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Wiener Slawistischer Almanach 35 (1995) 97-132

Thomas R. Beyer, Jr.

MARINA CVETAEVA AND ANDRE]J BELYJ:
RAZLUKA AND POSLE RAZLUKI

I believe that on this excursion I saw
Bely for the first time in his basic
element: flight, in his native and
terrible element of empty spaces, and so

" I took hold of his hand so as to delay
him longer on earth.

Next to me there sat a captive spirit.!

There is no more tender portrait of Boris Nikolaevi¢ Bugaev, the man, than
that presented so lovingly, in such soft detail, in Marina Cvetaeva's memoir, "A
Captive Spirit". Marina began her memorial for Andrej Belyj who had died on
January 8, 1934 on January 16 and completed it on February 26.2 Her remi-
niscences of their brief, yet intense, relationship of May and June 1922 were her
posthumous gift to him. It was the return of a favor. Andrej Belyj's own tribute
to Cvetaeva, his collection of poems Posle razluki (After the Separation, Berlin:
1922) had been a response in verse to her Razluka (Separation, Berlin: 1922).
The story of their special relationship has emerged in pieces over the years as
Cvetaeva's own memoirs have been supplemented by the recollections of her
daughter, Ariadna Efron.3 Anna Saakjanc has published several documents attest-
ing to "the poetic relationship" between the two poets and their works suggesting
that it ought to be the subject of a major article or monograph.# She echoes the
frequent, albeit never demonstrated conclusion, that Belyj's own poetic manner
was a reflection and personal reworking of Cvetaeva's poetry. Simon Karlinsky
notes: "Andrej Belyj was so impressed by the slim volume, Razluka, that he
evolved for himself a new poetic manner which, in subtle homage to Cvetaeva, he
tried out in a collection entitled, Posle Razluki (After the Separation).> Boris
Christa states:

While writing it, Bely was strongly under the influence of the perso-
nality of Marina Tsvetaeva, whom he had just met. [sic] The title has
a double meaning. It refers to Tsvetaeva's volume of poems "The
Parting”, which had made a strong impression on him, and to the
parting with Asya.6
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Before turning to an examination of that poetic encounter, it is necessary to
recount the essential facts of the personal relationship, so charged with the energy
of these two shining stars of Russian literature.

Belyj had come to Berlin in November of 1921 after finally receiving permis-
sion from Russian authorities to go abroad.” He had been trying for years to
rejoin his wife, Asja Turgeneva, and to link up with his spiritual foster father,
Rudolf Steiner in Dornach Switzerland, where Belyj had previously been an
active member of the anthroposophical community until his return to Russia in
1916. The death of Alexandr Blok in August of 1921 and the arrest and execution
of Nikolaj Gumilev introduced new urgency into Belyj's request. Upon his
arrival in Berlin, he assumed a central and active role in the life of the Russian
community gathering there. He quickly helped to organize the Russian House of
the Arts in Berlin and a chapter of Vol'fila (The Free Philosophical Association).
He was a frequent lecturer and guest speaker, the editor of the newly founded
journal Epopeja, and 1922 would be one of the most prolific publishing years of
his life.? All of this activity is overshadowed by eyewitness accounts of Belyj in
the second half of 1922 and 1923. Konstantin Mo&ul'skij draws heavily upon the
memoirs of Chodasevi¢ and Cvetaeva for his portrait of Belyj in Berlin. While
there can be no disputing Chodasevi¢'s gloomy assessment of Belyj, later echoed
by MoZul'skij, one should not lose sight of the time factor. The Belyj of early
1922 and even through the end of June, when Chodasevi€ and Nina Berberova
arrived in the city, was a markedly different man from the drunken, tragic,
dancing clown recalled by Chodasevi¢. Even Cvetaeva notes that "beyond that
begins the dancing Belyj, the Belyj whom I never once saw and probably could
not have seen, the myth of the dancing Belyj, about whom Chodasevich, who has
spoken about him in foto unsurpassably well, has spoken so deeply". (CS, 154).

Belyj hoped for a quick reconciliation with Rudolf Steiner and with Asja. His
first day in Berlin, November 19, 1921, coincided with Rudolf Steiner's lecture
"Anthroposophie und Wissenschaft". Having just arrived, Belyj hurried off to the
lecture that same evening. Steiner, however, was unprepared for Belyj's
appearance at the lecture. The result was far from the expected welcome for the
Prodigal Son:

B ycnoBusix MOero cocTosiHM s, pa3yMeeTcsi, aalli BCe HaMepe-
HHsA, Cpelld BOIIPOCOB, CBHIAHU s, camoMy IIITeiinepy, cipocus-
meMy Menst: "Hy, — kak nena?" — s1 MOT JIMIIIb OTBETHTH C FPHMa-
COI0 COKpAIIICHHs JIMLEBHIX MYCKYJIOB O] IIPHATHYIO YIHIOKY:
"TpyOIHOCTH ¢ XXHJIHIHBLIM OTAEIOM". DTHM H OrpaHHIHICS B
1921 rone nsTE NET JNENEAMBINH M HYXKHBIH MHE BCSYECKH Pasro-
Bop.?
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Belyj's disappointment with Steiner was mirrored in his an_.aoaon.cw his wife,
Asja Turgeneva.l0 Asja provided the base for another triangle — Belyj — Cvetaeva
— Asja. Cvetaeva had known her and there is a hint of jealousy in O<Q.mo<m.m re-
collections. (CS, 110) Belyj's letter to Asja are filled with his conviction that ._m
only he and Asja could meet, that all of their diffenrences could be resolved. E._m
own notes, "Rakkurs k 'dnevniku',” indicate that the two met in Berlin in
November 1921 and describe December, 1921: "Uac ot 9acy He erdye; ccopa ¢
Aceif;..."11 In a letter of January 15, 1922 to Ivanov-Razumnik he wrote:

Cepile cxKuMaeTcs GOIBIO: Y MEHS Tparenusi: ACs yHIa OT MEHS,
Il Tefinep — pa3odapoBbiBaeT... OT GONN CTHCKHBAIK 3YOHI; H —
mei0... IlpoBaymnace Acs, lITeinep, IBHXKEHHE, — BCE: HEJIETKO

MHE BBIHECTH 3Ty yTpary.l2

Asja returned to Berlin in March "TIpuean Acu: 4ac ot uacy He nerye! Otyas-
nue MpauHei..." (Rakkurs, 112/2). In April she departed again for Dornach.
Little is known of the actual breakup save the minimal information in the dialo-
gues of the poems and his note, almost an afterthought to Zapiski cudaka, Berlin,
1922, 232:

H»iumm st BUAET HENABHO, OHA — H3MEHHIIach; XyIas — 1 OnenHas.
MB!I TOCHXKHBAIH ¢ Heil B Kade; pa3a IBa FOBOPUIIH O MPOIIIOM,
HO MAJIO: €if HET yKe BPEMEHH pa3roBapHBaTh O MyCTAKAaX:

- -nvoapm_-

- "B JopHax?"

- "B JopHax..."

U MbI pacHpoIaIkCh: i YTEHIEHHS H JyXOBHOTO HA3KIAHbs
MeHA MOIapHiia OHa MHe IBa IHKJIa, npoyuTaHHbIXx HITefiHepoMm;
LUK co MHOH; Hamm — B JlopHaxe.

Bce?

Ia... Bee.

The strain of the breakup, which could have and should have been anticipated,
and the physical toll of his multifaceted responsibilities forced Belyj, on the
advice of his doctor, to move to the village of Zossen, south of Berlin, in early
May of 1922.

1lenniit pax MecALeB A NpoxuI B GypKyasHeimeM KBapTane bep-
IIMHA; K BeCHE s IMIOYyBCTBOBAJ, 4TO Golee s1 HE MOT'Y BHIHOCHTD
3TOM XHU3HH... 1 Gexan u3 bepirHa U noceUIca B IIpeIMeCTbH
coHHoro roponuimky I[{occena, cHsB ceGe KOMHATy B 6€THOM 110-
MHKe, Hace/sieMOM HaGOpIIHKAMH LIOCCEHOBCKOI THrorpadum. 13
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In a letter to Ja3&¥enko, the editor of Novaja Russkaja Kniga, Belyj complained
that he was suffering from a case of frayed nerves and had moved because of his
doctor’s orders. "Ecimi BB He TOYyBCTBYeTe XOTA Gbl Ha 3 Mecsima ce6s1 cBoGOI-
HBIM OT BCEX 00513aTeNIbCTB, TO BHl YMpETe: HENb3sl XKHUTh B TaKOM HPaBCT-
BEHHOH 3aTopMmomeHHOCTH".14 Zossen was within commuting distance of
Berlin and Belyj visited the city on several occasions, and when as he often did,
he missed the last train, he could stay with friends, among them Abram Grigor'-
evi€ Visnjak, publisher of Gelikon. v

Into this world came Marina Ivanovna Cvetaeva, a 30-year-old poetess. Sepa-
rated since 1916 from her husband, Sergej Efron, who had been in the war and
then fought against the Reds, Cvetaeva had asked II'ja Erenburg on his way to
Europe to establish contact with Sergej if possible. In July 1921, Marina received
a letter from Sergej. The following year, benefitting from improved relations bet-
ween Soviet Russia and the Weimar Republic, Marina made her way to Berlin.
She arrived with her daughter, Ariadna Efron, on May 15, 1922 and proceeded to
the Prager Platz, where Erenburg hosted his famous Stammtisch at the Prager
Diele. Cvetaeva moved into the Pension Pragerplatz and remained there for the
next few weeks until moving to a Pension at Trautenau Strasse 9.

On the following evening, May 16, she "encountered" Belyj for the first time.
They had met fourteen years previously and she had seen him on several subse-
mcna occasions at the Musaget publishing house. But none of those earlier pass-
ing meeting would prepare her for meeting Belyj in Berlin. The power of Belyj's
personality, his almost hypnotic eyes are attested to by many who knew him. E.
Gollerbach in an article printed in May 1922 notes the overwhelming power of
Belyj's presence.!5 The attraction was mutual. Cvetaeva notes Belyj's fascination
by what he perceived were their joint fates: both were children of deceased
professors — Professors Bugaev and Cvetaev, both were poets. Marina's separa-
tion from her husband was associated by Belyj with his own painful separation
from Asja. Coincidence had always profoundly affected Belyj and he undoubted-
ly grasped for ties to bind the two in his own attempt to defeat the loneliness of
his existence in Zossen.

Razluka had recently appeared in Berlin and after their conversation, Belyj read
the book the same evening and immediately wrote a note to Cvetaeva.

Zossen, 16. May 1922

Deeply respected Marina Ivanovna,

Allow me to express my deep enthusiasm before the utterly winged
melody of your book Separation.

I read all evening - almost aloud and almost singing. It has been a
long time since I had such aesthetic gratification.

And with respect to the melodiousness of the poetry, so necessary
after sloppiness of the Muscovites and the deadness of the Acmeists,
your book is first (that's beyond doubt).

W
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I write and I ask myself: am I not overestimating my own
impression? Didn't I hear the melody in a dream?

And - no, no. I open with immense boredom all new books of
poetry. And today I opened Separation with boredom. And now the
whole evening I have been in the power of its spell. Forgive me for
the sincere expression of my rapture and accept my assuarances of
my complete respect and devotion.

Boris Bugaev (CS, 126, 127).

On May 19 Marina read her poetry at the Berlin House of the Arts, and while
Belyj was a founding member and on the board of directors, it is not known
whether he attended the meeting. Marina did reply to Belyj's letter and his own
response was a review of Razluka on May 21, 1922.16 Belyj's praise of the
work, his characterization of the poetry as songs, his almost too enthusiastic
critical response remains to be examined. Cvetaeva admits that she did not
understand three fourths of the article which was filled with the technical jargon
of Belyj's own metric studies, familiar to readers of his Simvolizm. (M, 1910)

For the next few days, Belyj would be a frequent visitor in Berlin, often
staying at the Vi$njak's. He helped to arrange for the publication of Cvetaeva's
Car'-Devica with Epoxa and published her poems in Epopeja as well as an article
about Boris Pasternak.!” And then came according to Cvetaeva: "An interval
which it would be best to fill in graphically — with a hyphen: did he go away, did
he write, was he dreary — I don't know. He simply dropped out of sight for a
week or ten days. And he suddenly reemerged in the Pragerdiele Cafe". (CS,
130)

What Cvetaeva did not know was that Belyj was busy at work with a new
volume of poetry, stimulated in part by her own poetry. Belyj recalls that in May,
1922: "Bupaitock gacto ¢ B. Jlypse, E.B. CaGamnukoBoii, MapuHoii IBeTae-
BOI: ATy pelieH3UH U ¢ebeToH (B raseTsl). Ilon KoHel Mecsilia OBlaieBaeT
JIMYHOE JIMPHYECKOe HACTPOeHHE: Ha9MHAaI0 IHCaTh CTHXH KA "Ilocne pas-
nyku" (Rakkurs, 113/2). For June the notation continues "EAMHBIM MaxoM nH-
mry nukin Tlocne pasmyku'™.

When he finally returns to the Pragerdiele in early June, he is embarrassingly
loquacious and frank in his declaration that she is his light, his calm. "You, I
missed you so much! I felt so dreary! The whole time I felt that I was lacking
something, lacking the main thing, only I couldn't guess what it was". (CS, 130)

For Belyj, the relationship had progressed and matured into an intellectual and
spiritual union. The pain, the hurt, the reliving of the experience with Asja

" devastated Belyj and he returned to his "harbor" as Ariadna Efron so touchingly

putit:

Hspenka B BepinH Haeaxan u3 GmmkHero Iloccena AHnpeit
Benwi#t, cpaxkeHHBINH pa3peIBoM ¢ keHoll Acen TypreHesoid,
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MOTEPSTHHbIN, CTPAHHBIH, T'Ty60KO HECUACTHHIMN, ¢ 6e3yMHBIMH, 3a-
TIpenieIbHEIME [Na3ami. 'Y nap ero 6ensl MapuHa ToTyac Xxe npu-
Hsilla Ha ce0s, B Ce0sl, €CTECTBCHHO W MPUBLITHO BOPSATIACh B 3Ty
ynpskky. HecMoTpst Ha To, 9T0 OKpy-Kaloniie OTHOCHIIHCH K He-
My CepliedHO, GepesKHO, XOTb H He 6e3 0N IOYTHTEILHOI'O CTpa-
Xa, OlHa JMIIb MapHHa oKa3anack B Ty IOpPY MPUCTAHHIIEM e€ro
CMSATeHHOH nynm (1975, 156).

Belyj was in constant need for female companionship. They saw each other
several times over the next few weeks; Cvetaeva visiting Belyj in Zossen and he
coming to walk the streets of Berlin with her. He read to her from Posle razluki,
recounted the despicable character and conduct of Asja and her relationship with
Kusikov. Belyj had been wounded and was outraged by Asja's parading of
Alexandr Kusikov before his eyes. He was convinced that Asja's behavior was
revenge for Putevye zametki which had appeared in May. Asja later wrote:
"[Nocne TlyTeB. 3aMeTOK' 51 COYIa Hy>KHBIM [I0Ka3aTh €My JXH3HEHHO 9TO MBI
KHM3HEHHO pasomuuce”.!8 And he described in detail the painful and shameful
history of his relationship to Ljubov' Dmitrievna Blok some sixteen years
previously. At one point Belyj with a penchant for hyperbole complained at a
meeting with Cvetaeva that "three days ago my life ended" (CS, 132~133). Later
Belyj recollected: "B xonme 20-x uncriax yxacHas BCTpeda ¢ Acel, moce
KOTOpO# Ibio; nO0KTOpa M CabalIHHKOBa I'OHAT MeHS B CBHHeMIOHHE"
(Rakkurs, 114/1). Cvetaeva mixes memories of conversations with a letter from
Belyj dated June 24, 1922, which serves as the denouement of their relationship.

What was the relationship for Belyj? Cvetaeva was certainly not a sexual
attraction for him. Roman Gul' was struck by her "masculine” quality: "As
woman, Cvetaeva was not attractive”.19 What was decisive was that a woman, a
fellow poet, a kindred spirit could communicate with him, or at least react to his
normal "out-of-this-world" rambling. In a letter written June 24, 1922 he admits
the depth of his gratitude, affaction and dependence.

Mos MHunas, Munasi, MuIasi, Mg

Mapuna UBasosHa,
Bul ocTaymch Bo MHe, Kak 3BYK 4€l0-TO THXOI'0, MHJIOT0: CErOTHS
YTPOM XOTell TOJIbKO 3a06exKaTh, MOCMOTPETh Ha Bac; m ckazaTs
Bam: "Cnacu60"... B 3TH moc/ieTHHE 0COOEHHO TAXKEIBIe THH Bb
ONATH NPO3BYYalld MHE: JIACKOBOH, YINBUTENRHON HOTOI: IOBe-
pHs, U MEHS, KaK MaJIEHbKOT' 0, TaK TsAHeT K BaMm. Tak xoTemocs
TONBKO B3MJLAHYTh Ha Bac, 4ro yXke xornma GelI Ha Bok3alie, TO
CAcnan ycuime Han coboif, 9ro6sl He BEpHYTECSA K BaM Ha MrHo-
BEHHE, YTO0HI MOXKATh NUINb PYKY 3a TO, 9T0 BHI cenand mius
MeHs. BriBatot Bens gyneca! U uymio, 9T0 MHbIe oMM Ha OPYrHX
BEIOT GIar0laTHO-PaIOCTHO: H — HU OT 9Y€ro. A Jpyrue — IIPHHO-
cAT TsoKecTh. M mpexxnie emme, B MockBe A 1opasuics, nouemy ot
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Bac BeeT — TeIlIbIM, JIACTOUKUHKIM BETEPKOM. A Korna Bu mpH-
exaim B Bepimun U s1 Bac yBuzel, Tak COBCEM TIOBESIIO BECHOH. A
Buepa?... 3HaeTe JH, 9TO 32 JicHb GBI Buepa IUIst MeHA? 51 OKOH-
9aTeNIbHO MTOCTABHII KPecT Hajl Acel: BCelo MyIIOK MOed OTTOMNK-
HyJics HaBcerna oT Hee. M MHe TIoKa3ajiock, 9T0 BHIpBaX ¢ Acei
CBOE CEPIILIE; B CepALEM Bcero cebst; M OT roJoBHl 10 Ipyau Gbina
IyCTOTa; M TaK C YTpa [0 Bedepa Xomui 1o bepmiHy, He 3Has rue
[IPUTKHYTHCS C IYBCTBOM, YTO, 12 JIeT XKU3HH OTOPBAHbI; H KOHEY-
HO C 3THM KYCKOM >KH3HH OTOPBaH 5 caM OT cebs1. U 3axonun B
CKBEpHI, TYNIO CHJIENI Ha J1aBOYKE, H 3aXOHI B Ka}3 U B IMBHHE;
H TYIIO CHJeN TaM Ge3 IIPeICTaBICHHUs IIPOCTPAHCTBA H BPEMCHH.
Tak mo Bedepa. I kora st HOSIBHIICS BEIEPOM, — OMATH IIOBESIIO
BIpYI, HEOXKMIAHHO OT Bac: meGeToM NacToueK, U MUIIOMH, MH-
JIOH, MHITOM BECTHIO, YTO KaKasl-TO POMHMHA — €CTh; H YTO HHYTO He
noru6no. TomyGymika, Munas, — 3a 9ro Bul Takas Ko MHe? Mue
JaXke XYTKO: IOMHHTe, YTO Telepb Kak-TO CO MHOi TO, YTO B
cnoBax JlenbBura:
Kyna, Kyma MpocHIIACh ThL:
TloruGHYTBb, HIIb MOGHUTS. ..

$1 Bep TOMBKO MOT'Y 3KHTb, KOT'JIa €CTh UL KOI'O XKHTh H LIS 4ero
KHATh.
M BOT ceroiHs MPOCHYJICH, H B CEpIC — BECHA: ITO-TO OKOHYa-
TELHO OTOPBATIOCH OT CEPANA (H KATHTCS I'IyXHMH IIPOBanaMm), U
cepiie 0GPAIEHO K CBETY; M JIETKO; H MUJIbIH BETEPOK BECHBI; H —
JIACTOYKH!
M 310 ot Bac: He mokugaiite MHe JIyxoMm.

B. Byraes (Saakjanc, 1988, 380-381)

For Belyj, at least for a moment, Marina was his "spring", and the "someone
to live for" and "someone to love". In her Belyj sought and found the catalyst for
his own re-incarnation, his ascent out of the depths of the abyss of disappoint-
ment, rejection and despair. At the same time her poetr® inspired Belyj's own
poetic catharsis which culminated in his collection, so appropriately named as we
can now appreciate. For the time "After the Separation” was over, not in a new
union, but in a complete irrevocable parting of the ways for Belyj and Asja.

What motivated Marina? There must have been some of the secret admirer in
her for the older and well established poet. But she also saw in him special
qualities. Much as he noted in her the light, she found him aglow with color:

I never saw him pale, always rosy, yellowish-vividly rose, copper
color. From that rosiness both the blue of his eyes and the silver of
his hair were intensified. And from the silver of his hair his gray suit
too seemed silver, sparkling. Silver, copper, azure — those are the
colors Belyj remained in for me, the summer Bely, the Berlin Bely,
the Bely of his summer misfortune of nineteen twenty-two. (CS,
145)
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She perceived him larger than life, as more than a mere man. "Every piece of
earth under his feet turned into a tennis court, his palm into a racquet. The earth
seemed to be sending him back to the place from which he had been tossed out,
and that place again returned him. In short, earth and heaven played ball with
him. We watched". (CS, 152)

Her own assessment of the relationship was that it began at a high level and
remained constant, but never developed. It was her presence, merely being with
him, another human being, a woman interested in him, his thoughts, his pain, his
world — nothing more. To this must be added Cvetaeva's own abilitiy for excess
in declarations of love and affaction.

Early in July Sergej Efron arrived from Prague. Belyj met him and his private
moments alone with Cvetaeva came to a natural end. The brilliant flame had
flickered, and now like a pilot light it glimmered quietly in both of their souls.
Belyj would soon be occupied by new plans, new ideas, and a vacation in
Swinemiinde. These distractions in July coincided with Marina's own departure
at the end of the month for Prague. They would not meet again.

For Cvetaeva the memories of Belyj would re-appear. In a letter to Pasternak
of November 19, 1922 she wrote: "Jlydinee Moe BOCIOMHHAHHE O XKHW3HH B
Bepnune — 310 Bama kuura u bensifi. C bensim 51, Gyny4n 3HaKoMa HOYTH C
IETCTBa, O-HACTOSIIIEMY TTOIPY>KHIACh TOABKO 3THM JeToM” (Saakjanc, 1988,
383). Cvetaeva also showed her deep concern for Belyj's welfare in her letters to
Alexandr Bachrach, who was at the time in Berlin and saw Belyj often.2 In her
July 20, 1923 letter she writes:

Blopuca] H{ukonaeBn4a)] HexxHo mobmo. 2Kans, 9To Torna mpo-
xnan Bac mapoM. OH onuHOKoe cyinecTBo. B GBITY OH emmie 6ecrio-
MoIIIHee MeHs], coBceM 6e3ymen. Korna s ¢ HuM, st 9yBcTBYIO ce0st
— cobakoit, a ero — crenioM! Uy>kas (ogHOpomHast) ci1abocTh Hc-
nensier Hamnry. JIydimue Mod BocTiOMHMHaHHsI B BepiuHe o HeM.
Ecmm BcTpetHTech, cKaxuTe. (1960, 311)

In a letter a few days later (July 25) contemplating a trip to Berlin, Marina asks
Bachrach if Belyj will be there in the middle of September. In a second letter also
dated July 25 she displays a maternal instinct and thanks Bachrach for his
attention to Belyj:

Ymunser menst Bame aaabuanue ¢ b.H., y3naro ce6s. ymaio, aro
3TO OMUTA riIy6oko-HeOnarogapHo (Kak Bce meTH!) HO Hebiaro-
IapHOCTBIO KAKOH-TO yMUIHTENbHOH. BcIIoMHHAlO €ro pa3rHe-
BaHHBIM B3rJAI — BKOCh, TOUHO BCIIE]l KONIbIO — Ha IpaKoHa
(IlITeitHepa uiM ee Koro-HUOGyne). Berpedy ¢ B.H., kaxk Henas-
H1010 BcTpedy ¢ IlITeiiHepoM, pacckaxy. "Kmura pasinyk u Bctpeq”
— BOT MO$1 >KU3Hb. BoT BCsikast xxH3Hb. S cyacTnMBa Ha pa3iyku!

)
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O B.H... Y Hero HHKOro HeT, BCe 3TH ITOKJOHHULLI — B3NOP.
(1960, 317)

Again in a letter to Bachrach of September 5/6 she demands that he write her
about Belyj and what is happening.

Marina's concern for Belyj was answered by letter from him to her in early
October 1923.2! Belyj's letter is that of a reluctant bridegroom. Klavdija Niko-
Jaevna Vasil'eva, a fellow anthroposophist and acquaintance from Moscow, had
arrived in Berlin in January 1923, probably to return Belyj to Russia and to
rescue him from his own lunacy. She met with Rudolf Steiner in February and
was instrumental in bringing the two men together for an important exchange of
views in March in Stuttgart.22 Belyj and Klavdia Nikolaevna made plans shortly
thereafter to return to Russia and Belyj had seen her off in July. He himself
waited impatiently for a visa to return. His letter of October shows that he had
final doubts, the nightmare described in an "epistolary howl" of four pages.

"Dearest, dear friend! Only you. I want only to come to you!... You are my
one and only salvation. Work a miracle. Arrange it!" (CS, 155) Indeed, Cvetaeva
had been able to arrange with Mark Slonim, editor of Volja Rossii, a position for
Belyj and she had written to Bachrach on October 4 imploring him to get him on
the train:

YV meHs k Bam 6onbias npocs6a — eciu Brl emie B bepnuse — 1m.u.
eci He B BepiuHe, TO y>Ke HHYEro He MoXeTe clenaTs. [leno B
ToM, uTo HeobGxomumo TepesectH (nepeeeatu!) benoro B Ilpary,
OH He NoJXeH exarh B PoccHio, cnasa bory, 4To €ro He MyCTHIIH,
OH moJDKeH ObITh B Ilpare, 31eck eMy HanyT HxXIHBEHHe (stricte
ne-cessaire) M 3jJech, B KOHIIE KOHIIOB, 5, KOTOpasi ero HEXHO
TG0 M — YTO JIyYIlie — eMY NpelaHa.

... 51 3Hao, uro Ilpara mns Hero — cmaceHwe... s, T.€. MOA
FOTOBHOCTh €My HOMoraTts U o HeM 3abotuthcsa: JIFOBA, C
PAJIOCTHIO - u — HEYCTAHHO.

Bce 3T0 eMy nepenaifre.

... tak eme pa3 HamomuHaio o BenoM. Eciu emme He yexan —
nycTs exeT B IIpary... Tak emy ckaxure. Y nepenaiite eMy ot
MEHSI BCIO MOIO HeXXHocTh M amste. 3SATOBOPUTE, 3ABOPO-
JKUTE ero, — nHa4e ero He Bo3meis! (1961, 337-338)

It was unfortunately for all concerned too late. Belyj left Berlin on October 23
and arrived in Moscow on October 26. For him, his escape from the abyss
provided by Cvetaeva had been a temporary one. He would turn into a shell of his
former self, bitter about Germany and Berlin. Yet there remained in Berlin
something of Cvetaeva and Belyj — the memories and the poems, Razluka and
Posle razluki.
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.waN?\S.. Kniga stichov was published by Gelikon in Berlin i
cﬂzﬁn at H.un Sinaburg & Co. Printing mocwo. The slim <M”___-MM~MNH% Nmm wo_%
Moanjwa n_.mE numbered, but untitled, poems and the longer "Na menoScwmno.
amﬁ_uw dedicated to \.rz.zm Achmatova. Belyj in his review of the volume Qam
§ longer poem and it is stucturally similar in several aspects to the first eight
voonwm, but they o.oamn::o the thematic and structural unity which onnmmmgmna
Belyj's own poetic response. The first poem is simultaneously a thematic

statement of the whole and a i . .
collection. particularly illustrative example of Cvetaeva's

BamienHsiii 6oit
I'me-to B Kpemre.
I'ne Ha 3emre,
Cne -

Kpenocts Mos,
KporocTs Mos,
Hobnectb Mo,
CBsaTOCTE MOS1!

BanieHukI Goif.
Bpomennrii Goi.

I"ne Ha 3emue -

Moit

Hom,

Moii - com,

Moii - cmex,

Moii - cger,

Yaxux nomows - cren.

Touno pyxoit
COpo1eHHEBIH B HOYP —
Boit.

~ BpoureHHsI Moit!

rQMw“mew men described many of the features of Cvetaeva's poetic signature:
her st p. mM\ and direct vocabulary and syntax, her verblessness, her violation of
lonal poetic meters by frequent use of irregularly-spaced or additional
stresses in a wzm (132ff.). This last point, the irregular or "logaedic" meter is al
noted by Jurij Ivask: "PutMmbt IlseTaepoii. Ee CIEUHAJIBHOCTD — T.H. JIOr'a?, mw
T.€. CHILTaGO-TOHMYECKHE CTHXH OTJIMYHbIE OT IIATH Gmnm:som:.zw g:hwww.
,_.omE.wwM_Ex pasmepon (saMGoB, xopees, aHamecToB, am¢pubpaxos nwwd\_u
ne#)".23 Belyj was also highly impressed by this one feature of rnh. poetry,
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Karlinsky also cites Cvetaeva's use of the dash, her enjambement, internal
rhymes, and the repetition of the same word. G.S. Smith who has written
frequently on the formal aspects of Cvetaeva's verse also points to the short line,
often only four or five syllables, and states that "Cvetaeva prefers alternations that
incorporate contrasting numbers of ictuses per line".23

Cvetaeva's first poem is a stark vision in four stanzas: three are four lines in
length and the third stanza is nine lines long. Belyj would point to the simplicity,
the poverty at first glance of poetic devices and yet the verse reverberates like the
bong from the Kremlin bell tower. The first stanza beats with the alliterative "b",
the sound of the bong, and three choriambs are capped by a single stressed, thrice
repeated "gde". In the second stanza the "kr" sound of the "Kreml'™ reappears in
the "krepost™ and "krotost™. Again choriambs dominate and rhyme is achieved
by the repetition of the modifier "moja” four times in a row. In the third stanza the
towers's bong (boj) is tossed away in a two line alliterative sweep of "b™:
"Baennyj boj. / BroSennyj boj". The three choriambs are topped by eight succes-
sive stresses until the relief of the final line, a choriamb plus an additional stress
% "Yarpx mogoms — caen”. The fourth and final stanza rhymes "rukoj”,
"boj" and "moj", recalling the "moj" repeated three times in the previous stanza.
While the word "razluka" is never mentioned in the poem, it is phonetically
reproduced in the images of the earth and the hands. The "z" and "1" of earth
"zemlja" are twice repeated in the poem and are also embedded in "razluka".
Phonetically the "k" and "r" sounds of the "Kreml" are reversed in "ruka", the
hand which is an attempt to bridge the separation razluka. The hands will become
a unifying feature in several of the remaining poems.26 Sound supplements sense
in a poem organized around the sound of the Kremlin bell which as it reverberates
reminds the poet of her own beloved fortress. Like the bong cast off from the
tower, she asks where is home and peace and the trace of him. Like a hand
outstretched into the night, the bong is cast away, to Sergej Efron to whom the
poems are dedicated.

These same hands appear in the second poem now upraised and thrust into
midnight's bong: "B myctoe depHoe okHo / Ilycteie pyku / Bpocato B mojry-
HousbIit 6o#t". The poet contemplates suicide, throwing herself from the tower;
but somewhere her warrior spreads his wings. Cvetaeva's thymes in the second
poem extend the theme of hands "rukoj" and her own "moj" with head "golovoj"
and home "domoj" as well as square "plo§¢adnoj” and young "molodoj".27 The
twelve lines alternate between four and two feet with aBaBccce cDeD rhyme. One
could argue that the alternating four and two feet iambic lines disguise the more
traditional iambic hexameter. By splitting the longer lines into segments Cvetaeva
increases the number of end rhymes.
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In the third poem the connection between the hands and the separation are
made explicit as the two are rhymed "ruki" and "razluki"and give rise to a third
image of the rivers "reki" which are heavenly and eternal "naveki".

3

Bce kpyue, Bce kpyde

3anambiBats pyku!

Mex HamH He BepCTHI

3eMHble, — Pasnyku

HeGecHbie pexH, 1a3ypHeie
3EeMITH,

I'ne npyr Moii HaBekH yxe ~

Heornemnem,

It is there in the celestial mythological realm that her loved one is unreachable.
Cvetaeva introduces elements of the legend of Bellerophon refering to the silver
bridles given by Minerva in order to tame Pegasus. Both dare to challenge the
gods; as her winged warrior rushes toward her, she promises:

S B cMepTH — HapsiaHOM

IlpeGymy — TBOeI GHicTpOTE
37aTonepoi

ITocnenueit onopoii

B motepsix npocropa!

In this poem a standard amphibrachic meter predominates. The three stanzas
have seven, eight and seven lines respectively; yet they too are designed to dis-
guise the sixteen amphibrachic feet per stanza. The eight lines of the second stan-
za, for example, yield eight rhymes, four of which would be hidden or interna-
lized in the traditional quatrain. Alliteration is again used for musical effect, the
"s" of the "Crpemut cron6oBas / B cepeGpsinbix cGpysix”. In addition the "r" "z"
"1" and "k" of "razluka" reinforce the dominate sound-theme of separation.

In the fourth poem the image of the heavenly river is recalled. Cvetaeva alludes
to Pallas Athene the goddess of wisdom and the offspring out of the head of Zeus
conceived without a mother. Her sacred plant was the olive, "CMyrnosi onusoit /
Ckpo#i uaronosse”. The poet warns that the gods are jealous of mortal love:
"Boru pesHuBH / K cMepTHO# moGoBu”. She cautions her warrior to fear not
earth's inhabitants but the unseen one, for the heart of Zeus is insatiable: "Boiics
He THHBI — / TBepmu HeGecHolt! / HeHachitumo — / Cepanie 3epeca!” The nine
quatrains are strikingly similar. Each line consists of two stresses ——'—, and each
quatrain rhymes ABAB. The dash occurs frequently, but it does not affect the
regular meter and the orthography is not remarkable.

'
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In that realm of the ancient gods the fifth poem depicts a world of unearthly
beings where by hand she quietly loosens the msw.nEom A.m.monva,»_o E:.mv“ the
winged one clatters and neighs, but between them is the river Lethe, the river A.&.
forgetfulness for departed souls. Two six line mS:Nom. »..88 one to m.oE. m.wnﬁ in
length each contain sixteen amphibrachs. Achieving additional thymes is again the
underlying motivation for expanding four into six lines.

In the sixth poem the poet again defies the gods, declaring that they shall not
see her old and gray. She threatens to go herself to that city: "Where mothers dare
not take their children". There she will remove once and for all time the stone
from his shoulders. The thirty lines are broken into six stanzas. wﬂ.: this organiza-
tion again disguises a pattern. The first four stanzas, each four _Eom. long, alter-
nate between twenty four and fifteen syllables, while the fifth and sixth stanzes,
each six lines long contain the twenty four plus fifteen syllables. The recurring
amphibracs contained in the section with twenty four syllables are supplemented
by additional stresses in the shorter sections. In several instances the final word
and stress of the stanza is moved onto the last line as a separate entity. .>m could
be expected rhyme also increases in direct proportion to the number of lines: "Ha
BCIO TBOIO MYKY, / Pa3sop — minaw. / - Bpock pyky! / Octasp maam!"

In the seventh poem as the heavens thunder she prepares the sacrificial lamb,
love, and prostrates herself in a prayer that Zeus not raise her beloved. ,5.6 mo,.:.
stanzas consisting of either four or five lines actually can be read as a.wB.go
pentameter. The orthography, the use of the dash, the break up of the poetic line,
all help to emphasize the "s" and "z" of "Zeves" and of course "razluka". dﬁ
separation of the traditional pentameter line into shorter units also permits
Cvetaeva to introduce a series of dactylic rhymes, which otherwise might have
escaped notice. o

In the final poem (#8) the poet admits that earthly delight (prelest' zemnaja) is a
chalice, and no more ours than the air, the stars or the nests hanging in the
sunsets. And she admits to knowing who is the owner of the chalice! But with
one foot forward from the tower, an image which returns us to the point of
departure of the first poem, she casts herself — not down to a.omE but up the
aquiline heights to seize that chalice from the terrifying and rosy lips of God!

51 3Halo, 51 3Hal0,

KTo game — xo3sauH!

Ho nerkyio Hor'y Briepen —
OanrHen

B opimHYyI0 BHICB!

M xpbuTOM — danry

OT rpo3HBIX H PO30BBIX
yer -

Bora!
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The amphibracs of the first stanza give way to added stresses and omitted
syllables in the second stanza, where the rhymes and the alliteration of "s" and
"z", presumably preparing the way for the reappearance of Zeus, are instead
supplanted by the ever increasing assonance of stressed "o" (bolee, vozduch,
zvézdy, gnézda, zorjach, légkuju, nogu, vperéd, groznych, rozovych) which
culminate in the delightful surprise "Boga!" In the face of separation from her
loved one, the poet is brash and defiant. The heavenly powers which have
destined that the two lovers not be united is not a defeat for her, but a challenge, a
summons to which she rises. In defiance of the will of God, Cvetaeva as poet
dares to go beyond life itself to reach out to Serge;j.

Belyj, in his analysis, does not refer to this theme of defiance, but he could not
have overlooked, especially given his own mystical leanings, the presence of the
gods and the implied challenge to the transitory nature of time and space. The
meter of final poem, with its powerful statement, is not irregular, but amphibra-
phic dimeter with only a few variations. The short lines permit greater end rhyme
and a corresponding enhancement of their poetic effect. There are also the rhy-
mes-imperfect and yet striking: "vozduch" "zvézdy" and "gnézda" which violate
the principle that all syllables following the ictus be identical. It was to this often

striking, bold and yet in many places quite traditional, poetry that Belyj issued
both a critical analysis and a poetic response.

The essence of Cvetaeva's poems for Belyj was found in the melody, in the
song. His letter of May 16, the same evening he read the book after meeting
Cvetaeva, is filled with references to "melody".

Allow me to express my deep enthusiasm before the utterly winged
melody of your book Separation.

I read all evening — almost aloud and almost singing. It has been a
long time since I had such aesthetic gratification.

And with respect to the melodiousness of the poetry, so necessary
after the sloppiness of the Muscovites and the deadness of the
Acmeists, your book is first (that's beyond doubt).

I write and I ask myself: Am I not overestimating my own
impression? Didn't I hear the Melody in a dream? (CS., 126)

Belyj's question about "overestimating” contains a hint of caution which as a
critic he would soon brush aside. The recognition of the music in Cvetaeva's
poetry was strikingly close to a note in Cvetaeva's notebook: "KHura moiskHa
GbITh HCIIONIHEHA YHTATelleM, KaK COHATa. 3HaKM — HOTH. B Bole 9dTaTelms
OCyIIeCTBHTb MM Hcka3uTh".28 This initial impression would grow stronger,
the word giving added credibility to the thought, when Belyj published his review
just days later on May 21 entitled "Poétessa—pevica".
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Belyj indicates his own confusion over the cause of the oAmn.iw&BEm nmmonﬁ om
the work, based as it would appear at first glance on ..€.nww images and petty
Jines easely achieved. "B geM xke cuna?" He answers with a :.&oaounm as m@.@:m.
able to Cvetaeva's poems as to his own &Em@ozn in the ”.wmmm_on. of mov.wawaoz .
This "poryv" is accomplished, claims Belyj, in the opening choriambs "u NEA.W
5-0it cumcoHuH y BeTxoBeHa XOpHAMOHYECKHMH yhapaMu GbeTcs cepiie”.
For Belyj, the lines defy a readin; they simply must be sung.

Cvetaeva by her own admission did not and noz._a not c:mn.aﬂmsa most of
Belyj's own explanations of her poetry. His vaoE.coa or assignment of the
choriamb to Cvetaeva's opening lines is somewhat arbitrary; one could speak of a
combination of trochees and iambs in the same line. The decisive factor for Belyj
in May of 1922 was the repetition of an earlier E.a often nonamam theme that
thythm in poetry was created not by slavish devotion to poetic meter, but _uw..m
deviation (otstuplenie) from that meter. As K. ._,Ep:oé_mc has &cmqmaa. Mog. ]
own poetry was substantially based on experimantation which mm:coa._aa in
practice his own theories of metrics. One need only noow: wo.__vq.m mn_.o_o in
Simvolizm (1910) "Opyt charakteristiki moﬁwnoocmﬁogomo jamba »in which he
had ranked poets qualitatively on the basis of the quantity o.». deviations (or as
Nabokov later called tham, "scuds").2? The search for music in poetry, or rather
the elevation of poetry to the greater perfection of E:Z.o& mo.nu had, of course,
been a constant element in Belyj's artistic credo from its Smovcos, for example in
his article "®opmMel uckycctea" and his early Symphonies. He imm.&mo busy
with the preparation of Glossolalija. Poéma o zvuke.3® The music and the
melody which Belyj claimed to have found in Razluka were as much a creation of
his own idiosyncratic poetic-aesthetic response as they were elements clearly
identifiable in the text.3! .

Belyj's highly impressionistic response hails Cvetaeva as one who has
returned poetry to its rightful place: "cnmasa bory, 1033H5l Halla OT puTMAa s
06pasa IBHO BOCXOIIMT K MEJIOIHH, yKe yTPaueHHOH CO BpeMeH TpyGamypoB".
How exactly this melody is created is elucidated by Belyj in several excerpts from
Razluka, where he notes "MenonudecKuii TeHTMOTHB CILIIIHM B IIETIOM BCex
crpod". He goes on to illustrate:

U Tpu HYIHBIX CIIOHOESA, —
Moii — coH,
Moit — cMex,
Moii — goM, —
MOArOTOBIICHH TPEeMs XOPHAMOHUECKMMH '— — .o.go%mz_:, B
KOTOpHIX TIOCNETHASA CTPOUKa YCHIEHa B HOHHMK —~' ' 4TO CO3TacT
BEJIMKOJICTIHEIA TPAMIUTHH: [ TI0JI€Ta CIIOHIEEB; U 03 Yero oHM

6Bl — 5KaKO IUTIOXHYJIHCh.32
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Belyj indentifies and likewise admires the "amfibrachii”, "bakchii", "paremi-
deskij stich” and "glikonova strotka" (some of which are taken from "Na kras-
nom kone"). Variation in meter in Belyj's own aesthetic system is a positive ele-
ment and it forms the basis of his critical appraisal and evaluation of the text:
"Menonus Mapuan 1lBeTaeBoii sBIE€Ha LENBIM MHOI006pa3susi pHTMOB".
These "rhythms" are highlighted in the poem "M.I. Cvetaevoj" as "nepobedimiye
ritmy" and Belyj's memoirs, (MeZdu dvuch revoljucij, 1934, 384) recall one final
time her "rosko3nye ritmy". Almost as an afterthought Belyj mentions one image
"Vplot' do nogi uprugoj vzletaet pennyj klok" and Cvetaeva's progressive allitera-
tive stransitions from "s" and "r" to "1", and "v" to "m" in the zvukoslovie "str-
stlb-srbr-rim” found in

Crpemur cron6oBas
B cepebpsiHbIX cOpysX.
S pyk He nomaio.33

For Belyj the poetess and her poems ultimately merged into the image of a
sound. In his letter of June 24 he wrote:

Brl ocTamHMCh BO MHE, KaK 3BYK Y€r0-TO THXOT0, MHIIOTO: ... B 3Tl
Toclie IHHe 0coOeHHO TsKeJblie, CTpalHble THH Bhl OnATh IIPO3BY-
YaJTH MHE: JIACKOBO¥1, TaCKOBOM, Y IMBHTEJILHOH HOTOH:... [empha-
sis added, TRB] (Saakjanc, 1988, 380)

Cvetaeva's own footnote to the musical connection comes in her comment that
when Belyj read his own poetry: "He runs over the pages as if over piano keys"
(CS, 139).

Against this backdrop of aesthetic perception and preference, Belyj, the perpe-
tual experimenter, summarizes in his preface to Posle razluki, "Budem iskat' me-
lodii", five points in his own search for melody. Admitting that his own work is a
search for form — and that "melodism" grows out of the ordering of image and
sound, meter and rhythm, Belyj outlines his own poetic program for the work.

1) JIupudeckoe CTHXOTBOPEHHE — IIECHS.

2) o3t HOCHT B ceGe MENOIMH: OH — KOMIIO3HTOP.

3) B grcTO# IMpHKE M € IO I M 8 BaKHee obpa3a.

4) HeymepeHHOe ynotpeGiieHye MOCPEACTBEHHEIX 3JIEMEHTOB CTHXA

(o6pasa, ¥ 3ByKOBOM rapMOHHMH) HacUeTM € 1O 1 H H caMble 60orarcTsa

ITHX 3]IEMEHTOB IIPEBpAIacT B BEPHOE CPENICTBO — YOUTD CTHXH.

5) JloBombHO MeTadOpHUYECKOi NepeHaCHNICHHOCTH: IOMEHBIIC

HMMaXXHHHU3Ma; ToGOJIbIe ECHH, 11060IbITe MPOCTRIX CIIOB, IIOMEHbIIE

3BYKOBHIX TpeIllaHH# (MeHbIIIe TpYO) — NreHUAIbHbIE KOMIIO3HTOPH

FeHMAIbHB He HHCTPYMEHTaMH, 2 M € JIO I B SI M H : OPKECTPOBKa

Marina Cvetaeva and Andrej Belyj 113

BerxoBeHa npotie opkecTpoBky Il Tpayca.

Firm in his convictions (at least temporarily), Belyj exclaims, "Bnepenu pyc-
CKM# CTHX OXXHIAeT 60raTcTBO HeHcUepIlaeMbIX MeloIHiHEIX MHpoB. U na
3MpaBCTByeT— ‘M eNo g H3 M !’

The title of Belyj's work, Posle razluki, contains both an echo of Cvetaeva's
Razluka and an ironic expression of finality. Belyj had mentioned the explicit
connection to Cvetaeva:

After your Separation I am writing poems again. I think I am not a
poet. I can go for years without writing poems. That means I am not
a poet. But now, after your Separation - it has flooded me. I can't
stop. I am writing you — furthering you. It will be a whole book:
After the Separation, after the separation from her and after your
Separation. (CS, 138-139)

Cvetaeva and her work would become the foundation, the home port for Belyj
as he floundered in a sea of complex, conflicting stresses. In addition to the stress
provoked by Asja's arrival in Berlin in March and departure in April, Belyj had
been told by his doctor to slow down or risk serious health problems. When he
moved to Zossen in May, Belyj intended to work on the third part of the
Vospominanija o Bloke and a revision of the poems in Zoloto v lazuri. The third
section of the Vospominanija covered the most painful period of time for Belyj,
concerned with the strange intrigues of Ljubov' Dmitrievna Blok. (Belyj would
refer to her in the Vospominanija as SC, but the disguise was rather transparent).
Amid this intellectual and spiritual torment and turmoil, Cvetaeva proved to be
both an attraction and a distraction for Belyj. Even if this represented wishful
thinking and fantasizing on his part, her poems and his perception of them served
as the organizing principle for his own earlier efforts, current revisions and new
creations. Posle razluki would emerge as Belyj's last original poetry.

Posle razluki. Berlinskij pesennik was published by Epocha and printed in
Berlin by M. Mattisson in September of 1922. The 123 page volume contains fif-
teen poems varying in length from the thirteen lines of "M.I. Cvetaevoj” to the
twenty parts and over three hundred lines of "Malen'kij balagan na malen'’koj pla-
nete Zemlja™. The poems represent three interconnected, but clearly distinguish-
able moments of poetic inspiration. Three poems were written prior to May 1922,
Thematically they are all connected with Asja Turgeneva-Bugaeva: "Bessonica”
and "Bol'nica" are both dated in the text "The Hospital 1921". "Ty - ten' tenej" is
dated Berlin 1922 and the 1923 edition of Belyj's poems adds the notation
"February 1922". All three of these poems appeared in print prior to Belyj's
major efforts on the collection inspired in part by Cvetaeva.34 Another three
poems represent revisions and thematic reworkings of poems published earlier in
the collection Zoloto v lazuri (M., 1904). "O poljarnom pokoe" is followed by the
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notation "Moscow-Zossen" and is based on the poem "Zizn". "Kladbi¥e" 1901
1922 Moscow-Zossen is based on "Prizyv". "Net" 1901-1922 Moscow-Zossen
is based on "Na zakate".35

The nine remaining poems were written in May or June 1922 in Zossen:
"Vesennjaja melodija" — June 1922; "Veder"; "Poetsja pod gitaru” noted in the
1923 collection as May 1922; "Opjat’ gitara"; "Prorok” — May 1992; "Malen'kij
balagan na malen'koj planete 'Zemlja™ no date but later identified as June 1922;
"V gorax" dated in Epopeja, II, as May 1922; "Ja" no date; and finally "M.L
Cvetaevoj" — Zossen.36

The first poem, "Vesennjaja melodija”, bears the subtitle of the mandolin. It is
one of five poems associated directly with a musical instrument: two mention a
guitar, one a cello, one a balalajka and there is the additional implied drum
(Boom! Boom!). Written in June 1922 it is separated into six parts.

1
Crpinry yrpamMu
3oBHI
A...
Buxy — orsm... -
- HMEN -
Bupio3oBsie

TNomHble cMbIcTa. .
Kpyrom He siM [MeHs] —
BepesoBrie
Iun;
Hu-

— IlepnamMyTpoBbI€ ITHY;
H-
— IlepnamyTpamu
YHH3aHHBIE,
PozoBkie —
— Kpoinmbst KopoMbicTa.

Most striking is the curious arrangement of the poem on the page, in which the
traditional hallmark of Russian verse, the line, has been sacrificed, broken up and
scattered into multiple pieces. When compared with Cvetaeva's first poem, Part I
reveals several areas of similarity: the brief lines, several of which are inset from
the margin, the frequent use of dashes, and enjambment. There is also the distinct
departure from traditional meters. Cvetaeva's poem opens with a series of chor-
iambs. Belyj attempts to duplicate her effect in even more complicated rhythms.
His first lines, "Ciminry yrpamu / 3oBei / 51", can be read as a choriamb followed
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by a trochee and then a single stress. If, however, the three lines are combined as
one it can be scanned as a choriamb followed by two iambs: - "',

Other choriambs appear in the lines "Buxy — orau” and "IlomHble cMbicia”.
In the foward to Zovy vremen Belyj described the violence he chose to impose on
his poetry: "SI cumocs pa36HTL KAHOH KaKOH-TO CTPOKH, TaKOH-TO CTpOdbI, 3a-
MEHSA ero KaHOHOM KHMBOI'0, 3BYYHOI'0 CJIOBA B CILIETEHHH €0 ¢ LebM"
(94). And in somewhat simpler terms Belyj returns to the thought expressed in
the beginning of Posle razluki and notes that the poet is a composer in his arran-
gement of word: "B pacCTaHOBKE CJIOB — KOMIIO3HTOP PUTMA; OH COYHHSIET Me-
JIOMHIO; BEPHEE HILET BHEIIHUM yXOM OTPAa3HThb CBOM BHYTpeHHHH ciyx” (98).

While Belyj claims to be inventive and innovative his arrangement of lines dis-
guises visually, but not necessarily audibly, a fairly traditional iambic rhythm
with an added stress on the initial syllable in a line. As we have seen this techni-
que of separating the traditional line into two or more segments is a distinguishing
characteristic of Cvetaeva's Razluka. With his segmentation of the poetic line,
much in the manner of Cvetaeva, Belyj achieves a multiplication of end rhymes, a
highlighting of what would normally be internal thymes. Thus "odni", "dni", "i",
"pni", and "i" all stand out and spotlight the major stressed of Part I. Of twenty-
four accented vowels, twelve are either "i" or "y". Is this repetition of the high
pitched "i" an attempt to capture the sound of the mandoline? The additional
words in final position such as "utrami" and "zovy" are amplified and then echoed
in "perlamutrami" and "birjuzovye". This opening section is both an audio and
visual image: the sounds of the calls, the sights of the sapphire days, fires
burning, mother-of-pearl birch stumps and the rosy wings of a yoke.

In Part II a cloud hangs low on the horizon, its edges illuminated by fire and
summers, and it gives rise to a vision of nature's holidays of lost meaning, like
the once meaningful yokes gleaming in the sun. Twenty eight lines contain a total
of thirty two words; the result is a dramatic increase in end rhymes, which in
traditional lines might remain hidden.

Part HIT has the narrative voice now heeding with a sensitive ear the disgusting
flies, and silver meters from a window cover him like a gleaming emerald flock of
flies and a spider web splashing to the wind. Again rhymes abound as twenty-ni-
ne words are moven into twenty-one lines. The opening lines ("Brumaro: — / —
Yyrkam / Yxom / Kyrkrm / Myxam —/ SI") can be read as an amphibrach follo-
wed by a series of trochees and the striking series of stressed "u" sounds. But the
familiar iambic meter sounds in one's head even if it is concealed by the typeset-
ting as well as pagination. By this point one notices that the typography separates
each section of the poem onto at least two pages with the resulting abundance of
blank space on each page. (A cynic might suggest that this was done in an attempt
to achieve the critical mass necessary for the book slightly longer than 100 pages,
but which could have easily been printed in twenty-five or less).
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In Part IV the song makes its first appearance: like silvery breezes, like meters,
like visions of lights, it penetrates the firmament and the land, the sight of the
soul, and the secret of inspiration penetrates the soul. "— I'me-To / Jpma / B
THILH, — / — O6BH3rHBacT cepeOpsiHBIMU BeTpamH, / Kak meTpamu / Mue —/ —
¥Yxo/ Oyx/ W/ Oyury—/ - Ilenwne..."

In Part V rhymes abound again: "Sveta" and "Otveta", "Vzvizgi" and "Vbryz-
gi", "Slov" and "Strof”, but even more startling is the assonance of the stressed
"0": of twenty-eight stressed vowels fourteen are "o/&". The resulting associations
of "vozduch" with "otdych" and with "slov" and "strof", sprinkle the heart with
the "rozovuju rozu" and "rosami". Belyj enhances his instrumentation with an
abundance of "s" and "z" sounds which occur twenty five times in thirty words.
These same sounds echo the key elements in Cvetaeva's last poem.

In the final section, Part VI, the primary stressed vowel is "e" (sixteen of
twenty eight are "e"). The rhymed groupings provide curious associations bet-
ween of "Vernoe-Vernoe serdce” and the concepts of "licemeriem" (hypocrisy)
and "neveriem" (disbelief) with the "ravnovesie" (equilibrium) and "bezvesie"
(weightlessness) of the "podnebesie” (sky). The sense of soaring, floating
weightless like a tuft above the clouds over the leaves, is anything but a cry of
dispair. In opening his collection with one of the later poems, i.e. composed in
June 1922, Belyj re-affirms the salutary and salvational aspect of poetic vision
(and hearing) and the creative act. The poet hears and sees and the resulting multi-
media song expresses itself in words and stanzas which free the poet from the
restraints of gravity. The upbeat "Vesennjaja melodija" is a rousing overture to the
concert which follows,

In contrast to the dawn's early light and sounds of life, the second poem,
"Veger", is filled with "edges of golden-brown clouds" which hang over the poet
with a "poison”. The sky is repaced by the swamp, alive with its own creatures,
the cricket and the lynx. The mood created by the blackness and the thunder is
threatening — the "zloj" (evil) and "lukavyj" (wicked), a gleaming pupil out of the
darkness. The poems is divided into five six-line stanzas, but can be read as five
quatrains of anapestic trimeter, or as a series of anapestic hexameter couplets.
What Belyj gains by the artificial enjambements is once again a greater concentra-
tion and resulting doubling or tripling of end rhymes. For example in the second
stanza:

W B3roHAT GecIpH30pHBiE BHICH
TepeneTHbIM

BONOTHEIM riazkoM;

M - 3apeickaloT GbICTpBIE PHICH
Hax GooTHEIM, —

Han gepHBIM — teckoM
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In terms of sound orchestration, "o" and "y" predominate in the above stanza,
where of twelve stressed vowels only one is not an "o" or "y". (Vzgonjat). "Ve-
¥er" continues the lyrical creation of a poetic mood and once more the poet sensi-
tive to sight and sound recreates a video production. There is also the curious
synaesthesia of the poet who "hears” the "Zeltye chochoty rysi".

"O poljarnom pokoe" introduces the second stringed instrument — the cello.
The long, sonorous draws of the bow are reproduced in Part I of the poem with
fourteen "a/ja" combinations out of twenty-one stressed vowels. The slow pace of
the cello is captured in the amphibrach in contrast to the quicker iamb of the
mandolin in "Vesennjaja melodija". The visual image is of clusters of ice blocks
and amber lances of the sunset which blind us as the schooner casts off into the
steel of the waves. In Part I seafers appear highlighted against the ruby red sail
and fortified by their "song". In Part ITI the song is carried and tossed about by
the waters. The lyrical vision is interrupted in Part IV for an observation of the
constancy of the environment: "Hugro He u3menurcs!... / Tonpko — / — Msre-
xurca / Mope, / Jla remutcs / Kut ~ ". The peace and well-being of the
schooner are displaced in Part V. when winter descends in a cloud of white ash
and the polar darkness tightens its grip in a fiery darkness of welded clumps of
ice. In reworking the themes of Zoloto v lazuri, Belyj returned to his poem
"Zizn™. (1901)

1901 1922
BeccTpalliHO OTHANHII CPelib XJIONbEB TyMaHa M -
ot Gepera c 1ecHeH 1TOMOp. — OxpemueHo
Tlecuett —
— IMon 30peKoii —
~ Orvanunu —
— B xnomss
Tymana ~
— Iomopst

The distinctive staircase arrangement of the new version is not only an
extention of Cvetaeva's brief lines. Rather, it continues a tradition already found
in Belyj's prose. Here the separation of lines in a revision of an éarlier poem does
not result in an increase in end rhyme. The visual effect is intended to produce a
new "rhythm" in spite of the regular pattern of amphibrachs. Ultimately, these
"step-ladder” (lesenki) structures of Belyj would profoundly affect the poetry of
Majakovskij and other Soviet poets.37

"Kladbi¥&e" is a reworking of the poem "Prizyv" written in 1901 and dedicated
to Mixail Sergeevi¢ Solov'ev. An examination of the poem and its new form
illustrates much of what is "innovative" in Posle razluki. "Prizyv" has four quat-
rains of iambic tetrameter with an a-B-a-B rhyme scheme of alternating masculine
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and feminine rhymes. "Kladbi¥&e" has forty six lines divided into fourteen
stanzas ranging from two to six lines in length. By tripling the number of lines,
Belyj is able to increase the rhymes from sixteen in the first poem to forty-six
rhymed words in final position. Thematically Belyj retains the memories and
images of the previous poem inspired by the grave of Solov'ev in Novodevicij
Monastery. The sound of the wind, the shadows of crosses on the white snow,
the "good news", the lantern (now crimson over the grave), the lonely oak
standing watch. But the tension has been changed, now charged with poetic
sound effects. Compare the two verses:

1901 1922

TaMm... mamexo... cpedy paBHMH Tsixensiii gy6, KaK 9acoBOM
CTapHHHBIN 1iy6 B Tsokeno Myke  IledanbHo BHEMIIET
CTOWT 3aTEpsiH H ONHH, 3ByKaMm MyKH; —
KaK YacOBOMH, HOIBABIIHNH PYKH.
Kocmarsrii cHeramu, — B
CYpOBBIH BOH
Ionvemier

Pyku...

The new version contains additional elements of sounds — the sounds of
torment and the severe howl. The meter remains the same, but the new lines offer
an extra thyme of "vnemlet — pod"emlet". There is one additional "u" sound in the
second poem which enhances the effect of the "sounds of torment" (zvukam
muki). The new version eliminates all stressed "i" sounds (sredi, ravnin, starin-
nyj, stoit, odin) in the stanza. Belyj's ear is attuned to a different drummer.

Several of Belyj's contemporaries, including Cvetaeva and Chodasevi¢, note
that Belyj's fiddling with his poems was undesirable and detrimental to his poetic
gift. One could argue which poem is more artistically complete and pleasing.
There can be no doubt, however, of the quantative poetical elements of language
which call attention to themselves, while preserving the pristine simplicity of the
word. Another unanswered question concerns the inclusion of this poem at this
particular place. Belyj had originally intended to revise his poems from Zoloto v
lazuri; his memories of Blok also focused his attention on important events and
personages of the first decade of the century. To these must be added the
shocking assassination in Berlin of V.D. Nabokov, father of the writer, who was
a well-respected political and moral force in the Russian emigration. Nabokov
was shot on March 28, 1922 and was buried in the Russian cemetery in Berlin
after a funeral service which Belyj attended. Belyj also divided his life into seven
year sequences, 1901-1908 / 1909-1916 / 1917-1923, and twenty one years
separate the first version from the second one.

T
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What remains after the speculation and what constitutes the new element in the
poem is the sound image of the closing stanza in which into the silence there
resounds the voice of a friend, now forgotten in the snow! "H Tonsko: —/ B
ramHy / 3ByunT, / 3a6brThiit / B cHere, —/ ~ Tonoc npyra..."

The poem "Poétsja pod gitaru" is a gloomy admission of the poet's own
mortality, a recognition of the futility and folly of existence. Not only the title, but
the arrangement on the page, mostly bleak single words dangling from the left
margin and the dashes, recalls Belyj's own perception of Cvetaeva's poems. The
rhythms are also uneven; this poem is one of the more complex to classify or to
define an underlying metrical pattern. One thought is that the lines as they alter-
nate between one and more stresses are meant to resemble the pluck and the brush
of the guitarist's rhythm.38 As with the previous poems, rhyme abounds and is
used to associate words and meanings by sounds — "nem-vsem", "suZdeno-vse
ravno", the "izumrudnaja" (emerald) tale with the "trudnaja” (difficult) life: and
*nakonec” (finally) with "odin konec" (the inevitable end) which hangs over our
"sud'boju” (fate) and over the poet "soboju” (himself). The poet has come the full
cycle of life in his first five poems: from the dawning of spring and poetic flights
of fancy to evening darkness, the challenge of the seafarers’ song engulfed in
winter's clutches, to the cemetery and the realization that death will come for him,
too!

At the bottom of this abyss, Belyj engages in his next poem for the first time
the theme of Asja: "Opjat' gitara". Here again the poetic meter and line have been
sacrificed to achieve additional rhymes. There is also a heavy sound orchestration
and concentration of stressed "a" and "u". In the lovely raspberry-orange sunset
of today, memories of golden waters, the crunch of snow, of the years "there"
(tam) in Switzerland, call forth silver sorrows and clash with the words:
"'MepTBhix cnos He rosopy’, / 'He Teepnu' — / 'Moporas!..." To which the
response is a simple and final: "-'TeGe omHa mopora, a mae —' / 'JIpyras!™ So
simple, so brief, so unsatisfactory and incomplete for Belyj. While he had been
waiting since 1916 for this meeting, and its outcome should have never been in
doubt, given Asja's cavalier approach to his entreaties, her presence in Berlin had
given him hope for a restoration of the old order. Her failure to return to him was
the greatest single cause of Belyj's anguish and his deteriorating health and erratic
behaviour, both of which would become the cause of some concern among his
friends over the next few months. Thematically Belyj moves from his pre-
occupation with the lyrical experience itself to the inner recesses of his own pain,
spite and spleen.3®

In a peculiar combination of time and place, the rejection by Asja is now
combined with a memory and poem of another love lost. The poem "Net" is a
revision of the 1901 poem, "Na zakate", which have five quatrains of anapestic
tetrameter with alternating masculine and feminine rhyme. "Net" contains nine
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stanzas, the first eight are quatrains with lines of variable length and the final
stanza has six lines. While the meter is also primarily anapestic, there are several
examples of an additional initial stress. The stanzas have alternating rhymes
throughout with the exception of the fourth stanza. Both poems speak of a
rejection highlighted by brillianty-colored backgrounds: pale red sunset, the azure
distance, and the poet's realization that he and she are merely specters "prizraki"
who will now be separated by time and space. The new element in "Net"
introduced in the final stanza is the "penie” (song) and "videnie" (vision).

B 3T10M NIEHMH r'Ae-To ~ B KHTIEHHH
B 3T1oM nenuu ceeta — Bunenue ~
Mse:

Yro — ¢ Toboit!

This was the only solution remaining for Belyj, an optimistic faith that in the
future, in another transearthly existence in which the ties that bound his soul to
Asja would be restored to their former state. It is a vision of hope — a victory over
the confines of earthly space and time! Again I wish to emphasize the essentially
optimistic vision of the poet that has been largely overlooked by critics including
Mocul'skij, who sees Posle razluki merely as "krik boli i ot¢ajanija" (246).

The midpoint of the collection is the poem, "Prorok" with its inevitable compa-
rison to Pushkin's poem of the same name. The poem is very traditional, written
in Zossen in May 1922 in iambic tetrameter with alternating feminine and mascu-
line thymes in nine quatrains. It is almost as if Belyj pauses for a moment with
his formal experiments. The poem seems unconnected with the Asja theme unless
one take into account the plural first person pronoun and personal modifiers.
Repeatedly there are references to "our" (na%) and the question "na nas tekudij".
Beyond the lyrical statement of the poet overwhelmed by the shining silvery
moon, there is reason here to believe that the poem re-asserts the important
spiritual-mystical bind which Belyj shared with Asja. From this point, Belyj
retraces the loneliness, the despair and the anguish of not having Asja his compa-
nion at his side. The next two poems "Bessonica" and "Bol'nica” were written in
January 1921 when Belyj was in a Moscow hospital. The typographical arrange-
ment of "Bessonica” is characterized by the now familiar disregard for the poetic
line; instead one, two or three words are frequently suspended at the left margin.
There is also no separation into stanzas of the forty lines. The effect is the accu-
mulation of end rhymes. Indeed, when lines contain more that three feet, splitting

the line at the caesura does not provide a rhyme. Other versions of the poem com-
bine these dangling words into regular quatrains of iambic hexameter, and the
poem is iambic if one ignores the typography. The significance is that in Posle
razluki, Belyj goes far beyond previous (and future) attempts to impose his own
order on the poetic line. The vision of "Bessonica" is one of days filled with
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doubts and nights of torment: "Moxn, / ComHenueM / McnopueHHbIE / Oamn, /
Mou / TomnerueM / Hckopuernsie / Houn..." The mr»ao.im and n.gn silent Arab
hallucinated into existence in the corner are echoes of earlier mom.a in the nursery
of Kotik Letaev and Kre3Cenyj kitaec. Thematically Posle razluki is a continuation
of earlier themes, while formally it is a new departure. .

"Bol'nica" which was published in Epopeja under the title "Ase" was written
from the same hospital room, but the vision now is of Asja, already prefiguring
the predestined parting. "MHe BUIMIIBCA ONSATH — / Mwwﬁohwm&.r — 181 / Ho -
He A3BUTENbHA, a XONoIHa: 3a6p1ma”. And in his dream amid the sickness, an.mn_
and hunger he asks for his eyes to be closed by the disappearance of everything
that had been into the other world of non-being. Belyj was forever at the edge of
separate existences of the phenomenal and the other noumenal world. The poem
is an example of iambic hexameter, but end rhymes are less prevalent, an aspect
of the poem evident in the lengthier lines and the sparsity o.m oco..soa lines. The
typography of the poem varies little from the version vnanm_ in March GN.N.
Belyj was already experimenting with the length of the poetic line before Em
"encounter” with Cvetaeva; what is missing in Belyj's poems before Razluka is
the abundance of end rhyme.

The next poem, "Ty — ten' tenej" was composed in February of 1922, cmmoa
the final break with Asja and has traditionally been seen as an address to Asja (It
was first published in Epopeja I, 1922 with the title "Ase"). The 40.& "ten""
(shadow) has special significance. After his return to Soviet wcmm_m.s _.owu,.
Belyj published in 1924 a short book of his Berlin memoirs called Odna iz ow:&.&
carstva tenej. The "kingdom of shadows" was the emigration. The poem is
stylistically intriguing in the placement of the lines. The oam.wum_ iambic
pentameter quatrain of the Epopeja version has been arranged .::o m:ﬁumm
alternating between four lines and two lines with each stanza containing two lines
of iambic pentameter.

Toi — TeHb TeHeH. .. Tebsa — He Ha30BY, ThI — TeHb TEHEH. ..

TBoe 10 — XONONHOE H 3J10€. Te6s He Ha30BYy.
ITneiBY TyIa — 3a OBIMKY THEH — 30BY Troe mmo -
3a npIMKOIt mHel, — HeT, He Te6s: Obuioe, — XONOMHOE H 31I0€. ..

While the new typography highlights such statements as "You are a shadow of
shadows", and "My soul — you are the light", it does not seem based on any need
to increase the amount of end rhymes. It does, however, disturb at least graphi-
cally the traditional iambic pentameter line of the first version. HSQ@« .and
"rhythm" exchange places. This example confirms that poems written prior to
May and June, i.e. before the encounter with Cvetaeva, have far fewer rhymes
even when the typography imposes shortened lines and new oe.vaanm. What
the "lost poet” reaches out to find and embrace is that soul of light, hidden beyond
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the pale of years and on the invisible boundary of space and time. In February
1922 it was still possible for Belyj to associate re-unification with Asja as the
necessary condition for his own re-integration of body and spirit. The poem is an
attempt to restore through memory a brilliant gleaming past; it is not the harsh
indictment of "Asja" which had come from the hospital bed.

The next poem is the longest of the collection and is Belyj's ultimate of shriek
of pain directed at Asja. "Malen'kij balagan na malen'koj planete 'Zemlja™ recalls
Blok's "Balagan¢ik”, in which with remarkable foresight he caricatured the pain-
ful love triangle of himself, Belyj and Ljubov' Dmitrievna. Belyj's poem also
bears the subtitle, "To be screamed out of a Berlin window without pause". The
poem begims with a drum beat "boom-boom"” and an admission of unrelieved
SOITOW:

Cepnie — MCIIIAKATOCH: ILIAKATS —
Her
Moumu!...

The twenty sections of the poem are lean, crisp statements strung out over any
number of lines, rich in thyme, rhythm and sound orchestration all used to create
images and a prevailing mood.

N3 puoneroBbIx —
Tam -
Paccrosiauii —

MomHui MAIMHOBBIX HaM
Murotss...

CmotprM GpacrieTamu
ScHeix
Cusuit

Bop
KpacHocTBONbIH — Ha YMEPKH

Hus.

The meter is dactylic and if one overlooks the lines and considers each stanza a
line unto itself the result is a fairly regular sequence.

lll\.lll\.nl'\.l
.ll\-ltl\.ll\.
."\.ll\-ll\.'
.ll\.ll\.n’l\.

Marina Cvetaeva and Andrej Belyj 123

The devision of the lines into full stanzas gives greater weight and emphasis to
each individual word and establishes additional end rhymes (tam-nam). The
sound pictures of molnij—-malinovyx nam migotnja (min- BF.E:.BB and smotrit
braslefami (mtr-rtm) intensify the alliteration of nasals "m" and "n" and the "s"
and "z" recall Cvetaeva's own accumulation of sound devices as well as her own
image of "zemlja". Against this background of experience in which fate has united
them, this "quiet distance" is now the source of "quiet grief" and "sorrow". The
poet begs for fulfillment: "Tle# / TlpocasHue cnankoro sna, —/ 3onorokapue /
['apu / 3apu"”. "T'oBopH, rosops, rosopu / F'osopu xe —" he asks in Part V, "~
B rona —/ — I'me — / TlepenenuBaerca / Boga — / ~ I'ne —/ — Terwn / Tams / 1/
Tema—/—-Her/Wm / {a? /- Cser / A / Tema?"

And the indictment brings the charge of a lie in her summons — a distortion of
the spirit of life. "B36pri3an / 2Ke / B / O4n / Bonoo 3a6Benns! —" demands
the poet, recalling Cvetaeva's own allusion to the river Lethe. This life of the
spirit is paramount for Belyj, and he cannot understand how this degenerate face
can simply ignore it all with the claim of simple forgetfulness. In Part VIII there is
a sigh and a gasp of resignation: "Yro x? / Eciiu Tak cyxneHo... " The poet
slowly staggers to his feet — "Bce paBHo", and he repeats the owﬁmo of lying and
asks again for the waters of forgetfulness and that his heart may gallop to the
starry abysses. Belyj becomes even more vindictive the "BoictipeHHBIH N0XbIO"
becomes a "3ioit Kpyr" surrounding her and she leaves, now a "3moii mpyr",
without any satisfactory answer and the refrain: " -/ - I — / — Huxorna He
yBuxy / Te6s —/ — A —/ — Ce6s / Henasuxy: / 3a/ 37o.

The meter changes in Part XII when the cursing and swearing begins, not of
Asja, but of that damned devil who has forever separated Asja from him and is
the curse of "our” pain.

TpoksAThIH —
— IIpOKJIATHIN — IPOKJIATHIA —
— Tor muason,
Koropmisi —
— B pa3sAToit 0TUM3HE
W3 TBepIu
Pa36un
Hamm >ku3HHU — B OpBI3HDb
CmepTtH —
KoTopblil HaBeKH MEHS OTHEIHI
Or
Tebs —
— YTobsl —
- g
— Henasupen 3a 310 1665 —

— Cebs!
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The reference to the "devil” has been identified as Rudolf Steiner in the writ-
ings of Chodasevi& and Mo&ul'skij. Belyj's feelings toward Steiner were mixed at
this point in time and the rejection by Asja, his inability to meet face-to-face with
Steiner undoubtedly soured the relationship. It would be incorrect, however, as
does Mocul'skij to see in this temporary estrangement a long term rejection of
Steiner and his teachings. Part XIII is a respite — from the cursing and the swear-
ing - to the wish for escape "to swim through the centuries” so that the Lethe
grant forgetfulness. The Lethe reference, at once a bind with Cvetaeva's own
image, also embodies the concept of a new life, a thought dear to Belyj, and the
promise of escape from the torments.

Part XIV reinvokes the devil who separated us. Stanza XV and XVI are con-
nected by an enjambment between the two: "Bce ymuio - / Haneko — / — Bee —
uHoe: / He To -/ O, nerko Mue / Jlerko — / - Bee — ugoe: / He To / — Tloromy
uT0 — / leads to the admission "HUcmnakamch — / — Quu / ! nnakate— / — Her
MouH ~"

An alternation at once hopeful while still deeply disturbed occurs one more
time in Stanza XVII: "Boumi yoa / M1, / JTio6ume 1 / Mt — / — Hpyr / Opyra!"
But the poet soars like a bat higher, higher, higher, where everything is simple,
all is different: where eyes open into the native, barren nothingness: "B BrI30Be /
Tsoem —/ Jloxs!... / Babpriauu xe / B oun / 3a6penne..." Belyj would write
to Cvetaeva: "Yesterday I put a cross on Asja". He had finally laid her to rest. In
the poem his heart takes wings like a martin to soar away from earthly trials.
“Boom-boom", the drum resounds again. It is finished — and it was. The pages of
Asja had finally been closed. It now remained for the poet to transcend the
experience and to continue in a life without her. Only a few months later when the
poem was included in Belyj's Stichotvorenija there is added the notation: "®op-

TOYKA 3aXJIoNbBacTCs. KOMHaTa HAIIONHSAETCSt 3ByKAMM BECEIIOr0 IKHMMH" .
Dance would soon replace the song.40

"V gorax" is a return to more traditional poetic lines — four quatrains with
AbAD rhyme, but with a curious rhythm, closer to the logaedic, three stresses per
line than any of the other poems. When the poem was printed in the 1923 edition,
it too would be split into an additional number of lines, the primary purpose being
to increase end rhyme:

1922 1923
B3wuparo B cephie TymaHb; Baupaio
Paspampaio: pyGuine — 5 ... B cepbie TyMaH®I;
OGopByT, KaK Npax, — yparaHsr: Paspupaio:
Pa30pByT — B ropax MeHs1. Py6ume - 5.

O6opsyT,
Kaxk mpax, -

i
{
m
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YparaHsi:
Pa3opsyT
B ropax
Mems! . .
e abyss the poet rises to the mountains, where he invokes the E.w.»mo o
Eoﬂ““o% mowwa and mwomozm. There at the altar stone :..“ goozamﬂm the "byko-
rogij bog" who thrusts his horn into the breast of the .vonﬁ § corpse. o th ]
"Ja" to be sung to the accompaniment of a c.&p_E_S returnes to the theme o».
music and the ultimate assertion the self. It is in some respects .Eo last w%mo o
Posle razluki. The irony, of couse, was n:.: (Cvetaeva's separation %o:~ .moﬂwn
end with the arrival of her husband, Sergej mmnonu .mno.B _unmw:n.. For Be S._ H.w
separation with Asja would end not with a reconciliation v—: with the o.on_. ete
preak of their marriage and their relationship. .H..—,oornom skip along a»mgm om
single words to brief lines in rapid succession. The fourteen sections are
sometimes no more than a pair of words. Part 2 is simply:

liyxu-
Hyxu!...

ch is for the spirits, the souls, for God. "Tne ~ / Bui —/ Hyxu? /
._..n.Mclo\ mon ~—/ Dynm?' / _.,Wo -/ Tst — Bor!-" Instead the moon looms threaten-
ing over the "zloe pole”. Time is an axoocan.imn and the threads Aw». m<nawamaw
woven into a pattern of non-being. In this terrifying maﬁmr mon. Godina 22_ m..
evil, we are confronted with the claim: " 'Bora -/ Het' - /- moww -/ mnu... e
But the poet does not embrace the despair and hopelessness of mﬁmﬁboo without
God. Instead there is a new road to Nazareth, the road of En.:w&ﬁa.ww_. of the
self. And then there arises a pillar of fire which bears the glad tidings: ""3to -/

—-: -
/ OMow_vﬁswb only be understood in the context of n.w.o mystery of Christ's passion
and resurrection, the way of the cross and the glorious rising from the dead. This
mystery of hope, of life after death, was for him Ew\ only answer to the unknown
and unknowable in this life. Belyj's reunification with God at the end of the poem
recalls the Christ of Blok's "Dvenadcat'™ and restates 9.,” theme of nnmcqooco:. in
Belyj's own "Christos voskrese", Kre3Cenyj kitaec EE.E passages QS.«%EEF
In the 1922 introduction to "Christos voskrese" for his Stichotvorenija (1923,
349) Belyj wrote: "IpHATHE PacIATAA NPECYECTBIIAET TEMY CMEPTH B TeMY
BOCKpECEHHMs; B 310l Teme Kaxmoe 'SI' wnu Ich cranoBUTCSA L Ch. — MOHO-
rpammoii GoxxecterHoro S, Critics and scholars have o.<maoo_noa this essen-
tial optimism which emerges from Posle raziuki. Yes, it is the Eo&:& of a
wounded ego, of an injured, confused man. >.m poetry, as was all of Em. M.mr:
was Belyj's own tortuous path of psychoanalysis Ea therapy through whic! le
equilibrium could be restored. It is the recognition that poetry affects this
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transcendence that is contained in the final poem, actually a thank-you note to
Cvetaeva for her own poetry.

"M.I. Cvetaevoj" is the last poem in the collection and it replaces the dedication
which Belyj had indicated would have been difficult if not impossible to write: "I
am mentally dedicating it to you, and if I don't put it in an explicit dedication, it is
only because the book is your, it comes from you, I can't give you what is yours,
that would be immodest” (CS, 139).

Hencamcisiemst

OpOGHTE cepeGpsTHOro MpUCKOp6H s,
I'ne npasmHOMBICTHS

Iosrcim —

Tyun...

Cpenn Hux

Tuxo oo cTHx

B neocszaemeie yronus
Bammix o6pazos:

Banm MommTBEL
MaimHoBEIE MeTOAUH
u-

HenoGenumele prTMeL.

The poem is an ode to her songs which Belyj would make even more personal
by the addition of two "I's" in the version printed in Epopeja II in August 1922,
As we know, Cvetaeva claims to have been unaware of the poem until after Be-
lyj's death, somewhat strange considering that it is placed on a facing page to
Cvetaeva's own poem in Epopeja I1. (see pp. 10-11) The poem has three stanzas.
It is a work of affirmation expressed in three negatives. "Neis€isljaemy” are the
“orbits of silver sorrow” which the poet experiences. And among them and
clouds of idle thoughts he sings his own verse to the "neosjazaemye ugodija" of
her images, her prayers, her crimson melodies and "Nepobedimye ritmy". (In the
revised version, these "intangibles" would become "non-demonstrable” nedoka-
zuemye ones).

Belyj's own poem contains equally brilliant silvery images and his melodies
and rhythm echo the irregularity of Cvetaeva's own Razluka. There is no classical
meter, just a series of one to three stresses per line. The poet's message is con-
veyed by the frequent alliterations — the smooth "s/z" and "r" of neiséisljaemy
orbity, serebrjanogo priskorbija, prazdnomyslija, povisli. The third stanza accen-
tuates the "m" and "1" in "molitvy, malinovye melodii" and the "nepobedimye
ritmy" and the stressed "i" "molitva” "malinovye" and "nepobedimye ritmy". His
own melody is in fact an anagramof Marina andof Razluka.
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How did Posle razluki differ from Belyj's earlier poetry, how great was the
influence of Cvetaeva? Three aspects of form stand out: typography, rhyme,
rhythm. The brief poetic line, the column and mﬂou-_wmann m:m:mn.BnE are all
viewed as contributions of Belyj to Russian poetry dating gow to his collection,
Zoloto v lazuri. Working on a revision of those poems, Belyj was ::ao:?o&.w
struck by similarities in Razluka. He would take his own 45% and O<.2mn<m s
poetry to go one step further in typographical experimentation. The main influ-
ence of Cvetaeva was in the multiplication of rhyme. More than ever c&oﬂ. and
most notably in the poems composed in Zossen in May and June, Belyj con-
centrated the energy of each line in the end rhyme. Like Cvetaeva he ?.”n:on%
used repetition of a given word to achieve this rhyme. _._.Nrwg.u. the music of the
poems, was centered around this rhyme. In spite of this oxvmnEo.nS:o? much
was very traditional, such as the sound effect produced by m::ﬂ»ﬁ._os and asson-
ance. Typography often obscured the traditional meters which, while they escape
the eye's first glance, energe from reading or listening to the poems. Even so
there is a new intonation, a "stop and go" effect which counteracts n.ﬁ monotony
of regular rhythm. Both Cvetaeva and Belyj heeded an inner music of poetry.
Belyj had always been fascinated by deviations from meter to create 3.%53 and
had in his poetry experimented widely. In Cvetaeva he found m.amnomr_nm_w new
melody. It is also true that Belyj embraced her poetry because it echoed m.ﬁ very
melodism he was hearing at the time, in his own revision of Zoloto v EN.—S and in
his Glossolalija. It may be prudent to speak of confluence or conjunction, rather
than influence of the one upon the other. And the music of Posle razluki was only
a temporary. .

For a brief period Belyj would place greater emphasis on rhyme than ever
before. He would take Cvetaeva's short line and use it to increase the :Eucﬁ. of
his thymes. His attention for at least a few days was to sound, and everything
else could be sacrificed for its sake. In a few months Belyj would move from the
composer and the singer to dancer. In his introduction to these same poems now
called "Posle zvezdy" (1923, 471) he wrote "MeHs BnedeT Telepb K HHHIM
TeMaM: My3HIKa 'TyTH TIOCBSILLEHAS' CMEHHIIOCH LISt MEHS My3bIKO# OKCTpO-
Ta, GOCTOHA M IKHMMH; XOPOLIHH [>K036aHN [Sic} MPeAIIOYHTAIO 5 KOJIOKO-
nam TapcuBarns; st xotel Gbl B Gy/yilieM ITHCATh COOTBETCTBYIOMIHE (POKCTPOTY

xH".
nﬂ:qdaﬁmno&_w there was little that bound Belyj and Cvetaeva, save Gm fact of
"separation”. Belyj borrowed the reference to the Lethe, but seemed resigned to
the doings of the devil, while Cvetaeva boldly challenged the gods. She was
defiant, he was submissive. His chief image is the sunset. Cvetaeva defies the
night. He would take refuge; she would take to flight. She was m.oo But when
she finally let go of his hand, he was once again the "captive spirit". .w.ma ﬁa
preference, her poems, her song had inspired his own song, had freed his spirit
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and exorcized his devil. Razluka for a brief moment restored Belyj to the poetic
brilliance of his youth. Posle razluki, after the separation — he would never shine
again. ,
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Banenruxa 2K

3HAKM INPEITMHAHHA B OPTA
KOMITO3HITHH JINPHKH }

Ctuxy Mapuss llBeraesoii npHcyia
9EHHOCTh — KaXKIOI'0 CIIOBa, KaXHAOro
CyThb Belnel, KOTopasi JaHa Jalle BCEro E
JalbHeHIIeM XOoTeloch Obl OCTAHOBHTEC:
3maHns 06pa3a aBTOpa B Y3KOM CMEICIIE,
HH, a [IOCKOJIbKY MBI OTlIaeM cebe oTd
MEKTHOCTH 3TOM NpPOGIIEMBl, TO OIPaHU
nrHaHHS (3I1) B HEKOTOPHIX IIPOH3BE]L
BrepBbie MbIcib 0 311, TBOpAIIHX 06pa3 ¢
B.B. BuHOrpanoBbiM, Gbllia BEICKa3aHa (
CTPOEHHBIX 11O NPHHIHUIIAM TaKOH pas3F
[IHH, KaK KHHOCcHeHapHii (MapThsiHOBa 1

"IITHpoKO MOHAMAaEMBIA MOHTaXKHBIH
TOKECTBEHHOHN pedH, BOCXOMIIIEE B CBO
MEPHOCTSIM BHYTpeHHeEH pedH, — Xapak’
SBHBIIAsACS BO Beex BHIax HeKyceTBa"(K
3UTEJILHBIX CPEICTB M CEMHOTHYECKHX M
9eCTBO CTAHOBHTCS B TIOCIICIHEE BPEMS I
(T'puropses, CeBepckas, Pareesa 1993;
yYHOH JHTEepaType yKe Ghijla BHICKa3aH
10331 (THHAHOB 1974), B 9aCTHOCTH ¢
ropseB, Cepepckas, PareeBa 1993), n
(Ilyxnagen 1981). Bo3mMoxkHa KHHOCLICH:
cTHXO0TBOpeHHI ("Babymika", "Bupyr Bc
¢hoKycC BOCTIPHATHSA 0GYCIIOBJIEH TOUKOM
NAOIIEHCs ONPeeNIOIHM (PaKTOPOM (
JIBHBIX 3JIEMEHTOB Kajpa, IIOCNIenoBaT
TeKCTHYI0 HH$pOpMaIiHio 06 3MOITHOHAI
I'0, €ro MBICIIAX, HEHCTBHAX, TAaK KaK C
BCerza IaeT He CyMMY, a IIPOM3BENCHHE |




