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W >xeHmmHa BUAHA TaMb MOJIOJas,

CKBO3b CyMEpKH HEHACTJIMBAro JHS.

Bhaspkedka cuauTh 3a 4alIKoM yas,

3aayMUYNBO TOJOBKY HAKIIOHS,

W monotomb, ¥ TOPECTHO B3AbIXas,

Mut rosoputs: [loiiMu XOTh T MeHs1! --
-ITaBnoBa

Co CTOpOHBI BCE OBIIO OYEHB TITYIIO
(A daxTs! pa3ckazans, BUIEHBE CKPBIBB).
B® MomgaHbM TeHepans, mobBmm cymna,
Taxb Hauanb BaXKHO, B30PH Bb MEHS
BIICPUBb...

-ConoBbeBb

Russian literary culture of the first half of the 19th century is known for its slow
resolution of what would now be considered questions of language — whether this or that
case ending is to be preferred, whether a certain word should be in regular literary use,
and other such matters. By the second half of the 19th century, most such questions had
been more or less resolved in favor of the standard usage we know today. We expect to
see -ou as a masculine nominative / accusative singular only when the ending bears the
speech stress, and —suz with hard stems in other instances. The full and truncated a-
declension instrumental singular endings -orw, -oti (-erw, -eit), make major changes to
their relationship throughout the 19th century and slowly resolve into the present system

in which standard speech and writing use the full forms only for some special purpose.

Among the Golden Age of Russian poetry, Karolina Pavlova’s (1807-1893) lyrics
have many outstanding features. I am at present taken by how Pavlova makes

declensional morphology socially meaningful. Every choice in language carries
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information, and mid-19th century Russian overflows with such meaning-bearing
morphological choices.! Karolina Pavlova displays much attention to the possibilities in
these choices in her poetry. I will explore in this paper three poems in which Pavlova
uses adjectival endings to contribute to the meaning of her work, and will consider
further how these poems have been unhappily altered in the 20"-century collections of
her verse (Briusov’s edition of 1915 and the Cosemckuii nucamens edition of 1963) —
altered in a way that reduces the complexity and visibility of Pavlova’s declensional
consciousness and flattens the poems to a shadow of what they are in her edition of 1863.
I will cite the edition of 1863 and follow Fusso and Lehrman’s practice (Fusso and
Lehrman 2001, xiii) of using Pavlova’s orthography throughout this paper, making

reference to later editions only to note their departures from the 1863 texts.

The three poems I examine have obvious religious themes. The first is about a
monk, the second about reading and reflecting on a story from the Gospels, and the third
about three souls that God sends to earth. I have chosen these poems first for their
morphological interest and second for their religious overtones, but after I examine each
of the texts separately, I will suggest that the morphological technique and religious

content give shape to an object hidden behind them both. But first, the texts.

Pavlova’s short poem “Monaxs” is remarkable even at a glance for its
compression of thought and its gentle handling of a subject that could be overworked.
Sendich refers to it as one of her best ballads (Sendich 202). The text rewards even more

careful consideration.

MOHAX.

Babkanonukii,

Nuoxs mukii,

Yro 3a0bUICS TBI Bb MEUTAXD?

Yro Takb CTpacTHO,

Takb HanpacHO

CMoTpu1b Bb aib, cbaoi MOHAXB?

Yro yrpromoit
Nmews gymoit?
Uyxnab Bech Mipb TeOb paBHO;

! On becoming acquainted with Pavlova’s poetry, the lover of Russian declensional morphology may not be
able to avoid recalling the phrase from Psalm 22/23:5 “gama mos npencmonsera” (my cup runneth over).
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Yto nr00MITb THI,
Cb xbmMb rpycTHITB THI, --
Bce nmoru6s10 yxb qaBHO.

bpocuns pano

Csb1p 0OMana

Tl ans mupa boxpuxs MbCTh;
Kusun 1basro

Cnabnans keablo,

BwmkbeTo cuacths, B3I ThI KPECTD.

JIBTE TBI MHOTO

IIpoxuns cTporo,

[TamsTe BB cepairk uctpeods;
Jlns OpLTOBA

Hbre HE c0Ba,

Hb1p HU B310Xa y TEOsI.

Wnu TietHo

HonroabktHO

ThI CMUPSUITH TyIIEBHBIN NBLTH?
Wb BB CBATBIHB

Tel u HEIHB

He otpexcs, He 3a0buTB?

Babaronukoii

NHoKb n1uKoit,

Yro 3a0bUICS THI Bb MEUTAXD?

Yro Takb CTpacTHO,

Takb HanIpacHO

CMoTpuiib Bb Aajib, chaoil MOHAXB?

SAnBaps. 1840

The poem is a series of questions and statements addressed to a monk who leads a
religious life and is cut off from the world, but appears to be yearning for something he
has lost. The speaker suggests that the monk is seeking something in his own memory:
3a6wbiica, namamo, He 3a0vli, 3a6bi1ca. The poem suggests a return to the past in its
structure, as the final stanza is a duplicate of the first except for two letters.” Those two

letters will allow us to explore the text a in a new way.

? Briusov’s 1915 edition of Pavlova’s works normalizes these ending to —i7, as does the 1963 edition.
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The first stanza has bhrrsonoauxiu, / Mnoxw ouxin and the final has hrarsonoauxoii /
Hnoxw ouxoti. This change in ending from —iu to —oti is suggestive of the tension in the
monk — his first appearance is ‘religious’ and —ii is the masculine ending borrowed from
the spelling conventions of Church Slavonic, while the speaker comes to suspect that the
monk is searching for something in his memory, in the past, and at the end the poem uses
the native Russian ending —ozi. At the beginning, the monk appears to have left the world
behind. Through questioning and examining him (although he gives no response), the
speaker demonstrates through this change of ending in an otherwise morphologically and
lexically identical stanza that the monk is yearning for the world he left behind. That
word is represented by the “secular” morphology we see in unstressed masculine —ozi in

the final stanza.

It is true that by the 1840s, this ending had become much less common in prose.
However, if we imagine that the gray-haired monk is about 60 years old, he was a young
man forty years before at the beginning of the 19™ century, when —o still held a lot of
ground in prose as well as in poetry. Without changing a single word, Pavlova turns the
expressive potential of Russian morphology into a time-viewer through which the reader
follows the monk backwards over his life into the worldly experiences of his youth. The
object of the monk’s yearnings is encoded in the very adjectives that apply to him. The
remaining adjective that applies to the monk, crooi, is in standard 19"-century usage
always with —ou because it is end-stressed. If we wished to include this word in this
reading, we might understand that his return in thought to his youth is a function of the

same age that has grayed his hair.

Although this distinction now seems to many readers of Russian like a matter of
the distant past, long since resolved and no longer important, Pavlova uses it to cast our
minds back with the monk’s into that distant past, into a world that exists only in memory

— quite a feat to be accomplished by swapping an i for an o.

While this feat with its remarkable ability to demarcate two worlds may seem like
the kind of thing that cannot be repeated, Pavlova’s morphological mentation is not

limited to this one “lucky” poem. Let us consider another from two years later:
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Yurana yacto, Cb TpycThio AbTCKOM,
Cxkasanie CBSITOE 4,

Kakb HOUbIO BB Kpaii ['enHe3aperkoin
Hecmace AniocTonoBs naass.

1 BB nepenuBbl MIJIbl HEHACTHOM

CwMorpst, onu y3pbmu Bopyrs

Kaksb mens kb HUIMB MOpEMb 00pa3b SICHOH,
U uxp cepaua cTbcHUID UCTIYTD.

M Hagb BOJHOM HEYTOMOHHOU

Kb HUMB TI1ach 60KECTBEHHBIN MPOHUKD:
To 51! nep3aiite!-- 1 cMymeHHON

Torna orBbTHIIB yUEHUKD:

«Komnb 310 THI, ML cepalie HbIHE,
«Yuurens, 000pu Bb TPy IU:
«Bemu uatn mab o myunnk. »

U pexs 'ocnone emy: ---Uau!---

U ons noniensb,---u O€31HBI Biiara
Bt crutoiHo# cauBanacs KpUcTallb,
U tspxecTs TBEpAAro oHb mara

Ha 3610ku Bo/IBI yrTUpaTs.

Ho OypHerit BETpD B30pBah My4nHy;
U Bb HEMOYHM AYIIEBHBIXH CHIIH

Ownp, norudas, 5861 kb ChIHy
MoaamuMb T1aCOMB BO3OITHID.---

W mb1, Mitazpis, BbphI OJIHBL,
[To Mopro ObITisI MOWIEMB;

Ho cxopo noyepubioTh BOJHBI
W nanbHbIN 3arpoXoyeTh TPOMb.

N ycymMHHMCS MBI AyLIOO,

U cpenp rpozsieit HoUu TMbI

Kb 1e0}h, cb Tpenentymeii Mons6010
B3eiBaemsb, 'ocrioau, 1 MbI.

He namb 1o boxbsro npumbpa
JocTUrHyTh CHIIOIO CBATOM !

He nama yrbakers Bbpa

B®b rpo3k, Hagb riyObi0 POKOBOIA!

KTo %H3HH 3710€ UCTIBITAHBE
Mory4umb 1yXoMb BCTpBTUTE MOT'B?
Kro xapb 1100BU 1 yIOBaHbeE,

Wnu xo1b TpycTh BB nyurk coepers?
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Bctb uyBcTBa BSIHYTH Bh HACh HE3PUMO;
Bcetb cnessl COXHYTH Kakb poca;

3emits 1 HE0O UAYTH MUMO:

E20 nunis BBYHEI clioBeca.

I'mpbero. 1842. Irons

This poem tells the speaker’s experience of reading the account in Matthew 14 of how
Jesus

walked on water. The first six stanzas appear to be a more or less straightforward verse
account

of the story from the Gospel. We then read in the 1964 edition:

W M1, Mitazibie, BEpHI TIOJIHEI,
[To mMopro ObITHS TTOKAEM;

Ho cxopo no4epHErOT BOJIHBI
W nanbHBIN 3aTpOX0YET TPOM.

The poem then continues to show that these “young people” also have weak faith but are
not

lifted up by Jesus in their moment of doubt and weakness, as we know Peter was. It
appears to

say that “our” faith in the present is not sufficient to warrant the Lord’s attention.

In the 1863 edition, however, we see that the gloss “young people” for mraouwie is
inappropriate, because that adjective was mraouwis, appropriate only for a nonmasculine
group. Adults are not neuter in Russian, so this ending, in reference to people, refers to
women only. The line 7 mol, mraowis, sropur noanwst should therefore be glossed “We too,
young women, are full of faith,” and the poem’s conclusion then appears to draw a
distinction not between people of old and people in the present, but between the
masculine group of the apostles and the feminine group of young women and girls. The
final stanza, then, suggests that despite their faith, women’s fears are invisible or
irrelevant as are heaven and earth when compared with “his” eternal words.

While this is a case of erasure of information through the translation of the text
into the modern standard orthographyi, it is a rather subtle detail even in the 1863 edition.
With no noun attached to it, mzaowis hardly stands out at a glance. Yet it has central

importance to the poem. After all, the first line begins with a clearly marked feminine
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singular verb uumana, so we know that the poem is about a woman’s experience as a
reader of the Gospel. The final line with italicized ezo suggests some sort of emphasis on
“His” words, but that perhaps could be considered a respectful italicization because the
word falls at the beginning of a line and would be capitalized even if it did not refer to
Jesus.

The substantivized adjective mraowis, however, is the gender-keystone of the
poem. In the female writer’s perspective, the focus of the story is on the sinking and the
crying out — the portion of the story in which Jesus saves Peter from drowning after he
begins to sink is omitted from the poem. In her vision of the story, the sinking (not the
rescue) is what causes her to recall “young women and girls” with the adjective mraowisn
and to consider their circumstances in the present world. Full of faith, they begin to
doubt in difficult times and ask their Lord for help. The poem does not address whether
he responds, but the final stanza is not comforting on this point: their feelings fade
unseen, their tears dry (unnoticed) like dew. The final two lines of this stanza recall as if
in explanation Jesus’s words in Matthew 24:35: Heaven and earth shall pass away, but
my words shall not pass away (KJV). Here on the strength of what has gone before in
the poem, these words sound bitter in the female speaker’s paraphrase. Further, Pavlova
does not use the “pass away” verb npeiuidyms from the Synodal translation to which we
often refer today, because it was incomplete and probably unavailable in 1842. Pavlova’s

final two lines recall the Church Slavonic translation of Matthew 24:35:
L] I 5 fa) rd
HEED H ';Emd:f\ MHHOHAET L, (AOBECAd HKE HOA HE MH:HDHA-E"I"'I:.

Yet in the context of modern Russian, and especially in the context of this story of Jesus
walking on the water, Pavlova’s udyms» mumo also carries a suggestion of “just walking
on by” — the quiet answer to the understood question of what happens when women begin
to drown as Peter did. In fact, the same verb is used in the CS translation of the parable

of the Good Samaritan in Luke 10:
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. s, LR 4 r ra &
31 [lo ca¥an xe Bapennnkn wkil cxoxadwe n¥réms Thms, b
-, a % £
BHABEL €ro, MHMOHAE.
F L] Fa Fa F r F e
32 "I"AKOXA€ K€ B AEVITTH, EbIB®L Hd TOML #HEcTk, NpHWEAS H

L -,
BHA'EEL, MHMOHAE.

The priest and the Levite pass by the man who has been beaten and left barely alive.

With this in mind, we see that Pavlova’s recall of the words about Heaven and Earth
passing away is quite appropriate to the context. Considering the usage of this verb in the
parable in Luke 10 that I have cited above, the sense of Pavlova’s lines “3ems u He60
uayTh MUMO: / Eeo mumis BbuHBI cioBeca” is “His words will not pass away [but ours
will, and He will ‘just walk on by’]”.

Rather than questioning whether modern times can see such miracles after the
Apostolic Age, which we might imagine is the suggestion when reading genderless
mnaodsie in the 1964 edition, the poem draws a distinction instead between men and
women — Jesus pulls men out of the water and just “walks on by” when women call out to
him. The poem is much more than religiously-flavored greeting-card verse; it is also
much more than what we would call today “political.” It is the seed of a revolution, the
sea-change in thought that lets a forgotten people remember that they too have a right to
exist (4 mol, mMnaowis, erepul noanul...). But like the women it describes, the piece is
quiet and can be passed by — the reader who flips past it thinking the content will be
obvious after the first stanza recreates the “passing by’ described in the poem. Pavlova’s
recognition of forgotten people is itself forgotten, thanks to the subtlety of her work and
to the orthographical and morphological reform that have erased key features of verbal
art in modern editions.

Let us consider one more poem that fits well with the two we have discussed
already.

In “The Three Souls” God sends three women’s souls to earth, each with poetic gifts, and
tells them that if they are lax in their activities, they should not blame him, because his
love has given them poetic power. The remainder of the poem tracks the activities of each

soul during its life.
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TPU JIVILIN.

«Ho rpycTHO mymaTh, 9YTO HAaIIPacHO
beina HaMBb MOJIOOCTB JaHa.»

Bn Haure BEkb TOMHTENBHArO 3HAHDS,
KopsicTabIxs 1b18B,
lnu Tpy AyIIM HAa UCHBITAHbS,
B® 3emHo0i1 ipenbirs.
W umsb pexita ['ocionss Bost:
«Bp ayx6unt Toit
«Wnas xaxnoit Oyners nois
«U cynn uHOM.
«OrHb BIOXHOBEHIsI CBSITAaro
«Jlaro 51 BaMB;
«Bocropramp Bammms OyAeTsb CI0BO
«U BacTh MEUTAM®B.
«Mnanyto rpyzib HallOJHIO KaXI0H,
«B®B kparo 3eMHOM®B,
«[ToHsATHEMb TIPAB/IBI, YUCTON KAKIOH,
«KUBBIMB TTy4eMb.
«1 ecnu nyxs naaeth TEHUBBIN
«B®B MipckoMb 6010,
«/la HEe BUHUTD Ballb PONOTH JKUBBIN
«JTro60Bb MOTOY.
U na 3aBbTHOE pU3BaHbE
Torna coumm
Tpu >xeHCKist JyIU Bb N3THAHBE
Ha nyTs 3emin.
OnHoii u3b HUXb cyauio [Iposunbabe
Breperie TaMb yBUIBTE HOJNBHBIIH MipB,
I'nb, Bonapsics, 3eMHOe npocBbuieHbe
Ycrpouno cBoii Baneasapckiit mups.
Ei#i mans ynbae no3nats HeBonu cBbTekoit
Bcio moTyro u mary0HyI0 BIacThb,
Eii ¢b nepBriX 1bTH Benbin CTUXD CBOI AETCKOM
Kb HOTamM®b TONITBI CMUPEHHOH JaHBIO KITAaCTh;
CBOM HECTH MOJICHISI ¥ TICHH
Bb sxuTelickiii ryis, Ha IDIOMAAB JIIOIHBIX 3a1Tb,
TTorbxoro cinyXuTh X0NM0AHOH ITbHH,
BEITE %KepTBOIO OE3CMBICTIEHHBIXh TIOXBAITb.
U cb nomuiocTeio NpuBBIYHON, 6€30TIIyYHOMH,
CpomHuacs u yXwiachk OHa,
3aBbTHBII gapb €if CTab TPEMYIIKON 3BY4HOM,
3arioxym Bb HEW CBSITHISA CEMEHA.
O nHsXb ONaruxs, 0 MpexHeil sicHol nymb
Oma Terneps He TOMHHATD U BO CHE;
U tpaTuTh XHU3HE Bb 6e3yMHOMB cBETCKOMB IIymk,

CBoeii cynp00ii ToBONBEHAS BIONHb.
* *

*

Hpyryto 6pocuns Bors nanexo
Bb ameprKkaHCKie Jeca;

Benburb eif ciymarh 0AMHOKO
ITycThIHB CBSTBIS TOJI0CA;
Benbis 6opoThes el ¢b Hy IO,
[IpotuBynbiicTBoBaThH Cynp0h,
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Bce otragath camoii co6oro,

Bce 3akimounts Bb camoii ceob.

Bb rpyau, HCIIBITAHHOM CTPaJIaHbEMb,
XpaHUTH BOCTOpPra ©UMiaMb;

BbiTh BEPHO# TIIETHBIMB YIIOBAHBAMb
W HEHUCIIOHECHHBIMB MEUTaMb.

U ¢b NaHHBIMB € TSHKETBIMB OJIarOMb
Omna momuia, kaks bors cyauims,
bescrpaiHoii BoJbIO, TBEPIBIMB 1IATOMb,
J10 MCTOIIEHBS FOHBIXD CHITh.

U ¢b BBICOTHI, KaKb aHrellb Bhpol,
CisieTp Bb cympakh HOUHOMD

3Bh3aa He Hawell momycdepsr

Haxp rpoOOBBIME €51 KpECTOMB.
* *

*

Tpetpst — Gnaroctito bora

Eit yka3zanb MUpHBIN YT,
CBbTIBIXD TyMb €ii ObLIIO MHOTO
BroxeHo Bb Miagyio rpyap.
CHbl Bb Hell ropaple sicibiy,
IThmuce mbeun 635 uncia,

U nro60Bs eit ¢b KoJIbIoenH
Crpaxeit BbpHOIO OBLTA.

Betb nanbl eif ynoeHbs,

bnara Bch mans! crionHa,

Ku3Hu BHYTpeHHEH IBI)KEHbS,
Kuznu BHbIIHEH THIIMHA.

U Bw nymrk, cozpbnoii Heink,
I'pyCTHBIH CABIINUTCS BOIPOCH:
B% nyueit Bbka monopunb

Uro eit Bb Miph ynamocs?

Yro cmoria BocTopra cuna?

Uro ckazarb DyIIH S3BIKB?

Uro m000Bb e CBepLInIIa,

U nopsIBb gero 1ocTurs?

Cb MpoOIIJIOCThIO, MOTHOIIEH TapOMb,
Cnb rpo3HOii TaifHOW BIEpeIH,

Cpb 6e310Me3HBIMb CepIIIa )KapoM®b,
Cp BoJI€H Ipa3fAHOIO BB IPYAH,
Cnb rpe3oii TIETHOH U yIIOPHOH,
MoxeTs, Jrydiie ObIIO i
O06e3ymbTh, BB KH3HU B3IOPHOM,
Wb yracuyTh cpenp creneil.

Hostops. 1845.

I will address only the second soul here. God sends her to the American forests and
orders that she listen to the holy voices of the desert — “Benbns et cnymats onuaOKO /
[Tycteinb cBaThis rosoca”. The word ceamsisa, however, seems to have the wrong ending

— the —b1s1 ending that we saw in the previous poem should not be applied to a masculine

10
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plural noun. What do we make of this? The 1850 printing in the almanac Kiesianuns na
1850 2004 prints it in the expected masculine form cgamaie, but Pavlova’s own edition of
1863 and Briusov’s of 1915 have the unusual apparently non-masculine ending. The
editors of 1850 took ceamuis as a misspelling or oversight. We could, however, take it as
a deliberate gender-dysfunction to suggest that God orders this second soul to pay
attention to nonmasculine voices. Such disagreement in literary Russian of the 19"
century would be highly unusual, of course.

There is another option — we can take ceamuia 2conoca not as a breaking of literary
Russian, but as a Slavonicism in which the ending —s2s is a marker of the masculine
accusative plural. I suggest that we take both these choices — the striking disagreement in
gender catches our attention, and then we see the possibility of a Slavonic-flavored
ending for the accusative plural. That ending is identical to the ending we see for non-
masculine nouns. That is — a masculine plural as a direct object takes on the appearance
of a non-masculine adjective. This reminds us that the entire poem is about women’s
souls as objects manipulated by God. The apparent gender-dysfunction draws us in to see
the foundation of the work given in miniature, in one typo-like declensional choice that
could be erased by normalizing editorial practices even in Pavlova’s time.?

While this ceamuia focuses our attention on the question of God’s manipulation of
these women'’s souls, the poem is also worth examining lexically with respect to this
question. While the “character” of God demonstrates power but claims no responsibility
for their failure in earthly life, the poem suggests that he is in fact a participant in their
failure. In the opening it is not God himself who speaks to the souls, but /'ocnoous eona
(the Lord’s will). This “gons™ says Ocnv 60oxnosenis cesasmaeo / [laro s éams... Munaoyro
2py0b HAnoIHIO Kaxcootll, / Bv kpaio 3emHomsw, / [lonameems npasowl, uucmotu
arcadicootl, / Kusvimv nyuems. Boas comes up again in the story of each of the three
women. Of the first we read that Eii nanv yorens nosname negonu ceromckoti / Bero
Jomyro u na2ybomnyio énacme, of the second 4 cv» oannvimw et maxcenvims 6aazomsv / Ona

nowwna, kakv Boev cyouns, / Bescmpawnoi 6onwio,” meepovimv wazoms, / [o

* It also also remotely possible to take this ending as an archaic marker of the feminine genitive singular.

A similarly unusual feminine instrumental occurs in Pavlova’s E. A. Baparsmckomy (1842) in the line 3a
MblCel MbICb HeCaAach, uepas | ...|

1"
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ucmowenvs WHLIXH culw, and of the third that she might have been better off dying in the
steps, considering that she was Cv 6e3nonezuvims cepoya socapoms, / Co goneti
NPazoHo0 8b 2pyou.

These “gifts” that the women receive from God’s will are slavery, lack of ability
to preserve one’s strength, and idleness. The poem itself is an answer to the claim that
they “cannot complain” if they fail — the very gifts that were planted in them are
inappropriate to their places on earth. The manipulation and “assembly” of these souls,
tossed about the world like bits of gravel or seeds (/[pyeyro 6pocunrs boew danexo...) are
the source of their failure. In the Parable of the Sower (Matthew 13:3-9, Mark 4:3-9,
Luke 8:5-8) some of the seed fails because of where they were sown; here, the items to be
scattered are themselves blamed in advance. As in the last poem we examined, the naked
picture (if not statement) of women as so many objects to be called for or ignored is
strikingly unusual in religious poetry of the mid-19™ century.

These three poems all have religious subject matter. In “Monaxs,” they are
secular and religious, and the poem suggests an unusual “nesting” of the worlds — the
monk lives in an enclosed space (a secondary, smaller world, cut off from the primary
world), but contains the primary outer world again within his memory. In “Yurana
4acTo, Cb IpycThio 1bTcKoi” the two states are male and female. In “Tpu mymm,” the
latest of the three, they are subject and object. The last two in this set are quite unusual in
how they see women as forgotten and ill-treated by their Creator and Savior.

Romy Taylor in her article on /feouinas socusno (A Twofold Life) notes that the
theme of the “second world” in Romanticism is prominent and that Pavlova’s novel of
two worlds largely hangs on religious motifs (Taylor 2001, 66). The religious lyrics
examined in this paper also push the theme of the “second world.” Christian themes and
the morphological riches of 19"-century are of course closely related topics. The Church
Slavonic element is unavoidable in literary Russian and often offers the writer a lexical or
morphological choice as we see in “Monax” and “Tpu nymm.” In “Uurana yacto” the
morphological ‘keystone’ of mrzaodwia is not a Slavonicism in itself, but is crucial for this
understanding of the poem and gives information necessary to understand the references

to the Slavonic Gospels in the final verse.” This set of lyrics offers non-trivial

> It is interesting that orthographic modernization of this poem removes the possibility of this reading, and
so recalls to mind Jesus’s citation of Psalm 118:22 -- “The stone which the builders rejected, the same is
become the head of the corner.” See also Acts 4:11.
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information about Pavlova’s use of Christian material in her poetry, with the foundational
theme of “what / who is forgotten, ignored, or thrown away.” These poems are of wide
interest to readers of Pavlova also for their window onto her sharp focus on adjectival

morphology as a bearer of meaning.
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