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The paper studies questions of sound palette in Pasternak’s poetry, abundance of the world of sounds,
that were heard in nature, music, everyday life and contribute to disclosure of a character, image and
external characteristics of an object or a phenomenon. The synthesis of “what was heard” and “what
was seen” (B. Asafiev) is one of the important features of Boris Pasternak’s poetics. It gives uniqueness
and individuality to creative style of the master, who perceived and revealed the world around in his

poetry with special sensibility and intensity.
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Literary critics have always considered
and still consider Boris Pasternak as a “visual”
poet. This fact was repeatedly emphasized in
various papers and studies of his work. Y.M.
Lotman in his deep analysis of Pasternak’s
early poems focuses on the fact that the world of
poet is observed and perceived, “... Pasternak’s
general idea is observed idea” (Lotman, 1969:
228). He also makes reference to a line from
M. Tsvetaeva’s letter, who writes about the
difference in their perception of the world: “In
poems Pasternak sees, and I hear» (Lotman,
1969: 227).

And indeed, the first thing you pay attention
to, even at cursory reading of Pasternak’s poems
is vivid “visuality” and clarity of everything that
was described. Poetic images are so prominent
and so clear that a lot of poems can be compared

with an engraving of an artist, where fidelity of
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images is achieved by a few clear and precise
lines.

However, visuals images are not the only
ones in Pasternak’s poetry. His poems are
not only “observed” and “visible”, but also
“heard.” In his poems auditory impressions
are given not only an important but often the

main role. Here Pasternak successfully uses his
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increased sensitivity and power of observation
in perception of the phenomena of life, as well
as musical experiences of his early childhood
that were so strong for the emotional character
of the poet, that he remembered them even in
his middle age, and study of music that lasted
for many years.
Music plays role in

very important

Pasternak’s works. It is connected with
poetic images, principles of construction of
some poems and the whole poetic cycles,
similar to the principles of the construction
of pieces of music and sound organization of
a poem — the questions of rhyme and sound
instrumentation.

The question of sound organization and
musicality of Pasternak’s poetry still requires
deep and more complete analysis. But this is
a literary task. Our goal is different — to study
melodiousness in imagery and, on the example of
the poems, illustrate how the world of music is
implemented in Pasternak’s poetry.

The poet often provides music titles
both to the separate poems (“Improvisation”,
“Chorus”, “Paganini Violin”, etc.), and to the
whole poetic cycle (“Themes and Variations™),
uses professional musical terminology in
poetic speech, refers to the names of musical
instruments, pieces of music, the names of
composers, describes his personal feelings and
thoughts caused by music. Auditory experiences
occupy a significant place in his poetry. These
are sounds from everyday life and nature. The
poet perceives any sound phenomenon very
sensitively, and the world of sounds in his
poems is amazingly rich and varied. It is closely
connected with the general meaning and content,
with the emotional “marking”, as well as with
dramaturgical features of the poems.

In the paper by Igor Glebov (B.V. Asafiev)
“Vision of The World in the Spirit of Music

(Poetry by A. Blok)” the distinguished scholar,

who wanted to write a book about interrelation of
music and poetry (which, unfortunately, remained
unfinished), studies the sound representation
caused by poetry of Blok in detail, using such
terms as “sounding and sound images” (Glebov,
1972). Sounding images are images that “imply
a state of sounding (e.g., everything related to
the idea of ringing), and sound images — names
related to sounds, but not sounds themselves (e.g.,
music, names of the instruments)...” (Glebov,
1972:57).

We will use these terms by Asafiev, as
they most closely correspond to the goal of this
research — not only be limited by associations
with professional music in the poems of
Pasternak, but study “heard” and “sounding”
in his poetry. This extends the range of studied
phenomena, but allows to understand how
Pasternak in his poems, even in those which
were not devoted to music, “hears”, and not just
“sees”.

For Pasternak, careful listening to the world
around us was one of the ways of knowledge and

runs through many of his poems:

[Ipucnywmaiics K ryiny pa3fojinil Hee3KEeHbIX,
[Mpucnyaiics k OeleHol nx nepedekke.
(“A Bad Dream”, p. 76)!

51 cipInry MOKPBIX KPOBEJb TOBOPOK,
TopLOBBIX TUIMT 3arJIOXIIUE KIJIOTH.
(“To Anna Akhmatova”, p. 200)

The poet presents himself as a link, a
mediator between the sounding world of nature
and those to whom he reveals its secrets: “SI — ycT
0e3BecTHBIX pa3roBop ...” He is the spokesman
and the singer of everything speechless — mighty
as Biblical Goliath “crornassiii 60p”, helpless
because of his inability to speak and the deliverer
from the captivity of silence «meBueckoi Biaru

TpaBy».
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Ho mxu myriuBo nonupas,
PasrazgeiBato Taiiny vap:
51 — peus Ge3ryacHOTO UX Kpasd,

Sl — uX JecHOro ciIoBa Aap.

O mpocne3uBIINN Ty pacKarsl,
OTBaXXHBII OTpoYeCKUil CTBOI!
Trl — nepes BEYHOCTHIO X0aTal,

Biuryxnaromuii — st TBOM IJ1aroi.

O, uepHosecke — ['onuad,
VYennHeHHBINH BOUH B 1ose!
O meBueckas Biara Tpas,

HemoTtcTByromas neoss!

JIumeHHbIH CIIOB — CTOTIAaBBINA OOP
To — xop, TO — OAUHOKUH HEKTO ...
51— yer 6e3BeCTHBIX pa3roBop,

51 — CTOH peMyYuXx AUAJIEKTOB.
(Forest, p. 494)

Vision  and

hearing are  equally

complementary and often interpenetrating
phenomena in Pasternak’s poetry. In one of the
poems the poet does, as it would seem at first,

a paradoxical comparison, calling vision “the

deafest organ” that is comparing it with the exact
opposite of hearing — deafness. But still it is
endowed with the ability to hear:

3akpoii rna3za. B Haurnymaiiniem oprane

Ha tpuanaTh BepcT 3a0bIBIINXCS IIPOCTPAHCTB
CTosT B mapax M KaIUTIOT Xpar U XOpKaHbe,

CwMex, JiernerT, a4, 0eCraMsaTCTBO U TPaHC.

(p. 189)

Everything visible to a man is transformed
into a sound line and the world is perceived
through a sound line and sounds.

In the poems of Pasternak any phenomenon
or any object has a gift of sounding. This
concerns even those objects and phenomena
that, according to the ordinary human ideas are
“dumb” and “silent”, as the poet often animates
everything visible and feels efficient vitality in
everything.

In one of the poems from the book “The
Second Birth” ore, hiding in the Terek River
gorge, has human emotions. It sounds, and these
intense sharp sounds provide dramatic effect to
the poem, changing its peaceful narration. And
echo here is not just a repetition of what was

heard. The poet’s imagination reincarnates him
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in a highway master who indifferently cleans

everything that lies on the road:

Ha gne Toli KJIeTKH €AKUM HAaTPOM
Tpasurcs Tepek, u pyna
OperT mpex BceM aMpuTeaTpom

Ot 6onu, cTpaxa u CTHLAA.

OH 111e1 MopPoI0H, ObIOIIeH HACTEKD
W3 npeucnonnei Ha mpocTop,

A 9X0, KaK IIOCCEHHBIN MacTep,
Crpebaiio B mpomacTh 3TOT COp.

(p. 348)

Contradiction between a cry of despair and
calm and callous “attitude” towards it is truly
tragic.

Visual and sounding images in Pasternak’s
poetry complement each other, they often coexist.

They cannot be separated:

[exo, u Geper OBLIT BHICOK.

C moamibIBIIEH JIONKHU LENb ynaja
3Meel rpeMydero — B IIECOK,
I'pemyueii pxaBUnHON — B KyIIaBy.
(“Imitators”, p. 120)

The image of the chain that slips and falls
down evokes association with a snake, and its
clanging brings to mind a new comparison — a
snake turns out to be a rattlesnake, i.e. not only
external features and characteristics of the object,
but also its “voice” are compared. It is the “voice”
that makes an object unique, giving it specific
features.

Sometimes the “visible” and “seen” in
Pasternak’s poetry arises from the “heard”, like

in the following poem:

Yk 3aMKa TeHb POCIia U3 KPUKa
OO6peTmux cjaoBo...
(p. 384)

In this case separate and independent
“heard”

impossible — one image complements the other.

existence of the and “visible” is
Thus, we can speak of complementarity of the
sounding and visual in Pasternak’s poetry.

An example of the interpenetration of visual
and auditory impressions is the poem “A fterword”,
where creative imagination of the poet gives light
the ability of sound. The poem has only one
“sounding” image — it is a reflection of the setting
sun, shining like a jewel in a woman’s hair, and
buzzing, in the author’s imagination, like a flying
bumblebee:

Oro — 3anaj, kKapOyHKYJIOM BaM B BOJIOCa
3aiereB U ryjs, yracal B IIoJ4Jaca. ..
(pp. 153-154)

Extremely acute, and therefore seeming
very original, sound and visual representations
of the poet, merging into an indissoluble whole,
interpenetrating into each other, create a unique

9,99

“Pasternak’s” poetic image.

Another good example of interpenetration of
the “sounding” and “visible” are the final verses
of the poem “Lieutenant Schmidt”. As in the
previous poem, here the light “sounds” — a bright
spotlight, piercing the darkness of the hatch with
the people doomed to death. This light takes the
form of a terrible and ruthless monster that, with
a hiss, creeps up to its victim:

Bapyr 1mo TbeMe MypamkamMu —IpoOexan
MPOXKEKTOP.

«IIpyT» 3€BHYI, BTAHYJ THICSYENIEPCTHE JIALL.
CBeT HoBeJ HO3APSAMH, IPOOUPASCH K )KEPTBAM.

3acKpuIeny neTiu. Yiai xKeJIe3Hblil Tparl.

DT0 KaHOHEPKa MPUCTAJIA K JIOKY YTOJIILHOMY.
CBeT BcaJuJI ¢ MIUIIEHbEM BHYTPH CBOIO HTIY.
Knetky ocnenuno. OTIpsiHYIN UCITyTaHHO.

[Tyrasce KocTSIMH B LENSX, 3a0UITUCH BIITYOb.
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In the

“sounding” — “heard” (screams and sobs of

last verse of the poem the

the convicts) and the visible (spotlight) are
presented in a complex synthesis. The sound
here is “getting more condensed” and becomes
so dense and real, that the light is “dipped” into
the screams as in water, and it “stews” in the

sounds of sobs:

Cuet nomen Ha muru. Kpuk: «IIpomaii, ToBapu-
mu!» —

opoaun comom. [IpoxkexTop modexa,
OkyHasCch B BOILIM, IO JIIOKaM, ji0aM U Ha-
pyUHSIM,

M nponan, NOTYHIEHHBIM pPBIIAHBEM KaTOP-
KaH.

(p. 303)

According to the poet’s ideas not only objects
and phenomena, surrounding a person, sound.
Space, open space and the whole universe sound.
But these principles were formed in Pasternak’s
poetry gradually, and it is possible to follow their
evolution on the example of his early poems and
the later periods of his creativity. For example, in
the book “My Sister — Life”, dated 1917, the poet
writes about the stars that are available only to

human vision:

bremyT, npiniaT pajgocTelo,
OO0naT CUSHUEM,

Ha Takom-TO rpanyce

U mepuauane.

(“Stars in summer”, p. 125)

113

But they can listen to “... Bce, uTto um
HalllapKkajy, BCe, 4TO Haurpajiu” remaining

mysteriously “dumb ” in the silent universe:

... OTHM 3Be3J1aM K JINILy O XOXOTaTh,
AH BCeJICHHAasI — MECTO TIyXOe€.
(“Definition of Poetry”, p. 127)

In the later period of his creative work (in the
50s) the motif of listening to the sound of space
and the puzzles of the universe appears:

U3 riiyOrH COKPOBEHHBIX ITPUPOIBI
PazonbeTcst OTOK rojI0CcoB.

S yenblily neTamui o CBOAbI
I'yn u mteck aAuckaHTOB U 0aCOB.
(“Flash of Light”, p. 611)

Ortkyna sto? YUro 3a nputya,

Uro nenen pyXHyBIIUX MJIaHET

Ponut ckpunuuHoe kanpuibo?..

The poet doesn’t just “hear” what is
happening around, but perceives sounds so
keenly that sometimes they turn into something
material, become not only audible and visible,
but even tangible and smell. Thus, the poet writes
in his unique metaphorical language about the
singing of a nightingale, comparing the sound
with a clot of burning matter that, using all its

powers, breaks loose from a trap:

PaspriBas KycThl Ha cebe, Kak CHJIOK,
MaprapuTHHBIX CTUCHYTHIX I'y0 JTHIIOBEH,
Topstueit, yem rirazHoit MaprapuTiH OEIoK,

buics, menkan, mapui v CUsIT CONOBEH.

OH Kax 3amax oT TpaB ucxoauwi. OH Kak pTyTh
OdyMeInbIX T0kKACH MEX YepeMyX BUCEIL.

OH xopy ofypsi1. 3aabIXasicCh, KO pTY
IMoacrynan. OcTaBascst BUCETh HA KOCE.
(“Margarita”, p. 158)

In this poem the sound is endowed with
such qualities and characteristics as color (“ry0
nunoseii”), temperature (“ropsiueit) and smell
(“OH Kak 3amax oT TpaB UCXOAUT").

In all these comparisons of the sound with
the material world, its material qualities act as a
set of the unique means of expression, aimed at

creation of a certain emotional state.
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In the poem, every detail conveys a strong
emotional tension: not “ry06 mmioei”, but
“CTUCHYTBIX TYO uyioBei”, and not “ropsuuii”,
but in the superlative degree — “ropsuei,
yeM...” The sound like a heady smell of herbs
fills the entire space, it “stupefies”, makes
it difficult to breathe (“3ampixasice ko pry
moactyman’). With each such an exaggeration
and grotesque of images, with each new
line, concern creeps in and deepens in the
mind. And that’s clear — after all, the poem
“Margarita”, along with the poem “Mephisto”,
is a part of “Faust Cycle” and its emotional

subtext is clear from Goethe.

These are few patches of poetry
where “voices” — the sounds of nature are
exteriorized:

W nTuubyu KpUKU MHET pyUeH,

Kak nemsr IHajJbliaMU IICJIBMEHHU.
(p. 361)

Jlec cTAHYT 1O ropiay MeTIeI0 ePHATHIX
TopTaneii, kak OyHBOJ apKaHOM. ..
(“Spring”, p. 88)

The poet describes the noise of Kivach
waterfall as mighty, great and strong, thus,

animating it:

...Teppacy ornyaet roMoH,
ChIpoil KapTOH KOPTOMHBIX® YaIll,
Kak namoii, rpoXxoToM IMpoJIOMaH.
(“A poem”, p. 542)

And here is description of another waterfall,

not as magnificent as Kivach waterfall:

Ot roBopa KJroueH,
Coyvanuxcsi U3 CKBaXXHH,
TyckHeet Oieck cBeuei, —

Tak sToT BO3YyX BJIAKCH.

OHH BHCAT BO MIJIE

CyueHoll HUTKO! KHU3Y,

Wx mrym npubur k ckaie,

Kak xannensop k KapHH3Y.

(p. 393)

The last two lines are unusual in terms
of common logic: the noise of the waterfall is
material, remarkable, and, as acommon household
item, it is nailed to the eaves. It is a single whole
with the cliff. Visual and auditory impressions
merge together and form a specific image’.

In the poet’s perception not only sounds
of nature, but also sounds of everyday life are
material. They convey a deliberately prosaic
setting of the railway station and inn turmoil in

“Spektorsky” novel:

Ha cranuum gexyprut KpyIHBIH Xpart,

Kak macr, 1e)kaBIIui Ha JIUCTE JKelie3a.
(p. 235)

WX 4eTBEepTYyeT TPECKOTHS BEPTYIIEK,
Kpout Ha yacTu 3BOH U JIA3T ABEPEH.
(p- 308)

In the first example, the sound is like a dense
mass, oppressive and pressing with its weight.
The second example emphasizes its deafening-
harsh character.

Pasternak in his poems is not afraid of
images that sound shrilling. Whistle, one of the
most frequent sounds is also materialized and
“objectified”:

CBHCTOK BO BCIO JUIMHY YIIEIbs

PactsaruBaercs B cTpyHY.

(“While We Are
Caucasus ...”, p. 607)

Mountaineering in

It is about a locomotive whistle. And that
is how figuratively the poet describes police

whistles:
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...INIOTBOM
CBHCTOK PacIIECKaBIINNCS BBUIOBIICH.
MunuuoHepoM 3axar
B kyunak, kak oH Jepraer xadpamu,
U ropiniom, u rna3om, Haszal,
[Mo-pr10bH, HAMCKOCH 3aApaHHBIM!
Tpenemymiero cepedpa
[TponsurenbHas ropomnHa,
Kak yTpo, Ooapsiiee Mokpa,
3Be3noii 3a 3a00p nepedpomieHa.
(“Police Whistles”, p. 124)

Pasternak compares whistle with a fish — a
glittering fish. It is trembling and gasping in the
air, struggling in hands.

In each of these examples, the materiality
of sounding images acts as powerful means of
expression that reveals the author’s intention.
The emotional marking of the poem is in direct
relation to how and what qualities of a subject the
poet gives to the sounds.
and “sound”

“Sounding” images in

Pasternak’s poetry have two functions:
descriptive and expressive-emotional. It is
notably, that the first one is not so important.
Sound imitation, as such, is not the goal of
the poet. Imitation of any particular sounding
phenomena and their representation is
extremely rare, being in direct dependence
on the meaning of a poem, and resulting from

it*:

3aps, KaK BBICTpPEN B TEMHOTY.
Bbabax! — u TyxHeT Ha JleTy

[loxap pyxeiHOro nblxa.
(p. 184)

U Bo3HUKaromuii B OPTOIHON pame
Jyx ckBO3HsKa, 3ayBIIUHI IIIIaMs,
CBeuka 3a CBEYKOU SIBCTBEHHO BCIIyX:
Dyk. Oyk. Dyk. Dyk.

(“Waltzing with devilry”, p. 402-403)

Ilenoii mo oTMenu MOPX-MIOPX
UepHoe mope.
(“In Lower Reach”, p. 422)

Sounds can complement everyday life, they
can also become good characteristics of people.
For example, in “Spektorsky” the poet gives a
satirical portrait of a family — seemingly arrogant,
but ignorant and downtrodden in fact. Apparent
importance and pomposity of the owners of the
house where the main character gives lessons,
disappears as a mask at the first sound of their
voices. It happens because the poet emphasizes
the whining and plaintive tones of an offended
man, exposing hypocrisy of “self-confident

kholops” and “chameleons”:

KoOBUIKHHEI cTapaiuch KOPYUTH 30K,
Ho naxe ronocoB cBupernbiii X001
Bcerna cOnBancs Ha IUTaKCHBBIN 3BYK,

Kaxk ecnu KTO 3aJ1eT UK YKOJIOT.

OCo0EHHO 3aMETHO y caMOi
CrpazanpyecTBa pacTpaBieHHAs paHa
W300nuuanace My3bIKOH MPsIMOit

boraroro Trape€MHOT'0 COMMPAHO.

And characteristics that become obvious in
these lines through the auditory impression of the
sound of voice further become more detailed in
humiliating phrases that cause both mockery and
pity:

Ho B ienom Mupe He Ob1J10 JTH0/A€H

3abutee npH Bceil HApY>KHOU CIIeCH

U yuacTu 3a0b1Tei 1 NIOTEH,

UYeM B 3TOI uTaIeIH MpaKoOeChs.

VYpuanu KkpaHbl MOPUYEIO a0PT,

Pyranace, GpapTyk nojasepHyB, Kyxapka,
U Beck B paccpouKy co3laHHBINA KOM(OPT
I'po3ui cymoii ¥ KpOBBIO XapKaJl.
(“Spektorsky”, p. 323)
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Sounds give the poem certain emotional
tones. For example, in the poem “The Mine”,
dark and infused with the fear of death, in
which a deep and dark cave is compared with a
crypt — the “kingdom of a corpse”, where each
sound is especially distinguishable in the eerie
darkness and silence, each sound has a special

meaning:

Kak Ha pa3Benke 4yAeH 3ByK
JIro60ii. Houamu 3ByKH peaKH.

U nuKO BCKPHKHBAET KPIOK

Ha npomenbKkHYyBIIEH BarOHETKE.
Human life here depends on correct
understands of the underground sounds, because

any accident can lead to the fatal outcome:

Crnenas Bemas pyka

BrioTbMax BBIIIYIIBIBAET CTEHKY,

310pOBO ABIIINT JIM IITPEKA,

U HeT 1 XPUILIOTr0 OTTEHKA.

further

And potential catastrophe is

described by the sounds of the funeral bells:

Benp Tak sierko npomnactb, 3acTpsiB.

Korpa, Tu3HyB MHCTOH NaTpoOHA

[MponbeTcst, TpsiHYBILH, 3aTPaB

ITo HenpaM ryJKo, IIOXOPOHHO.

(“The Mine”, p. 222)

The pessimistic poem “False alarm”, in
which the author considers the approach of
winter as the coming of death, is also full of
sounds. And these sounds — distant sad cries of
widows — make the poet think about frailty of
life:

A 1HEM IpOCTOp OCEHHUH
[IponussiBaeT BoH
Tockor0 ronomeHbs

C norocra 3a peKoi.

Kormaa peinanse B1oBbe
OTtHocur 3a Oyrop,
51 ¢ Hero Bcero KPoBbIO

U BuKy cMepTh B yIIOD.

Sl BUXKY U3 nepenHen

B oxHo, KaKk BCAKUI TOI,
CBoell opsl OCEHHEN
OTCpOYCHHBIN MPUXOS.
(“False Alarm”, p. 398)

In Pasternak’s poems absence of any
sounds is associated with something unvital —
often with death. It is not the silence the poet
“listens attentively” and clearly identifies all
its tones (“TumwuHa, THI — IydYimee U3 BCETO,
yto cibiman’), but “dumbness”, total absence
of sounds, “deafness”, i.e. absence of the signs
of life. As in the poetry of Blok, for Pasternak
“empty and silent world, the world without sounds
is terrible ...” (Glebov, 1972: 50). For example, in
the novel “Spektorsky” the poet describes a bleak
urban image of a modern city — feverish city
with its dusty pavements, with trains that graze
the buildings and trees surrounded by rails. Here
you can only see the huddle and feel the heat
and stuffiness, because it has no sounds, there
is nothing alive but only mechanical and dead
things are thriving:

Bce aTo nocTuraenis y 3acras,

I'ne ¢ ¢hoHapsiMu B BRIKQUEHHOM YpeBe

3a 31aHbs 33A€BAIOT H0E31a

U penbcamu 6epeMeHHBI A1€PEBbS;

I'ne HeT MOTUBOB U NIEPUIIETUH,
Ho anneTuTHO BEINSATUB HUIHUHAPEI,
[TapoBHYOK Ha CTPENKE KUIIATUT

TyMaH 1yroB, KaK MOJIOKO C CEITUTPOM.

3aTAHyTBIN BCE B TOT XK€ KEITHIHI Kap
Topsiueii koxu, HayIEHHOH aMOpOii,

[TeTnIT ¥ MBI 3aIUTATHBIN TPOTYap,
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Pa3nyBuiu craBHH, HapHbIe, KaK KaOpbI.
(p. 320)

The city comes to life only when the
sounds are heard. But the “animal” life of the
city is so unattractive! Even fortune, barely
holding a cry of pain, is forced to remain
silent — its mouth is filled with the sand of

crimes and injustices:

TononHeIi TOpO/I BhILIEN U3 OEpIIory,
MOoOTHYI XBOCTOM, 3€BHYJI U PACKATHII

TenexxHbIH T'yll CEMU XOJIMOB OTJIOTHX.

Tocka yOuiicTB, HaCHJINK U OECCY/ICTB
VYnapuina neckom 1o pry GopTyHbI
U cxana KpUK, TECHUBILHICS U3 YCT

KpacHopeunBoii HeKoria BEpTyHbH.

Silence of a woman who uses it like an
inexpugnable wall to isolate herself from a
“hero” is cold and scary. It is a “deliberately made
obstacle” that makes it difficult to understand
insurmountable

each other; it becomes an

obstacle:

Jluk niprieM ObLI, UK TPUXO,
Ene HOrM moBOIIOK.

Kaxk Boasl Hagpana B poT,
B3op ymepina B moToNOK.

To1 monuana. Hu 3a kem

He pBascs ¢ Takoi Tyrou.
Ecnu ryOsI Ha 3aMKe,

Bemwaii ¢ ynuubl Apyrou.

(p. 139)

“Absence of sounds” and “dumbness” are

2

the worst: “VYikaceH, kak HeMOHl TolMad ...
(p. 289). It is death:

HeMmbie UHIUMBU B,

U Hebo, KaK B cTENu:

He kalics, He 3aBunyi, —
[Noxotiics ¢ Mupom, cnu.

(«be3BpeMeHHO yMepIIeMy», ¢. 385)

“Deafness” is also personification of death:

51 B MBICIIB Ty XY10 O cebe
JIoyCh, Kak B THTICOBYIO MacKy
U 310 — cMepTh: 3aCTHITH B CybOE,

B cynp6e — popmoBIIHKa ITOBSI3KE.
(p. 491)

Full-blooded and bright life bursts into the

silence of “deafness” and destroys it:

...M&I B Ty HIOpY 0 OTJIOXJIH, HO
OTkynopuiu 0, Kak OyTBUIKY,
3amnecHeBesoe OKHO,

U ram BopBaics O...

(p. 360)

“Sounding” images give the breath of
life. In the colorful, variegated genre painting
“The Wedding”, which as if came off from the
canvas by Kustodiev, diversity and abundance
of sounds vividly recreates the sounds of high
spirits of the festive folk festival. Only the
word “noise” is repeated 4 times in the poem,
but these repetitions seem unnoticeable, as the
sounds vary. The poet pays attention to every
detail included in the musical “description”
of the folk festival. These include accordion
playing, as well as playful chastushka and

round dance:

A 3apeto, B caMblii COH,
TonbKo cIaTh U CHaTh Obl,
BHOBB 3amen akKopIeoH,

Vxozns co cBagbOBbL.

W pacceinan rapMOHUCT

CHoBa Ha OasiHe
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IIneck nanoxeit, 0J1€CK MOHHCT,

IIy™M u ram rynsiHpsl.

U onsth, ONATH, OMATH
I'oBopok yacTymku
ITpsiMo K crisiuM Ha KpPOBAaTh

Bopsascs ¢ nupymku.

A onHa, Kak cHer Oena,
B myme, cBucte, rame
CHoBa naBoii IOIJIbLIA,

IToBoxs Goxamu.

ITomaBas ronoBoi
U pyxoro npasoi,
B mrsicoBO# 10 MOCTOBOM,

ITaBoii, maBoii, maBoil.

Bapyr 3anop u niym urpst
Tonot xopoBoza,
IIpoBansicek B TapTapapsl,

Kanynu, kax B Boxy.

life, which vanishes like a dream, the song
pauses, all the “sounding” and “sound” images

disappear and a note of sadness emerges:

Kusup BCIb TOXKC TOJIBKO MHT,
TonbKo pacTBOpEeHbE
Hac camux Bo Bcex Ipyrux

Kak Ol UM B 1apeHbe.

Tonbko cBanpOa, BrryOb OKOH
PBymasics cHu3sy,

TonbKO TecHS, TOIBKO COH.
Tonbko romy0b CU3BII.

(«The Weddingy, p. 434-435)

Thus, it can be stated that Pasternak’s
poems are not only “seen”, but also “heard”.
Of course, in order to understand the
boundless wealth of “sounding” and “sound”
images, to perceive the meaning of sound
dynamics in the poet’s poetry it is necessary

113

not only to read them, but to hear

poet thinks about the shortness of a human

them with the inner ear as musicians hear
Only at the end of the poem, when the when they look at music scores” (Glebov,

1972: 48).

In this paper references to Pasternak’s poems are provided according to the following edition: Boris Pasternak. Verses and
Poems. — Moscow-Leningrad, 1965. Hereafter, all the references to this edition will be given indicating first the name of
the poem, then the page.

“Kopromusrii” — lettable.

Read more about the symbolic meanings of images of nature in Pasternak’s works in the paper by V.Y. Balahnina [Balah-
nina, 2009]

Here we do not mean alliterations — very vivid and often used by Pasternak, — which may represent a lot of things. Al-
literation, as a mean of sound instrumentation goes beyond the problems, featured in this paper. But we would like to give
some examples of intentional poetic method: Koeda ¢ muwu peunoit mamooicnu, / B moposnoti muwune semau —/ Cyxoti,
onewuguiell, noposcreil — / Jluws cavluanocs, Kaxk c3a0u wau.

Abundance of sibilants represents scuffling, rustle in silence.

Interchange of syllables «to-Ta-Ty» represents tramp: Cmyua nooxkogoii 06 oonom 26030e / To mym, mo mam, mo ¢ mom
noowveso, mo 6 Hmom.

Multiple “n” adds easiness, and combination of sounds “nuu” repeated several times provides delicacy and melodiousness
to the following line: Cunue nunuu nunuii. Hu 38yka.
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I'apmoHus 3ByKoB
B n033uu bopuca Ilacrepuaka
H.A. EjgoBckas, U.®. CuasikoBa

Kpacnosapckas eocyoapcmeennas akademus My3vlKu u meampa
Poccus, 660049, Kpacnospck, ya. Jlenuna, 22

B cmamve packpvisaiomes sonpocul 36yko6ou naiumpusl nossuu I[lacmepuaxa, boecamcmea mupa
38YK08, YCABIULAHHBIX 8 NPUPOOe, MY3bIKe, HCUSHEHHIX Peanusix U CnOCOOCMBYIOWUX PACKPLIMUIO
xapaxkmepa, obpasa, obpucoske eHewne2o 0bauKa npeomema, sgienus. Ilpoucxodswuil cunmes
«ycavluaniozoy u «ysuodenno2oy (b. Acaghves) npedcmasnsiem 00Hy u3z 8asxcuwvix ocobennocme
nosmuxu bopuca [lacmepnaxa. On npudaem nenogmopumocms U UHOUSUOYALLHOCTD MBOPUECKOMY
cmunio macmepd, KOmopwvlil ¢ 0C000U 4YymKOCMbIO U 2AYOUHOU BOCHPUHUMAEM U PACKPbleaem
OKPYAHCAIOWUL MUD 8 CBOUX CINUXAX.

Kniouesvie cnosa: noa3us, 36yKu, npupoda, noomu4eckoe 3penue u Cayx, ciuinue, xapakmep.




