ART AS SPIRITUALITY IN MODERN RUSSIA


FIONA BJЦRLING


This volume of articles committed to the concept of boarder or frontier in the study of culture has prompted me to pose questions under the presumptuous title, art as spirituality in modern Russia. My purpose is to try to put my finger on an aspect of Russian culture during the century now coming to a close, which distinguishes that culture from other. Western cultures. At the same time I am looking at a specific function for art, a function which, in tune with the geographical metaphor of borders, implies that Art is imputed with having extended its territory into another domain.


Spirituality is a large word and my point of departure or definition of spirituality is not so grand. I refer to the belief that individual existence becomes meaningful only in that it is experienced as part of something greater than itself; an individual adheres to something which exceeds the boundaries of his or her own physical existence. Spirituality is living in the face of a beyond irrespective of whether or not that beyond is named and comprehended.


Misa Gordon in Pasternak’s “Doktor Zivago” attempts to define this something greater, this beyond. His thoughts, those of a ten-year old boy, are conveyed by the narrator:


Все движения на свете в отдельности были рассчитано трезвы, а в общей сложности безотечно пьяны общим потоком жизни, который объединял их. Люди трудились и хлопотали, приводимые в движение механизмом собственных забот. Но механизмы не действовали бы, если бы главным их регулятором не было чувство высшей и краеугольной беззаботности. Эту беззаботность придавало ощущение связности человеческих существований, уверенность в их переходе одного в другое, чувство счастья по поводу того, что все происходящее совершается не только на земле, в которую закапывают мертвых, а еще в чем-то другом, в том, что одни называют царством Божиим, а другие историей, а третьи еще как-нибудь (III. 16–17)1.


From this general stream, which may be no more than a kak-nibud’, Misa feels himself to be an unhappy exception. Being a Jew yet not understanding what that means, Misa suffers from a sense of exclusion and it is precisely this sense of exclusion which proves to be the fatal flaw in his character. It renders him vulnerable and susceptible to the closed thinking, to the rhetoric and dogmas of other people. In his youth Misa is an adamant follower of the theology explained and practised by Jurij’s uncle Vedenjapin. Since the ideas presented as Vednjapin’s in the first part of the novel obviously carry with them the positive values of the author, it would appear that Misa has come under a good influence.


He is so to speak on the right side. It is only later in the novel, when Misa Gordon and his friend Nika Dudorov so clearly represent the new Soviet Intelligentsia swallowing the new ideology and its rhetoric wholesale, that we realise how dependent Misa is on the ready-made thinking of others and in fact always has been. As a consequence of his lack of spirituality, of not venturing into the beyond, Misa cannot or dare not think beyond his own skin. His lack of openness and spirituality leads to a limited and potentially dangerous subordination to the doctrines of others:


Рассуждения Дудорова были близки душе Гордона именно своей избитостью. Он сочувственно кивал головой Иннокентию и с ним соглашался. Как раз стереотипичность того, что говорил и чувствовал Дудоров, особенно трогала Гордона. Подражатель�ность прописанных чувств он принимал за их общечеловечность.


Добродетельные речи Иннокентия были в духе времени. Но именно закономерность, прозрачность их ханжества взрывала Юрия Андреевича. Несвободный человек всегда идеализирует свою неволю. Так было в средние века, на этом всегда играли иезуиты. Юрий Андреевич не выносил политического мистициз�ма советской интеллигенции, того, что было ее высшим достиже�нием или как тогда бы сказали — духовным потолком эпохи. Юрий Андреевич скрывал от друзей и это впечатление, чтобы не ссориться (III. 475).


Jurij Zivago, on the other hand, finds an outlet to the greater beyond in the quest to become a poet:


В такие минуты Юрий Андреевич чувствовал, что главную работу совершает не он сам, но то, что выше его, что находится над ним и управляет им, а именно; состояние мировой мысли и поэзии и то, что ей предназначено в будущем, следующий по порядку шаг, который предстоит ей сделать в ее историческом развитии. И он чувствовал себя только поводом и опорной точкой, чтобы она пришла в это движение (III. 431).


This quotation is taken from the chapter “Opjat’ v Varykino” which is the high-point of Jurij’s striving towards poetry. It is in this part of the novel that Jurij betrays Lara into leaving him and after her departure he becomes almost insane, insane with grief and with the effort of transposing that grief into poetry:


С Юрием Андреевичем творилось что-то несообразное. Он медленно сходил с ума... Так кровное, дымящееся и неостывшее вытеснялось из стихотворений, и вместо кровоточащего и болез�нетворного и них появлялась умиротворенная широта, подымав�шая частный случай до общности всем знакомого. Он не добивался этой цели, но эта широта сама приходила как утеше�ние, лично посланное ему с дороги едущей, как далекий ее привет... За этим плачем по Ларе он также домарывал до конца свою мазню разных времен о всякой всячине, о природе, обиход�ном. Как всегда с ним бывало и прежде, множество мыслей о жизни личной и жизни общества налетало на него за этой работой одновременно и попутно (III. 447–448)2.
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Is spirituality thus understood specifically Russian? Certainly this kind of thinking has a firm tradition in the nineteenth century Russian rejection of the precepts of the Enlightenment and Western rationalism as found in the writings of the Slavophiles, followed by Dostoevskij and finally the religious philosophers of the turn on the century, the so-called Vexi thinkers. Two examples may be named: firstly the rejection of both liberalism and socialism given by Dostoevskij in his seminal “Zimnie zametki o letnix vpecatlenijax”. And secondly, Berdjaev’s launching of the so-called Russian idea. For many this latter concept serves as the receptacle for an understanding of Russian spirituality even to-day. It is enjoying a florid revival in Post-Soviet Russia as may be gleamed from numerous books and articles on the Russian question.


The Vexi writers are interesting because their conversion from socialism to religious philosophy comes at the turn of the century, the beginning of a century when Western civilisation seems finally to have undermined the foundations for spirituality. In other words, the culmination and the crisis of modernity in the twentieth century has done much to prove the point of nineteenth century Russian scepticism. Europe, the cradle of Western civilisation, has seen a century of hideous wars, of ideologies run amok, of environmental destruction and the development of a technology we cannot deal with ethically; we live now under the power of an international market economy which, in conjunction with modern technology, undermines human responsibility, both on the level of the individual and on the level of democratic government. The ethos of modern life systematically blots out the significance of the beyond about which we are speaking: it reduces time to the now of the split second, and it reduces the motivation of human action to what is commercially valid and confined to the benefit of the actor. A reaction against this reduction of life to the confinement of the material is a concern of postmodernity or as some call it high modernity3.


Returning to the beginning of the century we observe that Russian modernism parallels, within the philosophy of art, the religious-philosophical insistence on spirituality with its refusal to reduce life to the here and now, to materialism, to physicality, to rational and empirical knowledge. The metaphysicality of Russian modernism was a feature of the second phase of symbolism. But even acmeism, a movement which, with its love of the concrete, the thing, the word, the specific gravity of life on earth, constituted a reaction towards symbolism, maintained a connection to the beyond, above all in its attitude to art. Mandel’stam’s prose works on culture and time are perhaps the prime example, but his poems too (for example the poem “Dano mne telo — cto mne delat’ s nim”) convey the existential value of art and culture as a kind of beyond transcending individual mortality. In “Oxrannaja gramota” Pasternak himself quotes Gumilev’s “Sestoe cuvstvo” (IV. 150). Two great Russian novels of the twentieth century, Pasternak’s “Doktor Zivago” and Bulgakov’s “Master i Margarita”, are but the greatest of many twentieth-century works of Russian literature which posit the existential value of art and poetry.
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“Doktor Zivago” is a novel about spirituality, spirituality in general rather than Christianity in particular since the Christian motifs are used to signal and not to define the content of spirituality. The abundance of Christian imagery acts as a parallel to rather than the repository for Jurij’s own spiritual quest which lies in the calling to use language in a spiritual way, to become a poet.


The theme of language and form as sacrosanct is a dominating theme and concern in all Pasternak’s writings. This is true of the poetry, the prose — both literary and non-literary; it is true of his private letters as well as of his public statements and speeches. This attitude which demands of language originality and integrity is what gives Pasternak’s writings from the first to the last their internal consistency.


In this presentation I have chosen to concentrate on a specific aspect of language as upheld by Pasternak, namely its essentially transgressive nature. Language crosses borders, opens into something new. True language avoids stereotypes, rhetoric: it transgresses the already-said. Let us return to “Doktor Zivago” and to the final meeting between Jurij Zivago and his friends Misa Gordon and Nika Dudorov. During this conversation the narrator presents the contrast between Jurij’s independence and freedom from Soviet stereotyped thought and rhetoric and his friends’ dependence on and adherence to the same. Jurij perceives his friends as members of the Soviet intelligentsia and he abhors their substitution of stereotyped imitations for genuine thoughts and feelings. The scene begins with a presentation in third person narrative of the way the conversation was conducted; the significance of the language itself is made explicit:


У кого-нибудь есть достаточный запас слов, его удовлетворяю�щий. Такой человек говорит и думает естественно и связно. В этом положении был только Юрий Андреевич.


Его друзьям не хватало нужных выражений. Они не владели даром речи. В восполнение бедного словаря они, разговаривая, расхаживали по комнате, затягивались папиросою, размахивали руками, по несколько раз повторяли одно и то же (“Это, брат, нечестно; вот именно, нечестно; да, да, нечестно”).


Они не сознавали, что этот излишний драматизм их общения совсем не означает горячности и широты характера, но, наоборот, выражает несовершенство, пробел.


Гордон и Дудоров принадлежали к хорошему профессорскому кругу. Они проводили жизнь среди хороших книг, хороших мыслителей, хороших композиторов, хорошей, всегда, вчера и сегодня хорошей, и только хорошей музыки, и они не знали, что бедствие среднего вкуса хуже бедствия безвкусицы.


Гордон и Дудоров не знали, что даже упреки, которыми они осыпали Живаго, внушались им не чувством преданности другу и желанием повлиять на него, а только неумением свободно думать и управлять по своей воле разговором (III. 474)4.


On the one hand we have those whose language keeps them within the fold of Soviet orthodox thinking, and on the other we have the poet, Jurij Zivago, who explicitly believes in the validity of the unique and who strives to become a poet, to use words to transgress the boundary between what is old and accepted and what is new and yet to be said.


This same distinction, between the stereotype, the average and the mediocre on the one hand and the creative and new on the other, is the subject of most of Pasternak’s public writings and speeches in the 1930s, in his role as official member of the Soviet Writers’ Union. As early as 1925 Pasternak wrote an article concerning the Party resolution of the same year (CK RKP(b)). Pasternak polemicists with the resolution’s supposition that a style, appropriate to the epoch, will be created. For Pasternak the idea that the new epoch should create its own style, a once-and-for-all appropriate style, is deeply offensive. In fact Pasternak regretfully establishes the fact that such a style has already been found:


...следовало сказать так: он <т. е. Стиль. — F. B.> уже найден, и, как средняя статистическая, он призрачного и нулевого достоинства. В главных чертах он представляет собой сочетание сменовеховства и народничества. С этим можно от души поздра�вить. Стиль революционный, а главное — новый. Как он полу�чился? Очень просто. Из нереволюционных форм допущена самая посредственная, таковая же из революционных. Иначе и быть не могло, таковая логика больших чисел. Вместо обобщений в эпохе, которые предоставлялось бы делать потомству, мы самой эпохе вменили в обязанность жить в виде воплощенного обобщенья (IV. 618–619).


For Pasternak the creation of an appropriate style amounts to saying that there is no need for poetry, for original and unique language. He concludes his article with a firm statement to the contrary:


Главное же, я убежден, что искусство должно быть крайностью эпохи, а не его равнодействующей, что связывать его с эпохой должны собственный возраст искусства и его крепость, и только в таком случае оно впоследствии в состояние напоминать эпоху, давая возможность историку предполагать, что оно ее отражало. Вот источник моего оптимизма. Если бы я думал иначе, вам незачем было бы обращаться ко мне (IV. 619).


For Pasternak originality of language and poetry is connected to a sense of responsibility toward the epoch and towards history. To be true to the epoch and to history does not mean to be the same as everyone else, to speak in the cliches of one’s time, but on the contrary, it means to cross the boarder from what has been said to what has never been said before. For Pasternak originality of thought is inseparable from originality of language; to give original expression to the epoch is the duty of the poet. The poet does not escape from his times into the esotericism of original language but serves his epoch in giving it unique expression. It is the uniqueness of an epoch which legitimates its place in history. In the Minsk speech from 1936 Pasternak confesses his intention to move against the stream, to try for new directions in his own poetry. The tone of his speech is both accusatory and self-defensive:


...на эти общие для всех нас темы я буду говорить не общим языком, я не буду повторять вас, товарищи, а буду с вами спо�рить, и так как вас — большинство, то и на этот раз это будет спор роковой и исход его в вашу пользу (IV. 637).


He concludes:


Искусство без риска и душевного самопожертвования немысли�мо, свободы и смелости воображения надо добиться на практике, здесь именно уместны неожиданности, о которых была речь вы�ше, не ждите на этот счет директив (IV. 637–638).


In this blatantly political situation, a public speech at an official assembly of the Soviet Writers’ Union, Pasternak gives proof of his talent for playing the holy fool, if talent it is. Time and again under a guise of naively he accuses his colleagues of remaining within the folds of orthodox thinking, of saying what everyone else says, of not daring to venture into original thought and expression. With his insistence on the value of the unique, Pasternak gives voice to an essentially dynamic conception of history: history unites human beings through time, but its movement should not be arrested in petrified forms and final solutions. The same thought, this time directed to metaphysics rather than politics, is expressed in “Oxrannaja gramota” (1930):


На свете есть смерть и предвиденье. Нам мила неизвестность, наперед известное страшно, и всякая страсть есть слепой отскок в сторону от накатывающей неотвратимости. Живым видам негде было бы существовать и повторяться, если бы страсти некуда было прыгать с той общей дороги, по которой катится общее время, каковое есть время постепенного разрушенья вселенной.


Но жизни есть где жить и страсти есть куда прыгать, потому что наряду с общим временем существует непрекращающаяся бесконечность придорожных порядков, бессмертных в воспроиз�ведении, и одним из них является всякое новое поколенье.


Нагибаясь на бегу, спешили сквозь вьюгу молодые люди, и хотя у каждого были свои причины торопиться, однако больше всех личных побуждений подхлестывало их нечто общее, и это была их историческая цельность, то есть отдача той страсти, с какой только что вбежало в них, спасаясь с общей дороги, в несчетный раз избежавшее конца человечество” (IV. 211).


My intention here has been to show the consistency of Pasternak’s views on language, poetry, history and politics5. The historical and accordingly political role of art is stressed time and again in “Oxrannaja gramota”:


За деревьями стояло искусство, столь прекрасно разбирающееся в нас, что всегда недоумеваешь, из каких неисторических миров принесло оно свою способность видеть историю в силуэте (IV. 211).


Поколенье было аполитичным, мог бы сказать я, если бы не сознавал, что ничтожной его части, с которой я соприкасался, недостаточно даже для сужденья обо всей интеллигенции. Такой стороной было оно повернуто ко мне, скажу я, но тою же сторо�ной обращалось и ко времени, выступая со своими первыми заяв�леньями о своей науке, своей философии и своем искусстве (IV. 214).


For Pasternak it is an imperative not just to question rhetoric, but to use language in order to give voice to the epoch. The word used integrally does not encapsulate and confirm, as in a society which is centred on an orthodox truth, it gives meaning and thereby makes whole, sanctifies (spiritualists) existence. The connection between existence and form or expression is conveyed in the thoughts of Jurij Zivago:


За этим расчерчиванием разных разностей он снова проверил и отметил, что искусство всегда служит красоте, а красота есть счастье обладания формой, форма же есть органический ключ существования, формой должно владеть все живущее, чтобы существовать, и, таким образом, искусство, в том числе и трагическое, есть рассказ о счастье существования (III. 448–449).
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If we consider the components of Pasternak’s thoughts on the validity of the unique and the importance of language to articulate and recognise the significance of the times, we see that in fact his basic values are close to those of Baxtin. Pasternak and Baxtin share an anti-Marxist, antidogmatic and anti-rhetorical insistence that the word should be new every time it is used; to use words, to give names for the first time is the business of every human being6. For Pasternak as for Baxtin language and what is expressed and understood in a unique language exchange has existential significance. In their book Mikhail Bakhtin. Creation of a Prosaics, Gary Saul Morson and Caryl Emerson analyse what they consider to be Baxtin’s global concepts prosaics, unfinalizability and dialogue. These three concepts could well be applied to Pasternak’s thoughts on language, art and history.


In Part Three of “Oxrannaja gramota”, Pasternak discusses the dynamics of a meeting of the known with the unknown, that which he calls legend and history. The ideas expressed in the following quotation are very close to Baxtin’s ideas as they are developed for example in the article “Epos i roman” (Baxtin 1975, 447–483):


Я понял, что, к примеру. Библия есть не столько книга с твердым текстом, сколько записная тетрадь человечества, и что таково все вековечное. Что оно жизненно не тогда, когда оно обязательно, а когда оно восприимчиво ко всем уподоблениям, которыми на него озираются исходящие века. Я понял, что история культуры есть цепь уравнений в образах, попарно связывающих очередное неизвестное с известным, причем этим известным, постоянным для всего ряда, является легенда, заложенная в основание тради�ции, неизвестным же, каждый раз новым — актуальный момент текущей культуры (IV. 208).


For both Pasternak and Baxtin the point is that a living text (here the Bible) changes to meet new times and new situations. In retrospect Pasternak appears to be addressing the first Council of the Soviet Writers’ Union in 1934 in almost Baxtinian terms! See for example the following:


Что такое поэзия, товарищи, если таково на наших глазах ее рождение? Поэзия есть проза, проза не в смысле совокупности чьих бы то ни было прозаических произведений, но сама проза, голос прозы, проза в действии, а не в беллетристическом пере�сказе. Поэзия есть язык органического факта, т. е. факта с живы�ми последствиями (IV. 631).


The allusion to the “living consequences” of language underlines the ethical aspect of Pasternak’s thinking; the dynamics of truth does not mean that the poet or the prose of life bears no responsibility for its unique expressions.
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It is tempting to suggest that the attitude to Art, or more broadly Culture, as a form of spirituality (or at worst a surrogate for spirituality) might be considered a modern form of Berdjaev’s Russian Idea. I have before made such a suggestion and quoted amongst other statements an article by Dmitrij Lixacev in support of such a thesis7.


A number of articles in both “Voprosy filosofii” and “Novyj mir” from the 1990s appear to be calling for culture in the same way as Lixacev, for example an article in “Novyj mir” by A. Panarin, “O vozmoznostjax otecestvennoj kul’tury”. We soon realise however that the stress is not on culture as such but specifically on Russian culture (here russkij kosmizm which is launched as an alternative to Western culture). Let us call this Neoslavofilism (or even New-Wave Slavofilism), that is classic Slavophile thinking with the addition of a number of postmodern concepts such as ecology sadholistic thinking, concepts which appeal to Western critics of Western civilisation. Since spirituality as I have defined it has to do with trangressing limits to become part of a greater whole, I would hesitate to embrace a specifically national spirituality, since the nation is of itself a unit defined by limits. More spiritual than the direct appeal to russkij dux is the following thought expressed by Baxtin in 1970:


В области культуры “вненаходимость” — могучий рычаг понимания в неразрывной связи с проникновением “изнутри” путем вживания. Чужая культура только в глазах другой культу�ры раскрывает себя полнее и глубже (но не во всей полноте, потому что придут и другие культуры, которые увидят и поймут еще больше). Один смысл раскрывает свои глубины, встретив�шись и соприкоснувшись с другим, “чужим” смыслом: между ними начинается как бы диалог, который преодолевает замкну�тость и односторонность этих смыслов, этих культур. Мы ставим чужой культуре новые вопросы, каких она сама себе не ставила, и чужая культура отвечает нам, открывая перед нами новые свои стороны, новые смысловые глубины. Без своих вопросов нельзя творчески понять ничего другого и чужого (но, конечно, вопросов серьезных, подлинных). При такой диалогической встрече двух культур они не сливаются и не смешиваются, каждая сохраняет свое единство и открытую целостность, но они взаимно обога�щаются (Baxtin 1970, 240)8.


This kind of openness could not be confined to any specifically Russian idea. It is the kind of transgression, from the individual to a greater beyond, to which Lixacev and Pasternak, both clearly Westerners with no leanings towards Slavofilism, could subscribe. It is a kind of spirituality which is possible in a secular and postmodern civilisation. In fact it is not the romantic and half mystical idea of Art which is at stake, but rather communication as such, communication between and beyond one with the other. Let us abandon the idea of art as spirituality putting in its place the more humble but in fact more workable idea communication as spirituality. There is nothing national about this idea in itself, but certain aspects of Russian culture in a historical perspective do provide for fertile response.
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In Russian culture there has until now existed a persistent belief in the power of the human utterance. The very fact of censorship (in Russia a feature of life from Katarina II onwards), together with the exalted status of the writer in Russian and Soviet society, bears witness to veneration but also fear for the spoken or written word. Veneration and fear bear witness to power. The power of individual human utterance — surely a basic tenet of humanism — has been circumvented in the Western analytic tradition by the ethos of rational argument, whereby logic or reason is considered the decisive factor in right thinking or decent human thought, while poetry and the inspiration of one person by another through a specific utterance, is considered suspect.


Somewhat paradoxically it is the cult of Orthodoxy in Russia, both in its Christian and Soviet variants, with its insistence on maintaining the identity between form and content, the necessity of keeping to authorised forms, which renders those very forms vulnerable and thereby tacitly acknowledges the power of the unique human utterance.


An orthodox truth has to be guarded over. Orthodoxy undermines its own forms by petrifying them into what Pasternak calls rhetoric.


In Russia right up until the post-Soviet period and the advent of postmodernism, we see how the belief in Art or Culture as being able to uplift is an aspect of the belief that what a human being says — writes, paints, acts — may actually affect, change, enrich another human being. It may affect not only intellectually through power of argument, but because it is proof of another human being’s attempt to reach beyond the limits of his or her isolation. This belief is in deep contrast with a materialistic, deterministic and in fact logical attitude to life and it is much more important than anything we might choose to define as russkaja ideja, russkij dux or russkij kosmizm. Ideas are contagious only in as much as we believe that human beings are affected by one another and are not sealed off as self-contained units. This is a question of dialogue between two or more people where truth is created between them and cannot be imposed from without as finally proved. Dialogue is not merely a matter of lucid and practical exchange of messages, it becomes existential and as such we may call it a kind of spirituality.


Having discovered in Pasternak Baxtin’s concept of dialogue, it remains to find in Bachtin Pasternak’s veneration and respect for the vocation of poet. This we find in the early piece by Baxtin, “Art and Answerability”:


The poet must remember that it is his poetry which bears the guilt for the vulgar prose of life, whereas the man of everyday life ought to know that the fruitlessness of art is due to his willingness to be unexacting and to the unseriousness in the concerns in his life. The individual must become answerable through and through: all of his constituent moments must not only fit next to each other in the temporal sequence of his life, but must also interpenetrate each other in the unity of guilt and answerability.


Nor will it do to invoke “inspiration” in order to justify want of answerability. Inspiration that ignores life and is itself ignored by life is not inspiration but a state of possession. The true sense, and not the proclaimed sense, of all the old arguments about the interrelationship of art and life, about the purity of art, etc. — that is, the real aspiration behind all such arguments — is nothing more than the mutual striving of both art and life to make their own tasks easier, to relieve themselves of their own answerability. For it is certainly easier to create without answering for life, and it is easier to live without any consideration for art (Baxtin 1995, 2).


This quotation, exacting as it does responsibility for the word, is reminiscent of Pasternak. For Pasternak poetry is not a pretty decoration, an excuse to relax — either for the poet or for his readers. For Pasternak real words have consequences. Language must in this sense always be poetic, just as for Baxtin it must always be dialogue. Spirituality resides in crossing the borders between the known to the unknown and believing that this is more meaningful than resting within what is easily available. It is also taking responsibility for the transgression and thereby becoming a part of the unique epoch in the movement of history.


NOTES


1	All quotations from Pasternak are taken: Пастернак Б. Собр. соч.: В 5 т. 1989–1992.


2	Examples of a thought or an emotion extending beyond the limits of personal experience are not confined to Pasternak’s fictional works. The following example from “Oxrannaja gramota” refers to a supra-personal sorrow flowing along the railway lines at the outbreak of the First World War: “Это только в первые месяцы державшееся причитанье было шире горя молодух и матерей, в нем изливав�шегося. Оно чрезвычайным порядком вводилось по линии” (IV. 221).


3	See: Bjorling 1996 and Bjorling 1997.


4	Compare Pasternak’s accusation at the Assembly of the Board of the Soviet Writers’ Union in Minsk 1936:


За редким исключеннием, очень немного ораторов говорили спокойно, трезво, по существу <...> Множество ложных взглядов стало догматами потому, что они утверждаются всегда в паре с чем-нибудь другим, неопровержимым и даже священным, и тогда как бы часть благотати с этих абсолютных бесспорностей перехо�дит на утверждения, далеко не для всякого обязательные (IV. 634–635).


During the session Pasternak has been accused of shirking stage recitals of his poetry. Pasternak defends himself comparing rowdy stage performances to the books of poetry by Puskin and T’jutcev still in circulation. He concludes that he himself has decided to work towards the revival of the book of poetry, its pages speaking with the force of a deafening silence.


5	Bjorling forthcoming discusses in greater detail Pasternak’s public role in the 1930s.


6	This thought is most succinctly expressed through a description of Lara in “Doktor Zivago”:


Лара шла вдоль полотна по тропинке, протоптанной странниками и богомольцами, и сворачивала на луговую стежку, ведшую к лесу. Тут она останавливалась и, зажмурив глаза, втягивала в себя путано-пахучий воздух окрестной шири. Он был роднее отца и матери, лучше возлюбленного и умнее книги. На одно мгновение смысл существования опять открывался Ларе. Она тут, — пости�гала она, — для того, чтобы разобраться в сумасшедшей прелести земли и все назвать по имени, а если это будет ей не по силам, то из любви к жизни родить себе преемников, которые это сделают вместо нее (III. 76–77).


7	See: Bjorling 1996: 22–24.


8	Baxtin’s vnenaxodimost’ may fruitfully be compared to Ricoeur’s concept distanciation:


In my view, the text is much more than a particular case of intersubjective communication: it is the paradigm of distanciation in communication. As such, it displays a fundamental characteristic of the very historicity of human experience, namely that it is communication in and through distance (Ricoeur 131).
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