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Elena Glazov

THE STATUS OF THE CONCEPTS OF «<EVENT» AND «ACTION» IN
PASTERNAK'S DETSTVO LIUVERS

It is an established critical position that Pasternak’s early prose excludes action,
This consensus has not been altered since the first appearance of the works in
guestion. In fact, it hag been shared and reinforced by several seminal literary
investigators who belong to different schools and different generations. One of
the first reactions to Pasternak's prose was that of Evgenij Zamjatin, who in 1918
while hailing Pasternak's first stories and praising the writer as one "without kith
or kin" (6e3 pony u riemenn ), nevertheless admitted the absence of action
material and the fact that the plots were unimpressive. "His own contdbution is
not in the area of plot (his work is plotless)" - "HoBoe y 11ero He B cioxere, On
Geccioxeren™. ] Roman Jakobson in 1935 created a framework which explained
this lack of action: Pasternak's natural predisposition to metonymy (in contrast to
the metaphoric language of Majakovskij) results in the absence of action.2 Michel
Aucuturier developed Jakobson's position further in 1978, With reference to
Pasternak's comparison of art to a "sponge"3 Auncuturier examines the writer's
penchant for the "respective hero". Pasternak's typical character, according to
Aucuturier, is of the interest to the writer not in action but in his ability to absorb
the world, thus becoming a metonymous part of his Surroundings.4

Lazar' Flejéman corroborates this view from a novel perspective. According to
Flej$man, it is Pasternak's phenomenological stance which defeats the possibility
of action, since the character's unity with the observed phenomena obscures the
clear delincation of events, Flejiman's view is all the more important for the
decisive new direction which he gives to Pasternak's criticism by taking the
texture of his prose outside a framework of purely aesthetic predisposition (meto-
nymy rather than metaphor) and placing it in the much wider context of the
philosophical world-view of the artist.3

In our analysis of Defstvo Ljuvers we shall propose a new theory of
Pasternak's early prose, a theory which takes account of the views of these
commentators, but develops them in a significantly new direction, We shall argue
that Pasternak is deeply interested in the status of action, far more so than has
hitherto been supposed by his critics and we shall show that in Detstvo Ljuvers
in particular he investigates a potential for action and its consequences in the very
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world which he constructs. The growth of the lttle glil allows for this
investigation In the most natural manner: the sequence of the gitl's acqualntancs,
first with inanimate objects, then with nature and its forees, then in turn with the
change in locallty, and finally with other Independent agents, = thls saguendce, and
1ts unvelling, underscores the mpossibility of locating the souros of events merely
withla the changes of this one ali-encompassing world, Pasternak's view of reality
leads him, as we shall argue, towards the development of 4 notlon of a boundary
between two separate worlds as the only possible locus and originator of avents,

In examining the status of events and aotlons we have found 1t helpful te adept
Lubomir Dolezel's proposed semantios of narrative motifs and {n the followlng
analysis I shall use the maln specifications of his expositlon® This approach will
allow us 1o examine the texture of Pasternak's prose at & much graater proximity
and will, therefore, help to igolate a decislve turning polnt in its eonstruction,

We shall proceed by examinlng the narratlve motifs in order of thelr
appearance and prominence ln the texts, for 1t will also be a part of our argument
to polnt out that the appearance of each narrative motlf is not random In the
chronology of the story, As a result, the paper will addiess tha peeullar
characterlstics of the State-motlf and Transitlve Actlon-motif (1), the Processual
motif (II), Intransitive Action-mottf (II0), Interactlon (IV) aud finally the
construction of a separate, second Narratlve Wotld as an orlglnator of evenis V),

1. The Children's acqualntance with the inanimate world: the contigulty of State-
motif, Action-motif (trans.) and Ment-motif.”

In the vety first scene of Detstvo Ljuvers , namely that in which the itle gitl is
frightened, one finds a peguliar and disturblng quallty of presantasion, Zenja 3
frightened not by the m 1y tfre}nge seene of & gard game;..._ the wakenecl ehlld.orles

i QIO HMTIOYEM anaax
‘ __'rnopunoch Ha 'I‘OM G@p 'Y, TRABKO-TIEKE:. Y
s, W He GhUI0” orten O, HRETR I TOUHLIN
o11] | IJIhIM M DOTHLM, ¥, Ha §hnio
: \ Zenja, knaws the name far
he cdrd {of for th i 1 1y also, mportant
that the fngh remng scene 1s descnbed as something kindred;and aar o has. a8
somcrhmgbar own,
. Hére the major n;m‘at ve device of the.story. 19, expliolily Introdueed: avery
X e nairative untll the, girl's. masting with Cvetkev, will
felate character and outpr; would by tled of "indredness”, Even her passage from
dhildhood is introduced by means of the satne notlon:. unable.to ask all the auess
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tions which will satlsfy her exploration of this familiar unknown Motivilixa, the
gitl behaves exactly like the object of her explorations:

B ®TC YTPO OHA BHNUJNA M3 TOTO MIANCHYSCTBA, B KOTOPOM
HAXONMIACh SUle HOWLKD., OHE mepnmi pas Ba CBOM IOz
SATIONOIPHIR ARNCHME B MEM-TO THKOM, UTO sBRsuHe Jubo
ocrannaer mpo celx, OHa Buephre, KAK ¥ BTA HOBAN
MoTopniiuke, CKRIANA HE BCE, YTO MONYMANE, M CAMOS
E:y;uggc;*usmaoe, Hy»XKHot ¥ Gecroko#nos cKpLuia npo ceds,
57-

‘We must here assess the result of such a narrative strategy, In the narrative world
of Detstvo Ljuvers the state of inanimate objests cannot be conceived without its
partaking in the dynamic power of human lifs, By emphasising the kindredness
between object and agent, the text describes objects (State~motif) as receiving
vitality from the emotlonal state of humans (Ment-motif), which creates 4 possi-
bility for the action in and by still-life {Actlon-motif), Thus, for example, when
Zenja is lonely and wonders about her absent parents, she perceives the lamps
wondering about the world outside, and the emphasis of the narrative 15 given not
to the absent humans but to the badroom lamps: " yioft ¢cnos# onu Guid na
YINIE, TAE B MOKPOH EOMIIS KONOLIMICA TOBODP ITBOPHH M DS, ACHEUsH,
BACTHIBANA HA HOYL PESIOIAA KATIENh, BOT I'/1e BEUSDAMH [TPOITANAINA JAMIILL,
Pomureny Guim 8 orseane” (61). However, when peaos is established between
the girl and the mother after the latter's return, the lamps change thelr behaviour:
"ammer 60 OIATL CBOM, KAk 3MMOH, noMa, ¢ JIIOBepcAMM, - rODAUHE,
ycepnube, npeaanusie” (63),

Pasternak's ability to animate still objects is familiar to his critics.? In fact, the
metonymic series between the animate and the inanimate world (Jakobson,
Aucuturier's approach) can be also approached in terms of the relationship
between enimate agents and inanimate objects where the narrative strategy
obscures the boundary between agent and object (Flejéman's view), Both
positions, however, are rooted primarily in the first part of Ljuvers ,where the
contiguity of the motifs presents the observer as dependent upon the observed and
vice versa. In other words, the loneliness and uneventfulness of the children's
early years - they are rarely, especially in the beglnning of "Hoarue mun",
surrounded by advults - is described as an interaction, an acquaintance, with the
inanimate world around them, and therefore, the first part of the text is dominated
not 5o much by Ment-motif or State-motif, but always by Action-motlf which we
can represent semantically as

SR: Action (Agent, Objeat),
Intersstingly, such a semantic motif 1s considered to be Invariably asymetrieal,
since "objects are absolutely Incontrovertible affectums, that is, they cannot be
converted into affectants, and, therefore, cannot bring about events,"10 However,
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in its emphasis upon the similarity, or rather kindredness {contiguity), between the
inner world of the agent and the state of the inanimaie objects surrounding him,
the narrative of Lfuvers comes remarkably close to transforming the asymmetrical
relationship into a symmetrical one (& pattern which Flej§man would see as
dictated by Pasternak's phenomenological stance). As a result, the narrative does
not merely animate the still life, but also very often de-animates the agents; and,
what is, perhaps, more important, the constructed relationship -
SR. Action (Agent, Object) sym.

due to its very symmetry, ¢can never result in an Event. In other words, in
Pasternak's world the acquaintance with still-life cannot result in action because it
is found to be, and presented as, resisting action,

An interesting passage, particularly representative of this paradoxial siate, i3
the description of the children's amazement at the beauty of the different stones
given by their father. Not only is the unwrapping of the gifts described as a
simultaneous action of agents and object (they unwrap, the gift announces 'its
appearance) but the children do not touch the stones:

KaMuu ¢ BIAXHLIM IIENECTOM HPERYIIPEMAITN O CBOEM
NMOABACIIMU M3 MAMTHPOCHO, MOCTENEHHO OKPANINBARINCHCA
Oymary, KoTopad cT(hHOBUIACE Bee Gonee M fonee mpoapavHoi
[0 Mepe TOro, KaK CIOH 32 CHOSM PASBOPAYMBAIMCE STH GENbIE,
MATKHe, KaKk rad, nakersl. OgHM ObINM CHENb, COHHLI MITH
MEYTATENEHEL, BTH « ¢ PE3BOK MCKPON, KaK CMEpPIIIHIHCT COK
KOpOnsKoB. (65, my italics)

There is a simultaneity of the action of the agents and the objects: as the stones are
unwrapped, they appear to be bora (secreted by the paper). The stones, therefore,
almost come to life, yet they are frozen, they do niot and cannct sroye k W&rdﬁ
the hands of the-agents; and thé agcnts in admiration of thls frozeri emergen:
Hiot move ‘towards the stones; "Vx'dé xoTeRodk THor4ty, O ‘G koﬁo’m’
Ha fienuBliIEHcs GyMare” (65) .

* Thus, the action freezes at the Very tfeshold of Eveut “SRY touéhed' (Aé‘én’fi
dbjcct) asym - ~'buf ieveér becomes Bverit Thé‘ dimttah tff Fthé’ TGRS DR
agents ‘and: objécts, 'of ‘coursé festifics td ,an"c’xrtcd ié

mental:dtdte! yet the véfy
ammanon of snli hfe betrays a monf rnore achvé thal‘_l_ _Menf«qlqtff’ y.:t fés§ S0 thiili

wmch all ‘the story s 1nteracnon bcthcn agenfs d objeéts 15‘_ﬁ1‘eseh{e

“ Moreovek; thé-passage ifi’ question' s 1 Ihy ‘view! iit8hited" lo‘jsrg ify Hié
relationship between the agents and the objects in the’ ‘hakOVE WA SF Dekstvo
L;uvcrs Stone the moat st111 of aIl ebjects; sohdl_f_les the agem—ob_}ect relauonshlp
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of movement; and yet the contiguity of the three motifs, and their mutual
interdependence is preserved by the realistic genre of the narrative. State-motif,
Action-motif and Ment-motif are balanced against each other in this symmetrical
agent-object relationship, and this balance does not allow the event to be born out
of Zenja Ljuvers' acquaintance with the life of the still object,

II, A process of Growing, The Status of the Natural-event motif.

Soon the world of Zenja stops being totally limited by the inanimate life around
her, however lonely her existence "p coBeplueHHO IYCTBIX, TOPXKECTBEHHO
Gesmonasx komuaTax” (58).11 A careful examination of the text shows that the
physical event of menstruation is by no means an isoltaed occurrence in the text,
but that it plays a role of purgation on several levels of the narrative and at a
specific period of its vnveiling. The onset of blood corresponds to the
simultanecus expulsion of sickness, the girl's childish suspicions, her dislike of
her mother and the coldness, the coldness not only within the Ljuver's family, but
also that of winter.

Let us examine the levels of the narrative surrounding the occurrence of
menstruation in which a similar set of descriptions reoccur. We see here the
continuing presence of the motifs which characterised the child's loneliness during
the winter (namely, State-motif, Ment-motif, Action-motif), but we also find an
introduction of two new patterns: that of the girl’s physical state (Phys-motif) and
that of the phenomenon of the natural force (Natural event-motif). As in the
previous part of the narrative, all these motifs appear as contigous, as invariably
possessing similar characteristics. The repetitive themes in the following passages
are those of inner swelling, sickness, secrecy, inner concealment, and guilt:

1) The description of objects. State-motif.

"Ony He TABANH CBeTA, HO HAyXxalH, M3HYTPH, KAK GONLHLIE
ILIOALL, OT TOW MYTHOR M CREeTIOH BOASHKM, XOTOPASA pas-
RLYEANA MX OXYTIORATEIE KOJraKu'. {61)

2) The mental state of the child. Ment-motif.

"I rax KaK INA ZEROYKHM BTO GHUIO MO NOAO3PHTENLHOCTH
M OOBHOUECTBA, YYRCTRAE IPEXOBHOCTH .., MHOIJIA KAZANOCH
eit, 4To ;ydine M He MoXeT OLITh 110 €6 MCIIOPUYEHHOCTH U
HepackaaHuocT”, (38)

"Bee TaMHCTREHNOE, Yypalolleecs OGHAPYAKEHNA, TTOX0XKEE Ha
xKap nepex cunsw”, (59)
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1 © TSUSHHEM JI8T, BTO IEPOXINO ¥ HUX A JATACHHYIO, BCE
rayGe YKOPSHARINYICK HETIpHAsHR". (59)

)] Th:} 1l's behaviour durlng the onget of menstruation, Actlon-
motif,

"TTPUXOMMAITOCH TOIBKO o*rr{mua'rb, YIHODHO 34NePITHeh B TOM,
uTO GRLIO IAXKS BEEr'O +. ITPUROIMIOCH B3TPArHBATE, CTHCEHYR
ay0hl, 1 NABACh CJIE3AMH, DKaThCA K CTeHe", (59

4) Monstruatlon, Phys-motif,

"CycTantl, HOA, ANLLIY CIMTHEIM THIHOTHYSCKMM
BHyeHreM, ToMAIIee ¥ UIMOKIRIOWIOS, BHYIISHUS STO
GoUI0 NISNOM OPIAHMAME, KOTOPLUR TAMI CMBICH BCErd OT
IEBOUKH ... DeOA Ce0 A PRCTYIHUKOM .., ", (62) :

5) The coming of spring, Natural evené-motif,

"Tpynno naspepawmas u COJNLHAA, BECHA HA Ypave
HPOPHIBASTCA FATOM HIMPOKO ¥ GYPHO, B CPOK OUHON KAKON-
MGy s Houw, ¥ GyPHO M IIMPOKO NPOoTeKasT vatem”. (61)

This juxtaposition of these narrative motifs reveals several tendencies of the
toxtual strategy, On the one hand, it seems that the Natural-event (Processual)
motif is singled out as an important event-bearer, sings the occurrence is that of a
natural development of the body, On the other hand, there is a strong emphasis in
the narrative upon the facts that not everything is caused by the N-force , and that
the events on different levels of the text run parallel without there being a clear
affectant (e.g. the organism hides from the girl the real nature of the ocourrence,
yet she hides her secret from everyone else). Moreover, by this parallel
organisation of narrative motifs, the toxt is glven the capability of indicating a
pseudo-affectant, Thus, it is carefully suggested in the story that nothing ¢lse but
Zenja Ljuvers starts that spring in the Urals with her courageous confession,
Spring in the Urals, as we have just read, "npopsimaeTes 34T6M HIMPOKO M
BypHO, B CPOK OBHOK KAKOR-HNGYIE HOUM, X GYPHO M IUMPOKO HPOTEKAST
agreM”, Zenja's confession 1s described by means of the same set of details: there
is in the scone an emphasts on the urgency of the time (i.e. the important one night
has arrived), there is also a definite image of breaking loose and flowing:

Konxo i ¢TyneHo, 1o $83 OTIUBA, INSPINAR0 YEPHENA IYCTHHHAR
HOYS, DPaHIYKEHKA CTOATA Y CTeHbL, Be pyKa Mo-ahioTaHToRNA
MOKOMIIACE HA YACOBOM WIHYpke, Keus CHOBA IAAHYNA HA
gpeank: U Ha Kamy. Ona pemuinack, HecMoTps HY Ha ROIOM, HA
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Ha ypumuw K« Gpocunaen, Oua, IYTARCH B CHIOBAX, HSIORONE K
OTPAIIHO PACCKAGANR MATSPH 11po 910, (62-63)

What we obsorve In this part of the narrative, therefore, is a patiern more complex
than that desoribed as purely metonymic construction or even that dictated by a
phenorasnological world-view. What we observe is the confusion as to the identi-
ty of the agent within each metonymic row of descriptions, The agent of one
series 1s desoribed as inltinting the patterning in the other, and vice.versa. Thus,
what we observe here is a cross-fertilisation between metonymous serles, which
ndds further depth to the narrative and although it does not break the rule of meto-
nyssy or that of & phenomeanclogloal view-point, it makes these identifications
insuffiolenily wide 1o sxplain the full vitality of the narrative. The above pattern,
namely that of oross-fertilisation between the narrative motifs, will characterise the
reat of the narrative texture of the story, Thus, a suggestion that a human agent
initiates » natural event is far from being an Isolated example in the story. In Eke-
terinburg, for instance, Zenja (or perhaps not even Zenja but an inanimate object)
starts the svening:

Yo #usunoos oonune, Jocranax KHUXKKy, XKeusa no-Tpepo-
aua noseHuniy, Camens npolyIMIaCe M BAIBMIANACH, KAK
MHARA, HOOKOMMKe NOJeHREN CHEXANO BRUY W YITAJNO HR JCPH €
TOFKAM OTYKOM, BTO [IOCTYKAII0 HAKOM, KAK CTOPOMKER YIED B
KONOTYmKY, Ponuncs pevep, (79)

Therefore, as within the pecullarlty of the Action-motif, the narrative here again
gtrives 1o break the rules of realistic presentation and attempts to offset the
asymmetry within Processual motifs:

Event (X, Object) ssym.

Event (X, Patient) #sym.
Both objects and patients within the Processual motifs of Detstvo Lfuvers are not
contant with the incontrovertibility of the N-force as an affectant, but come close
to reversing the relatlonship.

It Is even possible to discern something of a pagan spring ritual (i.e. a ritual
performed to Influence the future) in the firing of the French governess. In this
sxpulslon the sickness swelling within the Ljuvers family is exiled; and the future
late spring and summer is affected , mollified as if by a surgical action ...
"fyesacaouiaa/ pauIyXRenKa, FOPUMTIAR ¥ ZOKTOD ... OMbITEHE, 0fes-
sapaxcarHme cperom " (65) my italics),

It is harder, however, to reverse or minimise the effect of the N~force than to
de-animate the agents in the Action-motifs. Although the metonymic series of the
harrative obscure the affectanis, the story's ocourrences carefully imitate the
tendencles of each season. Table I will demonstrate how the story is virtually
gulded by the change In seasons, and how its span is unveiled between the end
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. and the beginning of two successive winters. (Parts of the last column will be
clarified later in the paper). We can see, therfore, that processual motifs in the
story play simultaneously the roles of micro and macro constraints, since it is
impossible in such an organisation of the narrative world that Zenja will be sad in
the summer, or that a tragic accident will occur in the late spring,

Table 1
Season Age of the Mmt—motffsl Ocecurences in Stages of the
Child contigous with the story introduction of the
processual motifs narrative motifs
First End of Sadness. Loneliness. | Girl's acqusintance | Action (Ag, Ob-)
Winter Childhood | Experience of with still-life almost sym,
parental coldness
E Beginning| Beginning | "So ill and labour- Menstruation Event (X, Pat)
g | of of iously brought to parallel
§ spring Adolescene | fruition.
= Late “then flowing ina Move to Ekaterin- | Action:
‘B | Spring " wild tempestuous burg. Friendship Agent (80/i-§ o+1)
'gn Summer stream.” Happiness. | with parents.
3 Sumtner Happiness. Surprise of the Action (Ag, Pat)-
girl at the asym.
" unexpected Actlon {(Ag, -Ag) -
nuslevalence of Action (0)
events.
Autumn | Adolescence] Thoughtfulness. The pregnancy of | An awareness of a
o Expectancy, then the mother and second separate
8 unexpected sadness. | the servant, narrative world.
2 The appearance
Zx of Cvetkov,
ag :
o | Coming | Mawrity Suffering Accidental Accident as a
E é of Winter deaths. result of the
overlapping o_f
% ~#—————————— Evyent-ganerating structure ———————————#~ fvcgﬁfia:_ narratve
) .
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On the other hand, as stated above, this parallelism in construction and the
cross-fertilisation between the motifs do not allow one to consider the N-force as
the main affectant. For example, Mrs. Ljuvers has a miscarriage not because
winter has come, but because the tragic accidents within such a narrative construc-
tion must take place in the saddest of the seasons. It is also easy to predict that the
accident will be in one way or another connected with the processual motif. Thus,
the horse, unused to winter, or even perhaps replaying the vehemence of an earlier
snowstorm, goes wild, tramples down Cvetkov and brings on Mrs. Luver's
miscarriage.

We can therefore state in summary that the processual motifs in Detstvo
Ljuvers guide the series of metonymous narrative motifs, and that although such
a procedure does not allow the N-force to become a clear incontrovertible affec-
tant, yet, it serves 1o raise that natural force to the level of the major macrocon-
straints in the text. Within such an organisation, the action as such cannot be
generated although the narrative becomes more fertile with possibilities. The in-
controvertible agent, however, has not as yet been found.

T, Movement. Intransitive Action-motif.

It may be observed that one of the few events that does take place in the story
is the actual movement of the characters. However, in Pasternak’s rendering of the
move it is impossible to find significant differentiation between the original locale
(or the original state, Sq) and the new destination (that of the intended state, S;).
For example, the central action of Ljuvers' family (and thus the entrance of a new
narrative motif during the summer season) is the move from Perm to Ekaterin-
burg. In analysing this move, however, one finds that the semantic representation

Action: Ag (8o - 5i)
cannot be applied to this journey without certain serious restrictions. There exists
no demarkation line between two states. The move from Europe to Asia appears
to the girl to be remarkably over-rated; there is indeed no change, no border-line
between the continents, an original location moves with the mover:

XKeusa mocamosana HA CKYYHYIO, NBUILHYIO Epnpony, Menxoio
OTHANABITYIO HacTyIenue yyna. Kak e onemmna ona, Korua,
cnoBuo Ha CepeskMH HEUCTOBEII KPUK, MUMO OKHA MEJBKHYIO U
crane GOKOM K HHUM ¥ moGeXano Ypous uYTo-TO BpOIe
MOTMIBHOIO MAMSATHHYKA, YHOCH Ha cefe B ONbXy OT rHaBueiics
94 HHM OJIXM IONrOoXIAHHOE CKazouioe Haspanwe! 3a Asueit
DABHO YK€ YMCIAMNCH He ONMH HSCHTOK MPOTOHOB, a BCE €lle
TPENETANM IUJIATKM Ha JETeBLIMX [OJIOBAaX, JETENU U JIeTelu
MMMO BCE TOH JKE TIBLILHOME, el HEeNaBHO €BPOICHCKON, yxe
RABHO AAHATCKOM onbxu, (69-70)
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The move itself, of course, occured, yet there is major difficulty in experiencing
the change, The past and present become so intermingled in the girl’s mind, that
old and new states become co-existent; "OH ToBOpHI, YTO BTO MPEKPACHEIA
erponeHckuit ropon. W no HEMIBECTHAIM KOXAM M2 €IE HE HIBECTHRIX
KOMHAT Bxoguia GeciiymHas Gellad TOPHUYHASA, BCA KpaxMankHo-cOopuaras
M UEPHEHBKAA, €U TOBOPHIOCH 'Bhl', M, HOBAA, - OHA K4aK BHEKOMBIM, VIIL-
Sanace Gapsive 1 neTam” (70), The place, indeed, seems so familiar to Zenja that
she exclaims to everyone's surprise: "Uem xe 10 - Aaua?" (71). Thus, the
movement that occurs in Defstvo Ljuvers can find its representation only in the
following semantic construction
. Ag (Soft - So+i)s '
where intended state, like a sponge, absorbs all the kindred (to the girl) aspects of
the original state (that is why Zenja calls the new town Asia and not Ekaterinburg,
obvicusly preferring a more spacious name. The action of moving, therefore,
becomes submerged in the natrative, since no clear sense of change or boundary
can be experienced. .
Furthermore, when the movement does not result in its intended state, - i.e.
Action: Ag (Sofi - Sn) -
the new destination within the narrative plays sach a trick npon the memory that
an unexpected state (Sn) becomes post factum an intended state (Si). For
example, when the gitl on her way to the kitchen expects it to be "very dark” and
finds it totally-different, she registers no surprise: "Kyxnsa oxazanack cnexas,
CBETIIAA, - KAKYIO OHA HANEpeN 3arafana B CTONOROLH v mpegcTasmra” (71).

Such a presentation of intransitive action not only annihilates the intransitive
Action-motif as such, but it also fails to provide any possibility of accident, of
surprise. The inner world of the girl is so open and elastic that for a long tirne it
absorbs change without experiencing any crisis,

One should emphasise the great importance of the fact that the move to the
Urals takes place in the late spring. The natural unity of the spring's flow - "then
flowing in a wild, tempestuous stream” is parallelled in the text by the Ljuvers'
journey to Asie, a journey which in the child's eyes is alse an all absorbing unity.
In a world governed exclusively by one allabsorbing principle and united in all its
forces (i.e. during the spring's flow of regeneration) the notion of an event or an
accident cannot be conveyed through the intransitive Action-motif, since this
world knows no change. '

IV. Mid summer: New friends. Interaction

The problem of interaction in perhaps one of the most difficult aspects of
Detstvo Ljuvers . I shall here analyse only its most essential properties. As with
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other narrative motifs, the motif of interaction assumes a prominent place at a
specific season — after midsummer. It is displayed most in the asymmetrical
relationship of Zenja with those around her. The girl, because of her age, is
destined for an entirely passive role (here, perhaps, there is a parallel to the
summer which is now being superceded by the rule of autumn). Yet if, indeed,
the interactions between children and adults are so asymmetrical -
Act (Ag, Pat) asym. -

why are they never crowned by a major eveni? Two related answers present
themselves: '

1. Firstly, the influence of the agent upon the patient transforms and almost de-
personalises the latter. This transformation is particularly emphasised in Seresa’s
case: "Cepexca COPYXHNIMCh ¢ HMMH B aBrycte, K kouuy ceHtsabpsa y
mansuMKa He crano muna” (83). (Again the specification of time brings to mind
the summer's inabilitiy to resist the onslaught of the cold).

Therefore, the patient in interacfion becomes something of a nonpresence,
which defeats the goal of action and makes it subjectless in the most literal scnse
of the word . Not only is the interaction not symmetrical, but it equates agent and
patient through the loss of the latter’s identity and, thus, is not long-lived. This is,
for example, how Zenja's act of pity for the soldiers is described: "PoThi noty-
CKHEN B CTAlM cOSPAIeM OTHENLHEIX JIOACH ..., KOTOPLIK CTANO XANKO B TY
CAMYHK MUHYTY, KAK BBEI[CI'IIII:Iﬂ B HHUX CMBLICH OIOYIIIEBRWI WX, BO3BLICHN,
caenanx O3k 1 obecupersr " (85, my italics).

2. Not only does the patient in interaction lose his own face but the personal
properties of the agent are also often obscured . The text is overburdened with
impersonal structures; "They told her [Ej ob'javili]" etc. Furthermore, personal
pronouns are used in such a way that it is often impossible to identify the real
agent. Particularly fascinating here are the breaks between chapters, for the same
actions are often displayed by a different set of agents as the chapters close and
open, Both sets of agents are vsvally presented by means of the anonymity of
personal pronouns:

C HEKOTOPLIX Mep OI1 cTAll XOTaRLIBATLCA, YTo OOJNEN M uTe ero
Goneath HEM3NEUHMA,

E# 661010 He xcans 1e ero. (83)

In the first sentence “he" is Mr, Liuvers, in the second - Negarat. The text here
clearly obscures the identity of the agents. This device becomes particularly
prominent after the loss of Sereia's personalitiy is established, i.e. after the
patient's depersonalisation is demonstrated (217, 219). This uncertainty about the
identity of the specified agent is developed in the narrative further when a
particular action is described as being attributed to a series of characiers in the
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text. Zenja, falling sick with measies "B ToT caMerit igHE, KOTZa ySHANA [IOCIE
TPOryJNKH, TO Axcunsa pommra Mamsuvka” suffers for days on end from

"gyscrBo Gesobpasuoil Toncroter” (90).

Here, however, the metonymic series of the text finally find their hmltauons
The device of obscuring both agent and patient not only sabotages the possibility
that events should result from human interaction, but also points towards its own
insufficiency in dealing with characterisation. The cross-fertilisation between the
series only adds to this limitation: within such a narrative the problem of
personality cannot be approached. And it is the problem of personality which
begins to haunt the girl, who is shocked by her brother's "loss of face" and
particularly by the possibility that her mother may turn into an iltiterate cook (both
Mrs, Ljuvers and Aksin'ja are pregnant),

* In the concluding section of this paper I shall argue that the narrative corrects
these limitations resulting from its employment of the metonymic series by
constructing a separate narrative world, the relationship of which to Zenja's world
of kindredness is no longer that of metonymy. I will also argue that in Detstvo
Ljuvers the presence of a separate narrative world is not itrelevant to the issues of
personality and that it is on the boundary between these two worlds that the event
can finally emerge. :

V. The Presence of Scparate Worlds, The Appea.rancc of Cvetkov and the
Coming of Winter.

In summarising the principles operating in Detstvo Ljuvers , Jakobson states
that the world of Pasternak's prose knows no inner conflict or struggle,12 My
argument has so far fully supported this thesis, However, it has also been the
argument of this paper that Zenja's world gperates in accordance with Processual-
motifs acting as macroconstraints: It is with the coming of winter that the unity of
her world is totally shattered, and the significance of this disintegration has not as
yet been properly assessed.

I have argued above that no inner demarcation lines, no barriers, operate in the
text, as the story unveils through the seasons of spring, summer and early
antumn, The notion of the barrier however is introduced as something that does
not happen during the Ljuver's move to Ekaterinburg: "B ouaposanuoi ee
roloBe TpaHuia A3uK' BCTala B BHIe (haHTACMArOPHRECKOT0 KaKOro-TO
py6exca, Bpoxe TeX, UTO M, HKEICIHEIX GPYCheE, KOTOPHIC IONAIAKT MEXIY
OyGIMKOM M KIETKOM ¢ NMyMaMH NMOXOCY T'PO3HOH, YEPHOHM, KaK HOUL, M
BOHIOUeH onacHocTH. OHa X a4 3T0r0 ¢Ton04, KaK IMOTHATHA BaHABECA HAI
HEPBEIM aKTOM reorpadudeckoi Tpare AUy, 0 KOTOPOH HACKLIIANACH CKASOK
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OT BUACBIIMX, TOPXKECTREHHO BONHYSACH TEM, YTO M OH& IIOMANA M BOT CKOPO
yeRauT cama” (69).

"The curtain", as we have already seen, does not rise in this part of the story.
However, the passage in question should not be underestimated, for it does
intreduce the notion of the borderline as a limit to comfortableness. Tt is also of
the highest significance that the world beyond the barrier is described as
possessing the wildness and untamed qualities of nature {a cage full of pumas)
and also a world of artistic creation (the curtain and the stage), which displays,
interestingly enough, a tragic spectacle. Moreover, the borderline, the curtain and
even the wild animals are reintroduced in the text in the autums.

Let us tum here to the passape where the reintroduction of the borderline
occurs, namely to the opening of the second and final part of the story entitled
"“The Stranger", literally the man from another side (Po-Storonnif ). It is August,
and the girl is warmly dressed ("the girl was swathed from head to knees in a
thick woollen shawl"), which signifies the approach of a new cold season. She
reads Lermontov's Demon and ponders upon the famous mistake in the text,
where the lioness is given a mane, the attribute of the male-lion. Zenja also folds
the book so that the binding lies inside (i.e. the content of the book is open to the
outside world, the barrier is taken away). Then Zenja forgets about the book and
watches a strange spectacle on the street, beyond the neighbouring dark garden.
What is important here is the recreation of a stage-setting, where the trees in the
garden are both the bars of the cage and a theater curtain; the darkness of the
parden is the darkness of the theater, and the street beyond them is illuminated like
a stage:

KycroB B wysoM cafly 1i¢ 6LII0, H BEKOBLIE JEpeRa, YHECS B
BLICOTY, K ITMCTEE, K&K B KaKYI-TO HOUL, CBOM IHMXIIWE CYULH,
CHM3Y OrolAalHd caj, X0TL O0H W CTOAJN B NOCTOAHIOM
TNMONYMPAKE, BOITYITHOM M TOPMECTBEHHOM, H HRMKOT A M3
HErD HE BLIXOIHI, COXEI.TLIG, JIMIOBLIE B I'p03yY, INMOKPLITLIC
CENLIM  JNHITACM, OHK TIO3BOIAIIM XOpOIIC BHUIETL TY
MYCTLIHMYIO, MANOEKYIO YIOUKY, HA KOTOPYIO BEIXONMN UYXKOHA
caj| TOI CTOPONOH.

Bruiecennas MpaulpIM CafieM C BTOrG CBETA 114 TOT, ryxasd
YIOUKA CRBCTUIIACE TAK, KaK QCEENAIDTCA ITPOMCICCTRUA BO CHE,
TO €CThL QUEHE APKO, OUEMh KPOMOTIMRO M ouels §ecluymuo,
GyITO CONHLE TaM, ANER OUKY, APHI0 B Kypocnene. (78)

What does Zenja see on the illuminated street? Three women whose only
unrealistic guality is their subtly evoked and unmistakably absolute likeness to
each other. The women whom she sees from behind are dressed in mournful
black, yet their posture strikes a familiar note, suggesting something akin to the
position of three graces in Botticelli's Pima Vera or Canova's The Three Graces :
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Tpu pOBHBIX Q9aTHINKA, BAYCCAHHLIX TMOJ KPYIIEE ILIAIE,
CKIIOHMIMCH Tax, Gy AT0 KpalfHAs, HATIOMIORMHY CKPBITAA KYCTOM,
crnmT, 060 YTO-TO 0GJNOKOTACH, & HBE KPYFME TOXKE CIIAT,
npuKasiMce K Hell. HInans 6pimy 4epHO-CH3IBIEC, M racin u
CBEPKAIM HA CONHLE, KaK HACeKoMble. OnM Ghu OOTAHYTEL
yepHbIM Kperom, (78)

The text now becomes both remarkably suggestive yet equally subtle, The
women, whom Zenja terms "the happy ones" ("sCastlivye”, i.e.beati or makarioi,
a name for the Gods in Greek mythology and literature), meving in unison, get up
to leave; they are followed by a small lame man who is obviously unaware of
them. He camies "an album or an atlas" and Zenja reflects: "Tak nor uem
FAHUMAIHMCE OHH, BarTAILBAL T-ICpf.‘B TIeYo I[pyl" ]IPYQKKC, 4 OH4 nymMmana -
criat” (79). The ambiguity of the last statement allows several readings; the
unknown woemen wete either watching the man draw, or making him d.raw
(inspiring) or even creating him and the world (atlas) with him,

The man, thus introduced, is Cvetkoyv who is to die soon under the hoovcs of
the Ljuvers' horse (Cvetkov, cvetok; a flower destined to die in winter and who is
already mourned by the graces). Yet this physical features are clearly those of
Lermontov whose Demon Zenja has just folded inside out and whom she will
categorically refuse to read at the end of the story (251): there is the same short
stature, lameness and even a suggested love for drawing. Perhaps he is also
Hephaestus, the short, lame artist-god, who is holding an album or an atlas, ie,
his own creation equal to the creation of the whole wide world.

‘All this (and more) the text suggests yet it authenticates much less and I will
restrict myself here to the suggestions that are clearly authenticated. Let us
consider several directions of enquiry: (1) the link to Lermontov, and (2) the link
to the coming winter as the link to a separate world or worlds ("vynesennaja s
étogo sveta na tot" (104)) and its consequences.

1. Cvetkov as Lermontov

The connection of Cvetkov and Lermontov is carefully introduced and
maintained in the text. Not onty Zenja's refusal to read Lermontov after Cvetkov's
death strengthens that connection but also Serea's reference to the lame man -
"TToMHAIE, 5 PACCKATLIBAT - COGMpPAeT MoNeH, BCI0 HOYL NBIOT, CBET B OKHE"
(87) - clearly evokes Lermontov's "Tamara”

M Tam ckrO3bL TYMAII IONYHOYHELA
Biucrai oOroHex 3oxoron
Kunaancs OH MyTHHKKU B OYM
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Mauvit oH Ha OTHBIX TOYHON

LTH{IEH
Tpen keio aza KyGxa vunsa,l?

Yet what can be the peint of such connection? I have stated earlier that the
problem of personality remains an Achilles' heel of Pasternak’s metonymic series.
By means of the connection between Cvetkov and Lermontov Pasternak corrects
the facelessness of at least this one character: The characterisation becomes
possible when the identity of Cvetkov is established by relating the latter to
another well established figure from a world unconnected with the world of the
story. This is no longer a metonymic equality but a metaphorical substitution
which allows the reader of the story to grant particular qualities to the character,
qualities which the immediate world of the story cannnot provide. This device
operates in all the prose works of Pasternak: it reappears in "Anemecora uepra"
where the protagonist is given the name of Heinrich Heine, in "Boagywueie
nmytH” it manifests itself in the parallelism established between God, the Father,
and Polivanov, and even as late as Doktor Zivago the same device is employed in
a parallel between Yurij and Hamlet and is evident in the Christian motifs
associated with Yurij. The employment of metaphoric link is by no means a
complete equation, yet it prevents Pasternak's characters from being dissipated
without trace in their immediate world.

Furthermore, the device thus employed hecomes within the story &n insight
into the struggle of a personality with the annihilating power of death; a
metaphoric connection between characters belonging to separate worlds is soon
turned into the ability of a personality to cross the barrier between death and life.
The link between Zenja Ljuvers and her mother is, perhaps, the most open
account (literally, obnaZenje priema } of this metaphorical substitution which
operates as a device of characterisation. When Zenja after the miscarriage of her
mother is sent to the Defendovs, it is clear that Zenja's memory of her mother is
coloured by tragic overtones of death. Interestingly, the train scene (i.e. the scene
of the move from Perm to Ekaterinburg) is reintroduced here, yet this time the
past is left behind and the demarcation line is only too vivid: "... Math RelLIna ¥
Hell B BOCIOMUIAHAX: CTpajaiileil, ocrasimedicd CTOATL B HEpeHULE
Buepamtux (DAKTOR, KAK B TOMIE NPOBOXKAICUTHX, ¥ KPYTUMOM TaM, NO3aH,
noaajgoMm spemeny, ynocsmmMm 2Kento" (101; my italics). Therefore, the
described break between mother and daughter seems complete, the separation line
between their worlds is drawn in all finality when suddenly Zenja's mood
changes:

Buesanuas Moicns ocenuia ee. Oua napyr nowyncTioBana, yto
CTPAIUHO DOX0XA Ha MaMy. DT0 MyBECTHO COSAMHMIOCL C
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omyIUCHHEeM XHBON 0e3cHIMOOIHOCTH, BNACTHOW CHEAATH
HOMBICE (HaKTOM, CIM BTOTO HET eMe HANUIY, Yuoxo6urs ee
MATEDH CIHOX) CUITOH IOTPACAINIIE CIANKOrQ COCTOSHUA. ... OHA
Beumna K JedpeHyosrM, NLAHAA OT CJIE3 M MPOCRETIEHHAA, B
BOLINIA HE CROEH, MAMEHMBINGHCA MOXOOKOH. ... OHA CMYTHO
YyBCTBOBANA, YTO TENEPE REIGOP PazroBOpa 3a Hell, A To ee Syayr
YTBEPXKAATE B €€ [IPEKHEM OXMHOUCCTRE, HE BMIA, YTO €€ MaMa
TYT, ¢ HEIO M B Heit camoit, (102; my italics)

This scene is not only the transformation of Zenja and her emergence as an
aduit, it also marks the point of Mrs. Liuvers crossing the boundary of death and
entering the life of Zenja and, thus, continuing on with her life, In a similar
fashion, we may add, Lermontov enters the world of the story as Cvetkov,
moved through Pasternak's "sensation of vivid certaintiy, sufficiently powerful to
contrive that the idea should become reality” (see the italics in the earlier quote).

In 1958 Pasternak wrote in a letter to Eugene Kayden about his attitude to
Lermontov in 1917, and what he says is relevant to this investigation: "I
dedicated My Sister Life not to the memory of Lermontov but to the poet himself
as though he was living in our midst - to this spirit still effectual in our literature.
What he was to me, you ask in the summer of 1917? - The personification of
creative adventure and discovery, the principle of everyday free poetical
statement”.15 Thus, the lioness with the lion's mane goes a long way in Detstvo
Ljuvers . The poet's power of constructing a world is underlined when
Lermontov is brought inio Cvetkov, when the barriers of the separate worlds are
moved against one another in an opposition which is destined to explede the
comfortable world of Zenja's childhood.

2. Cvetkov and the coming of Winter.

In Greek mythology the approach of winter found its allegorical presentation
in the story of Hades (Pluto) abducting Persephone, the daughter of Demeter, and
bringing her to his underworld kingdom, Neither the power of Demeter nor even
that of Zeus, the ruler of all gods, can intervene to free Persephone, What we
encounter in this mythological story is the juxtaposition of two alethically
different worlds, where the ruler of all the gods, Zeus, finds a limit to his power.
Something very similar to this pagan account of the power of winter appears in
Detstvo Ljuvers; the coming of winter in Pasternak's story is emphatically
associated with the appearance of a fascinating, yet death-bringing world(s) full
of hidden darkness, whose power and effect cannot be either counteracted or
even foreseen in the world so far investigated by Zenja and found kindred to
herself. This is how the first snow which brings tragedy into Zenja's world is
described in the text:
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A Meno yxe, W He Ha IOyTKY, ¥ celiuac, HeSo Tpsacnock, U ¢ 1ero
BAMVITNCE GeJible APCTRA ¥ KPada, MM He GLUIO CueTa, M OHH Bhim
TAWHCTBEHHDI ¥ YXKACHEI, B0 SCHO, YT0 BTH, HEBEREMO OTKYIA
naganiye, CTPAHRI HUKOIA HC CHRIMIANM ITPO MXHM3HE M IIPO
ACMIID H, TONYHOUYHLIE, CIICITLIE, 3ACRLITTANH €€, ¢C HC RHUIHA M He
BRHad.

Ouyt GLUTH YIIOUTENLHO YXACHEL, BTH APCTRA; CORCPINEHHO
CATARMHMCKY BOCXHTHTEILRHEL KeHs saxirelriBanach, AN HA
HMX. A BO3IYX WIATANCS, XBATAACH 33 UTO MOTAND, U IANEKO-
naneko BoNsHO-NpeSoNLHO B3LBANM SYINTC MICTEMM OFPETLIC
noxs. ... Meno. (94)

Throughout the text Cvetkov is depicted as connected with this onslaught of
cold, and even after the children's return from witnessing the storm, SereZa
unexpectedly announces that they have just seen Cvetkov:

- Kax prresskarts, Mel Bujam Herapatona snakomMoro. 311aeinn?
- Danca? - paccesHHO YPOHMI OTeLL
- M1l He 3HaeM BTOrO YeN0BeKa, - ropauo rmnanuna Jens. (95)

There is, of course, no mention in the text of the children seeing Cvetkov prior
to this announcement, and, thus, Zenja's insistence that the family does not know
him, solidifies the link between the lame man and the unknown kingdoms of
snow.13 What occurs in the narrative at the start of winter, therefore, is a creation
of the world, where several worlds are intermingled; and, interestingly enough,
the tragic accident takes place exactly when these worlds come into headlong
collision; i.e. when Mrs. Ljuvers sieps out of the theatre on the first day of
snowfall: " ... A XaK IO OKOHYAHHM CIIEKTAKNA CTANM BEIXOIMTH, TO MX
xepeber ... BrixopMsni ... cran 6uThCA, BAIHIGUICHA, COMI M NOAMSI N0
cefs cnyualiHoro nmpoxoxero ... " (105),

The mention of the theatre is in full agreement with the emphasis, discussed
above, upon the boundary between the comfortable world and that of a theatrical
stage "full of pumas". The crossing of this boundary line after the darkness and
the snow are released proves tragic.16

Another important complication in this chain of accidents {i.e. Cvetkov's death
and the miscarriage of Mrs. Ljuvers) is the carefully introduced intimation of the
coming death of Mr. Ljuvers. This is introduced yet again during autumn, when
SereZa loses his characteristics:

K xouuy cenrsafpa y Mamsunka He ctane nuod. ... Jliosepe He
NnpenatcTBosan apyx0y cwna. ... K ToMy e romona y Hero
Gbina RanaTa Apyrumy saboraMu. C HEKOTOpPHIX NOP OH CTAN
HNOTAMBIBATLCS, UTO GONEH M uTO ero 6onesHs Heraneunma, (83)
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No one in the Ljuver's family knows about this sickness. In this sense,
Cvetkov, the man from the unknown world, is, as it were, enacting in the story
the death ritual still in store for the Ljuvers. The idea of Cvetkov as an actor, or
even as a shadow performing a tragic role, is given its fullest expression when
Zenja, a week after Cvetkov's death, sees his departure back into the world of
shadows: .

XpoMOL ONH M JAMITY ¥ CTAT YHANATECS ¢ Helt. 3a HuM. NBHHY-
JNMCH, TICPEKAMINBASCE M YINIMHAACH, 00 ApKMe NOIOCHL, a 32
TOMOCAMM M CAHM, KOTOPbIE GLICTPO BCNEIXHYIH ¥ elie GuicTpee
METHYJIMCE BO MPAK, MEITEHHO 33€3KAT 32 TOM K KPBUILILY.

Bekope namria ofiITE [TOK332JACh, ¥ IIIABHO NPOHISCs N0
BCEM 3AHABECKAM, CTANO GLINO CHOBA, ITITHTLCA HARAM, KaK BRPYT
OYYTHRACH 34 CaMOit 9aHABECKOR, Ha MONOKOHHUKE, OTKYAA €6
B3AIIN.

Iro Grmo B wersepr. (103)

The actor has finished his role and departs not to the land of the living but to the
world of shadows, and only the lamp on the window - a syrmbol agsociated in the
text with Cvetkov and Lermentov - remains,

Also of interest is the theme of death in Lermontov's Demon , a text mentioned
prior to the appearance of Cvetkov. All the deaths in Demon are caused by
Lermontov's "demon”, yet to everyone in the poem they appear as tragic
accidents. An echo of this is preserved in Detstvo Ljuvers, where Zenja recog-
nises, however subjective this may be, that in her bringing Cvetkov into the midst
of the family, she has initiated a tragedy: "A nnmakana 2Kens orroro, 4o cuH-
Tama ce6a BO ACEM BHHOBATON. Beps mnena €ro B Ku3ihk CEMBH OHA B TOT
IEHb, KOJIA, 3aMETHUB €0 32 UYXKUM CAOM ... CTRJA 3aTEM BCTPEUaTh €0 Ha
Kax oM ary, riocTofHio, mpaMo K KOCBEBHO, M NaXe, KaK BTO CHYUIHMAOCH
B TIOCJIE AN pa3, nanepexop posmoxuoctu 17 (108).

Cvetkov, therefore, is simultaneously victim (Cvetkov, a flower dying in
winter) and agent of a tragic occurrence, a spirit of winter, One may observe that
a character of similar stature reappears in Pasternak much later in Zivago, where
Evgraf, a helping spirit to Yurij, is nevertheless always associated with death:

He [Yurij] was delirious ... Only now and then a boy got in his way
... He knew for certain that this boy was the spirit of his death, or to
put it quite plainly, that he was his death, Yet how could he be his
death if he was helping him to write a poem? How could death be
“useful, how was it possible for death to be a help,"18

Detstvo Ljuvers ends, therefore, when the world of Zenja has already
intermingled with that of the unknown. This presence of several worlds within
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one is given an arresting visualization when Zenja's tutor, Dikix, loses the girl in
the space of one room in the closing scene of the story: “On neran, roxosxmit
Ma AMCTA ... A TeM BPEMEHEM, KAK OH TLIKANCH BIIOTEMAX HA 34rafKH M3
Aepepa, IepeTH M MeTadna, K eln cupena B yronouxe ¥ mnakana” (107). Her
interruption of his search - "Ocroposo, Tam ropa" - suggests not merely
precious piece of furniture, but a real mountain growing in the middle of the
T00mMm.

The all-knowing narrator interrupts the scene and collapses what has opened
up as many unknown worlds (so that the tutor needs the legs of the crane not to
drown in this world's porous carpet) into one real world where Zenja has just
encountered something fully independent of her own life: "B ee >xuaun pomen
Apyro¥ uelonex, TPEThe THI, cobepinenHo Seapasmyoe”(107-108). Here
the authorial voice introduces the commandments of Christ, as the rules which
the girl must follow in her interaction with this part of a world indifferent to her:

w. APyrof yenoBeK, FPEThE JUIIO, COBEPINEREO (eapasnuuHoe,
§e3 MMEHM WITH CO CIyYaiHbIM, HE BRI3BIBAOILEE HEHABUCTH H 11e
BCENAMEs MOGBU, HO TO, KOTOPOE HMET B BHAY 3aMOBEAH,
oBpamanAch K MMElaM M COSHAHUAM, KOTIa I'OBOpsT: He yBmii,
He Kpals M Boe npovee, "He penalt Thr, oCOSEHHBIA M XXHROM, -
T"OBOPAT OHWY, - STOMY, TYMaHHOMY ¥ 00IeMy, TOTD, uero cele,
ocoBeHHOMY UM XXUBOMY, He xenaems”, (108)

The commandment brings into one sharp focus what operates unnamed in the
last "winter" section of Detstvo Lijuvers . No one is responsible for the tragedy,
yet tragic accidents do take place. In this sense, it becomes clear how unified the
text is in its avoidance of Action-motifs caused by individual agents or forces
even when it goes beyond its metonymic series. In other words, the organization
of the text is such that no event can take place while the metoymic series operate,
whereas when events occur on the boundary of separate worlds, they are not
caused by actions but by accidents, Therefore, the commandment, unveiled at the
end of the story, can be regarded as a major deontic modality operating in the
world of the narrative, a modality which forbids any direct action initiated or
caused by a persenalised agent, "ne neixait Tu1". Hence, neither N-force (always
personalised in the text), nor human agent, nor even Cvetkov (in contrast to
Lermontov's demon) can become an incontrovertible effectant. This also signifies
not merely that metonymy is responsible for the absence of action-material in the
text (since the same absence is found when the narrative moves beyond
metonymy) but rather that in Defstvo Ljuvers an intensional organisation of the
text is initiated by the modal operator, the content of which is disclosed when the
authorial voice gives its own interpretation of Christ's commandment, The text
here clearly strives for the generation of a new prosaic form, where 19th century
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prose (i.e. metonymy according to Jakobson), on the one hand, and romantic
symbolism (metaphor, emblematically present through Lermontov), on the other,
are given a new irection, a direction where events are caused not by personalised
action but by a collision between several narrative worlds. :

Pasternak's prose, therefore, matures in its complexitly within the narrative
account of the maturation of Zenja Ljuvers. At its close Detstvo Ljuvers com-
ments upon its own successful discovery of a new prosaic form of prose when it
concludes with a suggestion of its own triumph over 19th century classics: "W
Ge3 paneHux cnos JlepmouTen GBI TOK K& PYKOK BTUCHYT HA3aM B 10-
KOCHUBIIURCA pARoK Kinaccukor” (108),

The deontic modality which operates in Ljuvers - a prohibition of direct action
caused by a personalised agent -- will not altogether prevail in the later prose
works of Pasternak. He himself indirectly comments upon this in Aftobio-
graficeskij ocerk, when he speaks with mild irony about the childishness of his
youthful belief in predestination and his then profound disregard for any assertive
exercise of will: "In real life, I thought everything must be miraculous and
preordained, nothing must be planned, deliberate, willful... Almost as far back as
the night of the concert I had started to believe in a heroic world which must be
served with admiration, although it brings sorrow."1? This, indeed, summarises
best the status of action in Detstvo Ljuvers : the absence of a deliberately
executed action and the death and suffering that Cvetkov brings into Zenja's
family.

The alteration which takes place in Pasternak's Iater works, however, does not
eliminate the motif of several narrative worlds and the boundary between them as
an event-generating structural principle. We have mentioned already the
relationship between Yurij and Evgraf in Doktor Zivago . We may add here Lara,
"the girl from a different circle" (Zivago , 27), whose role, in contrast to that of
Tonja, is to bring complexitiy into the life of those around her (Zivago, 372). The
status of action, on the other hand, becomes more pronounced and developed, but
even then Pasternak approves only of an action which is carried out as a service
to a world which surpasses immediate reality.2® He says it best himself in
Avtobiografi¢eskij olerk : "B nacrosmed >XV3HH, [TONAran i, BCe JOIKHO
ﬁl:lTb Ty TOM, HPC]II'I&:;I-IE.‘[CHHCM CBBHIIIE, HHYET YMBIIIICHNOTQ, Ha-
MEPEHLIOTO, 1IMKAKOro croeroua” (425).

Notes

1 Zamjatin, "The New Russian Prose" (1923) in A Soviet Heretic: Essays by
Yevgeny Zamyatin , ed. and trans. by Mirra Ginsburg (Chicago, 1970), 100.
In Russian see "Novaja Russkaja Proza" in Zamjatin, Zitija (New York,
1977), 203.
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Jakobson, "Marginal Notes on the Prose of the Poet Pasternak”, in Pasternak
ed. Davie and Livingstone (Glasgow, 1969), 135-151.

See "Neskol'ko PoloZenij” [Several Propositions] in B, Pasternak, Sodinenija ,
V. 3 (Ann Arbor, 1961), 152.

Aucuturier, "The Metonymous Hero or the Beginning of Pasternak the
Novelist", in Pasternak: Collection of Critical Essays (New Jersey, 1978), 45,

See Flej¥man, "K xarakteristike rannego Pasternaka”, in. Statji o Pasternake,
ed. (Jernsalem, 1977), 19-21,

See in particular DoleZel, "Narrative Semantics in PTL: A Journal for
Descriptive Poetics and Theory of Literature 1 (1976}, 129-151; "Semantic of
Narrative Motifs", in Proceeding of the Twelfth International Congress of
Linguists , Vienna, Aug. 28 - Sept. 2, 1977, publ. 1978, 646-649. Also
"Narrative Semantics and Motif Theory", in Essays in Poetics 1978 (3,1), 47-
57.

The followmg four sections (I-IV) will overlap in many conclusions with
Jakobson's treatment of metonymy in Pasternak and Flejiman's observations
of Pasternak's phenomenological stance.

See Detstvo Ljuvers, in Vozdudnye puti: proza raznyx let (Moskva, 1982)
p.57. All subsequent quotations from the story and from Pasternak's memoirs
will be given from his edition. Occasionally I will turn to the translation of the
story, in The Childhood of Ljuvers trans. R. Payne in Boris Pasternak, Prose
and Poems, ed, Stefan Schimanski (London, 1959), 1983,

Sinjavskij succinctly summarises the principle of animation of the inanimate
objects and the forces of nature in Pasternak’s poetry, see Andrej Sinjavskij,
Predislovie, in Boris Pasternak, Stixofvorenija i poémy (Moskva/lLeningrad,
1965), 17 ff,

10 See Dole2el, "Narrative Semantics”, 137.

111t is noteworthy, how Pasternak avoids treating the interaction between Zenja
and her brother until their move to the Urals, by mentioning that prior to the
move - "0 CHX TIOp OHH XunM napoit” (71).

12 See Jakobson, "Marginal notes", 147,

13 M., Lermontov, Sobranie socinenij [Collected Works], V. 1 (Moscow, 1975),
116.

14 See Kayden's Introduction to Boris Pasternak, Poems trans. and intr. Eugene
Kayden (Ann Arbor, 1959), IX
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15 The connection between Cvetkov and the strange Belgian fellow Negarat is
also significant, for Negarat in his turn is always associated with rain:
"Uuorga OH OPUXOAUI OKHH HEHApOKOM, B OYHAHHU, BLIGpaB Kaxkoe-
Hubyne Hexopomee, poxanueoe BpeMa" (73). In Cvetkov's move to
Negarat's room there is possibly a suggestion of snow succeeding rain.

16 Relevant here is similar juxtaposition of narrative world in Pasternak's earlier
-story Il Tratto di Apelle , where Heinrich Heine tells Carmilla about them both
being on stage: "Yes, one more piece of play-acting. But why am I not
allowed to stay for a while under the rays of a perfect illumination? Am I at
fault because the most dangerous places in life-bridges and crossroads - are
illuminated more strongly than others”, See II Trafto di Apelle in Pasternak,

.- Prose and Poems , 141. Here, as in Detstvo Ljuvers the characters are also
caught in a transition (stage) between worlds, and this transition, this
boundary, is also treated as a place of danger. Flejiman observes that
invariably the boundary near the theatre is associated in Pasternak with death,
"K xarakteristike", 16.

17 There is of an obvious reflection in this passage upon the creation of the story,
areflection upon fiction-making per se, which becomes even more prominent
in the treatment of Evgraf in Doktor Zivago , to which I am about to refer.

18 pPasternak, Doctor Zivago , trans. Max Hayward and Manya Harari (London,
1958), 188.

19 pasternak, An Essay in Autobiography , trans. Manya Harari (London, 1959),
47. | |

20 In this context Pasternak’s love for Shakespeare's Hamlet becomes almost
predictable. In the early 1940s Pasternak isolates the characteristics of the
prince which are potentially present in the world of Detstvo Ljuvers: the
sacrificial nature of Hamlet's life in the boundary between the two worlds, his
submission to a will higher than his own, his chosenness as if by chance by
this second separate supernatural world. For this see "Zametanija k
perevodam iz Sekspira”.



