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‘ The tqulS exam1né§ the sentiment of nature in the poetry
of one of Russia's finesf poets, F.I. Tyutchey, (1803-1873).

This Romantic poet perceives 1in naturé the presence of a higher
form of life--the harmonious aﬁd orderiy Cosmos. The latter,
however, 1s but a spark in the all-engulfing abyss of terrifying
Chaos, the fundamental reality. Tyutéhev senses this dichotomy
of primordial forces not only in/the natural world, but m?re'
importantly. 1n man. Chapter I sexrves as an Introduction;
Chapter II analyzes how light, coiour, sound and movement con-
vey that the natural world is a'living, spiritual being;

Chapter III discusses the day asqmanifestation of the Cosmos.
Chapter IV investigates the night as representative of Chaos
from three angles: as mirror of the self and means of communion
with the infinite, and the dream as source of poetic i1nspira-
tion. The prevailing theme of:the last two chapters is the:

interaction between man and nature.
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Résumé .
Ll ° G

Cette th&se examine le sentiment de la nature dans les
oeuvres poétiques de F.I. Tyutchev (1803-1873), un des plus .
grands poé&tes russes. ‘Ce poé&te romantique pergoit dans la .
na%uaf la présence d'une forme d'existence supérieure: le \
. Cosmos harmonieux et structuré. Ce dernier, cependant, n'est
gqu'une étincelle dans l'abime engouffrant du Chaos terrifiant--
la réalité fondamentale. Tyutchev a conscience de‘éette
dichotomie des forces primordiales non seulement dans le monde
naturel, mais avant tout dans 1'hommé lui—ﬁéme. Le premlier
chapitre sert d‘Introduazlqn; éhapitre‘II anaIYSe.pbmment la-
l;mlére, les couleurs, les sons et le mouvement refldtent la
nature en tant due monde vivant et splripuel; Chapitre III
considérce le jour comme manlfestétlon du posmos. Le o .
quatriéme chapitre traite de la nuit coﬁﬁe d'un symbole du
Chaos sous trois différents aspects: comme miroir du moi et
moyen de"commuglon-avec 1'infini, et le réve (la nuit de la
nature) comme source d'inspiration poétigque. Les deux
derniers Tthapitres ont poﬁr théme principal 1'interaction

a

entre l'homme et la nature.
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The Russian edition of Tyutchev's poetry used in .this
o . . i

( s ) . . e
é§§£is is :F.I. Tyutchev, Stikhotvoreniya, ed. V.V. Kozhinov

. v
. (Moscow: Soyetskaya Rossiya, 1976). The verse translations
2 »

2

Ll

are taken from R.A. Gregg, Fedor Tiutchev The Evolution of

a Poet (New York and London: Columbia Unﬂversity Press,
|

Y .
1965¥%, and Jesse Zeldin, Poems and Pqlitical Letters of

F.I. Tyutchev (Knoxville: The University of Tennessee Press,

1973), referred to in the text as Gregg or Zeldin. All the

other translations, i.e., quotes from letters, extracts

3
from books and articles, were done by the author gf the

thesis unless stated otherwise in the footnotes.

This thesis uses System 1 from J. Thomas Shaw, The

Transliteration of Modern Russian for English Language -

Publications (Madison: The University of Wisconsin Press,

‘ t

1967) for all proger names and words. When an English or

French publicatlon is quoted, the system of transliteration
used by the author of the text‘has been retained.

I wish to thank Dr. R.V. Pletnyov for his assistance
during the initial stages of this thesis, Dr. Paul M. Augﬁin

for his helpful comments and suggestions, and Dr. V.I..

Grebgn%hchikov for his guidance and support. ‘
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Chapter I

Introduction ‘ R

Furthermore, as a lyficist, Tyutchev is .
incomparalily deeper than Pushkin. .

- L.N. ,Tolstoyl

Of late it's .Tyutchev who shares my night
lodgings most often. A worthy guess.

' ' T . Vladimir Nabokov, The Gift
. -
N . Only four years separate the births of ,two of Russia's

' finest poets, Alexanaer Pushkin and Fyodor Tyutchev. When
Pushklnlwas mortally wounded on January 29, ¥837, at the'aggg
of thlfty—seyenh his genius was already long recognized, and
Russia deeply mourned the losgs of‘a great poeti When Tyutch%v
died at the age of seventy on_July 15, 1873, his literary
legacy was to lay dormant another twenty—two‘years béfore it
was "resurrected" at.the turn.of the century by the poet:\
philosdpher V. Solovyov. T§utchev's contemporary A. Fet once
? wrote of him that he would never be a pepular poet_because of

the complex nature of his lyrics: Taime has proven Fet quite

wrong, fors Tyutchev has become a widely-read and most influ-

ential poet.

~

In Russian llté?ature, F.I. Tyutchev 1s known foremost

as the "bard of nature.”2 The natural world as spiritual

S

nourishment for the poetic imagination came to the fore-during



are all éne llfe."6

the niheteenth cehtury. René& Wellek, 1in Concepts of Criticasnm,

writes that one factor linké all great Romantic poets, and 1t

is their "common objection to the mechanistic universe of the

elghtéenth century.”3 They looked upon the physical world not

' . -7 . 4 y
as a machine run by an "absentee mechanic”  but as an "analogue
of man rather than a concourse of atoms-~a nature that 1s not’
divorced from aesthetic values, which are 7just as real (or

. f ; .
rather more real) than the abstractions of 501ence."§ This

interpretation of the Romantic experience 'fits in very well
withnTyutchev's sentiment of nature. Like the European Roman-
tics, the Germans in parxticular, Tyutchey conceived of the

C _ LA
natural world as a living, organic whole whose exlstence.is 1n

some way ékln to man's. FEach and every member of the physical

. i . . . .
world, including man, 1s a manifestation of this universal life.

. \ N Ay
To guote Coleridge: ’"E@ch thing has a life of 1ts own, and we

\

\
| -

3, . .
TyutcheV was a seer! into nature. He perceived 1n the
h \ L

physical world the preseﬁce of a higher realm of life, the
harmonious and orderlnyo§mos, and possessed to the highest

degree what Is known as an5010us Consciousness or Cosmic

o

Awareness. The Canadian psychologist Dr. Maurice Bucke, in

his classic study of @3}'5 relation to the infinite, Cosmic

3

Consciousness, explains:

The prime characteristic of cosmic consciousness is,
as its name implies, a consciousness of the cosmos,
that‘i1s, of the life and order of the universe. . . .
Along with the consciousness of the cosmos there ‘
occurs an intellectual enlightenment or illumination
which alone would place the individual on a new plane
+ of existence-which would make him almost a membér of
a new species.. To this is added a state of moral

{
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exaltation, an indescribfiple feeling of elevation, X -
, elation, and joyousness, and a quickening of the

moral sense. With_these come, what may be called

a sense of immortality, a consciousness of eternal

life, not a conviction that he shall have_this, but .

the consciousness thag he has 1t already.

~

This "sense of immortality", of oneness with the Cosmos, rep-_

Rl

resents but a, fleeting moment in the life of the universe.

» £
Tyutchev is at heart a Manichean, a disciple of Janus, for
whom the Cosmos 1s but a gleam, a épark in the vast abyss of
" .
the "terrifying but.native” €haos--the only permanent reality. - X

+ Tyutchev perceives this dichotomy of primordial forces not

only in the universe but more importantly in man. His appre-

T .
ciation and understanding of the natural world i1is based on a
i .

sense of identity with 1t, a feeling that- man and nature live
one life ané\are infconstant reciprocation with one another.

Mah and nature ére klndred'spiglts, blood relatives, since both
are born of "native Qhaos.”\ Man, however, by develaplng his |
conscious self, or mental faculties, hasﬁ105t the ability to .
communlcéte with nature. Theaconsciéus self‘wants to know .
nature 1ntelléétuéily; the divine, the infinite can only be - '
perceived intuitiyely. This yearning gp partake df a higher,
spiritual reality and merge with the infinite, and the refusal

A}

of the 1intellect to accept the supremacy of the laws of nature
result' 1n two metaphysical rifts: not only 1% man gstranged
from the natural world but He is @léo alienated from his very
g;n self. To heal the breach between man and nature and the
d%cﬂotomy in himself, Tyutchev's lyrical hero $ought fusion
with the natural world, or in the words of Wordsworth

"marriage between mind and nature." M.H. Abrams 1in Natural

J
/l "
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- between man and nature.

Supernaturalism writes:

’ Romantic philosophy 1s thus .primarily‘ a metaphysics
of integration, of which the key principle is that

> of "reéconciliation",  or synthesis, of whatewver is
divided, opposed, and conflicting.8 .

-

L3
Y

Tyutchev's nature lyrics embody the Romantic endeavour to recon-

cile man and hature, subject and object, the conscious and un--

7

conscious.

Tyutchev's sentiment of nature will be analyzed in three
parts: Chapter Two will be a stylistic analysis of the pri-
mordial dualism in the natural world and how it i's conveyed
through light, colour, soﬁnd and movemeﬁt; Chapter Three.will
be a stuay of nature as'mapifestatlon of thelCosmos; Chapter

Four wi1ll be an investigation of Chaos in nature and in man.

The pervading theme of the last .two chapters is the interaction

°

The first major coll lection of Tyutchev s poems appeared

1n;the leading iIterary journal of.the time, Pushkin' 's "The -
Contemporary." The sixteen lvrics were published mn,1836‘
under the title "Poems Sent From Qegmapy" and'signed F.Ts, and
by 1850 the number grew to thirty—nine.g"That they appeared 1in
suchﬁa noted journal as "The éontemporary” attests to their

quality, but they nevertheless-failed to spark any interest

until 1850, when the civic-poet Nekrasov gave birth to the

4

‘first article of any major ‘critical importance on Tyutchev's

verse. He paid F.T. the ‘ultimate compllment by stating that

only Pushkln could have wrltten such poetry fe went on ‘to - .

say that the main value of the poems lay in their "lively,

-~

precious, plastically faithful déscriptions of nature. He



I8

' -~
loves her passionately, understands her perfectly, hg 1s aware

of her subtle, ‘imp@rcéptlble traits and nuances and all this

15 superbly reflected in his poetry."lo Turgenev, - in an arti-
cle written four years later, also commented on the Pushkin

legacy insTyutchev's verse, bu‘tmemphaSLZed the role of thought

- £

I

in his lyrics: -

@

each of his poems begins with a thought, but a
thought, which like a fiery point, bursts into a
flame under the influence of a deep feeling or a
powerful impression 11

The Symbollét poet—phllosépher,- Viadimir Soiovyov, .ln an article
'wrl‘zten in 1895, was the ﬁirst to emphasize Atﬁe philosophzical
aspect 1n Tyutchev's pdpetry. He was also the first to comment
on ‘é-he 1mportance of Chao‘s in the bard's poetry. The poet-
philosopher Obp',?erve)di*thg?’; r{'ojc even Goethe grasped as profpundly
as Tyutchev "the dark root of ex1s.ten°ce" from which originates

% . ]
all life--both vegetable and human.12 Solovyov begins his

article by immediately pointing out Fyodor Ivanovich's deep

-

affinity with mature: ,

- W
0f course, all authentic poets a??i%)artlsts sense. .
life in nature and conceive of her in personified
images; however,'Tyutche\f's "superiority Over many
of them lies in the fact that he fully and’con-
sciously believed in what he percelved; ~the ,l1ving
beauty that he sensed he accepted and understood
not_as his 1magination bhut as the truth.1y3

- P

u o ¥ o g

As the Soviet crxtic Maymin points out in his study of

Russian philosophical poetfy, Russkaya filosofskaya poe21ya,.
i

v

;there is a certain measure of truth in what Solov;‘(ov sa’ys,“ but

he emphasizes that the belief in a living and spiritualized

nature was nat a fact of his everyday life ~but\a(particular

"
' v
I '
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trait of his poetic consciousness. It was not so much
Tyutchev the man but Tyutchev the poet who had a pantheistic

view of nature\\ Such a distinction may initially appear ele-

>
a

mentary but -its importance cannot‘be overemphasized in Tyutchev's
‘ sentlment of nature. . In his péetry, the lyric I suffer; the
metaphysical pain of "llving‘on the threshold of a double
existence"—~-his conscious, or empiric self, gravitates towards
~' the world of the sense, whereas the UnCoONsCc1ous self turns in-
.ward, towards the realm of the spirit. The endeavour to escape
the.emplrlc self by turning to nature, which in essence 15 a
L

metaphor for his own soul, 1s the central thehme of Tyutchev's

poetry.l? The i1nteraction between man and nature, or the

¢ . finite and the infinite, 1s one of the major concerns of thg -

: nineteenth century philosopher Schelling, and it lies at the

basis of Tyutchev's vision of the world.

"

That Tyutchev's poetry is philosophical and based on a
pantheistic view of fature 1s not at all surprising when one

9 .

considers® that the poet speﬁt twenty-two y€ard of his adult

a

\ .
life abroa&; for_the most part in Munich, Germany, when German

3
N

Romanticism was at its height. A brief biographical digression °

1s here i1n order to shed further light:on Tyutchev's sentiment

on nature. . '

Fyodor Ivanovich Tyutchev was born of noble birth on

November 23, 1803 (0ld Style). A spoiled, lazy but intellec-

A . tually precocious child-, "Fedya" was raised 1in a provincial’
. e N . ‘
Orthodox family where, as was characteristic of Russian
i
* "

nobi1lity, everyone but thé servants conversed 1n French. In

" ]
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1812, the pdet, translator, and pedagogue, é.E. Raich was

hired as the child's tutor. Raich gave hi% student a good
knowledge of Latin poetry and more importantly encouraged his ’
poetic endeavours. In 1817, Fyodor Ivanovich began attending
lectu;es at Moscow UniQer51ty as an auditor. Althougﬁ Tyutchev
was never a diligent student, he nevertheless managed to gradu-
ate with honours in 1821, A year later, at the age of eighteén,
Tyutchev‘left for_Mun%éh( éermany, as a member of the diplomataic

corps. He remained abroad until 1844 and .returned to Russia

only infrequently. His baographer and son-in-law, I.S. Aksakov,

L

‘ ) . . -
called this period the most important in his life, "a period of
. nl6

intellectual and spiritual formation.

When the dlplomak arrived in Munich, he found German

Romanticism at 1ts apogee. Ludwig I .,of Bavaria set out to make

@

k]
Munich the cultural center of Europe, and there Tyutchev became

%cquainted with the luminéﬁles of German intellectual and

N

artistic life.® He develope% a close friendship with Heihe,

engaged 1n infrequent dlscuE51ons with. Schelling, and was

S

reputed to have known Baader. Further eVidence of his lnftere"st‘::7~
\\‘ + )

< o ,
in German Romanticism are- his translations, of Goethe, Schiller, =
Herder, Lenau, Zedlitz, Uhland, and Heine.

That German Romanticism, in pagticular German-'Romantic

philosophy, influenced our bard's sehtiment of nature 1s

acknowledged by most critics. This subject has nonetheless

provoked much controversy. Richard Gregg, in Fedor Tiutchev

The Evolution of a Poet, completely rejects that Tyutchev was

g

ever a philosophical poet.l7 Pumpyansky asserts that Tyutchev's




-poetry is a synthesis of German Romantidism, stressing .
Schelling's influence, and the tradition of Russian poetry .

dating back to Derzhav1n.18 Strémooukhoff, in La poésie et

°

1'idéologie de Tioutcheff, acknowledges the impbrtance of -
¢

Schelling's philosophy of nature (particulafly the i1dentifica-

tion of nature and the human.I) in Tyutchev's verse, but

stresses that GoetHe more than anyone&éfgg left his indelible

mark on,thé‘RuSSLan bard's sentiment of nature. It was

o

Goethe's pantheism, or the.identification of nature and spirit,
that fasploned Tyutchev's perception of the«natural world. The

leading Soviet aufhorlty_on'Tyutchev, K. Pigaryowv, 1s in agree-

ment with Strémooukhoff.zo Our poet believed in an animated

nature, and German philosophy endowed nature with a soul.

M.H. Abrams, 1n his study on Romanticism, states: y
’ B

The habitual reading of passion, life, and physi-

ognomy into the landscape 1s one of the few salient

attributes common to most of the major romantit

poets.?l ,

H
4 <
o i

4

s

By adopting a pantheistic view of nature, Tyutchev, called by

one critic "the most genuine romanticist in Russian llterature",22
- ‘ R
was just following the trend set by Goethe and followed by

*
other European Romantics. Goethe, in Faust, sings a hymn to

nature: W

iy

Le monde des espirits n'est point ~fermé&; c'est
ton sens qui est aveugléd, c'est ton coeur qui est
mort; L&ve-toi, disciple, et sans reldche baigne
ton sein mortel %¥ans les rayons de l'aurore.

;

In England, Byron sought refuge in the mountains 3pd waves of
. -
ithe sea, whereas 1n France, Lamartine advised' mgn: "Plonge-tol .

‘ »

0 = e p—
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dans son sein qu'elle t'ouvre toujours."24

Many Ru§51an poets dealt with the theme of nature, but no
. one as profcoundly as F.I. Tyutchev. Pushkin admired nature -
purely from an aesthetic point o% view and faxled to develop

for it any kind of emotional attachment. He much preferred the

3 a ‘
company of people to the solitary confines of his own soul, a ]

. prerequisite for developing an intimate bond w1§p hature:25 :
J'aime le monde et son fracas 1

N Et je hais le solitude. 26 . )

' |

For his contemporary Lermontov, nature was a sanctuary for his

A ~
spiritual isolation, a haven away from man, and as a result his

’ landscapes breathe of his own personality and spiritual turmoil:

Mais une trace humide est restée dans la ride
. du vieux rocher. Il s'gléve
solitaire; 1l reste pepsif 27
et pleure doucement dans la solitude

«

Turgenev, who not only edited but was very much responsible for

4

the publication of Tyutchev's first collection of verses in
1854, shared with Fyodor Ivanovich a similar view of nature.
Both were pantheists and both used Schellingian symbols and
iﬁagery in their works. A theme commonvto\both 1s the indif-
ference of the natural world to man. One has only to compare

a stanza from Turgenev's "Filippo Strozzi" (1847),
0O, our mother-eternal earth! '
You devour with eternal indifference
The sweat, the tears and the blood
of your children
Shed for a righteous cause, .28
' As well as the morning droplets of dew!

with two stanzas from a poem of Tyutchev's:

!




J One by one all her children,

LN

— _Nature knows nothing about' the past, \
Our phanthom years are alien to her,
And before we vaguely recognize
Ourselves to be only the dream of nature.,

- Having completed their useless terms,
She greets in the same fashion
With her all-devouring, pacifying abyss.

('Ot zhizni toy chto bushevala zdes")
(Gregg, p. 199)

to see the similitude.

.Of all the Russian poets, o%ly Fet came anywhere near
possessing as highly developed a sentiment of nature as
F.I. Tyutchev. But for the latter alone was the natural world

such a.powerful spiritual force which nourished his heart, mind,

and soul.

In this thesis, I will be énalyzing only the nature lyrics.
The political poems and letters, as well as most of the religious

verse, have very little bedring on my topic and therefore I have

not discussed them.



at

FOOTNOTES
N /'

1y, Blagoy, "Chitatel Tolstogo-Lev Tolstoy," Uraniya
Tyutchevskiy almanakh, ed. E.R. Kazanovich (Leningrad:
Priboy, 1928), pg 238. ’

2 K. Pigaryov, F.I. Tyutchev i ego vremya (Moscow:

Soyremennﬂ¥g7é;f8), p. 219. :
3 Conceptsyof Criticism (New Haven and Londbn: Yale

University Pres$, 1963), p. 182..

4 M.H. Abrams, The Mirror and the Lamp (London: Oxford
University Press, 1953), p. 184.

> Ibid., p. 182. S .

[
. 6 J.W. Beach, The Concept of Nature in Nineteenth:-
Century English Poetry (New York: Russell and Russell,
1936), p. 102. 4 ’ .

r #

. 7 R.M. Bucke, Cosmic Consciousness (New York:
E.P. Dutton, 1923), p. 3. .

’

8 (New York: W.W. Norton and Co., Inc., 1971), p. 182.

2 R. Gregg, Fedor Tiutchev The Evolution of a Poet
(New York and London: Columbla University Press, 1965),

p. 11. :

4

10 N.A. Nekrasov, "Russkie vtororostepennye poety,™
Sobfanie sochineniy (Moscow: Khudozhestvennaya literatura,

1967), VII, p. 193. -
. ¢

11 I.S. Turgenev, "Neskolko slov o stikhotvoreniyakh
F.I. Tyutcheva," Polnoe sobranie sochineniy i pisem (Moscow:
Izdatelstvo Akademii Nauk, 1963), p. 241.

® .

» -

12 V. Solovyov, "Poeziya F.I. Tyutcheva," Vestnik Evropy,
11 (1895), p. 736¢

13

g
Y

Ibid., p. 743.

- ll‘..



- 12 -
° ‘ ‘ e

i

14
1976), D IH7. .

15 5. Strémooukhoff, La poésie et l'idéoqufe de
Tioutcheff (Paris: Les Belles Lettres, 1937), p. 74.

"4

>

16 I.S. Aksakov, Biografiya Fyodora Tyutcheva (Moscow:
Tipografiya' M.G. Volganinova, 1886), p. 23.

17 éregg, p. 25.

\
[ ]
4 18
- L. Pumpyansky, "Poeziya F.I. Tyutcheva," Uraniya
Tyutchevskiy almanakh, ed. E.R. Kazanovich (Leningrad:

Priboy, 1928), p- 56.

L]

19

<
0 »~

Strémooukhoff, p. 44.

20 Pigaryov, p. 226.

2l Abrams, p. 55. N

22 D. Chizhevsky, History of Nineteenth-Century Litera-
ture, Vol. I: The Romantic Period (Nashville: Vanderbilt

University Press, 1974), p. 15l1.

-

23)1?-\5 quoted by Strémooukhoff, p. 45. )

24 As quoted by Strémooukhoff, p. 24.

' 25 y.F. Savodnik, Chuvstvo prirody v poezii Pushkina,
Lermontova i Tyutcheva (Moscow: Pechatiya S.P., 1911),
p. 85.

4

26 As gquoted by Savodnik, p. 80.

"

°
-

27 E. Picard, Mikhail Lermontov 1814-1841 (Neuchdtel:
Les Editions du Lis Martagons, 1948), p. 116.

°

28 . Ledkovsky, The Other Turgenev: _From Romanticism

to Symbolism (Germany:. jol-verlag, wurzburg, 1973), p. 19.

Russkaya filosofskaya péeziya (Moscow: Izdatelstvo "Nauka,"



q,
L4

Chapter II

’

Light, Colour, Sound and Movement in-the

L3
¢

Description of Nature

In 1821, at the age of elghﬁeen, Fyodor Iygnov1ch wrote
a poem chastising man for his slavery to science and‘reason, and
his subsequent inability to comprehend and commune with nature.
"There 1s no faith in marvelous fancies" laments the poet as he
bemoans man's loss of the imagination, the faculty destroyed by
"learned bustling." Scilence has dratned all life from the
natural world ahd reduced .what was ongge a ”Egﬁple oﬁ the gods"
to a "mean hovel." Forty-one years later, his faith an nature
st1ll strong, Tyutchev dédicates a poequ to a fellow poet and

Q

visionary, A.A. Fet, where he elaborates on this special gift

of the imaginatlon:

_Some have rgceived from nature

A prophetic blind instinct-

With it they feel, hear waters

Even in the dark depths of the earth

Beloved by The Great Mother,

YqQu are one hundred times more enviable in your lot:

Mcre than once under the visible envelope

You have seén (Nature) herself

("A.A. Fetu”) , '

(Gregg, p. 196)
It goes witﬁbut-séying that Tyutchev could easily be including
himself among the recipients of nature's "prophetic bl{nd

, .
instinct" which enables the chosen few to penetrate the "visible

envelope", "feel, hgar waters”, and "see (MNature) herself."

. - 13 -

\



The natural world was Eyutchev's socurce of poetic inspira-
.

.

tion, and he loved nature passionately? The visible world takes
~

on mythic proportions in several poems where it is addressed as

<

"Great Mother" and "Mother-Earth." 1In "Nog, I cannot hide my -

°

fondness for you, mother-earth!", the poet delights in the

Dionysian pleasures of nature that seemingly far outweigh those

~

of "hodiless spirits."

~
-

To drink all day in profound indolence s
The warm spring air; -
. In the clear high sky C e
Sometimes to follow the flight of clouds,
: To wander 1dle and aimless,
- - And 1inadvertently on the wing,
. To come across a fresh spirit of blueness
Or a bright dream.

("Net, moego k tebe pristrastiya")
(Gregg, p. 85)

v

Tyutche@*s appreciation of nature, however, went far beyond the

!
aesthetic and the sensual. In him dwelled a tireless and de-

manding intellect that thirsted for ultimate truths and answers

e

to the mysteries of being, but the mind, guided Ey reason alone,

1

could not-grasp all the complexities of the natural world. Only

when the poet listened to his intuitive self or "prophetic blind

instinct" was he able to see the powerful spiritual forces of
nature at work. Tyutchev shares much with the my thopoeic
English Rogantlcs whb,,through the prism of the imagination,
hpassed from si1ght to vision and pierced, és they thought, to

the secrets of the universe."

Before the transaition from sight to vision can take place,

-
AN !

a poet's 1magination must first be set in motion, and for

Tyutchev the catalyst was the senses, particularly those of
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sight, sound, and to a lesser degree smell. 1In this chapter
I shall analyze the’‘roles of lléht, colour, sound, and movement
and show how the{“convey 1) that the natural world 1s an animate

and spiritual being; 2) the primordial duality inherent in nature.

o

Light & -

In Tyutchev's descriptions of nature, whether they be -

diurnal scenes or nocturnal ones, light plays a predominant role.

. -
It always symbolizes the good unifying prlnc1p1e2 and is a

bhysical“manlfestation of the resplendent and orderly Cosmos.

The diurnal scenes depict the natural world blissfully basking

in the sun's rays, and the nocturnal ones po;tray the heavenly
vault triumphantly ablaze with the lléﬁt of the burning stars.
The poetaalso shows us nature in transition, day becoming night,

or night turning.into day, when all conflicts are resolved, and

- - N

light and darkness blend into dusk and man becomes one with the
universe. ‘'Finally light 1s contrasted with darkness, and in
keeping with Tyutchev's dualistic perception of life in the
universe, the oné\is constantly battling with the other.

- Light has traditlopally been associated with the spirit,
"the creative force, cosmic energy,xlrradiatlén",3 and auring
the d;y the entire natural wornld possesses and emits this
luminous force. Everything glows, gllttérs and spark&es:
rivers, %akes, rocks, trees. ‘ |

The main source of daylight is the sun, "the source of life
g L

and,energy",4 often portrayed at noon when 1t 1s at 1ts most -

powerful, its pure rays burning zealousiy: "Uzhe poldnevnaya



pora Palit otvesnymi ld?hami”S/”Already the midday season Burns
under vertical rays”6; "Pod raskalyonnymialuchami"7/"Bﬁrned by
incandescent rays"g; "Poludenﬁyy luch zadremal na polu: . . . Kak
plyashut pylinki v poldhevnykh luchakh, Kak jskry zhivye v
rodimom ogne!"9/“A midday sunbeam on the floor dozing:

How thé anthéps danced in the midday beams, How vital the sparks

in their natal flre!"l

The scorching rays of the sun are.so intense that they cast

a mist over the natural world: "Nash dolﬂyy mir . . . Vo mgle
poludennoy pochil"ll/"Meanwhlle our valley world, . . . Sunk
deep 1n langorous pleasure, Is i1mmersed 1n midday mist.”lz; .
"Leﬁlvo dyshit polden mglistyy, . . . I vsyu prarodu, kak tumén,

Dremota zharkava obemJet”lB/"Misty midday lazily breathes, . . .
Warm somnolence, like a looming haze, Embraces all of nature."l4

L _ 15
or covers 1t in a smoke of "ether 1invisible and clear.”

That the outer world be envéloped in a'mist when the sun is

an incandescent ball of fire may initially appear a contradiction

in terms if one interprets the word "mglistyy" (misty) literally

as did the g¢ritic Pumpyansky. He claims that the epithet means

dark as in n1ght;l61t imblles, however, that the natural world ‘

~
is always covered by a veil, suggesting that the day 1is a cover,

&

o

7a temporary reality. Furthermore, it is even harder to agree

with him when one considers that Tyutchev combined words that

seemingly contradicted one another in meaning. B. Bukhshtab in

~ o

Russkie ‘poety comments on this aspect of Tyutchev's style:
Tyutchev's poetic use of words is linked with hais
endeavour to bring together, to fuse human emotdons
with the soul of nature. Following Zhukovsky, but

in a more bold and ob¥vious fashion, Tyutchev focuses
) ' R ) “

-~
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on a word's emotional aureole rather than onfits
meaning,- so much so that the usage contrad ots 5
its literal meaning, something Zhukovsky avgided.
The same critic uncovered in TyGEchev’s poetry three emo-

.
" tional complexes: the blissful world, the éead world and the
stofmy world, and it is to the first;that he attributes a state
characterized by thg.eplthet "mglistyy." The blissful world is
one of stillness, coolness and peacefulness,l8 and a mlst?
noonday breathing lazily, réstlng in the noonday mist evokes &
images of the natural world enjoying the sun, qulegsgntgénd con-
tent. Such an interpretation appears justified when one con-
51dgr; that mist 1s "symbolic of thngs indeterminate, or the

13

fusing together of the Elements of air and water." In other

. ”~
words, mist is 'symbolic of a harmonious state brought about by

N \

the marriage of air and water, or the male and female principles.

The sun's rays, therefofe; seem to infuse a mist of harmony and
“oneness into the natural world.

The smoke emanating from the natural world wheh 1t 1s
penetrated by the sun's rays may appear to lend further support
to Pumpyansky's sfatement that the natufal world 1is enéompé;sed
in darkness during the day. Smoke; however, is attributed the
epithet damp which radically alters both the symbolic meaning
and the "emotlopal éureole" of the word smoke itself. Smoké 1s
symbolic of .two masculine principles, air and flre,20 whereas
damp, by 1ts very associatlgn with water, becomes synonymous
with the female princ1plef As a result, smoke, like mist, may

be interpreted as a synthesis, a union of opposites. In the -

poem "The soul would like to become a star”, smoke becomes the

¥

LN
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purest of elements, "ether, invisible and clear." 1 .

The word "mgla" (mist) is closely related to and brings to

©

~~
mind another word of similar emotional colouring, "sumrgﬁ" (dusk
or twilight). Symbolically, mist and twilight are closely
linked:

The half-light of morning or evening 1s a symbol of
dichotomy, representing the dividing line which at
once joins and separates a pair of opposites.Z22

’

oY
In the poem "Dusk", Tyutchev sings a ‘paeon to evening twilight,

symbol of his metaphysical union with the universe.

In the nocturﬁal scenes, the main sources of light are the

stars, the moon, and one which 1s not a heavenly body, fire.

$ . .
The stars #re emblematic of "the forces of the spirit struggling

o

against the forces of darkness"23 and 1n consonance with their

,Symbolism are often-portrayed as sparkling or shining radiantly:

"zvyozdy svetlye“24/“bright stars"zs; "S neba zvyozdy nam
27

svetili”26/”stars sparkled over us""'; "Zvyozdy na nebe

51yali"28/"Stars were shining in the sky."29 The stars, like
the sun, are depicted,as burning bodies: "Nebesnyy svod
goryashchiy slavoy zvyozdnoy . . . I my plyvyom, pylayushcheyu

30

/"While we drift onwards,

bezdnoy Co vsekh storon okruzheny.
: .31

a flaming abyss On every side en01rcllng“us. "V bezdonnom !

nebe zvyozdnyy sonm gor1t"32/"a hosﬁ'Of stars mysteriously

33

burns in a llmitless'sky" that suffuse the firmament in a

mist, which at times appears as a dull-reddish glow, highly

N
suggestive of fire, symbol of spiritual energy and strength: :
"Zvyozdy chistye goreli, . . . Neporochnymi luchami"34/"Tbg

- . ~ 4
pure stars, were blazing . . . With their immaculate, spotless
®

- e p— \



rays"33; "Kak na nebe zvyozdy rdeyut, Kak pod sumrachnym 1ikh

S
svetom Nivy dremlyushchie zreyut"36/”How stars glow red in the
' £

sky . . . How drowsy cornfields ripen In their crepusculai

gleam,"37

The light of the moon appedrs infrequently in Tyutchev's

nocturnal scenes. In two poems it flashes suddenly: "Glukhaya
polnochi. Vsyo molchit! Vdrug iz-za tuch luna blesnula"38/

"Voiceless midnight! all 1is silent! Just then the moon broke
. ]

through the clduds"39; "No 1lish luny, ocharovavshchey mglu,

Lazurnyy: svet blesnul v tvoyom uglu"4o/"But let the azure light

Il

of the moon, Subduing the darkness, flash into your corner",
and an others does little more than shine: "Kak sladko SV%tlt

42/"How sweetly does the golden moon shlne"43;

mesyats zolotoy"
. -~ .
45

“Struitsya lunnoe 51yanie"44/"The luhar aureole streams".

There are two poehs, however, where the moon 15 described in

a fresh and original manner. In both poems the poet comparese
‘

himself to the moon, a gaunt and emaciated cloud by day, and a

46

shining andz%adiant god by night: ‘"svetozarnyy bog™, a

llght—flashing—god.”47

\\\\ ﬁhe ;truggle between light and darkness, day anq nlght; 1s
pgrﬁaps the major theme in Tyutchev's poetry. I£ 1s usually
depicted by contrasting and juxtabosing the brightness of the
day with the®darkness of the night. These literary devices
serve not so much to underline the supériority of one over the

other, but to point out that beneath the radiance and brilllance

of the day lurks the omincus realm of shadows. In their ”

battle for control, the day and the night adopt the stances of

“H
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v

the mythological Cosmos and Chaos: 'Kak more veshnee v

razlive, Svetleva, ne kolykhnet den,—Ivtoropllvcy,

molchalivey Lozhitsya po doline ten."48/”L1ke a vernal ) SR

sea 1in flood, The bright day does not waver, Until

hasting silent shadows Spread wide across the valley."49:

"Yeshchyo shumel Qésyolyy den, Tolpami ulitsa blistala,

SO/

I oblakov vecherﬁikh ten Po svetlym krovliyam proletala.”

"Bright day still clamored, Streets sparkled with crowds,
And evening cloud-shadows Flew past shlnlné roofs.”SI;

""No merknet den-nastala noch"Sz/”But day 1is fédlng; night

5
has come'".

‘ The constant interplav of light and darkness 11lus-

trates the 1nherent dualism of the naturél world. Even
. s .

during the day, when light ‘prevails over darkﬁess, the

' " diurnal world is-usually enveﬁoped in a mist, amplying

7 i either that' it 1S 1in & perpetual state of harmony, or
. N
that the dark forces of Chaos are always presént. The .-
! 4
night 1s usually ablaze with the light of the stars,

suggesting that the forces of light, or the Cosmos,. are”

[y

) as ubiquitous as those of Chaos.

Colour

\

The cornucopia of colours in Tyutchev's lyrics has

’

o v
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been commented on by several critics who all agree that
he was a master in the art of coleoration (kolorita)
S £OLOLL =4

Pigaryov writes that Tyutchev loved colours as much as

he loved everything else bright and alive. Savodnik

-

Perhaps descraibes the essence of Tjutchev's mastery best

when he states th#t: v

Tyutchev's -descriptions of nature are espe-

cially rich in purely artistic deviges . .

Tyutchev was naturally gifted with a wonder-
, ful talent for observation, a particular
keenness of vision, an ability to capture
the most fleeting impressaions, the finest
details of reality, and 1in two or three
strokes he was able to recreate a whole
scene, full of light, life and movement.%4

.

Gavrila Derzhavin, the poet whose genius towered

over the mediocrity of the eighteenth century, brought
L4

the art of coloration to its pinnacle 1in such odes as

"Waterfall" and ”Peacock”.55 That he 1influenced Tyutchev

1

1s undisputed, and many consider the Romantic poet a

— “~

b b

disciple of the eighteenth-century master.?6 The bard
‘ .

of nature, however, was far too creative to imitate

¥
someone else's style. Tyutchev's debt to eighteenth-

.century poetry and to Derzhavin lies 1in his use of

-

compound adjectives such as "iskrometnyy" (spark-

throwing), "zlatotkanyy" (gold—-embroidered) and
‘ N

"pyshnostruynyy" (luxuriant-streaming), adding a def-

N\
inite archaic flavour to his sty{;.57



2

.Tyutchev's colour compOSLte.adjectives are far more
1mpressionlstlg than Derzhavin's, which 15 éa51ly 1llus-
trated by comparing how the two poets used theﬁ and whqﬁ
they strove to convey.' DerzhaVLn.tried to create g‘ R

definite hue or shade and as a result formed colour

!

composite adjectives from the same semgntic group,

3

producing such combilnations as "krasno-rozovyy" (reddish-
pink), "nezhno-strastnyy" (gently-passionaté). Tyutchev,

on the other hand, attempted to impart the emotion a ’

°

colour adjective evoked 1n h1m58 and as a result often

comblﬁedstwo disparate adjecti¥ves, creating a synthesais '

N

of the two rather than highlighting one or the other:

>

"tusklo~-rdyanyy" (dull-red), ”pasmurno—bagrov&y" (cloudy-

purple) . - ‘

Tyutchgv's predilection for coﬁp051te adjectives
1s very much a reflection of his very sentiment of
. and 1dent1f1cat16n‘with nature. When the poet des-
cribes the n;tural world, he always does soO in human
terms, and, conversely, when he speéks Qf hlmself: \ .
1t 1s always as part of the visible world. Thus nature
1s approached from two angies: t%e ﬁatural and ‘the

human; 1.e., he describes what he sees objectively and

then imparts a subjective or emotional colouring to

59

1t: the mountains and sun are fiery-alive ("ognenno-
zhivye", "plamenno-zhivoe"), the sky incorruptibly-pure
(”netlenho—chlsto”), light coldly-colourless ("kholodno-
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bestsvetno"). In other words, He fuses two concepts 1nto
oné; e.g., light 1s perceived subjectavely (coldly) and ob-
jectivély (colourless).

The Soviet critic A.V. Chicherin, 1n his article "Stzal

liriki Tyutcheva", gives an interesting and valid 1nterpre-

tation of composite epithets. In the "bifurcatind epithet"

razyashchuiy eg&ﬁgE) he sees Tyutchev's philosophy of lafe 1t-

.60

self, "something transitory, unsteady, 'vacillating. He 1n-

terprets the composite adjective not as a synthesis of two

concepts but rather a transition from one to the other, first a

separation and then a union, like the thought process 1tself.
The colours fa&oured by Tyutchev are blue, the colour of

predilection for the Romantics, followed by red, gold, and
~N

then green. -

. Blue in terms of 1ts colour symbolism "stands for ;ell—
gioﬁs feeling, devotion and 1nnoconce."6l élue 15 used
to describe the heavgns, the waters and ﬁastly'the naght .
The Russian language distinguishes hetween two kinds of
blue: "goluboy" denoting a light blﬁe, ana "siniy" a
dark one. Tyutchev, 1n accordance with his elévated
“style, often interchanges thq archaic "lazurnyy" and
its variants for the more comﬁonly used "goluboy": "y
nebe golubom"62/”1n ﬁhe deep blue sky”63; lazur’nebes"64/
"the aZure sky"QS; "v.voxdushnoy bezdne goluboy”66/"1n

*
67, 68

the airy blue-abyss" '; "S lazurevykh vysot'" ~/"From azurc

heights”69; "lazur nebesnaya smeetsya"7o/”the celestial azure

1

laughs"7 ; "1 lyotsya chistaya 1 tyoplaya lazur”72/“and.pure



_,’24 -
73 : N
warm azurec flows". Blué and 1ts various shades serve as
epithets for the waters: 'more goluboc"74/"the deep blue sea"75;

"po ravnine vod lazurnoy”76/"on the azure water's pla1n"7 ; and

the night: "po lazurevym nocham“78/”0n dark blue n1ghts”79;

"v nochi 1azurnby"80/”1n the azure night"s8l'

Red, the colour of "passion, sentiment and the life-giving

. 82 ‘ .
principle", and 1ts various shades are found principally 1in

scenes of spring, when the .natural world 1s budding with life
and joy. . In the poem "Tears", the colour red seems to come to

tife, as it weaves 1ts way from one stanza to the next:
O friends, I love to feast my eyes
On the purple hue of sparkling wines,
Or on the fragrant.ruby
Of the fruit between the leaves.

2

T love to look on creatures ,
Plunged as 1t were 1in spring;

And the world, fallen asleep 1in fragrance,

Smiles 1n 1ts slumber.

I love 1t when a zephyr flames the face

Of a beauty with 1ts kiss,

And sometimes blows up the voluptuous curls of silk.
,Sometlmes delving into the dlmples of her cheeks!

But what are all the charms of, the Paphian Empress,\
The sap of grape clusters, the smell of roses,
Before you, holy source of tears,

Dew of a divine daybreak!

(lislyozyn) ‘
(Gregg, p. 36)

.

¢
The subject of the poem 1s rain, and consonant with the

poet's two-dimensional perception of llfe; »t 1s both anthro-

\
\

pomarphized i1n the form of tears, as can be seen from>the title,
, and rendered godlike. Rain 1s the "dew of the divine daybreak";

in other words, rain, or 1ts human equivalent tears, embodies

two principles: the earthl'y and the davaine.
b



The poem 1s a cclcebration of llfe, transmitted primaraly
‘visually. As thé colour red pulsates, 1n light aad dark tones,
threughout the stanzas, nature becomes dellc1ouély and sensu-
ously alive.

The first stanza delights our senses—with the jugEgp051tion
of rch, bright and succulent colours. The secoyd stanza ‘makes ~ »-
no mention of any shade pf red but the word fragrance .immediately
evokes the "fragrant ruby" in stanza one. The verb "flames" 1in |
the third stanza continues the living cgaln of fiery and sensual
imagery. In the fourth stanza, red runs the gamut from the
purple of grapes to the ethercal reddish hue of a divine dayl
break. In this stanza, all three senses (sight, smell and

taste) seem to fuse 15 prepqration fbr the flna1'v151on, that
of the "divine daybreak.:

Tyutchev uses,afrather unusual but most apt epithet
"rumyanyy" (ruddy, rosy) to describe and huménlze a child-like
Spring: » "Spring 1s coming, spring 1s coming!/And the red-
cheeked, lightfoot choral of dancers/O0f guiet, mild, Maytime
Aays/Gayly press and throng behind 1t." \(Zeldln, p. 42);
light: "O timq\of love, time ofysprlng,/Flowerlng,bllss of
May, ruddy Iight.” (Gregg, p. 55); and a sound uttered By the

latter: "Rumyanym gromkim vosklltsanlem”83/"1m a loud crimson

exclamation” (Gregg, p. 72).

4

The epithet "bagrovyy'" (crimson, purple), encountered 1n
"Tears", appears again in "Autumn Lvening" where 1t imparts a
_tone of majesty and drandeur to a dying Motheéer-Nature: "The

serenity of autumn evenings/Retains a tender, secret charm:/

The presaging luster of motley trees,/Purple leavqf lightly,

e
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N Yanguidly rustling," (Zeldin, p. 40). ~
. . \ Other shades of red that appear arc "ognennyy" (faery)
and "plamennyy", referredsto 1n the section on light. .

a

"Krovavyy"” (bloody) is used only 1n political or religious verse

and for that reason does not concern us. .

s

«“ The epithet "zolotoy" and 1ts Church Slavonice variant

"zlatoy" belong to the "emotional qgmplex" of a blissful and

N Ve
peaceful world. The colour itself i1s:

the image of soclar light and hence of divine intel-
ligence. If the heart is the image of the sun in '
man, 1n the earth it 1s gold. Consequently, gold

1s symbolic of all that 1s superior, the glorified
or "fourth State" after the first stages of black
(standing for sin and repentence), white (remissio
and innocence) and red (sublimation and passion).
Everything golden or gold tends to pass ©n this g4
quality of superiority to 1ts utalitarian function. -~

Not only does the colour epithet ”gold"‘evoke resplendent visual . .
(
i1mages but perhaps, more importantly, 1t conveys the poet's

purely subjective response to nature. Everything golden

" breathes of majesty, superiorifty, }uxurlousness:& the day,
when 1t is symbolic of the life—glving and orderly Cosmos, 1s
described as ”pyshno—zolotoy"85 (luxuriant-gold) or as a
"pokrowv zlatqtkan?y"86 (a gold-brocaded cloak). Gold is, of
course, stroﬁqu suggestive of the most powerful force in the.
dlurn;l world, the sun, which magically converts falling rain

into glistening golden threads ("Spring Storm").

n
4

~ In an autumn scene, depicting a "half-disrobed" forest in
mourning, a hundred "gilded" leaves 1s all the remains of a
oncé luxuriant forest, but, cven though death 1s at hand, they

st1ll retain their dignity:



Fanned Ay prophetic dreams, ‘
The half~disrobed wood mourns;
But few of summer's leaves,
Now shining with autumn gilt,
St1ll rustle on the branches.

("Obveyan veshcheyu dremotoy")
L ~ o (Zeldin, p. 79)

’ The phmase "autumn gilt" (osenney pozolotoy™") perfectly conveys

“

the fragility of 1life.

N PRl

Tyutchev, who sang such hymns of praise to Ehe day and
the light, also manifested an especial predllectlon for the
nlght The night 1s a two-faced Janus which both terrlfles
and seduces the poet. (/%yutchev 1s partlcularly SuSCQDtlblO to
the charms of the night when 1t radiates a warm, Jolden glow:

"How sweetly does the golden moon shine through The appile y

tree, with blossoms whitened." (Zeldin, p- 55); "How drowsy

AN

cornfields ripen In their (the stars') crepusculer gleam. How .
7 their golden gilded waves, Silently, sleepily dreaming, By
' moon's rﬁgs whltened sparkle In the stillness of the night.

a

(Zeldln, p. 71)

N

~ . Green, the colour of fertilaty and,végetation, 1s fourth
1in line 1in Tyutchev's palette of colours and not neérly as
important as the preceding ones 1in terms\of 1ts symbolism. Tt
1s used to describe hills/"zelyonye wershlny”87; the mane of
a seahofse/”a bledno-zelyonoy gr1voy”88; a garden/"temno-
‘zelyonyy“sg; and seawaves/"zelyonymi volnam1”.90 The verh
from "zelenet" (to grow greén) appears a few tlmesVln scenes

of spring or during a storm: "Gusts of sultry wind, Distant

thunder and raindrops, Cornfields turning green And greener .

M



benecath the storm." (Zeldin, p. 69) .

» White 1s also a relatively insignificant cblouq and appcars

-

most 1nfrequently as an attribute of mountains, snow and a flash

of lightning.

The colour epithets are used for the most part wn conjunc-
tion with the diurnal world. The main colour epithets, biue,
red and gold, cmblematic of (in order) spirit, passion and
supcrlérlty, suggest tﬂe natural world 1s a living, vibrant

being,. possessing a rich Splrltualallfe and an equally 1intense

but more gensual one of the senses.

Sound
Nature 1s not what you suppose:
Its soul is neither cruel nor blind.
It has a soul and lziberty, :
~ It has a tongue, 1n 1t is love.

{("Ne to, chto mnite vy, priroda")
. : (Zeldin, p. 58)

v
[}

fThe natural world abounds with sounds, ranging from the
barely éudlble fustllng of leaves to the wild and plaintive
cry of the night wind. Tyutchev interpreted the gurgling of
water, the crashlng of sea waves against the rocks, eVen com-
plete and utter\SLience, as nature expre251ng 1itself vocally.
Stars, lightning, dusk--the entire nagural world sbeaks, lis—:

tens, carries on conversations, and the poet, blessed with the

"preophetic blind instinct", comprehended these cryptic, '"non-

i

earthly tongucs" of nature. )

~N
0. Walzel, in his book German Romanticism, Wwrites that the

. -



Jgurqliﬁg, Disturbs thé deathlike silence." (Zeldin, p. 48)
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Romantic's perception of nature was to a large degrce musical: ~

His (the Romantic's) hcaring was better and morc
subtle than that of other people; ‘dull, faint
noises reached his ear more clearly: Visual per-
ceptions assumed a rhythmic quality or a spiritual
process took the form of a musical melody, but '
combination adnd antithesis in the realm of thought
seemed to -him like symphonically arrangced voirces.

The harmony that Tyutchev's sundered Romantic soul so craved

was no more manifest than in the natural world's multifarious C,

£

ye't always mellifluous voices. Furthermore, the poet often

speaks of nature in terms of musical categor1es:92 "organ”93
(orgéﬁ), "vechnyy stroy”g4 (eternal consonance), "obshchiy

q ' )
khor"g“ (general chorus) ™ "sozvuchile polnoe"96 (full consonance) .

The diurnal world i1s for the most part cha?acterlzed by
noi1sy yet cheerful and lively sounds: ' -

Bright day still clamored,
Streets sparkled with crowds, |
And evening cloud-shadows
Flew past the shining roofs.

All teeming life's sounds -
~Reached me together--

All mejted to one, '

Clamorous, boistering, blended.

("Eshchyo shumel vesyolyy,dén”)

el

!

(zeldin, p. 33)

'
4

Infrequently one may hear a reed pipe singing or birds fluttering
loudly, but the majority of the sounds are created by water
and occasionally by leaves. Fountains and sprangs babble,

gurgle: "It (spring) flows on always and, babbling and

"The fountain babbles in the corner as before." (Gregg, p. 68);

and whisper some mysteriocus prattle: "The fouritain fell silent-
- .
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and some sort of strange babble,‘as 1f through sleep, whispered
1ncoheréngly.” (Gregg, p. 68) Leaves speak a soft, sensuous
language, as conveyed by the noun "shelest" (rustling) and the

verb "shurshat" (to rustle): "Purple leaves lightly, languidly

-

rustling,". (Zeldin, p. 40) ' A spring even talks in the human

z

 sense: "We hear articulation of distant music, And also the

louder speakiﬁg of a nearby spring." (Zeldin, p. 55). And in

"Spring Waters" the freshets energetically announce the arrival

{
of the vernal 'season:

The snow 1s sti1ll whaite in the fields,
But freshets gurgle wifh the sound of spring.
They run and wake the sleepy banks.

They run and dazzle .

y

And proclaim cn all sides: , X
"Spring 1s coming. ,

We are the harbingers of youthful .spring. o
She has sent us 1in advance."

{"Vesennie vody") .
(Gregg, p. 48)

But perhaps the body oflwater thét appealed most to
Tyutchev's musical sensibilities was the sea, often depléted at
n;ght. When thelsea speaks, 1£ commands the attention of the
other members of the natural wqug. The moon and stars listen
to the sea wa&és as they sing: '"The moon would ‘listen Waves
would sing . . . The stars : . . Would listen to them !
(Zeldin, p. 53) And even Napoleon's shadow harken§‘tolthe1r
din: "An allen‘(Napoleon), heeds the roar of the wave."

(Zeldin, p. 29) Regardless of whether the sea 'rages and roars
~

as 1n the "Sea and Claiff'":

=

b ¢ ' -
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It rises rebelling and seethes,
It slashes,, whistles, and squalls,
It would leap up to the stars,
Up to the unshakeable heights. = ' A
£
("More 1 utyos")
(Zeldin, p. 130)

v

or hums a lullabye as in "We féllowed our sure path":

Dreams have scope to play

Beneath the magical moon, ORI
And the peacefully flowing waves

Lull them with lullabies.

("Po ravnine vod lazurnoy") .
' (Zeldin, p. 71)

13

it always embodies the'harmonious principle:
There 1s a harmony 1n seawaves,
A concord in elements' guarrels,
And a mellifluous musical rustling
Runs streaming in rippling rushes.

_ ("Pevuchest est v morskikh volnakh")
Zeldin, p. 109)

The poet loves the sea in all 1ts moods andy temperaments

and hears in 1ts "quiet rustling” an expression of "caresses and
PSS f

love". Even 1ts’ "prophetic groans" &do not frighten haim as do

those of the ominous night wind. In fact, none ofsthe natural

world's seemingly angry voices seems to have any adverse

_effect on Tyutchev:. the rumble of a storm 1s perceived as gay

e

and sweet ("How'gay the rumble of summer storms”), soothing as

" a lullabye, or i1s interpreted as a "friendly conversation".

As the day grows darker, the visible world concurrently
becomes quieter with the result that many of nature's sounds -
become more addlblé, clearer; they are no longer muffled by the

noises of.the day: "How sweetly does the dark green garden



drowse, . . . And also the louder speaking of a nearhy spring.'
(Zeldin, p. 55) At times, the sourds of‘the day disappear en-

L}

tirely giving way to a nocturnal symphony of peace and tran-
quility, and at othe; time§ they %use into a cacophonous roar.
0f all the natural world's répertOLre of musical voices,
perhaps th?Amost pregnant with meaning and emotion, even |
sacrosanct, dfe those described as qguiet, silent, still,
o muted. Does not the poet say in "Silentium" that "spoken

thought is but a lie" and communication with the "world <in your

(man's) soul of mysterious-magic thoughts" (Gregg, p. 91) can

. =

only proceed in silence.
° “ One of Tyutchev's ‘Favourite epithets is "tikhiy" (quiet)
! and it evokes the same "compléx of emotiéns" as do light and
warmth, namely that of bliss. It is applied to the sounds of
the sea: "You, seawave of mine, . . . Sweet your éuiet

rustiing," (zeldin, p. 88); dusk, the time of oneness with the

\

universe: "Quiet, sleepy twilight, Invade the deepest depths

of my soul," (Zeldin, p. 56); and occasionally to the aay: "Of

quiet, mild, Maytime days,". (Zeldin, p. 42) .
Close in meaning to l'-t;'.khiy” is the epithet "nemoy". Its

primary meaning is dumb as in mute, but it can be used figura-
tively in the sense of dead, silent: "Spring whispers in
speechless twilight." (Zeldin, p. 95)

A scene bathed in silence and tranguility is rich in im-
plication. 1In 'Napoleon's Tomb", the "solemn quiet" and

hY

~
"universal stillness", coupled with the dynamism and warmth of
=

spring, majestically convey the harmonious spirit that flows
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through the natural world:

Enlivened 1s nature with the advent of spring,

And everything glitters in this solemn quiet:

The azure sky, the deep-blue sea.

The splendid sepulchre, and the claiff. -

Fresh color has mantled the trees around,

And their shadows, 1n universal stillness, .

Are barely rippled by the waft of the wave

Above the marblg warmed by spring. ) X

("Mogila Napoleona')
(zeldin, p. 29)

The phrase "torzhestvennyy pokoy" (translated in the above .

stanza as /solemn gquiet" and below as "solemn repose") reappears
in another poem where it has definite religious connotations:

And there, i1n solemn, Jrave repose,
Disclosed at morning to our view,
The distant peaks of MontsBlanc shine
Li1ke an otherworldly revelation.

("Uti1khla biza")

2

(zeldin, p. 105)

@

"Molchanie" (silence) presages the coming of a storm: "In the
stifling stiffness of air, As though 1in foreboding of storm, "
(Zel;iln, p. 48),'and appears as a prerequisiste for creataive
activity. At night, amidst universal sllence, the poet 1s

subject to divine visitations which set his poetic powers 1n

motion: )
There 1s an hour in the night when,all 1s still; ‘
At this hour of specters and miracles
The living chariot of creation
Resounding rolls in the sanctuary of the skies.

° ("Videnie")
(Zeldin, p. 31)

The luminaries of the night, the stars and the moon, are

always portrayed as silent bodies;

4

ke
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Let them (feelings and dreams) mutely rise and sct,
As clear stars do in the night; .
: (zeldain, p. 42)

Rome reposes 1in the azure night,

All 1n possession of the risen moon

Which has imbued the sleeping city, stately
In Joneliness," with her unspeaking glory.

°

t« ("Rim nochyu")

- . ' . (zeldin, p. 75)

Com
w

And, the starry night 18:dumb to them.
: ! (Zeldin, p. 58)

. %

AN

The stars do communicate amongst themselves, albeit silently:

. The stars in the Sky, one after another

' In order gliding, . -

N * Would note them and without a sound
Pursue their private colloquy.

("Tam, gde gory, ubegaya") ) !
. (Zeldin, p. 53).

-
«

s

N

Such\a crybptic abiilty 1s shared by another luminescent body of

light, summer lightning:, :
But fiery flaming summer lightnings,
Igniting one another, N
Hold conversation among themselves .
Like defmons deaf and dumb.

3

o . | ("Nochnoe nebo tak ugryumo")

C - (zeldin, p. 111)
- n |

"

" Silence and tranquility also characterize, though rather

rarely, the natural world in the midgt of w1nte}, when all 1s’

1

sombre, dark, cold and stagnant:

Here where the indifferent vault 'of heaven
Regards an earth grown gaunt;

Here, plunged-.in a persistent dream,
Cxhausted nature -sleeps.
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Only occasional white birches,

Stunted bushes, and moss

That has grown grey like agued visions
Disturb the deathlike stillness.

("Zdes, gde tak vyalo svod nebesnyy")

(Zeldin, p. 36)

N

The nocturnal world is also distinguished by strange,

jarriﬁg sounds produced by souls as they collectively leave

their mortal bodies to begin the night side of life:

No Whence does it come, this incomprehensible humming?
"Is 1t the fleshless, heard but 1invisible world
Of mortal thoughts emancipated 1n sleep
That now 1s swarming in the chaos of the night?

<

N ("Kak sladko dremlet sad temno-zelyonyy")
{Zeldin, p. 55)

They are responding to the call of the night,ewhich "compels"™
and "beseeches" them to journey into "the chaos of the night":

Its voice compels us and beseeches.

~ _A magic skiff already stirs at the wharf,
The tidal water swells and quickly bears us
Into dark waves' immensity.

("Kak okean oEemletQﬂmu'zemnoy“) . ,
(Zeldin, p. 36)

-

Only man's "night soul"”, or his unconscious self, comprehends
the plaintive wailing of the night wind. Man's conscious, or
empiric self, desperatel§ fears the "roaring" of the night and

interprets it as a sign of some "incomprehensible torture".
g

-

The night soul on the other hand "hearkens to 1ts favorite tale'.
2

The "night wind"” sings of "ancient native chaos”, man's blood

3

relative, and as man's unconscious listens, it longs to merge

with its origins:

v
)
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0O do not sing those terrible songs
Of ancient native chaos! 1
How greedily the world of the night soul
Hearkens to_1its favorite tale!

Y It longs to leave the mortal breast,
.It thirsts to join the infinite.
O do not arouse the sleeping storms;
Beneath them Chaos is stirring!

?

r ("Den 1 noch")
-, . (Gregg, p. 101)

"As terrifying as the tales of the night may be, the night i1s

nevertheless an agent of the irrational and amorphous Chaos,
the primary reality, and must be heeded.

v

The poet's perception of fhe natural world is to a large

» “n

degree ﬁ951cai. The voices of the day, are perhaps more varie-
gated and_mﬁltltudlnous than those of the night, but 1t 1s the
latter which hold the keys to the mysteries of the universe.

The numinous silence and the cacobhony of souﬁds of the n1ght

reveal” the basic trait of the physical world, 1ts inherent

i

duality. ¢

Movement ¢

Movement in Tyutchev's nature lyrics plays an especial
role, for the natural world embodies above all vital, dynamic
life. ELach and every one of its membe;s, from the waves in the
ocean to the stars 1n the heabenly vault, live on the oneshané
a life not uncommon to mén's and on the other one vastly superior.
The poet animates nature i1n a twofold ménnerl First, Tyutchev

attributes to 1t verbs usuélly associated with human movement,

particularly the verbs of motion; secondly, true tQ his

~
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pantheistic view of nature, he perceives the visible world as
g +

fraught with _cosmic life--it 1s 1n a constant state ot flux,

v

S

1n perpetual motion and constant changé, yet always harmonious.

- [

‘For Tyutchev, peréonlficatlom 1s not simply a litecrary

device but an expression of a deep conviction that the natural

97

, , \
world 1s a living organic whole. In "Summer Lvening" nature

1s portrayed with a head, eyes, breasts, veins, legs; in short,

1
'

1t appears as +a human being:

Already has earth slipped from 1ts head
The 1incandescent globe of the sun,

And the wave of the sea engulfed

The peaceful firc of the evening.

Bright stars have alréady mounted on high, Lo
And with their dripping heads

Upraised the heavenly vault

Whaich weighed so heavy upon us.

A river most airy

Flows between heaven and earth)
My breast breathes easy and free,
Relieved of sultriness.

&
)

A sweet throbbing has swept

Like a stream through nature's veins,

Like spring waters lapping )
Her burning legs. , i . - )

("Letniy vecher")

" ‘ . (zeldin, p. 30)

Tyutchev humanizes nature so subtly, so naturally that one for-
g;ts the entire poem 1s' an extended metaphor, albeit a barely
percepﬁlble onef and this ability of the %grd to render so
humap the natural worla 1s further evidence of his deep '1nti-
mate bond with 1t. He dlssol;es all barriers between man and

nature.

The poet personifies the physical world chiefly by means

L) =
<



N .

. ‘ ~
of verbs of motion which may be used either figuratively, thus
depriving them of their huyman S{Zment, or literally. Tyutchev\
has a tendency to employ them for their literal meaning. The
‘lnaetermlnate verb "khodit" (to walk) and 1ts prefixed forms
are attributed to the sea: "In the lurlar light, as 1f alive,
1t walks, breakﬁes, and flashes." (Gregg, p. 178); to the night:

."But day is fading; night has come; It has arrived ('prishla');™

(Zeldan, p. 66); to shadows: "Shadows and- flickerings Were -

A 4
.

creeping ('khodili') along the walls." (Zeldin, p. 34); to

snbw and grass: "The snow has melted and gone ("ushyol")

The grass will fade and go ('uydyot').?/%Zeldin, pp. 57-58);

and "brodit" (to roam, wander) 1s uggé‘;t tlﬁeg to describe the

movement of ilght: "and only westward does radiance wander"

(Zeldin, p. 91); and even to fragrances: "Where palpitating

arcmas wander Amcng the dusky shadd%s,"-(Zeldln, p. 785.
Nature, however, 1s describedmost often when 1t teems

with energy and vitality, "and 1n keeping with this one finds

a. preponderance of the verb to run ("bezhat") and 1ts derivatives.

They often describe bodies of water--brooks, springs, cﬁrrents,‘

rivers rushing héadlbng to some destination: "Yet still the

f =~ ! ¥
stream runs.and splashes" (Gregg, p. 46): "How wild the gorge:
Its stréam 1s hasting ('bezhit') towards me: Tt hurries to the

camp 1in the dell." (Zeldin, p. 56) .

~
\

Tyutchev held one of the natural world's major attributes

to be 1ts dynamism and one of his 1nnovag;Qn§ in Russlan poetry
ST e )
EORRRE < p

was the portrayal of nature 1n motion. ‘Maymlh writes that

. . ,
Tyutchev's nature lyrics are not static landscabes but scenes:

v
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Nature 1s dJdescribed 1n time, 1n her open and hidden
transitions. Tvutchev tikes to talk not about a
particular state of nature but about various states:
he prefers to talk about a laiving divérsity, about

the being of nature.93 \

Nature as dynamic principle pervades several poems, among them
"Spring Waters" and "The Sca Steed". In the latter poem, the
volatl%e and explosive sca steed symbolizes the multifarious
movements Qf the wave, The first stanza 1s a descraiption of

the sea steed 1tself, a hybrad of intense emotions and bound-

o

less physical enerqgy: : -
0 zealous steed, O sca steed,
Cresting white and green, .
Now mild and tender-tame, )
Now furious and frisky'!
By the seething whirlwind werc you suckled,
In boundless heavenly fields;
It taught you how to spin, v
To play, to leap at will! )

The poet loves the sea steed best 'when 1&\15 bursting with
verve, and vigour and ready to smash 1tself to smithercens as

1t chargeswﬁnto the shore. And the second stanza describes
*

)
L

such "a roaring run at the shore":

I 1dve you when you headlong rusHh

In all your: prideful power,

Your thick mane all dishevelled,

Your body steaming and lathetrced, . “

And 1n a roaring run at the shore, -

Gayly neighing, whirl, \
Fling hooves on- sounding strand,

And spllnte} into spray.

{"Kon morskoy') ~
(Zeldin, p. 36)

13

In "Yesterday 1in charmed dreams", Tyutchev describes a

different kind of movemept. The poem 1s a sensual, bordering

LY
o
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on the crotic, descraiption of a ray of sunlight as 1t clambers
onto the bed of the poet's beloved. In contrast to "The Sea
Steed", where the tranSLtlon‘from one movenmen!t to the next 1is
sudden and auick, ”;esterday in charwmed dreams" emphasizes the
slow unfolding of motion, the very genesis of movement 1tself.

In fact, many of Tyutchev's poems contain verses beginning with
key words such.as "vot" (poﬁ); "vdrug" (Suddenly) that express 1in-
stabilaty and signalize Ehange, which can be 1liustrated by

the following poem-,
Yesterday i1n charmed dreams,
With the last ray of the moon
In your darkly 11t evelads, .
You fell 1nto a late sleep.

Silence fell around you,

And shadows frowned more somberly,
And the even brgathing of your bosom
Flowed bhut more audibly into the air.

But not for long did the night darkness flow

Through the air{¥ curtain of the windows.

Blown upwards, a sleep¥y lock of your hair ~
Played with .an 1nvisible dream.

And lo, gently flowing, gently blow1ng,(ﬁ

As 1f borne by the wind,

Light as smoke, lily-white, and misty, - .
Suddenly something has flitted in through the window.
Now like an invisible thing

It has run along the darkly glimmering rugs.

Now having seized hold of the coverlet,

It has begun to clamber along the borders:

Now'wrigglaing like a little serpent, 1
It has clamberid up on the bed.

Now fluttering flike a ribbon,

It has uncoiled between the canopies

Suddenly with a palpitating radiance,

Having touched your young. bosom, )

In a 1Toud craimson exclamation, 2
It has opened wide the crimson of your lashes.

("Vchera,® v mechtakh obvorozhyonnykb") .o
’ (Gregg, 'p. 72)

N



We have thus tar examined movement as "chanae of place or
N
. . 99 Lo
positlion or posture’, but there 1s another drmension that has
to be dealt with. Tyutchev sees living links, bonds and affin-

AN

1ti1es 1n disparate phenomena which cnables him to compare’ such

different objects as fire and rosoq:]OO "Where the exhalation
of late pale roses Warms December's atr." (chdin, L. 62); Llight
¢
\\‘Q‘
and roses: "Even now the sunrise Sows fresh roses on them (snowy
heights)." (Zeldin, p. 58); "It (sunsct) scatters golden sparkles,

+ 7’

It sows flame colored roses, Ank the torrent bears them away .

(Zeldin, p. 79) And much of his imagery 1s synaosthetlc,kl.e.,
he translates from one sense 1into another,lOl é.g., colour
1nto sound: "In a sudden, palpitating blaze It (sunlight)
toudhéd your youthful breasts, And with a crimson stunning cry
Forced wide the silk of your lashes.” (Zeldin, pp.. 60-61)

Ianyutchev's verception of nature, everything lives, cvery-
Ehlng has potential for life, and everything interacts and intor-
penet;ates harmoniou§ly. In the diurnal world, we find a
striking interplay of movemeﬁt between the elements of “fire and
water: "How like unto a living cloud The radiant, sparkling
fountain writhes; How 1ts damp smoke flrst‘blazes up, Then
burns to powder i1n the sun." (Zeldin, p. 57); "Already has
earth slipped from 1ts head The incandcscent globe of the sun,
And ghe wave of the sea engulfed The peaceful fire of eveningl'

(Zeldln; p. 30); light and water. '"A qofgeous day! Ages wall

pass, 1in eternal order The river will flow and sparkle And

°

fields will breathe 1n the heat." (Zcldin, p. 115); "Reflections

of golden roofs Flow slowly 1n the lake." (Zéldln, 1. 112); auir

s}
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and water: "How suddenly and brightly, In transitory glory,

The acrial arch (rainbow) arosc In the mois’t blue-tinted sky!

(Zeldain, p. 110); air ,and fire: 'How' the anthérs danced in the

»

midday beams,/How vital the sparks in their natal flrg.
(zZeldain, p. 30) ‘ A ’ ¢

The most frequently mentioned element 1s water, and there
1s a preponderance of verbs denoting liguid movement both 1in

the literal and figurative senses. Rachelard, in L'eau et les

réves, writes "L'eau doit suggérer au poéte une obligation
102

nouvelle: 1'unité d4'élément.” nght) air, shadows, the
sky——ail appear as harmpnlous liquid elements. The verb "tech™
(to flow, stream) ‘is attributed to a moving body of air: "A ’
river most airy Flows between heaven and earth," (Zeldin, p. 36);

"There 1n that mountain dwelling, No place for mountﬁlm life,

! /

Currents of air, of mankrid Cleansea, more lightly meander."

(Zeldin, p. 53) The "slitsya" (to flow together, to

|
<

blend, mingle) describes the movement 5f shadows and smoke:
"The shadows of pines beside the path! ‘Have already\flpwed
togethey.” (Zeldin, p. 46); "?here where tgg vault of heaven
smokéllke Has blended with parched earth," (Zeldin, p. 37)
"Struitsya" (to stream) delineates the sounds of rustling:
"And a mellifluous musical rustling Runs streaming in raippling
rgshes.” (zeldin, p. 109); and breathing: ”And~the even
breathing of your breast Streamed louder through the air."
(?eldln, p. 60) The heavenly vault 1s a body of water where
- ~

trees and stars bathe and swim: "The trees are trembling in

qladness and joy, As they bathe their crests in the bluchued

¥ -
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sky." (Zeldin, p. 90), "Golden clouds arve drifting ('plvvut'=
v

N
[
~—

swim), Above the VLno—éoverod hills." (Zeldin, p.
In contrast to the dynamism and vitality intrinsic Lo the .

diurnal wgrld, the nocturnal one 1s characterizsed by the*ab—

»sence of any kind of movement. Chaos does stir ("Why arc you

walling so night wind") and an occasional shadow does move, buty

~
- .

on the whole movem@&nt 1s more inherent of the diurnal world--

the Cosmos, where everything rad:iates-energy and being. .

‘ s
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Chapter ITII -

' The Seasons as Manifestat%on of Cosmic Life

)

i
Tyutchev perceived the diurnal natural world as. a living,

vibrant being, and as manifestation of the harmonious and
orderly Cosmos. Nature possesses a rich, inner life on the one

hand not unlike man's, and on the-other vastly superior. The

’

external world undérgoes not only physical changes from one

season to the next but emotional ones as well. Tyutchev's

sentiment of nature 1s so acute, so intense that he detected

/_/’L .

and understood all the vicissitudes of the outer world's inner

.makeup.

Our poet believed that he, or rather his "prophetic soul",
lived one life\with nature, that his inner world of feelings,
emotions, inéellect and passions was identical to that of
nature's. He participated in the life of nature to such a
degree tb@f all barriers Between himself and the natural‘world
disappeared. Imagery“f&om the physical world often §erved to
illustrate a human senfiment, and at times, thougH legs fre-
quently, a human emotion shed light on a state of nature.
Tyutchev's sentiment of nature is such that there is complete
identification between the inner.life 6f nature and that of
man. In Ehis chapter I shall analyze -the rich fabr1c of

nature's inner life and show how the texture alters from one

season to the next, bearing in maag that the emotional, intel-

lectual and spiritual layers 1) parallel those of man; and 2)

-
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allude to the presence‘of a higher forﬁ of life--the Cosmos.

0f the four seasdhs, Tyutchev identifies most with spring.
The vernal SeaSOH'lS a time of physical and emotional rebirth,
a Jjoyous ceiebfatlon of! new 1if£; both in nature and 1n man.
In "Still mournful is the mien of earth", both nature and ﬁan
sleep through winter and are aroused by spring. The natural

world hears the arraival of spring in its sleep and breaks out

into a smile:

' But through her slowly thinning sleep
She has discerned the coming spring

‘And cannot help her smiling.
(Zeldin, p. 59)

.

The physical awakening in nature is analogous to an emotional . ,

one in man. By means of nature imagery, Tyutchev describes the

~
physical and emotional changes that occur i1n man because of a

®

woman's love:

My soul, my soul, you were asleep,
But what now suddenly excites you,
What caresses and kisses your sleep
And turns your dreams all golden?
snow blocks glitter and melt away,
The azure glitters, blood runs faster.
Is it the pleasure brought by spring, ' |
Or 1s 1t perchance a woman's love? .

("Eshchyo zemli pechalen vid")
(Zeldin, p. 59)

—a _———

Throughout the spring cycle of poems, the emphasis, both
thematic and stylistic, 1is oﬁ the youthfulness of spring. In
"With reason 1s Winter vexed", spripg is personified as‘a beau-
tiful, carefree child, driving‘winter away. In "Spring Storm"
the first clap of thunder appears childlike as it frollcs‘gally

during the storm it 1is helping to create:




. I love a storm at May's beginning,
, When spring's first thunderings’,
As though in play and sportively,

L - Crash in the deep blue sky. ' .
(zeldin, p. 28)

‘In the above poem, the theme of yquth is emphasized by
the abundahce of words denﬁtlng the beginning, éuch as "at
May's‘beglnnipg" and "spring's first thunderings”, which cul-
minates in the last stanza Qith the appearance of’the goddess

‘ of eternal youth, Hebe herself. The storm, in fact, is attri-
. \ )

buted. to one of her pranks:

It is as ﬁhough cup—bearing Hebe,
While feeding the eagle of Zeus,
Spilled laughing a thunder-boiling goblet

From heaven onto éarth,.

("Vesennaya groza")
{(Zeldin, p. 28)

N ~ ~
- f
N 7

The predominant mood of this and, other spring poems

! ("Spring Waters"”, "With reason is Winter vexed") 1is one of
felicity, evoked by the natural world's infectious delight at
’ being young and alive. All of nature's members joyously par-

.

. . AN .
take in the storm, which i1ssmore a reason for celebration than

cause for alarm.

Another fatet of the physical world's youth is its exuber-

- ance and vitélity. In "Spring Storm" everything is in éerpetual
motion, feverishly scurrying to and fro; not only doe% thundern
scampef about, but "rain spatters anq‘dust flies", and the
speedy brook tears down the mountain. Nature's dynamic spirat

' 8

" . is best illustrated by the poem "Spring Waters", which has

already been ‘quoted in the previous chapter. The main image




both visually and musically, 1s created by the metric pattern--

of the poem is' of spring waters rushing headlong, announcing

the advent of spring: ' The pulsating rhythm of the waters,

the four-foot iambic tetrameter, consisting primarily of stressed
even syllablés. The symmetrical repetition of words and phrases
("vespa idyot", ”bégut", "glasyat") conveys not only the ener-
getic movement of the natural world but also embodies its
vitality. As the consonant clusters (bgt-bdt-bg-bgt-blt-glt)*
appear and reappeér,'the sounds, words, even the poem %Fself

4

comes to life.l
’ L]

Spring 1s not only synonymous with eternal youth and a
vital life” force, but it is also symbolic of a fundamental

principle of Tyutchev's sentiment of nature: the immutabilaity

‘of the natural world, its inherently $outhful beginnings

(vechno molodoe nachalo):

Immortal life gleams 1in her gaze.
There are no wrinkles on her brow.

/ ‘ \

The above theme 1s directly linked to the psychological

(zeldin, p. 65)

makeup of the poet himself.  Tyutchev lived in constant fear

of time and space; he looked upon them as his metaphysical

N

enemies. In a letter to his second wife, Ernestine, he calls
time and sﬁace the oppressors (ugnetateli) and tyrants (tiranz)

of mankind:

* In Russian the verses read as follows:

Begut 1 budyat sonnyy breg,
Begut 1 bleshchut i glasyat



Never, when I write do I feel that there is some-

, thing in the distance, someone who is waiting for
my letter and will read it with pleasure. I sooner
find myself a madman who talks to himself. No one,
I think, has felt less insignificant than I i1n the
face of these two oppressors and tyrants.of mankind:
time and space.3

The pressures of time and space found direct expré551on in
Tyutchev's philosophic verse and in his spring cycle of poems.

The themes of the passing of time and the transiency of
life were by no means new ones-for the Romantics, but for
Tyutchev they were much more; they were facts of his everyday
CONsSclousness. In a letter to Ernestine, the poet describes
how the pressures of time have affected his daily existence:

The fragilaity (khrupkost) of human life--1is the

ohnly thing on earth that neither lofty phrases nor

oratorical eloquence will ever be able to exag-

gerate. . . . a feeling of anguish and horror

has for many years been the normal state
(privichnoe sostoyanie) of ggs soul.4

Nature, unlike man, 1shcom§1ete1y unaware of time 1n the

intellectual sense. It lives only 1in the -present:

Their life (leaves), like the shoreless ocean,.
Is all poured out in the present. ; .
. ‘ (Gregg, p. 87)

is blissfully ignorant of the past:
Not of the past do the roses sigh,
Nor the nightingale sing in the naight;
And Aurora sheds no fragrant tears about the past . .,

(Gregg, p. 87)

'

and has no reason to fear the future, which will bring certain

death to all mortals:

-
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And fear of the inevitable end
Does ‘not blow a single leaf from the tree.
(”Vesna"f

(Gregg, p. 87)

N

Man, on the other hand, is acutely aware of the fragility

of life, since he possesses that one faculty, th capability for
: A

thought, whieh denies him immortality. Time has no power over
the natural world, because 1t is unconscious of 1ts own ex1s-

~

tence, whereas man is a thinking being, or as stated by
Tyutchev, "a thinking reed".

Neither does nature know death, as its life 1s cyclical.

Every spring is the first spring:
Virginal as primal spring, )
She scatters her flowers over the land;
She acknowledges no other springs

Which once there may have been before her.

Never a single trace does she find
Of springs whose flowering is over.

3

("Vesna") . ]
(Zeldin, p. 65)

, 19 . o

Its lndlvidpal members, however, are mortal. In "Calm" an oak
tree is felled during a storm. The natural world, refreshed
dnd revitalized by the storm, pays absolutely no attention to
the "lofty ocak . . . , by Peroun's bolts slain" and instead of
mourning the latter's death, bursts into festivity:

Long since has the sonorous, engulfing

Song of the birds been sounding throughout '

The grove, and the end of the rainbow's arch

Been anchored in the verdant crests.

{"Uspokoenie")
(Zeldin, p. 37)

AN

o



The theme of nature's indifference to death appears again

-

1n another poem "Leaves". Here, leaves, after having passed

their prime, turn to the tempestuous winds and beg to be blown

\

‘away rather than grow old: ;

Faster, still faster,

O wanton winds!

Still faster pluck us

From these tiresome branches. ,

Pluck us and whirl us, : N
We would not wait.

Fly, fly! ’

We'will fly with you!

("Listya") ~
. (Zeldin, p. 41)

~

Spring's ebullience and.dynamlsm Sulmlnate*in the radiant
and tranquil splendour of summer. Gone' is the nervous energy
th%t permeated "Spring Waters™ and "A Spring Storm;, and in its
place we find the natural‘world bathed in a state of hedon}stic
bliss, exultant and intoxicated with life:’ ’

The sun is shining, the waters glitter,

A smile on all and life in all. . .
The trees are trembling in gladness and joy.
As they bathe theirvcrests in the bluehued sky.

The trees are singing, the waters glitter,
Thée air is liquefied in love.
The world, the flowering world of nature,

Is ecstacied by life's abundance. -
(Zeldin, p. 90)

True to Tyutchev's dualistic perception of life in' the universe,

which he interprets as a struggle between Chacs and Cosmos, he

13

concludes this breathtaking scene of nature with a metaphor

-~

spggestlﬁg that the dark forces of Chaos are always present:

But i1n this abundance of ecstacy
No ecstacy 1s any greater

Than just a single tender smile '
Of your tormented soul. N

("Siyaet solntse, bleshchut vody") )
(Zeldin, p. 90)



As transporting as nature's smile may be, the "tender smile" of
his beloved'g toftured soul brings him greatér eUphoria.' The
Juxtaposition of pain and pleasure 1s but another facet of

* Tyutchev's sentiment of nature; all forms of-life, both natural
and human, are created by tﬁe interaction of opposite forces.
The image of the smile of suffering returns in a fall poem'and
will be analyzed in éhe section dealing with autumn.

Summer, 1like springz is also a season of celebration, but

~

one senses in nature a majurity, an appreciation of life, that

p
1t lacked in the vernal season. The estival Season appears

calmer, more tranquil. _No longer does it scurry to and fro to
express joy at being alive, nor does 1t indulge in childish b
pranks. Nature is now in full bloom,'at the height of 1ts
_Creative powers, andsteems with a different kind of life, an
overflow of life ("izbytok zhizni"), which 1s more intense,
more profogﬁd. The natural world emanates a cosmic force,
transcending both space and time, which i1s particularly mani-
fest when nature-appears at rest, as in "Midday":
Misty midday lazily breathes,
The river lazily rolls,
And in the pure flaming firmament
Clouds lazily melt away.
Warm somnolence, like anlooming haze,—
Embraces all of nature,’

And now great Pan himself unruffled
- . * - Dreams 1n the cave of the nymphs. ,
. NY ¥
("Polden")
(Zeldin, p. 34)

Here the natural world embodies the fusion of water and fire.

It is bathed 1n a mist of "pure flaming firmament", evoking,




/N

'lightness and warmth, a harmonious state of being.

The source of the "overflow of life" appears to be the

blazing hot rays of the 'sun, for in the summer scernes nature

\

@
is usually described at noon, when the heat is most intense.

‘

In "I see your eyes anew",ithe poet speaks of the sun's'rays

.

as "life-~giving light" ("svet zhivitelnyy") which transforms
the "fatal north" from a "monstrous ugly dream"™ into a "magic

land". At times the natural world thrives under the blazing

hot rays of the sun:

See how the grove is greening,
Glazed by the scorching sun, N
And with what languotrousness

Each branch and lexaf is waving.

("Smotri, kak roshcha zeleneet")
(Zeldin, p. 95)

"and the ‘torrid heat of the sun often induces a blissful kind of

sleep:

Meanwhile our valley world,

-~ Its strength all sapped and dozing,
Sunk deep in languorous pleasure,
Is immersed in midday mist.

(Zeldin, p. 32)

~

("Snezhnye gory")

When the natural world is unable to contain "the overflow

_,of life", it bursts into a storm. In the foliowing poem,

q s

f%yuﬁchev parallels the eriuption of a woman's emotions 'to that
J \ ’ ‘
vof a coming storm:

2

In the stifling silence of the-air

Like a.presentiment of a thunderstorm,
The fragrance of theyroses is more ardent,
The voice of a dragonfly is shriller..
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Tyutchev's sentiment of nature:

in man.

Hark! Beyond the white, smoky stormcloud
A muffled thunderclap has rolled;
The sky is girdled
By flying lightning.
*
A certain excess of life
Is poured out in the burning air:
Like a delestial liquor,
It thrills and burns in the veins. .

Maiden, maiden, what excites the veil of
The veil of your young bosom?

Why does the damp brilliance of your eyes
0f your eyes become cloudy?

Why does the flame of your maiden-cheeks,
Turning pale, die away.

What oppresses your bosom ‘

And set fire to your lips?

Across your silken eyelashes
Two tears have passed.

Are these the raindrops

0f an incipient thunderstorm?

("V dushnom vozdukha molchane")

\

The dnalogy drawn between the passionate emotions of a maiden

and a storm serves to illustrate one of the/basic premises of
and passions is a manifestation of the i1rrational, of Chaos,

"Malaria”,/where he states that he loves the wrath of God.
Once more; he evinces his attraction fo the "mysterious evil
poured out in exery%hing", which seems to enhance the beauty
of the natural world. The approaching storm heightens'the

poet '3 aesthetic and sensual awareness of nature and the young

/

-

Gregg translates “izbytok\zhizni” as "excess of life",
whereas %eldin uses "life in overabundance”.

G

{(Gregg, p. 66)

the inner world of feelings

The poet's attitude to the l@tﬁer is reminiscent of

e

DU

-
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woman. The fragrant roses emanate an ardour which 1is parallelled
in the maiden by a similar intensity of emotdion: her eyes water,
her cheeks become enflamed, and her lips burn. As the poet

drinks in the loveliness of the scene unfolding before him,

Q

he becomes inebriated by the "excess of life"; the sultry air

is a "celestial liquor" that "burns his veins". Meanwhile the

s

young woman is in emotional turmoil and on the verge of tears,

’

. which does not elicit from the poet any compaési'ono whatsoever;

he is completely transported by the intoxicating beauty of the

world around him.
The storm, by virtue of its symbolism, is creative and

often carries a sacred connotation. Summer storms, in contrast

to spring storms, appear more ominous and aggressive' ("A shy
reluctant sun", "Beneath the foul weather"), but they are .
nevertheless beneficent, for they relieve the natural world of

the, at times, unbearable sultriness of the blazing sun-

a

("Mornirfg 1n the Mountains®, "Calm") and thereby foster life

and éreatlvity:
Gusts of sultry w1nd
Distant thunder and ralndrops,
Cornfields turning green o -
And greener beneath the storm.

7

("Neokhotno i nesmelo")
(Zeldin, p. 69)

Even the sacred has its origins in the demonic. In "The

o

sky of night is louring", summer Iightning, bearer of heavenly
\

fire, is_likened to demons: ~
But flery flaming summer llghtmngs,
- Ignltlng one another, 0
'Hold conversation among themselves
Like demons deaf and dumb.

("Nochnoe nebo tak uwgryumo") ' :
(zeldin, p. 111)
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As belligerent, portentous and demonic as the storm may be, 1t
0 ) '
never disrupts the intrinsic harmony of the natural world,

either during the upheaval itself:

-There is a harmony in the sea waves,
A.harmony in their elemental debates,

v

- ("Pevuchest est v morskikh volnakh")
(Gregg, p. 197)

or after it has passed:

The celestial azure laughs, ' -
Washed by the storm of the night.

("Utro v gorakh")
(Zeldin, p. 32)

The transition from summer to fall, as from any season to
the next, is always a struggle and implies some sort of conflict
whether overt ("Not for noug;ht\ 15 Winter vexed") or subtle:

And through the sudden anxiety

The loudl¥ calling birds are heard,

And somewhere the first of the leaves to yellow,
Spinning flies onto the road.

("Kak vesel grokhot letnikh bur")
L (Zeldin, p. 85)

These four verses concludé "How gay the rumble of summer storms",

a poem deséribing how a summer storm .affects the physical world.

o

The mood of nature changes from gaiety and bubbliness to sudden
alarm. |It is aware that something is .wrong: the groves begin,
to tremble; the ocaks murmur anxiousTy; the birds whistle cease-

lessly. One yellow leaf, the first hint that autumn will soon

0
take over, is the cause for alarm.

~

In the autumn, the natural world gradually sheds its

estival finery and dons its mourning apparel, a strikang array \

']

3



o,

of rgaal garments that”progressively lose their opulence ‘as

~

nature's suffering-intensifies and death draws nearer. In ton- ,

, " C

trast to the explosion of joy that so characterized the cycles

6f spring and summer poems, the. fall lyrics project a mood of |

v

calm, tranquility and sadness.

~

Early autumn, however, has not yet yielded to decay and
for a very brief peribd embddies the essence of spirit itself:

There 1s 1n early autumn

A short but makwyelous time-

The whole day™ 1s*crystal, as it were,
And the evenings are radiant

Where the vigorbus scythe (once) traveled and ears fell,

Now all 1s vacant-empty space 1s everywhere-

Only the fine hair of a spiderweb |

Gleams on the idle furrow. ‘
f‘ ‘

. 4
The air grows empty, birds are heard no more,
But still far off are the first winter storms;
And the pure warm azure pours out
On the resting field. . u

“a ("Est v oseni pervonachalnoy")
(Gregg, p. 188)

AN

In the space of twelve lines the poet magnificently conveys the

!
’

sublime spﬁritual beauty of the natural world at rest. Nowhere

.
AN T~

is there a sign of.anything human, either physical or emotional.
All is pure spirit. Day is likened to crystal, "symbol of the’

spirit and of the intellect associa ith the spirit”.5 The -

Vv

. C b
radiance of the evenings reinforces the drystal metaphor. In
“

and 1s associated with fire and daylight, symbols of spiritual

éné;gy. Even the "fine hair of a spiderwéb" by virtue of its
|

gledming is suggestive of the spirit. The "pure warm azure"

|
pouring "onto the resting field" completes the fine network of

s




light imagery, and in many ways it is an apocalyptic 1mage;

because of its liquidness, the symbolism of the blue sky 1is

v linked to that of water:
~ Immersion in water signifies a return to the pre-

‘ formal state, with a sense of death and annihilation
on the one hand, but of rebirth and regeneration on
the other hand, since immersion intensifies the
life~force.®

A natural world, bdthed in a warm and pure liquid, is highly
suggestive of such a spiritual rebirth.

,The sense of spiritual‘calm and tranquility that pervades
the poem is heightened and intensified by the absence of any
kind of conflict or tension, such a salient trait of many of
Tyutchev's nature lyrics. Richard Gregg writes that Tyutchev's
nat@re lyfics underwent an evolution in the sense that the later
ones are devoid of any tension-or struggle, anda%o a certain
degree he 1is correct. However, the first. autumn lyric, "There
is in the light of autumn evenings", or‘"Autumn Evening",
written twenty years before the above poem, 1s also free of any
tension or struggle. This leads us to believe, therefore, tﬂét

¢ serénity and harmony are traits peculiar to the autumnal world.
Strémooukhoff states plainly tha%, "Si 1'été est un trop plein
de vie, l'automne en est 1'absence".

The peacefulness of the autumn landscape is created largely

——  __  ———-hy the central-image of the poem: ‘"empty space 1is everywhere".

The Soviet critic Zundelovich observes that this image reveals

an important aspect of the poet's Weltanschauung (mirovozzrenie),

o

namely his thirst for limitless ‘space:

. the poet here gives free reign to his feeliné
of space-"empty space is everywhere", to his delight

4



at the boundlessngss of the earth bathing in
lucidity (the crystal day, the radiance of the
evenings, the brilliance of the spider's fine

hair).

As was mentioned earlier, Tyutchev was haunted and 'obssessed

by the pressures of space and time. In this poem, the poet has
recreated the brief moment when the natural world has trans-
cended his metaphysical enemies (nature has temporarily escaped
the 1nev1table process of decay) and become pure spirit,
infinite and boundless.

With the exception of the above poem, fall is usuallyqde—
picted as a season of suffering and mourning, though not of
despair. The au£umn landscapes, regardless of whether they
are portrayed in a regal robe of “"crimson leaves", deco%atlng
a "motley of trees", or in the tatters of a "half-dressed
forest”, always radiate a light, a sign that inspite of its
anguish, the natural world still retains a spiritual strength.

The initial stages of decomposition, when the physical

-

world is st1ll strikingly but inauspiciously beautiful, inspire

3

1n the poet a sense of awe:

.3

There is an the llght of autumn evenings
A touching, mysterious charm! .'. T
‘The ominous brilliance. and motley of trees;
The weary, light sough of crimson leaves;
The misty, calm azure
Above the sadly orphaned earth

(Gregg, p. 80)

The subtle presence of death imparts an evil vet arfesting
quality to nature which, in the eyes of the poet, enhances its
loveliness ("mysterious charm", "ominous brilliance", "weary,

Y
light sough", "misty, calm azure"). Natyre, nevertheless, is

1




dying; it 1s tired and frail and bears the pain ever so gently.
“Even when attacked by a "gusty wind", the natural world does
not so much as whimper, but accepts 1ts fate guietly and meekly:

And like a presage of coming storms, N
Sometimes a clear and gusty wind

Damage, exhaustion-and on everything
That meek smile of withering away,
Which 1in a rational being we call’

! The divine modesty of suffering.

{("Vesenniy vecher")
‘ {(Gregg, p. 80)

\

~
Nature, as/in the spring and summer lyrics, 1s once again

perceived 1n human terms; 1t 1s5-dying a human death. The slow
process of dying, eVoked~by vocabulary eliciting pathos--
"iouching”, "ominous", "weary", "sadly orpn?ned", "damage",
"exhaustion", "withering™--1s also a subtle personification of
nature which culminates in the image of a woman's smiling face.

To quote Gregg: R

»

the spectacle of pain, decay, and beauty in nature
has evoked in the poet thoughts of pain, decay and
beauty in a person 'possessing the "divine modesty

« Oof suffer1ng".9 . .

The poet senses something godly, divine in submitting paésively
to sdffering, both in the natural world and in mortal man.

The motif of a smiling,nature reappears in another autdmn
l&ric, "Fanned byya\prophet%c drowsiness", written twenty vears
later, in 1850. Angeveral critics have pointed out (Gregq,
Zundeloviph), the lyrié is 1n many ways a sequei to "Autumn

Evenlﬁg". The poét deals with the same theme, the juxtaposition

of "autumnal beauty and the pathos of decay",lo and uses prac-
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tically identical vocabulary, which arouses the antithetical

feelings of pleasure and pain: shelest/shelestit; listev/listev;

pestrota/ispeshchryonnym; uvyadanya/uvyadayushchee; prelest/

~

prelest; ulybnyotsya/ulybka.ll

The later lyric differs from 1ts predecessor in two
respects. Firsti\it is totally bereft of any sénse of fore-
boding, so prevaleht in "Autumn Evening", perhaps because ﬁhe
natural world 1is not nearly so alluraing:

The hélf-undressed forest mourns . . . L
And scarcely a hundred summer leaves,
Shining with their autumn gilt,

St11l rustle on the branch.
4 (Gregg, p. 187)

Secondly, whereas the first poem 1s an objective description of
the gradual unfolding of death in the natural world, the sequel

is an emotional response to 1ts suffering.' The poet offers

compassion: "I look with tender sympathy . . . ", and ex-—

presses admiration for the atrophied outer world as it greets

death with-one final smile: ¢

How withered, how dear! . ’ ,
What charm in 1t for us,
When that which has blossomed so and llved

Now so puny and powerless,
Smiles for the last time.

“("Obveyan veshcheyu dremotoy") - o
’ (Gregg, p. 187)

£

s

In "Autumn Evening", the poet was fascinated by the ominous
brilliance of nature, whereas in the above poem it is nature's

reaction to its own death that delights him. Nothing remains

of* its former physical splendour; it 15 wizened and weak, yet

\

it smiles. y
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As was stated earlier, Tyutchev identifies completely with
the natural world, which 1s easily illustrated by an examination
of his favou;ite\@rope, the simile. Most of his poems consist

of only two stanzas, around which he often constructs extended

‘similes, the first'strophe being the tenor and the second the

vehicle. The tenog, more often than' not, describes a particular
moment in the,life of the ndtural world, and the vehicle cor-
relates this to the human condition. Occasionaily, the poet
reverses the order, and an intellectual or emotional experience
from the life of man becomes the subject of the tenor, and a
parallei wlth nature is drawn in the vehicle, as in "When in

a circle of sickening sorrows". Th%:time of "sickening sorrows",

~

when "l;fe lies heavy", *1s compared to autumn "when fields are
empty and éroves are bare, The sky is pale and dale are dismal
grown". (Zeldin, p. 71) And the inexplicable removal of the
"stgne" (of sickening sorrowsb//when "the past surrounds and

embraces us" 1s analogous to the remedial powers of spring:
‘A sudden warm moist wind will blow,
Driving the fallen leaf before it, ;
And it is as though our souls were bathed in 'spring.

("Kogda v krugu ubiystvennykh zabot")
(Zeldin, p. 71)

d

1

Tyutchev rarely writes about winter, and only one poem is
devoted to the hibernal season, in which it is personified as

an enchantress (It should be pointed out that winter in Russian

i

is feminine in gender).:

Bewitched by winter the enchantress,
The forest stands stands-

And under the snowy fringe,
Motionless, mute, '

It shines with a marvelous life,

v
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And 1t stands bewitched,
Not a dead thing, not alive-
Charmed by a magic dream,
All entangled, all fetteregd

In light downy chains. ‘ , l
) .

e winter sun throws
Its slanting ray on it-
Nothing will tremble in it,
All of 1t will flare up and flash
In blinding beauty. - o

("Charodeykoyu ziﬁoyu") \_
(Gregg, p. 192)
Again the emphasis 1s on the visual, on the dazzling beauty of
nature, which breathes of rich, immortal spiritual life. Nature
is perceived through the imége of the forest, still sp;endidly
alive even though winter has tried to cast a spell on it:

"o, ‘e under the snowy fringe . . . , it shines with(a marve-
1ous.life”. The light is the only sign of 1ifé in the winter
landscape. Otherwise, the natural world appears inert,
"motionless, mute", and in a state of numbness, "not a dead
thing, not alive". ' The oxymoren "light, downy chains" suggests
on the one hand confinement and on the other evokes images of’
softness, fluffiﬁess, which'in turn evoke feelings of éomfort
and pieasure. The "magic dream"” of winter connotes, therefore,
that a contrary state of delectable imprisonment, an illusion,
perhaps, to the complexity of being. The natural world is
liberated only when the sun "throws its slapfing ray on it",

which then causes the "marvelous life™ to manifest itself

fully; 1t will neither "shine" nor "tremble", but "will flare

'
V

~up and flash in blinding beauty". , \ :

In an earlier poem written in the thirties, winter appears

R

’



/s

as a wicked witch whose "time is up". Here are a few verses

[3

from the delightful poem:

Not for nothing is winter raging. ' )
Her time has passed- A

Spring knocks at the window

And chases her from the yard.

Winter still bustles about
And grumbles at Spring.
She laughs in its face,
And only makes more noise

The wicked witch has become frenzied,
And having snatched up some snow, ~
She has thrown it, running away,

At the splendid child.

("Zima nedarom zlitsya") ;
(Gregg, p. 186)

v

?
* Winter also makes its infrequent appearance in a few meta-

phors sueh as "killed by the cold of existence" and "iron winter

1

breathed”lf but on the whole’TyutcheV was far more attracted to
the dynamic aspect of the natural world.
?hrough continuous reciprdca;}on with the diurnal world,
Tyutchev discerned that within it” flowed a life force, infinite
r

and timeless. The natural world spoke of unity in all living .

things, of the harmonious and beautiful Cosmos.

¥
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Chapter IV

The Night

The night in-Tyutchev's lyrics is grand, awesome, seductive
yet terrifying, for it {is mag's link with primordial Chaos,
éhe essential reality. It is a protean and fertile realm
which holds the key to the secrets and mysteries of the universe

the poet so longed and so endeavoured to unlock. The night

-offered the sundered Romantic soul temporary respite from the

burning rays of the sun; which made him painfully aware of the
insignificance of his earthly life, of the pressures of time

and space, and of the intellect's inability to permanently merge
with the infinite. Only at night, when the night side of man
merges with the night side of the universe, does the poet's
craving for OQeneés and spiritual harmony become even partially
satisfied. When the soul lives oné life with the nocturnal-
elements; it either plunges into the "nameiess abyss" of the
night and comes face to face with the painfdl metaphysical
truths of being, or soars into the starry firmament and there

discovers a world of visiod, which ultimately leads to communion

with nature. The night will be investigated under three headings:

the night as mirror of the self; the dream as source of poetic
inspiration; and the night as means of communion with the
infinite.

René Wellek, '1n Concepts of Criticism, writes:

All great romantic poets are mythopoeic, are symbo-
lists whose practice must be understood in terms of
their attempt to give a total mythic interpretation
of the world to which the poet holds the key.l

¢

4’/
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Tyutchev not only persohffies the natural world but weaves a

\tapestry of myths expldining the grigins of the universe and

1

man's place in it. As we have seen, nature is not only anthro-

pomorphized but is also symbolic of’a higher realm of life, the
~
Cosmos, "a slight‘énd precarious spark of ordered beauty"™ in

the vast abyss of Chaos, the fundamental reality. The nig@t

will: be analyzéd in the context of these myths, as agent of
terri1fying but native Chaos, which gives birth to both the

Apollonian and Dionysian strains in nature and in man.

@

The Fall from Nature -

Man was once a member of the natural world, a harmonious,
being who spoke its "unearthly tongues" and believed\in the
importance of "marvellpus fancies". Man, however, began
ignoraing the faculty of‘the imagination and concentrated on
developing thought instead, with the result that he fell prey
to self-consciousness. By becoming aware of himself as a
being separate from the world around.him; he thereby introduced

disharmony into the natural world. Nature does not know con-

v

sciousness and therefore will be a harmonious being, even in

discord:

There is a melody in seawaves,
A concord in the elements' quarrels, .
And a mellifluous musical rustling
Runs streaming in rippling rushes.

There is a steady system in all,
Full consonance in nature;

It is only in our phanthom freedom
That we sense discord with her.
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Whence and how has discord arisen? .
Why does the soul not sing . .

In choir with the sea, why does
This thinking reed complain?

P £

("Pevuchest est v morskikh volnakh") )
(Zeldin, p. 109)

elf-consciousness alienated the "thinking reed" from nature, -

a

and only by merging with the latter could he free himself of
this burden. Strémooukhoff states that the major theme in
Tyutchev's work is the desire to escape ;rom the empiric self:

3i nous voulions chercher le théme central de la

poésie de Tioutcheff nous pourrions le dé&finir .
comme le désir d'échapper & soi-méme, 3 son moi

empirique . . . Tioutcheff veut s'oublier, il

té&che de s'échapper, soit dans les régions les

plus profondes de son @me . . . , soit enfin et

surtout dans la ﬁature . . . C'est une_nature

inséparablement 1liée 3 la vie humaine. 3

&
'

N )
'And this aspect of Tyutchek's sentiment of nature, man's 1n-
exorable bond with the natural world, will be 1investigated in

.the myth “the poet created to explain the nature of his universe.

The Myth of Day and Night

'

N
This Romantic poet perceives life in the Q}verse as an

eternal struggle between two primordial and polar  forces,
. Chaos and Cosmos, which manifest themselves in the hatural
world as day'and night. The quintessence of Tyutchev's

Weltanschauung is the poem "Day and Night", which is not about -

A aiS

L
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Upon the world of mysterious Spirits, 4 .
Over that nameless abyss,

A cloth-of-gold pall has been thrown

By the lofty will of the gods. .

Day 1is this shining cover-

Day, the animating power of earthlings,

The healing power of the aching soul,

The friend of man and gods.

But day darkens-night has set in;
It has come-and from the fatal world
It throws back, having snatched away,
The beneficent cloth of the pall. .
And the abyss is exposed to us
i its fears @and fogs; *
And tHere are no barriers between it and us-
That is why night is terrible to us!

/

{("Den i noch") .
(Gregg, pm 101-102)

The day, by-wirtue of its life-creating powers--"the
animating power of the earthlings", "the healing power of +the
aching soul"--is emblematic of the mythological Cosmos, a realm

&
of slight and beauty, order and harmony: light is '"the creative

force, cosmic energy, irradiation".5 However, as visually |
- resplendent as the day may be, it is but a "cloth of gold pall",
a temporarg cover, an offering of the gods to‘appease man, to
hide and p}otect him frO@ the abyss that lurks below. The
theme of £he empiric world as magnificent illusion is taken up
in another poem "Malaria". This time the subject of the poem ' --
1s the natural world, depicted as an earthly paradise, where
everything breathes og evil andzdeath:
I love the wrath of God! I love
That mysterious evil poured out in everythinhg- ~ -
In flowers, in the clear glasslike spring-

Both in rainbow-golored-rays and in the very sky of Rome.
Still the same high, cloudless firmament,

Still your bosem lightly and sweetly breathes in the same way:

Still the same warm wind sways the tops of trees;

Still the same smell of roses, and all that is-Death: . . .

'

{
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Who knows, perhaps there gre in nature sounds, :
Fragrant odors, flowers, and voices, -

Harbingers for us of the final hour . ,

And sweeteners of our final agony. .
And by means of them the fatal emissary of the Fates,
When he surmons the sons of Earth from life,

Conceals from them his terrible arrival, ) v
As with a light fabric -he screens his image! "

N , ("Mal'aria")
. . ~ {(Gregg, p. 74) ‘o

The poet 'interprets the natural world as being essentially evil <l

/

because everything in life eventually leads to death. All in .
nature--the clear sky, flowers, fragrances--is an illusion;

the only reality is that of theaabyss and its emissaries-- ©
evil, death. ) ! . ~j

The night, in contrast to the beneficent and friendly day,

: -

instills fear and terror into man. Not only does it violently
cast off the Jcloth-of-gold pall" of the day and thus manifest
its physical superiority, but by doing so forces man to face
the horrific reality ofuthe "nameless abyss", peopled by living
'fogs and fears.
As terrifying as.the night may be, man is néveftheless

drawn to it. In another niéht poem, written ten years later,
the night becomes-holy, as it was for the German Romantics: .’

Holy night has risen into the firmament

And has rolled up the comforting day,

The kipd day, like a golden pall,

A pall thrown over an abhyss. o
And like a vision, the outer world has departed « oo
And man, like a homeless orphan,
~Now stands powerless and naked,

Face to face with the dark abyss.

He is hurled back upon himself- ’

The mind is abolished, thought is orphaned-

He is plunged into his own soul as into an abyss;
And from without there is no support, no bourn . . .




iAnd all that is bright and alive

Seems to him like a dream long since past . .

And in this alien, indecipherable, nocturnal (element)
He recognizes his native legacy.

("Svyataya noch na nebosklon vzoshla") .
[ (Gregg, 'p. 102)

<
3

The night is terrifying and holy because it reveals to man
painful metaphysical truths about -his origins and those qf the
universe.r When man descends to the depths of being, he dis-

covers that the seeds of night and day are planted in him.

,During the day, when man is blinded and deceived by the physi-

- - \

cal splendour'ﬁf the diurnal world, he assuples that the empirical
world, as perceived by the senses, is the real world. Howevef,

when_the night descends upon the outer world, not only does
> ¢ )

reality as he knows it disappear, but that in him which cor-

responds fo the empiric world, his faculty for thought, also
deserts;him. Thus cosmically and painfully alone, man must

. . %
come to terms with the knowledge that the 3byss exposed by the
. ; b

night is nothing less than his own unconscious, firmly embedded

in the irrational: . -
. -

And in this aiien,~indecipherable, nocturnal {(element)
He recognizes his native legacy.

I

Tyutch&v origlnai;y called the above poem "Samopoznanie'" or

"Self-consciousness", which is completely in keeping with its

underlying symbolism. ) -

i fo
. The image of the erphan, helpless and powerless before the

grand spectacle taking place before him, masterfully conveys

’

the existential horror and primordial terror%ff being deft

alone to face the unknown. Man is isolated and completely cut
‘ )

s '
A kel
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off from life as he kgew it; what was‘qpce real, "Bright and
alive” (an aflusion to the Cosmos),'is now a dream and the
only‘reality is the dark crevice yawning;before him: "

Much of the imagery in "HoYy night" initially appeared in

) ; C . . .
the profoundly pessinistic "Insomnia", written approximately
AN

twenty years earlier. The boet interprets the monotonous
striking of the clock at midnight as the night narrating the
tragic tale of the transiency of human life:

Mondtonous striking of hours-

The wearisome tale of the night. -

Their language, like conscience, is foreign .
To all while heard by each. . '

- Has one of us griefless heard,
Amid universal silence,
The mute moans of time,
The voice foretelling farewell. . :
Qurs is an orphaned world, )
Caught by unbending Fate,
In our battle with all of nature (
Abandoned to ourselves. Y

Our life is there before us,

A phanthom on the marge of earth;
Like both our time and friends,
It pales in distant twilight.

A new, a young generation

Meanwhile has bloomed in the sun, 4
As we our friends and time
Pass to be forgotten.

A rare metallic funergal

Voice performing a m&urnful

Rite at the midnight hour : N
Sometimes wails for us. .

t

. ) ("Bessonnitsat)
. (Zeldin, p. 31)

N

The night repeats over and over again, gnawing away at man as

a . 2
persistently as his conscience, that death is at hand. The
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poet is so sensitive to the passing of time that he interprets

one night as a temporal abyss. By morh;ng, he fears, his llfe
" will be lost in oblivion; only a trace of it will remain in the
form of a phanthom.

Loneliness, isolation and alienation are motifs running
through many of Tyutchev's poems. Man, by severing the umbili-
cal cord joining him to the natural wogld, sufferéd a threefold
tragedy. ©Not only was he alienéted from naturg, from his fel-
low man ("You saw him in high society's world", "My soul,
Elysium~sf shadow"), but also from his vefy own self Q"O, my
prophetic soul"). The poet‘s biographer and sop—in—law,

I.S. Aksakov, wr%Ees that Tyutchev coula not - bear tb be alone
gnd; as much as he may have despised "high society”, he could

@‘ l <
not bear to live without it. In a letter to his wife Ernestine;

,

F.I. Tyutchev describes how loneliness affected his mental

state:

\ Yesterday, the loneliness I so feared was on the
contrary beneficial for me. A kind of calm took
gver my soul. I did not feel that absurd

nelepaya) and horrible anxiety (toska) which
changes every day of your life into the final one
of a man condemned to death.?® )

o

Being a}one allows man to coﬁtémplate fhe self, the abyss
in his soul, and the more he does so, the more seductive it
bé%omes for him. It ié an attraction based on desire and
fear, because the aay side of man, or his ¢onscious self,
fears the irratiomal, whereas the night side, or hié'uncon—
scibus self, seeks out the force that will liberate it from

the confines of diurnal life. The conflict is resolved only
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at night, when the unconscious awakens and the conscious lays

dormant. The third in the night cycle of poems describes the

N

suffering endured by a divided self, as the day side shrinks
away 1in horror from the call of the night wind and the night
side eagerly responds to it:

Why are you wailing so, night wind?

Why do you keen and cry so wildly?

What does your strange voice signify,

Now silent in grief and now in grief roaring?

In a language the heart alone comprehends a

You rummage ‘in, the heart and, rummaging, ) .
From time to time explode these frantic tones.

Of ancient chaos, of primal chaos!

How avidly the night-socul's world .

Hearkens to its favorite tale!

It strives to escape its mortal breast,

It thirsts to merge itself with infinitude.

O do not rouse the storms that now are sleeping:
Chaos still is restlessly stirring beneath them.

("O chyom ty voesh, vetr nochnoy") ’
. (zeldin, p. 48)

3

Man's day side; or conscious self, is aware that at»the
root of all existence lies Chqos, and that within man dyell
"sleeping storms" ready to erupt. Man's niqht side, or his
unconscious, on'the other hand, hearkens to the call of the
night wind and tears itself away from its "mortal breast" to
‘merge with "ancient native Chaos". Man's conscious self,
governed by_the faculty. of reasoﬁ, eschews all knowledge that
cannot be coghized intellectually, whereas the unconscious
yearns to break away from the confines of thought and merge
with the infiﬁite, whigh can only be p?rceived intuitivély.

The poeteoften belittles man's empiric self for its in-

ability to commune with nature; thought and reason are but a

\
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"Blaything and victim of praivate life", "insignificant life",

~

a "thinking reed". The latter is condehned by Fate, another .

agent of Chaos,, never to participate fully in divine life. As

v

illustrated by the poem "The Fountain", man is allowed a
glimpse of "the forbidden heights", but the experience lasts
no more than a mere momen?®:

How like unto a living cloud

The radiant, sparkling fountain writhes; '
How its damp smoke first blazes up,
Then burns to powder in the sun.

It rises beam-like to the sky,

It touches the forbidden heighgs,
And tHen is fated to fall to earth
Anew in fiery-tinted ashes.

s O tascade of mortal thought,

0 inexhaustible cascade!

What law beyond our understanding .
Impels your striving, then casts you down?
How avidly you dart to heaven! D
But a fateful hand, hidden from sight,
Refracting your persistent bean,

Gleams in the spray from heights above.

("Fontan") ‘ .
e (Zeldan, p. 57)

~

The same theme appears in "The buzzard rose from the. glade”,
where man's fate is contrasted with that of a buzzard who has
the ability to soar and consequent%y disappear into the hea-

vens, whereas man, the "emperor of \the earth", remains rooted

i

to the ground. /
The unconscious, on ¢he one hand, suffers great pain

during the day, because the light of the day makes man pain-

fully aware of the limitations of the ego:
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O, how piercing and savage, .

How hateful to me are the noise .
The noise, the movement, the -talk, the cries,

Of this fiery young day - ‘

O, how crimson are its rays,

How they burn my evyes!

("Kak ptichka s ranneyu zaryoyu")
(Gregg, p. 89)

The intuitive self’has tasted of the divine ("A Flash of Light") \
‘and begs the night for solace and comfort:

Night, night, where is your shelter,

Your soothing shade and dew?

- . : (Zzeldin, p. 51)
However, as seen in the chapter on the seasons, the poet does

love the world’of the senses ds represented by the day. A part

. of him desires to live a life of ‘passion and love ®*while an-

other yearns to liye the life of the spirit:

O you, prophetic soul of mine,

O héart o'erflowing with anxiety,

O how you struggle on the threshold
Of what does seem a double life'!

You are a dweller of two worlds: .

Your day is painful and passionate, .
And prophetically vague are your dreams,

Like revelations of spirits and ghosts.

Let fatal passions rage and riot
In my afflicted, suffering breast:
My soul is ready, like Mary, to cling R "
Forever to the feet of Christ: .
("O'veshchaya dusha moya")
. (Zeldin, p. 93)

¢ ~

Because the days are "painful and passionate" and the nights
“prophetically vaque", "like revelations of spirits and . '

ghosts", the pdet feels he is constantly living on the edge of

an abyss. By turning to the night, Tyuichev does not

*
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necessarily reject the world of the day, but sooner places

greater value on the spirit. The following commentary on

Novalis' Hymns to the Night could easily apply to Tyutchev's

own poetry of the night:

"To love the Night is to love the -spiritual in man,
which, though, for a time joined .to man's body,
will someday be released, and will pass from the
daylight of early existence into the light of
eternal life.? '

~
o

The night offered Ty&tchev's "prophetic soul" refuge from the

demands of the day and, by removing all "covers" and "illusions"
of diurnal life ("Day and Night", “"Malaria"), exposed the.

rich and fertile realm of the unconscious, which for the German

Romantics was man's lifeline with nature:

L'inconscience des romantiques . . . est la racine
méme de 1'8tre humain, son point d'insertion dans
le vaste processus de la nature. Par luil seul,

nous restons en harmonié avec les rythmes

cosmiques et fid&€les & notre origine divine.

' Ay

|

)

Only by turning to the night, home of the unconscious, does |
! R

the’night siﬁe of man live one ii#e with nature. Only then
~ I

dgés he rid himself of the lonelihess and anguish that so

|

characterize his diurnal existenje.

‘her life when released from,
I

]
. the confines of 'the day, 'but so does the natural world. Night

Not only does man live a ri

N

. is the dream of nature:

A minuit commence la "vita nuova", je veux dire
le chaos dans la nature et le chaos dans la
conscience, et en méme ‘temps se cé&labrent les
noces de la conscience et de la nature.?

-

writes V. Janké&lévitch, an authority on German Romanticism.

. -




In the following section, I shall show how the dream, or
. b
the marriage between the chaos 1n nature and the chaos in the

unconscious, guides the poet to a world of vision which
. £ ,
nourishes the poetic imagination and fosters spiritual 1life.

The Dream

r
Al

In Tyutchev's mythology, the collective unconscious comes
to life only at ﬁight, when it is liberated by the dream of the

natural world. Upon awakening, it manifest§ its liberation

vocally, in the form of a marvellous roar:/ '

A veil has descended upon the diurnal world;
Motion has been stilled, toil fallen asleep.
. Above the sleeping town, as in forests crests,
A strange nocturnal humming has begn roused.
/
Whence does it come, this incomprehengible humming?
Is it the fleshless, heard but invisible world
0f mortal thoughts emancipated in sleep
That now is swarming in the chaos of tﬁe night?

("Kak sladko dremlet cad temnozelyonyy")
. (zeldin, p. 55)

The journey to the world of vision begins when the earth is"
enveloped by an ocean of dreams, which seems to siqnal to the
elements that they are now in charge. They beckon ﬁan to
-embark a magic skiff whose course 1is guided by another agent '
of Chaoé, the sea:

Just as the ocean embraces the globe of the earth,
Just so is our earthly life encircled by dreams;
And then night cdmes, and with their sounding waves
The elements strike against its shores.

Its voice compels. us and beseeches.

A magic skiff already stirs at the wharf,
The tidal water swells and quickly bears us
Into dark waves' immensity. -

. © . ("Kak okean obemlet shar zemnoy")
' {Zeldin, pp. 35-36)

s
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In the following section, I shall show how the dream, or

the marriage between the chaos 1n nature and the chaos im the
unconscious, guides the poet to a world of vision which

nourishes the poetic imagination and fosters spiritual life.

The Dream

In Tyutchev's mythology, theskollective‘unconscious comes
to life only at night, when it is liberated by the dream of the
natural world. qPon awakening, it manifests its liberation
vocally, in the form of a marvellous roar:

A veil has descended upon the diurnal world;
Motion has been stilled, toil fallen asleep.
Above the sleeping town, as in forests crests,
A strange nocturnal humming has been roused.

Whence does it come, this incomprehensible humming?
Is it the fleshless, heard but invisible world

Ofr mortal thoughts emancipated in sleep

That now is swarming in the chaos of the night?

("Kak sladko dremlet sad temnozelyonyy")
(Zeldin, p. 55)

1

The journey to the world of vision begins when the earth is
enveloped by an ocean of dfeams, which seems to signal to the
elements that they are now in charge. They beckon man to
embark a magic skiff whose course 1is g%;ded by another agent

of Chaos, the sea:

Just as the ocean embraces the globe of the earxth,
Just so is our earthly life encircled by dreams;
And then night comes, and with their sounding waves
The elements strike against its shores.

Its voice compels us and beseeches.

A magic skiff already stirs at the wharf,
The tidal water swells and quickly bears us
Into dark waves' immensity.

("Kak okean obemlet shar zemnoy")
L/ (Zeldln, pp. 35-36)
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éhaos, as in "Why are you wailing so, o night wind" and

5

"Insomnia", chooses to manifest its will vocally and, because
it has to coerce man to fulfill its wishes, one can conclude
that man must first battle the nocturndl element, experience

terror and horror before he is allowed to partake of a life

of creation.

In the above poem, the journey ends 1in a realm permeated
with beauty, harmony and tranquility:

The celestial vault in starry glory

Cryptically watches us from out its depths,

While we drift ever onwards, a flaming abyss
On ‘every side encircling us.

(Zeldin, p. 35)
Stars play an important role in the poet's nocturnal
imagery. The lone star "as a light shining in the darkness"

is a symbol of the spirit,lo and this Romantic poet writes that
he would like to be a star not at night when he would be

visible for all to see,

But rather by day when, hidden as though
By smoke in the scorching rdys of the sun,
Like deities they brighter burn

In the ether invisible and clear.

4

("Dusha khotela b byt zvezdoy")

(Zeldin, p. 57)

Invisible, Ehe star is purer, more powerful, and in a cluster
they are linked with the idea of order and destlny.11 Further-

more, as Bachelard states in The Poetics of Reverie, "everything

which sparkles seeS".12 The "celestial vault in starry glory",

by virtue of "watching" man, puts an ‘end to his isolation and,

1]
as a result, suffering man is no longer alone in the universe,



/

he 1s no longer an orphan ("O holy night",:"Insomnia”), but

is at one with the unﬁverse. #hen théxgéavenly vault is re-
flected in water ("While we drift onwards,, a flqming abyss on
every side encircling us"), the feeling of union and harmony is
intensified, because both abysses merge to form one whole:

The sky is then for the water, the call to a com-
munion in a verticality of being. The water|which
reflects the sky is a depth of the sky.l3

The image'of the starry firmament reoccurs: in "The'Swan",

where the poet contrasts the fate of the eagle with that of

i

the swan: J

Let the' eagle flying beyond

The clouds greet lightning flashes
And with its staring eyes’

Drink in the light of the sun.

No fate is more to be envied
Than yours, immaculate swan-
Divinity has dressed you *°

In features as pure as yourself.

Between the twin abysses
She nurses your-allseeing dream;
) You are everywhere surrounded
\ By the glory of starlit creation.

(Zeldin, p. 35) .

)
¢

Symbolically, the eégle is linked with the sun and the masculine

¥
[

.principle, whereas the white swan is identified with the night
and water. However, the symbolism of the latter 1is rather
complex. In literature and poetry, as Bachelard points out,

the white swan suggests chasteness and immaculate whiteness,

but he sees in the image a deeper meaning, hermaphrodism:

. - . since in its movement and certainly in its !

long*phallic neck it is masculine yet in its round,

silky body it is feminine. In sum, the body always
points to the complete satisfaction of a desire,
[ - '

o
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the swan-song being a particular allusion to desire ¥
which brings about its own death.l4 \

9

The poet does not envygthe powerful and courageous eagle,
soaring into the heavensiand drinking in the light of the sun;
flight itself does not attract him. He prefers the feminine,
the unconscious, the fate of the swan, floating passively in
the starlit night. _éhe swan ha; transcended flight; it is
expressive\gf a god-like state 6 divine purity wh}éﬁ/penetrates
and takes over the poet's entire Pelng, as he,hlmself floats

through the "twin abysses" ‘of the\night. The latter exists
~ ;
not only as an extexior reality but as the topography of his

T e

v ‘ -
own soul. As Bachelard states: | =

1/

The redoubling of the sky in, gbe mirror of the
waters calls’'the reverie to-a greater lesson.
Isn't this sky enclosed within our own souls?

In "Silentium", Tyutchev offers a reply. The‘poet in-

structs man on how to cultivate the spirit which lives one

life with QSe stars and the moon. The flrst step is to remain

silent and lxiién to the rhythm of vouﬁ 1nner world:

Be silent, be secret, hide } )
Your secrets and your dreams.
Deep in the depths of your soul
Let them mutely rise and sét,
As clear stars do in the nAight:
- Admire them and be silent
Co (zeldin, p. 42)

7
-«

He writes further that your™ fellow man is incapable of under-
‘ A
standing the language of your heart and, moreover, you yourself

are incapable of expressing in words your own feelings and
” v AY

dreams. Man can find spiritual nourishmeqt in hi$ own soul,
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¢
but first he must block out the world of the senses and then
concentrate on listening to the lénguage of his own heart:
Know how to live within- ~
Your soul contains a ‘world
Of mysterious, magical thoughts;
The outer tumult stifles,

The beams of daylight blind; .
Hear their song and be silent. .

,, ("Silentium") N
- (Zeldin, p. 42) ®

Of the five senses, two are of major importance in
‘Tyutchev's sentiment of nature: hearing and-sight. We have
seen that when Chaos displays its dark, ominous side, it does
so vocally, in the form of strange, cac/ophbnaus( sOundé,
whereas when itl reveals its light side it does so through

vision. In,Tyutchev's translation of Schiller's Song of Joy

" leads to the heavens, to

ilence, howeyer, is very much a language

iSion", Tyutchev states clearly that the dream is

~—

a source of poetic inspiration and that this visitatiqn from
. / ,
/ ! . . -
the gods occurs at a "certain hour of universal silence":

There is a certain hour of universal silence in the night; =t
And at that hour of apparitions and miracles ‘
The live chariot of creation B
Rolls openly through the holy house of the heavens.

Then the night thickens like chaos on the waters;
Oblivion, like Atlas, oppresses the land-
Only the virgin soul of the Muse
Do the gods stir in prophetic dreams.
("Videnie")
: (Gregg, pp. 42-43)

L]

The theme of night as the time of apocalyptic vision reappears

&

B

o — _—
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in "Just as the ocean embraces the glok;é of the earth", "The

¢ ,
"gay day still sounded", "You saw him in the mundane spheres",

and !'In crowds of people, in the hurly-burly of ‘the day". In
the latter two poems, the poet likens himself to the moon, a
"wizened cloud" by day( and a "light-flashing cloud" by night.

The second® stanza of "In crowds of psople" suggests that the

poet is an instrument of God, also implied in "The Swan":

Look, ,how in the daytime the lustrous moon, mis‘tily white,

-

Barely glimmers in the sky,
But when Night comes, upon pure glass -
The fragrant amber oil- will pour.

{"V tolpe 1yudey, v neskromnom shume dnya")
) (Gregg, p. 43)

The image of the holy o0il is also founds in "Poetyry", where
Tyutchév expresses Ithe view, shared by the English Romant:,ics,
Blake and Coleridge, that poetry, or creative activity, is an
act of God:

Amid the thunders, amid the fires, |
Amid the seething of our passions, )

;.ln elemental flaming discord,

rom heaven she flies down to us,

Heaven-sent to the sons of earth,

An azure clarity in her gaze.

And over the mutinous rioting sea iR
She pours her reconciling oil. )
{("Poeziya")

(2eldin, p. 74)

Dreams in Tyutchev's poetry are oftgn linked with the
B t

I4

nocturnal sea ("Just as ocean encircleg the globe of earth",

’

"We followed our sure path", "How beautiful you are, night sea"),

which is not surprising when one considers that the séa is
4 ’ .
symbollzc of both universal life and® of the collective uncon-
{

.
w

SCJ‘ous.l6 The poet 1_’oveé the sea as much as nature itself.

.
! ' L../ .
3 L]
:
.
.
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He loves the life it exudes, the "marvelous power", 1ts

sensuous whispers "full of caresses and Tove", "its turbulent

-
v

groans". The sea seems to have a tremendous power over the

poet perhaps because af its expansiveness, the limitledsness

[y

of its wafers, and it is no wonder that Tyutchev chooses to

e

bury his own soul in the "wild abyss": ' )

Not a ring, as a sacred gift,

Did I drop into your rippling surface, .
Nor was it a—prectousstome—— o

« That I buried in you- . »
No, at a fateful moment, ‘%

Attracted by a secret charm,
I interred a living soul"
In your depths.

("0 volna moya morskaya") ] ]
(Gregg, p. 182)

The sea holds one more attraction for the poet; it is in

some way related to the creative process. In "A Dream at Sea",

-

the stormy sea gibes birth to and eventually destroys the

visjion it creates:

a \ *
BotH the sea and the storm rocked our skiff;

Sleepy, I was abandoned to the full caprice of the waves.
® Two infinitudes were within me, A

And willfully they played with me.
Around me, like cymbals, resounded the cliffs.
The winds replied and the waves sang. \
I flew deafened in a chaos of sounds,
But abdve the chaos of sounds my dream was swiftly borne.
Sickly bright, magically mute,

1 It blew lightly over the resounding darkness.
In the rays of my fever it unfolded its world-
The earth shone green, the ether grew bright-
Labyrinthine gardens, palaces, columns; .
And myriads of silent crowds swarmed. .
I recognized many figures, unfamiliar to me. 3
I saw magic creatures, mysterious birds .
Across the peaks of creation I strode like a god,
And under me the world shone motionless.
But through all the dreams, like the wail of a magaician,



I heard the roar of the ocean's abyss,
And into the quiet domain of visions and dreams’

Burst the foam-of the roaring waves. ,
. X ' v

("Son na more")
‘ (Gregg, p. 96)

The poet speaks of two infinities trifling with man: _ the

v * A g

first is the sea, capricious, willful and above all impregnated

with cacophonous sounds; the second is the dream, a sequence

Y

of stunning yet bizarre images, characterized by the complete

absence of any sound or movement. The first eight lines

A v
express the theme, describe the first reality and '‘state the

conflict; the next ten lines describe the dream; and the final

. )

four lines resolve the conflict.

Tyutchev's lyrical hero s in a skiff, in the midst of
A . f
.Inspite of the pandemonium of jarring noises produced by the

a”
a storm at sea, completely at the mercy of the sea waves.

storm, the sea waves stillup%nage to rock the persona to
sleep, and by doing sO release the dream. Daniel Laferiére,
in his article '"Subjectivity and Symbolism in Tyutchev's 'Son

na more'"™, points out that the persona in the dream is not the

same one lying 1in ‘the skiff:18 . )

~

I lay deafened in a chaos of sounds, X
But above the chaos of sounds my dream was swiftly borne.

{
v

Another explanation might be that the poet is treating the two
different selves in his soul as twqQ different personae. This

would be completely in keeping with the dualism pervading the
Romantic poet's lyrics, especially the night cycle of poemns,

o

where the struggle between the consciocus and the unconscious

.
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selves 1s one of thea major themes,

M

The dream that unfolds before the poet is a vision of

‘

light and beauty, order and peacefulneés, permeated with magic
and mystery. Whether the poet is author of the ViSlOn,'Br
whether it is a work of Chaos, 1s unclear (”fn the rays 5f my
fever 1t unfolded its dream"); but two things are certain.
First, even though the perséna 1in the dream rises to the status
of a god, he nevertheless 1s unable to control his surroundings;
he cannot sustain the dream, Secqndly, the dream, a Fource\of
creative inspiration, has 1its or;glns in the unconscious,
which in man as' in nature 1{ a domain of Chaos. .

Artistic creation, the poet seems to be saying, is a state

which controls the artist. His friend, Prince V.P. Mashcherskiy,

observed that Tyutchev "wrote versks as if he himself were not

T

aware of it; they formed 1in his mind at a given moment under
the influénce of a’ certain impression. . . . He did not know
what it meant to compose verses; they created themselves
he threw them down on a.piece of péper then, forgetting them,' s
dropped them on the floor and his wife would pick them up" (aé
gquoted by Gregg,‘l965, p. 28). . ,

We can summarize this section by saying tﬂat, for Tyutchev,
the artistic process, l1ke unron'with the infinite, as in "The N
Gleam", 1is anlephemeral state, or perhaps a divine visitation,
which has its origins) diregt or indirect, 1in Chaos, and man N
must therefore live with. knowledge that the dark, élemental
force does i1ndeed control all aspects of man's life, both ¥

spiritual and intellectual.
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“We have mentioned several times that the night for Tyutchev

~

-

' I . 3 . v

was, a means of)communicating with the infinite. A particular
L] N

.

time of day, dusk, wheﬁ day blends.iﬁﬁo night, was symbolic of

#

a pantheistic union with nature. The following poem describes

the metaphy51cal angulsh of \a divided soul becomlng one with

A 4
« .

the natural world: .

»

© Grey blue shadows merge, .
Color has faded; sounds are asleep- -
Life and movement have been resolved
Into the %remulous datkness, lnto a distant hum . . . .
The 1invisible flight of a moth 1s heard in the night air . . .

Hour, of unspeakable anguish
All is in me and I am in all . . . . .

{
Quiet darkness, sleepy darkness,
Pour yourself into my soul's depths;
Quiet, weary and fragrant-- TN -
Flood and quiet evaerything. %
Fill my soul to overflowing
With the mist of self- fofgetfulness
Letr me taste annihilation
Mix me with the sleepy world.

("Ten§/§i2ye smesilis")
' ’ .(Gregg, p. 86)

1

The first stanza delineates the physical world losing
definitien and blendihg with the night. Analogously, the soul

Breaks away from the confines of the body to merge with the

incorporeal world. As much as it yearés to become one with nature,.

the initial separation is nonetheless excruciatingly painfhl.

The second stanza depicts the experience as one of "self-’

forgetfulness" and "annihdlation". Gone is the fear of death,
J ’ .

Qf time and space; all is warmth, tranquility and fragrance.

Bécause of the preponderance of liquid imagerﬁi("pour"; "flood",
1

"overfiowing”, "mist"), the state of pantheistic urion is highly

¢ -

suggestive of being immersed 1in water, of being baptizeé. After

v e n p——

K



o e s i ot

§

r

¢

Vo

returning to the primal state and dying a phy51éalidcath, the

.

poet emerges spiritually reborn. 7 .

-
7

"Grey-blue shadows" 1llustrates that Tyutchev did possess

Cosmic Consciousness, a feeling of unity with the Cosmos. That

3

he entered the realm more than once is suggested by two poens :

“A Flash of Light" and "Certain moments in lafe". In the first
\

lyric consciousness of eternal life 12 likened to "an ethereal
stream of heaven . . . flowing through our veins”y and in thet
* T » . <
second to "the grageful moments of- the world's self-forgetting"

("On1 samozabvenit zemnogo blagodat").

Oneness with nature, however, was "no more, than one --burning

19

moment" during a "magical dream”. Permanent union with the
) ° 4

natural world would have meant sure death, and the night did '

7 '
[ .

not hold that strong an attraction for the poet to make him
take that final step. ~ ’ a2 .

. o

2

El
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\ . N.Conclusion

3 ' f X “
’ Tyutchev's%sentiment of nature is primarily an intuitive

a
N A2

‘response to, co%pled with an intellectual-awareness of, the
"natural world as.a living, ,spiritual whole. Intuition and

feellnd are the tools the pdet used to interpret the outer .
k]

v

world, and the senses the principal means’of cognition. The
poet's sentiment of nature is mevertheless philosophical

- LY '
because it is an attempt to présent nature from the following.

v

two angles. First, it offers'an interpretation of the physical
world; secondly, 1t 1s concerned with the relation between man

and the outer world.l The latter is a salient trait of nine-

' * v e ,
o teenth century Romantic philosophy.2 . .

-
.

7oA -
¢ / The poet perceives'the natural world in human terms: it

I~ -

has a tongue), soul and personality (as seen in the chapter o

. N ‘ )
, the seasons). Yet he senses in nature the presence of life

6ther than man's, infinite and eternal,, the harmonious and -

orderly Cosmos. The latter, however, s but a lone shipning

K u

star 1in the dark, éll:engulfing abyss of.Chaos, the fuqdamental

£ .~

geallty. This iF'the heart*qf Tyutchev's nature poetry: the
belief that man, like the‘natural wofld, 1s‘du€iis£ic; the
ﬁrlﬁcipal difference being that man is a divided being whereas
the natpral %orld is always who}e, always one. Thé dualism

inherent in all ‘life is expressed Ey the opposition of the day -

and the-night. . ‘ ,
' L

-

R e atad
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When Tyutchev looked upon the diurnal world, his visionary

‘eye penetrated the ocuter layer and beheld Cosmic 11fe flowing

through it. Thls throbbing life force manifested 1ts€lf in

the resplendegt light emanating from so many of' the physical

> N

world's members, and in the "overflow of [life" pulsating every-

where. Nature was in a constant state:of flux, fraught with

5

‘energy . ] - .
The light of the day, however, was also blinding. It was

] -
a constant remindex that the day ih man, or his empiric self,

o

is estranged from nature and subject to the~laws of time and

-

space. Thds the poet “turned to the night.

©

ﬂb the nocturnal world, Tyutchev sensed a force more power-
ot g
ful tHan the Cosmps, the amorphous and terrifying Chaos. from

A which *stems all life. The nocturnal elements are perceived

]

primaglly, though not exclusively, through the sense of hearing.

The night wind,vg§ means .of animal-like sounds, sings a tale-

\

of man's.kinship with Chaos, and a marvellous roar tells of a

AN

swarm of souls leaving the empiric world to merge with pPri-

mordial and native Chaos. The journey into the night, 1in effect

a descent into one's unconscious, takes place during the dream,

when the Chaos in man me¥xrges with the Chaos 1n nature. Some —

i
. . » . i
times it culminates in a realm of glowing stars where all 1s
' e

order and harmony. Here the poet finds spiritual nourishment

for his troubled soul and inspiration for the creative process.

hd v

«

Often man sinks to the depths of being where he faces loneli-
ness, isolation, terror. Regardless of whether man communes

with nature ("Dusk"), or descends to the depths of being




.
I - .
N \

(”Insomnih”’, the initial contact w1th the nocturnal elements
-~ &

-

Cis always painful and lnvolves great suffering. . ,

In the light yof man's intimate bond with tHe outer world,

a question comes to mind: How does nature react to man? For

%

. 5 N
L

. the most part, indifferently, coldly,

Nature is a spﬁinx. -Indeed, . i
Her testing undoes man the more

Perhaps because she never had

Nor yet has now,-'a riddle at all. . i

o

("Priroda-sfinks. I tem ona verney") , .
Y (Zeldin, p. 116)

-

even cruelly:
N
AN

Nature knows nothing ,about the past, ‘
Our phanthom years are, aliemto her, A .
And befgre her we vaguely recognize ourselves

1  To be only, the dream of nature '

Ome by one all her children \
Having completed their useless \terms, , .Q

'

She greets in the same fashion
With her all-devouring, pacifying abyss.

("Ot zhiznis toy, chto bushevala zdes")
. " (Gregg, p. 199)

~

Man must nurture the senses, cultlivate the spirit already
in him; only then will he realize that all the geauty of the
natural world lies in his very -own soul\("silentium"). Man
must work from the outer world to his own inner one, for nature
’ |

wlll not come to him.

v

Tyutchev's nature lyrics are for the most part pessimistie,
in large part due to the peet's owe personality. His letters
often speak of anguish, of\the fear of time and space which
could not but colour his perception of life. Nevertheless, he

still was able to appreciate the beaufy of the natural world.
\

e —— . m—
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A
His poems, Jboth of the day and of the night, magnificently.

4

convey she complek%ity of béiné, as exp?esseq,by the mystery

and seductivenéss of the night and the clarity and brilliance =
N

of the day.. Tyutchev left behind a rich legacy of nature poems

offering an emotionally and intellectually satisfying interpre-

L 4 R

tation of .man's relation to the natural world.,
. P
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AN -
- Charlier writes that one of the fundamental questlons
all philosophy poses and tries to answer is: JQue . .
connaissons—nous. du monde extérieur & nous? Quels .

rapports peuvents s'établir entre ces deux ordres de
réalités, le mol et le non-mo1?2"

" 2 F. Coplestone, A History of Philosophy, Vol. 7:
Fichte to Hegel (New York: Image Books, 1963), p. 27. )
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