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A new aspect of intertextuality research of Anna Akhmatova’s “Poem without a hero” is suggested
in this article. Authors identify quotational and reminiscent layers of the J.W. Goethe’s tragedy “Faust”.
They also show that each of the many references to Goethe is a structure-forming principle towards
the poem’s text. It structures the poem on different layers starting from motives and images ending in
its composition. Artistic functions of Faust and Mephistopheles images who were intentionally included
in the poem are considered. Interconnection with “Faust” opening plot is also presented. The situation
when infernal powers come to the character who summoned them by the means of magic ritual (fortune-
telling) is analyzed. The motives of devil carnival in “Poem without a hero” (with its references to
“Night Brocken”) are compared with the motives of “Walpurgis night” in “Faust”. Leitmotivs of
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“poisoned wine”, “Golden Age”, “Dark Crime”, “pangs of conscience” in Akhmatova’s poem are
conformable to the main story lines in Goethe’s tragedy. It is proved that Akhmatova’s appeals to
Goethe were based not only on the original text but also on the translation by N.A. Kholodkovsky.

Key words: J.W Goethe, A.A. Akhmatova, “Faust”, “Poem without a Hero”, intertextual motive,
plot allusion, reminiscence, demonic imagery, comparativistic, reader-response criticism

When talking about Anna Akhmatova, first that comes to mind is that she is not only
one of the greatest Russian poets of the 20-th century, but also an eye witness of the
century, the “Silver Age” of Russian poetry. Her poetry underwent significant
transformations during her life time. It gradually evolved from lovely and sincere, e.g.
“Evening” into more sophisticated, e.g. “White Flock” and “Plantain”, reaching its pick
and resulting in intertextually rich pinnacles, e.g. “Requiem” and “Poem without a Hero”.
There is no evidence that Akhmatova enthusiastically referred to J.W. Goethe oeuvre
throughout her life, but it is clear that all her suffering that she came through: execution
of her husband, imprisonment of her only son, brought grim and philosophical images
of Faust, becoming the essential part of her poetry. In the article we touch upon these
similarities, drawing reference between J.W. Goethes masterpiece “Faust” and
A.A. Akhmatova’s “Poem without a Hero”. As we discuss it in the article, Akhmatova
used accurate translation of “Faust” done by N.A. Kholodkovsky.

The structure of the Goethe’s tragedy and Akhmatova’s “Poem without a Hero”
overlap to a certain extend. The Russian poetess borrows two structural devices found in
“Faust”: intermezzo: “A Walpurgis Night’s Dream Or, Oberon and Titania’s Golden
Wedding and dedication in the beginning of “Faust”. And it is peculiar that in early
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editions of the poem its second part “Tail of a coin” is entitled “Intermezzo”. Akhmatova
starts her poem with three dedications, the second one is the reminiscence of Goethe’s
dedication. In “Faust” ghosts, spirits and shadows come from fog and haze. They bring
memories from oblivion recollecting the time of youth that is the past. In “Poem without
a Hero” Confused Psyche has “crossed the Lethe” and returned from there. (“An6n” —
literary means oblivion in Greek.) Psyche also brings memories about the youth.
Let’scompareAkhmatova’s: «CIuiio — MHe CHUTCS MOJIogocTh Haiia» [1. P. 168] and
Goethe’s: «Bbl BHOBb CO MHO#, TYMaHHEIE BUAEHbSI, MHE B IOHOCTH MEJILKHYBIIIHE
nIaBHO <...> BBUIBIM JIM CHaM SIBUTHCSI BHOBb AaHO? <...> BhI mpuHecau ¢ co0oii Boc-
nmoMuHaHbe Becenbix mHel n MIIbIX TeHel poii» [2. P. 5].

A. Akhmatova also writes dedication “Across the landing” to her version of Walpurgis
Night and inserts it the way Goethe does, after describing the hells carnival and the
emergence of the ghost. Genre scenes included into the poem seem not to be connected
with the main storyline, but they vividly convey devilish theatricality of Saint Petersburg
before the First World War. However, the masquerade ball during Christmastide which
appeared to be bacchanalia of Petersburg hellish fiends contains some interesting literary
allusions, the most important of which (so called literary archetype) is J.W. Goethe’s
“Faust”. The Russian poetess’s remarks where she directly refers to Goethe’s “Broken”
are not accidental. In fact, the “Broken” Walpurgis Night took place in Goethe’s tragedy:
«...BTJIyOMHE 3aJIbl, CIICHBI, aJia I Ha BEpIINHE TeTeBcKoro bpokeHa nmosiBisteTcss OHa
xe...» [1. P. 178]. Thus the Columbine goat heel-tapping dance is not only a part of
Christmas ritual but also a quotation from “Faust” (reference to witch dances during
Walpurgis Night) brought to Christmastide interlude by Akhmatova.

The analysis of both texts reveals the following details:

Akhmatova shows devil’s traits of the heroin in the following lines: «B 61eaHBIX JTO-
KOHax 376le poxkKkn». Horns, on the one hand, are a symbol of a witch and the devil, a
symbol of a person being possessed by the devil. It is also a symbol of inability to control
one’s emotions by means of one’s mind. But, on the other hand, horns symbolize the
ability to concentrate on a particular feeling, on the surge of emotions, on the possibility
for emotions to reach their apogee. Akhmatova acutely felt this demon’s carnival in her
home land. The carnival had already begun and it was described by EM. Dostoevsky in
his novel “Demons”, but in Akhmatova’s image system it found an exact correlation with
the chapter in “Faust” where witch dances are described. Further confirmation we find
in the following lines by Akhmatova: «CioBHO Ta, onepxxumast 6ecom, Kak Ha Bpoken
HOYHOM Hecnack...» [1. P. 202]. Likewisein “Faust”: «Kak 6ecom oaep:kuM, KpUBJIsSIeT-
cs Hapon, / Y1 3To oH 30BeT BecelibeM, IUISICKOM, TTeHbeM!» [2. P. 40]. Akhmatova also
writes: «Tak napagHo ooHakeHa» [1. P. 179]. Goethe also expresses the desire to show
off a young beautiful body of a young inexperienced witch during the parade of evil spirits
and beasts. She is not yet fed up with the endless Walpurgis Nights. Here the image created
by Akhmatova exactly matches the original Goethe’s one. We believe that she took it
closer to her heart then the translator of “Faust’ did, and expressed it more vividly in her
work.

Here we can compare translation by Kholodkovsky: «B3zeasuu: pazdesacs edvma mo-
aodas | A cmapas Hakudouky e3saaa» [2. P. 182] and original text: “Da seh ich junge
Hexchen, / nackt und blo ” 3].
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Another interesting reminiscence of Goethe’s tragedy was found in Akhmatova’s text:
«Benb cerogHs Takas Houb, Korma Hy>XHO TJIaTUTh 1Mo cueTy...» [1. P. 183]. We assume
that Akhmatova’s carnival is the reference to Walpurgis night. Our assumptions are based
on many sources including the authors comments. Therefore, we can trace some analogy
in the lines above. It is the Walpurgis night when Mephistopheles ought to pay his debt
to a witch for her service: «I1pu ciydae mony4uins Tel Harpany; / B BanemyprueBy Houb
MHe MoXelllb HaMeKHYTh» [2. P. 111]. Thus, the Walpurgis night for the devilry is similar
to Christmas Eve — the time when people complete their business, pay their debts and
start a new year anew, free from any including clothes. That is why the picture of nudity
appears in the text under question.

Akhmatova intentionally gives the names of Faust and Mephistopheles to two masked
men during the carnival: «BtoT ®@ayctom...» [1. P. 172]. Herewith the image of
Mephistopheles in the carnival starts to divide into: «xpom u uzsituen» [1. P. 173] and
«JaBpumn nim Meducrodens / Teoii, KpacaBuuia, mamaguH?» [1. P. 182] that is easy to
be mixed up with Gabriel. Goethe introduces Mephistopheles when he appears behind
the bake: «TymaH paccenBaeTcs, U3-3a eyu nosipiisiercs Meducrodens B oaexie cTpaH-
cTBytolero cxojacta» [2. P. 53]. We can find the analogy to it in Akhmatova’s poem:
«Wnu BpaBay TaM KTO-TO CHOBa / Mexxy neukoit u imikagom crout?» [1. P. 177]. Bake
in Russia was always considered as a supernatural being, the core and the heart of a
peasants house, the central heat of life. At windy night, supernatural powers play with
flaps, howl and whistle in chimneys and bakes instilling horror and awe on inhabitants.

In Akhmatova’s poem a ghost came to the heroin to bring her memories of the past.
In “Faust” we can find apparitions of such in two chapters. During Walpurgis night Faust
sees the ghost of Margaret, but Mephistopheles reassures him saying that its only his
imagination and a cause of famous Medusa magic. «®aycr: [l1a3za ee HeIBKHO / BOaIb
saaaT, / Kak y ycorero, Koraa ux He 3akpbiia / Pyka pomHast. DTo IpeTxeH B3IIsi.
<...> Meducrodens: Benb 3o KonmgoBcTBo! O0MaH Te6s1 BieueT. / KpacaBuily CBOIO B
Helt Kaxxablil y3HaeT» [2. P. 189]. Similarities can be found in the first chapter “1913”,
in the episode when apparition appears: «bieaeH 1006 u 11a3a OTKPHITHL... / 3HAYUT,
XPYIIKM MOTUJIbHBIE TNIUTHL...» [1. P. 177]. The heroine tries to convince herself without
much success that it is only her imagination because it is too scary to think of the real
ghost: «B3nop, B3mop, B3nop! — OT Takoro B3gopa / f cemoro caenaarch CKopo...» [1.
P. 177]. The second appearance of the ghost which can also be correlated with Akhmatova’s
apparition occurs when Faust and Mephistopheles come to rescue Margaret from a prison
the night before execution. She sees a silhouette of her mother: «HenBrxHEbI 11a3a; ro-
JIoBa TsbKena... / He Bcrath eif: yBoI! oHa moiro crianax [2. P. 209]. The most important
part of the image here is the eyes. They blindly stare somewhere as if they are chasing the
soul that has gone away a moment before.

There is an entry in Akhmatova’s “Notebooks” that confirms this resemblance with
Goethe’s “Faust™: “I start to notice another peculiarity of the poem: everyone can fine
himself inside it, everyone accepts it to one’s account. There is something similar to
“Faust”, (the chapter where Faust sees Margaret on Brocken, and Mephistopheles says
that everyone recognizes this ghost as his beloved). But at this very moment Faust gives
up everything and runs to “save” Margaret” [4. P. 154].
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The text of the poem contains other references to Goethe although not such obvious.
Thus the line: «ieBenbHyIMCH B cTekyie Enenbl» [1. P. 178] contains resemblance with
the scene “The Witches’ Kitchen” in “Faust”. It is there Faust sees the image of Helen
of Troy, the most beautiful woman in the world. Faust is tasting the witch’s potion, which
isa poison for an ordinary man: «ME®@UWUCTO®EJIb: [Toxaii ctakaH ©U3BECTHOT'O ITUThSI!
<...>BEJIbMA: OxotHo. Y MeHs umeeTtcs ¢pnakoH <...> Ho eciu yapamu Balil Ipyr He
zammineH, Emy u yacy xxuth He octaercsi» [2. P. 108]. The previous quotation casts light
upon the fragment of the poem before the appearance of Helen as the image that can be
seen in reflection: «Canuo I1ancer u Hou-Kuxotsr / U, yBEI, comomckue JIoTel / CMep-
TOHOCHBI ITpo0yroT cok» [ 1. P. 178]. Even Mephistopheles in the scene names the poison
“juice”. When Faust brings the poison to his lips the flame soars over the liquid. The same
images reminiscently appear in the second chapter of the poem “Tail of a coin”: «M Hax
TeM (bJIaKOHOM HaIOUTHIM / S13bIKOM KPpUBBIM 1 CEPANTHIM / 5111 HeBeTOMBIiA TUTaMEHET»
[1. P. 192]. The lines without “Faust” context appear to be enigmatic and cryptic. In the
same way it is interesting to remark that Kholodkovsky translates the line using the epithet
«HeBeIoMbIii» for sunrise. Faust awaits this sunrise when he is going to drink a poisonous
liquid from the chalice. Thus it is probable that the choice of lexis used by Akhmatova
was affected by the translation.

Likewise the image of poisonous cup appears in Akhmatova’s lines as the method for
the main character to forget herself: «PacmaxHynace atinacHas mryoka! / He cepauch Ha
MeHs, [onyOka, / UTo KocHych s 3Toro Kyoka: / He Tebs1, a ce6s ka3Hio» [1. P. 180].
The appearance of the cup image in “Faust” in the scene has most of correlations with
the poem “Walpurgis night”. Witch-marketeer advertises her merchandise saying: «3mech
KyOKa HeT, B KoTopoM He ObiBasl / Korna-HuOyab HamuToOK smoBuThIi» [2. P. 185]. There
are also correlations with the original text and the poem in attributes of poison. It can
burn the person who drinks it: “Kein Kelch, aus dem sich nicht, in ganz gesunden Leib /
Verzehrend hei es Gift ergossen” [3]. In the work of Akhmatova we can find the same
attribute, something that can burn, when people drink hot poison: «B xpycTanie yronynao
iams, / 1 BuHO, Kak oTpaBa xcket» [1. P. 171].

The arrival of shadows from 1913 is considered by the heroine of the poem an omen
ofthe Last Judgment: «He mocnemaxue ab 61u3ku cpoku?..» [1. P. 174]. During “Walpurgis
night” Mephistopheles also says that the last days of the world are near: «Hapon cospen,
1 OJIM30K CTpAIIHBIN cyn; / B mociaennuii pa3 Ha bpokeH st B30upaiocsk... <...> BeCb MU
K KOHITY uaeT, pydaroch!» [2. P. 184]. It is common for people to consider the days of
disasters as omens of the end of the world.

In connection with J.W. Goethe, Akhmatova reference to E1. Chaliapin in so called
“Chaliapin stanza” is not accidental: «A omITh TOT TOJI0C 3HAKOMBEIH, / ByaTo 3xo rop-
Horo rpoMma <...>OH HeceTcsl, Kak BecTHUK boxwuii, / HacTuras Hac BHOBb 1 BHOBb»
[1. P. 181]. It is EI. Chaliapin who was one of the best performers of Mephisto in operas
“Faust” by C. Gounod and “Mefistofele” by A. Boito in 1910s. He was recognized as
the leading singer in Russia by many people including Akhmatova and was one of the
best basses of all time.

Anna Akhmatova is comparing his poem with the casket with several (up to three in
the later editions of the poem) secret compartments: «fI cornacHa Ha Heynauy / U cMy-

32 JIUTEPATYPOBEJEHUE



Kikhney L.G., Kornienko S.A. RUDN Journal of Studies in Literature and Journalism,
2018, 23 (1), 29—35

IIEHbE CBOE He MpsYy... / Y IIKaTyJIKU X TpoitHoe nHo» [1. P. 195]. Meanwhile we do
remember that the casket played an important role in the act of Margaret's seduction by
Faust. On the physical plane, it contained exquisite clothing but, on the spiritual plane,
it bared hidden message to Margaret: the world is much bigger than she can imagine, her
life is not limited to her close surrounding, it has many temptations to offer and they are
awaiting to be tested. But Margaret was a young and naive person, she did not know that
every choice goes along with responsibility and there are no free things in the world,
everything must be payed for.

Another image that we can find in both literary works under analysis is the clock which
represents the life of a person. In the scene where Faust makes a deal with Mephistopheles,
he expresses an idea about the end of life by means of drawing analogy with the clock:
«IlycTb cMeptH 30B yeabiry st — / W ctaHeT cTpesika yacoBasi, / M BpeMss MUHET IIJIst
MeHs» [2. P. 67]. Akhmatovaemploysthesamemetaphor: «[1ycTh HaBeK OCTAaHOBHUTCS
Bpemst / Ha To6o10 manHbIX Yacax...» [1. P. 200]. And besides that, both characters want
to stop the time when they both have the happiest moments of their lives.

Finally, another interesting correlation between “Faust” and “Poem without a hero”
is found. In the second part of “Faust” Astrologer uses his spells that extend the area of
“The Hall of the Knights” for the magic performance: «HauHuch xe, Apama, Kak MOHapXx
Beaut; / CteHa, pa3nBUHbLCS: Jait Ha cueHy Bua! / [IpenarcTBuit HeT: 31eCh BCe MO-
cayiHo yapaM! / M BOT KoBep, Kak CKpY4eHHBII IToxkapoM, / B3BuBaeTcs; pa3aBUHY-
Jach cTeHa, / M cuieHa HaMm I1y0oKast OTKphUIach; / BolieOHbIM CBETOM 3ajia 03apH-
nace — / Ha aBaHCcLeHy s1 Bcxoxy» [2. P. 281]. Almost the same scene can be found in
the Akhmatova’s poem: «A IS HUX pacCTYIIMINCh CTeHBI, / BCIIBIXHYI CBET, 3aBBUIN
cupeHsl, / M kak Kymou Bcryx noToyiok» [1. P. 172]. Thus, we can observe the use of
similar lexis and the concept.

A.A. Akhmatova in the most psychologically difficult years of her life in need to express
her feelings and creative ideas without any doubt used among others the images, archetypes
if not created but polished to perfection by J.W. Goethe. Sometimes she felt the original
thought better than the translator, in her poem we can find several images closer to original
text that to translation. The article also shows that A.A. Akhmatova definitely knew
N.A. Kholodkovsky translation well. In cases of interconnection she often uses the same
lexis in close situations. J.W. Goethe’s layer in “Poem without a hero” is not yet depleted.
For instance, the motives of “Golden Age”, “Dark crime” and “Pangs of conscience”
which show up in the poem go along with the main story line of “Faust”. The same can
be said about the very idea of appearing of infernal powers before the mortal who summoned
them by means of magic spells. Although, Akhmatova uses this motive in subtext, it can
be seen only in epigraphs which points out the ritual of Christmastide augury as being
essentially the same magic spell.
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$PAYCTOBCKUMN KO, B «MOIME BE3 rEPOH» AHHbl AXMATOBOW

JL.T. Kuxneii, C.A. KopHuenko

HWHCcTUTYT MeXXayHapOmIHOTrO IIpaBa 1 3koHOMUKM UM. A.C. [pnboemoBa
wocce Iumysuacmos, 21, Mockea, Poccus, 111024

B cTatbe npenyioxkeH HOBBIM acIeKT UCCAeA0BaHUsI MHTePTeKCTYaaIbHOCTU «I1oaMbl 6e3 reposi»
AHHBI AXMaTOBO#. ABTOPHI BBISIBUJIN IIUTATHO-PEMUHUCIICHTHBIN clioit Tparequu «Payct» [€te u
MoKa3ajiu, 4YTo Kaxaas U3 OTChIIOK K [€Te siBiisieTcsl CTPYKTYpOOOpa3youiuM NPUHIUIIOM 10 OT-
HOIIEHUIO K TEKCTY IMTO3MBI — CTPYKTYPHUPYET €€ Ha pa3HbIX YPOBHSIX, HAUMHAs OT MOTUBHO-00pa3-
HOTO J0 KOMITO3ULIMOHHOTO. PaccMOTpeHBI XymoxkecTBeHHbIe (hyHKIIMU 00pa3oB Paycta u Medu-
crogensi, OTKpbITO 0003HaUYeHHbBIX B [10aMe, BhISIBIEHA CBSI3b CIOXKETHBIX CUTYallUil TPUX0Ja UH-
(bepHaNBHBIX CUJI K TepOrHe, BbI3BaBIlIeil UX C MOMOIIbIO MAarnyeckKoro putyaja (ramaHus) ¢
CIOXXETHOI 3aBs13Koii «DaycTa»; cormocTaBIeHbI MOTUBBI 6eCOBCKOTO KapHaBasia «[10aMbI 6e3 reposi»
(c oTchlIKaMU K «bpokeHy HOUHOMY») ¢ MOTHBaMu «BanbnypruneBoit Houn» «Daycra»; mpociexe-
HBI JIENTMOTHUBBI «OTPaBJIEHHOTO BUHA», «30JI0TOTO BeKa», «4€PHOTO MTPECTYTUICHUSI» , «<MYK COBECTH»,
MOJICITYTHO 3BYYallllie B aXMaTOBCKOM MO3ME U MOKAa3aHO X CO3BYYME CMbBICIIOBBIM JIMHUSIM T€TEeB-
ckoii Tpareauu. JlokazaHo, 4To AXMaToBa B CBOMX areissuusx K [€Te onupanace He TOJBKO Ha
opuruHan «Daycra», HO 1 Ha ero rnepeBoj, caeaaHHbiii H.A. X0J0AKOBCKMM.

Kmouessie ciioBa: 11.B. T€te, A.A. AxmaToBa, «®PaycT», «[Toama 6e3 reposi», MHTEpTEeKCTYyalbHbII
MOTUB, CIOXKETHas aJuTi03Usl, pPEMUHUCLEHIINS, IeMOHUYecKasi 00pa3HOCTb, KOMIIApaTUBUCTUKA,
pELEeNnTUBHAS ICTETUKA
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