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PREFACE

Evgenii Onegin occupies the central place among Pushkin's works.

It is his best known and longest, and the one that has had the greatest

influence on Russian literature as a whole., With Evgenii Onegin the poet

gave a new diménsion to Russian letters, at the same time using it as a
vehicle for social and literary criticism.

It is proposed to show in this thesis that while Pushkin decked
his "novel in verse™ in the trappings of the romantic movement, its
content is a rare example of vivid realism.

Romanticism is one of the hardest of literary terms to define,
largely because it was a movement of revolt; what it was in revolt against
was often easy enough to see, but what it favoured was not always too
clear. As with so many revolutions, the forms to which it ultimately led,
in this case realism, were not yet apparent in the original formless
upheaval. Realism itself, being an end-product, is much more easily
definable. |

Chapter I, therefore, is concerned with defining terms. Chapter
IT examines the novel itself in detail. Chapter III investigates the
"missing chapters”. Chapter IV separates the romantic from the realistic
elements. This will be followed by a concluding chapter summarizing the
more important findings.

All quotations from Pushkin are taken from Polunoe Sobranie

Sochinenii Pushkina (Moscow: Academy of Sciences of the USSR, 1948-54,

10 volumes). References to Evgenii Onegin, consisting merely of Chapter,
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Stanza and Line Number (e.g. I, i, 1-2), are appended directly after

the quotations. Other references to the Polnoe Sobranie are indicated

fully by Volume, Page Number, etc. (e.g. Vol. V, p. 202, vi, 14), also
appended after quotation.

References to works other than Pushkin's are indicated in the
usual fashion by arabic numerals and corresponding footnotes.

To Doctor L, J. Shein, Chairman of the Department of Russian,
McMaster University, I owe my gratitude for many kindesses during my
two years in the Faculty of Graduate Studies.

I am also deeply indebted to Professor D. J. Jones, Department
of Russian, McMaster University, without whose understanding help and
patient guidance this work would have been a chore instead of a labour
of live, and to Mr. T. Rickwood, Lecturer in the Department of Russian,
McMaster University, for his assistance and advice,

I would also like to acknowledge the generosity of the Government
of Ontario in granting financial assistance through the Graduate
Fellowship Program. |
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CHAPTER I

A SURVEY OF ROMANTICISM AND REALISM IN EUROPEAN LITERATURE

Bertrand Russell calls romanticism a revolt against the ethical
and aesthetic standards of its times. But he is quick to caution that
"the romantics were not without morals; on the contrary, their moral
judgements were sharp and vehement.,"l He notes that their preference
for all that is grand, remote and terrifying is characteristic, and well
exemplified by their pfeference for Gothic architecture.

Although the romantic movement originated with Rousseau, it was,
at first, as Russell points out, mainly German. The English and French
romantics were influenced by Kant, who taught at the end of the
eighteenth century in Goettingen, the Mecca of romantic poets. An
extreme and easily recognizable case, the Byronic romantic, is "violent
and anti-social, an anarchic rebel or a conquering tyrant.,"2 He is
characterized by unfortunate love, destructive passions, hate, resentment,
jealousy, remorse, despair, hurt pride and contempt for cowards. "The
romantic movement, in its essence, aimed at liberating human personality
from the fetters of social convention and social moralitya"3

Romanticism comes of age with the French Revolution and remains
undisputed master of the field in Western Europe at least, for about
half a centur&n Among the great authors to which the movement gave birth,

but not necessarily their final stature, one is bound to include Hugo,

1 Bertrand Russell, A History of Western Philosophy (New York:
Simon and Schuster, 1960), p. 677.

2 Ibid. p. 681.
3 Ibib. p. 683.




Byron, Balzac, Scott, Wordsworth, Pushkin, Lermontov, Gogol, Goethe,
Schiller, and Mickiewicz, as well as many composers and painters. The
ideas, principles and philosophies created in that period naturally
influenced the balance of the nineteenth century.

Realism, which replaced romanticism, owed much to it:
"romanticism does not die out in 1850, but branches out under different
names, like a delta.,"4 Jacques Barzun is undpubtedly right in adding
that what the romantics wanted was liberty for the individual within a
context of social order, as well as freedom of thought and religion
without superstition or‘biasn Having failed, they became disappointed;
their disappointment was expressed in realismo5

Alexander Herzen points out that the triumph of romanticism did
not mean that classicism had died. It had only heen forced into
different ways of expressing itselfo6 The principal boet'of this epoch
was Byron, while Scott and Chateaubriand were delving into Gothicism
for inspiration. At the same time, Voltaire and the Encyclopedists had
become the direct heirs of Roman and Greek thought. The two trends,
then, existed side by side. When a new trend appeared, around 1830,
the romantics saw it as being realistic, while the classicists saw in it
idealism. Neither of the two older movements made any attempt to combat
the new one. The classicistsbbelieved that it would fall apart from

being too idealistic; the romanticists thought it would perish because

4 Jacques Barzun, Classic, Romantic_and Modern (Boston-Toronto:
Little, Brown & Co., 1961), p. 99.

5 Ibid. p. 103,

6 A. Herzen, "Diletanty-Romantiki", in Fatherland Notes, 1842.




the public was not yet ready for it. The new movement, however, displaced
both classicism and romanticism, by exposing them for what they were:
"Just as classicism belongs to the ancient world, so romanticism belongs
to the Middle Ages. Neither can claim to govern the present, because
the present in no way resemblés the ancient world or the Middle Ages."7
Schiller, we may agree with Herzen, was a pure romantic, whereas
Goethe, drawn more to humanism, was saddened in his old age to see that
his really important works were ignored, while others were misunderstood.
"Goethe had been essentially a realist, like Napoleon and the whole of
our century; but romanticism had no faculty for the understanding of
realism,"8 Herzen goes on to point out a fact concerning Scott that
could well apply to Pushkin, that "one of the principal disseminators
of romanticism was no romanticist at all. His is the vital and
practical outlook of his country. To recreate the life of an epoch
does not yet mean to accept its one—-sidedness.,"9
Barzun asserts that romanticism was already dead in the early
1840's. The masses, according to him, had ceased to sympathize with
the movement some fifteen years earlier. He thus places the effective

decline of romanticism as early as the middle of the 1820's (when

Pushkin was writing Eygenii Onegin). It seems indeed, to use Barzun's

metaphor, that the romantic stream was quicker in Russia than elsewhere

to branch out, like a delta, into other channels.

7 A.Herzen, Selected Philosophical Works (Moscow: Foreign
Languages Publishing House, 1956), p. 37.

8 1Ibid. p. 47.
9 1Ibid. p. 48.



In a letter to his friend, Christian Gotfried Koerner, Schiller
says: ‘‘Certainly no greater words were ever spoken by mortal man than
these of Kant which represent at once the essence of his entire

philosophy: Determine yourself from within,"t0

Pushkin, presenting
Lenskii to the reader, emphasizes that the latter was a disciple of

Kant (VI, ii). He portrayé the young poet as one who dreams of liberty,
with a fiery spirit and an impassioned manner in his conversations. But
there is little doubt that Pushkin did not himself subscribe fully to
the idealistic romanticism of Kant or Schiller. Unlike the cosmopolitan
Schiller, Pushkin was a nationalist and a patriot, a fact illustrated

by his remorse over the tragedy of the Decembrist uprising.

On the other hand, in his essay "On the Sublime", Schiller says:

"Whoever inflicts force upon us denies us nothing less than our humanity.

wll

Whoever submits to it out of cowardice casts away his humanity. In

this respect Pushkin's life and works show agreement with Schiller.
Schiller, comparing realistic and romantic poets, calls the

realistic writers naive, because they were allegedly able to see and

describe Nature only as it appeared to them and therefore their field

2

of creativity was limited.1 The romantic poet, in Schiller's

. . . . . 13
estimation, 1s sentimental but also more creative.

10 Friedrich Schiller, An Anthology of Our Time (published and
compiled by Frederick Ungar Publishing Co., New York: 1960), p. 23.

11 Ibid. p. 24.

12 "Ueber Naive und Sentimentalische Dichtung™ in Schillers
Philosophische Schriften und Gedichte (Leipzig: Felix Meiner, 1922).

13 Ibid. p. 344.



For him a realist is "naive", since he lacks the intuition of
sentimentalityo14
By contrast, Pushkin abhorred sentimentalism, a fact which is

implicit in his Tales of Belkin. He soon outlived his early flirtation

with romanticism, i.e., Byron, and was essentially a realist. Hence,
we observe the tremendous gﬁlf between Pushkin the realist and Lenskii
the disciple of Schiller and Kant.

Pushkin was well acquainted with the works of Victor Hugo. In a
letter to Mme. E. M. Khitrovo (May 19-24, 1830) he says: "Hugo et
Sainte-Beuve sont sans contredit les seuls poétes francais de l'époque,
surtout Sainte-Beuve" (Vol., V, p. 289), But in a further letter, this
one written to M. F. Pogodin (first part of September, 1832), Pushkin
criticizes Hugo: "One thing that provokes me: I would like to expose
for all time the whole ugly baseness of contemporary French literature.
I would like to say just once, out loud, that Lamartine is duller than
Young, but does not have his depth, that Béranger is not a poet, that
V. Hugo has no life, i.e., no truth; that the novels of A. Vigny are
worse than the novels of Zagoskin."

One may surmise the Pushkin, who published nothing that did
not come up to his own high standards of craftsmanship, had soon
discovered the uneven qualit} of Hugo's output; yet in fact much of
his own theory was in tune with Hugo's: "Truth in art cannot possibly
be, as several writers have claimed, absolute reality. Art cannot

produce the thing itself."!d

14 1Ibid. p. 399.

15 C, W. Eliot, Prefaces and Prologues (The Harvard Classics)
(New York: P. F. Collier & Son, 1909) Vol. 39, p. 385,




It is quite consistent with artistic truth, according to Hugo,
to add fictitious elements to events that have actually taken place in
order to make them more vivid and better understood. The aim of art is
to revive history, with all the local colour and dramatic effects of its
times. In addition Hugo advises young poets to attune the drama of life
to the drama of consciousness, to place man in his own historical
environment. Pushkin in unlikely to have disagreed.

If only for the reason that Pushkin alludes so frequently to

Byron in Evgenii Onegin, we are bound to compare the two poets at some
length.

It is significant, as V. Zhirmunsky16 says, that "in contrast to
the classical poems, the romantic poems of Byron have the style

1

associated with novels.” The action is concentrated around one hero,
it describes his inner conflicts and affairs of the heart. The poem's
composition is characterized by a lyrical introduction followed by a
sudden beginning of action which takes the reader directly into the
heart of the story. The action is provided by separate dramatic
situations, which determine the pace of the story. In the remainder
of the poem we have short detached passages, which do not necessarily
deal with the situation, but provide food for thought. There is an
abundance of dramatic monologue, as well as dialogue, which deals with
the hero's feelings;. The poet's own involvement with the story is

emphasized by lyrical repetitions, questions and disgressions. It is

as if the poet were trying to identify himself with the hero's inner

16 V. Zhirmunsky, Bairon i Pushkin (Leningrad: Academia,
1924) own translation. p. 21.




feelings. "Byron more than anything has strengthened in the romantic
poem what may be called the centripetal force, the centralization of the
whole story—telling around.the hero, his inner experiences, which dominate
the action and, through emotional identification, become a lyrical
expression of the poet's own feelings.,"17

Lyrical digressions in the works of Byron are not self-contained,
that is to say they are not set apart from the main trend of thought,
"They develop inconspicuously from the emotional manner of the narration,
adorned by the subjective presence of the author, and in this manner

present those questions and exclamations which have received an

independent meaning in the composition and have occupied a more or less
18

)

separate place in the story."
The themes of Byron's poems were in no way original, The
romantic tale, unusual characters, and melodramatic situations, the
poetic elements associated with Byron, can also be found in
Chateaubriand, Walter Scott, Thomas More and in many other outstanding
writers of the end of the eighteenth and the beginning of the nineteenth
century. "But Byron, as the 'ruler of men's minds' of his generation
was able in his works to unite all the elements of the new art and to
present them to the reader in this form, which from this time on
governed their imaginations more strongly and acquired a kind of

. . . 1
canomical importance for the whole epoch.™ 9

17 Ibib. p. 23.
18 Ibid. p. 95.

19 Ibid. p. 98,



Byronic heroes are disappointed men. The poet gives detailed
descriptions of their emotional state, but not the reasons for their
disillusionment. The reasons, therefore, remain unclear. This problem
is magnified by the fact that they are not always similar nor seemingly

logical.

An echo of Byron's Childe Harold's Pilgrimage, as Zhirmunsky

points out, can be found in Pushkin's Kavkazskii Plennik, where the

prisoner declares that he is no longer used to happiness and his tender
emotions have turned to stone.zo This motive is also found in one of

the stanzas that did not go into the final edition, a confession by the

prisoner that he is satiated with the erotic delights of passionate

youth (Vol. IV, p. 496). Zhirmunsky cites for comparison various

passages in Canto One of Childe Harold's Pilgrimage: the hero's spending

"his days in riot most uncouth" (stanza ii, line 3); reference to

bacchanals in stanza vi and to carnal pleasures in stanza ii, and

especially stanza iv, line 7: "He felt the fullness of satiety."
Zhirmunsky sees this approach copied by Pushkin in Evgenii

Onegin. But as Barzun21 asserts (more correctly, one feels): "The

quick reception of influences, as shown in Pushkin's Byronism, is a

éign, not of imitation but of pre-established sympathy between minds

independently tending towards the same goals.”

Indeed, Byron and
Pushkin differ radically in the final treatment of their heroes. Byron's

e.g.. the Corsair and Lara, repent for their sins; Pushkin's Onegin,

on the other hand, although he felt remorse, never repented,

20 A. S, Pushkin, Kavkazskii Plennik, Part II, lines 66-67.

21 J. Barzun, op. cit., p. 98.



In 1825, Pushkin began writing an essay entitled "Classical
and Romantic Poetry", which, however, he never finished. In it, he
attacks Russian critics who, he says, base their opinions erroneously
on the writings of French critics and assume that a work characterized
by French sentimentalism or German idealism is romantic. Despite such
characteristics, he argues, some works belong rather to classicism.
For, according to Pushkin, only "those genres which were not known to
the ancients and those in which previous forms have been changed or
replaced by others"22 can be considered romantic.

After the destruction of the ancient arts, he declares, poetry
underwent a renaissance. '"Under the skies of Southern France verses
resounded in a Romance tongue.,"23 These verses of the troubadours had
had a profound influence on the development of modern literature. In
the new forms of literary expression (ballads, sonnets, etc.) "petty
witticisms have replaced feeling",24 while the signs of this degeneration
were to be found in the works of "the greatest geniuses of the present

times."

Among the pure romantics who had made a valid and lasting
contribution to literature Pushkin counts La Fontaine and Voltaire.
We can see from the above that as early as 1825, that is only

two years after he began writing Evgenii Onegin, Pushkin was outspokenly

opposed to the romantic movement. Small wonder then, that having

22 Own translation, vol., VII, p..33..
23 Own translation, vol. VII, p. 34.

24 Own translation, vol. VII, p. 34.
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established a reputation with such romantic works as Ruslan and Ludmila,

Bakhchiserayskii Fontan and Kavkazskii- Plennik, his later work,

reflecting a reaction to romanticism, was not properly appreciated.

For there can be no doubt that realism came into being as a
reaction to the excesses of romanticism. Among these were over-express-
iveness (which Pushkin criticized in Karamzin), unsuccessful attempts
at new forms, overemphasis on dramatic contrast and intensity, and
carelessness with facts. As Barzun states: "Irritated by all this,
the realists applied as their new criterion of the 'really real' the
denominator of common experience. Flaubert supplies the classic

example of Realism so defined and made into a method. Madame Bovary
29

is the bible of Realism just as Faust is the bible of romanticism.
Prosper Merimee, a reaiist of note, is of particular interest

in connection with Pushkin. AHe began his literary career as a romantic

and was, in his youth, strongly influenced by his friend Hugo. To this

period of his life belongs a collection of supposedly Illyrian (Serbian)

ballads, La Guzla, which were translated by Pushkin into Russian, on

the mistaken assumption that they were of Slavic origin-(they are better

known in Russian under the title Songs of the Western Slavs).

Merimee, who knew Russian, translated into French some of the
works of Gogol and Turgenev. He is also credited with introducing
Pushkin®s prose to the French public. He considered all three as

foremost exponents of realism.

25 J. Barzun, op. cit., p. 104.
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The works of Gogol, even his most mature, are not without
romantic traits - fantasy and a love for the supernatural - but they
are characterized chiefly by remarkable power of observation and a
keen sense of humour. Fantasy and realism are blended, as for example
in the Greatcoat, where he describes the plight of a clerk whose
greatest desire was the possession of a new greatcoat, whose ultimate
misfortune was its theft, an@ whose revenge was accomplished by his

ghost. In Dead Souls and the Government Inspector he explores dishonesty

in all its guises, exposing reality thoough the grotesque. In the words
of Mirsky: '"The caricatures he drew were weirdly and terribly like the

w26 Gogol himself, in a lecture on Pushkin, singles

reality about him.
out pity for all unfortunates as one of the great qualities of Russian
literature. Moreover,ritvhad been at Pushkin's urging that Gogol turned
his talents to writing stories based on Russian history and popular
Russian scenes. In this fact we have a clue to Pushkin's own intentions.
Turgenev, to quote Marc Slonim, was "a promoter of realism at
home, and an unofficial ambassador of Russian culture in Europe."27
He studied under Pletnev, a friend of Pushkin's, and published his

early verses in Pushkin's journal "Sovremennik." His first prose work,

A Hunter's Notes, was a realistic account of the life of serfs,

peasants and squires. Written in a "matter of fact" style, it is a
realistic picture of Russia's country life in the eighteen forties.

Mirsky calls Turgenev "a highly intelligent and creative pupil of

26 D. S. Mirsky, A History of Russian Literature (New York:
Vintage Books, 1958), p. 158.

27 M. Slonim, An Qutline of Russian Literature (New York:
Mentor Book, 1959), p. 64.
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Pushkin's. "Like Pushkin in Evgenii Onegin, Turgenev does not

analyze and dissect his heroes; he does not uncover their souls; he
only conveys their atmosphere, partly by showing how they are reflected
in others, partly by an exceedingly delicate and finely woven aura of
suggestive accompaniment - a method that at once betrays its origin in

a poetic novel."29

In all his works Turgenev displayed a mastery of
the realistic portrait devoid of caricature. Furthermore, it was
Turgenev who coined the term "superfluous man", so applicable to

Pushkin's hero Evgenii Oneqgin.

In 1830, Pushkin wrote a short note on the novels of Walter
Scott.30 In it he says: 'The principal attractiqn of Walter Scott's
novels is that in them we‘become acquainted with the past, not in the
manner of the excitable (enflure) French tragedies - nor with the
stiffness of sentimental novels - and not with the dignity of history,

31 Pushkin was also impressed by Scott’s

but in a contemporary manner."
independence in his refusal to flatter royalty.

Pushkin's note emphasizes two basic things: (1) that he did
not object to a modern interpretation of historical facts, as long as

they were not distorted, and (2) that the poet held in contempt

sentimental romantic writers. Pushkin thus declared himself a realist.

28 D, S, Mirsky, op. cit., p. 201.
29 D, S, Mirsky, op. cit., p. 201.
30 "Sketches, notes, conspects, plans™, vol. VII.

31 Own translation, vol. Vii, p. 329.
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Romanticism then, is a literary movement characterized chiefly
by idealistic cults, such as the worship of nature, and a subjective
presentation of facts. It appeals primarily to the emotions and the
imagination, and is often highly coloured by autobiographical material.
A morbid interest in the supernatural is also an element of Romanticism.

Realism, on the other hand, appears as a movement opposed to
idealism and stands for an objective fecounting of facts, with nature
cast in a neutral role and the supernatural all but ignored. Its

hallmark is the objective and unemotional treatment of reality.



CHAPTER II

EVGENII ONEGIN: A DETAILED ANALYSIS

As early as 1822, a year before beginning Evgenii Onegin,

Pushkin wrote: '"Precision and brevity - these are the prime merits of
prose. It demands thoughts and more thoughts, without them the most
brilliant expressions are of no use. Verses are another matter."32

The idea of writing a novel in verse Pushkin without doubt took

from Byron. There are several references in Evgenii Onegin to Byron

himself and to the hero of the Pilgrimage of Childe Harold. There is

also the letter written on November 4, 1823, to P. A. Vyazemsky: "As
concerns my pursuits, I am now writing not just a novel, but a novel in
verse - a devil of a difference. Not unlike Don Juan,"39

Pushkin started writing Evgenii Onegin on May 9, 1823, a year

after formulating his thoughts regarding prose writing. It is possible
that he did not feel himself practiced enough to use the exacting rules
he set for prose, or hé may have had other reasons. It is certainly
arguable that in literary history good verse precedes good prose. Verse
is essentially an exercise in its own various devices - "brilliant
expressions.” Precision and brevity are the least of its concerns.

However, even in the verses of Evgenii Onegin, as we shall see, Pushkin

worked according to self-imposed rules, shunning “poetic licence" and

achieving remarkable precision and brevity despite what has aptly been

32 Own translation, vol. VII, pp. 15-16.
33 Own translation, vol. X, pp. 69-70.

14
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called the encyclopaedic scope of his work.

The plot of Evgenii Onegin is very simple. It is a story of

unrequited love, set in early nineteenth century Russia. What holds the
readers attention then is not the plot, but its development. Verse,

from the point of view of content, is less formal than prose, and allows
the writer a much freer hand with digressions. In fact some of the most

beautiful descriptions and lyrical passages in Evgenii Onegin, and much

of the wider gamut of Pushkin's own views and feelings, are found in the
novel'’s digressions. All in all, digressions and descriptive passages

occupy in Evgenii Onegin more than two thirds of the lines, leaving only

one third to the plot itself. Prose, even by less rigorous standards
than those of Pushkin, could never allow such frequent departures from
the basic story. The poet, it seems, saw the advantages presented to
him by writing his novel in verse andlseized them with both hands.

The similarities between Don Juan and Evgenii Onegin are few.

Both novels are fictitious tales of contemporary life in stanzaed verse.
Don_Juan, however,'has‘only eight lines to a stanza, written in iambic

pentameters; while Evgenii Oneqin is written in iambic tetrameters with

fourteen lines to a stanza. In both novels the authors treated each

stanza a8s a separate unit. Enjambement between stanzas is a very rare
exception; in fact, Pushkin used it only ten times, each for a specific
effect, which would have been lost had it occurred too frequently. But

Evgenii Onegin differs in many more matters than it is similar to

Don Juan,
That Pushkin did not set out to imitate Byron is suggested

straight away by the fact that he called the main divisions of his work
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chapters ("glavy"), while the English poet used the term canto, both in

Don Juan and the Pilgrimage of Childe Harold. Both poets delayed their

plots and indulged in long digressions. But while Pushkin's digressions
are never far from the scenes of his plot and always in some way germane
to his argument, Byron often strayed far afield, as with his description
of warfare in Canto vii. For another thing, despite much sarcasm in it,

Evgenii Onegin is not truly satirical. It gives in fact an accurate

picture of contemporary Russian life (or rather that of Pushkin's own
class), whereas Don Juan does not portray Byron's own enviromment. The

ultimate impression produced on the reader by Evgenii Onegin is an

overall one, which depends a lot, because it is a novel, on the final
outcome; in Don Juan different impressions may be produced by different
parts, and remain quite separate from one another.

Because of its fourteen line stanzas, each with seven rhymes but

only four couplets, one is tempted to say that Evgenii Onegin is almost

a novel written in sonnets. On closer examination it becomes evident,
however, that the "Onegin stanza" is a unique creation. For one thing
it is not written in pentameters, for another the symmetry of the first
quatrain is different from that of the second. As if to confirm these

differences, Pushkin wrote in 1830 his "Sonnet™:

CypoBu#f LaHT He mpesupas COHeTa;

B HeM xap aw00BH [leTpapxa HU3LUBAIS
Urpy ero aw6ux tBOpel Makbera;

WM CKOPOHY MHCAB KaMO3HC OOJEeKak.

M B Hamu IHU NJIEHAST OH II09TA}
BopxcBopT ero opynuex usépal,

Korgza Braaw OT CYeTHOr'o cBeTa
[Ipupony OH pPHUCYeT HXeal.

Ilox ceusw rop TaBpuiw orrateHHOH
Tleper; JIUTBH B pasuep ero CTeCHOHHHH
CBOHM MEYTH MIHOBEHBI 3aKIINYATe

Y¥Xe ewe ero Ho 3HaIKW IEBH,

Kax zaa Hero yx LeanrBUr' 3alHBAJ
I'exszaueTpa CBAmEHHHEe HAIGBH. ' (vol. IIX, p. 167.)
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A modern Polish critic has written: "The sonnet is a kind of
a lyrical poem, which was not known to the ancients. It took its
beginnings in the Middle Ages, and probably for this reason, contemporary
esthetes consider this type of poem as part of romantic poetry, although
the actual symbols of romanticism are not a necessary part of it.veoeeoo
..In various countries, especially in England and Germany, except for the
name and similarity in shape, they had nothing in common with each other,
and in all of them the subject and purpose were chosen freely. Some of
them paint a live and strong feeling, others contain a description of
matters or actions which could have been rendered in some other type of
poetry, others finally - and of these sonnets probably the French have
the most - are only a toy for witticism or an empty way 6f showing off,"34

One of the best known forms is the Petrarchan sonnet. Although
it is not the original form, it was brought to its fullest development
by Petrarch in the fourteenth century. It is divided into two parts:
an octave, rhyming abbaabba, and a sestet, rhyming cdecde. There are
some Petrarchan sonnets with variations in the sestet, but there are
never more than five rhymes in the poem.

The Miltonian sonnet differs from the Petrarchan only in its
total lack of variety in the rhyme of the sestets.

The Shakespearean sonnet is divided into three quatrains and a
concluding couplet. Tts rhyme scheme is abab-cdcd-efef-gg or abba-cddc-

effe-gg.

34 W, Billip, Mickiewicz w Oczach Wspolczesnych (Wroclaw:
Ossolineum, 1962), own translation, p. 140,
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The Mickiewicz sonnets have three basic variations of rhyme
scheme in their sestets: efe-fef, efg-efg or eee-fff.

The Onegin stanza is writtem in iambic tetrameters and consists
of fourteen lines with a fixed rhyme scheme, according to the following
formula: AbAbCCddEffEgqg, where the capital letters denote a masculine
rhyme. All "kontsovkas" (final couplets) are feminine.

[~4
B. V. Tomashevskiigusays that if one were to open Evgenii Onegin

at random and read only a first quatrain, one would encounter a complete
syntactic as well as logical entity, serving as an introduction to the
balance of the stanza. Where Pushkin did not follow this pattern it was
only for some special effect, or because of a continuity of thought from
a previous stanza (see page 15),or for the expression of a lengthy thought
within the same paragraph. In support of these observations, Tomashevskii
points out that about seventy per cent of firsi quatrains are self-
contained, while the second and third quatrains are in the majority of
cases interdependent. Whenever the last two lines follow a full stop
they serve as a form of epilogue for the whole stanza.

The middle quatrains are characterized by their "instability",
with frequent changes in pace and ideas often emphasized by enjambements
and sudden halts in the syntax:

Cxaxure: Bawen xymoft
Kakxoe 4YyBGTBO OBJA&LEET. (VI, xxxiv, 8-9)

35 B. V. Tomashevskii, Literaturnoe Nasledstvo (Moscow: 1934)
vols. XVI-XVIII, p. 386,
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In giving a stanza separate sense identity, Pushkin employed many

syntactic manoeuvres, such as:

(1) anaphonic construction (repetition of an identical word or
group of words in successive verses):

Tau cKyka, TauM OOMaH HIb Opex;
B TOM COBECTH, B TOM CMHCJA HET.

(I, xliv, 7-8)

(2) syntactic parallels in sentence construction:

UeM MeHblle XeHUHUHY MH JHOO0HM,
Teu CoJrume HPpaBHUMCA MH eit,

K TeM ee BepHee ry6uyM

Cpelr O0COJABCTHUTEJABHHX ceTell,
PaszBpaT CHBalIO, XJZaIHOKPOBHHH
Hayxoit caaBuicA JXN06OBHOM,

CaM o cele Besxe Tpyba

¥ HachaxZaach He JN6A,

(Iv, vii, 1-8)
(3) pronominal connections between sentences:
ApPXUBHH HOHOWH TOJXIIOD
Ha TaHK YOIOPHO DAALAT
H npo Hee uMexxy co00w
HeGxarocKIOHHO I'OBOPAT.
OmuH Kakofi-TO WYyT IHnevYaJbHHH,
E& HaxozuT ureasbHOHR
U, NpUCIOHUBUUCEL ¥y IBepeit,
SQIervn roToBUT efi.
(VII, xlix, 1-8)
(4) changes in the natural order of words:
A A - OHTH MOXET, A IPOGHHUH
Cofltzy B TAHMHCTBEHHYD CEeHb,
(VI, xxii, 3-4)

In general, by using verse Pushkin was able to add substance

and subtlety to an otherwise bare and simple story.
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Evgenii Onegin was written over a period of ten years. The

existence of fragments of two further chapters, not included in the
original publication, testify to Pushkin's intention of continuing the

novel. In many ways Evgenii Onegin is a diary of the author's own

development and emotions, the confession of a man's awakening to the
realities of life. As we shall see later in this work, the romanticism
of the novel is most pronounced in the parts written prior to 1825, the
year of the Decembrist rising, in which Pushkin was all but implicated.
It is almost as if the poet's anticipation of trouble ahead converted
him to realism. This change is symbolised in the novel by the death
at this point of Lenskii, the incarnation of romanticism.

The exact dates when Pushkin wrote separate chapters of

Evgenii Onegin are easily verified through checking the dates appended

to them in most of the editions of the Russian Academy of Sciences,
and ascribed to the poet himself. The dates can be further substantiated

in the volume Rasskazy o Prizhiznennikh Izdaniyakh Pushkina, by

N. Smirnov-Sokolskii, where the publication date of a poem or part
thereof is followed by the date when an item was actually written, as
witnessed by Pushkin's own diary or by his letters accompanying the poem
to the censor or publisher.

Pushkin began writing Evgenii Onegin in Kishenev, May 9, 1823.

He finished the firsf chapter on October 22, 1823, in Odessa.
Still in Odessa, he finished the second chapter, between
October 22 and December 8, 1823. He began writing the third chapter in

February, 1824 and finished it on October 2, 1824, at Mikhailovskoe.
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Pushkin had been banished from Odessa to Mikhailovskoe on July 8,
1824, and remained there till the end of August, 1826, During 1827, the
poet paid a lengthy visit to Mikhailovskoe.

Towards the end of 1824, in Mikhailovskoe, Pushkin began working
simultaneously on chapters four, five and six. The fourth and fifth
chapters were finished by the end of January, 1826, the sixth on August
10, 1826.

He began writing the seventh chapter at Mikhailovskoe in August,
1827 and continued working on it during his travels to Moscow and
St. Petersburg, finishing it at Malinniki on November 4, 1828.

Pushkin began writing Onegin®s Travels, apparently with the

intention of making it the eighthchapter of the novel, in Moscow, during
September 1829. He continued it in Pavlovskoe and completed it at
Boldino in October, 1830.

The eighth chapter, as we now know it, was apparently at first
planned as chapter nine, for Pushkin began writing it at the same time

as Onegin's Travels and finished it at Boldino, September 25, 1830.

Simultaneously with the eighth chapter, Pushkin wrote chapter ten,
dealing with the Decembrists. Since this chapter expressed thoughts of
a revolutionary nature Pushkin burned it on October 19, 1830. Only
very few fragments have survived,

Onegin's 1et£er to Tatyana, which was included in chapter eight,
was written at Tsarskoe Selo, on October 5, 1831,

Each chapter was fi?st published separately, either in Moscow

or in St. Petersburg. The first complete edition appeared in

St. Petersburg in 1833. The second edition, also printed at St. Peters-
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burg, appeared on the day of Pushkin's death, January 29, 1837,
All works of Pushkin, published during his lifetime, including

Evgenii Oneqin, were edited by his friend, P. A. Pletnev.

In the First Chapter of Evgenii Onegin, Pushkin acquaints us

straight away with the hero of the novel. This first encounter is via

a mental soliloquy of Onegin's on the tedium and hypocrisy of tending a
sick uncle (from whom he will inherit). Before introducing Onegin
formally, the poet has told us, briefly but sufficiently, about the hexo's
father and the manner in which the young man was brought up. Liberal use
of macaronic verses gives this description a satirical effect.

The bulk of the chapter is taken up with the details of Onegin's
life prior to our meeting him. Pushkin gives us especially telling
accounts of the life of this idle young nobleman, and enhances the
picture with digressive passages reinforcing the impressions created.

One of the methods employed by the poet to impart reality to the picture

is onomatopeia, as for example in this restaurant scene:

Bowes -~ ¥ npolGKa B NOTOJOK,
BrHa KOMEeTH OPH3HYJI TOK.

(I, xvi, 7-8)
Pushkin takes us, together with Onegin, to the theater and -the
ballet. These excursions give the poet an opportunity for wistful
reminiscences concerning actresses and ballerinas. By introducing
variations of pace and through repetition of key words, Pushkin imparts

reality and unity to the description of the ballet:
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Crout HMcTouMHA; OHa,

Ozxoit Horoff xacaackr rnoxa,
Ipyrow MeXJEeHHO KDYXHUT,

¥ BEpyr nNpUXOK, U BIPYr JIXETHT,
JIeTHT Kak IIyX OT yCT 90Ja,

To cTaH COBLET, TO PasoBheT,
U Guctpoft HOXKOY HOXKY OBeT.

(I, xx, 8-14)

Onegin returns home after the theater to change into evening
attire. This gives the.poet an opportunity to describe the fastidiousness
of contemporary dressing habits, while during his description of the ball
that follows, he indulges in the purely personal fascination held for
him by female feet.

Pushkin takes great pains to emphasize that he is not to be
confused with the hero, who by now, tired of the ball, is returning
home.

The subsequent stanzas (xxxvi-xxxviii) are devoted to a
description of Onegin's boredom with life and uselessness to others.

Pushkin refers in passing to Byron's Childe Harold"s Pilgrimage, by

comparing the heroes of the two works:

Kax Child-Harold, yrpwoumuft, ToMHHH
B rocTHHHX MOABMJICH OHe.

(I, xxxviii, 9-10)
Once again the poet points out that he and Onegin are not to

be considered as one person:

e © € 8 @ o o o » e e HHYEI'o
He BHWJIO M3 nepa ero,

KM He nonalk OH B LexX 3afOpHHHE
Jdwreft, 0 KouUxX He CYXY,
3aTeM, YTO K HHUM I[IPHHAIAEXY .

(I, xliii, 9-14)
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Next (stanzas xlv-xlvi) Pushkin installs himself as an
intermediary between the reader and the hero, with whom, we are told,
he had shared a desire to travel abroad. Onegin had been unable to
embark on such a journey due to the responsibilities he had to assume
on the death of his father and uncle. Pushkin himself was prevented
from travelling abroad by the conditions of his exile.

The chapter ends in further digressions idealizing country life,
where, forgetting the affairs of his heart, Pushkin can once again
settle to writing:

[lpowra X0W6O0Bb, ABKUIACHE MYy3a,
(I, lix, 1)

and then

¥ cropo, cHOpPO OypH clAer

B zyuwe Moeli coBceM YTHUXHET:
Torra-10 A HAYHY NKCATDH
[IoouMy meceHbr B LBAAUATHL IMNATH,

(I, lix, 11-14)

In Chapter II Pushkin introduces the reader to the rest of the
main characters, inclﬁding the heroine, Tatyana Larina. One of the
Onegin's neighbours was a young poet, Vladimir Lenskii, who was likewise
considered strange by the gentry. Lenskii has just returned, after a
long absence, from abroad. This young man is a romantic, raised in the
idealistic schools of Kantism. His introduction to the reader affords
Pushkin the opportunity for a digression containing such gibes atv

German idealism as:

BONLHOMNNGUBHE MEYTH.
(II, vi, 11D
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and

OH BepuJ, YTO APY3bA I'OTOBH
3a ¥YecTh ero IPHHATbL OKOBH,

(I1, vii, 5-6)
Onegin, according to Pushkin, was the only man who could truly
appreciate Lenskii's poetic nature., The only reason for the other
neighbours to become friendly was that Lenskii was a highly eligibile
bachelor. However, the "half-Russian" young poet did not consider
marriage as yet.
Although of entirely different interests and temperament, Onegin

and Lenskii become friends:

Or zenaTh HeYero LPY3bA.

(11, xii, 14)
Lenskii was the better educated of the two, but because of his timidity
was bullied and tolerated rather than liked by Onegin.

Onegin extracts from his new friend his only secret, his love
for a country girl, Olga. This love for a childhood sweetheart is
greatly exaggerated by long absence. Olga is described as a pretty girl,
but not unusual:

e o o s o &« o o HO AVGOH poOuMaEH

Boasuutre ¥ Hallmere, BepHO,
E8 moprtper.

(IT, xxiii, 8-10)
A much more interesting person, Pushkin suggests, is her older sister:

[loaBoxbTE MHE, yurTarteanr MoH,
3aHATHCA cTapmerw cecrtpoi.

(I, xxiii, 13-14)
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Tatyana's arrival on the scene serves Pushkin as an excuse for
another notable digression, on the life and habits of the squires. The
poet begins by drawing our attention to their lack of sophistication in
such a seemingly minor point as the choice of names. Tatyana, although
a name later, thanks to Pushkin, to achieve great popularity, was at
the time associated with socially inferior people:

o o o o o o MH BCE IOJIXHH

[I[pusHaTbCA: BKYCY OYeHb MaAJO0
Y Hac M B HallUX HMeHaX,

(I, xxiv, 8-10)

also

HauM npocsBemeHb® HEe NPHUCTAAO,
M HaM Z0oCcTaJoCh OT Hero
HemanceTBO - 60JblIe@ HUYElO.

(II, xxiv, 12-14)
Tatyana, according to the poet, was not as vivacious or pretty

as her younger sister. In a passage seemingly suggested by traditional
hagiography. Puskin describes her shyness and her aversion to childhood
games. She was only interested in novels, particularly the sentimental
creations of Richardson and Rousseau. We may recall from the Kievan and
Muscovite hagiographies that the saints were regularly portrayed as having
been remarkable children, who were not interested in childish pursuits and
devoted their time instead to the reading of holy books. Similarly
Tatyana, Pushkin seems to suggest, was a devotee of the sacred writ, as
it were, of romanticism - the works of Richardson and Rousseau - and had
never wasted her time on normal childish diversions., Tatyana's father

had not concerned himself with his daughter's literary interests:

O B . KKHI'&aX He BHUI&J BpPeX&;
OH, He vyurasd HUKOrIZa,
Ux moumraa mycTtod mrpyumxofi. (II, xxix, 7-9)
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The mother fostered her daughter's literary tastes, being herself
a devotee of the two authors. The books brought to Larina bittersweet
memories of unrequited love and distracted her from the marriage of

convenience to which she was resigned:

[[pUBHYKE CBHWIe HaM XaHa:
3aMeHa cyYacTHUp OHa,.

(II, xxxi, 13-14)
Pushkin, always critical of the rural gentry, takes this
opportunity to describe the Larins' domestic affairs. We are left in no
doubt that for the sake of peace and quiet, and perhaps because of his
own incompetence, General Larin left matters of household administration
in the hands of his wife. Larin had died prior to the arrival of the
two young men in the district. In telling us of Larin's death, he makes
appropriate use of a Biblical expression, thus placing Tatyana®s father

among the God-fearing landed gentry:

¥ HOBHR OH OpUHAJA BEHSIl.
(II, xxxvi, 4)

Lenskii, on his return home from Goettingen, pays a visit to the
local cemetery to pay homage to his own parents and to Larin, while in
the concluding stanzas Pushkin recalls his own childhood and reaffirms
his zest for life (xxxix, 9).

The Third Chapter opens with a conversation between Lenskii and
Onegin. In the exchange, Onegin, once again, expresses his contempt for
rural life and its people. Yet in the same breath he suggests a visit
to the Larins. In his innocence, Lenskii invites Onegin to go with him.

The two friends are soon heading for the Larin estate, where they are
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greeted in the customary friendly manner,

In an obvious attempt at offending Lenskii, Onegin makes a highly

derogatory remark concerning Olga:

B yeprax y OXbI'M KMSHM HET.
(111, v, 8)

Lenskii does not answer this provocation,

In the opinion of the neighbours, marriage between Lenskii and
Olga is certain. It is for this reason that all curiosity is directed
towards the newcomer Onegin. Gossip has it that he and Tatyana are
secretly engaged and only lack of modern wedding bands has delayed the
marriage. Tatyana, outwardly angry at such talk, is in fact more than
happy at the thought that the match might occur:

Ilopa mnpumja, OHa BAKCHIACDb.

TaK B 3eMJAN IIajliee 3epPHO
BecHH OI'HeM OXUBJEHO.

(IIL, vii, 6-8)
In her vivid imagination, Tatyana sees Onegin as the answer to
her dreams, and herself as the heroine of a romantic novel.
Pushkin, digressing again, now reviews the tastes of the Russian
reading public. He feels that he himself may soon turn to prose:

i nepecTany OHTH I[IO3TOM,
B MeHA BCeJHTCA HOBHIt Gec,

(I1I, xiii, 3-4)
In distinct contradiction to an earlier mood (Chapter I), Pushkin

now sees Byron in a somewhat less flattering light:

BpuTaHCcKOR MYy3sH HEOHJIKIH
TpeBoXaT COH OTPOKOBHIIH.

(III, xii, 5-6)
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and -

Jopr BaipoH npuxoTrhid yravuHoit

Q6J1eX B YHHJHH pOMAHTHUIM

i CesHanexHH§ 5ronsi.

(III, xii, 12-14)

Pushkin feels sorry for Tatyana. He feels that she has fallen
in love with a man not worthy of her. Onegin is an unscrupulous man
who may take advantage of Tatyana's naiveté. In the meantime, the house
guests depart and the girl is growing restive., To the nursemaid's
protestations that she appears ill, Tatyana can only answer that she is
in love.

Pushkin now takes time to compare the genuine feelings of Tatyana

with those of the society ladies he has known:

KoxeTKa CyZUT XJAaIZIHOKPOBHO,
TaTeAHa JAHOUT He WMYTH.

(ITI, xxv, 1-2)
and her inexperience with the perfidy of others:

AsMy4yuu ceprue, e IIOTOM
PeBHHUBHM OXKBHM OI'HEM.
(III, xxv, 10-11)
Pushkin points out that like most well-bred girls, Tatyana could
not write as well in Bussian as in French. The letter she writes now
to Onegin is in French, and it is the poet, as narrator of his friend's
exploits, who gives us the Russian translation. Further, abandoning the

sarcasm of earlier remarks on the subject, Pushkin offers some rather

more serious thoughts on the qualities of the Russian language:

i BepeH Oyxy crTapHHe.
(IIT, xxviii, 14)
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and:

MHe TrajlilvMUU3MH GYXYT MHUXH.
(111, xxix, 6)

Tatyana, in her letter, confesses her love to Onegin. She knows
what kind of a man he is and therefore begs him not to betray her or take
advantage of her. He may fulfil her innermost desires just as easily as

ruin her lifel

Konvyam! CTPaNHO NepevYeCTbeee
CTHIOM M CTPAXOM 3aMHPAH..s
Ho uHe nopyxo#f Bawa 4ecTh,
N cueno et cebA BBEPAN..«e

(Vol, V, p. 72)

Tatyana sends the letter to Onegin by hand and impatiently awaits
an answer. |

This pause in the action gives Pushkin an opportunity to show yet
another facet of country life, the gathering of berries. While at work
the serf-girls have to sing, as a check (one wonders how effectivel) on
their eating the fruit.

Onegin,finally appears; the poet, however, feigning weariness,
excuses himself until the next chapter and purposely leaves the reader
in suspense.

The Fourth Chapter is in the main concerned with Onegin‘s
rejection of Tatyana, which, at the end of the novel, he is so bitterly
to regret.

The chapter opens with Onegin®s views on the art of love. This
is an echo of the poet's remarks in the third chapter, dealing with the

differences between the feelings of Tatyana and those of certain society
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ladies (III-iii). It is also a justification of Onegin, whose behaviour
towards Tatyana at this juncture, however .lacking in feeling, is
nevertheless perfectly honourable:

YeM MeHbIlle XeHWUHY MH JHOOUM,

ToeM Jnervye HpasuuMca Mu efl,

¥ TeM ee BepHee IyOuM
Cpexb OO6ONBCTUTOEABHHX ceTell.

(IV, vii, 1-4)

and:

BHTP MOXeT, YyBCTBUHE NIHJX cTapuHHHH
HuM Ha uUHyTy OBJIaIeJ}
Ho o6MaHyTH OH He XoTed
JoBepYHMBOCTh EAYyWH HEBHHHOH.
(v, xi, 9-12)
Onegin meets Tatyana at the gates of the estate. While the two
are walking, Onegin confesses to Tatyana that if he loves her, it is only

' He would be unable to settle to domestic life even with

"as a brother.'
her, but will honour her confidence. He warns Tatyana not to betray her
feelings so recklessly in: future, since someone may take advantage of her

inexperience. Pushkin adds a cynical comment to Onegin's "noble" .act:

Bparos uueeTr B MHDPE BCAK,
Ho ot xpyse# cmnacr Hac, Soxel

(Iv, xviii, 11-12)
The poet's sarcastic remarks on love, friendship and family ties
run for five stanzas and provide a perfect counterpoint to his genuinely
sympathetic treatment of Tatyana's grief at rejection. In fact the poet

is not merely sympathizing with the girl; he has deep affection for her:

IIpocTHUTEe MHE:! R TAK JN0JAR
TaThAHY MHAYHD MKOW.

(IV, xxiv, 13-14)
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In contrast to the abrupt end of the romance between the principal
heroes, Pushkin describes Lenskii's so far blissful relationship with
Olga. Lenskii's inscriptions in Olga®s album are used by Pushkin for a
further digression on the quality of literary works. The digression is in
the form of an imaginary discussion between critics and poets on the merits
of certain literary genres and tastes. In a sarcastic aside, Pushkin
tells us that he reads verses of questionable merit onlyito his nurse-
maid, He finds another outlet for bad verses in scaring ducks:

Bpoxa Haz O3€pOM MOHM,

MIyrap CTaxo KUKAX YTOK:

BHAB NEeHbH CASLZKO3BYYHHX CTPOQ,
OHH cJaeTawT ¢ (eperos,

(IV, xxxv, 11-14)

Onegin continues living on his estate, but in contrast to his
previous carefree life, he leads the existence of a hermit. He becomes
interested in the surrounding beauty to which he was blind before.
Pushkin supplements Onegin's observations with a description of the
Russian countryside in the autumn, and the joys of country life during
the winter. For those.who did not enjoy the cold outdoors there was
always the solace of books. Onegin turns to reading, in which, again,
Pushkin finds him similar to Childe Harold°36 A visit from Lenskii is
an occasion for a magnificent dinner and a discourse on the merits of
different wines. It is at this point (IV,xlvii,12) that the poet usesa

direct translation of the French "entre chien et loup" (Russian "

ropa Mex
BoaKa W co6axu ) to describe the twilight, thus again entering the

literary controversy' of his time,

36 IV, in xliv the name *"Childe Harold" is transliterated into
Russian, whereas in a previous reference (I, xxxviii), Pushkin uses the
original English,
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Lenskii, in the course of the dinner, refers somewhat vulgarly
to Olga's more obvious beauties with an expression that is in distinct
contrast to Pushkin's own pastoral simile in an earlier chapter:

Pushkin earlier:

HeBuHHOI npexecTH NOJHA,

B rJaasax poruregett, oHa

[IBesa KaX JaHAHW NOTaeHHHI,

HesHaeuull B TpaBe rayxoft
Hu uMOTHIbKAMM, HH mvexoi, (ii, XXI, 10-14)
4

Lenskii now:

Y Oaprd niaeym, 4YTO 38 IpyIbl
YTO 38 AYUA! ¢ o ¢ ¢ o o o o

(IV, xlviii, 7-8)

Suddenly Lenskii remembers that Saturday is Tatyana's nameday
and that both he and Onegin are invited to a party in her ﬁonourv Lenskii
is so carried away thathe persuades Onegin into accepting before the
latter has hardly time to think.

Pushkin contrasts the moods of the two friends in the last
stanza of the chapter:’

that of Lenskii

OH OwX JHCHM.s.. IO Kpaluelt Mepe,
Tak ZyMaX OH U OHJ . CYACTAHB.

\ (Iv, 1i, 1=2)
and that of Onegin
Ho XaJOK TOT, KTO BCe INPELBUIKT

YrA He KPYXUTCH IOJOB&.
(Iv, 1i, 9~10)
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In the Fifth Chapter, Pushkin continues his description of the
Russian winter. The poet finds the panorama beautiful, and adds,

sarcastically, for those who appreciate only artificial beauties:

Bece 5TO HU3KAA NpUPOXRA;
H3AMHOTO HE MHOI'O TYTe.

(v, iii, 3-4)
Tatyana loved Russian winters; ahe was, as Pushkin says:

o o o« o o o(pPYyCCKAA AYWOW
CaMa He 3HaA NOYeMYy)

(v, iv, 1-2)

Such sarcasms (for here he implies that to feel Russian was
somehow odd) persist throughout the chapter. A further example occurs
in his enumeration of the various folk beliefs to which Tatyana
subscribes:

l'araeT CTapOCTh CKBO3EL OYKH

Y rpoGosoli cBoe#t nocxu,

Bce 1ocTepaAB HEBO3IBPATHMO. (V, vii, 10-12)

On the eve of Epiphany, Tatyana, in accordance with an old
Russian custom, decides to divine the name of her prospective husband,
The ritual calls for a mirror to be trained on a road lit by a full moon;
the name of the first person thus seen coming down the road will be the
name of the future husband., Tatyana learns that the name of her
husband will be Agafon. The whole eerie procedure scares Tatyana and
without finishing all"the divining she runs home to bed. Even in-the
safety of her own house Tatyana has no peace. After falling asleep she
has a very disturbing dream. This dream proves somewhat prophetic,

Thus we note a straight jump from the contempt in which superstition
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was held by the poet to an apparent belief by him that dreams do some-
times foretell the future. This may possibly tie in with Pushkin's own
superstitious nature, or we may have to concede that Tatyana was in
possession of all the facts necessary for feeling what the future held
in store,»

In her dream, Tatyana wanders through snow drifts until she
comes to a small stream., In her attempt to cross the water she gets a
helping hand from a bear (dreaming of a bear meant marriage was near),
The sight of the animal causes Tatyana to panic. She tries to run away
from the unwelcome helper, but to no avail, Finally, frightened and
exhausted, Tatyana faints. The bear picks her up and carries her to a
hut, deep in the forest. On regaining consciousness Tatyana finds
herself in the doorway of the hut. To her relief, the bear has gone.
She looks into the room, where a feast is in progress. The guests are
quite terrifying. Most of them have the appearance of weird animals,

Among those present is Onegin:

KTO uua ¥ cTpameH eii. (v, xvii, 11)

The oxymoron Pushkin uses here is especially significant, for
it will be recalled that Tatyana had been quite willing to surrender
herself to Onegin, despite the fear and trembling that he unwittingly
caused her at every meeting.

Onegin appears to be the leader of the gathering, for everybody
takes orders from him. When Tatyana enters the room all those present
try to seize her. But. Onegin claims her as his and leads her away to

a bench (recalling to us the garden bench from which she had heard his
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painful rejection of her love).

Olga and Lenskii now enter, interrupting Onegin's amorous advances.
Onegin is highly angered and kills Lenskii with a long knife. (This is
perhaps the one prophetic detail in the dream that goes beyond the likely
bounds of‘Tatyana's premonitions, parallelling the witqhes' prophecies in
Macbeth), At this point Tatyana wakes up.

Tatyana, immediately on waking,'begins consulting books dealing
with the meaning of dreams. She is obviously frightened by the omens
of . impending disaster but finds nothing in the books to either confirm
or dispel her fears. Olga's appearance in the room goes unnoticed.

But Tatyana has little time for reflection. This is her nameday
and the Larins expect many guests for a celebration. As they arrive their
names strangely remind us of the guests at the feast in Tatyana's dream
(although of course she knew £hese people, and their appearance in her
dream need not be interpreted as out of the ordinary):

in the dream:

Ipyroft ¢ meTyumeit roxosoit.
(v, xvi, 10)

at home:

JYes3ZHH ¢dpaHTHK [leTYWKOB,
(V, xxvi, 8)

A little late, Lenskii and Onegin arrive and are seated across
from Tatyana. Tatyan; becomes embarrassed to the point of tears. Onegin
and the assembled guests notice this, .but remain occupied with the
festivities., Pushkin digresses from the description of the party with

his own comments on merrymaking.



37

Dancing starts, and Onegin decides to pay back Lenskii for the
latter's deception, for when inviting Onegin to the party Lenskii had
assured him that it would be only a family gathering and not a tedious
village affair. In the meantime, the appearance of the two men among
the many guests has again started whispers which anger Onegin. Larina

herself greets their arrival as that of guests of honour:

Kpuunur xo3salika. Haxoneil
(V, xxix, 11)

In order to vex Lenskii, without thinking of serious consequences,
Onegin invites Olga to dance, He flirts and keeps her occupied throughout
the evening. In vain Lenskii tries to have at least the last dance of the
evening with Olga, but even that she has already promised to Onegin,

Lenskii becomes angry with Olga:

JYX XuTpoOCTh BenaeT OHa,
VX U3MeHAT» HayveHsl

(v, xlv, 7-8)
Finally, quite unable to appreciate the unkind joke Onegin
intended, and understandably offended by his friend's behaviour, Lenskii

decides to challenge him to a duel:

ABe NYyAU - OOABWUE HUUSTO =
Bapyr paspemarT cyrbly ero.
Vv, xlv, 13-14)

At the beginning of the Sixth Chapter, Onegin, satisfied with
his revenge for Lenskii's deception, leaves for home alone. Tatyana,
upset by Onegin's actions at the ball, nevertheless holds firm to her

unreasoning love for him.

Near Lenskii's estate lives a reformed scapegrace named Zaretskii.
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It is he whom Lenskii selects as his second. Zaretskii delivers the
challenge to Onegin. Onegin, without a word, accepts the challenge and
Zaretskii leaves. Onegin realizes his guilt, but finds no way out;

besides, he does not want to appear a coward:

JX ITO3XHO, BDEMA YIS TSAOsee
K TouMy X, = OH MHCAHT, = B JTO XeJo
Buemalcead crapuft xysauct.
(VI, xi, 5~7)

Lenskii, after some deliberation, goes to see Olga. She meets
him in her usual happy, innocent manner. In fact, she expresses surprise
that he had left the party so early the night before. It is only now that
Lenskii understands that Olga has played only a passive part in thé
flirtation and feels confirmed in his conviction that her honour needs
defending:

He norepniw, 4YTO6 pas3BpaTHTeEIb

Orgem 1 B3XOXOB H OXBAaJ
Mranoe ceprue HCKyWaa,

(VI, xv, 6-8)

Neither Tatyana nor Olga know anything about the fprthcoming
duel, and are therefore not in a position to stop the tragic encounter.

On his return home, Lenskii writes a poem for Olga. The poem is
centered round the premonitions that naturally occupy his mind:

A A - OHTHP MOXeT, A IpPOCHHUUN

Cofiry B TaMHCTBEHHYKW CE€Hbe

” (VI, xxii, 3-4)
Many people, according to Pushkin, would find Lenskii®s poem very

romantic; he, however, cannot see this:
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Tax oH nucaJ TOMHO M BAJXO
{(YTO POMAHTH3MOM MH 30BeM,
XO0Th POMSHTHU3MA TYT HUMAJO
He BHXy A} I& YTO HAM B TOM?)

(VI, xxiii, 1-4)

Onegin arrives late for the duel (having overslept!). He is
accompanied by Monsieur Guillot, his valet, as his second. This choice
of second, a man of no social standing, is calculated to’humiliate
Lenskii even more. Lenskii, being nervous even before Onegin's arrival,
does not notice the slight. Zaretskii feels the offence, but does not
comment.

Further in his sketch of Zaretskii's character, Pushkin points
out the meticulous way in which he arranges the duel.

Pushkin digresses briefly on the folly of duelling, which, he

finds, is usually dictated by false pride and fear of public opinion:

Ho ZUKO CBETCKAA Bpaxia
DoHTCa JOXHOrO CTHI&.

(VI, xxviii, 13-14)
In short, but highly emotional verses, Pushkin describes the duel

itself and Lenskii®s death:

BoT mucTONeTH yX GA€CHYJIH,
T'peMUT O WOMIIOL MOJNOTOK,

B rpaHeHHR CTBOJX yXOLAT NYAH,
U meaAKHYX B nepBHit pas KYPOK,

(VI, xxix, 1-4)
. OHerHHE BHCTPEIHI..o IIPpOGHIM

YacH YpPOYHHE: IO3T
PoHaeT Moavya NHCTOJET.

(VI, xxx, 12-14)

Ha rpyx®s KIazeT TUXOHBKO DYKY
K nazaeT. TyumaHHRH B3Op
H3o0paxaeT CMepPTh, HE KYKY.

(VI, xxi, 1-3)
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Onegin, who did not intend killing Lenskii, is overcome by a
feeling of horror.

Pushkin digresses on the pointlessnees of this slaughter, which
robs the world of a potential poet. O0ddly enough, this episode not only
fulfills the most alarming and unexplainable part of Tatyana's dream, but
corresponds in a surprising number of details to the circumstances of
Pushkin's own death, also in a duel. |

Lenskii is buried on the bank of a stream, with only a simple
gravestone marking the place. For the Russian Orthodox Church considered
duelling a sin equal to suicide, and refused Christian burial to its
victims.37 Moreover, under paragraph 352, volume 15, of the "Svod
Zakonov 1832", based on the Decree of 1787 of Catherine II, there were
severe civil penalties for duelling.,:38 In most cases, however, offenders
escaped prosecutien by making their peace with the church and suffering
short displeasure at court. Social ostracism of those refusing to duel
was often the worst penalty involved.

Pushkin promises that the novel will not end here, and that he
will still tell the reader about the fate of Olga and the main heroes of

the story‘,39

37 D. S. Mirsky, Pushkin (New York: E. P, Dutton & Co., Inc.,
1963) p. 222,

38 Bolshaya Sovetskava Entsiklopedig, 2nd edition (Moscow, '1952)
vol. XV, p. 321,

39 Reference to Pushkin's publishing of Evgenii Onegin in
instalments.
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The end of the chapter is devoted to a digression dealing with
the narrator himself. The poet bids farewell to his youth, and at the

same time looks forward to new fields of endeavour:

[lyckawcsr HHHe B HOBHI nyTh
OT XU3HY NPOUJAOH OTZOXHYTh.

(VI, xlv, 13-14)1°
He hopes that the inspiration he has had till now will still

remain with him:

He zalt OCTHTH Jfyile IIODTA&.
. v (VI, xlvi, 9)

The Seventh Chabter begins with a description of the Russian
spring. Pushkin admits to nostalgic feelings aroused by the sight of

awakening Nature:

W B Tpener ceprle HaM NPUBOLHUT
MeuyTo#f o paxruHOR cTOpOHe,
O YyaHOH HOYH, O AYHG.ee

(VIiI, iii, 12-14)
He reminds the reader that the last chapter ended4lwith immediate

results of Onegin's deed:

I'me rPpycTHHR OH OCT&BUJI CJAEL.
(VII, v, 14)

Pushkin then takes the reader to the grave of Lenskii, in a
forest by a stream, forgotten by all his friends and foes. Even his
beloved Olga has not mourned him very long. She was soon consoled by

marriage to a cavalry officer.

40 Reference to Pushkin's prose writing, possibly Tales of Ivan
Belkin, which he wrote during 1929. This chapter was finished in August,
1828. o

41 There was an interval of one year between the time Pushkin
finished Chapter Six and began Chapter Seven. There were two years
between the publication times of the two chapters. Note 39 is also
relevant here,



42

Olga's departure from the Larin estate has left Tatyana without
a friend or confidante. Her thoughts once again turn to Onegin.
Tatyana cannot hate him, despite his attitude towards her, or even
because of the murder of her brother-in-law to be. The poet asks

apologetically:

Eme rpycTAT... Ha YTO IDYyCTHTH? (VIT, xiv, 14)

In answer to this question he makes the reader aware of the

world proceeding along its normal path:

KYK XYyXXade.
YX pacxXoZUIUCh XODOBOAH,

e o o o o ¢ o e HOHJIBL
OroHd pHbOaulile ¢« o o o

(VII, xv, 4-5)
The picture of the fisherman has a symbolic quality in Pushkin's
works. It appears at times of great turbulence and signifies the

continuity of life. In The Bronze Horseman the fisherman is treated

in a manner similar fo the appearance of a rainbow, a sign that even
the worst storms must end,

Tatyana decides to go for a walk., While walking she comes,
or is subconsciously guided, to the Onegin estate, and after a few
minutes? hesitation”decides to go in., An elderly servant lets her in,
explains which were the master®s favourite rooms and points out the
furniture he used. Tatyana is pleased with the visit. Pushkin depicts
her as a pilgrim visiting a shrine. But a feeling of some lurking

danger overcomes her and she decides that it is time to leave:
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W nuaurpruxe uoxorofit
[lopa, raBHO nopa ILomol,

(VII, xx, 7-8)
Within a day Tatyana returns to the house, and when left alone
bursts into tears. She has resolved to learn all she can about her
first love by reading the books Onegin read. He has destroyed most of
his books, but those that remain are enough for Tatyana to gauge his
character. Among them are the works of Byron, and his desk is

decorated with a portrait of this romantic poet par excellence, and a

bust of Napoleon. Pushkin leads us to see in Onegin what was termed

later in Russian literary history a "superfluous man":

C ero GesHpaBCTBeHHON anymoft,
Ce6AanOUBHY M CcyxoH,
MevyTarbn HNpexarnHoil GesmuepHO,
C ero 0O3JO0JEHHHM YMOM,
Kunamuy B pefcTBHM NYCTOM.

(VII, xxii, 10-14)
Tatyana, who still loves Onegin, is frankly disappointed with
the man she discovers him to be. In amasterful way, the poet sums
up her feelings in one short hetorical question that she asks herself:

JX He NapPOXHA AU OH?
(VII, xxiv, 14)

In the meantime, Larian, disturbed by her behaviour, decides
that Tatyana must go to Moscow. Tatyana spends the summer and fall
wandering through the countryside. She tries to absorb all the
peaceful beauty of the changing seasons. Finally, loaded with household
utensils and amid the good wishes of the serxvants, the Larin caravan
starts out on the wintry road. Tatyana wonders if she will ever see

the country again,
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The trip to Moscow provides Pushkin with an opportunity to
describe the lamentable state of Russian roads. It seems that the ruts
are made less noticeable by snow, hence the reason for making the trip
during the winter.

The journey takes a week. The sight of the capital brings to
the poet memories of Russian history and the place it occupies in the
hearts of the people. These reflections are followed by a very vivid
description of the waking city and its streets:

MexrbxaloT MUMO GyXKH, GalH,

Manp4yuwKy, JaBKU, GOHApH,
ABOpIH, CagH, MOHACTHDH.

(VII, xxxviii, 6-8)

The Larins arrive at the house of an aunt. No sooner do they
settle, than Tatyana, dressed according to the .city fashions, is taken
the rounds to be introduced to Moscow society. The descriptions of one

of the gala dinners and the guests remind one again of the party in

Tatyana's dream.

Tatyana still continues thinking of Onegin. In the meantime,
an old general becomes interested in her and her aunts arrange the
» match.

The chapter ends with Pushkin paying what he playfully suggests
is a forgotten debt to the spirit of classicism with the conventional
appeal for inspiration to the Epic Muse., His final comment on this
point shows us, if such proof be needed, that conformity to classical
canons in the writing of his novel could not in fact be further from

his mind:
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[lop npUATENA MJIAXOrO

U MHOXeCTBO ero INnpHUYyXK.
Baarocanasu Mo#t poaru#t Tpyx,

0 T, oSnuyeckas Mys3al

U, BepHHH InIOCOX MHE BPYYUB,

He raff 6xyxzaTer MHE BKOCH U BHKPHUB.
JoBoabHO. C naeu pojofl obGysal

i KIaCCHLUM3MY OTLaJ 4YecCTh$

XOoTh NO3AHO, & BCTYNAEHbHE ©CThe

(VIiI, 1lv, 5-14)

Pushkin begins the Eighth Chapter with an autobiographical
sketch, recalling the different stages and moods of his literary career.
In the beginning he was'mainly interested in describing childish pranks,

the history of Russia and romantic dreams:

Bocniena nerckue BecCeXbA,
KW caaBy HaweR cTapHHH,
W ceprua TpeneTHHE CHH.

(VIIiI, i, 12-14)
During his youth he had used his poetic inspiration to describe
merrymaking with his friends, but not for long:

Ho A orceTas OT HX COKN38.
(VIII, iv, 1)

At the time of his southern exile the poet had been inspired
by the roar of the sea:

Faycoxuit, BeyHuit xXop BaJIOB,
ABaneoCHH! PHMH OTUY MHDPOB,

(VIII, iv, 13-14)
His Moldavian sojourn had brought yet another change in the
mood of his poetry, a mood geared to the sounds of the steppes, which

caused him to forget his former style:

H nosalbuxra pevys 00Or'os.
(VIILI, v, 7)

It was in this mood that he had had his first vision of
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Tatyana:

¥ BOoT OHa B c8XYy MOBM

ABuyacy GapuuwHeR yesguof,

C mevaxabpHO!t nyMon B ovyax,

C ¢paHUY3 CKO KHHUXKOK B DPYKaX.

(VIiI, v, 11-14)
Then having created his heroine, Pushkin had introduced her to

the world:

W HHHe MYy3y A4 BHEepBHE
Ha cBeTckuft payr npuBoxy.

(VIII, vi, 1-2)
At a ball, to which the poet now takes the reader, we find
Onegin among the guests. Onegin has just returned from his lengthy

travels about Russia, and Pushkin feigns surprise at seeing him:

Ho 5T0 RTO B Toane usbpaHHOM
CroutT Ge3MOABHHNE M TyMarHu}?

(VIII, vii, 5-6)
He notes some changes in his friend:

JHaxKoM OH Bau? - U Ia K HeT.
(VIII, viii, 14)

Onegin's appearance at the ball leads to a digression on the
contrast between idle men and those with a purpose in life. Pushkin
is visibly siding with the latters:

braxeH, KTO CMOJOLY OHJ MOJIOK,
BEnraxeH, KTO BOBPEMA CO3Ded,

(VIILI, x, 1-2)
The poet contrasts Onegin, a man without purpose or a goal,
with the man useful to society:

Y6uB Ha NoeIHHKe Ipyra,
Joxus 6e3 Lead, 0e3 TPYLOB
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Lo mBaizllaTH WEeCTU TOXOB,

TouAcy B OesgelicTBUK xgocyra

Fe3 cayx6n, 0e3 XeHH, (e3 pea,

HuvyeM saHATBCA He yMel,

(VIII, xii, 9-14)

The killing of a friend has produced in Onegin a sincere
feeling of remorse. He has tried to run away from his guilt by
travelling. But even here he has not succeeded; the ghost of the dead
man hés haunted his soul: and so he has returned homg.

The arrival of the hostess turns all heads towards her. It is
hard to recognize in this high society lady the erstwhile provincial
girl Tatyana., Her appearénce and dress are restrained and modest:

OHa xaszaklath BepHHH CHHMOK

Du comme i1l fautee.. {lJMUKOB, NMpoOCTH:
He 3Haw,. KaK IepeBecTH).

(VIII, xiv, 12-14)

Thus Pushkin not only characterizes the appearance of a person
but also enters, once again, the polemic regarding literary styles.

Onegin does not a first recognize Tatyana. She seems familiar
to him and he turns to an old friend, a prince and general, asking
if he happens to know the lady. It turns out that his friend is
Tatyana's husband. When he formally introduces the two, Tatyana,
notwithstanding her true feelings, does not reveal her former
acquaintance with Onegin. Onegin feels uneasy, and both, he and the

poet, wonder if she is the same person:

Ta, 0T KOTOPOH OH XpaHUT
[lucsuo, rxe ceprue roBOPHT.

(VIII, xx, 7-8)
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The morning after the ball, Onegin receives an invitation from
the general to an evening with the family. Arriving at the general's
home he spends a few very uncomfortable minutes alone with Tatyana,

The entry of the general, with his friendly manner, finally puts Onegin
at ease. The husbandAand the remainder of the guests are described in
some detail. There is no doubt left that Pushkin himself did not
favour this group, which was close to the Tsarist court.

Onegin is now in love with Tatyana, but she does not pay any
attention to him. This attitude of course makes her even more
desirable:

3anpeTHHR naox sau rorasait:
A G6es Toro saM pait He pait,

(VIII, xxvii, 13-14)
In desperation, Onegin watches her house and frequents the

places where she is likely to be. However, outside of social
pleasantries, Tatyana ignores him. Onegin does not abandon his hopes
and writes her a letﬁer, In it he offers an. explanation of his former
attitude towards her, begs forgiveness and a chance to see her again.
His letter remains unanswered. Onegin, once again, turns to voracious
reading. Nothing, however, reaches his mind; he can see only Tatyana®s
image before him, Time passes, seasons change and Onegin still awaits
some communication from Tatyana., In desperation he goes to her house,
uninvited, and falls at her feet, but she at first remains quite aloof.
Finally she bids him to rise and listen to her reply to the sermon he

had delivered in the garden of their estate so long ago. She thanks
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Onegin for his gentlemanly behaviour at that time. Now, however, she

suggests, he may have ulterior motives:
He ntotouMy a5, uTO MO#l nosop
Terepp OH BCeMHU O 2aMevyeH

U uMor 6u B o0WecTBE IPUHECTH
Bau co0/Aa3UTEIBHYND 4YecThb?

(VIII, xliv, 11-14)
There was a time, she says, when his love for her could have
brought bliss, but now, despite her continued love for him, nothing
can join them:

Ho A xpyrouy orxasa;
A G6yny BeK eMy BepH&a.

(VIII, x1, vii, 13-14)

Tatyana leaves Onegin alone. At this moment the general returns
home and the two friends remain face to face. This is a tense moment
for Onegin, but Pushkin chooses this time, with apologies, to end the
story. He feels, he says, that only in this manner can he remain on

friendly terms with the heroes of the story, and with the reader.



CHAPTER III

THE "MISSING" CHAPTERS

In Pushkin's original plan for the novel, the eighth chapter
was to be devoted to Onegin's travels within Russia. The present
eighth and last would have been the ninth. This is attested to by the

poet himself in his introduction to the Excerpts from "Onegin's Travels

(Vol: V, p. 199). Pushkin tells us that many parts of Onegin's Travels,

had it become Chapter VIII, would have been by necessity changed,
replaced by dots or simply marked by numbers (Vol. V, p. 199), He
obviously refers to his habit of indicating missing stanzas by giving
their numbers, but not their text, e.g. Chapter IV, stanzas one to six,
or by writing a single stanza under a multiple number as in Chapter IV,
stanzas xxxvi and xxxvii. This fact alone provides a problem for
separate investigation.

Pushkin finally omitted the intended Chapter VIII and
renumbered the original Chapter IX to make it the eighth and final
chapter of the novel. (Vol. V, p. 199). He thus sacrificed the
material for a whole chapter and also cut the original final stanza
of the novel:

[lopa: nepo ITOKOA MPOCHT;

fl XeBATHL NeCeHL HaIUcal}

Ha Geper parnocTHuHH BHHOCHUT

Moo Jazp®w LZeBATHR BaJ -

XBaJa BaM, NOBATH KaMeHaM, ¥ IPOY.

(Vol. V, p. 199)

The fact that in an earlier edition there existed
50
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this reference to hine cantos, omitted in the final draft, confirms,
according to Bondi?2nthat Pushkin switched the last two chapters for
some important reason.

The obvious question is "why?" We do know that he was under
..constant police surveillance, andndreadedfthe~possible results of an-— -
indiscretion. But what was that indiscretion? We may recall that

when informing Vyazemsky of his intention to write Evgenii Onegin,

he did not dare to hope that it would ever see the light of day:
"publishing is out of_question."43 Further in the same letter he
writes: "Our censorship ié so capricious, that it is impossible for
one to measure off the realm of its intentions - it is best not to
think of it - and if one has to accept it, then let us accept it,
there is no point in just getting one's nails dirtya"44 This letter

was written on November 4, 1823, long before the chapter in question.

The Excerpts FromOnegin's Travels do not seem to contain any

politically controversial matter. According to I. Dyakonov,45 the only

extant document to suggest that there was anything in Onegin's Travels

to which the censor might take exception is contained in a letter,
written by one Katenin, referring to descriptions in it of military

detention camps. Bearing in mind the political storm that broke in

42 S. Bondi, Preface to A. S. Pushkin - Evgenii Onegin
Moscow: Detgiz, 1963).

43 Own translation, vol. X, p. 70.

44 Own translation, Ibid.

45 I. Dyakonov, O Vosmoy, Devyatoy i Desyatoy Glavakh "Evgenia
Onegina" in Russkava Literatura #3 (Leningrad, 1963).
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1825, and Pushkin's own feelings about the Decembrist movement, it

is entirely likely that the omitted chapter would indeed have been of

a political nature. For Onegin's travels, according to the chronology

of the novel, must have extended from about spring, 1823 to the middle

of 1826, thus including the period of the abortive uprising, and its .

immediate aftermath, including the executions and imprisonments.
According to what survives of the text, Onegin, after leaving

Moscow, went to Nizhni Novgorod. This city was an important commercial

center, and Pushkin dgscribes very vividly the goings-on in the market

place. The poet leaves no doubt that it would interest the average

sight-seer. Onegin, however, remains unimpressed, a fact which is

characterized by a single word: "Tocka" - ennui.

The next leg of his trip takes Onegin to Astrakhan and then to
the Caucasus. Pushkin, who had visited this part of the country
himself, describes the mountainous surroundings. Onegin views the
poor and sick people around him, and expresses his compassion, but
again with impatience and boredom:

3ayeM He 4YYBCTByYW B Ijeve

XoThr peBMATU3IMA? = 8X, CO3XZaTekbl

f MOJOX, XM3HL BO MHE KDPOeIKa}

Yero MHe xXxaTh? ToCKa, TocKal.. 6

Onegin travels on to the Crimea. Here Pushkin recalls some of

the historical legends and also the visit of Mickiewicz to these shores

46 Vol. V, p. 202, the fourth stanza, lines 11-14; this count
is followed in all succeeding quotations.
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(during his political disgrace - MM). The poet recalls the first
moments of his own sojourn in the Crimea, but interrupts the
soliloquy:

Ho, uysal mnpoumnoe 3a0ynbi
(Vol. V, p, 202, vi, 14)

He explains that such sentimental feelings no longer exist for
him, and he must not recall them. His youth has passed and with it
youthful desires; the only desire that is left to him is peace and
quiet:

Mo#t upeaxn tenepr = xoszalika,

Mon xXeXxaHHA = HOKOH,
Xa meft ropuokx, Ia cau COJIbuWoOH.

(Vol, V, p. 203,
viii, 12-14)
Then, apparently, having re-read these lines, he discovers, with

disgust, how, in true life, his tastes have changed:

Trpy! NposauvYeCKHe OGPEIHU.
(Vol., V, p. 203, ix, 3)

Three years after Onegin begins his travels he suddenly
remembers Pushkin. At this time Pushkin is living in exile at Odessa.
Odessa was a cosmopolitan city. A digression follows on the different
people inhabiting the city, as well as a description of the surrounding
country. Odessa is also a dirty city, it is either covered in mud or
enveloped in dust. There are, however, compensations: duty-free wine,
southern sun and the sea. Odessa offers many pleasant diversions and
some varied entertainment. Food is available from many foreign
countries to satisfy the cravings of a young appetite. Odessa also

has an opera house which stages the most modern European works. The



audience at the opera contains the young wife of a merchant, who,
dozing, is apparently oblivious to the attentions being paid to his
spouse by the surrounding admirers. When the performance ends the
city is already asleep, and all is quiet, éxcept for the sea:

Bece MOAWHT;
Juimes Mope YepHOEe MYMHT..e
ki

Hrak, A ®HUJI TOrZ& B Cmecge... (Vol. V, p. 208, xix,

13-14, and xx, 1)
The chapter remains incomplete.

The first complete edition of Evgenii Onegin was published on

March 23, 1833, in St. Petersburg, by Aleksandr Smirdin. It consisted
of eight chapters,47 But that Pushkin intended to continue the novel
can be seen from a note in his diary: "On October nineteenth burned

tenth canto ” (Vol. V, p. 592). The only other reference, somewhat
inconclusive, to a development of the plot beyond the point at which
the novel was made to end is found in the memoirs of one M., V. Yuzefovich,
a Ukrainian statesman, with whom Pushkin was friends in Odessa:
"Onegin should have been killed in the Caucasus or have joined the
Decembrist society."48 Fortunately, some of Pushkin's rough drafts of
material evidently intended for Chapter X have been preserved.

Because of their political nature he wrote them in a very

intricate code which had not been completely broken to date. We do,

however, have a copy of the last six lines of the fifteenth stanza made

47 N. Smirnov-~Sokolskii, Rasskazy o Prizhiznennykh Izdaniyakh
Pushkina (Moscow: Vsesoyuznaya Knizhnaya Palata, 1962) p. 309.

48 N. K. Brodskii, Pushkin v Vospominanyakh Sovremennikov,
(Moscow: Goslitizdat, 1950) own translation, p. 396.
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by A. I. Turgenev (Vol° V, p. 992) from Pushkin's manuscript before
the poet burned it. Present day researchers find it extremely
difficult to reconstruct the chapter.

0f the seventeen stanzas of the tenth chapter that have been
put together, only stanzas sixteen and the already mentioned fifteenth
are known in their entirety. Stanza seventeen is heavily dotted,
indicating missing words, and of the rest we have only the first
quatrains of stanzas 1 to 4, 10 to 12 and 14, This suggests that
Pushkin wrote his first quatrains separately before returning to add
the rest of the stanza, which would explain the fact, already observed,
that the first quatrains, throughout the novel, constitute in most
cases ahomogeneous unit independent from the balance of the stanza.
Stanzas 5 and 13 are known only in their first three lines and stanzas
6 to 9 have the first quatrain and line 2 of the second quatrain
(Vol. V, p. 209).

In the first stanza Pushkin refers to the reign of Alexander I,
whom he despised; stanza two, referring to Napoleon, and the third,
directly mentioning the year 1812 and General Barclay, follow
naturally from the first. Further, Pushkin affirms that through his
victories Alexander became the most influential among the rulers of
Europe:

Mu ouyyruxames B [lapuxe,
A pycckuf#lt naps riaasoft gapeit.

(X, iv, 3-4)
while England became the ruler of the Seas:

Mopa xocraiucs AXBOHOHY.
(X, vi, 6)



The seventh stanza refers to the rule of Nicholas I and the

deportation of families to Siberia:

ABochk mo MaHbW HuUKoOIaA
CeMelficTBaM BO3BPaATHUTH CUOHPDb.

(X, vii, 3-4)

The context of these historical allusions is not completely
clear because of the many missing words. In stanza twelve, however,
the poet clearly refers to the Decembrist movement:

Pocceua npucMupesra CHOBE,

M myme nmaphb IIOWEX KYTHTH,

Ho MCKpa NJIaMeHU HHOI'O

Yx usnaBHa, MOXeT OHThb.

(X, xii, 1-4)

This is continued in stanza thirteen, where Pushkin tells us
that the clandestine meetings took place over a glass of wine., He

even identifies the conspirators by name and hints at regicidal

intentions:

Yutras cBoM HodJau IIymKUH,
Menauxoauuecxullt AKymHH,
Kaszanoch, Moiava obHaXal
HapeyoulicrBeRHHNE KHAHXAX.

(X, xv, 5-8)
Stanza fifteen contains a particularly interesting note: -

llperBuresn B cet Toame XBODPAH
OcBoboxgurenell XpecTaAH.

(X, xv, 13-14)
Thus Pushkin clearly states that he was aware not only of the

existence of a conspiracy, but also of its aims.
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Stanza sixteen further refers to the uprising and the fate of
some of the leaders, such as Pestel and Muravyev.

The last surviving stanza of the tenth chapter, the seventeenth,
suggests that the Decembrist movement began with conversations at first
not meant all that seriously:

3a0aBH B3POCAHX MAIYHOB,

Kasadoch ¢ o o o o o o o

V3JH K Yy3JA8M ¢ o o o o o

1 mocrernneHHo ceThw TalHoi

PoccHA o o o o o o o o
Hall 1aph XPeMad o o o o o

The two "missing"” chapters of Evgenii Onegin are very actively

investigated at the present time, as evidenced by ample literature,
but except for speculation, nothing new has been uncovered. The forum
for these investigations is "Russkaya Literatura", and to a lesser
extent certain other literary journals. The leading scholar in this
field today appears to be I. Dyakonov of the Soviet Institute of

Russian Literature (Pushkinskii Dom).



CHAPTER IV

ROMANTIC AND REALISTIC ELEMENTS IN EVGENII ONEGIN

In a letter to his brother49Pushkin complains that the critic
N. Rayevskii had disliked his work because "he expected romanticism,
but instead found cynicism and satire."

What was that romanticism that Rayevskii had expected to find,
any why was he disappointed? On the one hand, romanticism is exemplified
by freedom of expression as opposed to the strictness of classical
forms. This freedom Rayevskii must surely have detected. On the other
hand, it'was an expression of a particular trend in literature, as
typified for example by Byron - a trend which Pushkin followed only to
a limited extent, choosing for himself the straight and narrow way,
which bore no signpost then, but which led to realism.

Pushkin began writing Evgenii Onegin in 1823, while still under

the influence of Byronic romanticism. However, as early as June 1824,
that is before he had begun writing the third chapter, Pushkin
apparently was trying to disassociate himself from this influence. In
a letter to VyazemskiiSOhe wrote: "You are longing for Byron. Byron's

genius paled with his youth. After the fourth canto of Childe Harold,

we no longer hear Byron,"

49 Letter #67, vol X, p. 81,

50 Letter #78, vol X, p. 92.
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Thus Rayevskii at least did Pushkin a service, clumsy as it was,

in recognizing the satirical and cynical elements in Evgenii Onegin,

even though he apparently failed to appreciate their superiority over
romantic hyperboles.
In the original Chapter EightSl(which, it may be recalled, was

not included in the final publication of Evgenii Onegin), Pushkin

discusses at length his own erstwhile preoccupation with romantic
grandeur, during his Crimean period, and still cannot quite convince
himself that he has become a realist, interested in "prosaic nonsense".
But he is nonetheless resolved to treat his romanticism as an
unfortunate episode not .to be dwelled on:

ViIHHe MHEe HYXHH KapTHHH,
(IX, vii, 1)

It is clear, too, that Pushkin took exception to Rayevskii's
remarks partly because the latter mistook the poet's realism for mere
satire and cynicism, and partly because he did not take sufficient
notice of the carefully contrived "romantic" digressions - romantic
it is true, merely because they are rambling digressions, not because
they have any particular romantic content. In fact, the many digressions
allow the author to comment on the thoughts and mores of his
contemporaries with typically romantic nonchalance as a subtle
substitute for romantic content ~ a device which in itself illustrates
the poet®s lack of true concern for literary fashion. As for cynicism,
it certainly cannot replace realism, but healthy as opposed to morbid

cynicism does have a place in many realistic attitudes,

31 p. 50 of this work
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Realism was not as yet known as a movement in Pushkin's times.
It is, therefore, interesting to note that in this respect Pushkin was
a pioneer, not only in Russian literature, but also a precursor of
realism in European literature. Pushkin'’s realism is, however, inter-
mingled with romanticism; after all, he was raised in the romantic

school. Indeed, in Eygenii Oneqin romantic content as well as form

may be discerned.

The romantic element of Evgenii Onegin is most pronounced in the

first two chapters. It is characterized by the presence of romantic
metaphors and unfinished thoughts as well as by the descriptions of the
heroes.- The third chapter does not have as many digressions, and they
are closer to the subject, but it is not until the fifth chapter that

Pushkin exposes fully his intention of creating a realistic novel:

B HavaJge MOero .pOMAaHa
(CMoTprTe mepBy® TeTpanb)
XoTeXock B poie MHe AAbGaHs
PaJ neteplyprcKuit onucarbe.

(V, x1, 1-4)
C usuMenHoil wHOCTU Moel
[lopa wHe crelxaTbed yMHOH,
B zmeiax M B CIOre NOHpaBIAThLCA
¥ 9Ty nATYH TeTpaxrs
0T oTCTymiAeHUP oOuMHMaThe.

(V, x1, 10-14)
It is only for some reason known to the poet alone, after
making a deliberaté.statement of a resolution to depart from the
romantic tradition, that he nevertheless ends his novel on a muted but

unmistakably romantic note of heart-break.

o
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In the first chapter, Pushkin, true to the romantic tradition,
lapses unashamedly into sentimental reminiscences of the no longer

living great men of literature:

Bome6uuit xpaik! Tam B cTapH I'OLH,
Catups cMeXn#l BJIACTEAUH,

Barcraa GOHBM3MH, IPYI CBOOOILH,

KU mepeumuuBufl KHAXHUH,

TaM O3€6POB ¢« ¢ ¢ o o =

(I, xviii, 1-5)
The poet is impressed by the modern theatre but longs for the
past. On the one hand he extols the mastery of a modern ballerina:
Crout HcrouMuHa; OHa,
Oruo#t Hproifi xacascys noia,
LPpYyrow MexJeHHO HDPYXHT,

W BIDYr HNPHHOK, ¥ BIPYI JAETUT,
JeTHT, KaK NyX M3 YCT J0Ja.

(1, xx, 8-12)
On the other hand he longingly thinks of yesteryear:

BesuMoaBHO OYyEYy A 36Barh
H 0 GHIOM BOCIOMHEHATLD.

(I, xix, 13-14)
Further memories haunt the poet at a ball, where he follows
Onegin, this time memories of women's feet - his peculiar obsession,
He admits to a feeling df melancholy:
JBe HOXKH... ['PycTrHHH, oxaazeanit,

- A BCe uX TIOMHIO, ¥ BO CHe
OHK TpeBO¥aT CepLlue MHS,

(I, xxx, 12-14)

The succeeding stanzas emphasize the poet's melancholy feeling

with their purely romantic character. In fact, seen by itself, one of
the stanzas might easily be mistaken for a separate romantic poem

[}
(cf. A mMoOMHK YyZHOEe MIHOBEHBE') rather than an intrinsic part
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part of a novel:

1 NMOMHKY HOpe npexy rpos3own:
HKax s saBHioBaX BOJHaM,
Beryuuu 6ypHOH yeperow

C I060BBIH Jeuk K ee Horaul
Kax A XeJxaJs TOrxa C BOJHaMHU
KocHyTbCA MHJIMX HOr yctaMul
HeT, HHKOIK&a CpEeRb MNHAKUX IHeR
Kunawme#t maazocru moeit

1 He XeJaJ ¢ TaXuM MyYeHbeM
Jo6saTs ycTa MIaZHX ApMUIL,
HWap po3H NJaMEHHHX JaHHUT,
HWab mepcH, INOJAHLHE TOMISHLBEM}
HeT, HUKOIZa IOpPHB cTpacTel
Tak He Tepsaa Xyuwx Moekl

(I, xxxiii, 1-14)

We should note, however, that Pushkin goes to great lengths
to make certain that he is not identified with his hero. In one stanza
he describes how both of them were engulfed injfhoughts inspired by the

atmosphere of their surroundings:

JuxaHbOM HOYH OJaaroCKJIOHHOU
BEe3MQJIBHO YNUBAJHCH MHe.

(I, xlvii, 9-10)
But for Pushkin this romantic day~dream is interrupted by the
vision of a moving vessel, which, like the fisherman he has pointed
out more than once elsewhere, suggests the undramatic continuity of
life - a continuity that reduces recurring human dramas to mere
details in a realisﬁic conception of life as a whole:

Juus JoXKa, BOCIaAMH Maxad,
Hassna 1o rpeMawnmeil pexe.

(I, xlviii, 9-10)
In explaining Onegin's reasons for not joining Pushkin in a

contemplated trip to Italy, the poet describes his own dreams and
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longings, including a vaguely expressed desire to roam:

Korza X HayHY A BOJBHHI 6er?
(I' l| 7)

This passage is again an expression of a melancholy state of
mind in Pushkin, which we may ascribe to romantic influences, or perhaps
more properly to a deeply felt malaise, We must also bear in mind that
foreign travel for Pushkin was a political impossiblity, a fact that
gives him reason enough for complaint., Be this as it may, Pushkin does
create a romantic mood and feels he needs to apologize for it:

3aMeyy KCTaTHU: BCE IOJTH =
Jw6BY MevuTaTeNbHOR IDY3bAe.

(I, lviii, 1-2)
Introducing Lenskii, in the second chapter, Pushkin emphasizes
the young poet's romanticism. The verses referringto Lenskii are
appropriately sentimental - a gentle parody of Lenskii's own style:

OH neJa Ak60Bb, JANWOBH MOCAYWHHH,
M miecHb ero OHJ& ACHAa,

Hax MuCIM XeBH IIpOCTOLYWHOHR,
Kak coH MJaaleHua, KaK JAyHa

B nycTHHAX Heba CO3MATOXHHX,
BoruHa talH ¥ B3XOXOB HEXHHX.

(II, x, 1-6)
Onegin treats his new friend condescendingly, although, under

Lenskii¥s influence, he too, is given to sentimental thoughts:

Ho vame saHUMAJMK CTPACTH

JVMH IIYCTHHHUKOB MOUX.

Juex oT MX MATeXHOfl BaacTH,
OHeru# I'OBOPHJI 00 HUX

C HEeBOJLHHM B3LOXOM COXaJeHbAS
BraxeH, XTO BeJaJ KX BOJHEHbA
A HaKOHeI] OT HHUX OTCTaJ}
BraxeHHHE TOT, KTO KX He 3HaAJ,
Kro oxxaxznal AWCOBb = Da3JyKoH,

Bpax = 3JOCJAOBUEM
Paxiy . (II, xvii, 1-10)
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Pushkin heightens the sentimentality by resorting to anaphonic

verse!

Hu
Hu
Hu
Hu
Hu

oxXJaxnanmad Laab,
AOJrHe JeTa DPasiAyKu,
MysaM ITaHHHEe YacCH,
Yy3eMHHe Kp&CH,

wyM BeceJHHl, HM Haykn

AyUX He H3MEeHWJIM B HeM,
CorpeToif ZeBCTBEHHHM OI'HEM.

(II, xx, 8-14)

The second chapter is marked by the entry of the heroine of the

‘novel, Tatyana, the elder sister of Lenskii's beloved Olga. She is

sentimental and given to daydreaming, just like Lenskii:

3alyMYUBOCTh, €€ MOoAPyra
OT caMHX KOJHGEIbHHX nHel.

(II, xxci, 1-2)

Here, too, Pushkin uses anaphonic verse for the same effect

as above:

OHa Jw6uaa Ha GalKOHE

[lpexynpexnaTs 3apy BOCXOZ,
Horza He 6aeXHOM HOEGOCKJOHS

JBe3 ] HCYe3laeT XOpPOBOX,

¥ tHxOo Kpa#l semim ceerxeer,
M, BeCTHHUK yTpa, BeTep BeeT,
M BCcXOZMT mMOCTENEHHO I6Hb.

(IT, xxviii, 1-7)

In the third chapter, where Tatyana first meets Onegin and

falls in love with him, the sense of longing is heightened by

romantic metaphors:
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[lopa mpumaa, OH& BIWOHIACH,
Tax B 3eMJI0 Iazlee 3epHOo
BecHH OrHeM OXHBJIGHO,
JaBHO ee BooOOpaxeHbe,
Cropad Herolff m TOCKOH,
AJNKaXO IULK POKOBOH;

JaBHO ceprXevyHoe TOMJIeHbe
TecHuA0 eff uIarynw rpyib;
Lylia X4aJ8e.ee KOO HHOYLB,

EA

%) OXIaJlach e o ® e o
RORA ) ) (III, vii, 6-14 -

III, viii, 1)

It is quite normal that from the moment she meets Onegin,
Tatyana walks with her head in the clouds. Given to sentimentalism
from childhood, her romantic nature finds a perfect outlet in this
imaginary love affair. Here again Pushkin makes use of anaphonic
verse:

BpuraHcKOl MY3H HeCHJIHUH

TpeBOXaT COH OTPOKOBHIIH,

N cTaxn Terepnr ee KYyMUp

Wiy sanymMumsufl Bamrup,

Ham MeabmoT, OporAra MpavHu#,

Une BeyHHE XWx, HIK KOpcap,
Wan TauHCTBeHHEHE Coorap.

(III, xii, 5-11)
A notable digression in the third chapter is Pushkin's
description of life.in the country. It occupies only one stanza and
serves as an introduction to Pushkin's own sentimental attitudevtowards

Tatyana:
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TatvrAHa, Muiaaa TareaHal

C ToCGo#f Tenepsr A CIE3H JIbK;
Ty B PYHH MOXHOI'O THpPAHAa

VX oTnaka CyLbO0Yy CBOW.

 Iloru6Hems, MUIAA; HO, NPEXIE

Ta B ocxenurenbHoll Hazexne
BlraXeHCTBO TEMHOS 30BOWb,

TH Hery XH3HU Y3Hacllb,

(111, xv, 1-8)
As remarked earlier, Pushkin ﬁses a standard romantic device in
matching the language and descriptions of people to their character.
For example, in describing Tatyana, Pushkin habitually provides a

deliberately romantic setting:

HactaHeT HOYbj JAYyHa OOXOLKUT
JTo30poM IalbHHIl ¢cBOX HebecC,
K coxoBelt Bo urie rpémec
HaneBu 3BYYHHE 3a4BOIMUT.

(III, xvi, 9-12)
He even introduces a supernatural element in this scene:

U cepzueM Xajexo HOCHJIACH
TaTbAHA, CMOTPA HE JAYHYese
BEpyr MHCAE B YM@ €& POLMIACH.

(III, xxi, 1-3)

In a lengthy digression on the women he had met, Pushkin tries
to justify Tatyana's gullibility. Here again the poet expresses more
than a purely objective interest in the heroine of his novel. He
points out Tatyana's naiveté and romantic nature:

3da YTO X BUHOBHee TaTbAH&a?

3a TO JAb, YTO B MUJIOHE NIpOCTOTE

OHa He BejzaeT oOOCMaHa

¥ pepuT uszbpanuHo#t Mevure?

3a TO JAb, YTO JNWOUT 6&3 HCKYCCTB&,
[locayuHas BAe@YEEBKW YYBCTBA&,
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UTo Tax IOBEepuYUBa OHa,

Uro ot nHedec oxzapeHa

Boo6paxeHueM MATEXHHM,

JuoM u BOJE XHBOH,

1 ceBoenpaBHO#f roxosofi, .

U ceprueM NJaMeHHHM K HEXHHM?

Yxear He npocTture ef

Bi JEerKOMHCIUA cTpacTel?

(III, xxiv, 1-14)

The third chapter contains one of the climactic points of the
story: Tatyana's letter to Onegin, The letter, according to Pushkin,
was written in French and translated by him for the reader into Russian,
The poet "proves" that the letter was written by Tatyana by departing
from the Onegin stanza. The letter is written in a highly romantic
style and exhibits Tatyana's complete inexperience of worldly affairs.
There is in the letter a pathetic longing for a kind word from Onegin
and a sentimental reproach to him for having disturbed the peace of
their rural household:

dJavyeM BH ITIOCETHIH Hac?

B raymm 3a0HTOrO CeJleHbA

A HuKorza He 3HaJaa O Bac,
He 3H&Ja 6 IOPLKOr'o MYYeHBA.

(Vol. V, p. 70)
Her emotions overpower her to the point where she suddenly
abandons the polite form of expression, the plural Russian "you", in
favour of the more personal singular "you":

To BoJA Hefa? A TBOA.
(Vol. V, p. 7T0)

The letter abounds in sentimental expressions and declarations

of love., There are strong allusions to dreams and unfulfilled desires:
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He TH 2K, MUIOS BUIEHLE,

B rnpospayHofl TeMHOTe MeJABKHYI,
[IpPHHUKHYA THXO K H3TOJOBBI?
He Tw a5, ¢ oTpanoff ¥ JAHWCOBBLN,
CnoBa HANOXIH MHE WEemHYyJX?

(Vol., V, p. 70)

Having exposed herself, Tatyana ends the letter by beseeching
Onegin not to betray her, thus once again exhibiting her naiveté.

In one of the scenes dealing With Tatyana's letter, Pushkin
once again surrenders to romanticism and exposes his deep affection
for the heroine:

K nieyy rozoByWKOR CKJIOHHIACH.

g@?@‘m& JABTKEA CHYOTHIALOD

C ee NpeseCTHOr'O ILIG6Y&, e

(III, xxxii, 5~7)
Moe#f TaThbAHE BCE& PABHO.

(ITI, xxxii, 14)
To emphasize Tatyana's nursemaid’s country background, Pushkin

resorts to the romantic device of characterization through speech:

O nTaliKa PpaHHAR Moal
Bevyop yx xak 6oAJaach fAl

(III, xxxiii, 10-11)

Pushkin ends the third chapter-on a note of mystery. Onegin,

after a long delay, has arrived at the Larin estate and meets Tatyana
in the garden. The poet, however, chooses to make a pause here. It

must be remembered that originally Evgenii Onegin was published in parts,

chapter by chapter, and this ending would keep the reader in suspense.
This appeal to imagination is another device of the romantic school,

already discussed in Chapter I,
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The third chapter, besides Tatyana's letter, contains another
departure from the Onegin stanza. This one deals with the song the
country girls were singing on the orders of the squire to prevent them
from eating berries while collecting them. The song has a sentimental
note; it deals with the girls® wish to attract a young man, and,
characteristically, is written in a cpuntry dialect:

daTAHUTE [ECeRKY,
[leceHEKy 3aBeTHYD,
JaMaHNUTEe MOJOXIIS

K xopoBonry HauweMy.

(Vol. V, p. 76)
In describing Tatyana's reaction to the song, Pushkin uses
pastoral metaphors, likely the most beautiful in the whole novel:

Ho B mepcAX TO Xe TpeleTaHbe,
U He NpoXoXWUT Xap JaHUT,

Ho sapvye, ApYe UL I'OPUTees
Tax GenHu#t MOTHJAEeX U OJaemerT
U 6reTcA PEIYXHHM KPLHJIOM,
llneHeHHH! WHKOABHHM WaIYHOM;
Tak saliudK B O3MMU TpEleWeT,
YBuIA BEPYI U3ILAISHSE

B KyCTH NPHUIaZUEro CTPeJdKa.

(III, x1, 6-14)
The fourth chapter begins with a digression dealing with the
hero's attitude towards love. Pushkin seems to justify Onegin’s

unwillingness to become settled:

OH B nepsoifi wHOCTH cBoeR
Bua XepTBolft OypHHX 3alayxpeHuHR
1 Heoly3naHHHX cTpacTelis

(IV, ix, 2-4)
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B xpacaBuly OH yX He BJAWGJIAMACA,
A BOXOYMICA KAK-HHUOGYLE}
OTHAXYT = MUI'OM YTEWAJICA,
H3MeHAT ~ pax OHI OTLOXHYThe

OH ux HcKalX 0663 YNOeHbA,
A-ocTaBnAx 0e3 COXaJdeHbA,
UyTh ITOMHA UX JANGOBbL M 3J0CThe (Iv, x, 1-7)

Thus, Onegin's restlessness and his character as a superfluous
man are strongly emphasized. |

In his verbal reply to Tatyana, Onegin exhibits a measure of
tenderness so far unsuspected:

MHe Balla MCKPE@HHOCTR MHJX&,
OHa B BOXHOHBO MDHBEAA
LaBHO YMOJKHYBIIXE YYBCTBA&,

(1Iv, xii, 7-9)
But when Onegin tries to console her, it is a rather clumsy
attempt, and his choice of metaphor, perhaps intended to sound romantic,

is tasteless in the extreme:

CMeHHT He pa3 MJIazaAd XeBa
MeyTaMy JerKWe MEeuTH}

Tak nepeBHO CBOM JHMCTH
MeHAeT ¢ Ha&XIOK BECHON.

(IV, xvi, 6-9)
In describing Tatyana's mortification upon rejection, Pushkin

himself uses a truly moving metaphor:

3IOPOBBE,;, XHU3HHM LUBET ¥ CAALOCTH,
YaHOKa, LeBCTBeHHHI nokott,
[lponnasno Bce, 4YTO 3BYK mycrofi,

1 uvepxHer Muaof TaHK MAaZOCTH}
Tax onesaeT OGypd TeHB

Ensa poxmawumulica IeHb.

(IV, xxiii, 9-14)
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Describing the romanée of Olga and Lenskii, which proceeds
undisturbed, Pushkin gives us another description of the young poet's
romantic nature. It will be recalled that Lenskii was educated in the
sentimentalist schools of Goettingen:

[loeget Jau xzouo#l - u goma

OH saHAT Oamrron caoeft,
JeTyume JHCTKM ajibOoMa
[IpunexHoO yxpawaeT ef:

To B HUX PHCYET CeJbCKH BHIH,
HaxrpoOHutt kaMeHb, xpad KUITPHIH,
Han Ha nupe roayoka

llepoM ¥ KpacHKauMM CcJHAerkKaj

To Ha JAHCTKAX BOCIOMHHAHbLA
[loHUXe TIoZNHCU ILPYIHX

OH ocraBideT HexHH#l cTux,
Be3uonBHHE NaMATHUK MedTaHbA,
MruoBeHHOR zyun poaruf cxexn,
Bce TOT Xe mnocJe MHOI'UX JNeT.

(IV, xxvii, 1-14)
Nostalgia seems to be the predominant tone of the fourth

chapter of Evgenii Oneqgin. In describing.his hero's daily activities,

after the meeting with Tatyana, Pushkin digresses to draw a picture
of the oncoming winter. A strongly nostalgic note occurs in a
reference to Pushkin's southern.sojourn:

Ho Hame ceBepHOe nefo,

KapuraTypa OXHHEX 3HM,
MeJqsHHET ¥ HOT.

(1v, x1, 1-3)
Among Onegih's winter activities was entertaining at dinner.
In connection with this Pushkin introduces two notable dig;essions,
one dealing with the merits of different wines, the other, sentimental

in flavour, deals with the setting of the room:
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OroHr IOTYyXj; €IBa 30J01
[ToxepHyT yroas zoxorol;
Enpa 3aMeTHYW CTPpyew

Buerca map, ¥ Ttenaoroi

KaMUH 4YYTh XHIMT.
(IV, xlvii, 1-5)
In keeping with the general tenor of the chapter comes an

appropriately romantic ending:

CToxpaTt OxraxXeH, KTO IIpeiaH Bepe,
Kro, xzazHufl yM yroMoHHusB,
[loxouTcA B ceplreyHoif Here,

Kakx nsAHHE NDYTHUK Ha HOUIErs,
Hau, HexHeHl, HaK MOTHIAEK,

B BecenHuil BnuBumuicA L[BEeTOK.

(Iv, 1i, 3-8)
In the fifth chapter, Pushkin discusses Tatyana's preoccupation
with superstitions, in perfect accord with the romantic tradition:

TaThrAHA BepUIs NpelaHbAM
llpocTOHAPOLHOR CTapUHH,
N cHaM, ¥ KaPTOYHHM IaJaHbAM,
N npenckazaHUAM JNYHH,
(v, v, 1-4)

The description of Tatyana's preparations for divining the

name of her husband is full of sentimental tenderness almost worthy of

Karamzin's Poor Liza:

TaTbAHSE OACOK WeJAKOBHH
CHAla, pasnelach U B IIOCTOADb
Jderna. Hanx Hew BbeTrcA Jeab,
A 1ox noaymxow nyxosof
FeBuYbe 3ePKaJO JSXHT.
YTHUXAO BCe, TaThAHA CIHT.

(V, x, 9-14)
Tatyana's dream, which perhaps tells us more about her than

even her letter to Onegin is filled with many superstitious omens,
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Moreover, it proved prophetic in many details for Tatyana, as we have
already seen, and despite all attempts at logical explanation, this
foretelling of a tragic future must undoubtedly be numbered among the

romantic traits in Evgenii Onegin.

Among the omens in the dream is the stream between the estates,
suggesting separation; the bear, in folklore, means a bridegroom. There
is a half-disturbing, half—comforting-note in the scene describing
Tatyana's first encounter with the bear: |

U xanmy ¢ OCTPHEM KOrTAMH

ER npoTAHyN; OHa CHpelsacs
Ipoxamel pyuyxoff onepaacs

U GoA3IUBHMUK warauy

[lepeSpanacr yepes pyuel;

ITlomna = ¥ 4YT0 X? MezBerr 3a Helil

(V, xii, 9-14)
Could the bear represent the fat general she eventually marries?
Another ominous detail in the dream is that Tatyana sees in

the feast a funeral wake:

da InBepbl KPUK W 3BOH CTaKaHa,
Hax Ha OOJBUHX INOXOPOHAX.

(V, xvi, 3-4)
The dagger, symbol of tragedy in classical elegies, also
features in her dream:
Cnnop rpoxvye, rpouye; BIpYr Esrennft

XBaTaeT IJAMHHHHE HOX, M BMUr
[loBepxex JeHcKuH.,

(V, xxxi, 1-3)
Likewise weird guests at the feast in the dream could be

construed as the masks of classical ill-omen, for the names of the
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guests at Tatyana's nameday party strangely resemble the appearances

of the caricatures in the dream., These coincidences between the dream
and reality, although psychologically possible, still seem more akin

to romantic superstition than realistic detail. Especially if, to the
dagger and masks we can add the military band at the nameday festivities
as representing the trumpet of the classical omens,

Indeed, Pushkin has already ihcluded a referehce to these omens
in a digression concerning literary traditions, where he conjures up
the spirit of an imaginary "strict critic" who might have required
that he cast his story in the rigid form of a classical tragedy:

Ta npeB KU, BEePHO, HaM YKaXeWlb
Tpy0y, JAUYHHY U KUHXaMA.

(IV, xxxii, 9-10)
There is also a description of dances in one of the digressions

in this chapter in which a typically romantic simile is employed:

OnHoOOOGpa3HHR KU OesyMHHH,
Kax BHXOpPb XHU3HM MoJoxoit,

KDPYXHUTCA BaJabC& BUXOPh WYMHHH.
' (v, x1i, 1-3)

In the fifth chapter Pushkin avows that digressions are indeed
a practice of the romantic school and promises to refrain from them,
although, as we will see later, he did not quite succeed in keeping
his word:

IIopa uHedcxeaaTbcg yMHelt,

B nmexax M B cJaOre IIONpaBATCA

U 5Ty natynw TeTpaib
Or otcerynaeHuit ovyuwaTb,

(v, x1, 11-14)
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For the romantic tradition is well represented in the fifth
chapter, too. We have here elements of superstition, sentimental

verses and violent action, leading to a duel.

The superstitions find their fulfilment in the sixth chapter
where, despite his earlier pledge, Pushkin digresses almost from the
very beginning, describing in detail the background of the man Lenskii

has chosen to deliver his challenge to Onegin:

e ® o o o 3apenkuir MoHt,
[lor ceH®r 4YepeMyX U axeamuit
Or 6yphp YKPHBUUCE HAKOHEeI,
BuBE6T,; K&K HCTHHHHH MyIpel,
Kanyery caluT, Kakx l'opanuft,
PasBozuy yroH ¥ ryoce#l

B yuur asGyre gnered.

(vi, vii, 8-14)
The last meeting between Lenskii and Olga is of neccessity

very solemn. The mood is created by the gentle, hesitant style that

characterizes Lenskii himself and his feelings for Olga:

OH CMOTDHUT B CISILKOM YMHUJIEHLE}
OH BUAMUT: OH ele ANOUM}

Y% OH, pacrafAHbEeM TOMHM,

ToToB npocuTek y Hefl NpoweHbe,
TpernemeT, He HAXOLUT CJIOB,

OH ¢YacCTAHB, OH IIOYTH 3IZO0POBees

(VI, xiv, 9-14)
Lenskii®s romanticism is, according to Pushkin, much to blame
for the forthcoming duel and tragedy. He emphasizes this in

appropriate verses:
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He norepmniw, 4YTOo0 pasBpaTUTeNb
OrsZe¥ ® B3ZOXOB K IIOXBAJX

Maagzoe ceplue MCHRYMAT]
YTro6 4yepBhL Npe3speHHHHR, AXOBUTHH
Tounrd AMJIeH CTeOeISK,
YtoOH IBYXyTpPeHHHP LBeTOK
YBAJA eme NOAYPaCKPHTHH,.
(VI, xv, 6~12)
The night before the duel Lenskii writes a letter to Olga.
This letter is significantly written in the Onegin stanza and not, like

Tatyana®s or later Onegin’s letters, in a different style. It is

moreover distinctly séntimental:

Kyxa, kryza BH YyZaJAUIHUCh,
BecHn umoeft sxnartHe JHH?

(VI, xxi, 3-4)
Pushkin acknowledges the sentimentality of Lenskii*s verses,
but fails to equate it with romanticism; he sees in it a natural
expression of feelings and can thus subscribe personally to it. Hence

the use of regular Onegin stanzas:

TaK OH NUCAJX TEMHO M BAJAO
{(YT0 poMaHTH3MOM MH 30BeM,
XOTh POMBHTH3IME TYT HUMAJIO
He BuXy A; X& YTO HaM B TOM?)

(VI, xxii, 1-4)
The last words suggest that Pushkin may have had second
thoughts on the contradiction, but he lets it pass. Such gallantries =

a general reluctance to censure people in trouble - are characteristic

of Pushkin in Evgenii Onegin, and render his underlying realism less

harsh.

When Lenskii, without a chance to fire his own gun, is killed
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by his former friend, the dying scene is described by Pushkin with

unabashed sentimentality through a brilliantly apt simile:

Hoxuyna GypA, LBeT NpPeKpacHHR
YyBANL He yTpeHHe# 3ape,
[IoTyx OroHBL Ha &aJlTape.

(VI, xxxi, 12-14)

Teneppr, KaK B IOM@ OIIYCTEJOM,
Bce B HeM ¥ THXO ¥ TEeMHO;
3aMOJKJIO HaBCEr'Za OHO.

S&KPHTH CTA&BHU, OKHH MeJoM
3a0eleHH. XO3AUKK HEeT.

A rne, 6or BecTb. [Ipomal H CISXKe

(VI, xxxii, 9-14)

By some strange twist of fate the description of the duel and
Lenskii's death fulfil not only Tatyana's strange dream, but as we have
already noted, in most surprising details fit the circumstances of
Pushkin's own death.

The tone of Pushkin's comment on the pointlessness of the
untimely death of the young poet is matched by his description of
Lenskii's burial place. Again Puskin is not ashamed to'reveal
sentiment: ‘

EcTs MecTO:! BJIEBO OT CeJIASHbA,
I'mle xXua nuUTOMEl BIOXHOBEHBA,
B8 COCHH KOPHAMM CPOCIHCH;

Mon HUMM CTPYHKHM U3 BHANCH
Pyuynpa cocencTBEeHHOR IOJIHHH.

(Vi, x1, 5-9)
With his déécription of the grave Pushkin refers to a herdsman
visiting the site, and again introduces his stock symbol of continuing
life, the fisherman:

TaM y py4ybd B TeHU rycroft
llocTaBieH MaMATHWK IpocTol,
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Nor HuM (KaK HaYXKHaAET KalaTh
BeceHHuHM ILOXIb Ha 3iaK nojaehd)
IlacTyx, TJA6TA CBOH mnecrpuil J1anoTh,
[loeT PO BOJXCKUX pHOapeH.

(vI, x1, 13-14 -
VI, x1i, 1-4)

In an oblique reference to his publication of Evgenii Onegin

by instalments, Pushkin promises not to end the novel here. He also
asserts to the reader that he likes Onegin, thus maintaining the
attitude that Lenskii was much to blame for his own misfortune:

Co BpeMeHeM OTvYeT A BaM

I[Toxpo6HO 000 BCEM OTIAaM,

Ho He Telepbe XOTh A CEPLEYHO

AwGan repoa uHoero.

(VI, x1lii, 13-14 -
VI, xliii, 1-2)

In the sixth chapter Pushkin bids farewell to his romanticism,
as though it had died with Lenskii, and for the same reason = that it
was unsuited for deaiing with the realities of life., But first he
acknowledges its contribution to his creativity. The words of thanks
are written appropriately in a sentimental manner;

Taft oraaxuch. [IpocTUTe X, CEHU,

Pie IHM HOU TEeKJIW B IAYymH,

VcernosaHeHn cTpacTefl 1 JeHH

W CHOB 3anyMYUBOR IyuwH.

A TH MJIaZ 0@ BIOXHOBE&HbE,
Boany#t uoe BoOOpaxeHbe.

(VI, xlvi, 1-6)
In perfect romantic tradition, Pushkin begins the seventh

chapter with a sentimental discourse on spring:
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Kax PpyCTHO MHE TBOE ABJIGHbLEO,
Becrna, BecHal nopa awn6sul
Kaxkoe TOMHOE DBOJHEHDLSG

B uoelt nyme, B Moe# KpoBul

«(VII, ii, 1-4)
The poet takes this opportunity to remind the (instalment)
reader about the death of Lenskii, and does this through the use of
a metaphor:
Wau, He parydAchL BO3BDATY
[Toru6uMx OCEeHBbN JHUCTOB,

My IIOMHMM POPLKYK YTPATY,
BruMaa HOBHHR WyM JnecoOB.

(ViI, iii, 1-4)

That the poet refers here to Lenskii can be judged by the fact
that he uses the word "bitter", which could hardly refer to the loss
of anything else but a human life, The verses bear an unmistakable
romantic stamp and are of the type Pushkin would uge to characterize
the young poet. The only mention of Onegin is made in connectien with
Lenskii's death. When Pushkin finally does name the young poet by
name, he hastens to point out that life goes on in its normal manner

despite his death, He does this by again introducing the herdsman:

OrvH mox HuM cexofl M XuaAn}
llacTyXx no-mnpexHeMy IoeT

K o0yBp OeXHYNW IJASTET.

~ (VII, viii, 12-14)
Taxl paBHOLYWHOE 3a06BEHbE A

Ja rpo6oM OXMILaeT HaC.

(VII, xi, 9-~10)
MlosTa rnaMsaThs OPOHECJAACHh
Kax IHM IO HEOY TroXyOoMYe.

(VII, xiv, 11-12)
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Re~introducing Tatyana into the story, Pushkin reminds us of

her nature and feelings with habitual mastery of characterization:

Kax TeHn OHa 6e3 [eJu OPOIHUT,
TO CMOTPHUT B OINYCT&AME COLeee
Hurze, HM B ueM eit HeT oTparn,
U o6lrervyeHbA HE HAXOLHUT.

(VII, xiii, 9-12)

She becomes even more introspective at the sight of Onegin's
house, which she sights on one of her walks, When let into the house
she is overcome by even stronger sentiments.

Onegin, as far as we can judge, was a man almost devoid of
sentiment. It is thefefore, at first, unexpected to see in his home
the stock idols of a romantic: Byron's portrait and Napoleon's
statuette. The books that Tatyana finds in his room make her wonder,
along with the reader, as to what kind of a man Onegin really is.
Pushkin answers the question he has posed through Tatyana's intuitive
thoughts:

anfOXHuﬁ NPH3pPaK, UIb eue
MockBuY B ['apOJbLOBOM IJA&LS,
YyXUX NPUYYX MCTOXKOBA&HDbE,

CIOB MOIZHHX ITOAHHNE JeKCHHKOH?T..
JYX He NapoguA JM OH?

(VII, xxiv, 10-14)

The changing season once again provides Pushkin with the
opportunity for reflection on the beauty of nature and at the same time he
recalls, in its defails, Tatyana's plight:

Hacrasa oceHp 30J0TaA,

Ilpnpora TpeleTHa, GA8lHAa,
KakX XepTBa NHWHO YOPaHBee.

(VII, xxix, 9-11)
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The sight of Moscow invites Pushkin to .a nostalgic digression:
MOCKB&, oo KAK MHOI'O B 3TOM 3BYKe

InA ceprlua PyCCHOroO CAUIOCHI
Kax MHOrO B HeM OTO3BaJOCHI

(VII, xxxvi, 12-14)
While describing the ladies present at a reception attended
by Tatyana, Pushkin pays tribute to an unnamed beauty. This again is
in keeping with the romantic tradition:
Ho Ta, KOTODOK HE CMEN
TpeBOXUTE JHPOD MOEK,

Kakx BeJanyaBasa JAYHA
Cpelds XeH M rxeB CJECTHUT OLHA&.

(VII, 1liii, 5-8)
Tatyana, bored by the artificial atmosphere of Moscow, longs
for her country home. Her sentimental nature calls her back to where
she experienced her first love:
K cBouM nBeTaM, K CBOMM pPOMAHaM

W B CcyMpaK JHOOBHX adlel,
Tyza, rze oOH aABuiIcA ef.

(VII, 1iii, 12-14)
In a form of an apology, Pushkin explains the difficulty of
departing from sentimentalism and the romantic school associated
with it. It is the romantic inspiration that has helped Pushkin to
create Tatyana. He admits that he does not really know when his exotic

‘Byronic mood ended and the more familiar image of his heroine appeared:

I BOT OHa B CaIy MOeM
fiBnsaces SapHuwHed yesnHoH,
C mevaJbHOR IYyMOK B OYaXe

(VIII, v, 11-13)
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The appearance of Onegin, back from a long trip, inspires
Pushkin to a monologue on the results of misspent life. A note of
solemnity is introduced by the use, yet again, of anaphonic verse:

Ho rpyctHO nyMaTh, YTO HaNpPacHO

BrJla HaM MOJORZOCTh X8HAa,

Uto H3MEeHAJH el BceuacHOo,

Yro o0MaHyZa HaC OHa}

Uro HawMy JAYJULHe XejJaHbd

YTo HauKk CBeXWe Me4YTaHbA

Vietaneau OncTpoit 4yepernoil,

Kak JAMCTBA OCEHbK THHJAOH.

(VIir, xi, 1-8)

The simile in the last two lines once again reminds us of
Pushkin's roots in the romantic school.

In describing Tatyana, Pushkin no longer resorts to a
sentimental picture except for a very short aside and the use of a
metaphor:

Huua upaMopHoil kxpacow

3aTMHTE: COCELHYy HE& MOIlI&a,
XoT» oclenuTeabHa OHI&.

(VIII, xvi, 12-14)
A meeting be&ween’Onegin and Tatyana, at the ball, provides
Pushkin with a natural opportunity to digress on man’s dissatisfaction
with his lot:

3anpeTHHR niaoxy BaM noxasails
A Ges Toro sau pafl He pafl.

(VIII, xxii, 13-14)
After the above remark, Pushkin ridicules Onegin's new found
affection for Tatyana. Through the use of metaphors the poet gives the

digression a mockingly sentimental tone:
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Ho B BozpacT nosjHuif u Cecnuoruuil,

Ha nosopoTe Hawux JeT,

[levanen cTpacTH MepTBHHA caern:

Tax Cypu OCeHW ¥OoXOIHOH

B GoxoTo ob6pamawT JIyr

U o6HaxawT JZec BOKDPYL.

(VIII, xxix, 9-14)

Onegin's letter to Tatyana is the third departure from the

Onegin stanza. There are some sentimental passages in the letter

worthy of Tatyana's feelings at the time she wrote her letter. One

such passage describes Onegin's desire to be near his beloved:

[ToBcory caAenoBaTh 33 BaMU,
JIHGKY yCT, LBHUXEHLS rias
JOBUTHh BJANCGISHHHMH IJIa3aMHU.

(Vol, V, p. 180)
Another passage asserts to Tatyana that her presence is needed
to keep him alive:
Ho, 4TO0 nNpoxaMrack XHU3HbL MOA

A yTpoM ZoJXeH OHTh YBEDeH,
YTO ¢ BAMH IHEeM YBHXYCH Ho

(Vol. V, p. 180)
Waiting in vain for an answer, Onegin finally summons his
courage to call on Tatyana. When,after a long pause, Tatyana reads
him a lesson, it is a somewhat vindictive answer to the treatment he
had accorded her on receipt of her letter. There is also a moment of
candid reflection, when we again meet the Tatyana of old. Pushkin,

in sentimental verses, reproduces Tatyana's words:

e « o CeHHyac oTxath A4 para
Bew 5Ty BeTowp MacKapala,

Becr 3TOT OJMeck, X WyM, WU uag
3da MOJAXYy KHUr', 3a LMKUP cax,
da Hame 0OerHOe XWIHUe,

da Te MecTa, rxe B nepBHi pas,
OHervH, BUI®JXa A BaC.

(VIII, xlvi, 5-11)
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The novel ends in uncertainty and may even be considered as
not having an ending at all:

OuHa ymzra., CrouT EBreHuif,

Kax OyIZTO I'POMOM IOpaxeH.

B xaxkyn Oyplo owmyumenui

Teneps OH cepiueM IOrpyxen!

Ho mmop wezanuuil 3BOH paszgancH,

U Myx TaThAHH TIOKa3aJCA,

U sxecwyr repoa Moero

B MUHYTY, 3JAYyW0 LJIA HEro,

UuraTesb, MH TeNeph OCTABHM,
Hazoaro... HaBcerxa.

(VIII, xlviii, 1-10)
It is true thét Pushkin made an attempt to finish the novel at
a later date, although for reasons not entirely clear, but probably
political, he did not proceed with his plan. From the manuscripts
that survive we can deduce .the political nature of the proposed ending,
but not the actual manner in which the poet proposed to reintroduce his

hero. ALl the same, the form in which Evgenii Onegin is known now,

consisting of eight chapters, must be considered in a sense complete.
Pushkin was much too conscientious an author to publish a novel that
could not be considered finished, and we can hardiy doubt that the
"unfinished" quality of the novel's ending, as we have it, was
consciously intended by him. We certainly have more evidence for this
point of view than the musicologists who refuse to call Schubert's |
Eigth Symphony "Unfinished” on the argument that it does not have the
usual number of movements.

The succeeding chépters, if they had appeared, would in all

probability have revived the Onegin theme and perhaps even made a
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Decembrist of him. But it was always possible that on one level at
least Pushkin had nothing more to say, for it should be noted that the
surviving manuscripts of the succeeding chapters do not mention
Tatyana, for whom the poet admitted so particular an affection. Thus
for Tatyana, his romantic heroine ~ romantic in herself and seen by
Pushkin through romantic eyes - the novel is given a heartbreaking
"romantic" ending.

0f course one may object that the novel is named after Onegin,

but to this it is surely justifiable to counter that Evgenii Onegin

was the title for a novel that did not get written, while the Tatyana
theme, outgrowing perhaps the poet's intentions, became a novel by

itself,

The romanticism of Evgenii Onegin, which we have just examined,

is one of the most obvious and appealing features of the novel, although,
as we shall see, it is largely superficial and intended perhaps

primarily to appeallto the less discriminating among the reading public,
and to a certain extent to the censor. Romantic in flavour, we have
noted, are its lyrical digressions, its sentimentalism and its overtones
of fatalism and superstition. The realism of the novel, much deeper
seated, and less obvious to the unprobing eye, takes the form of subtle
reflections on Pushkin's own times and stems form the portrayal of what
were later to become types in Russian realist literature - the
"superfluous man", in the person of the vacillating hero, Evgenii

Onegin, and the strong-willed heroine, typified here by Tatyana.
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As we have seen, Evgenii Onegin was at first conceived as a

satire (page 5Q)., We may also recall that he named it a "novel in

verse" (in a letter to Vyazemsky) "of the Don Juan type." The

narration exhibits considerable irony in the poet's attitude towards

the hero and his way of life. The irony is deep, one might say
heartfelt- something altogether different from the satirical witticisms
of Byron. Indeed, if Onegin is, as Tatyana suggests,‘a parody of Byron,
Pushkin himself, inasmuch as he implies censure of Onegin, was bound

to assume a more sober style than Byron's.

The inescapable "moral” of Evgenii Onegin is the absolute
necessity to lead a creative rather than an idle life. In this, more
than in anything else, lies the basic difference between the lyrical
presence of the narrator (the "I" of the novel) and the hero, and the
difference between Onegin and Tatyana.

Pushkin shows that there is, on the surface, much similarity
between him and his hero. They have both known and enjoyed life to the
full, and both are now tired of it:

CtpacTell Urpy MH 3HaZu ofa:

ToxMunza AU3IHL OOOUX HACS
B oCoux ceprua xap yrac.

(I, xlv, 9-11)
But Pushkin, although embittered, does not remain impassive,
while Onegin is plunged in gloom and devoid of any apparent desire to
do anything but brood: |

 6uxr o037100A8H, OH YI'POM.
(I, xlv, 8)
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Onegin was incapable of being carried éway be even an outstanding
theatre performance, for, as we have seen, he found the theatre never
more than merely.amusing° Not so Pushkin; for him, the theatre is a vivid
experience long to be remembered. It is a "magic }and", a shrine of
.Russian culture:

Yapw am pyccxofl Tepncuxopu
Aywolt MCIONHEHHHHR roxeT?

(I, xix, 6-7)
Onegin finds work as boring as pleasure. He tried to write,
but (and here the contrast with Pushkin is obvious) gave it up:

XoTesq mmcaTh - HO TPYX YIOOPHHH
EMy Ouna TOmWeEH.

(I, xliii, 9-10)

Pushkin had read widely and never in fact stopped educating
himself., Not so Onegin. He tried to absorb "strange minds", devouring
books, but in a manner that bored him from the beginning. He found in
the books deception and mere idle talk. For him they lacked either
conscientiousness or common sense, while modern books were too
repetitious of old stories. In the end, as with everything else,
Onegin gave up:

Kax XeHWMH, OH OCTABMJ KHUIH, (I, xliv, 12)

Onegin, as we have seen in the beginning of the book, had an
education equal to that of other young men of his station in society.
He had also been well endowed financially and was thus free from all
'ohligation to work. He is absolutely egoistic, without a care for
anyone. Paradoxically, this "anyone" includes himself, Here lies the

root of his sufferings. Pushkin emphasizes this by drawing Onegin as
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a passive individual, a man with a cold heart, engrossed in his own
thoughts:

MHe HpPaBUJHCE ©6I'0 4YePTH,
MeuTaM HOBOJLHAA TPELAHHOCTD,
HenozpaxaTeabHaa CTPEAHHOCTD
K pesxuil oXnMaxTeHHHI yM,

(I, xlv, 4-7)

The love, however, that Onegin finally experienced for Tatyana
was apparently genuine. It was an experience which caused him pain,
having possessed him too late to bear fruit. (Tatyana's admission that
she still loved him, but could not yield to him, would in all probability
cause Onegin to wander aimlessly, both in his mind and deeds. This is,
however, a mere conjecture drawn from the fragments of Pushkin's
intended final chapters.)

In often quoted words from the eighth chapter, Pushkin tries
to arouse in us a feeling of pity for Onegin. This is the sequel to an
earlier stanza where the poet feels that every occasion in the life of
a man has its own purpose, and blessed are those who take advantage of

St
JAHWOBX BCe BO3PACTH IIOKODHH

(VIII, xxix, 1)

(Ho) mevaleH CTpacTV MepPTBHH cIex.

(VIII, xxix, 11)
Onegin's evasion of the realities of the world are strongly
emphasized by Pushkin in The Iravels of Evgenii Onegin. We will
recall that in the very first of the surviving stanzas Pushkin
describes the market place of Nizhnii Novgorod with its teaming life,

Onegin, standing in the midst of it, sees nothing. Aware of his
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helpless situation, but incapable of emotion, he prays:
3ayeM HEe YYBCTBYKW B IJaeye
XOThr pPeBMaTHU3Ma? - AX, co3xaTekabl!

A MoaXOx, XM3HBR BO MHE KpPSIIKa}
HYero MHe XIaTh? TOCKA, TOCKal..

(Travels, v, 11-14)

Pushkin, as the narrator and ever present observer, is in this
respect quite different from Onegin. ‘The difference is that he accepts
reality and becomes emotionally involved in all that surrounds him. He
could not otherwise describe the scene in such vivid colours. He takes
in everything, is able to place himself in the midst of it, and in his
capacity as an author finds release and fulfilment. Onegin, on the other
hand, looks but does not see, he is unable to apply himself to the
realities of life, and concentrates instead on his own feelings of weak-
ness and egoism and his purposelessness in life. Thus Pushkin once
again emphasizes his role as an objective spectator and separates his
own personality from that of Onegin, employing the romantics® own
device of digression to subtly underline his own realism.

Tatyana is the prototype of the heroines of Russian novels who
stand morally higher than their male counterparts. In a way it would,
in fact, have been perhaps more appropriate to call the novel as it now
stands; "Tatyana Larina".. Of course, had the novel been completed
according to Pushkin's plan, and perhaps become much longer - who knows?
- then Tatyana's part in the story might have seemed less dominant.

In any case, in the novel as we now have it, it can be argued that she

steals a lot of the limelight.



90

The society of the eighteen twenties in Russia barred women
from active life, even if they had the ability and will to take part
in it. Bearing in mind the contrasting aimlessness of Onegin, we may
now examine the manner in which Pushkin characterizes the shy, but
determined, country girl:

e o ¢ o o o OT Hefec oxapeHa

BoolpaxeHMeM MATOXHHM,

JYMOM ¥ BOJEKW XUBOH,

U cBoexpasHO§t roxsosott,
W ceprueM NIaMEHHHEM U HEXHHM.

(ITI, xxiv, 8-12)
After her meefing with Onegin and despite her unrequited love,
Tatyana is not given to dark thoughts, as Onegin is when latér rejected
by her. On the contrary, she begins thinking even deeper. She does
not read distractedly, like Onegin, to while away the time, but rather
to further her knowledge, to open new horizons:
e o « o o YTGHBD Mperagacsa

TarpAna XarHOO IZymoit;
U el oTkpraca Mup uHOH,

(VII, xxi, 12-14)
Raised in foreign t?aditions, Tatyana had found it easier to
write to Onegin in French, but nevertheless, she is a Russian at heart.
Here Pushkin defends not only the heroine of his novel but all the
young people of his generation, including himself, and it is indeed

Russia that Pushkin-has at heart throughout Evgenii Onegin. In a well-

known passage, early in the novel Pushkin clearly reveals this devotion

to his motherland, albeit with a tinge of sarcasm:
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Tarbaua (PYCCKaA Aywown,
Caiya He 2HAA MOYeMYy)
£ ee XONOLHY® KPacow
AoCusa PYCCHYHD 3HMY.

(V, lv, 1-4)

The brief appearance of Lenskii in the novel is necessary if
only to give a realistic picture of the variety of types among the
Russian nobility and landed gentry. The young poet, according to
Pushkin's account, is a dreamer, a sentimentalist, educated abroad in
the romantic tradition., Pushkin describes Lenskii in a rather detached
manner without ever showing much sympathy for him:

OH COpELOM MHANE OWi HOBGUZA,

Ero Jexnesaxa Hazexna,

M urpa HOBHH OJM8CK K WyM
Ewe naeHAJ X OHHE yu.

(11, vii, 5-8)
He points out Lenskii's continued attachment to foreign countries,
with few references to link him to the land of his birth, and he calls
him (only) "half-Bussian":

On nmex Te HalbHHE CTP&HH.
(II, x, 10)

Pushkin does not hesitate to accuse Lenskii of the folly of
challenging Onegin to a duel., He does it by pointing out that Onegin
had no choice but toaccept thé challenge:

OH OOBHMHAJNX Cce0A BO MHOI'OM,

(VI, x, 3)

c. . 6.6.0_0 © 8 9 Ho Telnepk
VX MOSKHO; BPOMA YJAETEMO.es

(VI, xi, 4-5)
Whatever sympathetic words Pushkin found were for Onegin and

not Lenskii. According to Pushkin it was Onegin who was the real victim
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of the duel:

CraxuTe: Bamenw Aymolt
Kaxkoe 4YyBCTBO OBJaILEE€T.

(VI, xxxiv, 8-9)

Thus Lenskii, having fulfilled his purpose in the novel, is
removed from the scene. Whenever Pushkin recalls his name it is only
to emphasize Onegin's feelings, to show that his hero had a conscience,

It is interesting to note that Pushkin devoted very little
space to Olga. In fact he devoted more verses to Larina, the mother
of the two girls, and even to Zaretskii, Lenskii's second. The reason
for this may be that Olga, too, is invented only to contrast Tatyana,
and to explain better Lenskii's preoccupation with things towards which
Pushkin himself was comtemptuous. This notwithstanding the fact that
the poet in real life married an equally worthless woman. Onegin, the
bored fop, has a better appreciation of human worth, and expresses
surprise that Lenskii could be interested in Olga:

B veprax y OABTM XHUBHHU HeT,.
. (111, v, 8)

There is perhaps a lesson in the contrast between Pushkin's
realistic evaluation of Olga (expressed here through Onegin) and his
apparent blindness to the negative qualities of his own wife. For

although he liked Tatyana very much, even loved her:

1 TaK aAn6ap
TaTerARy MUAYD MOK!

(IV, xxiv, 13-14)
She was not a living person, but only a figment of his

imagination. Thus he could think and choose with a much clearer mind
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than when the choice between a real Tatyana and a real Olga (his wife)
actually presented itself. An echo of this attitude is to be found in
his lines concerning composition:

[lpowsna A060BB, ABHUIACDH My3a,
U npoacHuncsa teMHu#t yu.

(I, lix, 1-2)
Thus we see that just as the world at large is populated with
an infinite variety of different people, so even the miniature cosmos

of Evgenii Onegin has a convincingly wide range of characters. They

were created by Pushkin in the image of the real world in which he him-
self lived. Moreover the relative importance of the different characters
to the plot of the story can be, in a way, judged by the amount of space
he devoted to them. And so it is a particular problem to the analyst

of Evgenii Onegin that Tatyana occupies more verses than Onegin, a

problem to which we have already alluded and which will be further
discussed in our consideration of the novels' form which now follows.

The novel, as we have said before, is a complete entity with a
beginning, a middle énd an end., It can indeed be subdivided into three
distinct parts:

PART ONE

Chapter I: Devoted to Onegin,

Chapter II: Introduces all the leading characters. About
two thirds of its contents are devoted to Lenskii, with the balance
devoted to Tatyana. Olga and Larina are described in connection with

this or the other person, not separately.
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Chapter III: Devoted completely to Tatyana. The first part
ends here, leaving the reader in suspense as to the outcome of Tatyana's

encounter with Onegin,

PART TWO

Chapter IV: Although devoted to all four heroes, it is
dominated by Tatyana and, to a lesser degree, Onegin,

Chapter V: Belongs completely to Tatyana.

Chapter VI: Occupied to a small extent by Lenskii, but
dominated by the poet's attempt to arouse sympathy for Onegin., The
second part ends with this chapter, also on a note of some mystery.
Onegin departs on his travels, his fate and that of the two sisters
not yet decided.

PART THREE

Chapter VII; Although mention of Onegin is made, the chapter
belongs fully to Tatyana.

Chapter VIII: Belongs to Onegin, although Tatyana'’s presence
is strongly felt and indispensable. This chapter ends in suspense and

mystery as to Onegin's future.

The surviving fragments of two other chapters fail to give
a positive answer to the mystery, although there is little doubt that
they would belong to Onegin,

A certain equilibrium between the presences of Onegin and
Tatyana in the novel could thus be established. 0f much greater dramatic

importance, however, it the contrast of characters.
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At first we have two opposites meeting: Onegin and Lenskii.
The poet himself emphasizes the differences, and explains that only

for lack of any other companionship did the two become friends:

OHM cowauchs BoaHa ¥ KaueHb,

CTHUXHY X TNpo3&, Jdel U IIaMeHsb

He cToab pasamyHH MeX colboit (11, xiii, 5-6)

OT nesaTh HeYero Ipy3bA. (I, xiii, 14)
There is no less difference between Olga and Tatyana:
Hu xpacoroit cecTpn csoell,

Hu cBexecTbhw ee pyMAHoOH
He npusaexsa 6 OHa oO4el.

(II, xxv, 2-4)

The meeting of the opposites continues with the romantic
Lenskii falling in love with Olga. At the same time Lenskii's female
double, the sentimental Tatyana, is enamoured of the flighty Onegin.
Although Olga's fickle-mindedness is suspected, the proof comes only
when she marries soon after Lenskii's death. In this ﬁanner Pushkin
removes the two "props", Olga and Lenskii, and proves his point that
romanticism is doomed. Now we are left with the two main dramatis
personae: Onegin and Tatyana. Marriage between the two was nothing
more than a romantic dream which no realist could see as coming true.
Onegin was a playboy, not ready to settle, now or ever; Tatyana was
"born" for domestic life. An indeed, although she remains in love
with him, Tatyana marries and remains faithful to another man - a man
not of her choice, but of the kind such girls in such times were fated
to marry.

The "shadow" in the novel, the narrator, Pushkin himself,
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admits his own affection for Tatyana, but also professes his friendship
for Onegin. And it is with Onegin that he remains at the end of the

novel:

OHa yuxra., CrouT EBrenuit,

Kax 6yIiTo rpoMoM TopaxeH
¥ P P * (VIII, xlviii, 1-2)

The moment of truth has arrived for Onegin, and Pushkin leaves
him to his fate:

M s3xecsr repoa uoero

B MHHYTY, 3JAyN0 XJAA Hero,

YuraTeab, MH TeIepb OCTABHM,

Hanmonro... HaBcerzae

(VIII, xlviii, 7-10)

Thus, till the very end, Pushkin draws his heroes and the actions
of all those involved inthe story with a realistic pen, although there
is perhaps something romantic in the way the poet, discreetly leaving

Onegin at such a painful moment, proves the worth of his own friendship.

We may recall his words spoken at an earlier time:

Bparos mMeeT B MHpe BCAK,
Ho or anpyselt cnacu Hac, Goxel

(IV, xviii, 11-12)
Having populated his microcosm with true-to-life people,

Pushkin added many other touches of realism to Evgenii Onegin, by

employing various poetic devices. One of the most interesting is the
occasional deliberaie departure from the regular Onegin stanza. The
"Song of the Maidens'" at the end of the third chapter illustrates in
some measure this point. There is ample evidence that the song was
composed by Pushkin and is not therefore a folk song in the true sense

of the term. Although, as we have already seen, digressions are one
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of the characteristics of romanticism, one cannot dispute that in this
case the digression adds realism. With Pushkin, raised in the romantic
school, it was natural to employ some of the devices of that school for
the realism which he unwittingly pioneered. The "Song of the Maidens"
is indeed so much in character that it is not even of the literary
quality one would ordinarily expect from Pushkin,

The celebrated letter, too, which Tatyana writes to Onegin is
not written in the Onegin stanza. The romantic label can be much more
successfully attached to "Tatyana's Letter" than to any other part of
the novel. This is of course how it should be, for Tatyana was passing
through a genuinely romantic phase, which Pushkin has faithfully
rendered.

Having ascribed this letter's authorship to someone other
than himself, Pushkin not only departs from the form of the balance of
the novel but adds to the effect of realism byvmaking it a separate
entity, without a stanza number. It is perhaps partly for this reason
that "Tatyana's Letter™ is one of the most reprinted parts of the novel,

The very first line of the letter sounds a note of verisimilitude:

f K BaM OUHWY = Yero xe goxne? (Vol, V, p. 70)

Precisely what such a girl would writel

As her feelings and emotions begin to possess her mind we enter
the second part of the letter. For all its high-flown romanticism we
still feel that it is a credible document., Tatyana is in love and she

is willing to give herself fully to Onegin,
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The third part is a highly emotional prayer of hope that Onegin
will accept her sacrifice, with a naive but typical footnote expressing
confidence that this cynical womanizer will honour her by remaining

discreet:
Ho uMHe mopyxoit Bama YecThe. (Vol. V., p. 70)

Onegin's letter - is an echo of Tatyana's writing. It is
also written in a different meter from that of the balance of the novel,
and is also a separate entity. The realism of Onegin's letter ' is again

in its appropriateness to his character:

i xydan: BOXBLHOCTDL ¥ INOKOR
3aMeHa CcYacThW. DbBoxe Moft!
Kax a4 omwm6eA, Kax HaKasaH!

(Vol. V, p. 180)

It is at this point - in considering Onegin's letter, that
several interesting questions occur, whose answers can only be speculative.
We will recall that Zaretskii, Lenskii's second in the duel, is given
more verses in the novel than Olga, who provides the female counterpart
to Onegin., We should also recall that the poet spends much time and
effort in pointing out that Zaretskii, formerly a worthless individual,
is now employed at peaceful endeavours, such as gardening and being
the village handyman. Is it possible that Pushkin was preparing
Zaretskii as a parallel to Onegin? This question cannot of course be
answered with any certainty. However, we may examine some facts that
could sﬁed light on the plausibility of a positive answer. The most
important clue to be examined is providedAby Onegin's letter-

Onegin's letter seems at first a masterpiece of the seducer's
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art, with just enough echoes from Tatyana's letter to stir up the
maximum of sympathy. As such it is what we might expect from Onegin,
and forms a part of Pushkin's realistic portrayal of the hero. Pushkin,
however, does not anywhere suggest that Tatyana was at all right in her
suspicions that the letter was merely the opening move in a design to
create a grand scandal, after which she was to be abandoned. Certainly,
Tatyana's reaction, justified as it may seem, is not without spite
(ceronxua ovyepexb MoA VIII, xlii, 14), and spite discolours truth,

Taking stock of the known facts, we will recall that when
Onegin was introduced to the reader, Pushkin remarked that his friend
was no longer interested in amorous adventures (B KP&aCaBHL OH yX He
Bawbaaaca IV, x, 1), Thus, although having the opportunity, he did
not take advantage of Tatyana's original confession ofrlove° We know
that Lenskii's death was a great shock to him, and prompted Onegin to
embark on his travels. The ghost of the dead friend, however, followed
him on the journey. Onegin was outwardly changed on his return,'to the
point that Pushkin had difficulty in recognizing him and even wondered
what manner of man he was now. As if taking stock of himself, the
poet remarks that Onegin is now 26, but has not as yet achieved aﬁything
tangible in his life (BaraxeH, KTO cuonoxy Oma Moxox . VIIL, x, 1),
Moreoever, some change in Onegin's character was due, especially if he
was to end up as a éelf—sacrificing Decembrist.

With all the facts now assembled, we still must ask another
question: could his letter have marked a turning point in the
development of his character, tragically unrecognized by Tatyana, or

was the rebuff from her perhaps to jolt him into an agonizing self-
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appraisal that would lead to a change for the better? It is just possible
that the disarming note in Onegin's letter is sincerely contrived, but
that he was cursed by habit always to sound like a seducer, even if he

had in fact fallen more truly in love with Tatyana than Pushkin chooses

at this point to reveal.

We thus have a clue to an earlier question, whether Pushkin
planned to present a reformed Onegin at some stage of the novel,
perhaps in the part he never had a chance to present to the reader. For
if he did plan this, it was possible that he would have made Onegin
return for a visit to his village and meet his new parallel, Zaretskii,
thus maintaining the continuity of the novel and affirming that reform
was possible even for a man whose only serious occupation in life
hitherto had been the pursuit of pleasure.

A parallel can be drawn from Pushkin's own life. His affair
with Madame Vorontsova was an "honourable" one. Pushkin was truly in
love with the countess at the time, and he provided her with the
companionship and pleasures which she could hardly expect from a fat,
war-scarred general., There is, therefore, reason to believe that Onegin
would have been made to re-enact the admittedly adulterous relationship
of Pushkin, but without any desire for scandal., For it is doubtful
that Onegin, shaken by thé senseless death of a friend, would have
searched for anothef amorous adventure that could have resulted in his
own death or the death of another friend, the general. On the other

hand, of course, there is always the possibility that Pushkin, with

uncanny premonition, intended to cast Onegin in the role of a Baron
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d'Anthes, his own killer in a duel for the "honour" of the poet's wife.

the use
realist
itself,

Evgenii

A strong effect of realism is produced throughout the novel by

of onomatopeia. This of course is not a normal device for a
writing novels in prose. But for a verse novel, a rarity in
to employ as many imitative word devices as does Pushkin in

Onegin cannot but add to its total effect as a work of realism:?

The sound of beetles on a warm evening:

Buax Bevyep. He60 MepkIO., BOIH
CTPYHIUCH THXO. HyK XyXXade

(VII, xv, 1-2)
the opening of a champagne bottle:

Bomes = ¥ Npo6Ka B IIOTOJOK,
BUHA KOMOTH OPHIHYJI TOK.

(I, xvi, 7-8)

Not only individual sounds are conjured up by Pushkin's verse,

but also whole scenes, as at the ballet:

OzHolt Horo#f rKacascek Inoxa,
Apyron MeLJeHHO KDPYXUT,

U BAPYr INPHXOK, M BAPYI' JOTHUT,
JeTuT, KaK IIyX -OT yCT 30Jia,

To cTaH COBBET, TO Pa3oOBhET,
U 6neTpoilt HOXKOH, HOXKY ObeT.

(I, xx, 9-14)

Pushkin gives us truly realistic descriptions of nature, devoid

of any bias. Nature in Evgenii Onegin is cast in a neutral role.

Descriptions of the different seasons are devoid of metaphors:
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VX H66O OCEeHBKH LHUAJO,

JX pexe COJHHUKO CJIUCTAaXO,
Kopoue craHOBUJICA JCHB,

JlecoB TauMHCTBEHHAaA CEHb

C nmevalbHHM WYMOM OGHaXaJaaCh,
JOXuJICA Ha IOXA TYMaH,

I'ycelt KPHRAMBHX KapaBaH
TAHyJNCA K HOPYS NPUGIHXAIACH
JOBOJBHO CKYYHAaA nopas

CTOAN HOACPL ¥yX y IXBOPA&.

(IV, x1, 5-14)

The description of the various types and sights one would notice
coming to the outskirts of Moscow in the eighteen twenties is again
free of metaphors, and relies for its effect entirely on the visual

impression conveyed:

Menpxawt MUMO OYyLZKH, CGalH,
MaapuyumKy, ITaBKH, (QOHEDH,
ABOpPUHN, CaxH, MOHACTHPHU,
Dyxapuun, CamHul, Ka3aKy,
ATITeKM, MarasUHH MOIH,
BaJXoOHH, JABBH Ha BOpPOTaxX
K crTau raJox Ha KpecTaX.

(VII, xxxviii, 6-14)
The description of a ball is almost cursory in its lack of
development, but the picture it gives is real:

llym, X0xX0T, CEeroTHA, IOKIOHH,
Fajxon, MasypKa, BalbCsoe

(VII, 1iii, 1-2)
On a rare occasion where realism yields to a ;omantic mood, the
picture is blurred and comparatively meaningless. All it tells us is
of affection for an unknown beauty, allowing Pushkin to maintain a

discreet silence over the details:
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Kax BesuvaBad JIYHSE

Cpelbr XeH M LZeB OJASCTHUT OXHAa,
C Kakow I'oprocThy HebecHo#
3eMJIu KacaeTcAa OHal

Kax Hero#t rpyrr ee noJaHal

Kax ToMeH B30p €6 uyrecHHUl..

(VIiz, 1ii, 7-12)
Contrast his straightforward description of Olga, which tells
what we need to know about her:
'nasa xak HeGoO roxyodue,

JanOKa, JOKOHH JAbHAHHE,
I BUXOHBA, IOJOC, JEerKuH# CTaH.

(II, xxiii, 5-8)

In order to render Evgenii Onegin truer to life, Pushkin

attempted to account for all events in a chronologically logical manner.
‘In a note to the poem he states: "In our novel, time is accounted for
according to the calendar ™ (Vol. V, p. 194, note #17). Indeed, by
watching hard for clues, one can determine the year of an event and in
some cases the month and even the exact day. However, Pushkin appears
to have made a curious slip. St. Tatyana's Day is celebrated,

according to the Julian calendar, on January 12, In 1824, the year
Pushkin wrote Chapter III, that day was a Saturday. Apparently,_
without checking further, he placed Tatyana's nameday party on Saturday,
January 12, 1821, when in fact the day was a Wednesday!"* The most
prominent Pushkinologists have seemingly ignored this fact.

Many dates in the chronology of events of Evgenii Onegin

* This date has been checked by the Toronto Public Library and
the New York Public Library. '
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presented here have been re-constructed on the basis of the works of
such authorities as S. Bondi, B. Meylakh and B. V. Tomashevskii, who
ﬁaVe had access to Pushkin's diaries and manuscripts.

Onegin's departure from St. Petersburg, with which the novel
begins, to be with his dying uncle in the country, may be placed in the
spring of 1820, This is evident from.the fact that Onegin left the

capital soon after Pushkin's initial banishment:

Querusg OuJI T'OTOB CO MHOK
YBHUIETh YYXIZHE CTPaHH}

Ho cxopo OHIN MH CYyLLGON0
Ha nmoarufl Ccpox pasBeXeHH.

(I, 1i, 1-4)
Pushkin left St. Petersburg on May 6, 1820, and Evgenii's

uncle died before his nephew could reach him?

Ho, npuieTeB B LOPeBHW HALHK,
Ero Hawex yx Ha c¢roge,
Kax IaH® I'OTOBOK 36MJIe,.

(I, lii, 12-14)
In the ninth stanza of the fourth chapter Pushkin tells us
that Onegin wasted eight years in St. Petersburg:

Bor HRakK yOHA OH BOCEMDb JET,
yTpaTA XHU3HK Ayvuuil usert.

(IV, ix, 13-14)
Thus he had moved there about 1812, following the defeat of
Napoleon, when many. Russian families dismissed their French tutors, as
abparently did the Onegins: |

Monsieur HIPOTH&AJH CO ABODA,

Bor uo#f OHerus Ha cBOGOLE. .
Ae (I, iv, 4-5)

According to an earlier edition of the novel, Onegin came to
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St. Petersburg at the age of sixteen,53 which places his birth in
about 1796. Thus, by coincidence or by design, Onegin's age when he
left the capital (more or less 24) at the outset of the novel could
have been exactly Pushkin's when he began writing Evgenii Onegin on
May 9, 1823 (born May 25, 1799). |

In the first chapter of his first edition Pushkin indicates
that Onegin was eighteen years old when they met in tﬂe capital:

Bce yxpamalo KalHHET
¢unocoda B OCBHHaLLATDL J6T,

(I, xxiii, 13-14)
The meeting between the two therefore occurred in 1814, three
years after the poet and two years after his hero arrived in .
St. Petersburg.
Onegin settles in the country at the beginning of the summer of
1820, The same summer he meets Lenskii, who has just veturned from

Germany, graduating from the University of Goettingen at eighteen:

Be3 MaJoro B OCBMHALUATH JAE€T.
: (11, x, 14)

Not long after meeting his neighbour, Lenskii introduces
Onegin to the Larins. In response to Tatyana's lettef, Evgenii meets
her in the garden, which indicates continued warm weather. At the end
of the fourth chapter Pushkin talks of the Russian fall:

Yx He0O OCeHbI ILHWAJO.
(1v, x1, 5)

53 According to S. Bondi (op, cit.) in an early manuscript,

Pushkin had the woxrds "mec'rnaxua'rﬁ He Gonbme Jgef in place of
"ocTpuxeH mno mocxexmeit moze the final draft of V, iv, 6,
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and the winter of 1820:

H BOT yxe_TpewaT MOpPO3He (IV, xlii, 1)
i H t

Tatyana's fortune-telling and her dream can thus be placed
between December 31, 1820 and January 6, 1821, for this particular
kind of fortune-telling a@ong Russian girls traditionally takes place
during the week beginning on New Year's Eve, and indeed Pushkin states
at this point:

HacTalr CBATHHe o o o o o o (V. vii. 5)
: 1 t

Tatyana's naméday was celebrated January 12, the day of her
patron saint. It was the day after the nameday party that Lenskii paid
his next and last visit to Olga, for she asked him:

Jayeud BeYOp Tak
jo) Pa&HO CHPHIKCH? (VI, xiv, 1)

The same evening he writes his last verses, where he refers to

the duel which is to take place the following day:

YTO ZeHb I'PAZVUHE MHE IOTOBHT? (VI, xxi, 5)

The duel and Lenskii's death, therefore, took place on January
14, 1821, a Monday.

That the action so far takes place within one year can he
further shown by the fact (iI, X, 14) that Onegin and Lenskii met when
the latter was almost eighteen years old, the same age at which the
young poet dies:

e o ¢ o o o HOycxafl nosrt

ZypavyuTcA: B OCbMHALUATEL J6T
OHO NPOCTHUTEMADBHO ¢ o o o o

(Vi, x, 7-9)

Onegin left shortly after the duel for St. Petersburg and then
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for a trip around the country. On his return to St. Petersburg

Onegin was twenty-six years old:

Joxus O6es ueau, 6€3 TPYLOB
JO ZBAZULTH WECTH POLOB.

(VIII, xii, 10-11)
Olga married a cavalry officer in the summer of 1821:

He xoxro nIaxala OHB.
(VIL, viii, 2)

Tatyana began wandering through the countryside after Olga's
departure and visited Onegin's house (summer and autumn, 1821):

Ho xneTo GHETPOS® XETHUT,
Hactala OCeHb 30J0T&A.

(VII, xix, 8-9)

and before departure for Moscow (winter 1821-1822):
HreT BoabWeOHMNIE 3HMa.
(VII, xxix, 14)

Tatyana's move to Moscow took place in the winter of 1821-1822:

3aT0 3UMH IOpPOH xoJaomHoft
Esna NPHATHE U JerKa.

(VII, xxxv, 1-2)

In 1822 Tatyana marries the general:

Ho sxechy ¢ mno6ezon NO3XpaBMUM
TaThAHY MHUAY MO,

(VII, lii, 13-14)
Onegin cannot have begun his travels later than 1821, for
"three years later™ he visited Pushkin in Odessa:

CnycTta TpM roxa, BCIen 3a MHOW,
Crurasacs B ToH Xe cTOpoOHe,
OHernH BCIIOMHENMI 000 MHE,.

£

A ¥ya Torxa B Omecce NHILHOU.
(Vol. V, pp. 203-204)
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Pushkin lived in Odessa between July, 1823 and July, 1824 and
returned to Mikhailovskoe in August of 1824. Onegin probably returned
to St. Petersburg at the same time, for it was Pushkin's first ball

after his return:

¥ HuHe MY3y A BIepPBHEe
Ha cBeTcxult payT HPUBOXY.

(VIII, vi, 1-2)
and Onegin went to the ball immediately on his arrival in
St. Petersburg.

Kax Yauxu#h. C ropalbaa Ha 0a8J. (VIII. xiii, 14)

where the friends met:

yxeau OH?.. TaK, TOYHO OH.
(VIII, vii, 13)

Onegin met Tatyana on his return to the capital, at the same
ball, which was held in her house:

"y e#t smaxou?" - "4 uu cocex”.
(VIII, xviii, 4)

He wrote his.letter to her and awaited an answer throughout
the winter of 1824-1825:

ZHMX MYyaJHcCb; B BO3JLYXe HarperoM
YX paspemajaca 3MMa.

(VIII, xxxix, 1-2)
In the very beginning of the spring of 1825, Onegin pays his
last visit to Tatyaﬁa:
Ha CHHHX, HCCOYEHHHX JAbI&X

Hrpaer coJHiie; TPASHO TaerT
Ha yiaunax paspHTHiE cHer.

(VIII, xxxix, 10-12)

Judging from the above quotation, the snow was melting, which
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indicates that it was early spring. With this visit, which can be
placed in March, 1825, the novel ends.

Thus Pushkin based his novel partly on a sequence of events
in his own life, thereby giving us a richly documented account of the
times in which he lived.

In a note to the publisher accompanying the first chapter of

Evgenii Onegin, Pushkin wrote: "The first chapter is something complete

in itself. It contains a description of the society life of a young
man from St. Petersburg at the end of 1819 and is reminiscent of Beppo,
a‘facetious work of the gloomy Byron " (Vol. V, p. 509). This statement,
more than anything else that has been said by Pushkin or his critics,
illustrates the poet®s intentions. Although considered by many
sarcastic and unkind, the first chapter in fact sets the pace of
realism for the whole novel., That it is historically correct we know
from our history of this period. We also know that Pushkin expected to
be criticized and ridiculed, perhaps even have the work banned by the
censor, as he told his friend Vyazemskii (Vol.X, p. 70).-

But his hopes and expectations for the novel are implicit in

the last two lines of this same first chapter:

U saciiyxy MHe CJIaBH L&Hb:

KpuBHe TOXKH, WyM M GpaHb) (I, 1x, 13-14)



CHAPTER V

ONEGIN AND TATYANA: PROTOTYPES OF RUSSIAN REALISM

It is an inescapable fact that Pushkin was raised in the
romantic school of the nineteenth century. Small wonder, then, that as
we move now to a summary of our findings we are bound to state that his

pioneer experiment in realism, Evgenii Onegin, bears many romantic

traits. First of these is his choice of medium: verse. But it is
not the nebulous, long-winded verse of so many romantic outpourings.
A disciplined writer, as can be judged from his composing nearly 400
stanzas over a period of ten years in unfaltering style, Pushkin
wrote his novel, even though it was in verse, very much in accord with
the strict rules he advocated for prose., These rules, which he defined
as early as 1822, were precisioﬁ, tidiness and‘brevity. Indeed, there
is hardly a single word in the novel that can be subtracted or
substituted without ;essening its effect, a fact which makes the novel
extremely difficult to translate into another language, even without
rhyme.

The romantic influence is also reflected in the liberal use
of digressions and the poet’s personal involvement with the subject.
There are also coincidental parallels between Pushkin and the true
romantics such as Byron. But the Byronic picture of the hero is
transferred from an ideal ‘romantic setting into a contemporary social
Amilieu, and the traditional story of disappointed love is treated

in a new, realistic manner,
110
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In the poetic form of Evgenii Onegin, there is a great deal of

eighteenth century classicism, while in other respects it is a
psychological novel, pointing the way to Dostoyevsky. It is
psychological because it is more concerned with the inner than with
the exterior qualities of the characters.

In his preface to the first printing of Evgenii Onegin Pushkin

referred to the poem as satirical, yet on several subsequent occasions

he denied that it was meant to be satiricall 1Indeed, Evgenii Onegin

is a direct rather than oblique or mainly satirical reflection of the
people and society of Pushkin's own times. The novel is concerned
primarily with the relationship between its two main heroes: LEvgenii
and Tatyana. A third prominent character in the novel, and its
unifying agent, is the author himself., Although never directly involved
in the action, he is always present to comment, explain and judge.
He is present in the novel not just in the sense of an author alwa&s
showing through his work, but as a person taking part in the events
rather than as an obéerver and historian. Without the author's
acknowledged participation in the events of the novel, none of his
outspoken expressions of sarcasm or regret, or his many interpolated
thoughts, would have the same force. Without a narrator actually
present on the scene the thread of the story would soon have been lost
amid the many digressions and descriptive passages.

To assert that he should not be confused with the hero of the

story, Pushkin not only says so quite explicitly, but also uses such

devices as presenting the "Song of the Maidens" and the letters
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written by Tatyana and Evgenii in forms differing from that of his
Onegin stanza, thus, as it were, denying his authorship of these
three pieces, and placing himself as the historian of the action, only
marginally involved.

In the plot, then, as opposed to the novel as a whole, the
‘poet does not occupy a central place. That place is reserved for two
people only, Tatyana and Evgenii. The supporting actérs in the plot
are there largely to emphasize some characteristic of onevof the heroces.
For this reason a supporting actor will be introducéd somewhat
arbitrarily and eventually discarded when he is no longer needed.
Lenskii is no exception; even if his death had not been part of the
plot, he would surely have faded, like Olga, from the scene. In
haking Olga shallow like Onegin, and Lenskii passionate like Tatyana,
Pushkin created parallels to the main heroes, and in describing the
loveless marriage of the old nurse and of Larina, the poet prepares us
for Tatyana's eventual fate.

In generél, by using verse, Pushkin was able to add substance
and subtlety to an otherwise bare and simple story. Tolstoy accomplished

a similar feat in Anna Karenina without resorting to verse, but while

Tolstoy and many others since Pushkin have admired his prose for its
"nakedness"”, they did not feel bound by Pushkin's formula for its use,
nor were they hampered (and for this they owe much to Pushkin’s pioneer
work) by the lack of a truly Russian prose tradition.

Thus, on the basis of our findings, we are bound to arrive at

the following conclusions:
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"not

Pushkin was inspired by Byron to write a novel in verse
unlike Don Juan". From the start however, there were signs that this
apparent promise of a new exercise in the traditions of romanticism
was not be be fulfilléd. Not only did Pushkin prefer the prosaic term
"chapter" to the Byronic "canto", but his references, implicit and
implied, to the romantic movement and what he clearly recognized as its
excesses range, as we have seen, from.the off—haﬂd and irreverend to
the severely critical.,

Not that he did not himself use many of the devices of romanticism,
such as digression (but for his own subtle purposes), or even surrender
on occasion to what we might uncharitably describe as blatant ’
sentimentality, especially in his attitude to Tatyana.

But even when his infection with the then prevalent romantic
fever is evident, as in many passages up to Lenskii's death, we
nevertheless disqover, on closer inspection, that such passages are
symptomatic of genuine feeling (as for example in the poetry of
Wordsworth and Keats) and generally quite devoid of the affectation
and general airiness that mars so many romantic works. It is from this
sincerity, found at first even in his romantic output, that Pushkin's
realism springs - sincerity elevated by artistry.

We have noted that Pushkin, being a political exile condemned
never to be alIowednforeign travel, could sincerely complain of a
frustrated wanderlust. Unhappy in love, he could become genuinely

enamoured of his fictitious heroine, Tatyana.
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More important perhaps - and if Pushkin had completed the
"missing" chapters, we could judge this better - he could sincerely
regret the wasted life of Evgenii, for did he not himself feel that he
had somehow cheated in not dying with the Decembrists?

The whole question of Pushkin's association with the Decembrists
is immensely interesting, and, as we have stated, still much debated.
Suffice it to remind ourselves again that Lenskii dies, and the
dalliance with romantic attitudes peters out, at the same time as the
Decembrist movement is crushed. From then on, as though the characters
in the novel are real people, affected by gloomy portends of Nichola§'
reign, the romantic trivialities of their youth become mere memories
amidst the stark realities of life.

The fact that the central tragedy is one of love does not in
any way detract from realism, even though the love story, often
superficially considered, was a stock-in-trade of romanticism. Indeed
Tatyana and Evgenii, thwarted in love, assume a symbolic stature -
Tatyana the embodimeht of all that is most attractive in the Russian
character and Evgenii the personification of those who idled away their
time instead of committing themselves to the cultivation of things that
mattered. Pushkin may have been preparing him for a brave end on the
political scene, or he may not, but even in the eight chapters that
Pushkin was able to publish we see him clearly as the prototype of the
superfluous man.

That so many more superfluous men, be they called Rudin,

Oblomov or Nekhludov, were to be created by the writers that followed
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Pushkin, and so many more Tatyanas - real women, lovable despite their
faults - is surely extra evidence, if it were needed, that Pushkin
cleared away the débris of the romantic ruins and laid the foundations,

in their stead, of the realistic Russian novel.
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