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Representing Ephemerality:

Pasternak’s “I'po3a, MoMeHTaNbHAA HABeK”

Olga P. Hasty

Princeton University

‘ Any creative endeavor manifests perhaps above all the refusal to
‘go geptle into that good night.” The artist may well “rage against
the dying of the light,” for his position is a difficult one: he senses
acutely. the inexorable passage of his own time-bound world of
becoming from which he is vouchsafed only glimpses of an eternaj
realm of being, the cost of entry into which is death. The artist’s
capacity to endow with duration what would otherwise be lost to
passage suggests a means to cheat death, and yet what the artist
§natches from passage is left robbed of the evanescence from which
its own particularity derives.

This dilemma, which lies at the heart of much theological, philo-
sophical, and aesthetic inquiry, is thematized in Goethe’s Faust. On
the one hand, the prohibition against the damnable desire to arrest
what must perforce be fleeting (“Verweile doch, du bist so schén™)
ensures the ceaseless striving that promises redemption (““Wer immer
st‘rebend sich bemiiht, den kdnnen wir erldsen”). And yet it is pre-
cisely temporal passage that separates the mortal from the divine
towards which that striving is directed. From within a temporally
constrained world, the divine might be approximated, but not
attained, and the evanescent can never be more than a semblance of
the eternal: “Alles Vergingliche ist nur ein Gleichnis.”

Faust’s predicament can be seen as paradigmatic for all creative
enterprise that is driven ultimately by the excruciating irreconcilabil-
ity of transitory human life with the eternal toward which the mor-
tal aspires. To be sure, the successful preservation of fleeting
moments in art might be seen as a desirable victory over passage.
The commonplace of vita brevis, ars longa, however, side-steps what
has over the ages been the complex, alternately animating and de-
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pilitating tension between the transitory and the lasting. However
successful the artist’s capture of any given moment might be, the
fact remains that, removed from that temporal flux whence its capa-
ity for change derives, the moment is destined to lose both its vital-
ity and its particularity. Thus, Lessing, writing of Laocoon warns:

Alle Erscheinungen, zu deren Wesen wir es nach unsern Begriffen
rechnen, dass sie plotzlich ausbrechen und pldtzlich verschwinden,
dass sie das, was sie sind, nur einen Augenblick sein kénnen; alle
solche Erscheinungen, sie mogen angenehm oder schrecklich sein,
erhalten durch die Verlangerung der Kunst ein so widernatiirliches
Ansehen, dass mit jeder wiederholten Erblickung der Eindruck schwé-
cher wird und uns endlich vor dem ganzen Gegenstande ekelt oder
graut. (“Laocoon oder iiber die Grenzen der Malerei und Poesie”

(1766), Erster Teil, iy
[... since this single moment receives from art an unchanging dura-

tion, it should express nothing essentially transitory. All phenomena,
whose nature it is suddenly to break out and as suddenly to disappear,
which can remain as they are but for a moment; all such phenomena,
whether agreeable or otherwise, acquire through the perpetuity con-
ferred upon them by art such an unnatural appearance, that the im-
pression they produce becomes weaker with every fresh observation,
till the whole subject at last wearies or disgusts us.J?

Through the artist’s representation, the transitory can be made to en-
dure, but only by unconditional surrender of its meaning-generating
context and at the expense of the potential vested in continual un-
folding in time. As Lessing reminds us later in his essay, “Doch alle
Korper existieren nicht allein in dem Raume, sondern auch in der
7eit. Sie dauern fort und kénnen in jedem Augenblick ihrer Dauer
anders erscheinen und in anderer Verbindung stehen.” (Lessing,
5/2:116) [“All bodies, however, exist not only in space, but also in
time. They continue, and, at any moment of their continuance, may
assume a different appearance and stand in different relations.”
Frothingham, 91.] Isolated from the fabric of the evanescent world
from which its meaning derives, the captured moment remains nei-
ther here nor there—suspended somewhere between a Verweilung
that threatens to leech it of its meaning and that inevitable Vergehen
to which it is subject if not preserved.

This is the impasse the poet confronts. To acknowledge passage
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is to admit the subject’s uncapturability. Thus, for example, Keats
ends his “Ode to a Nightingale” with the line: “Fled is that music_
Do I wake or sleep?” Yet to arrest passage is to objectify, to lose
both the context in which the moment signifies and its Openness g
change. Thus Keats’s speaker contemplating the Grecian ury can
only wonder at but not know what it preserves:

What men or gods are these? What maidens loth?
What mad pursuit? What struggle to escape?
What pipes and timbrels? What wild ecstasy?

And for all the exquisite possibility of the protracted moment Tepre-
sented on the urn—

For ever warm and still to be enjoyed,
For ever panting; and for ever young—

with the cessation of time this possibility can never find realization,
The attempted preservation loses both the particularity of the
moment and the possibility it opens, and it is this double loss that
damns attempts to arrest passage.

Another way to endow a moment with lasting value is to elevate
it, as philosophers and artists from Plato to the Symbolists have
done, to the status of an epiphanic point of intersection between the
transitory world of becoming and the eternal realm of being. Such
transmutation of a fleeting moment into an aperture on eternity
suggests an alternative to the impossible choice between either vio-
lating the on-goingness of the isolated moment through static repre-
sentation or leaving that moment unrecorded and thus losing it to
the passage of time.” Indeed, as Bettina Kaibach persuasively docu-
ments in her study Risse in der Zeit,* the Russian Symbolists—Pas-
ternak’s immediate literary predecessors—centered their metaphysi-
cal and aesthetic discourse specifically on such epiphanic moments.
How these moments might best be prepared for, apprehended, and
described became a central concern for the Symbolist artist who
could be inspired or daunted by the imperative that his poetry
embody the temporally unbounded realm to which these moments
gain him access. This momentous responsibility underscored the vast
divide between the momentary and the lasting that the poet sought
to bridge and exacerbated anxieties attendant on doing so from
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within a temporally limited world. Indeed, it was on this crucial
problem of neggtlatlng the trans1tqry anq the eternal that, a55
Kaibach persuasively argues, Symbolism ultimately ran aground.

The failed search for a divine ideal that might be attained from
within the confines of a transitory sensible world gave way to a
celebration of the here-and-now that had been disparaged by the
Symbolists. Acmeists turned loving attention to the tangible world.
Futurists, no longer content to remain passive witnesses of stream-
ing time, availed themselves of aeroplanes and automobiles to speed
past an old world in dazzling realization of the metaphoric “Mumo-
serrocTs” (literally past-flyingness) by means of which ephemerality
is designated in Russian.

This brings us to Pasternak. Noting the frequency with which
words relating to velocity appear in that poet’s early writing about
art (CTPEMHUTEJILHOCTD, CTPEMIJIAB, pa3ber, pasroH, NOPHIBUCTHIH,
saxpaThiBaromuii), Angela Livingstone summarizes: “The world is
in fast movement and art is even faster—this seems to be his basic
conception.”® This is indeed the case. Pasternak speaks of velocity
already in his early essay “Yepneii Gokan” (1916) in connection
with the Futurist aesthetic. The potentially mystic connotations of
the title of this essay are quickly dispelled as the “black goblet” is
revealed to be not a transcendent symbol, but a sign displayed on
packing crates to indicate fragile contents. Yet even as Pasternak
situates himself outside the Symbolist aesthetic with this pointedly
down-to-earth image, he also distinguishes his own notion of speed
from that promoted by the Futurists. For Pasternak, it is the ur-
gency of the creative enterprise itself and not the technological
advances of his age that demand the swiftness and immediacy of the
artist’s response to his surrounding world. The velocity in terms of
which Pasternak describes the creative process has less to do with
technologically enabled speed than with mumosemnocms itself.

Pasternak ends the penultimate section of “Yepusiii 60oxan” with
what sounds like a programmatic statement that is rooted in
Symbolist notions of apprehending the eternal through an epiphanic
moment and couched in Futurist vocabulary: “Beunoctbh, GHITH
MOXET, — ONACHEHIIIHIH 13 MATEXHUKOB, Ee neiicTBHA HOPHIBUCTHI,
HacToumBbI, MoJHKeHocHb.” Here Pasternak introduces a crucial
difference into how the eternal and the transitory are conventionally
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framed by showing the eternal engaged in lightning-quick acts of
rebellion that foster swift, welcome change in the poet’s world.
Eternity, in other words, is construed not as a changeless state of
being, but rather as a dynamic force that is responsible for Precipi-
tating the becoming that characterizes the world of passage.

Already in “Yepne1it 60kan,” Pasternak senses that for aj] their
hyperbolized enactments of breaking with tradition, the Futuristg
contribute nothing essentially new to that perennial question that
stymied the Symbolists of how the fleeting and the eternal are to be
negotiated. He writes: “ITpeo6pasopanue BpeMeHHOTO B Bewroe npu
TMOCPENCTBE JIMMUTALHOHHOTO MTHOBEHHS—BOT UCTHHHBIH CMEic)
dyTypuctayecknx abpesnatyp” (4:357). In their commentary to this
passage, V. M. Borisov and E. B. Pasternak note that “npeo6pazosq.
Hue épemeHHo2o 6 6eunoe <...> KaK OCHOBHAsA 3a/1a4a HCKYCCTBA y
€r0 ONpaBJaHHE COCTABJISET IEHTPAJBHOE INOJIOKEHUE ICTETHKY
Ilactepnaka” (4:836). The fleeting and the eternal are indeed crucia
to Pasternak’s aesthetics (as they are also to his poetics and meta-
physics), yet Pasternak significantly complicates the commeonplace
of the artist’s attempts to translate the impermanent into the lasting,
which, after all, scarcely differs from what his poetic predecessors
had been about.® Pasternak’s formulaic summary suggests that the
Futurists’ position fails to open new creative territory. Yet such new
territory could be gained if ephemerality itself were valued rather
than impressed into the service of the eternal. This path, indicated
already by Impressionist painters and soon to become central to
modernist thinking about art, was one suggested also by a poet Pas-
ternak held in great esteem as a model and teacher—Rainer Maria
Rilke. Rilke, who emphatically praised ephemeral phenomena be-
cause they would pass, sought to convey their fleetingness rather
than monumentalize them in his verse. Following Rilke, Pasternak
—in his own distinct way—continued to seek poetic means to inter-
relate the fleeting and the lasting, the ceaselessly changing and the
enduring.

The position Pasternak assumes vis-a-vis the temporal constructs
of passage and eternity reflect a clear understanding of the Symbol-
ist crisis. Rather than simply discount his predecessors’ anguished
efforts to negotiate the momentary and the enduring, Pasternak
shifts his focus of attention to the disparity between the magnitude
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of the creative imperative and the brief time allotted for the poet’s
response to it. To confront this disparity, he turns specifically to the
wherewithal of poetry. Thus, for example, in “3ameuanus  nepeso-
aM [ekcrimpa” he writes:

MeTtadopusm — ecTecTBEHHOE CJIe[ICTBHE HEJOJITOBEHHOCTH YeJIo-
BEKa ¥ HaJIONTO 32/ lyMaHHOH O pOMHOCTH ero 3ajay. [Ipu aToM Heco-
OTBETCTBHU OH BBIHYXJIEH CMOTPETH Ha BEUIH [O-OPJHHOMY 30pPKO H
OOBACHATLCH MTHOBEHHBIMH H Cpa3’y MOHSATHBLIMH O3apeHHAMH. DTO
U ecTh noa3us. MeradopusM — creHorpadus GoJILIIONH JTUYHOCTH,
ckoponuch ee ayxa (4:414).

Distinctly at odds with the ineffable transcendental moments of the
Symbolists, the “instantaneously comprehensible illuminations” of
which Pasternak speaks here reflect the poet’s pressing need to con-
vey in maximally condensed form his own revelations. In this way
of thinking, ephemerality is not resisted, but is instead engaged as
essential to the poetic enterprise and thus becomes energizing rather
than anxiety-producing. The brevity of the poet’s life stands in
analogical relation to the brevity of the lyric poem. In his attempts
to maximize—via metaphor—what might be accomplished in the
brief spans of life and text, metaphysics and poetics coincide.

Turning now to an intense lyrical manifestation of this far-
reaching aesthetic and philosophical concern, Pasternak’s “I'po3a,
MOMeHTabHag HaBek” from the “Enene” section of Cecmpa mos —
acuznb, we can observe how this concern informs the specifics of the
poem.

I'po3a, MoMeHTaILHASA HABEK

A 3aTeM NpoIAJIOChH JIETO

C nosnycrankoM. CHSBIIM 1I1ATKY,
Cro cnensux dororpadmit
Houbo cHAJI HA IaMSTh FPOM.

Mepkia kucTh chpenn. B sTo
Bpems oH, HApBaB OXarKy
Mounuuii, ¢ Hoss UM Tpadun
O3apuTh ynpaBcKHil JIOM.
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U xorna no kpoBye 3qaHbS
Pacimunmacek BoJiHA 3510pajcTBa

U, xak yrons 1o pHcyHky,

I'psiHy;1 TUBEHb BCEM ILICTHEM,
CraJ Murath 06BaJjl CO3HaHbA:

BoT, ka3anock, o3apsarTcs

Jlaxe Te yrjml paccyaka,

I'" e Temepsb cBeTII0, Kak auem! (1:165)

The perennial question of how passage and eternity might be
reconciled is signaled already in the title of the poem. “MomenTany.
Has” describes the swift onset and brief duration characteristic of
thunderstorms. “Hasex” suggests the capture of this transient
meteorological phenomenon in the poem. At the same time, how-
ever, the oxymoronic “momMedTaibHasd HaBek” startles us out of the
complacency with which we accept that ephemeral events be made
to endure in poetic form and leads us to ask whether “momenTtans-
Has HaBek” presupposes the sort of epiphanic moment of intersec-
tion between the fleeting and the eternal privileged by Symbolists.
This expectation sensitizes us to Pasternak’s significant departure
from his predecessors’ constructs. The tension between “momen-
TaypHas” and “HaBex” provides the impetus for the lyric about to
unfold. In the atmosphere of this tension, the adjective “Monymen-
TanpHas” can be sensed in “MomMenTasbHas,” but this acoustic sug-
gestion underscores the fact that monumentality is precisely what
Pasternak’s poem is not about.

The poem opens with leave-taking. Indeed, an earlier title for this
lyric — “TIpomaybeas rpo3a” — linked the fleetingness of the
storm with the fleetingness of the human situation that demands
parting. This title promised a poetic documentation of a storm that
coincided with or was, perhaps, a metaphor for an emotionally
charged farewell. It was thus insufficient to alert the reader to what
are, as we will see, the more complex temporal dynamics of the
poem.’

Leave-taking is fraught with temporal anxiety and emotional dis-
tress. The sense of impending separation heightens awareness of the
ever-diminishing span of time separating those who are about to
part from the moment of the parting itself and from the loss subse-
quent to it. (In this situation it is not difficult to recognize an ana-
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jogue to life itself as it streams toward the ultimate departure
offected in death.) In such densely anticipatory conditions, the pres-
ent is subsumed by the overwhelming need to carry over into the
future that which is felt to be on the verge of loss. This creates a
situation Katherine Thiernan Q’Connor describes as “a sense of the
transformation of the present moment, the instantaneous into the
permanent photo or picture caught by the mind’s eye. The present
is in the process, as it were, of becoming a memory.”'® Using this
formulation as a point of departure, we can go on to explore the
complexity Pasternak introduces into the commonplace of art pre-
serving evanescent phenomena, for in this lyric the poet is less
concerned with capturing a moment than with the oxymoronic de-
sire to preserve its fleetingness. Indeed, Pasternak’s efforts to redraw
the relationship between the ephemeral and the lasting hinge to sig-
nificant measure on giving evanescence its due. It is on this particu-
far aspect that my discussion of this virtually inexhaustible poem
will focus.

In “I'po3a, MOMeHTaJIbHas HaBek” we observe Pasternak take into
the world of the lyric the age-old quest to reconcile the fleeting and
the eternal. Rather than serve as a mystically construed conduit to
another realm, the poem becomes itself the space wherein the transi-
tory and the lasting are comprised. The lyric is energized by the
poet’s disconcerting refusal to distinguish between temporalities that
are conventionally held to be antithetical. As we will see, concerted
vacillations between sequence and simultaneity destabilize the cate-
gories of passage and duration and, by analogy, the distinction be-
tween the linear temporality of the transitory world and the syn-
chronicity of the everlasting.

The “A 3atem...” with which the poem opens suggests that it con-
tinues a sequence begun earlier, and this indication of its successive-
ness off-sets the discreteness of the lyric itself. The image of a
sudden flash of light has served for centuries as the metaphoric
indicator or a privileged moment through which the eternal reveals
itself to the world of mortals. In Pasternak’s lyric, however, the
flashes of lightning draw attention to the sensible world. Most
immediately, the metaphoric conjunction of flashes of lightning and
the flash gun of a photographer suggests the possible preservation
of the momentary. Yet Pasternak complicates the situation in an
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interesting way. The hyperbolic hundred flashes insist on sequence__
the flashes necessarily following one another in swift succession. At
the same time, however, Pasternak’s application of the epithet
“blinding” to the photographs rather than to the flashes conflateg
the process of taking pictures with the photographs that result from,
that process, creating thereby a simultaneity of what is normally
seen in terms of cause and effect. As causality is thus superseded
becoming and being are indistinguishably conflated.!! '

Attendant on the notion of translating the ephemeral into the
lasting is, as I have noted, the isolation of a moment that is privi.
leged by this isolation, and yet also deprived of its contextual moor-
ings and thus also its distinctiveness. The selection of the moment
to be thus singled out is fraught with anxiety.!* In “I'posa, momen-
TaneHas Hapek~ the randommess entailed in the furiously sequential
hundred flashes of light acts in concert with the collapsing of cause
and effect to avoid thee pitfalls attendant on isolating a particular
moment. We can add here that the two successive sentences that
comprise the opening stanza describe simultaneous action and thus
participate in the poem’s insistent interrelation of simultaneity and
sequence.

The second stanza opens with: “Mepkna kucTes cupenn,” an image
reminiscent of the storm-scorched lilac of the opening line of
“Hama rposa,” an earlier lyric of Cecmpa moa — scuznb: “I'pona,
Kak xpeu, coxiya cuperb” (1:138). In the poem under discussion,
the cluster may have been broken from the bush by the storm or
was perhaps plucked for a farewell bouquet from which it has
dropped. Alternately, the cluster may be isolated by flashes of light-
ning that illuminate only a part of the bush on which it grows. The
imperfective verb “mepkna” indicates a gradual waning of brilliance
and, in its figurative meaning, suggests the waning of power or
significance. In Pasternak’s lyric this waning signifies in a variety of
possible temporal constructs. The fading lilac signals the end of
summer to which the storm bids farewell, and yet also suggests its
fading into darkness in between the flashes of lightning by which it
is sporadically illuminated. Following as it does the photography
metaphor, it reminds us that although the lilac can be captured on
film, the process of its fading cannot. If we construe the lilac as a
photographed image (it is, after all, one of the few concrete visual
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images in the poem), its waning might be seen as the consequence
of its being fixed on a snapshot that arrests change and, as Lessing
would have it, leeches it of its vitality.

Following this deceptively simple statement about the fading lilac
s the enjambed “B aTo/Bpems...”"? that insists on action simultane-
ous with the fading. Thus, to summarize what transpires: While the
branch of lilac is gradually fading, a “he” whose antecedent is not
immediately apparent, but turns out to be the thunder of the pre-
ceding stanza, having gathered an armful—not of lilac, as the reader
might expect, but of lightning bolts—uses them in his attempts to
illuminate an administrative building. The wealth of possibility this
stanza creates is virtually inexhaustible, but if we remain focused on
the temporal issue I have raised, we can see that, once again, simul-
taneity is presented in conjunction with sequential action while
cause and effect are disrupted—now by a thunder that hurls light-
ning bolts. We can add that the npocropeunoe “Tpadui,” an imper-
fect rhyme for the “dororpaduit” of the preceding stanza, hints at
the acoustically similar “Tpadaper.” Like the hint of “monymen-
TaJBHOCTR” we perceive in the title of the poem, this acoustic sug-
gestion also leaves us with a sensation of something that the lyric
moves beyond—in this instance mere reproduction.

The third stanza of the poem accelerates perceptibly—in part
because it is the first half of the sentence which the final stanza
completes, and in part because of the enumeration suggested by the
“and” that opens its first and third lines. The sudden onset of rain
is described with a perplexing metaphor: “H xorga no kposie 3xa-
Hbs Pasnuiace BosHa 3ymopancrsa’ that is reminiscent of the lyric
“Uronisckas rposa” from ITosepx bapvepos where we find not only
the images of an illuminating thunder storm and a wattle fence, but
a similar melding of metaphor and personification:

CTOHUT Ha MEPTBOH TOYKE Yac
He orToro ns, 4To OH HaMeUeH,
Yto kenyb MOS HE pa3fMiach,
YTo y MeHs Ha MecCTe NneyeHb?

The static equilibrium (“meprpas Touka”) described in the earlier
Iyric is upset by the “Bosna 3nopancrsa” that spills together with
the rain over the roof in “I'posa, MomenTanbHas Hasex.” Here the
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situation is dynamic. The “and when” with which the stanzg begins
sets the scene for what then happens in the concluding stanzy_ The
“and” with which line three begins, however, indicates simu]taneouS
rather than successive action. The onset of the rain itself is describeq
in terms that again vacillate between the sequential and the syn-
chronous. Thus, in the fourth line the rain is described as Coming
down all at once, the verb “rpsnysn” (frequently used to describe 3
sudden peal of thunder) emphasizing the suddenness and intensity
of the downpour. “Bcem nieTnem” can be read as a description of
the rain crashing down along the entire fence and as a metaphor
comparing the lashing rain to a fence whose woven wattles closely
resemble the cross-hatchings of a charcoal drawing. Yet the simile
in which this line participates: “U, kak yroas no pucyHKY, Tpsanyn
JMBEHb BCEM TUIETHEM™ compares the rain that comes down aj at
once to what are of necessity the sequential charcoal strokes that
fall one after another onto a piece of paper when the scene is
sketched. This suggested picture-in-the-making contrasts with the
all-at-once-edness of both the rainfall and of a “MOMEHTaTbHag
dororpaus” of it.!* At the same time, however, it leads us to
recognize that once the process of sketching is completed, the
strokes lie in simultaneity on the paper, and although the downpour
itself may find adequate representation, its onset is left out of the
finished drawing which, like the photograph, ultimately succeeds in
capturing the rain but not its precipitousness.

In the fourth and final stanza of the poem we encounter—pre-
sumably—what happens after the “and when” with which stanza
three opened. The first line presents the beginning of a series of
blinks that are metonymically related to the sequential flashes of
lightening seen earlier in the poem: “Cran mMuraTh o6sa co3na-
Hbs.” Here we find sequence and simultaneity conjoined in the word
“o6Baxn” which designates both a process—an avalanche in progress,
and its consequences—the rubble that results from the collapse. The
onset of blinking creates a sense of anticipation and hints at a
possible causal relation (“Cran murats” and “Bor, xasasocs, o3a-
patcs”). As the promise of illumination is intensified in the midst
of this glimmering, the word “mernem” that ends the preceding
stanza and rhymes with the exclamatory ending of the poem (“cset-
J10, kak aHeM!”) suggests an expression that indicates intentional ob-
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fuscation: “HaBECTH TEHb Ha mietedn.” It is on such in’t,eptioga] Otl);
fuscation that the “blinking avalanche of consciousness” is trained. N
This is @ consciousness that does not 81mp'1y retrieve “snapshots
taken by the storm, but rather reenacts in its own space wl'la_t the
storm does. The attempts to illuminate (“o3aputs”) the administra-
tive building with flashes of lightning in stanza Fwo are e.choed here
in stanza four in anticipation of the figurative 1_11ummat10n of even
those parts of the intellect that are already “bright as day”:

Bor, ka3ajocs, o3apsrcs
Jlaxe Te yrnnl paccynka,
I'ne Teneps cBeTnoO, Kak aHem! (1:165)

The “yrubt paccyaka” so illuminated are metonymically linked to
the “ynpaBckuit fom” of stanza two onto which the rain cr?.shes in
stanza three. Following on the avalanche of blinking consciousness
is a re-formed space of reason newly brightened not by retained
images of the storm, but by the myriad interconnections that storm
enables both within this lyric itself and with other lyrical and
worldly experiences beyond it.

At issue here are not the hundreds of random “photographed”
images, but rather the poet’s interactive experience with the storm
and the energy it generates. Pasternak, who pointedly neglects to
supply static images in this poem, has left the metaphqr of photog-
raphy undeveloped in favor of considering how fleeting moments
might be conveyed rather than captured.!® Indeed, the very notion
of capturability, as we have seen, is subverted by the poem’s disrup-
tions of causality, by its vacillations between the sequential and the
simultaneous, and, by its complex configurations that, far from fix-
ing any particular image, serve as ever new points of departure for
still further interconnections. There are no stills in “I'po3a, MoMeH-
TaNLHas Hasek,” which makes patently clear that more would be
lost than gained by isolating discrete images of this complex storm
on film.

In any event, no actual photographs can result from the meta-
phoric picture-taking in this lyric, and “na namare” of the opening
stanza signals the imprint of the evening in question not on film but
on memory. Far from suggesting similarity, the photographic meta-
phor underscores the radical difference between consigning some-
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thing to memory and consigning it to photographic film. Indeeq it
is this difference that alerts us to the highly satisfying possibiI’it
offered by the mother of muses to foster a reconciliation of ch
ephemeral and the lasting. A photograph can stimulate recollectjop
but like any other such mnemonic—be it a madeleine or the smeli
of rotting apples—cannot itself be equated with memory. Associ,.
tive and dynamic, memory both engages and is engaged by the
imagination and, like the poem we have been considering, remaing
always in motion. There is no such thing as “a memory” in the
sense of an image fixed with immutable photographic precision
Memory enables not the arrest of a fleeting moment (a metaphor
realized by the technology of photography) but rather a potential
for duration in which what is preserved remains in flux—affected
both by forgetting and by the imagination and colored by preceding
and subsequent events, by what triggers the recollection, by the
various contexts in which the recollection takes place, and by the
ever-new configurations into in which the recollection is drawn.

In a discussion of Pasternak’s aesthetics in light of classical ars
memoriae, Erika Greber perceptively observes that

[iln Pasternak, as in classical mnemotechnics, an almost literal
illumination is required to light up the imagines so that they become
recognizable. However, for Pasternak, the illumination does not result
from the system of order, but from chance intuition.!”

Pasternak, in other words, subverts classical attempts to direct mem-
ory, preferring to give it free reign so that it can guide him to
chance discoveries. In “I'po3a, MoMerTansHad Hasek” we find an
emphasis on randomness as memory is supplied not with images
selected by the poet who experiences the storm, but with images that
are randomly illuminated by the storm he experiences. This chance
illumination becomes a metaphor of memory—both in the sense of
what is retained and what is recalled—in which ephemerality
remains inviolate. It is the poet’s receptivity to such “illumination”
that defines his creative capacity and enables him to convey the
fleetingness of what he sets down.

In the lyric under discussion Pasternak recreates a potential like
that vested in memory. In “I'po3a, MomeHTaMBEHas HaBek” he pro-
vides not stored replicas of what transpired during the storm but
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rather an environment in which the possi‘biliFy for ever new configu-
rations of what has been retained remains In full effect. The care-
fully crafted temporal indeterminacy of the lyric pre<.:ludes. both the
stasis attendant on capture and the erosion of pgrtlcglarlty atten-
dant on reproducibility. As in memory, sO too0 in this poem, the
potential for duration combines exhilaratingly Wl.th evanescer},c&?.
(We can observe parenthetically that such “hszing it bgth ways” Is
in the very nature of the lyric poem, whose brlf_:f text exists in a last-
ing form and yet is with each reading drawn into the fluid process
of becoming.) .

Beyond energizing “I'po3a, MOMEHTaJIbHAA Hagek,” the coexis-
tence of temporal constructs conventionally regarded as antonymous
pas far-reaching metaphysical implications. To make the‘ﬂee'tmg
endure without arresting its capacity for continued ur}foldmg is to
interrelate change and permanence, becoming and being, and thus
to obviate the conventional opposition of life and death. The sug-
gestive points of intersection between “I'po3a, MOMEHTaILHAS Ha-
sex” and Pasternak’s later translation (1929) of Rilke’s requiem
«Fiir Graf von Kalckreuth” (1908) can be no mere accident. Al-
though it is beyond the scope of this essay to develop the connec-
tion, it is well worth noting here that Pasternak introduces words
that play a prominent role in “I'po3a, MOMEHTaIbHAs Hapex” (e.g.
MHT, MOJIHHH, oXarka, and o3apenue) into his translation of the
Rilke text, where they stand as less than exact renderings of the
original. Especially intriguing is Pasternak’s translation of Rilke’s
«“wenn dieser Ruck ein Blitzlicht in ihr Hirn wirft” as

<, ..> B MHI, Xorga otaa4a
3a6paceiBaeT MONHAM B HX MO3T (2:341)

For we observe here that Pasternak renders as “MosHuK” the word
“Blitzlicht,” which means not lightning, but a photographer’s flash.
The affinity Pasternak’s translation suggests between his lyric and
the requiem he translates is rooted in Rilke’s own creative effc;;ts to
interrelate rather than oppose the transitory and the lasting.

By way of conclusion we can now turn to a metaphor for lyric
poetry that, its apparent simplicity notwithstanding, encapsulates the
reconciliation of becoming and being, of the sequential and the
simultaneous, and of the ephemeral and the lasting that has been at
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the forefront of this discussion. Not coincidentally, this metaphor
arises in a letter Marina Tsvetaeva wrote to Pasternak in February
of 1923, in response to the poems of Cecmpa mos — xcuz, Tsve-
taeva’s wonder at the inexhaustibility of Pasternak’s creatiy

. g . ¢ gif
leads her to a singular definition of lyric verse: st

JhiprteckHe CTHXH (TO, YTO HA3ILIBAIOT)—OTAEIbLHbIE MI'HOBeHug
001020 IBIKCHMS: IBUXEHHE B NnpepblBHOCTH. [ToMmumTe B JleTcTRe
BepTsiuMecs kasedockons? M y Bac Takoro He 6bino? Tor %Xe
XKECT HO MYTh NPOJABUHYTHIN: Ckaxem — pyka. Bupaso, 1YThb Npasej,
ewie 4yTh # T.4 Koraa seprums — npuraerca. JJupaka — 370 TIMHUg
NYHKTUPOM, H31@/IeKa — UEJIast, HepHAs, & BIJISMACE: CIIONIb Ipephis.
HOCTH MEXJy [nponyck] Toukamu — 6e3BO3ayluHOe IPOCTPAHCTRO:
cmepts. W Brr or cTuxa o cruxa ymupaere. (OTToro “nocneamecry,”
— xaxgoro ctuxal) ?

Accomplished by Tsvetaeva’s kaleidoscope®® metaphor is a compel-
ling synthesis of the wholeness of eternal being and the ceaseless
change of the transitory world. In this image becoming is not pre-
sented along the continuum of an arrow of time that leads inexora-
bly to a border crossing into other worldly timelessness. It is seen,
rather, within the successive simultaneities of the endless configura-
tions enabled by the poet’s hand. The wholeness of the kaleidoscope
—this self-contained realm in which becoming and being coexist—
depends, moreover, not on the dissolution of the particularity of its
constituent parts, but rather on the ceaseless reconfigurations of
these discrete units. The role allowed chance in their incessant reor-
dering obviates causality and teleology, thereby maximizing open-
ness to possibility and to multiplicity of meaning. In light of this
metaphor we can more fully appreciate both Pasternak’s own insis-
tence on the interchangeability of specific details (“B3anMo3ameny-
MOCTB HogpobrocTel”) and Tynianov’s trenchant observation about
the poet for whom: “cny4aiinocTs oxasriBaeTcs 6onee cuLHOI CBs-
3BIO, 4EM CaMas TeCHas JIOTHYeCKas CBA3b, 2! Important, too, is that
it is precisely in terms of such dynamic reconfiguration that mem-
ory, metaphor, and metonymy are best described.

The kaleidoscope metaphor that is a tribute to Pasternak is also
a tribute to Tsvetaeva’s poetic acuity, for in the lyrics of Cecmpa
Mo — dicusHb in general and in “I'posa, MoMeHTaNbHAA HaBex” in
particular, the focus of creative attention is emphatically shifted
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from figuration to configuration. It is to this end that the photo-
graphic metaphor of “I'posa, MoMenTansnas nasex” is absorbed
into a dynamic that goes beyond the mere arrest and reproduction
of 2 moment to achieve the interanimation of momentariness and
duration signaled by the “MomenTansnocte HaBex” of its title. In
effecting such interanimation, the poet escapes the Symbolist im-
passe by overriding the opposition of the ephemeral and the lasting
and—Dby extension—of life and death.
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