of Ferdos) to the Egyptian creator-god with Hebrew divine suffix, Ptahil. That
is, where William Blake lodges an individual creative protest against the Creator God of the establishment
of the Age of Enlightenment, whom he calls Urizen (i.e., “your Reason”) and shapes a cosmology within
his aesthetic craft, drawing from diverse sources, the Mandaeans do all this as an established religious
system. So when Blake paints a cosmic painting of the sea of time and space, with tree and prophet and
cave, expressing Neoplatonic and other values, one might hope to find a Mandaean parallel. And it is
found, indeed, as a concrete object, as no less that the central locus of the principal rituals of Mandaean life
and faith.

The name of the Mandaean temple complex in the literary language is mashkhana, lit. “dwelling
place” . This is, of course, none other than the Aramaic equivalent of Hebrew mishkan, a designation of
the holy Temple at Jerusalem. In common Mandaic the place is called simply the manda (plate 3), as
though it embodied everything essential to the Mandaean system. (It is noteworthy that the manda d hiia is
often represented as a great tree: cf. the tree at the center foreground of Blake’s painting, and Pushkin’s
green oak.) The manda is a hut enclosed by a fence within a sacred precinct. Only priests may enter the
building itself. It must be constructed near a source of “living” water, i.e., a yardna. Two channels— one
flowing in; the other, out— from the latter are dug, forming a bow-curve in front of the cult building. The
manda is, correspondingly, the place where the rites of the soul’s earthly genesis and apogenesis are
consecrated: the former being the baptism whose prominence is indicated by the early Arabic designation
of the sect; the latter, the liturgy of masigta (“ascension”) performed at death. The enfranchised soul travels
North over the great white mountain Sur, up past the guard-houses (mataratha) of the imprisoning
planetary demons to Ptahil: it boards a ship of light and travels across a kind of celestial Styx to the shores
of the worlds of light and bliss from which it originally came before the descent into matter.**

3% See E.S. Drower, The Mandaeans of Iraq and Iran, Leiden: Brill, 1962, p. 10.

3! The “outer” Harran would be the ancient city of Abraham’s sojourn, which lies a few miles south of the
ancient Syro-Armenian stronghold of Christianity, Edessa (modern Urfa, in Turkey). For centuries Harran
was the center of the Neoplatonizing, Gnostic Sabian religion, whose connections to the Mandaean faith are
numerous and obvious. So many of the early Mandaeans lived in regions contiguous to, or overlapping,
Armenia and territories inhabited by Armenians, on the south and southeast: Maryam’s Kamsarakan
kinsmen would thus have been likely to encounter them.

32 Drower, pp. 76, 89.

3 Ibid., p. 10.

3 Ibid., pp. 123-125, 197-199.



Since William Blake and the Mandaeans worked from kindred sources of inspiration— the
Neoplatonism of his De antro nympharum is not remote in time or ideological and religious orientation
from the Gnostic movements of the Second Temple period in Israel and the Arsacid period in Armenia and
Parthian Mesopotamia— it is not surprising that their visions of the geographic particulars of the meeting-
point of the spiritual and material worlds should, mutatis mutandis, coincide. There is no documentation to
suggest that Pushkin saw Blake’s painting; and it is equally certain he was innocent of the intricacies of
Mandaean orthopraxy. Yet his Prologue has its curving seashore, sacred tree, a kind of precinct, and all
sorts of beings coming in and out of the Otherworld. In the middle is the human figure observing or
controlling it all: Blake’s Prophet, the Mandaeans’ Priest, Pushkin himself.

In considering the Russian poem, one must concede that we deal with coincidence. C.G. Jung
might have preferred the term synchronicity — his acausal connecting principle — to coincidence; and
perhaps he would have adduced the Pushkinian correspondence as an example of the operation of an
archetypal pattern of the collective unconscious. Pace the critics of Jung’s methodologies: though
scholarship is defined by methods depending upon argument from material evidence and must exclude
therefore the inherently supernatural categories of synchronicity and archetype, it is also, on the same
grounds, not possible for a scholar to reject outright the possibility that synchronicity, archetypes, and the
supernatural may in fact exist, even if they cannot be adduced in a study of this kind.* It is, however,
reasonable to propose that Pushkin, in a manner parallel to Blake and the Gnostics, employed a “poetics of
composition” (the term belongs to the Russian Structuralist Boris Uspensky) in which the various
symmetries of the scene: curve of sea, space of shore, dark line of forest; central tree and author, drawing in
the viewer; the sense of entrance and exit at the meeting point of the mythological and the quotidian— have
a pleasing harmony that observant human inhabitants of the same world (with seas, trees, forests) are likely
to represent in much the same way, whether for ritual (Mandaeans), a painting (Blake, Ramazanov), or a
poem (Pushkin).

It is time now to consider the effect the Prologue, or elements of it, exerted upon some visionary
Russian writers after Pushkin; and how they developed these themes. The image of the Polaris-bound
Mandaean soul, freed from the body and rocketing over a great white mountain, reminds one of the
memorable confusion of white fountain and mountain, the punning misprint not nonsense but a web of
sense, in the near-death experiences recounted in the novel Pale Fire of Nabokov.

AFTER PUSHKIN 1: NABOKOVIANA.

Vladimir Nabokov completed another work by Pushkin, the unfinished drama Rusalka (1832).
The Rusalka-Mermaid is the mythological creature mentioned in the Prologue; so the striking appearance
of Pushkin in the poem is the element that surely inspired Nabokov’s final line in his completion of
Rusalka, where the poet is made abruptly, even absurdly, to appear with mildly comic alliteration:
«ITymknH noxumaet miedamm» Pushkin pozhimaet plechami, “Pushkin shrugs his shoulders.”® In his first

3% However one must stress that if an artist reads Jung’s books, for instance, it is merely perverse not to
acquaint oneself with Jung’s ideas when studying and interpreting the artist’s work. It is worth quoting in
this connection the important observation of James Elkins, On the Strange Place of Religion in
Contemporary Art, NY: Routledge, 2004, p. 52: “The difference between the art studied in universities and
the wider world of art practices can almost be defined by the acceptance, or rejection, of Jung. Inside
academia scholars make use of Lacan and other post-Freudians; outside it, and in studio practice, people
read Jung and Joseph Campbell.”

3% One should note, in addition to the obvious alliteration with the initial p-, the subtler employment in all
three words of an affricate series: §-z-¢. Cf. Nabokov’s cunning alliteration of the cluster gn- in the
following note. Nabokov published his addition under his nom de plume Sirin in Hoguwiii Kypran (The New
Journal), NY, 1942.2, pp. 181-184: see discussion by J.R. Russell, “A Scholium on Coleridge and an
Armenian Demon,” J. of the Soc. for Armenian Sts. 10 (1998, 1999 [2000]), p. 70 n. 24, repr. in J.R.
Russell, Armenian and Iranian Studies, Harvard Armenian Texts and Studies 9, Cambridge, MA, 2004, p.
996. From their correspondence we know that Edmund Wilson expected that Nabokov would provide an
unorthodox ending to Rusalka; but Nabokov responded, in a slightly condescending, didactic way, that
Pushkin would not have done so. An ineluctable quality of Pushkin is lightness and richness without



novel in English written in America, Bend Sinister, Nabokov enters the narrative at the end and allows the
hero, Adam Krug, to see him. This intervention reaches farther in thematic effect than Pushkin’s, since
Nabokov’s authorial entrance allows his character to discern a transcendent reality beyond the firing squad
within the fiction.”” But it is reasonable to suppose that the Prologue inspired it. As Jane Grayson has
noted, Nabokov in his completion of the drama drew upon mermaid tales going back to Classical myth and
prehistory. The myth of the mermaid, who avenges love betrayed by luring victims down to her watery
realm, evokes themes important to Nabokov: lost treasures, kingdoms, people. It is a tale also of
metamorphosis, of communication between two worlds.*® The topos of submersion, like that of ascension,
can be used to evoke transit from this world to the next, which Nabokov believed conceals a meaningful
symmetry we are to discover. So he uses the image to describe a point of literary criticism, in Pale Fire
(Library of America ed., p. 444): “Actually, it turns to be beautifully accurate when you once make the
plunge and compel yourself to open your eyes in the limpid depths under its confused surface.”

In the seventh chapter of the novel Bend Sinister, which Nabokov had originally intended to call
The Man from Porlock, with a nod to the locus classicus of a vision interrupted, Coleridge’s “Kubla
Khan”, there is a scholarly fantasia in which Ophelia, the Russalka letheana, or Mermaid of Lethe, floats in
the waters of a Coleridgean river god Alpheus; and her lover Hamlet’s mirror-double is Telmah, i.e.,
Telemachus: another prince in search of a lost father. (This is an early example of the use of meaningful
looking-glass words to multiply realities and evoke potustoronnost’, “Otherworldliness”, that Nabokov was
later to employ in Pale Fire.) It is plain that Nabokov had Pushkinian rusalki in mind for many reasons; but
one can also prove that the mermaid of the Prologue to RL in particular was of importance to him. The
center of Pnin is the Joycean “Pninsday” chapter, in which through the citation in a Russian class of
Pushkin’s poem of 1829, Brozhu li ya vdol’ ulits shumnykh, (“Whether I wander down noisy streets...”)
and other machinations, the author links the chronology of Pnin’s own life to the fateful dates of Pushkin’s.
This is preceded by the visit of Pnin’s estranged wife, Liza, a cruel and shallow woman whose poems are
obscene (and hilarious) parodies of Anna Akhmatova’s lyrics— the verses enraged Akhmatova when she
learnt of them.*® Pnin is the opposite of Liza in every way: his love and telepathic empathy with their son
Victor (this is a reprise of the Hamlet/Telemachus theme) is in contrast to her neglect; his loyalty and
kindness are brighter against the background of her callousness. Liza is a cheap imitator of Akhmatova;
Pnin shares an occult connection to Pushkin himself. After Liza leaves, the distraught, despairing, lost Pnin

innovation or, sometimes, even sublime content. But what Nabokov leaves unsaid in the exchange is that he
considers “Pushkin shrugs his shoulders” to be within the bounds of Russian classical conventionality. So
the basis for this conviction has to be its precedent, this Prologue.

37 Nabokov adumbrated this effect in an earlier novel written in Russian, ITpuerawenue na xasmo
(Invitation to a Beheading), where the hero Cincinnatus simply walks away from the scene of his execution
and through the flimsy fabric of the fictional reality, towards a world inhabited by people like him. Since he
has been accused by a Iudicrous totalitarian tyranny of gnoseologicheskaya gnusnost’ (“gnostical
turpitude”) for being insufficiently transparent, one must conclude that he is headed for what is to him the
Otherworld— and for the reader, this sublunar world— in which his libertarian, individualistic creator
dwells. Nabokov would have noticed that in RL the Rusalka provides a wonderful Otherworld for a knight
whom Ruslan hurls into the Dnieper: «... U cipimrao 66110, uTo Pormas/ Tex Box pycanka mononas/ Ha
XJIaJIHBI TIepcu npuHsuta/ U, skamHo BuTs3s J1o63as,/Ha nHO co cMexoMm yBiekna,/ M jonro mocie, HOYbio
temMHO#/ Bponst 6mu3 Tuxux Oeperos,/ boraTeips npuspak orpoMHsiii/ Ilyran mycTeHHEIX peibakos» (A.C.
Iymkwun, Iloan. cobp. cou., T. 4, c. 36= PJI 2.496-504: A.S. Pushkin, Complete Works, vol. 4, p. 36= RL
2.496-504) “And it was heard that Rogdai/ A young mermaid of those waters took/ To her cold bosom/
And, covering the hero with greedy kisses/ Conducted him away in laughter to the bottom,/ And long after
of a dark night/ The knight’s gigantic shade/ Wandering near the quiet banks/ Did frighten lonesome
fishermen.”

3% See Jane Grayson, “Rusalka and the Person from Porlock,” in Arnold McMillin, ed., Symbolism and
After: Essays on Russian Poetry in Honour of Georgette Donchin, London: Bristol Classical Press, 1992, p.
171.

3% She should not have taken umbrage. The Russian equivalent of Lewis Carroll’s parody, “How doth the
little crocodile...” in Nabokov’s translation of Alice in Wonderland is a parody, too— but of “God’s little
bird no labor knows, no care...” in Pushkin’s The Gypsies! On the influence of Carroll’s “Jabberwocky” on
Daniil Kharms, see text 5.



sits crying in his American landlady’s kitchen: Joan tries to distract him with ads in a magazine, one of
which shows a sailor, cat, and mermaid on a desert island. The sailor’s thought-balloon converts the semi-
human, semi-ichthyic rusalka into a full woman; the cat’s, into a whole fish. But the marooned sailor is
perhaps an intrusion of Pnin, who is called the “water-father” at various points in the book. Is the
shipwrecked feline a certain Learned Cat? If so, then Pushkin, communicating astrally across the poshlost’
(“vulgarity”) of American consumer culture, is telling Pnin that it’s all right. You are not lost. I’'m here in
the poem, and so are you— as me. As noted above, the fates of the two will become similarly merged in the
next chapter of Pnin, through Nabokov’s manipulation of dates.

It seems to me that Nabokov perceived in Pushkin’s lightness the liberating, luminous hope of his
potustoronnost’. In one stanza of RL, the kidnapped Ludmila decides to commit suicide by drowning— in
the original plan, Nabokov’s “My Poor Pnin”, the water-father, was to kill himself— but doesn’t. Early on
Pninsday, the hero teaches the poem in which Pushkin wonders where death will find him: v boyu [i, v
stranstvii, v volnakh “in battle, wandering, or waves”— and this strophe is repeated in a reverie towards
the end. The triplet: V volnakh reshilas’ utonut’,/ Odnako v vody ne prygnula/ I dale prodolzhala put’
(I1.351-353, p. 32) “She decided to drown in the waves/ But did not jump into the waters/ And continued
on her way.” And the following stanza ends with and even more playful, resumptive triplet, to stress the
cheerful lightness of the heroine’s essential nature: Ne stanu est’, ne budu slushat’,/ Umru sredi tvoikh
sadov!/ Podumala— i stala kushat’ (11.375-377, p. 32) “I shall not dine, I shall not heed:/ I’'1l die here in
your gardens!/ She thought, and thereupon began to eat.” Nabokov, who noticed that volshebnik,
“sorcerer”, was a partial anagram of his name and encoded it into his ars poetica, the poem “Fame”
(«CnaBay), must have delighted in the wittily Voltairean and quite disingenuous avowal by Pushkin, the
greater magician, in RL: Ya kazhdyi den’, vosstav ot sna,/ Blagodaryu serdechno Boga/ za to, chto v nashi
vremena/ Volshebnikov ne tak uzh mnogo (IV.1-4, p. 50) “Every day, arising from sleep/ I give heartfelt
thanks to God/ That in our times/ There aren’t very many sorcerers.”

Another of Nabokov’s concerns, allied to the problems of the Otherworld, of memory and loss,
and of preternatural affinity, was that of time. Speak, Memory begins with a disquisition on it;** and
towards the end of his earthly life the writer had Van Veen append an essay on it to Ada. Pushkin, as one
has suggested above, managed to transcend time in his Prologue. The rusalka, by appearing seated in a
tree, is a markedly Russian mermaid, different from the undines of other European folkloric traditions. But
she also serves as an emblem of the poet’s unique ability imaginatively to command the two worlds, to
transform both, and to effect their intercommunication. The seated rusalka prefigures the seated Pushkin.
His introduction of her is homage to Zhukovsky, whose ballad inspired Pushkin’s; and Nabokov in his time
further refracted with characteristic cunning the sorcery of his predecessors.

AFTER PUSHKIN 2: INTO THE FIFTH DIMENSION WITH KHLEBNIKOV AND KHARMS.

The aspect of glossolalia that one finds in the poetry of William Blake: the invention of names or
words that are phonetically impressive but often nonsensical or only para-semantic, like mantras— is of
particular importance when one considers how poets of the 20" century were to encounter Pushkin’s
mythopoesis and craft their own. The creative manipulation of sound and speech, whether to express the

40 Nabokov mentions a friend who had a particular horror of films made before his own birth, for they
depicted a world going about its business utterly without his existence. (After our death, we are not so
entirely absent, since some remember us, and our deeds leave their traces and effects.) It is certain that
Nabokov knew the writer and poet Delmore Schwartz: the latter wrote about the former’s work in
correspondence with the editor of the publishing house New Directions; and Mrs. Mary Kennedy of
Cambridge, Mass., who was then married to the Faulkner scholar Prof. Calvert Collins, recalled to me that
Schwartz and Nabokov were often in the same company as evening guests at her home near the Harvard
campus during World War II. So one wonders whether Nabokov ever read Schwartz’s short story, “In
Dreams Begin Responsibilities”, in which the narrator dreams he is seated in a cinema watching a film of
his parents’ courtship. He jumps up from his seat to shout: his horror does not come, though, from a
perception of his previous nonexistence, but from a desire never to have been born. It is no new sentiment.
Areion mé einai, the Greeks averred; and W.S. Burroughs used latterly to quote with approval the Mexican
adage, “The worst mistake is to have been born.”



personal apperception of a religious reality that normal language is inadequate to represent, or to shape a
new and mythopoetic literary vision, is common to early Christians and Gnostics, and to Russian Futurians
and absurdists, including two whose work is particularly indebted to Pushkin’s Prologue to RL, Velimir
Khlebnikov and Daniil Kharms. The latter in particular acknowledges a debt to Lewis Carroll, the author of
the poem “Jabberwocky”— which has been invoked, in turn, to describe the operations of ancient religion!
One can, in other words, reasonably adduce ancient Near Eastern religious data in the attempt to understand
ostensibly secular poetry of recent times.*' We shall discuss a Russian Futurian transmutation of the
landscape of the Prologue to RL, one in which time is made into a concrete object. So it is apposite to
mention that one of Blake’s likely sources, the 18"™-century English Neoplatonist Thomas Taylor, has a
rather tactile evocation of time that could have informed the image of water in Blake’s painting: “Even
time, with restlesse motion, slides away/ Like living streames.”* If one juxtaposes the pictures by
Ramazanov and Blake, the curvature of the shore of Pushkin's lyric may be not only Arina Rodionovna’s
traditional incipit to a skazka, but also a concrete evocation of time, in which the circle of repetition and the
linearity of change merge as a curve, a bow.

But it is Velimir Khlebnikov who first reflects in subsequent Russian poetry on this possible facet
of Pushkin’s work: the reduction of the temporal to a mere dimension like those of space— the creation of
a landscape of which the space-time continuum is but a component. The creatures and setting of the
Prologue to RL are diffused through several poems and prose pieces (texts 2.1-6) written around 1907 by
the budetnik “Futurian”, who evokes concisely a higher-dimensional, poetically envisioned universe
through neologisms in which such abstractions as time and feeling are made into concrete objects: beings
fly on grustyl’ya, “sorrow-wings” (2.6); a vidyaz’ “seer-knight” (2.3) accomplishes his quests; and the
landscape is dominated by vremysh “time-grass” (2.1). The mead is that vechnosti vino, “wine of eternity”,
particular to Russia (2.4); and the Rusalka (2.2) expands from a mythical creature into a being who
incorporates also the homonymic seasonal festival Rosalia. Pushkin’s izbushka receives a neologistic
epithet, vremataya, “made of time, chronish”; the forest itself is vremovoi, “timeful”. As for the “Russian
spirit” Pushkin extols in the Prologue (though playfully undermining Baba Yaga’s sinister taste for
Russians to eat), Khlebnikov underscores and celebrates the etymological link between the Slavs, slava
“glory”, and slovo “word, epic, lay” (2.5). Strangely, and coincidentally, the present-day British writer
Scarlett Thomas within her novel The End of Mr. Y has composed a sonnet as Prologue to an imaginary
work on an Otherworld. This Prologue begins with the evocation of a “time-wrought” seashore; and its
structure parallels in important ways that of Pushkin’s poem, through Khlebnikov’s lens (see text 6.1).
Thomas does share some interests, at least, with another Russian poet who revisited Pushkin’s curving
seashore: the absurdist Daniil Kharms.

Kharms (text 4.1) wrote two versions of a poem beginning with the line «Hano kukats
nmykomopbe» (“The curving shore [lukomor’e] deserves a coo”). The shorter and earlier version is in his
fourth notebook, dated 18 August—30 September 1925, in 34 lines on two pages. The incipit is pure
Pushkinian mythopoesis: the use of the word myxomopse in the very first line is sufficient to show this—
but with the simultaneous introduction of a rare but venerable verb from the Slavonic epic antiquity of the
Igor’ Tale that so interested Pushkin: kukats (kikat'). It is to be employed twice as an infinitive (1. 1,13),
once in a form of the 3rd pers. pres. (kuxaer, 1. 22), and once as a perf. ppart. reflexive (HakuKaBIINCB,
1.14). It is onomatopoeic, used of the call of a bird (e.g., «kuder sebenp Oemasy, “the white swan cries”; in
the Igor® Tale, Yaroslavna «3ersuueto keraer» “coos like a cuckoo™);** and it appears in the standard
Russian dictionary of Dahl (II, p. 107) immediately before the entry on xukumopa, kikimora. This is a
juxtaposition Kharms is unlikely to have failed to notice. For this is the name of a Russian mythical house
spirit who lives invisibly behind the stove by day and emerges at night to make mischief with looms and
spindles. One who sees her spinning will die, so it is likely these instruments retain their ancient
significance as symbols of fate. Variants of the name of this creature include kuka and kbika, so a

1 See the citations of Patricia Cox Miller, Morton Smith, and Hart Crane in the discussion of
“Jabberwocky”, texts 5.1, 5.2.

2 Thomas Taylor, Works of Plato, 11, 672, cit. by Christopher Heppner, Reading Blake’s designs,
Cambridge: Cambridge University Press, 1995, p. 250.

* Bdward Keenan, op. cit., pp. 243, 258, provides a list of ten birds in the epic, for whose song nine
different verbs are used. The zegzitsa, “cuckoo” (modern Rus. kukushka) uses kykati (modern kikat’).



derivation from kukaTh is at least possible (the element mora/mara means by itself an illusory vision or
sprite. If the kikimora is the “mara who cries (kikaet/kichet/kychet)”, though, then the derivation would
have to do with a sound rather than the bird-like appearance of other mythical, siren-like beings such as the
Sirin or Gamayun. For the kikimora appears as a woman with long, flowing hair: she is sometimes thought
to be the wife of the male house spirit, the domovoi. The kikimora likes not only settled habitations, but
empty houses as well; and she can be introduced into a new dwelling under construction by vengeful
carpenaars— who put a sort of little voodoo doll in the foundations— if the builder is stingy with the
vodka!

The mythical creature kikimora makes a brief appearance, in fact, in a play based upon the
Prologue to RL. Yulii Kim, whose bardic songs were popular among the Soviet generation of the 1960°s
and later, published recently a play, “Rusalka on the Branches: A Pushkinian Tale”,* in which Zhora, a
New Russian thug who owns a holding company called Lukomor’e and plans to open a sort of Russian
Disneyland, accompanies Sasha (i.e., Alexander Pushkin) to the real otherworld Lukomor’e in search of a
mermaid for a sideshow. To underscore the role in Russian culture of the new kleptocracy, the author
makes Zhora the latter-day catamite d’ Anthés, who murders Sasha but ends up as the transgendered fake of
his own freak show. Kim takes careful note of all the points where Pushkin has departed from the formulae
of the folktale: of the unexpectedly brown wolf, for instance, this colloquy: “Sashka: He isn’t gray. He’s
brown. Zhora: Brown means it’s a bear, Sanya.” (P. 378: «Camka: OH He cepblii— oH OypbIii. XKopa:
Byperit— aTo Mmexsens, Cans.») Where Pushkin has the innocent, exultant “There is the Russian spirit—
there is Russia’s scent!” and Baba Yaga perambulates on the land in her mortar, Kim restores the Slavonic
equivalent of a real witch’s threatening, cannibalistic “Fee, fie, foe, fum! I smell the blood of an
Englishman!” (p. 416: «®y, dy... 31ech pyccKkuii OyX... 31ech Pycpro maxaer», “Foo, foo... there’s a
Russian spirit/scent... it smells here of Rus’.”). In a nod to the masterpiece of 20th-century Russian
mythopoesis, Mikhail Sergeyevich Bulgakov’s novel The Master and Margarita, the Learned Cat
introduces himself by the name of Woland’s feline assistant, Behemoth (p. 374). So, on p. 379, the Wolf
calls the noxious Zhora a “swamp demon” (kikimora bolotnaya). Kim writes in a literature permanently
suffused in Pushkin’s charm, where Kharms has joined the stream of poetry loved and recited; so the
appearance in this intricately self-conscious play of the kikimora may be the imprint of the echo of a
Kharmsian bird whose kikat’ at the curving shore itself echoes both Pushkin and the archaic monument of
the Igor’ Tale.

The mixture of magical and folkloric resonances in a word reaching back to the beginnings of
Russian poetry, together with the power and symbolism of its onomatopoeic sound, would have multiply
appealed to Kharms: the word kikat’ would have lain on a boundary between the actual and the unseen,
between the semantic and zaum', rather like the obscure English words Lewis Carroll, whose work Kharms
read and liked, resurrected as neologisms in his compactly mythopoetic crypto-epic “Jabberwocky”. Did
Kharms realize the layered powers of his terminology? Since he uses kikat' so often in so many forms, it
means at least that he concentrated on the word— so perhaps he did. But as Lewis Carroll remarked in a
letter of 1896 to young readers, “Words mean more than we mean to express when we use them.*

The rhythm of Kharms’ poem, the phrase «u3 3a octpoBa» (“out from the isle”), and the reference
to Pechenegs, summon other old themes of Russian folk and epic culture: the ballad of Sten’ka Razin, and
the Polovtsy/Pechenegs of the Igor’ Tale. The mention of Alyonka (Anewnro, 1. 15) refers to the genre of the
Russian folk tale, or skazka; and Alexander, “half Asia”, the Minotaur, Phoenicia, and an Isle of Darkness,
belong to the fantasia of the Alexander Romance, with its panoply of mythical monsters, miraculous
locomotion, and adventures in remote, fabulous climes. Ammon may refer to the Egyptian god reputed to

* See Pycckuii demononoeuueckuii cnosapw, coct. T.A. Hosmukosa, CII6: Iletepbyprekuii macares,
1995, c. 210-218 (T.A. Novichkova, ed., Russian demonological dictionary, St. Petersburg: Petersburg
Writer, 1995, pp. 210-218), s.v.; W.F. Ryan, The Batthouse at Midnight: An Historical Survey of Magic
and Divination in Russia, University Park, PA: Pennsylvania State University Press, 1999, pp. 43, 227,
Linda J. Ivanits, Russian Folk Belief, Armonk, NY: M.E. Sharpe, 1989, p. 57.

 10nmit Kuwm, «Pycanka Ha BerBsx: [lymkuHckas ckazka», Mos mamywrxa Poccusi, Mocksa: Bpewms, 2003,
c. 362—440: Yulii Kim, “Rusalka on the Branches”, My Mother Russia, Moscow: Time, 2003, pp. 362-440.
% Martin Gardner, ed., Lewis Carroll, The Hunting of the Snark: The Definitive Edition, with an
Introduction by Adam Gopnik, New York: W.W. Norton, 2006, p. xxxii; see text 5.2.



be the divine father of Alexander of Macedon, who was depicted on coins with the ram’s horns of the
Nilotic divinity curling out of his leonine tresses (hence Alexander’s appellation in Qur’anic literature as
dhii’l garnain, “he of the horns twain”).

Kharms mentions also the word kabala (1. 6). The poet was fascinated by magic and the occult, by
Egyptian symbols (especially the ankh), and by the Hebrew alphabet and the Jewish Kabbala.*” In notebook
8 (18 October 1926—13 May 1927, 1.139) he provides a careful diagram of the Kabbalistic Tree of Life,
with the names of the sefirot transcribed into Cyrillic and translated into Russian; and in notebook 22, from
the early 1930’s, he lists the letters of the Hebrew alphabet, with their symbolism noted both in Cyrillic and
in a private cipher (I, 400; II1.147). In the latter notebook (I.416) he has a shorter list of the Hebrew letters,
alongside which is the Tetragrammaton, an apparent experimental mutation of it, and the phrase TAM 3V
JIMTEMBO, gam zu liteyvo, which is a transcription of an Ashkenazic pronunciation of the old Talmudic
maxim Gam zil la-tova, “This, too, is for the best.” So Kharms has taken the template of the mythical
geography of the Prologue to RL and has widened its reach to include the Asiatic climes of mediaeval
romance and the mysteries of the Kabbalah, whilst in his usage of kikat’ deftly fusing the poetico-magico-
linguistic practice of zaum ’ with the same springs of Russian folklore and mythology from which Pushkin
had drawn. And how might Kharms have seen his own place within his fantastic landscape? Kharms and
his fellow Ynnapwu, “Chinars” (this neologism, used as a designation of their literary circle, may refer to the
angelic ranks, Rus. chiny, in the mystical writings of Ps.-Dionysius the Areopagite on the structure of the
Divine world) were convinced that entities from a world or worlds that abut on or overlap ours can appear
as emissaries.*”® So the idea of the lukomor e as a transit-point of the Otherworld would not have seemed at
all bizarre to him: Alexander’s (?) island of Ammon, ships, perhaps a Kabbala in ruins like a sort of three-
dimensional text (unless he means the homonym, old Rus. kabana, a form of slavery or indebtedness),
storms “on order”, golden domes, the black earth, and Alyonya and the Pechenegs present the diffracted
geography of a mythical realm beyond space and time into and out of which the mind travels; and one
imagines Kharms at home in it.

CONCLUSION.

Pushkin’s Prologue, immortally famous in every way a poem can be, and perfect as the Russian
bard’s every line was, has of course literally and figuratively echoed down the nearly two centuries since he
wrote it. It is not surprising that later visionary geniuses of the Russian poetic art, perceiving the rich and
strange intricacy beneath its bright and simple surface, have refracted its multiple meditations upon myth
and story, poet and tradition, space and time and the joyful surprise that lies ever glimmeringly beyond. It
can be, indeed, as lucid as you like or as deep as you choose to dive— a lively South Russian seashore
where delightful creatures disport themselves around the Zaporozhian oak, or a sea of space and time
lapping against a mystic shore where a poet seated by the World Tree draws his readers into a timely,
multi-dimensional otherworld of transformation. One can enjoy the shimmering Voltairean surface or
submerge oneself in Neoplatonist, Gnostic, Armeno-Irano-Aramaic Mandaean depths, or do both:
Pushkin’s art admits the dualities of aesthetic and intellectual, even spiritual, pleasure.

There is a final duality adumbrated in the poem. The Russian literature that all the world cherishes
began with Pushkin, though it emerges from a written tradition, also, that is a thousand years old. The epic
and mythology in the poem are fresh and new, the stuff of a highly self-conscious Romantic “discovery” of
European antiquities. And Russia itself was the newest of the European state-empires: the sacrifice of
Moscow and the victory over Napoleon in 1812, in a way, marked its entry into the politics of the
continent’s great powers far more decisively than the reign of Peter the Great. The Slavonic languages are
excluded from some surveys of ancient tongues, on the arbitrary and misleading grounds that their written
monuments do not predate the fifth century AD. Yet the Indo-European poetic arts were pre-eminently
characterized by their orality: the Russians are equally an ancient people, kin to the Venedi of Tacitus; and

4" Pushkin was aware of his own Ethiopian ancestry; and one of his prized possessions was a seal ring with
a Hebrew inscription. He had some interest in the occult themes so popular among the Gothic writers of the
late 18™ century; cf. his Queen of Spades, for instance.

* See Eugene Ostashevsky, tr., OBERIU: An Anthology of Russian Absurdism, Evanston, IL: Northwestern
University Press, 2006, p. xxvii.
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their undeniably ancient language is steeped in the deep poetic structures of millennia. (In this essay one
has touched upon the play of ved- and vid-, for example.) Pushkin’s lightness and depth, his playfulness
and seriousness together, reflect a duality of Russia as venerable sage and strong and cheerful youth, the
nation’s antiquity and modernity. Taken together these are the wholeness of life, the integrity of vision, the
balance of time at whose center sit, talking, Pushkin and his Cat.

TEXTS.
1. ALEXANDER SERGEYEVICH PUSHKIN (1799-1837).

1.1. Prologue to Ruslan and Ludmila (A.C. Ilymkun, [Toanoe cobpanue couunenuil, 1. 4, Mocksa: 3.
AH CCCP, 1937, c. 5-6: A.S. Pushkin, Complete Works, vol. 4, Moscow: Academy of Sciences of the
USSR, 1937, pp. 5-6):

VY nykomophbs ny0 3eneHblit;/ 3naTtas nenb Ha 1yoe ToM:/ M JHEM M HOUYBIO KOT yueHbIl/Bce xomuT mo
nenu kpyrom;/ et HarmpaBo— mecHs 3aBoauT,/ HaneBo— cka3ky rosoput.// Tam gyneca: Tam
nemuit OpoxuT,/ Pycanka Ha BeTBsX cuauT;/ Tam Ha HeBeOMBIX Topokkax/ (10) Cinensl HEBUTaHHBIX
3Bepeii;/ M30ymika TaMm Ha Kypbux HOXxKax/ Ctout 6e3 okoH, O6e3 nBepeit;/ Tam nec u o7 BUACHHN
nonHBL;/ Tam o 3ape mpuxieIHyT BostHE! Ha Oper mecdansiif u mycroif,/ U Tpuanats BuTs3ei
npekpacHbIX/ Upemoi U3 BOJ BEIXOAAT SICHBIX,/ M ¢ HUMH AspKa BX MOpcKoit;/ Tam kopoieBry
mumoxozaoM/ (20) TTnensieT rposnoro naps;/ Tam B obnakax mepen HapogoM/ Uepes seca, uepes Mopst/
Komnnys Hecer OoraTeips;/ B TemHnIe Tam mapeBHA TYXHT,/ A OypHIil BOJIK el BepHO ciryXuT;/ Tam
ctyma ¢ baboro fAroit/ Uner Opener cama coboit;/ Tam naps Kamelt Hax 3maTom yaxuet;/ Tam pycckuit
nyX... TaM Pycero maxuaet!/ (30) M tam s Obu1, 1 Mex st vt/ Y Mopst Buaeln ay6 3enenbiit;/ [lox HUM
CHJIeN, ¥ KOT y4eHbIH/ CBoM MHe cKa3ku roBopwil./ OIHY s MOMHIO: cKa3Ky 3Ty/ [ToBenato Temeps 5
cBery...//

Jena naBHO MUHYBIINX THEH,/ [Ipexanss cTapuHBI rny601<0f/'1.49

By the bow-curve of the seashore there is a green oak;/ A golden chain on that oak:/ And by day and
night a Learned Cat/ Goes round constantly on the chain;/ He goes to the right— chants a lay;/ To the
left— recites a tale.// Wonders are there: there a Forest Sprite wanders,/ A Mermaid sits upon the
branches./ There on unknown paths/ Are the tracks of unseen beasts;/ A hut there on chicken feet/
Stands without windows, without doors;/ There wood and dale are full of visions;/ There at dawn roll
in the waves/ Onto the empty, sandy shore,/ And thirty splendid Knights/ File out of the waters,
bright,/ And with them their Seaborn Sire;/ There the Prince in passing/ (20) Takes prisoner the
fearsome King;/ There in the clouds before the people/ Across forests, across seas/ The Wizard bears
the Hero;/ There in a dungeon pines a Princess,/ But a Brown Wolf serves her loyally;/ There a mortar
with the Witch/ Wanders going by itself;/ There king Kashchei withers over his wealth;/ The Russian
spirit is there... there is the aroma of Rus’!/ (30) And there was [— and the mead I drank;/ By the sea |
saw the green oak;/ Sat beneath it, and the Learned Cat/ Told me his tales./ One I remember: this tale/ I
shall recount now to society...// Deeds of days long gone,/ Traditions of deep antiquity.

1.2. Y Mops TyKOMOpbs CTOUT 1y0, a Ha TOM IyOy 30JI0THIE IETH, U 110 TEM IIETSIM XOIUT KOT: BBEPX
HUJET— CKa3KM CKa3bIBacT, BHU3 UJET— IECHHU TOET.

By the sea, the curving seashore, an oak stands, and on that oak are golden chains, and by those chains
walks a cat: he goes up and recounts tales; he goes down and sings songs.

2. WILLIAM BLAKE (1757-1827). Text from Milton (composed 1804-1811), in The Complete Poetry and
Prose of William Blake, edited by David V. Erdman, commentary by Harold Bloom, Garden City, NY:

* I have included this couplet, a translation from “Carthon” in the Ossian of James Macpherson, partly
because in the first edition of RL it was both Prologue and Epilogue: true to the ancient form of ring
composition, it concludes Canto VI. But the separate concluding couplet also allows one at least the
fleeting feeling of the Prologue as a sonnet; cf. Scarlett Thomas’ sonnet, a parallel in some respects to the
Prologue, text 6.1.
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Anchor, 1982. Robin Hamlyn and Michael Phillips, William Blake, NY: Abrams, 2000, discuss the painting
“The Sea of Time and Space” (pp. 192-193 and pl. 240) and agree with the interpretation advanced by
Heppner, discussed above. The text from Milton in which Blake mentions the Sea of Time and Space,
though, is not cited.

2.1. And all the Spectres of the Dead calling themselves Sons of God,/ In his Synagogue worship Satan
under the Unutterable Name (p. 104, plate 11[12], lines 13-14).

2.2. The nature of Infinity is this: that every thing has its/ Own Vortex; and when once a traveller thro’
Eternity/ Has passed that Vortex, he perceives it not roll backward behind/ His path, into a Globe itself
enfolding, Like a Sun (p. 109, plate 15[17], lines 21-24).

2.3. First Milton saw Albion upon the Rock of Ages,/ Deadly pale, outstretch’d, and snowy-cold, storm-
cover’d—/ A Giant form of perfect beauty, outstretch’d on the Rock/ In solemn Death: the Sea of Time and
Space thunder’d aloud/ Against the Rock, which was enwrapped with the weeds of Death./ Hovering over
the cold bosom in its vortex, Milton bent down/ To the bosom of Death: what was underneath soon seemed
above,/ A cloudy heaven mingled with stormy seas in loudest ruin,/ But as a wintry globe descends
precipitant, thro’ Beulah bursting,/ With thunders loud and terrible, so Milton’s Shadow fell/ Precipitant,
loud thund’ring, into the Sea of Time and Space (p. 109, plate 15[17], lines 36-46).

3. VELIMIR KHLEBNIKOV (1885-1921). Texts from the ed. Benumup Xnebuukos, Codpanue couunenuil 6
mpex momax, CI16: Akanemudeckuit mpoekt, 2001 (Velimir Khlebnikov, Collected Works in Three
Volumes, St. Petersburg: Academic Project, 2001), cited by vol. and page no. In an autobigraphical
sketch of 1914, the poet notes that he was born 28 Oct. 1885 in the Astrakhan’ steppe, and “in my
veins there flows the Armenian blood of the Alabov [clan]” («B MOHX XMIax ecTh apMsIHCKast KPOBb
(AaGoBBI)»).

3.1. (I, 61): Bpembrmn — xambimu/ Ha o3epe 6epere,/ [ e kameHbst BpemeHeMm,/ ['1e Bpems kameHnbem./ Ha
Oepera o3epe/ Bpemsrimn, kamermn,/ Ha o3epa Gepere/ CBSIIEHHO IIyMSIIIHE.

(1907, 1908)

Reeds of time, blades of grass/ On the shore of the lake,/ Where the stones are time’s means;/ And time, a
thing of stone./ On the lake belonging to the shore,/ Reeds of time, blades of grass/ On the shore of the
lake,/ Sacred sussurus.

(In my translation I have rendered Khlebnikov’s invented vremyshi, a compound, pl., of viemya “time” and
kamysh’ “tall grass” as literally as possible, and have tried to retain the assonance of the final strophe. To
convey the cultural markedness of tall grasses to Americans, Walt Whitman provides the echo. Khlebnikov
himself was probably inspired to use these grasses as the incipit of his evocation of the mythical world by
K.D. Bal’mont’s Symbolist landscapes of the 1890°s: the poem Kamyshi, with its echoes of Poe, and the
famous Bezglagol 'nost’ (“Speechlessness”), with its strophe «HexsmxkHsIit kampim. He TpenemeT ocoka.»
(“The grasses are motionless; the reeds do not stir.””) Here is the looser, though more tuneful, rendering by
Paul Schmidt, tr., Charlotte Douglas, ed., Velimir Khlebnikov, The King of Time. Selected Writings of the
Russian Futurian, Cambridge, MA: Harvard Univ. Press, 1985, p. 16: “The streams of time/ On stone
dreams,/ The rush of streams/ On time’s stones./ Rustling sedge/ At the lake’s edge—/ Reverent hush,/
Reverberant rush.”)

3.2. (I, 46-47): Pycanka tenom roxyosiM/ Hemo0 ocernnux kpacoty/ Bocrets xotena./ Tyna, o, k Heii!
Tyna, o, x amM!/ 1 BMur k pexe! U Bmur B Bontny!/ Tyna, rae pens! Tyna, rae nena!/ Ho rae xe nens? Ho
rae xe teno?/ Ho rae xe uien? Ho rae moon?/ Ona, oHa, 0 y)Kac Cibllry, — 3ejeHas sxeHa!/ 1 Boruib ee,
touma ucmyrom —/ O yxkac, yxac, o copoM!..// Ha nmpocteiae k BeicokoMy HeOy/ Pycamoubero 3aMaHnHUKa
OI0PacHIBAIOT.

(1907)

A mermaid with sky-blue body/ The beauty of autumnal mutenesses/ Wanted to extol in song./ There, to
her; there, to them!/ Instantly into the river and the wave!/ There, where the shoal is; there, where the
foam!/ But where is object; body, where?/ Where is captivity; the captive, where?/ She, she, I hear the
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fear— wife all green!/ And a frightened mob is her howling,/ O horror, horror and shame!/ They toss the
mermaid's prey/ On a blanket high into the sky.

3.3. (1, 63): Bunsss Bunenwuii 6e3nmuknx/ Bepormm B siBu/ EcTh y3B6IBHOCTHIHB penkoii MedThl,/ B pycammsax
sBU rosryoomrm,/ beamepHoit, 6ecrienHol, OecruierHol,/ bectemnoit Mokomm/ EcTh pycanue xnsoei
meuThl,/ Ecth Pych xns6eit momupHoro,/ Xnsoei qoBemHoi yepthl/ JJoMupHOTO MUpa.

(1907)

The visioknight™ of visions faceless/ Of a thing of faith awake/ Is the hearkenfreezing of a rare dream,/ In
the Rusaliences’' of skyblueness waking,/ Of boundless, priceless, uncaptured/ Mokosh’*? light and
unconsoled./ There is a Rusalience of the gulfs of dream,/ A Rus’> of abysses before the world,/ Of gulfs
of the shape before form/ Of the world before it was made.

3.4. (I, 58): Poccus 3a0b1u1a HantuTKy,/ B HUX BedHOCTH OBIITO BUHO,/ U B IepBOM pa3o0paHHOM CBHUTKE/
Bocuia pokoBoe mucbMo./ Tl CBUTKY BHHUMaa HeMiInBO,/ Kak B3pocisiM BHUMaeT quts,/ U momnas
TaitHas cwia/ TeOs HaOmoqama HEXOTS.

(1907)

Russia forgot her potations:/ In them was the wine of eternity,/ And in the first scroll unrolled/ Fateful
script she read./ You listened to the reading laxly mute/ As a child hears an adult out,/ And a stealthy secret
power/ Regarded you against its own will.

3.5 (1, 63): Kto B cmtaBo6e waponeii, —/ CiiaBozeitrnoe uckyccro/ [Tountaet, cnaBsuuna/ Ha3biBas:
COJIOBEH.

(1907)

Who is wizard in matters of glory:/ His praise-crafter’s art/ Naming the nightingale/ Declares: Slav.**
3.6 (111, 32):

NCKYIIEHUE I'PEIITHUKA

... V1 6T MHOTHE ¥ MHOTHS: ¥ OBUTHA BPaHbI C TOJIOCOM: «CMEPTh!» U KPBUIbIMU HOYCH, U
MPaBJOIBETUKOBEIH MAMIOPOTHHUK, ¥ BpeMaTas 30yIIKa, ¥ JIUI0 CTAPYIIIOHKH B KUYKE BEUHOCTH, U 3JI0H
TeC Ha IeMH JHEH, ¢ A36IKOM MBICITH, U TPOTIa, TT0 KOTOPOH OeraroT CyTKH U Ha KOTOPOH OTIEYATIICINCh

%% Khlebnikov’s neologism, vidyaz’, with vid- “see”, patterned on vityaz’, “knight”, cf. Pushkin’s Prologue,
line 16. On Khlebnikov’s invented vocabulary, see Haranes [1epuosa, Crosapw neonozusmoe Berumupa
Xnebnukosa [Natal’ya Pertsova, Dictionary of the Neologisms of Velimir Khlebnikov], Wiener
Slawistischer Almanach, Sonderband 40, Mocksa, 1995.

3! Rosalie combines Latin Rosalia, a festival of roses and waters (cf. Gk. Anthesterion, and the Armenian
Vardavar, or Feast of the Transfiguration, to which Vyacheslav Ivanov devoted a dreamily lyric poem, to
which in turn Vahan Teryan testily replied in verses on the Armenian massacres that were going on at that
very moment), with rusalka. Nabokov’s Pnin thinks of Ophelia, the drowned maiden, the rusalka, in
connection with Russian summer festivals when garlands of flowers were cast upon the river waters.

52 A Slavonic god of the waters, cf. mok(r)-, “wet”; Khlebnikov connects the being to his other neologisms
ending here in —osh .

>3 Though many invoke Russia’s archaic name, note in particular Pushkin’s use of it in the Prologue: Tam
russkii dukh,/ tam Rus ’yu pakhnet!

3% On the issue of Slav-slovo-solovei, see J.R. Russell, “Solov’i, solov’i,” forthcoming in Festschrift Nina
Garsoian of the St. Nersess Theological Review, 2006; Rus. tr. in Poccus XXI éex, Mocksa, 2006.4, c. 156—
197 (Russia in the 21st Century, Moscow, 2006, no. 4, pp. 156-197). In his “star language” Khlebnikov
asserted the connective identity CnaBssHCTBO—BOCX0A—3BYK: CiiaBa ciioBa u ciaBa conHia. CHSHHAE CIIOB.
ConreuHnas npupoja ciioB. “Slavonicity-ascent-sound: The glory of the word and the glory of the sun. The
scintillation of words. The solar nature of words.” See Barbara Lonnkvist, Universe in word: Poetics of
Velimir Khlebnikov, Rus. tr. CI16: Akagemuueckuii [Ipoekr [St. Petersburg: Academic Project], 1999, pp.
70-71.
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CIIEIIBI THS, Beuepa U yTpa, 1 HeOOKOpoe IpeBo, O0IbHOE KYKaMU—TIHIIHIIBIINKAMH, U IOHEBOE 03€pO H
IJ1a3aCTOPOTHE KO3JIbI, U MOPJACTOHOTHE JINBA, U JICBOOPJIBI C TPYCTHIIBSIMHU BMECTO KPBIIHI M Ha JIFOOOBH
BMeCTO OOCOBH, U MAJIBYHUK, ITyCKAIOIIHIA C COTOMHHKH OJFTH MHP 32 JIPYTUM M XOXOUYIIHNA 0€33a00THO, H
OBLTO MJIaIEHIICKAMEHHOE JIOJKE, TT0 KOTOPOMY CTPYHIIUCH 3J7IbIe 1 OyHHBIE BOJBI M IIPOJIETAIO0 HA3KO Hal
3eMiiell COMHEHHUEKPBLIAs JTACTOYKA M TTeJ BJIIATOKIIMKHIA COJIOBEH Ha KOJKOB30POM IIMITOBHUKE, U CTOSIIA
orpajia u3 BpeMOBOTO TECY, U CKOPOSBETBEHHBIN CTPATHAK HUK HaJl BOJIOH, U OBLIO 03€p0, TJIe BMECTO
KaMHs ObLIO BpeMs, a BMECTO KaMbIIIIel ITyMeTH BpEeMBIIH. M 36I0MIINCh TPYCTHAKHN HAJl 03epoM. 1
TIJIaBaT MPaBAOXBOCTHIN COM, M JaBajia KpyTH PaBeHCTBO3yOas IIyKa, ¥ TOJTYKaMU OBICTPBIMU U
HE3aMETHBIMH IISITHIICS Ha3aJ — CIPaBEIIIMBOCTh — KIICHICHHBIN pak. M mecTBoBaIa BpeMsKIIIOBas aruIs
U TJIOTAJIA JIATYIIEH ¢ MEPOBOW UKPOW Ha IPUATHOBATHIX HOTAX, M OBLI CTapell, BO3ICIBIBABIINN JDKAHOE
T10JI€, ¥ MOJIOJIEKETIEPhI Kyp 3aCThUI Mepe] MPOBEICHHON YepTOH. ..

(1907)

(Paul Schmidt, tr., Ronald Vroon, ed., Collected Works of Velimir Khlebnikov, vol. 11, Cambridge, MA:
Harvard Univ. Press, 1989, p. 10: “A SINNER’S SEDUCTION. There were many of them, many of them
blackbirds with nightwings saying ‘Death!” and truthflower ferns and a timethatch cottage and the face of
an oldwomer in eternity's tripes and a snapping hound on a chain of days whose tongue was thought and
there was a path, and on the path one day followed another and left behind prints of daytime and evening
and morning, and a skybarked tree eaten up by fiddle beetles and a youngering lake and horneyed goats and
astonishing centipusses and girleens with whinings where they might have had wings and love instead of
lore, and a boy setting one world after another loose from a straw and laughing for he cared about nothing
and was a stretch of youngstones too and over it the swift and snapping water ran...”)>

4. DANIIL KHARMS (born JIAHUMI UBAHOBWY FOBAUEB, DANIIL [IVANOVICH YUVACHEV, 1905-1942).
Kharms a friend of Khlebnikov’s and a member of the Opnen 3aymuankos, “Order of Transrationalists”—
practitioners of zaum’. Texts from (I) Hauuun Xapwmc, [lornoe cobpanue couunenuii: 3anucHvle KHUNCKU,
onesnuxk, xaura 1, CI16: Akagemuueckuii mpoekt, 2002 (Daniil Kharms, Complete Collected Works:
Notebooks, Diary, vol. 1, St. Petersburg: Academic Project, 2002); (I1) ITosmut epynnvt « OFIPHUY », ox,
pen. M.b. Meiinaxa, bubnuoreka noara, 6ospmas cepus, 3—be usf., CI16: CoBerckuii mucarens, 1994
(M.B. Meilakh, ed., Poets of the Group “OBERIU”, Poet’s Library, Major Series, 3™ ed., St. Petersburg:
Sovetskii Pisatel’, 1994). For Kharms’ cipher, Kabbalistic diagram, list of Hebrew letters, Osiris-symbol,
etc., see [ and Pucynku Xapmca, coct. 10.C. Anekcanapos, CI16: M3a—Bo MBana JlumbGaxa, 2006 (Kharms’
Drawings, compiled by Yu. S. Alexandrov, St. Petersburg: Ivan Limbakh, 2006).

4.1 (1.45):

(JTucm 11 06./ Fol. 11b) Hamo kukaTh JIyKOMOphe/ JIJIsl KOHIONICHHOH €371/ U3 32 OCTpoBa AMOHBsI/
BHHOTpAaJa 1 Y316/ M pyKoH €€ BepTenn/ U pynHa Kabana/ ¥ 3aKa3aHbl MEeTeNN/ 30JI0THIe KOTIOIa/ M 94eT0—TO
pasoenstaut/ (10) KamaBeiikoro B gainu / a Ha Hebe kopabnsmu/ mpobderanu kopadiau/ Hallo KUKATh
yepHO3EMOM/ a HAKMKABIINCH B TPyOy/ KyMadeByio AJleHI0/ 1 pynHY Kabay/ He CMOTPH Ha IedeHery/ He
yBuaui(s) (kabany) xoue (2 up36./ two lines illegible) (Jlucm 12/Fol. 12a) a B 3a3épax IpyruMH
azapabsiMi/ (20) TeaerpaMMOr0 Ha BepcTax/ aleKCaHAPpy TaK U KaXeTcs/ KTO—TO KHKaeT 3a KycThl/ (0T ypa
JI0) TeJBIH JIGHB JI0 3aKaTa Beuepa/ OT mapyum 70 (3aKaT) MaJIeBOK KHSA3EBBIX/ BCTAHYT (HENIOAH?)
n3yBeueHo/ Tomamu cuHuMU [lonyasun/ Astlekcanapa Ko3sT apadu (sic!/)/ menslii oCTpoB eMy OOBEKOI/
AnexcaHIp Ko3uT kKopabns/ (30) MuHOTaBpa 1 YenoBeka/ M amocTora 36112 MOKpOM/ 4epes3 IS0
onpakunyn (sic!)/ B Mope ocTpoB B Mope [loreMbe/ B Mope miapka QUHUKUH

“The curving shore deserves a coo/ For riding from the stable/ Out from the isle of Ammon/ Where there
are grapevine growing, reins./ She was spinning with her hands,/ And there the ruins of Kabbala are.>®/

> Vasilii Kamensky gave Khlebnikov an advance for this piece, recognizing in it a completely new and
exciting poetics. The poet promptly spent the money at a Caucasian restaurant, hiring musicians and dining
on shashlik (see Codpus Crapkuna, Beaumup Xnebnuxos, koponv epemenu: buoepagus, CI16: Buta Hosa,
2005, c. 75: Sofia Starkina, Velimir Khlebnikov, the King of Time: A Biography, St. Petersburg: Vita Nova,
2005, p. 75).

*% The Rus. kabala has two meanings: either Jewish Kabbala, or, with the very same spelling, an old
Muscovite term for indentured slavery. Given Kharms’ interest in Judaica and esoterica, I have opted for
the former meaning.
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Snowstorms meanwhile have been hired/ To go with golden onion domes./ And someone far away/ (10) In
a fur-fringed vest was crying woe,/ While in the sky passed/ Ships in the shapes of ships./ One has to crow
like chernozem,”’/ And having crowed into the trumpet one’s fill,/ red-bunting-decked Alyonka/ And the
Kabbalistic ruins, too,/ Stop looking at that Pecheneg:/ You won’t see Kabbala,/ Nomadic...>®/ While in the
sudden lakes (?)*° other unexpected/ (20) Telegrams on the line,/ It seems to Alexander/ That someone
behind the bushes crows/ (From hurrah) at break of day to evening— when the sunshine goes—/ From
embroideries in silk to princes’ (sunset) canvasses in oil,/ Blue tomes of half of Asia/ Full of monsters®
will arise deformed./ in blue tomes of half of Asia/ Arabs torture Alexander,/ and he’s got half an isle;/
Alexander leaps to his ship/ (30) Dragging man and minotaur on board./ But the Apostle itches, damp,/
Throws the isle over his shoulder into the sea, the sea of Darkness,/ Where date palms scrape...”

4.2. Kharms published a longer and revised version of the poem (4.1), completed in August or September
1925: it is reprinted in II, No. 257, pp. 484-487. On its relation to the foregoing it may be apposite to quote
the general observation of M.O. YynakoBa, Pykonucs u knuea, Mocksa: [Ipocsemenue, 1986, c. 113 (M.O.
Chudakova, The Manuscript and the Book, Moscow: Enlightenment, 1986, p. 113): “The printed work in a
new edition is not infrequently subjected to the author’s revision. From another point of view, that which
had seemed to the author a preliminary variant of a poem now at a certain moment takes its place alongside
the later variant. They seem to share equal rights. (Mandelstam’s mature period, as is well known, is
notable for such a relationship: to those who valued his earlier verses, the new ones seemed incomplete and
not perfected.) The tendency to see in the poet’s ‘creative workshop’ a necessarily progressive movement
from the less successful to the improved played its role here, as it seems.” The longer poem Kharms
published is not necessarily the better or the more polished; I would argue that it stands in relation to the
tighter, earlier poem much as the concisely epic Drachenkampf “Jabberwocky” (text 5.1) of Lewis Carroll,
whose work Kharms loved— and whose absurdist experiments with language and theme must be
considered a major inspiration of Kharms’ work— does to the longer Hunting of the Snark (discussed in
5.2), which borrows transrational neologisms from the former.*'

5. LEWIS CARROLL (REV. CHARLES LUTWIDGE DODGSON, 1832-1898). After listening to “Jabberwocky” in
Through the Looking Glass, Alice exclaims to Humpty Dumpty “It seems very pretty, but it’s rather hard
to understand!” And in fact Carroll uses 28 neologisms (four of which are actually revivals of obscure
words) in the poem of 24 lines, by the expert count of the English lexicographer Eric Partridge.®> This
density of odd new word-creatures— some of which describe, indeed, fictional animals— recalls that of
Pushkin’s folkloric beings in the Prologue to RL; and it lends Jabberwocky the same pleasing compactness
as a self-enclosed magic world. Carroll called the inventions that pack two meanings into a single word,
portmanteaux. These occur in natural languages (e.g., blot, from black and spot or dot); and another feature
of the binary quality of the neologisms is echoic reduplication. Thus, a sword goes snicker-snack (“snicker”
means a knife blade). Partridge gamely attempts to explain the words Humpty Dumpty does not: manxome,
for instance, is a rather overstuffed overnight bag with a maniac, a Manx (odd tailless cat, presumably), and
the adjective fearsome. The Jabberwock itself is to be understood as an echoic dialectal compound of
“jatter” (shatter) and “whacker” (something enormous).

Why do this? Aside from the sheer delight of creative expression and the pleasure of vision
communicated to the reader, it would seem that words combining the usual and the strange, or terms that
seem half-known but just outside the perimeter of everyday sight, are meant to expand one’s capacity to

°7 The rich Russian “black earth” of the nation’s breadbasket.

*¥ Two lines in the manuscript are illegible: I've taken a stab at “nomadic” for Rus. *koche. .. because the
Pechenegs were nomads.

% Rus. v zazyorakh: preverb za- + loc. pl. of ozero?

% Rus. *nelyudi (restored), “unhumans”, which I understand as exotic monsters, rather than a derogation, as
in Marina Tsvetaeva’s designation in 1938 of the German fascist invaders of Czechoslovakia as unhumans
(Rus. memoneit, gen. pl.) in the sense of reprobate subhumans.

*! «Bot Mou moGuMble mucarenn: ['orois, IIpyTtkoB, Metpunk, ['amcyn, Ensapn Jlup, Jlrouc Kapposb»
(Xapwmc, 3an. Kuuoicku, 11, ¢. 196, 14 Hos16pst 1937): “Here are my favorite writers: Gogol, Prutkov,
Maeterlink, Hamsun, Edward Lear, Louis Carroll” (Kharms, Notebooks, 11, p. 196, 14 November 1937).

62 See his essay “The Nonsense Words of Edward Lear and Lewis Carroll,” Here, There, and Everywhere:
Essays Upon Language, London: Hamish Hamilton, 1950, pp. 162-188.
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perceive, to enable one to accept the impossible as real. This is what makes a fantasy successful. So, in the
third-dimensional world we cannot see grasses made of time, or wings whose motive power is the emotion
of sorrow; but the Khlebnikovian portmanteaux vremysh’ and grustil 'ya transport one into a fifth
dimension through the skillful manipulation of the conventions of language. In comparing the setting of the
Prologue to RL to the mysterious landscape of William Blake’s painting and, more remotely, to the sacred
geography of the Mandaean ritual space, I have deliberately violated the distinctions generally drawn
between profane and sacred modes of representation and expression, since a strict division of these
categories impede the study of mythopoesis, an activity related to both. And indeed the use of invented or
nonsense language in ancient religion was believed to enable the mind to grasp the ungraspable paradoxes
of the supernatural. In the Gnostic text Thunder, Perfect Mind, for instance, the Goddess declares, “I am the
hearing which is attainable to everyone and the speech which cannot be grasped. I am a mute who does not
speak, and great is my multitude of words.” If that deity is one’s reality, muses a modern scholar of the
text, then how do you show you’ve learnt her speech?® The answer is, you alter your own language,
introducing voces mysticae, glossolalia, and neologism. But perhaps the strongest vindication of one’s
method allowing application of religious material to the study of a secular text may be found in the
converse evocation of Lewis Carroll by a historian of early Christianity in a study of proto-Pentecostal
speech: “... denial of the relation between Christian and magical prayer overlooks the main problem— to
explain, not why the spirit spoke to the churches, but why it spoke to them in jabberwocky” [emphasis
mine].%* It is significant that Kharms had an abiding interest in various kinds of magic and mysticism, all of
which employed the manipulation of letters and sounds and the use of obscure and barbarous words. His
matrix of interests overlapped considerably with those of the early Christians, magicians, and Gnostics.

But were Carroll or Kharms to require an advocate of their own literary jabberwocky, they could
not have found a more eloquent one than their brother poet Hart Crane: when in 1926 Harriet Monroe, the
Editor of Poetry, expressed baftflement at his poem “At Melville’s Tomb”, he wrote back, “... as a poet I
may very possibly be more interested in the so-called illogical impingements of words on the consciousness
(and their combinations and interplay in metaphor on this basis) than I am interested in the preservation of
their logically rigid significations at the cost of limiting my subject matter and perceptions involved in the

2965
poem.

5.1. “Jabberwocky”, from Through the Looking Glass.

*Twas brillig,/ and the slithy toves/ Did gyre and gimble/ in the wabe;/ All mimsy were/ the borogoves,/
And the mome/ raths outgrabe./ “Beware the Jabberwock, my son!/ The jaws that bite,/ the claws that
catch!/ Beware the Jubjub bird,/ and shun/ The frumious Bandersnatch!”/ / He took his vorpal sword/ in
hand:/ Long time the manxome/ foe he sought—/ so rested he by/ the Tumtum tree/ and stood awhile/ in
thought.// And as in uffish thought he stood,/ The Jabberwock,/ with eyes of flame,/ Came whiffling
through/ the tulgey wood,/ And burbled/ as it came!// One, two! One, two!/ And through and through/ The
vorpal blade/ went snicker-snack!/ He left it dead,/ and with its head/ He went/ galumphing back.// “And
hast thou slain/ the Jabberwock?/ Come to my arms,/ my beamish boy!/ O frabjous day!/ Callooh! Callay!”/
He chortled in his joy.// *Twas brillig,/ and the slithy toves/ Did gyre and gimble/ in the wabe;/ All mimsy
were/ the borogoves,/ And the mome/ raths outgrabe.”

5.2. The Hunting of the Snark, 1876. (Page references to: Martin Gardner, ed., Lewis Carroll, The Hunting
of the Snark: The Definitive Edition, with an Introduction by Adam Gopnik, New York: W.W. Norton,
2006.) Carroll in his Preface to his Agony in Eight Fits explains, “...this poem is to some extent connected
with the lay of the Jabberwock” (p. 10). Thematically it is also a quest for a monster; but the hunters do not
catch the Snark, nor is it clearly described or describable. It is also likely to become a Boojum and catch

63 See Patricia Cox Miller, “In Praise of Nonsense,” in A.H. Armstrong, ed., Classical Mediterranean
Spirituality: Egyptian, Greek, Roman, NY: Crossroads, 1986, p. 482.

* Morton Smith, Clement of Alexandria and a Secret Gospel of Mark, Cambridge, MA: Harvard University
Press, 1973, p. 232, who points out that recorded Christian glossolalic lexical items are similar to pagan
ones, and that correspondingly in the ostensibly pagan corpus of the Greek magical papyri, the divinity 140
(a Greek rendering of the Hebrew Tetragrammaton) is the most common, followed by Adonai, a
transcription of the Hebrew for “the Lord”.

65 Langdon Hammer, ed., Hart Crane: Complete Poems and Selected Letters, NY: Library of America,
2006, pp. 165 and 803 n.
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them instead; and a number of commentators have suggested that the poem deals with the insanity of
quotidian concerns and the horror of the approach of oblivion, of the senseless end of one’s life. But Snark
is just as likely an absurd and surreal work whose only logic is that of the shifting forms, dimensions, and
rules of a dream. This much longer poem is largely in standard English, with the only neologisms snark and
boojum; but Carroll reuses a number of invented words from Jabberwocky: in his Preface the author notes
the proper pronunciation of slithy toves and borogoves; and in the body of the text we find beamish (p. 36),
uffish (p. 41), galumphing and Jubjub (p. 45), outgrabe (p. 49), bandersnatch (p. 63), frumious (p. 65), and
mimsiest, the superlative of the adj. mimsy (p. 65).

A reader who enjoys the clean thematic lines and consistent invented speech of Jabberwocky,
from Carroll’s earlier period, may like less this longer, darker, less manageable product of a later stage of
the writer’s career. Jabberwocky has the geographical and temporal integrity of a quest narrative: it starts in
a sort of crepuscular (brillig) bower (wabe); after the father’s instructions, the youth goes forth into the
dense, dark forest (tulgey wood). He rests against a Tumtum tree at almost the exact center of the poem,
too: compare Pushkin’s Yggdrasill— and when, having slain the Jabberwock, he rides swiftly (galumphs)
back, all is now bathed in morning light. The boy himself is aglow (beamish), and the day is splendid
(frabjous). By contrast, the hunters of the Snark set out with a blank map and at the end the Baker vanishes:
all is deliberately anti-logical, so when the Pig is charged with desertion, for instance, it pleads an alibi in
mitigation (p. 107)!

6. SCARLETT THOMAS (1972-). Text from The End of Mr. Y, Orlando, FL: Harcourt, 2006, pp. 26-27. The
novel deals with a young university lecturer of English at a provincial university in Britain: her name,
Ariel, recalls that of Prospero’s angelic sprite in The Tempest of Shakespeare. Ariel is writing a thesis on an
obscure 19‘h-century novelist, T.E. Lumas, whose forgotten book, The End of Mr. Y, contains a recipe for a
potion compounded of holy water and a homeopathic drug that takes the hapless hero Mr. Y— and can
transport the reader— in a drugged trance called “telemancy” into a sort of fifth-dimensional nodsphere
called the “Troposphere”, where one has telepathic connections to other people. Thomas includes large
portions of the fictive novel in her text, including the Prologue (text 6.1), a sonnet in iambic pentameter
whose geography and mythic otherworldliness reminded me strongly of the Prologue to RL. It is as
markedly and eerily depopulated as Pushkin’s landscape is crowded with strange beings. At the end of both
Troposphere and novel is a Garden of Eden with its Tree, to which the heroine and her appropriately named
lover Adam repair. Spatially, the poem can be plotted as seashore on the left, then forest with, among other
things, a cave (cf. Blake’s “Sea of Time and Space” and De Antro Nympharum) and an oak (Pushkin, also
the twin-trunked tree at the center of Blake’s painting). There is a cabin (though not on chicken’s feet) and
a key. The scene is time-wrought: this recalls Khlebnikov’s Futurian refraction of Pushkin’s mythic
landscape, and Kharms’ subsequent homage to it. The implication is that place=time=thought, the last
being the determinant of duration: we are in the world, that is, that includes sea of time and space but is not
submerged within the latter itself.

From a previous novel by Thomas, one learns she has been interested in higher mathematics,
cryptography, and the Voynich manuscript with its unknown script, fanciful drawings, and associations
with the magical and the occult. (John Dee, court astrologer to queen Elizabeth I, and Athanasius Kircher
after him, owned the book; and its authorship is attributed, probably wrongly, to Roger Bacon.) One might
compare to this matrix of interests the obsession of Daniil Kharms with Kabbala and the Hebrew language,
his monograms and symbols based on Egyptian hieroglyphs, his cosmological drawings, and his frequent
use of ciphers. (The one he used most often is a substitution script of his own invention whose characters
are drawn from a variety of sources, including Chinese and Japanese, the Samaritan form of Hebrew, and
an alphabet based on alchemical and astrological signs that has been employed by occultists for centuries,
most recently in the “Cipher MS.” of the Golden Dawn group to which W.B. Yeats belonged.) Thomas and
Kharms also share an interest in non-Euclidean mathematics and the fifth dimension: Kharms’ notebooks
are full of mathematical formulae and speculation.

The structural and thematic parallels to Pushkin’s Prologue to RL seemed striking to me, all the
more so because text 6.1 is the sole passage in verse in Thomas’ novel. I think sea, empty space, and dense
forest is a symmetrically pleasing triadic composition, one often encountered in nature, whose multiple
possible symbolisms make it attractive as a setting for an imaginative, mythopoetic writer, particularly one
like Thomas whose set of interests matches so closely that of Kharms— the Russian who responded so
creatively to Pushkin’s poem, his imagination fertilized by the linguistic experiments of his own
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countryman, Velimir Khlebnikov, and of Thomas’, Lewis Carroll. Rather than speculate as to whether the
kinship I perceived was a case of filiation or of parallel creative vision, I wrote to ask Prof. Thomas
whether she knew the Russian writers, and received a gracious reply by electronic mail on Friday, 3
November 2006, 2:31 PM, which I cite in part herewith: “To answer your questions... No, I am ashamed to
say that [ have never read Pushkin, and so the echo is accidental. I’ve never been entirely sure why I
decided to have Lumas introduce his novel in verse. I remember at the time thinking I’d cut it if anyone
pointed it out; but I was rather fond of it and since no one said anything, I left it in... I was reading Thomas
Hardy and Edgar Allan Poe at the time; I remember that. I have always been very interested in Blake.
You’re more than welcome to quote me if I say/have said anything interesting enough. All I can think of
now is that something of Pushkin has leaked into my part of the Troposphere, and I’ve picked it up
unconsciously. But then I’d be believing in my own novel, and that would never do...!” This leaves at least
the possibility of inspiration by Blake’s painting; but more likely we deal with an independent vision
conditioned in part by the multiple factors mentioned above.

6.1. “PROLOGUE. I see ahead a time-wrought shore;/ A fishing boat lifts on a wave;/ No footprints on the
sandy floor,/ Beyond— an unfamiliar cave.// Or— forest tree’d with oak and yew/ A dark mare waits to
carry me,/ Where nothing stirs yet all is true,/ A cabin door, and here— the key!// Perhaps I’ll wander in a
field,/ With poppy-flush on carpet green:/ However thought has been concealed/ No sleeper’s eye can now
undream.// In any place that I take flight/ The dark will mutate into light.”



