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This article discusses the notion of magic in tbetjgs of Marina Tsvetaeva (1892-1941)
against the backdrop of romanticism and Russianemmigin. Magic is related to the poet’s
explorations of folklore, and also to Romantic, ®giist and futurist invocations of it.
Concepts of magic are central to Tsvetaeva's pgiesbe considers conjuration to be
a property of language that facilitates contacthwitie demonic, elemental and natural
aspects of the world. These elemental aspectsaar® rbe considered merely as the poet’s
mythologisations of the world, but also as heragibns on the capacity of poetic language
to speak of what is otherwise hidden in the world.
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Introduction

The notion of magic represents a highly influentexiet in Russian
modernism, which involves several complex questisngounding the
technique of writing poetry and the nature of pp&thguage. This interest
in magic is related to the legacy of the German Rdin tradition and its
insistence that the poetic word carries an orgdarce. In his sixth
slogological” fragment, Novalis writegEvery word is a word of conjura-
tion. The spirit it calls will appear” (,Jedes Wast ein Wort der Besch-
worung. Welcher Geist ruft — ein solcher erschgtntNovalis’ formula-
tion represents a poetological reflection on theumeaof poetic language.

1 F. von Hardenberg (Novalisgchriften. Zweiter Band, Das philosophische Werk
ed. R. Samuel, H.J. Mahl, G. Schulz, Stuttgart 1p6623.
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He insists in an absolute way thateryword conjures. The poet thereby
invokes an image of the magic of language as thgucational force of its
inherentiteral meanings. The magic of language can thus be fotetiks
the ability to conjure an elemental presence. Tagrent leaves unan-
swered what this literal meaning is, but the qoestor Novalis and many
writers of his and later times was how to grasp attan this language in
poetry and consequently how to enter into a livie@tionship with the
elemental in the world in and through poetry.

In Russian symbolism and post-symbolism, there avgeneral inter-
est in animism, mysticism and folkldrebesides Bely, Balmont, Blok,
Repin and Vrubel, one can also mention, amongsirsttsuch modernists
as Stravinsky, Kandinsky and Khlebnikov. One writéno was deeply
affected by notions of magic and elemental forcekdr understanding of
poetry was Marina Tsvetaeva. For her, as for mahgrdRussian modern-
ists, folk art represented a way to revive theesh@spects of art. Inspired
by the Romantics and the Russian symbolists, sipéomed folk poetry
with regards to language and performance for thee sd grasping the
notion of the magic power of the word to conjure #lemental. She ex-
plored folk art in an unprecedented way, but thestkip between her writ-
ings and folk art is not to be characterized imterof identity, as both
Zubova and Faryno doTsvetaeva’'s explorations of folk art show a Ro-
mantic strain, in that she seeks in folk art a mdanspeak and enter into
contact with the hidden presence of the elemewtaich she interprets as
an uncanny manifestation in line with the aesthediegory of the sublime
(das Erhabeng central to German romanticism. The elementahas
a transcendental category, but life in a more sgegorm.

2 This interest is not solely linked, of course the influence of Novalis, but should
also be related to the impact of romanticism onsikus modernism. For an analysis of
Novalis’ impact on Vyacheslav Ivanov, see, for amte, M. WachtelRussian Symbolism
and Literary Tradition Wisconsin 1995.

® Both L. Zubova, in several works (for instanigeyk poezii Mariny Tsvetaeyoi
1999), and J. Faryndjifologizm i teologizm Tsvetaev@iMagdalina” —, Tsar’-Devitsa” —
»PereulochKi), Wien 1985, have analyzed Tsvetaeva's excursions into ddl in greater
depth, but both fail to relate them to literaryditen. | discuss this in greater depthRen-
dering the Sublime. A reading of Marina Tsvetaevaiy-tale poem The Swaistockholm
2009, p. 15-17.
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In this article, | will provide a survey of the it of magic in Tsve-
taeva’'s poetics against the background of Russ@srernism and romanti-
cism, concentrating primarily on her essayistictiwgs, which contain
reflections on poetry that can give us vital clte$er poetry. | will show
that Tsvetaeva’'s understanding of the magic ofrgogas always closely
related to a Romantic fairy-tale experience of, lifat that her experiments
with an elemental magic at the start of her litgraareer were more
inspired by the symbolists’ writings, whereas i heature writings she
came very close to Novalis’ understanding, in exptpfolk poetry to find
a language that was literal and pre-rational, tblavoke or conjure life in
an elemental, and at the same time fuller, morérsabpresence.

Folk art in the poetry of Tsvetaeva

In Tsvetaeva’s first two collections of poems, thtter of which is
significantly calledThe Magic Lanterr{Vol'shebnyi Fonarj, we find our-
selves in a Romantic landscape of mystical forast$ lunar light, with
a ,magic house”, witches, magicians and fairy tafg®other telling exam-
ple of her interest in magic is the longer poéhe Magician(Charode),
from 1914. In the early poetry, her attraction dtkfart was felt mostly in
the imagery, but over the course of several foweagiears, 1916—-1923,
Tsvetaeva explored the technique of folk poetnhweégard to language,
rhythms and a kind of performative writing, as opge to the expression
of a subject. She developed a unique folkloricestylhich reached its
climax in a series of narrative poems written ie tarly 1920sSide
StreetqPereulochki 1922), and in her long poetic tales, writtenha sub-
genre ofpoema-skazKaThe Tsar-Maider{Tsar-Devitsa 1920) andThe
Swain (Mélodets 1924§. The Swainwas to be the last in this series of
poems based on models of Russian folk art, apart &n unfinished poem
calledEgorushkawhich Tsvetaeva began in 1921 and attempted torretu
to in 1923 and 1928. In the genre of the poeti, iawas followed only by

* The poema-skazkaleveloped as a sub-genre and an equivalent to drena®
Kunstballaden Russian Romantic poetry. Examples include #iy tales of Pushkin.

® | offer an in-depth analysis of her poetic styldhe fairy-tale poeriviolodetsin Ren-
dering the Sublime
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the The Pied PiperKrysoloy 1925), inspired by the German legend and
literary treatments of it in German romanticism axftér. After she emi-
grated from Soviet Russia to Europe, in 1922, T came to gradually
abandon the Russian folkloric style, but her woithvfolk art continued to
be felt in her poetic language and themes.

Symbolist elemental demonology

The attraction to magic, folk art, mysticism andé@am was common
to all Russian symbolists, but so-called ,youngériladshi@, second-
generation poets such as Vyacheslav Ivanov, AlexaBtbk and Andrei
Bely developed this interest further. Like their iRamtic predecessors,
they construed a genealogy of literature, accorthnghich the origins of
true poetry are to be found in folk poétrlok asserted in the essdifie
poetry of spells and conjuration®oeziia zagovorov i zaklinanifl908)
that the ,gold of genuine poetry” (,zoloto nepodutl poezii”) was to be
found in spells, folk magic and folk ritudlsWhat particularly interested
the younger symbolists in folk poetry was the idieat the word there
stands in an organic relationship to the world,cihihas become lost in
modern poetry.

Magic went hand in hand with the symbolists’ mytkating and life-
creating project, because in their view it offesegheans of overcoming the
distinction not only between subject and object, ddso between life and
poetry. Blok argued that folk poetry was a poetheve ,word and action
are inseparable”, and Bely asserted in similar $amThe Magic of Words
(Magiia sloy 1910) that the poetic word had the power to a@njwhich
he interprets in terms of exerting influefic@he basis for the fusion of

® The German pre-Romantics, such as Goethe, thé@s6Grimm and Herder, turned
to the world of folklore to find, as Herder writéhe people’s voice ardaturpoesieand in
Russian literature they were followed most notalyy Pushkin and Zhukovsky, who in
forging a national literature took a strong int¢iesthe mythical world of folklore and fairy
tales.

" A. Blok, Poeziia zagovorov i zaklinanijn: Sobranie sochinenij v voz'mi tomakh
ed. V.N. Orlov, A.A. Surkov, K.I. Chukovskii, t. BJoskva—Leningrad 1962, p. 36.

SA. Bely, Magiia sloy in Kritika. Estetika. Teoriia Simvolizma dvukh tomakht. 1,
Moskva 1994.
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word and action was a cosmogony of elemental arabforces tikhiia).
Blok asserts that the word becomes act in magidevidoth word and act
are elements, behind which there is always ,thenefe of the dark will”
(,stikhiia temnoi voli”Y’. As | will demonstrate below, this last assertisn
particularly interesting in relation to Tsvetaew)o also saw a demonic
presence in the magic of the word.Art in the Light of Conscienceshe
speaks of ,the Demon (the element)” (,Demon [si#}i) that takes pos-
session of the poet. Moreover, the demonic is arrenot and dominant
theme in several late autobiographical essays, matstbly inThe Devil
(Cher)™.

Although Tsvetaeva never mentions the essays df Bfa Bely in
her writings, their basic assumptions are undoupteehtral to her poetics
and her understanding of the power of the wordh lother youth and in
her mature writings. Like the Russian symboliste also tended to fuse
poetry and life, word and act, and she exploredntlagic of the word in
life as well as in poetry to exert influence. Areejtness, Vera Zviagint-
seva, recalls how Tsvetaeva attempted to enchanarm by means of
magic words'. Another example of how ideas of elements and eneayine
to affect her is a letter to Konstantin Rodzevishgre she writes that she
is an elemental spirit:

Poxzesud, s ckaxxy Bam TaiiHy, ToipKO He cMeiiTech s — Elementargeisteru-

XUHHOE CYILICCTBO: CajlaMaHApa WA YHJIWHA, Y MCHS HCT AYyLIH, AylIa (HO BCEM

CKa3KaM) TaKUM CYIIECTBaAM JacTCs UCpe3 IIIO6OBI)12.

9,,(...) CJIOBO CTAHOBHUTCS JI€JIOM, 00€ CTHUXHMH paBHOIIEHHBI, MOTYT 3aMEHATH Py
;prra; 3a Maru4cCKumM LleﬁCTBOM M 3a MarudeCKuM CJIOBOM — OAHWHAKOBO JIC)KUT CTHXHUA
temHoit Bon”. A.A. Blok, op. cit., p. 48.

1 see, for instance, S. ElnitskayBsvetaeva i Chert,Russian Language Journal”
vol. XL, no. 136-138, 1986, p. 75-93.

1 »Korna s HoYbo BOIILIA 332 CIIMYKAMH, OHU YK€ JISKaIU «B no3unuu». OHa nexana
Ha HeM M 3aBopaxkuBayia ciioBamu. (...) OHa 4acTo roBOpuWJa, YTO IJIaBHAs €¢ CTPacThb —
cobeceHMUeCTBO. A (H3HYECKHE POMaHbl HEOOXOJMMBI, IMOTOMY YTO TOJBKO TaK MpO-
HHUKaelb 4enoBeky B aymy”’. V. Schweitzer, Stranitsy k biografii Mariny Tsvetaevoi
~Russian Literature” no. 60, 1981, p. 323-356.

12 M. TsvetaevaNeizdannoe: Zapisnye knizhldd. E.B. Korkina, M.G. Krutikova,
Moskva 2000, s. 309. See also an analysis of thigegand Tsvetaeva as Elementargeist by
R.S. VoitekhovichTsvetaeva kak Elementargeist Chuzhbina, rodina moia. Emigrantskii
period zhizni Mariny Tsvetaevoi. XI Mezhdunarodnk@nferentsiia. Sbornik dokladov
ed. I.lu. Beliakov, Moskva 2004, p. 366—-388.
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[Rodzevich, | want to tell you a secret, but doatigh. | am... an Elementargeist,
an elemental being, a Salamandra or an Undinevd ha soul, because (accord-
ing to all tales) a soul is only given to such lgsithrough love — transl. T.L.]

Here she expresses an idea of herself as a medidithe element of
beingSalamandrawhich is fire, and fire is also the most commdement
that she identifies her poetic pen with in her pdét This kind of straight-
forward identification with a mythological or metaysical Elementargeist
is, however, rarely to be found in her poetry, véhshe instead explores
the appearance in language of natural elementsidaerh presencés
A much later example can be found in the eS8agy living on the living
(Zhivoe o zhivom1933), which is about the poet Maksimilian Volioshn
it, Tsvetaeva reflects on the notion of myth-cmgtin symbolism and
recounts a situation from her youth in which Voiosktopped or extin-
guished ,a fire with words” (,Pozhar byl ostanovierslovom”)>.

Although the symbolists, with their fusion of liéand poetry based on
an animistic and elemental concept of the word, aragrofound impact
on Tsvetaeva, she came to differ radically in tlag ¥hat she explored this
magic. Tsvetaeva did not discuss magic in the kihdcientific-historic
discursive manner that Blok, Bely and later Khi&oni employed, and
neither did she use technical terms from magic wdhestribing or giving
names to her poems. Central to Tsvetaeva's interesagic is instead the
elemental, the forms in which it appears and thansef bringing it out in
poetry. Her language is almost exclusively poetclalgbecause, for Tsve-
taeva, magic cannot be separated as a form ofritietiiscourse or act; it
is what is always at stake in poetic languadore so if the symbolists
tended to fuse life and poetry in a rather thealkrar dramatic manner,
turning poetry into the scene of life, as well iés into the scene of poetry.

13 See for instanc@he SwainThe Tsar-MaidenThe Poem of the Staircase (Poema
Lestnitsa,1926)and the notion of the devil iihe Devil(Cherf.

14 When she treats the elemental in her poetry, &higys as a poetic presence or
manifestation, as, for instance, in the case ofdém@onic swain in the fairy-tale poefhe
Swain who appears as a young man to everyone, buetm#in protagonist Marusia also in
the element of fire.

15 M. Tsvetaevalzbrannaia proza v dvukh tomakh 191837 ed. A. Sumerkin, t. 2,
New York 1979, p. 65.
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Tsvetaeva came to oppose ordinary life with litemat as the locus of the
elements and of life in its fuller form, and shelexed poetic language in
its power to conjure life in its sublimit§;

Romantic folklore and the fairy tale

In order to understand Tsvetaeva’s attraction lodat and its notions
of magic, it is crucial to understand her attractio the world of fairy
tales. Her readings of them were deeply imbuedhbyRomantic tradition:
in such tales, she found traces of a fuller, matdise world of elemental
presences. In her autobiographic writings, Tsvetaeva agaia again
construes the genealogy of her poetic awarenessdtion to the experi-
ence of the fairy-tale folkloric world of Romantiterature. Her poetry,
and indeed — according to her autobiographic vg#ir her entire world,
was from the beginning immersed in a world of Rotitamand late-
Romantic literature, populated with lyrical andKokic figures, or ,with
Undines, Jane-Eyres and Anton Goremyks”, as sh&ewin the essay
Mother and Music(Mat’ i muzyka 1935} Central to that essay is the
question of why she became a poet, when her methered her towards
the piano, and she answers the question in ternmgpelfs, charms and
possession. The spell exerted by literature wastgréhan that of musit

18 In an essay on the artist Natalia Goncharovaasks the question: ,Does the artist
have an individual biography?” (,Est' li u khudoZka lichnaia biografiia?”) and answers:
»The canvas: | am. What precedes it is only the wayhe canvas” (,Kholst: esm'’. Pre-
dydushchee tol’ko khod k kholstu”). The poet uses@hurch Slavonic worgsm’(l am) for
the first person singular &fyt’ (to be) in order to convey that the canvas itastferts that it
is, and that it does so in a more absolute forrhedfig. M. TsvetaeveSobranie sochinenij
v semi tomakhed. A. Saakiants and L. Mnukhin, t. 4, Moskva4,98 78-79.

7 In the loci of the German Romantic fairy tale awallad, theKunstméarcherand
Kunstballade and in parallels in Russian romanticism, Tsvedasensed a figure for
a horrifying poetic presence, reminiscent of thearmy presence of the aesthetic category
of the Sublime das Erhabene She develops this idea in particular in the g&8& Lesnykh
Tsaria M. Tsvetaevalzbrannaia proza v dvukh tomakh 1917-198d. A. Sumerkin, New
York 1979, p. 314318.

8 M. TsvetaevaMat' i muzyka Letchworth 1977, p. 175.

% Tsvetaeva insists that one ought not to explagnvibrld to a child, but cast a spell
on the child, by means of obscure wordXi3psicasTh pebeHKy HUUETO HEe HY)KHO, pebeHKa
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In that world, her mother infused in her and hetesia sense of kinship
with the literary characters as something both gotesind absent in the
world:

Kak YIUIOTHSJIAa HAC HEBUAUMOCTSMU U HEBECOMOCTAMMU, DTUM HABCErJla BHITCCHAA

13 HaC BCHO BCCOMOCTb U BHIUMOCTE. W kakoe C4acCTheC, 4TO BCC OTO 6LIJ’I0 HC
HaykKa, a .HI/IpI/IKa, —TO, YE€ro Bcerga mMajio, IBaXKJabl — MaJiO. KaK Malio TOJIOAHOMY
BCEro B MUpE Xne6a, U B MHUPE MAJIO — KakK paaus, TO, 4YTO CaMO €CTb — HECAOXBaT
BCEro, CaM HEA0XBAaT, TOJIbKO IOTOMY M XBATaIOLIMUI 3Be3/1bI! — TO, YETO HE MOXKET
OBITh CJIMIIKOM, IIOTOMY 4YTO OHO — CaMO CJIMIIIKOM, BECh U3JIMIIEK TOCKU U CUJIBI,
W3JIUILIEK CWIIbI, UAYIIMH B TOCKY, FOpaMu ,E[BI/IFa}OH_[y}OZO.

[How she filled us up with invisible and insubsiahthings, once and for all ex-
pulsing everything visible and substantial withis. tHow lucky we were that it
wasn'’t science, but Poetry, which there is alwayslittle of — in two ways. First,
because for the starving there is always too litkad in the world, and second, it
is something too small for the world — like radiuthat which in itself cannot
comprise everything, is deficiency itself, and offdy that reason touching the
stars! — a deficiency of which there cannot bertah, because it is too much it-
self, all the excess of grief and force, the exadsa force on its way to grief,
which is able to move mountains — transl..T.L

Mother and Musiaepresents an interpretation of the childhood ex-
perience of the already mature poet in charge ophbetics, and it should
be read as a metapoetic comment on Tsvetaeva'sanethe force of po-
etry, and in particular in relation to the fairyetavorld of Romantic litera-
turé”’. Tsvetaeva’'s mother paradoxically filled Marinaldrer sister up, or
.Sealed them in” (,uplotniala”), with ,the invisibl and insubstantial”
(,nevidimostiami i nevesomostiami”), which destindiem to a life in
Poetry. The visible and substantial — in other wpmbncrete things — was
ousted from their world or field of experience aeglaced by things that
barely exist in the world of lyrical poetry. Tsveta and her sister were

HY)KHO — 3aKJISICTh. U ueM TeMHee CJIOBa 3aKJISTHS — TeM IIy0Xe OHHM B peOeHKa BpacTaroT,
TeM HelpelioKHee B HeM JIeUCTBYIOT: «OTue Halll, ke ecH Ha Hebecex...»”. Ibidem, p. 173.
The essay ends with the assertion that: ,Therdasces that even a mother cannot master”
(wEcTb cuibl, KOTOPBIX HE MOXET JaXke B TAaKOM pPeOeHKe OCHJIMTH Jaxke Takas Marh’). In
other words, literature was a stronger force tremntother’s will to make her a pianist.

2 |bidem, p. 175.

% See also Karin Grelz's analysis Bfat’ i muzyka in: Beyond the Noise of Time
Readings of Marina Tsvetaeva's Memories of Childh&bockholm 2004.
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doomed to ,something of which there is always tiitle? (,to, chego
vsegda malo”), because ,you never have enougli gtdat, chego ne moz-
het byt’ slishkom”). There is too little of it, ey because it is ,excess in
itself” (,samo slishkom”), for which there is nogae on earth, with its
delimitations.

In Tsvetaeva'’s interpretation of this immense fotttat destined her
for a life in poetry from her childhood on, theseai parallel to the elemen-
tal presences that the poetic world conjures, aoegrto Novalis’ sixth
logological fragment. As for Novalis, language, migre precisely, poetry,
is the mediator to a world of elemental presenEes. Tsvetaeva, lyrical
poetry is the locus of hidden presences in thedyanhd they are hidden
because they are too great to be housed anywtssrdéhaln in the form of
poetry or literature. As | will show, the magic mdetry was for Tsvetaeva
the power to conjure this immense or sublime presemand she ap-
proached both those presences and language as&éfoeces.

An elemental poetics

Tsvetaeva's interest in magic came to be direae@tds the forms of
appearance of elemental life, or the means of ciojut, in poetry. She
developed an entire elemental and demonologicalgsde both her poetic
and her essayistic writings. The most telling folation of this poetics is
to be found inArt in the Light of Consciencigskusstvo pri svete sovesti
1932), which belongs to a series of essays, comguds Irina Shevelenko
writes, Tsvetaeva’s philosophical reflections abant and the arti&t
A key argument in the essay is that art must fa tanscience into con-
sideration, while the artist in the process of mgtis subject to ,the inspi-
ration of natural forces” (,naitiie stikhii”) actqhupon him or her. The poet
is possessed by art, because art is an instrurhérg elements:

Korna s roBopio 00 0Iep)XUMOCTH JIOJEH HCKYCCTBa, S BOBCE HE I'OBOPIO 00
OJEPKUMOCTH UX UCKyccmeom. VICKYCCTBO €CTh TO, Yepe3 UTO CTUXMS ACPKHUT —
H OZICP/KHBACT; CPSACTBO ACPHKAHUS (HAC — CTHXHSAMH)-.

2| D. Shevelenkol.iteraturnyi put' Tsvetaevoi: Ideologiia — poetikaidentichnost’
avtora v kontekste epokMloskva 2002, p. 46203.
% M. Tsvetaevalzbrannaia proza., p. 401.



24¢ Tora Lane

[When | speak of the possessed condition of peoplart, | certainly don't
mean they are possessed d@y. Art is that through which the elemental force
holds — and overpowers: a means for the holdinguéof- by the elements) —
transl. T.L.]

Tsvetaeva insists that art is not capable of takimgsession of people
in itself; it can only do so because it is the ®adfi elemental forces. Art is
.the means” (,sredstvo”) by which we feel and comeer the influence
of the elemental forces, and so we can understanddsence of art as the
appearance of the elemental. Tsvetaeva’'s conceptleshental forces
shows a certain kinship with Blok’s understandirgtteem in ,Poeziia
zagovorov i zaklinanij”, as ,the element of the ldaill” (,stikhiia temnoi
voli”). She understands them as forces of natwtngin a demonic way
on man. As already mentioned, the element is equate demon, por-
trayed as some force, acting in and upon the psatature. It is not neces-
sarily evil; its most important quality is thatl#ads the poet to bring out
nature and ,things” (,veshchi”) in some languaggdrel the categories of
consciencg"

HckycctBo ecTh Ta ke mpupona. He wmure B HeM ApYruX 3aKOHOB, KpOME
coOCTBEHHBIX (HE CaMOBOJIMS XyHOXHHKA, HE CYIIECTBYIOILEr0, @ HMEHHO 3aKO0-
HOB HCKYCCTBa). MOXeT OBITh — HCKYCCTBO €CTh TOJBKO OTBETBJICHHE MPHPOIBI
(Buzn ee TBopuecTBa). JIoCTOBEPHO: MPOM3BEACHNE HCKYCCTBA €CTh MPOU3BEACHHE
TIPUPOJIBI, TAKOE K€ POXKICHHOE, @ HE COTBOPEHHOE 2.

24 And further: ,JlocTOBEpHO: IPOM3BEACHHE HCKYCCTBA €CTh POM3BEACHHE IPUPOIBI,
TaKoe K& POXKICHHOE, a He COTBOpeHHOe. (A Bcs pabora mo ocyuiecTBieHuno? Ho 3emist
Toxe paboraer, ¢paniysckoe «la terre en travail»A camo poxaenune — He pabora?
O JKeHCKOM BBIHAIIMBAHMM M BBIHALIMBAHUU XYHOXXHUKOM CBOEH BEIIH CIHIIKOM YacTO
YIOMHUHAIIOCH, YTOObI Ha HEM HacTaWBaTh. BCE 3HAIOT — M BCE BEPHO 3HAIOT.) B uem ke
OTJINYHME XYA0XKECTBEHHOTO MPOU3BECHHS OT NPOU3BEACHHS MPUPOJbI, TIOIMBI OT JiepeBa?
Hu B yem. Kakumu nyTsiMu Tpyza u 4yaa, HO OHO ecTb. EcMb! 3HauuT, XyI0KHUK — 3eMJIs,
poKIarolas, U poxaammas Bce. Bo cmaBy Bokbio? A mayku? (€cTh M B MPOM3BENCHUIX
uckyccTBa). He 3Hat0, BO CllaBy ubi0, M JyMaio, YTO 3/I€Ch BOIPOC HE CIIaBbI, a Cruibl. CBsiTa
nu npupona? Her. I'pemna nmu? Het. Ho ecin nponsBeieHre HCKYCCTBA TOXE NPOU3BEICHHE
HPHUPOBI, IMOYEMY K€ MBI C MOAMBI CIIpAIllMBacM, a C JAepeBa — HET, B KpallHEM Ciiydae
noxaineeM — pacrer kpuso”. [bidem, p. 381.

% M. TsvetaevaArt in the Light of Conscience. Eight Essays ontBoky Marina
Tsvetaevatransl. A. Livingstone, Bristol 1992, p. 149.
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[Art is the same as nature. Don't seek in it oflagrs than its own (don’t look for

the self-will of the artist, which isn’t there —lgrook for the laws of art). Perhaps
art is just an offshoot of nature (a species otreation). What is certain is that
a work of art is a work of nature, just as muchnhand not made — transl. T.L.]

According to the poet, the artist does not crelate,gives life to art,
just as nature gives life. Nature and elements viotke artist in the pro-
cess of creation. Tsvetaeva argues, for instaheg¢ when Pushkin wrote
parts ofA Feast in Time of Plagu@ir vo vremia chunjy it was not with
words, but with ,the tongues of flame, in ocean esand desert sand¥”
(,iazykami plameni, valami okeana, peskami pustyfii"The elemental
can thus also be understood as life in its naforah, beyond the catego-
ries of conscience, and art as the locus of theappce of this elemental
life. Language, or rather ,the word” (,slovo”), the ,element of all ele-
ments” (,stikhiia stikhii"}f®, as she asserts in the essay.

In a similar way to Novalis, Tsvetaeva considerfiém mature writ-
tings the appearance of the elemental not as st ief the writer's con-
scious performance of magic, but as the act ofgbr out, listening to
and fathoming those presences in poetic languadeatéVer is to be
brought out in art is something that is beyond antary to the conscious
will and understanding of the poet. This somethisagin Tsvetaeva's
terms, coming to being through the author: ,| mersate, that is, name,
the one who called me” (,la dolzhen togo, kto menial sozdat', to est’,
nazvat’f’. The poet is called by someone, or something, nstated as
elemental, but the element is rather somethingenatorld speaking to the
poet in its elemental other form, that is, in aniathat is not yet known,
and often contrary to the known. The poet mustterea rather bring out,
this ,thing” (,veshch”), and poetic expression letnaming of the thing,
which is in possession of the poet. Tsvetaeva therecalls the poetic
process a ,hearing lesson” (,slukhovoi urok")during which the poet
learns the right expressions to bring out a phemomeén words. In other
words, the poetic process is conceived of as a fdroonjuration or invo-

% |bidem, p. 151.
% M. Tsvetaevalzbrannaia proza., p. 383.
2 |bidem, p. 385.
29 |bidem, p. 397.
%0 |bidem, p. 398.
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cation, but not of a spirit that the poet in a aimgs act wishes to call
upon as a sorceress, but by ,listening out” thenelgtal nature that is pre-
sent in language.

The ,literal word” and the element

The elemental word is connected to a notion ofrditaneaning,
demonically hidden in language just as nature dkldém in man. In the
Poetry of Intenthat she sketched in several diary entries in 1984 puts
forward the notion of a secret writing of demoni@lavolent ,intent”
(,umysel”). She advocates a particular kind of ,secret wgitifitainopis’)
to render this demonic intent: ,In the literal (piregual) world, intents are
the same as secret writing in this world” (,Umysiyw mire doslovhom
(doslovesnom) to zhe, chto tainopis v mire sénThe poet thus suggests,
with a pun on the prefixio- (pre), that it is paradoxically only the pre-
lingual (doslovesnoe) that has literal (doslovnoegrning, and further that
this pre-lingual literal can be rendered onlyscret writing Tsvetaeva
sketches a world of natural elements present ton s hidden form in
»this” world, and in order to bring it out in itsdden forms of appearance
the poet must write in a secret language.

It is regrettably not within the scope of this eldito present examples
of how Tsvetaeva sought to bring out this magiben writing, but only to
draw some general lines to characterize her writhugt as Tsvetaeva’s
notion of secret presences in the world and indagg was closely related
to otherworldly presences in the fairy tale, théioroof a secret writing is
paralleled in folkloric language by secret languagspeechtéinyi iazyk;
tainaia rech), which was employed to avoid naming hidden forcesan
ture®. Liudmila Zubova has analysed the linguistic aspet Tsvetaeva's
folkloric experiments, and she singles out synsnetistem repetition and

31 M. TsvetaevaNeizdannoe. Svodnye tetradids E.B. Korkina, 1.D. Shevelenko,
Moskval997, p. 298.

32| expand on the relationship between the concipeécret writingand folk poetry in
more depth in my dissertation. T. Laf®ndering the Sublime. A reading of Marina Tsve-
taeva’s fairy tale poem The Swatockholm 2009.



Conjuring Life: Magic in the Poetics of Marina Tsaeva 251

word transformation as means of generating great@antic variety. The
poet plays, however, with folkloric taboos primgrib avoid conventional
naming and to reach for that hidden literal levidlboguage that can bring
out or conjure the hidden elemental of the worldlkFpoetry becomes
a crucial impulse to the paronomastic games thdirs&ay saw as an inte-
gral part of Tsvetaeva's langudgeand it provided the poet as well with
a different animistic reference, as a supple metagdl gamma to bring
out that other literal” language. This world is athcterized by ,too
much”, or life beyond rational forms of represeimtas, given to us, as
Tsvetaeva understands, in poetic language whenlénguage in its ele-
mental nature.

Conclusion

Marina Tsvetaeva's interpretation of and treatn@ntnagic in art is
close to Novalis’ formula;Every word is as a word of conjuration. The
spirit it calls will appear” (,Jedes Wort ist ein i der Beschworung.
Welcher Geist ruft — ein solcher erscheint”). Fatk attracted her primar-
ily as a question not of how to perform magic tlyloyoetry, but how to
hear and fathom the magic inherent in ,literal’dange. Central to her
understanding of the creative act is the notiorsuddordination, of being
struck and possessed. What is to be conjured inmimgic of poetic lan-
guage is what is already present, but neglectedhénworld of human
categories or representation. This is consideredythical world that is
demonic and elemental, and it is to be attainedutyjin mythological, de-
monic and elemental language. To attain this, thet pust listen to the
ways that the elemental or living speaks in a hidday in the world and
in language.

% L.V. Zubova,0 iazyke fol'klornykh poem M. Tsvetaevoi ,Tsar-Dsa’ (1920 g.),
+Pereulochki” (1922 g.) Stockholm 1996, p. 5.
3 s, Karlinsky,Marina Tsvetaeva. Her Life and ABerkeley 1966, p. 149.






