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THESIS ABSTRACT
Tatiana Yarygina
Master of Arts
Russian, East European, and Eurasian Studies Rrogra
June 2014

Title: Women'’s Pseudonyms in Russian Modernism

The purpose of this research was to explore thegrhenon of a literary
pseudonym in different countries with the main fooa Russia at the end of thd"Ehd
the beginning of the J0centuries. This thesis also discussed in depthgbadonyms
taken by Russian female writers of the Silver Age,reasons for having the pseudonyms,
and how their pseudonyms affected their lives @&rdaly careers. This study highlighted
the three examples of pseudonym-creation duringditeperiod: it demonstrated the cases
of Elizaveta Dmitrieva (the pseudonym “CherubinaGddriak”), Zinaida Gippius (the
pseudonym “Anton Krainii”), and Anna Gorenko (threepdonym “Akhmatova”). The
results showed that each pseudonym manifestetlirigbe works of each writer as well as
in their personal and professional lives in quifeecent ways and that both the pseudonym
and the real name played a significant role inctieative activity of the three female

writers.
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CHAPTER |
INTRODUCTION

Ckaxxute MHE, KOMY HY)XKHa

Takast 1aHb KapuKaType,

W Hano np nOpTUTH UMEHA,

Yto06 MecTo B34Th B IUTEpaType?

... CxaxuTe: mpaBJa WiH HET,

W Tak 1M s ceroaHs IMOHI,

Uro uem Oe3gapHee mooT -

TeM 3aKOBBIpUCTEH TICEBJIOHUM?
(Dmitriev, “Skryvshiie svoe imia” 48)

[Tell me who needs
Such tribute to caricature,
And is it necessary to spoil names
In order to take a place in literature?
... Tell me: is it true or not,
And did | understand it right
That the more talentless a poet is,
The catchier his pseudonym i5?]
Every Russian writer consists of a body, soul apdeudonym.
Georgii Plekhanad¥
The end of the 1®and beginning of the 30century in Russian literature is
marked by a wave of writers who took literary nangesign their poetry, prose, and
criticism. Self-fashioning, mystification, discontewith real names — these are just a few
reasons why writers decided to adopt fake namesfddus of my research lies in
exploring the phenomenon of pseudonyms taken bgiRusemale writers.
Determining why women writers of the Silver Age kam pseudonyms is an

intricate task, as there is no one common reasoiéb. In fact, each female writer had

her own motive for hiding her true name under a menplume. It is important to note,

L All translations are mine, unless indicated othisew

2 Quoted from Georgii Plekhano8|ovar’ ukrainskikh psevdonimov i kriptonimdsiev (1969): 16
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however, that the use of pseudonyms by female ngritad a relationship to the
expectations of the time and the position of wonmethe given culture. As Charlotte
Rosenthal claims, “women’s writing in Russia betgaflourish in the second third of the
19" century [...] in conjunction with the rise of Senantalism and Romanticism. [...]
Women writers stopped speaking in their own namesagpired to become just writers”
(251).

By the end of the Tcentury, however, pseudonyms, especially masculine
pseudonyms, were no longer in use, according tefRbal. At the beginning of the %0
century in Russian Modernism pseudonyms becamelgqoagain among female writers;
some women “resorted to masculine pseudonyms wiegnvirote criticism as though to
imply that critical analysis required a ‘masculménd,” most notably Zinaida Gippius”
(Rosenthal 251). Not all women writers of the Sildge took male pen names, as
Gippius did. Some women chose foreign names asfgbBeudonyms, such as Elizaveta
Dmitrieva (“Cherubina de Gabriak”), Poliskena Sglova (“Allegro”), and Nadezhda
Buchinskaya (“Teffi”) — but even their reasons ¢tioosing such pen names vary greatly.
In order to understand why women writers of RusMalernism used pseudonyms, it is
crucial to look at the historical and social badigrd of this phenomenon and state the
main reasons why writers in general took on psewahsn

The phenomenon of a literary pseudonym

A pseudonym (from Greek “pseudonymos” — bearinglsefname, “pseudos” —
false, pretending and “onyma” — name) is a fictisgmame which is used to conceal an
author’s true identity and to sign his or her worlart (NVorld English Dictionaryt67).

Its synonyms are nom de plume, literary name, amdname — the terms that will be



used in this work. The history of this phenomenoagyback to the ancient times; it
gained popularity in the literary world in the™8entury and is still in vogue nowadays
among workers of art.

All pseudonyms can be divided into those that alaed to the real name of an
author and those that are not related to it. Psguds of the first type include names that
are hidden in different ways and can or cannotdséyedeciphered. The second type of
pseudonyms is distinguished by the functional meg@rsome pseudonyms characterize
one side of an author or another; other pseudomgssribe what an author is actually
not — “literary masks”; and the third kind of pseagims only serves to provide
anonimity (Dmitriev, “O psevdonimakh i ikh klassiéitsii” 21).

Certain pseudonyms appear without an author’s kexdgé or participation.
Those are nicknames that become literary pen ngmésmical names that are used to
bring out an author’s literary and ideological oppnts; imaginary pseudonyms that
appear in signatures of plagiarists; and pseudonlyatsoccur due to editors’ errors.

Reasons for using pseudonyms

All pseudonyms can also be classified by the remgdry writers choose to have
noms de plumét is of great importance to state those reasomgrther analyze specific
examples of female writersoms de plumeDut of all reasons discussed in literature, |
single out the ones that are most relevant to regameh.

Fear of persecution

One of the main reasons for taking a literary psewyth or to write anonymously
was to avoid persecution for accusatory works pf@amitriev, “Skryvshiie svoe imia”

9). In France, for example, in the 18th centuryii&ylvain Maréchal published his



political and historical novelravels of Pythagoraanonymously because of the lack of
the freedom of speech. In his work, Maréchal dréd all forms of rules, especially
monarchy, with the exception of republican ruleRumssia at the beginning of the 19th
century Maréchal’s novel was translated, but withodicating the name of either the
author or the translator.

The first book that exposed the horrors and baspafiserfdom in Russia,
Journey from Petersburg to Moscoevas published in 1790 without the author’'s name.
Nevertheless, Alexander Radishchev, the authdrebbok, was found, arrested, exiled
to Siberia by Catherine Il. Many of the Russiarotationaries of the 19th century either
published anonymously or invented pseudonyms: Wiilh€uchelbeker, Pushkin’s
lyceum friend, used the pseudonym V. Garpenko tiigu his ballacKudeyarand other
poems; another Decembrist, Gavriil Batenkov, somesi signed &v/—1, a symbol of an
imaginary unit which Batenkov himself seemed talbeng Nicolas’s rule because he
was deprived of all the rights, imprisoned for @8, and subsequently exiled to Siberia
(Dmitriev, “Skryvshiie svoe imia” 28).

Keeping their real names a secret made a big diftar for writers. Nikolai
Mikhailovskii wrote in 1875 that the inviolabilityf a pseudonym was an elementary
concept of respectable literary society. “It istquiatural for various reasons for a writer
to sign under a false name... Neglecting elememtenmal standards can lead to very bad
consequences” (Dmitriev “Skryvshiie svoe imia” 3By. bad consequences the publicist
meant government persecution. In 1904 Alexanderit#&atfov, who had several

pseudonyms such as “Old Gentleman,” and “MoskoVskyst,” agreed that a



pseudonym is like a defensive weapon that proteetsater from societal and
governmental pressures, especially where there feeerdom of speech (Dmitriev 39).

Another Russian revolutionary and poet, Pyotr Yakuth, never published
under his real name. He recalled that censorial nesde him, as well as the majority of
Russian writers, resort to various compromisest bpanks, write dots, weaken
expressions, attribute his own poems to foreigha@st sometimes absolutely imaginary”
(Yakubovich 43). Yakubovich used such authoriahtdees for himself as the Irish poet
“O'Connor” and the Italian “Cesare Nikkolini.”

Additionally, when Zinaida Gippius was hiding undiee male name Anton
Krainii, Russian revolutionary Anatoly Lunacharskwhile debating with her, signed as
“Anton Levy” or “Anton Novy” in order, first, to coceal his identity and, second, to
mock Gippius for creating such a provocative pseyduo

Finally, a well-known example of hiding under a pdenym was Samuil Marshak
who published his criticism of Belogvardeitsy (Mhites) while he was located on their
territory during the Civil War. He chose “Doctorlkan” as his pen name. During those
dangerous times, Marshak's pseudonym saved hig\kféhe times changed and fake
names were no longer necessary, some writers diiab to give them up because their
readers already knew them by their pen names (i2wjtiSkryvshiie svoe imia” 46).
Thus, writers sometimes attached their well-knoweyglonyms to their real names.

Prejudice against “sochinitelstvo”

Another reason why pseudonyms were taken was pcejagdainst
“sochintelstvo” (writing). In the 18 century Russia “sochinitelstvo” was considered an

undignified activity for high-ranked personaliti€sonsequently, the members of



Nicolas's | family published their works in 1830 stariously entitled Mypasetinux.
Jlummepamyphvie aucmol, u30agaemvie HeU38eCMHbIM 00UEC8OM HeyUeHbIX 1H00ell”
(“The Anthill. Literary sketches published by an unknown societpeducated
people”) signed by either initials, asterisks, or anonysipu

Sometimes an author’s relatives did not wish toteeg names in print due to
their prejudice against writing (Dmitriev, “SkryMghsvoe imia” 50). As a result,
“Moliere” and “Voltaire” were the pseudonyms of deRaptiste Poquelin and Francgois-
Marie Arouet, respectively. Women writers espegibbsitated to use their fathers’
names because female writing was treated even negagively. For example, in the19
century Anna Korvin-Krukovskaya (pseudonym “Yuryb®@lov”) had to use a male pen
name due to her relationship to general Korvin-Kngky and his conservative views on
writing. In the 28" century Boris Bugaev's father, a Moscow mathersatimfessor
Nikolai Bugaev, did not want his son’s poems tgpbblished. Thus, he took the
pseudonym “Andrei Bely.” Similarly, the ﬁ‘(l:entury female poet Anna Gorenko took
her great-grandmother’'s name Akhmatova due todtbef’s discontent with her writing
poetry.

Fear of the first failure

Quite a number of writers in different countrigedrto mask their first attempts at
writing by signing under pseudonyms or publishing@ymously. Ivan Rozanov, a
historian of Russian poetry and bibliographer, wribtat the natural order is as follows:
“first, a poet writes poems dreaming of fame bugsloot wish to be published; then he

appears in print but humbly, sometimes under th&is or a pseudonym, and only then

% The question how and why Bugaev chose this examtae plume will be discussed in section 3 of
Chapter 1.
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— under his real name” (54). As if to follow thigler, a well-known British writer Walter
Scott published his first historical now&laverley(1814) anonymously; his second novel
Kenilworth he signed “Author o¥Vaverley’ Another British author Charles Dickens's
journalist pieces were publishedSisetches by BezBoz being a family nickname of his
brother.

In the same century in Russia, twenty-year-old NikGogol wroteHans Kuchel-
Garten a rhymed idyl, under the pseudonym “V. Alov.” Gbéater bought the rest of
copies of the book and eliminated them becauskeohégative reviews it received
(Dupuy 346). Nikolai Nekrasov signed his first baafkppoemsMechty i zvuk{Dreams
and Sounds with only his initials “N.N.” He burned them aft Zhukovsky and Belinsky
responded disapprovingly. Even the provocativedarthg Silver Age poet Viadimir
Mayakovsky published two of his first poems in 199&sennyaya kartinkéspring
Picture) andPolno plakat nad nintEnough of Crying Over Hijnunder the sign *%".

For his later poems of 1912, however, publisheashscechina obshestvennomu vkusu
(A Slap In The Face of Public Tagt®Mayakovsky signed under his real first and last
name. Sergei Esenin also published his first pagmder the pseudonyms “Meteor” and
“Ariston” (Dmitriev, “Skryvshiie svoe imia” 68).

Namesakes

One of the main reasons to take a pseudonym waistence of namesakes. It
was particularly a problem when both personalitvék the same last names were related
to the literary world. For example, the little-knokd"-century Russian poet Alexei
Zhukovsky used the pseudonym “E. Bernet” in ordandt be confused with his famous

contemporary, Vasili Zhukovsky. In the®2@entury, journalist Ippolit Vasilevsky was



famous under the pen name “Bukva” (a “letter’) hsdnamesake feuilletonist Illia
Vasilevsky chose the pseudonym “Ne-Bukva” (“noetdr”).

Even though the initials of namesakes often vamaders still preferred to take
on pseudonyms or at least add another name to“fiogular” last name. For instance,
besides the well-known Mikhail Sholokhov there \itaes Soviet writer Georgy
Sholokhov who added “Sinyavsky” to his last naméhst readers would not mix the
two writers up. Sholokhov-Sinyavsky chose his pseyth because of the village
Sinyavsky where he was born (Dmitriev, “Skryvslsi®e imia” 77).

Dissatisfaction with the “autonynf”

At times, writers considered their real names totonary or were dissatisfied
with the dissonance of the name; they therefork tsopseudonyms in hopes of more
elegant or mystical pen names. They often chosadioiwords, keeping Roman letters or
transliterating them. For example, Nadezhda Budlaiyes, younger sister of the poetess
Mirra Lokhvistkaya, chose “Teffi” as her pseudongiter a foolish boy whom she knew
named “Stepan” and whom everybody called “Steffifubilova 14). After her first
success with the public, however, during the ineemwwith critics she could not admit
her silly choice and agreed with a journalist'sgasggion that she took it from Rudyard
Kipling's book (“Taffy” fromJust-So Storigs

Among the decadents, fanciful pseudonyms were gu&olLev Kobylinsky was
known by the name of “Ellis,” Stefan Petrov cho&dil Arel’'sky” as his pen name, and
Poliksena Solovyova, sister of the renowned VladBalovyov, hated to be compared to
her brother and to be constantly introduced asibtsr, so she picked the musical term

“Allegro” (Gippius, “Poliksena Solovyova” 118).

4 one’s real name



Diplomatic considerations

Another reason why writers preferred to hide umpsgudonyms was their artful
prudence. For instance, Valeriy Bryusov publishisdooems irRusskie simvolisty
(1894-95) under various pseudonyms (“V. Darov,r@da Fuks,” “K. Sozontov,” and
“V.A. Maslov”) for the purpose of making an impressthat there were a lot more poet-
symbolists than there were in reality. Nikolai Gydaid about Bryusov’s pseudonyms
that “the literary faces of Bryusov were causedisydesire to show that the young
poetic school was represented by a great numbsairogs, that it was not a whim of two-
three poets, but a school, a literary movementghaiped around itself a sufficient
amount of adherents” (187). On the other hand gan@udzy, this many-facedness
related to the variety of Bryusov's styles thatriexl to mask by means of using fake
names (187).

Not only did Bryusov hide under various pen nanmdusskie simvolisfpyne also
published his works iWesyusing such pseudonyms as “D. Shirko,” “Garmodii,”
“Pentaur,” “Turist,” “I. Smirnov,” and “Enrico” (splled in Roman letters).

Female pseudonyms taken by male writers

Some male writers took female names (“pseudogynyfos’the sake of
mystification. For example, Voltaire had a greamer of female pen names: “Fatéma,”
“Catherine Vadeé,” “Anne Dubourg,” and others (Cughb78). In 1913 Russian writer
Valeriy Bryusov published a book of poems entitBtikhi Nelli Poems by/of Nel)i It
opened with Bryusov’s sonnet addressing a poet@&ssu cruxu — nevaabHbIi OMBIT
CTpacTeil HeHYKHBIX, JIOKHBIX ciaB...” (“Your poems are a sad experiment of

unnecessary passions, false glory...”). With tlemsbiguous lines the readership as well



as critics could not decide whether poems werdewiby a new poetess (“Nelli”) or
devoted by a poet to her. In the meantime, Bryusalan affair with Nadezhda Lvova
(“Nelli,” as Bryusov called her).

The truth was that these poems were written bydnohdedicated to her, but
Bryusov decided to publish them under an unknownenda he public was tricked and
Bryusov was satisfied with the reaction, as Khodasewrote in hidNekropol(48).
Khodasevich himself took on the female pen nameri&lArbatskaya.” Finally, Vladimir
Nabokov was for a quite long period of time “Vladir8irin” — “sirin” being the name of
a bird of paradise with a woman'’s face (BenchicB)12

Foreign names

Some foreign pseudonyms were taken as part of ficgston — those are called
“pseudoethnonyms,” and they were used to masktieeriationality of writers. Soviet
poet Daniil Yuvachev used English last names sgctKharms” and “Charms,”
sometimes German (“Schusterling”), and sometimesadfr (“Chardame,” “Dandan”).
Elizaveta Dmitrieva used the Franco-Spanish pereri&herubina de Gabriak,” while
Yuri Slezkin published his novels under the pseydotGeorge de Larme” (“of tears”),
the French translation of his real name (Dmitri@€Kkryvshiie svoe imia” 148).

Male pseudonyms taken by women writers

Female writers have historically had very stroragsoms for hiding under fake
male names (“pseudoandronyms”)™@ntury female British and Russian writers were
afraid of editors’ rejection of the work that betfad to a woman; they were also afraid of
being harshly criticized for the same reason. largeois society of that time there was a

negative attitude towards women'’s literary workwAman was supposed to serve as a

10



muse for a male’s creative activity and nothingels 19" century Britain, the Bronté
sisters took on the male pseudonyms “Currer,” $lind “Acton Bell” because of
critics’ prejudice against women writers; anotreméle novelist Mary Ann Evans took
“George Eliot” as her pseudonym for the same reason

In France, Aurore Dupin was the renowned “GeorgedSdor her pseudonym,
she took part of her friend Jules Sandeau’s namat(v, “Skryvshiie svoe imia” 162).
In 19" century Russia, as well, women tended to use natees. Catherine I, for
example, was published in satirical journals ursileh pseudonyms as “Patrikey
Pravdomyslov,” “Pyotr Ugadaev,” and “Lyubomudrowiaroslavly.”

Even though by taking male pseudonyms women wnitensaged to hide their
sex, critics still noticed the femininity of theuritings. About Russian prose writer Elena
Apreleva (male pseudonym “E. Ardov”) literary hisem Semyon Vengerov said: “The
talent is typically feminine... By dwelling uportle things of secondary importance, she
forgets to motivate the main points of her stoiy.completely lacks the ability to argue
convincingly” (374).

In the 28" century, as Barbara Walker writes, “the notiomdémale poet could
be seen as an offense against good taste in Russ@dernism” (Walker 67) as women
were supposed to have traditional domestic rolegivads and mothers. Svetlana Boym
agrees that “the ‘poetess’ was considered inhgrentlignified, an ‘unconscious parody’
of the poet” (Boym 194). Women writers signed ethegir critical essays under male
pseudonyms: Vera Inber used the pen name “Stary Jolmer articles about theater in

Novy Zrite] Marietta Shaginyan was published under “P. Sambih Zhizn’ iskusstva
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and finally, Zinaida Gippius used the male pen nafmgon Krainii” to publish her
critical essays (Walker 68).

The common reason for the variety of pen namelarsilver Age

After the Russian October revolution the fashiomafing a nom de plume still
existed and expanded with the emergence and deweldmf the Russian Symbolist
movement. The Symbolists believed that the elemzragmbolism should be
decipherable in the writer's signature. AccordimgNbum Sindalovskii, acquiring a
pseudonym became an element of self-fashionin§yanbolists:

At the turn of 18-20" centuries, a pseudonym would be taken by the
followers of a new literary movement — Symbolismgl anainly by poets
who raised the second name to the rank of a sigyyol, that is easily
read, remembered and recognized not only by theepgoraries, but also
[...] distant descendants. We know them all wellAndrei Bely, Sasha
Cherny, Maksim Gorky, Artem Vesely and many othetke list is
endless. (Sindalovskii 217)

Truly, the word combination “Boris Bugaev”’ compated Andrei Bely” could
not evoke many associations that “Bely” could. Aligh the last name “Bely” was
chosen by Solovyov due to a simple play on sousa@ntioned above, the color served
the poet right in bringing all kinds of symbols lwvit: “The rich symbolism of white
embodied the pseudonym with plenty of [...] measjh@enchich writes (122). “The
white color is, first and foremost, an absoluteocthat lacks nuances and symbolizes
everything timeless, unchangeable and eternall thatl the Symbolists sought in poetry
(Benchich 122).

The real name “Alexei Peshkov” lost hands-dowrtgg@seudonym “Maksim

Gorky.” As Benchich notes, Peshkov’'s pen name “@brkatches the main themes of

his early prose which “[...] describes the bitteefat underclass tramps of Russia”

12



(Benchich 121). Nevertheless, attitudes towarddrdred of ubiquitous pseudonym-

creation were not always positive. In 1938 an umkmauthor under the pseudonym

“Poet without a pseudonym” wrote in the jouriahsnaya noyv
Among contemporary poets [...] pseudonym-creatsostriongly
developed. Time and again, in the same town we st pseudonyms
as “Bytovoi” (“Domestic”), “Bezbrezhnyi” (“Boundles), “Buinyi”
(“Wild™), “Surovyi” (“Severe”), “Khmelnoi” (“Drunk”), “Khmuryi”
(“Frowning”), and “Neschastnyi” (“Miserable”). Orauthor even signed
“Monokl diavola” (“Monocle of Devil”). This pseudgm-creation seems
to be somewhat frivolous, caricatured, even unhgal{Dmitriev,
“Skryvshiie svoe imia” 48)

Russian philosopher Sergei Bulgakov supporteddtiisal view and expressed
his indignation at the use of fake names:

[...] In literary pseudonym-creation there is no ‘fépial catastrophe” of
renaming, on the contrary, it is being simulatéds based on the
objective lie and pretense: the change of a nametiat all motivated, it
happens randomly and deceptively. We are dealitigan actor who
<...> by simulating his transformation remains rethbehind this mask
and is aware of his pretense. (Benchich 117)

Combining these two opinions, it can be concluded tluring the Silver Age
there was no extreme need to have a pseudonyntiapér male writers who, in fact,
tended to employ one, two or even more noms de @liomvarious reasons. The
common ground for having a literary name for bo#mmand women was that
pseudonym-creation fit right into the environmehbufotvorchestv@gmyth-making)
which in one way or another touched all poets aretgsses of the Silver Age.

The focus of the next three chapters is on thremevowriters of the Silver Age
who took on pseudonyms and how those pseudonymestedf their life and literary

career: Elizaveta Dmitrieva as “Cherubina de G&tjridinaida Gippius as “Anton

Krainii,” and Anna Gorenko as “Akhmatova.” All tregooetesses intended to create a

13



certain image associated with their chosen pseudoygt their life stories had quite
different outcomes as the pseudonyms had diffexié@ctts on their creative activity. The
pseudonym “Cherubina de Gabriak,” for instance, thasopposite of its owner,

Elizaveta Dmitrieva, starting with the very namel @mding with the image that it created
around itself. “Anton Krainii,” on the contrary, tcded perfectly the androgynous
personality of Zinaida Gippius. Finally, “Akhmatdvwaas the pseudonym taken in the

hope of a more poetic and promising name thanittie teme of Anna Gorenko.

14



CHAPTER Il
ELIZAVETA DMITRIEVA AS “CHERUBINA DE GABRIAK”

51 1o oceHu xuiIa JydIIne JTHA MOeH *KHU3HH. 31ech poauiack YepyouHa.
(De Gabriak 25)

[l lived the best days of my life until the fallh€rubina was born here.]
I'ne XepyBuM, cBO€ MHE JaBIIHUI UM,
Moii 3HaK IPOIICIIINX JHEH?

Kakux ¢uaakoBbIxX momnei
Kacaembcst KpbutaMu Tl CBOUMH?

(De Gabriak 41)
[Where is the Cherub who gave me its name,
The sign of past days?
Which violet fields
Are you touching with your wings?]
The story of Elizaveta Dmitrieva/Cherubina de Galbmwas one of the most
extraordinary examples of mystification of the Syiiidt era. The poetess Cherubina de
Gabriak appeared in Russian literature in 1909 aochrding to Marina Tsvetaeva,
September-November of 1909 in Russian literatucaume the era of Cherubina. The fall
of a new literary “star” happened as fast as hpeamnce. The pseudonym was revealed
and behind it was a woman that did not meet theetations of the literary audience.
Later on, Cherubina’s poetry started to be consillsecondary to the literary scandal
that surrounded her name (Tsvetaeva 12).
The origin of the Franco-Spanish pseudonym “Cheraibie Gabriak” had little to
do with its bearer Elizaveta Dmitrieva. Born intp@or noble family, Dmitrieva had no
Spanish blood; her father was half Swede and héinenavas half Ukrainian. Until she

was 16, Elizaveta suffered from numerous sicknes$esused to spend months in

unconsciousness. “My first memory in life: the retto life after hours of fainting —
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mother’s face leaning on me with her amber eyeslamdound of a chime,” Dmitrieva
wrote in her autobiography (De Gabriak 267). Atiemg sick with diphtheria, Elizaveta
lost her sight almost for a year; then she hadraubesis of the bones that left her
limping for the rest of her life. All these misfartes caused a young poetess to mature
very soon, especially inwardly, and to start havimgughts of death:
In my childhood, at the age of 14-15, | dreamefexfoming a saint and |
was glad to be sick with a dark, unknown diseasktare so close to
death. | was immersed in darkness for ten montwsslblind, | was nine
years old. | wasn't at all afraid of death and | aod now. | wanted to die
at seven to see God and Devil. And | still feel shene. The other world is
forever attractive to me. (De Gabriak 268)

Elizaveta Dmitrieva was “raised” by diseases — ledmar inclination to
mysticism, dreaminess, immersion into her innerldyand responsiveness to the
suffering of others. At an early age, she was diebm books, for the most part Spanish
and French. Sickness and loneliness made herworéat extremely complicated and
provided her poetry with the motifs of life, deaéimd God. Dmitrieva started writing
poetry in 1904 but to publish her first poems wasyet possible. In St. Petersburg, she
attended public art exhibitions, lectures, listeteegerformances of poets and met the
man who was destined to play an important ancheasame time, fatal role in her life —
the poet, critic, and artist Maximilian Voloshin.

Voloshin together with Dmitrieva made up a comgkcbhpseudonym as well as
an image of a mystical poetess. Here is what Vahosinote about the emergence of the
name Gabriak:

Gabriak was a sea devil found in Koktebel, on thare, opposite the
Cape Malchin. He was pulled out by the waves frobenrbot of the vine
and had one arm, one leg, and a dog’s face withchéxpression. He

lived with me in the office, on a shelf with theeRch poets, until | gave it
to Lilia (Elizaveta Dmitrieva The name was given to him in Koktebel.
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We dug through the devil’s calendar, and finallitled on the name
“Gabriakh.” It was the devil to protect from evpigts. This role fit the
good-natured expression of our devil’s face. Thiat®er Lilia wrote nice
simple verses, and it was then that | gave herl@sforiak. (Voloshin
141)

It was almost symbolic that Voloshin presenteddiugpled devil to Dmitrieva.
She herself was not an attractive woman, as notedamy of her contemporaries: “She
was a little girl with thoughtful eyes and a bulgiforehead. She limped since her birth
and treated herself as a freak since her childh¢dédloshin 10); “A humble school
teacher, Elizaveta lvanovna Dmitrieva, with a smpalsical disability — as far as |
remember — she was limping” (Tsvetaeva 20); “Shikedhinto the room, limping a lot, a
short, quite stout, dark-haired woman with a bigdheextremely budging forehead, and
truly scary mouth with fanged teeth. She was unysuaattractive” (Makovsky 265).

Voloshin’s gift to Dmitrieva, and later a lucky ehathat they used to sign her
first published works, was in no way offensive floe poetess. On the contrary,
Dmitrieva was used to having such “toys”: “In hérldhood, all her toys had one leg
because her brother and sister said: ‘Since yolimpéng, you should have limping
toys™ (Voloshin 24). Therefore, the imp matched leoks and her own perception of
herself. Only later, in 1909, Gabriak became hev ientity.

In 1909, the editor of the famous “Apollon” was §srMakovskii who rejected
Elizaveta Dmitrieva — a humble, not elegant angling poetess that could not meet his
needs. Marina Tsvetaeva wrote in Baivoe o zhivon(Live about the Liveabout
women’s chances of being published during thosegim

This discrepancy, which she could not but realizé faom which she
suffered, made others suffer as well: George Eibgrlotte Bronte, Julie

de Lespinasse, Mary Webb and other unattractiverifi@s of gods. [...]
The ugliness of her face and life cannot but ileterin her talent, her free
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self-revelation. The confrontation of two mirroratebooks where her
soul lies, and mirrors where her face and herdie Notebooks in which
she looks like what she is, and mirrors where stesghot resemble
herself. [...] The beautiful are loved; the ugly ac. That is the law [...]
of the editorial desk of Petersburg’s “Apollon.”s\letaeva 30)

Tsvetaeva indicates that the true personalitypdetess lies within and does not
show outwardly: “Notebooks in which she looks likkat she is, and mirrors where she
does not resemble herself.” As Tsvetaeva clainesethtorial office of “Apollon” could
not discern a talented and passionate poetesscoBhiitrieva’s unremarkable
appearance — and that prevented her from selfagoel(30).

Thus, Voloshin and Dmitrieva decided to inventekname and send her poems
in a letter to Makovsky. The letter was writteraiisophisticated style in French, and as a
pseudonym they took “Gabriak” for luck. In ordersimund more aristocratic, the devil
indicated his name with the first initial “Ch.” (tiort” — an imp), and the last name had an
additional particle “de” in the French mannéi. fie 'adpuax” (“Ch. de Gabriak”).
Eventually, the “Ch.” was revealed and Voloshin &mditrieva had to find a female
name that would start with a “Ch” — Elizaveta réedBret Harte’s character “who lived
on the ship, was a sweetheart of many sailorshaddhe name Cherubina” — so the
choice was made (Voloshin 57). Truly, there watgaysnritten by an American author
Bret Harte (1836-1902) entitledl Secret of Telegraph HillThe heroine that Elizaveta
Dmitrieva remembered was a young girl that, in,fa@ts characterized by quite different
features from that of Dmitrieva:

“My daughter Cherubina, Mr. Bly.”

The fair owner of the rustling skirt, which turnedt to be a pretty French
print, had appeared at the doorway. She was akatl,blonde, with a shy,
startled manner, as of a penitent nun who was rsfféor some

conventual transgression — a resemblance that eightened by her
short-cut hair, that might have been cropped &x ipunishment. A
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certain likeness to her mother suggested that siseqwalifying for that
saint’s ascetic shawl — subject, however, to rehedlintervals, indicated
in the occasional sidelong fires of her gray eYes.the vague impression
that she knew more of the world than her mothed,that she did not look
at all as if her name was Cherubina, struck Blthensame momentary
glance. (Harte 146-147)

Compared to Cherubina in Harte’s short story, Diewtx did not possess the
slimness or blondness that the young girl had,dghdbe poetess did have bright eyes
that were noticed by people around her: “[...] shonidear, untiringly asking eyes [...]
the same look, resistant and unblinking” (VolosBjnNonetheless, Dmitrieva, by
choosing the name of an opposite character anchegopee, was aware that the
pseudonym and associations with it would starnémcate and perhaps dangerous
mystification.

Beside the initial reason for changing “Ch.” intéeanale name, it can be argued
that not quite at random did Dmitrieva choose “@bara” as the first name of her
complex pseudonym. Regardless of Harte’s charabienmame “Cherubim” (in Russian
“xepysum”) which served as a derivative for “Cherubina” ligasown meaning and
power. Cherubim (the singular form is “Cherub”}ie Bible were heavenly beings that
were believed to rank higher than angels. In tbggrd, the description and meaning of
the name “Cherubim” were given by Kliment Aleksarsdy:

The name of Cherub means “great knowledge.” Aletbgr they had
twelve wings as an indication of the sensual wduelve Zodiac signs,
and the course of time defined by them. The demiadf the Cherubim
has a symbolic meaning: the face is a symbol of slo& wings mean
actions of the forces from left and right, and theuth means the hymn of
glory in eternal contemplation. (71)

Even though Dmitrieva seemed to disregard the etygyoof her pseudonym at

first, later in her poems it is obvious how the ragets woven into her life, poetry and
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destiny. Coming from the original idea of “Ch.” hgian initial letter of “chort” (devil),
further on to a female character who did not rederBmitrieva either in looks or in
character, combining that with the oxymoron of “gadd “devil” in one name — the
heavenly Cherubim and the imp Gabriak, the pseuddi@herubina de Gabriak” made
the life of Elizaveta Dmitrieva as complicated aahflicting as was her pen name.

Under the supervision and guidance of Voloshin, thava wrote poems using
her mysterious pseudonym, representing herselfpaswal beauty and passionate
Catholic, who was sinfully in love with Christ. Sakowed herself to write passionately
as it was not expected from the ordinary schodalteanLilia Dmitrieva. In 1909, the
collection, sent by mail to “Apollon,” struck itslg#or, Sergei Makovskii and the poems
were immediately printed.

Makovskii himself was deeply interested in andigued by the rising star. After
reading Cherubina’s first received poem, he saidaaimilian Voloshin: “Now you see,
Maximilian Alexandrovich, | always told you thatwygay too little attention to women
of high society. Look at the poems that | receifrech one of them! Such collaborators
are needed in “Apollon!” (Voloshin 44). Little didakovskii know that Voloshin had
paid attention to Dmitrieva, the complete oppositésvestkaia zhenshina,” and was
directly related to the creation of one under tama of Cherubina. The mystification
gained momentum as more readers acquainted thessseith Cherubina’s poetry and
imaged a captivating beauty that would match heksiBarry Scherr notes,

[...] as word of Cherubina de Gabriak filtered oubthers on thédpollon
staff, everyone was infatuated with both the myster figure and her

unusual poems. The alacrity with which male writame to believe in
the image of a brilliant and beautiful “unknown pess” made the hoax

more successful than either Voloshin or Dmitriegald have imagined.
(483)
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Along with winning male writers’ zealous attentid@herubina was printed in the
same journal as then prosperous Bruisov, Bal’'meahov, Annenskii, Sologub, and
Kuzmin. Moreover, the foreign pseudonym triggeradaus and at times ridiculous
assumptions about Cherubina’s life. Makovskii,ifatance, claimed that he could
determine the fate and a person’s character by peemanship:

“Would you like me to tell you what | have foundtgudging by yours
(penmanshi)®” He said that Cherubina’s father was French femuthern
France; her mother was Russian and she was raigbd monastery in
Toledo and so on. Lilia was amazed at how he ckitav all that. Thus,
we learned a lot of information about Cherubinatsggbaphy which we
subsequently stuck to. (Voloshin 46)

For Voloshin, it was an amusing game and a persoct@lry over the
preconception of his contemporary male writers entects. Dmitrieva, however, felt the
pressure of this extremely intense masquerade anfgélings were revealed in a number
of Cherubina’s poems.

In general, Cherubina’s poetry is characterizethleyeclecticism of her mystical
suffering. Being the heroine of her own poems,s#es visions and hears voices, and
also undergoes various metamorphoses. At timedssheerymumii nanopotHuk” (a
blooming fern), then she is a reflection in theromyin the slough, or in the well; and
sometimes she is a lonely tsarina. On the whoteirttage of Cherubina incorporated a
romantic character, demonically proud, shockingsmmate, and tragic at the same time.
Among these poetic traits that Cherubina possemsédorms that she took, there was an
apparent duality of personality that occurred inibDieva’s early poems (1909-1910).

For “Apollon’s” editors this duality simply addedvail of mystery to the image of a

Spanish-Catholic diva. For Dmitrieva, however, thiess a torturous battle between her
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true self and the female character that she cre@texlpseudonym appears in the poem
“ C moeiro yapcmsennou meumorni” (“With my royal dream,” 1909-1910) as if it is meant
to be the name of another person that Dmitrieves tabout:

C Moero apCTBEHHOM MEUTOM

Onmna OpoKy 1O BCel BCEIIEHHOM,

C MouM mpe3peHbeM K KU3HU TICHHOMH,
C Mo€10 ropbKOi KpacoTOM.

[Mapuueli mpu3payHoro TpoHa

Mens nocraBuiia cynp0a...

Benuaet roppiii BEITHO 5102
UepBOHHBIX KOC MOMX KOPOHa.

Ho cmst B yracHyBIIMX Bekax

Bce Te, k10 ObLIH OBI JIFOOUMEL,

Kak 1, meuanuro TOMUMBEI,

Kak s, oM B cBOMX MeYTax.

W s ympy B cTensx 4y:kOUHBI,

He pa3omMkHY 3aKJISITBIN KPYT.

K uemy Tak HeXHBI KUCTH PYK,

Tak Torko ums Uepyounni? (De Gabriak 68)

[With my royal dream

| am walking alone along the universe,
With my contempt towards perishable life,
With my bitter beauty.

Into a tsarina of an illusory throne

| was made by fate...

The proud curve of my forehead

Is crowned with my black hair.

Yet in faded centuries

All that could be loved are sleeping,

Like I, they are sad,

Like I, they are lonely in their dreams.
And I will die in the foreign land,

Won't unlock the sworn circle.

Why are the wrists so gentle,

Why is the name of Cherubina delicate?]

The lyrical persona of this poem is experiencirtgrubneliness and alienation
from the whole world. In the first four lines, Dméva herself can be recognized by the

mentioning of her looks (“bitter beauty”) and dipapitment with life (“With my
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contempt towards perishable life”). She is lonetgduse no one is able to understand
what suffering she is destined to endure in ordgrétend to be someone she is not:
“Into a tsarina of an illusory throne | | was ményefate...” Thus, at first it seems that
Dmitrieva is hiding behind the mask of Cherubinat, ib the last stanza she all of a
sudden talks about Cherubina as if she was anathi@an also present in the poem.
Dmitrieva’s destiny is to die and be forgotten (‘thAhwill die in the foreign land, | Won't
unlock the sworn circle”) whereas Cherubina witheen beautiful and an eternal
mystery (“Why are the wrists so gentle, | Why is ttame of Cherubina delicate?”). It is
clear that the poetess fears being neglected atdhi only thing that will be
remembered is her delicate pseudonynoiko ums Uepyounsi”), yet the physical
feature of another woman (“the wrists”) is the @vide of Dmitrieva’s inner fears and
perhaps even paranoia. This claim can be suppbytatother Dmitrieva’s poem of the
same periodB crenvie nouu nosoaynes” (“In the blind nights of the new moon”)

B cnernbie HOUM HOBOJIYHBA,
['myxoit TpeBOroI0 MoJHa,
3aBopoKEHHAs! KOJAYHbS,

CTO10 Yy TEMHOT'O OKHa.

CTexs0M yABOCHHBIE CBEUH

N npeno MHOI0O, ¥ 32 MHOH,

M 001K KOMHATBI MHOM

['p0O3UT BO3MOXHOCTSIMH BCTPEYH.
B TemHO-3€5I€HBIX 3epKatax
OO0JeneHebIX BETXUX OKOH

He Mmoii, a 4eii-To O1€IHBIH JIOKOH
UyTh OTpa)KeH, U CMYTHBIN CTpax
MHe cepale anoi HUTBIO BSIKET.
Uro, ecnu nanbHssA rpo3a

B crexite MHe OIU3KUH JIMK HOKAXKET
U otpasut ee rnaza?

UYro, ecnu 51 ceryac yBUKY

VYrabl onynieHHbIE pTa

W npeno MHOO BCTAHET Ta,

Koro Tak cianko HeHaBIXY?
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Ho oxon TemHas Bona

B cBoeii 6e3riracHOCTH 3aCThUIA,

U c Toi, yTo ayury ucroMuia,

He moscrpeuatocs Hukoraa. (De Gabriak 80)

[In the blind nights of the new moon,
Filled with a mute anxiety,

Bewitched by a sorceress,

| am standing by a dark window.

The candles, doubled by the glass,

Shine both before and behind me,

And the strange appearance of the room
Threatens with the chance of a meeting.
In the dark-green mirrors

Of the ice-covered, ramshackle windows,
Not mine, but someone’s pale curl

Is barely reflected, and a vague fear
Constricts my heart with a crimson thread —
What if a distant thunderstorm

Should show me a familiar face in the window
And reflect her eyes?

What if | shall presently see

The lowered corners of the mouth,

And before me will stand that woman
Whom | hate so sweetly?

But the dark water of my windows

Has frozen in its silence,

And that one who has exhausted my soul,
| shall never meet]

In this poem, the lyrical persona is frightenedrthe very beginning: “Filled
with a mute anxiety.” She is scared to see somsbaaloes not know yet (“Threatens
with the chance of a meeting”; “Not mine, but som&e pale curl”); at the same time,
the heroine is filled with contradictory feelingsmards the stranger and cannot help but
be anxious to see someone familiar: “What if aagsthunderstorm | Should show me a
familiar face in the window | And reflect her eye®ind before me will stand that

woman, | Whom | hate so sweetly.” Judging by tlwerp, it can be argued that Dmitrieva

® Translated by Temira Pachmu®gomen Writers in Russian Modenism. An Antholbimyveristy of
Illinois Press (1978): 259.
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feels “sweet hatred” towards her pseudonym as agethe poetic image that became her
second “I” because, on the one hand, she secretiyes to meet Cherubina and, on the
other hand, the fear of seeing this imaginary persade her feel the urge to end this
prolonged deception.

Voloshin’s memoirs confirm this argument: “Liliajw was always terrified by
ghosts, was shocked. It seemed to her that shédsimaet a live Cherubina who will
demand an answer from her” (Voloshin 17). TherefDmaitrieva perceived her
pseudonym as an autonomous living being that hagalver of frightening and torturing
its owner. Even though Cherubina’s poetry turnettogain high recognition in the era
of Symbolism due to its otherworldly motifs andraa amount of symbols, its cost was
Dmitrieva’s mental disorder and internal suffering.

In Cherubina de Gabriak’s early and later poemeethan be found yet another
manifestation of the pseudonym. The union of Gadi@avil in one name resulted in the
creation of verses about God and Devil. Some paemgey Cherubina’s mystical,
almost criminal, love for God. She was openly sahand consciously striving for a sin.
Cherubina almost declared herself a bride of CKfisiu pyxu —Your Hands1909):

OTHU PyKH CO MHOM HEOTCTYITHO
Cpenb HOYHOW THIIMHBI MOMX T'PE3,
Kaxk oTpanHo, kak ciagko-npecTynHo
O06BuUBaThH UX TUPJISTHAAMH PO3.

S nenyro 00’KeCTBEHHBIX JTHHHMA
Ha nagoHsx cBSIIEHHBIN y30D...
(3aneBaet nanexkux JpUHHHINA

B rinyOuHe yrposkaromiuii Xxop.)
Kak 111006110 3TH TOHKHE KHCTH

W HorTEW YAIMHEHHBIX AMaJlb.

O, 3arap 3TUX pyK 30JIOTHUCTEH,
Uem JIuBaHCKMX MOJyAHEHN TT€YaATb.

OTH pyKH, Kak THOKHE TPO3/IH,
Bce cusrotr B KaMHSAX TOPOTHX.
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Ho ocraBunu octpble rBo3au
Yyts 3aMeTHBIC 3HaKu Ha HUX. (De Gabriak 74)

[Amidst my reveries’ nightly silence
These hands with me remain;

To entwine them with roses is so
Delightful, so forbiddenly sweet.

| kiss the sacred pattern

Of divine lines on the palms...

(While in the depths a menacing choir

of distant Erinyes begins to sing.)

How | do love these slender hands

And the enamel of the lengthy nails.

Oh, the tan of these arms is more golden than
The sadness of noon in the Levant.
These hands, like pliant clusters,

Still shine in costly stones.

Although they bare the scarcely

Visible traces of sharp nails.] (Scherr 490)

In this poem, the name of Christ is not mentionedi® explicit: “I kiss the sacred
pattern | Of divine lines on the palms;” “Althoutitey bare the scarcely | Visible traces
of sharp nails.” Cherubina imagines herself withi§itface to face — not as a submissive
disciple, but a lustful lover who dared to toucld @ven kiss Christ’'s hands in “sweet-
criminal” passion (“To entwine them with roses as|Delightful, so forbiddenly sweet”).
Her love for Christ is physical and possessive: f@shmy reveries’ nightly silence |
These hands with me remain;” “How | do love thdsader hands | And the enamel of
the lengthy nails;” “These hands, like pliant carst” For Dmitrieva, with her humble
and fearful character, it was almost impossibler&ate such poems; Cherubina de
Gabriak, however, could challenge the religiousmewith her blasphemous verses just

as much as her name combined both angelic andstegharacteristics.
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Another example of Cherubina’s sinful love for Gedhe poem Meumoio
onuska s eopovinu” (“In my dreams | am close to arrogang€1909-1910). In this
poem, Cherubina does not abandon the dream of paygjcally intimate with Christ:

Meuroro 6yr3Ka 5 TOPIBIHH,

Bo MHe ecTb cobn1a3HbI rpexa,

He Benaro uncToi CBITHIHMU. ..
[Tnote Xpucrosa, OCBATH MEHs!
Kaxk neBa yracumieit namnansl,
OtBepruias 308 JKeHuxa,

Croro y HeOecHOI orpasl. . .

boxws Xpucrosa, ucuenu MmeHs!

W nep3koe OyauT pa3nymbe

Jlnst maBmmx Oe3riacHasi ABEPh:
Uro, eciu 3a HewO 6e3yMbe?..
Crtpactb XpucTOBa, yKpemnu MeHs!
OO0ObsTas TPEEeTHON APOKBIO, —
[ToHsTH HE X04Y 5 TENEPh,

YTo MyApOCTh cUUTAIIA S JIOKBIO. ..
KpoBbs Xpucrosa, onbsuu menst! (De Gabriak 73)

[In my dreams | am close to arrogance,
Within me — are the temptations of sin,

| do not know chaste blessedness...
The flesh of Christ, sanctify me!

Like the maiden who extinguished the icon lamp,
Rejecting the Bridegroom’s summoning,
| stand at the heavenly fence...

The pain of Christ, heal me!

And the mute door will arouse

A daring thought in the fallen ones:
What if beyond it there is insanity?...
The passion of Christ, strengthen me!
Overcome with an anxious tremor —

I now do not wish to accept

That | considered wisdom a lie...

The blood of Christ, intoxicate mé!]

The sin (“*grekh”) and holiness (“sviatynia”) intace in the desire of the lyrical

persona to become Christ’s bride: “Like the maiddwo extinguished the icon lamp, |

® Translated by Temira Pachmu®gomen Writers in Russian Modenighm Anthology Univeristy of
Illinois Press (1978): 256.
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Rejecting the Bridegroom’s summoning, | stand athtbavenly fence.” Cherubina
realizes the impudence of her intentions yet shetsvaothing less but Christ as her
lover: “And the mute door will arouse | A daringtight in the fallen ones: | What if
beyond it there is insanity? | The passion of €hsisengthen me.” Her burning, almost
animal-like, passion gets control over her as shshes: “Overcome with an anxious
tremor [...] The blood of Christ, intoxicate me!” Thiuhe pseudonym seems to have
completely taken over the poetess’s mind and sodilsdlowed her to translate her secret
dreams into words. One might think that it is ygaia Cherubina who is capable of
having such strong feelings and expressing theopsaly, and not Dmitrieva. Even so,
it is important to note that Elizaveta Dmitrievaaatery early age dreamed of being close
to God, as discussed at the beginning of the chdpte] | wanted to die at 7 to see God
and Devil. And I still feel the same. The other ldas forever attractive to me” (De
Gabriak 318). Therefore, it can be concluded tleatidve for God turned into something
more intimate and bold as she was growing up aaasbld voice it only under the
suitable pseudonym of Cherubina de Gabriak.

Despite Cherubina’s sensational appearance andiaudgoetry, her
demystification caused the poetess deep emoticanaiia and estrangement from the
poetic world and Maximilian Voloshin. She let gd bér pseudonym that had brought
her an instant of fame and the eternity of griethér 1925 poeml®oe Xepysum, ceoe
mue oasuuti ums” (“Where is the Cherub who gave me its nanske feels abandoned
even by her second “I”, her double, her “reflectiothe mirror,” as the scandal around
her mystification denigrated her true name and dasbt on the authorship of her poems:

I'ne XepyBuMm, cBOE MHE TaBIIUI UM,
Moii 3HaK MpOIIeAINX THEH?
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Kakux ¢puankoBsIx mosnei

Kacaemibcst kpbutaMu Thl CBOUMU?

N B ubux riazax

OnsTh 3aXer ThI M1ams,

U B ubux pykax

Hpoxut T0O0# pazBepHyTOE 3HAMS ?

U ronocom TBOMM

UbH TOBOPAT yCTa, CHIAJICHHBIE OTPaBOM?
Koro Teneps, Koro Beemb 3a C1aBon?
Cxaxu MHE, XEepyBUM.

W ups nymia uaet myrem 3HAaKOMBIM
My4uTensHON UTphI?

Benb 310 THI 325k€eT y cTen Conoma
[Mocnexuue koctpsr! (De Gabriak 177)

[Where is the Cherub who gave me its name,
The sign of the past days?

Which violet fields

Are you touching with your wings?

And in whose eyes

Did you light the flame,

And in whose hands

Is your open banner trembling?

Whose poisonous mouth is speaking

With your voice?

Whom now, whom are you leading toward glory?

Tell me, Cherub.

Whose soul took the familiar path
Of a torturous game?

It was you, after all, who at the walls of Sodom
Burned the last fires!]

By admitting that she took the pseudonym and weaslwed in a “torturous
game”, Dmitrieva comes to the realization thatribene was more of a devil than an
angel. The “Kheruvim” that was supposed to prokectwith its wings (Where is the
Cherub who gave me its name, [...] Which violet f&eJdAre you touching with your
wings) turned out to be a deceitful creature tadttb fame (“Whom now, whom are you
leading toward glory”) and brought her to misfoufiWhose soul took the familiar path

| Of a torturous game”). Moreover, the “kheruvimingshed Dmitrieva for her sins — just
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like God burned the city of Sodom for its sinfubitants (“It was you, after all, who at
the walls of Sodom | Burned the last fires!”).

In the story of Elizaveta Dmitrieva the pseudonyaypd a fatal role from the
beginning till the end of its life. “Cherubina dekdiak” was created in the minds of the
two poets, became part of Dmitrieva’s identity,guroced a sensation among readers and
critics, became the symbol of literary mystificatiand even marked the era of
Symbolism in Russia, but most importantly, it shdwew dangerous and destructive
games with one’s true self could be — just likedhager of uniting the antithetical in one

name.
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CHAPTER 1lI
ZINAIDA GIPPIUS AS “ANTON KRAINII”

OnHa HECOMHEHHO MCKYCCTBEHHO BbIpa0boTasa B ceOe IBe BHELTHUE YEPTHI:
CIIOKOMCTBHE 1 KEHCTBEHHOCTh. BHYTpH OHa He Obua criokoiHa. M ona He Obliia
YKEHILUHOM.

Nina Berberova (Nikolukin 256)

[She has undoubtedly artificially elaborated tweoeemal features in herself:
calmness and femininity. On the inside she wasaloh. Nor was she a woman.]

Msmue BCCT A Ka3aJloCh, MMPAKTUYHECC CaMbIC TOPOIruc MHC MBICJIN BBICKA3bIBATDH 1101
MEHSIFOIIUMCS TICEBJOHUMOM, IO/ Yy»KMM UMEHEM (B KpalfHEM CiTy4ae OCTOPOIKHO
«BHYIIATH>» IOCTOPOHHEMY JIUILY). TOJIBKO B ATUX CITy4dasix MOKHO HaJESIThCS YCIBIIIATh
OecrprMECHYIO OLIEHKY X (a B 3TOM, IIOPOI0, OYEHD HYXKIACIIbCS), MM JaKe HaCAThCS
Ha OPOYTCHHUC. BC,Z[B MOJIyCO3HATCIIbHO MBI ITPOKHUIBIBACM ITOYTHU BCC, TOANMCAHHOC
JKEHCKUM UMCHEM.
Zinaida Gippius (“Zverebog. O polovom voprose” 17)
[It always seemed to me that it was more practizapeak the most precious
thoughts under a changing pseudonym, under sonedsgis name (at least, carefully
“instilled” into the third party). Only in this casone can hope to hear their unalloyed
evaluation (you really need this at times), or elrepe to be read at all. Because
subconsciously we overthrow almost everything digog a female name.]
The question of gender identity took a central @lecZinaida Gippius’s personal
life and literary career. Masculinity and femininiwere intertwined throughout her life
leaving readers and critics in confusion regardaigpius’s works and private affairs.
Even though as a poetess Gippius kept her real rasreecritic she used numerous male
pseudonyms. Moreover, in poetry Gippius played \gg&hder, as well, using feminine
forms of verbs and adjectives in some poems andutias in others, or both in one
poem. Gennadii Evgrafov writes in the introductpayt of Krainii’'sLiteraturny dnevnik
(Literary Diary):
She loved wearing men's clothes, like Jeanne d'Afcin her poems and

articles she talked about herself in the mascgereder and signed under
male pseudonyms [...]. Many were annoyed by tlatheswere
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intimidated, and others were repelled by that. Ahd, never paying
attention to any of them [...] was the only one, time she could be:
externally calm and feminine, attracting men ananen, internally
restless, drawn to the mysticism of “sex,” solvihg problems of
“metaphysics of love,” and meditating on God. (18)

It is true to say that in her life Gippius oftenn@anasks — adopting male and
female costumes, having relationships with both arhwomen, entering into a love
triangle between her, Dmitrii Filosofov, and Dmiitlerezhkovskii — masks that misled
people around her. Those “masks”, however, werdatet images of Gippius; rather,
they all fit into her complex personality and refeebthemselves in her works as well as
her male pen names.

To try to understand why Gippius chose male pseyrdsrio sign her critical
works and so often switched gender in poetry, sigaificant to take a look at her article
ZverebogBeast-godl written in 1908, where the answer to the gemgestion could be
found.

In her articleZverebog Gippius expresses her view on sexuality and gende
Gippius believes that in every individual, regasdlef their sex, there are both femininity
and masculinity:

There are two principles: Masculine and Feminingehlity no human
individual is the medium of either principle exaledy: i.e. there is no
pure man or pure woman. Every living human beirgnisineven mixture
of these two principles [...]. A personality is @guct of some harmony of
the two principles in one individual, and, perhaps,will find that the
extent of a personality's perception depends omxtent of this harmony;
but we will in no way decide to claim that an indwal with the

prevailing masculinity will necessarily be a morgsianding personality
or even a more creative power. On the contrargpdrmasculine”

individual is removed from being a “Personality’fas as a too
“feminine” one. (Gippius, “Zverebog. O polovom vope” 50)

32



For Gippius, the harmony of the masculine and ¢émeiiine makes for a complete
personality. The poetess, nonetheless, does nepacgendered view of artistic
creation. Instead, she encouraged the view of mgréas individuals with complex
personalities and rejected the idea of evaluatingng along gender lines” (Rosenthal
140).

In this respect, Gippius also discusses inAvarebogwhy one of her poems was
unfairly criticized and essentially called “pornaghy™: “If this poem was written by
anyone, only a male, nobody would think of lookfog“sex” here, and consequently
pornography. [...] But a woman! A woman and sexiaseparable, they are one”
(Gippius 51). Gippius, unlike other female poetesseher time, used a pseudonym only
for her criticism — and not for poetry. Her poetngwever, would be published under an
ambiguous name as well. Gippius wrote in a letiédina Berberova: “[...] my signature
is, of course, Z. Gippius; | have never signedzasdida’ in my life” (Gippius, “Pisma k
Berberovoi i Khodasevichu” 8). Indeed, Gippius ahtsreveal only her last German
name “Gippius” that could have both masculine ardifine grammatical gender in
Russian as if to emphasize that she did not wisletperceived as a woman or a man but
as a personality. Therefore, she intended to gémotaold in the literary world as a poet,
critic, and polemicist, to be heard and treatedcsl among male writers. While her
male-looking signature was soon deciphered, thequse/ms that she used for her
critical writings kept her identity in secret fotanger period of time.

It is well-known that Zinaida Gippius used varionasculine names as her

pseudonyms to sign her critical essays. She washaainly one. As Charlotte Rosenthal

" About a poenbons (Pain) written in 1906 (http://rupoem.ru/gippius/krasnymlem-tmu.aspx)
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says, “at the turn of the century it was still soegpted that ‘rationality’ and ‘objectivity’
were ‘masculine’ attributes that when writers sastZinaida Gippius, Larisa Reisner,
Nadezhda Pavlovich, and Avgusta Damanskaia wri@eaty criticism, they used
masculine pseudonyms: ‘Anton Krainii,” ‘Leo Rinu8Jlikhail lvanov,” and ‘Arsenii
Merich,’ respectively” (134).

Zinaida Gippius had quite a number of male pen rsaidere are the examples of
her most famous oneA&:; Poman Apenckuii (Roman Arenskii)Hukura Beuep (Nikita
the Evening)B. Butost (V. Vitovt); 3. T'. (Z.G.); Anekceit Kupuos (Aleksei Kirillov);
Anton Kupma (Anton Kirsha);Kp. (Kr.); Aaron Kpaitauii (Anton Krainii); JIes ITymun
(Lev Puschin)H. Pormun (N. Ropshin);Tosapumi I'epman (Comrade HermannX; I'-c
(G-s); Aenucos, JI (Denisov, L.)Kp., A (Kr. A.); Kpaiiuuii, A. (Krainii, A.); and
MepexkoBckuit, JI. (Merezhkovskii, D.). Among those, Anton Krainiag/the most
successful and memorable.

The reason behind her choice of this particularl@aation, Anton — Krainii,
could lie in the very meaning of the adjective ‘ikid — extreme, last, utmost, on the
outside, supreme. In critical essays “he” alwayslenaarsh remarks without hesitation
and sometimes imposed an extreme (“krainii”) seceen literary phenomena or writers.
As Irina Odoevtseva remembers, Anton Krainii wasierciless who judged and
punished modern prose and poetry. Anton Krainii feased as much as Bryusov. His
verdicts were deadly. His critical essays weredtiBuch attributes as ‘red-haired
mediocre,” ‘an idiot,” ‘a slink,” and ‘a cretin.’ dton Krainii was quite stingy with praise.
Even toPoems about a Beautiful Lathg responded no more than frostily” (Odoevtseva

25). Valeriya Novodvorskaya agrees with Odoevtaawrites in her booRoets and
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tsars “She was feared by the whole literdrmyau mondeShe possessed a devilishly
sharp non-feminine mind. But she did not seem ta f@minist, like George Sand. She
was [...] pure and untouchable” (Novodvorskaya 43).

Journalist, critic and contemporary of Gippius, dlé Asheshov, wrote about A.
Krainii in his article/1s swcusnu u aumepamyper (From Life and Literaturke

The leader of the Literary Criticism departmentha journal is Anton
Krainii. Anton Krainii is a man (if he is a man) wis bold, rollicking,
jolly, sans fa ongbrusque) [...]. Anton Krainii wants nothing and hes
nothing because he is dissatisfied with everythatlgabsolutely all,
current literature cannot satisfy the fiery crithad that is why almost
every month he raids all the camps and punishdgsaéinemies.
(Asheshov 138)

This description of Anton Krainii’s character idlfuconnected with the meaning
of the first name, as well. According to Russiaimedlogical dictionaries, “Anton”, from
ancient Greek “anteo”, means “engaging in battle®opponent” (Superanskaia 112).
Thus, both first and last name create an imagbkefdéxtreme opponent” that Anton
Krainii truly was.

About her male pseudonym, Zinaida Gippius wrotkenLiteraturny dnevnik
(1903):

The Moscow magazine “Russian Word” attacked me. idawone be
Anton Krainii? “To hell” with Anton Krainii! [...] Atfirst, | was surprised
by the correspondent’s fury — but it became alicle a moment: the note
was signed “Anton Srednii” (“Anton the Middle”). Arhow can “the
middle one” not resent “the extreme one?” The nadttes not stand
anything but itself, and allows for extremeness/amlpolemics where it
knows no shame. So be it. It is good enough trenhtiddle one signs as

the middle. Or maybe it is just due to naiveté?a(iir, “Literaturny
dnevnik” 84)
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By mocking another critic under a pseudonym, Gippsuyet again convinced in
the right choice of her pseudonym and the posititmok on the literary arena — being
against the modern society and challenging theipobpinion.

As a result, Zinaida Gippius created two persoiealivith two different names —
Gippius as a poetess and prose writer and Krasrtiha author of critical essays, and the
two were compared by her contemporaries as sotregseudonym was revealed.
Nikolai Kadmin, whose real name was Nikolai Abrancby claimed that in her short
stories

[...] there is a live spirit of the original and pistent thought [...]. In her
book of articles, however, there is a lot of drgasd half-death. [...]
Anton Krainii seems to me less talented and intergshan Z. Gippius.
But her stories [...] were never popular whereas Ar€aainii’'s sharp and
witty essays provided him with great popularitymagazines and journals.
(37)

Nikolai Lerner expressed a contrary opinion: “Thigéicin her gets the better of
both poet and novelist; and peculiar, sophisticgetdalways burning and talented
articles by Anton Krainii [...] made her readershagktabout him and not forget him for
a long time” (Panova E. 124).

Writers, critics, and readers either admired opdesl Gippius/Krainii but were
never indifferent. This divide of opinions resorhteith the duality of Gippius’s
personality as she herself could not decide whainss more — a woman or a man: “l do
not desire exclusive femininity, just as | do nesie exclusive masculinity. Each time
someone is insulted and dissatisfied within mehwibmen, my femininity is active,
with men — my masculinity! In my thoughts, my desirin my spirit — | am more a man;

in my body — I am more a woman. Yet they are sedusgether that | know nothing”

(Pachmuss 77). Now that it has become more orcleas about Gippius’s gender-games,
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let us look at her critical essays, prose and peedrks to see how her pseudonym
manifests itself in her creative activity.

As a critic, Gippius put on a masculine mask taggitier contemporaries in the
most unmerciful way. For example, Gippius occadignesed her husband's name —
Dmitrii Merezhkovskii. She signed her criticismBiiok under this pseudonym where she
accused Blok of his decadent sentiments: “MostlgdBlbk is singing to himself about
‘The Tsarina’ or ‘Lady’ who visits only him and cée seen by him alone. He sees
himself with her and writes hymns for them” (Korede281).

Another male pen name of Gippius’s was “Tovaris@giman” (“Comrade
Herman”) which she used to bluntly comment on Bdadritical essays on literature:
“The article is signed under the pseudonym whisha aule, was used in Gippius’s most
polemical publications” (Koroleva 281). Tovarish@erman accused Blok of the lack of
clarity, logical harmony, and intellectual “musautig’ — the features that were
characteristic of Gippius’s manner of writing. Titn@jority of her criticism was signed
under the name Anton Krainii which brought her rafimite fame — and this pseudonym
is the main focus of this chapter.

Zinaida Gippius, under the pseudonym of Anton Kramas published in the best
known journals of that time, such as “Mir iskusstv&esy,” “Russkaia mysl’,”
“Obrazovanie,” “Novaia zhizn’,” “Golos zhizni,” “Raskoe bogatstvo,” “Literatura i
iskusstvo” and others. Anton Krainii was an advedat symbolism and “art for art’s
sake.” He raged against poetry at the serviceeftate, a new type of literature that
emerged at the beginning of the 20th century, ggratling taste of Russian readers and

spectators, and the vanishing poetic imaginatiomegf Russian writers.
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As Temira Pachmuss claims, Anton Krainii was andoyéh plays by Chekhov
and Gorky, with their atmosphere and general moatth, how they pictured life without
passion, beauty, or heroic deeds (Nikolukin 788y.dxample, this is what Anton Krainii
says about Chekhov and Gorky (1903):

Chekhov and Gorky, two writers so dissimilar inithalents, have
dragged the Russian theater to its end, to it$ dieath. What really does
happen in this “temple of art"?

Nothing in particular, perhaps just this: it raitegves fall down onto
the ground; the people, terribly bored, drink tethwpreserves, and play
solitaire. Then a little tippler sings and immedIgtthereafter laughs for a
very long time, in a very low voice. Then all oeth become bored once
more. At times, a man experiencing sexual desiginsdo court a
woman; he calls her a “voluptuous woman!” Then thggin drink tea and
at last die, sometimes from illness, but they mag ahoot themselves
[...]. We may have a somewhat different picture.

The people on stage have no money for tea wittepres; so they lie
on the boards and curse with various words, oudsat great length the
fact that they are the people; that this fact iselent in itself; and that
nothing else is important. Thereafter they beatamather; scald
themselves with boiling water; one of them may elvang himself out of
foolishness, whereupon all other people lie dowairagn the boards and
resume their conversation to the effect that threyirdeed the people, and
that, if they so desire, they may fight with onether often, and for any
necessary length of tinfe.

The accusatory tone and the choice of blunt ancheless vocabulary were the
major attributes of Krainii's style and the meah&xpressing his extreme (“krainie”)
views: “dragged the Russian theater to its endstfinal death”; “a man experiencing
sexual desire”; “one of them may even hang himsetfof foolishness.” Along with
cynicism, Krainii was known by his sarcasm: “[...lifey so desire, they may fight with
one another often, and for any necessary lengtimef”

Here is what Anton Krainii writes about Leonid Aed¥’s stories (1907):

® Translated by Temira Pachmuss, “Anton ChekhohénGriticism of Zinaida Gippius. Etudes Slaves et
Est-EuropéennesSlavic and East-European Studi®®l. 11, No. 1/2 (1966): 37
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The Life of Marby L. Andreev is undoubtedly the weakest, the wors
of all of this talented novelist’s works. [...] Fast& plots and “mystical
setting” do not serve L. Andreev right: his priméicrudity and, as a
result, helplessness particularly show up as sedn Andreev wishes to
break from real forms of life. As a matter of faug, is very talented, much
more talented than Gorky. Still, Gorky possessesirmony between
talent and contents of talent. One cannot ask fortnirom Gorky.

L. Andreev cannot cope with the questions whickingself has
raised; he is suffocating in the dark chaos reigmmnthe drama. When he
wants to utter a conscious word, he becomes inddlvéncredible and
shameless falsity.

While lashing out at Andreev for his “poorly writteworks, Krainii did not fall
to pique Gorky again. Moreover, Krainii seemed awdnevery right to become an
“advisor” to his contemporary writers and tendedjitee his open opinions to every work
that was newly published, regardless of the culstitis and recognition of the author:
“Fantastic plots and “mystical setting” do not sty Andreev right: his primitive
crudity and, as a result, helplessness particutdntyw up.”
Even Chekhov, who by that time had gained high pmence, Anton Krainii
accused of being blind and not understanding angt{i904):
Chekhov knows nothing; there is a devil in his Jou] But Chekhov
does not even suspect that the devil exists [...]isHdways sad and
bored. [...] He is a blind man who knows the warmitthe sun, but does
not have any clear idea of the sun itself becaasg@rhply does not want
to see, does not want to understand anything. \B4rahe then love, being
poisoned by the devil's nauséa?
At the end of the articl® poshlost{About TritenegsAnton Krainii pronounces a

sentence on Chekhov: “But Chekhov is not a “proghieank God. He is only a slave

who has gained ten talents, deep trust — yet hadatigustify this trust, perhaps

° Translated by Temira Pachmuss, “Leonid AndreeSeen by Zinaida GippiusThe Slavic and East
European JournalVol. 9, No. 2 (1965): 144

% Translated by Temira Pachmuss, “Anton ChekhowénGriticism of Zinaida Gippius. Etudes Slaves et
Est-EuropéennesSlavic and East-European Studi®®l. 11, No. 1/2 (1966): 41
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unconsciously, which is why he is suffering anddatin(159). Krainii was not at all over-
cautious about his choice of words: “there is aldevhis soul”; “He is a blind man”;
“poisoned by the devil's nausea” — on the contrtrg,more scandalous and direct they
sounded, the more responses Krainii received tessays. Thus, his severe criticism
stimulated more polemics and provided him with mettention.

One of the most famous critical works by Anton Kigithat also caused a
number of articles in response, WwRaet v EvropyFlight to Europé (1924). In this
“literaturnaia zapis” (literary note) Anton Kraing contemplating the demise of Russian
literature and the emergence odisr” (“obscene reptiles/bastardd) that attempted to
replace the old literature:

And a bowl of Russian literature was thrown ouRaisia. It tipped and
everything that was in it scattered over Europé ftard for me to talk
about literature in Russia under these circumstarjce] | might as well
remember the eggs from which “cleaners” tried tlhdheir own
literature. But | want to talk about art, aboutthetics. Obscene reptiles
were hatched out of the eggs [...]. | shall note tiwhing else could have
been hatched from these eggs. [...] Never has thkl\geen such
absolute, such empty, such stinking ugliness. ..thHarfor the first time
abused by it. (101)

By disparaging the new writers, Krainii exaltedgbavho had to emigrate from
Russia in the 1920s, including Gippius herself, mnithis short excerpt his attitude
toward both is evident. Elevated, metaphorical leug is used to describe the émigré
writers: “a bowl of Russian literature”; “It tipp&d‘it scattered”; whereas writers who
stayed in Russia and continued their creative iggtiv accordance with the new political
regime are given the most downgraded, disgustiagacieristics that Anton Krainii was

known for: “Obscene reptiles”; “such absolute, seatpty, such stinking ugliness”;

“Earth is for the first time abused by it.”

1 The Russian word “gadyt4xsi) has these two meanings.
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Aside from Gippius’s critical essays where her npdeudonym proved itself to
the utmost, Gippius could not help but let her maéise half seep into her poetry and
prose. It was expressed in two ways: first, theafseasculine grammatical gender that
she was so fond of and second, Krainii's extremeaes harshness of tone which were
always present in his criticism.

According to David Thomson, the reason for the apgace of the male “I” in her
poems and prose was a “psychological need” cona@atl Gippius's inclination
towards a nontraditional sexual orientation andhwiger complicated relationship with
Dmitrii Filosofov, Dmitrii Merezhkovskii, Elizabet®verbeck and others: “Male
modus’ was most explicitly (if not provocativelyymessed in the lyrical persona of her
poetry or the narrator of her prose who were kntavoe identified with the masculine
grammatical gender” (Thomson 138).

Gippius's poenWords of Lové€Crosa nooeu, 1912) is the demonstration of her
poetic conception of love. This is also an exangblde lyrical persona being male:

JIx000Bb, M1000BE... O, 1axe HE ee —
CrnoBa n100BHY JTIOOMIT 5T HEYKJIOHHO.

Wnoe B HUX 5 uysn ObITHE,

OHO HEYJTOBUMO U O€37J0HHO. ..

KuyT cioBa, nmoka aynia >kuBa.

OHM CMENTHB — OHHM HEOOBIYaliHEL.

N g nmro6u, 1100110 I100BH CIIOBA,
[Tpopoueckoii oBestuubIe TaitHoi. (Gippius, “Stikhotvoreniia i poemy” 27)
[Love, love... Oh, not even love itself —
I loved love’s words undaunted.

In them | sensed a different existence,
Elusive and unfathomable...

Words live only while the soul is alive.

They are amusing — they are unusual.
| loved, and still love love’s words,
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Pervaded with their prophetic mystef§.]
Another vivid example is the poe¥fou(7»:) where the grammatical gender
changes with almost every line:

Bemnero Bedyepa Tpener TpeBOKHbBIN —

C TOHKOrO TOIOJISI BETOYKA HEXKHAS.

Buxps nopsiB, rops40-0CTOPOKHBIN —

Cuneit 6€310HHOCTH TJIaIh Oe30epekHasl.

B 001auyHoM HeOe mpocBeT MPOCUSHHBIA —
CBeXHUX MOJIeH MaprapuTka pocHucTas,

Meu Mol HeOeCHBIH, MO JTyd OCTpOrpaHHBINH —
Talina npo3pauHasi, JaCKOBO-YHCTasl.

Thl — Ha pacnyTbu KOCTEP APKO-KaTHBIA —

W Haj 1OIMHOIO ABIMKA HEBECTHAS.

TsI — MOl Becenblid U OeCIIOIAa HbIA, —

Tbl — Most O1M3Kast U HEM3BECTHAS.

Knan s m xny s 3apu Moeil sICHO,

Heyromumo Te0s momroomia 4...

Bcerans ke, Moii MecsI cepeOpsHO-KpacHbIH,
Bwriiau, nsyporast, — Muisiii Mot — Munas... (Gippius, “Stikhotvoreniia
I poemy” 52)

[An alarming trembling of a vernal evening,

a tender little branch from a thin poplar,

an ardently gentle gust of a whirlwind,

limitless smoothness of blue bottomlessness.

An outpouring of shining light through a break iclaudy sky,
a dewy daisy of fresh fields,

my heavenly sword, my sharp-faceted ray,

a transparent, caressingly clean secret.

You are a brightly greedy bonfire at a crossroads

and a bridal haze above a valley.

You are my cheerful and merciless one.

You are my near and unknown one.

| waited and waited for my bright dawn.

| have fallen in love with you untiringly...

Arise, my silvery-red crescent,

come out, my double-horned one — My dear, my dgulifi®

12 Translated by Temira Pachmu¥gomen Writers in Russian Modenism. An Antholbpjveristy of
Illinois Press (1978): 34

13 Translated by Jenifer Pres®eyond the FlesiThe University of Wisconsin Press (2008): 225.
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In this poem, the symbol of the moon takes two ®+#reminine “luna” (moon)
and masculine “mesyats” (crescent) which make#fitdlt to decide whether “ty” (you)
is male or female. The continuous interchange @aides also does not make it clear if
the lyrical persona addresses “lunadf 6:1m3kas u HeuzBecTHas) OF “Mesyats” fioi
Becenbiil u Oecnomiaankiii) — or both in one form. Furthermore, the gramnadigender
of the verbs changes from one line to anoth#&indn s u &y s 3apu Moei siICHOH,
Heyromumo te6st momo6uia s1... .” The shift of gender throughout the poem seém
result in complete confusion about who is talkiagvhom and how many characters
there are in the poem. Thus, Gippius plays withdgems though she takes pleasure in
making her poem a riddle for readers and critidhdugh she did not hide her name and
sex when she published her poems, she made skeepdhe ambiguity of her gender
identity.

Another one of Gippius’'s poems written in 18¥écmuuya (Staircase, is
dedicated to Elizabeth Overbeck and their constaménging and unusual relationship:

CHbI cTpaHHBIE TOPOM HUCXOAST HA MEHS.

U caunochk MHE: HaBepX, Ty/a, K BEYEPHUM TCHSIM,
Ha ckiione ceporo v BETpeHOro JIH4,

MBI i ¢ To00# BABOEM, IO KAMEHHBIM CTYIICHSIM.
C HeackoBOIi 11 HaC HEOECHOI BBICOTEI

Takoil HEaCKOBOIO BESUIO MPOXJIaA0H;

N aneabcuHHBIE HEBUHHBIE IIBETHI

biaroyxanu tam, 3a HU3KOIO OrpaJiou.

51 4T0-TO Ba’KHOE U 3J10€ TOBOPUIL...

VYapI0Ky MTOMHIO 51, HCITYTaHHO-HEMYIO. ..

1 65110 ICHO MHE: TEOS I HE JIF0OUT,

Te0s1, HEMTaBHIOKW, CIYYANHYIO, YYXKYIO. ..

Ho crano 601pHO, CTpaHHO CEPIy MOEMY,

W MbICIIh BHE3AIMHASI MHE YTy OCBETHJIA,

O, HemoOuMasi, He 3HAO MMOYEMY,

Ho »xmy TBOCIH 1100BH! X0uy, uT00 THI JTH00MIa! (Gippius,
“Stikhotvoreniia i poemy” 59)
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[Strange dreams | have sometimes.

| dreamed about how upstairs, towards evening shado
At the end of the gray and windy day,

We were walking together up the stone steps.
From the heavenly height, unkind to us,

The coolness was blowing;

And orange innocent flowers

Were blossoming there, behind the low fence.

| was saying something important and mean...

| remember a smile, frightened and mute...

And it was clear: | did not love you,

You — most recent, accidental, unfamiliar...

But it felt strange as my heart hurt,

And a sudden thought enlightened my soul,

Oh, unloved one, | do not know why

| am awaiting your love and want you to love me.]

The lyrical persona is again of masculine genddrfélied with conflicting
emotions: te6s s ne mobun” [...], “ Ho cramo 601b6HO, cTpanHO cepaiy moemy, 1
MBICJIb BHE3aIHas MHe aymy ocBetwia” [...], “ Ho sxay TBoei mo6Bu.” Just like Gippius
and Overbeck’s relationships, these lines exptessimcertainty and inconsistency of
Gippius’s feelings about her own sexuality and altloe other woman. There are two
more poems devoted to Elizabeth Overbéfkgeyixa sosoém (A Walk Together] 900)
andKoney (The End1901), in which Gippius is also presented as a&mal

Nny BCcE HaBepX, OIUHOKUH. ..

51 Opocui ee Ha ITyTH.

A 3naro: s noywken uaru.(Gippius, “Stikhotvoreniia i poemy” 65)
[l am going up the stairs, alone...

| left her on the way.

| know: | must keep going.]

MHe 0b110 HE TPYCTHO, MHE OBLIIO HE OOJIBHO,

S nyman o TOM, Kak Tbl MHOT'O XOT€JIA,

N maso cBepiniia, U Majio MOCMEIa;

51 nymai o ToM, Kak B IylIe MOEH BOJIBHO,

O towm, uto 3aps B HeGecax — moropena... (Gippius, “Stikhotvoreniia i
poemy” 75)
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[l did not feel sad, |1 did not feel pain,

| thought about how much you wanted,

And how little you did, and how little you dared;do
| thought about how free my soul is,

About the dawn that burned out...]

In both poems, the lyrical persona is explicitipnan who denies and deserts a
woman forever because she did not deserve “hint.Gtppius, it did not matter who
was in love with whom. The union of soul and bodystituted a personality with
feelings, passions, and doubts regardless of whitbg were physically male or female.

Not only did Gippius switch genders back and fantpoetry, as shown in the
examples above, in her short stories she someermassed her characters to shocking
and unexpected experiences. For instance, in thre stioryYou — Are YoTs: — Tsi)
written in 1927, the main character falls in lovihwa young woman in a mask:

Toapko 94TO 3TO CIYUIMUJIOCh — 4 MMOHsJI, TOYCMY HC MOT" OT HEC

OTOPBATHCS: TOTOMY, UYTO OBLT BIIFOOJICH, 114, BIFOOJICH, UMEHHO B HEe, U

HU B Koro Oousbie. IMeHHO oHa 1 Obl1a TalHOW PaZiOCThIO, KOTOPOU 5 BCe
BpeMsi xaasl. MHE Ka3aja0Ch, 4TO s YK€ BUAEI IJe-TO €€ JIMIO; JOJIKHO
ObITh, OHO MHE CHUJIOCH. =

[As soon as this happened, | understood why | coatdear myself away
from her — | was in love, yes, in love, with heora, and no one else. It
was precisely she who was the mysterious joy whigkd awaited all the
time. It seemed to me that | had already seendoer§omewhere; | must
have seen it in my dreants.]

At the end the main character finds out that steetgally a man in disguise:

D710 OBUIM TE XK€ IJ1a3a, Te Ke I'yObl, TO JKe TeJO, K KaXI0H KIETOUKe
KOTOPOTo BIIeKJIOCh Moe. CeKyH/1a HEABUKHOCTH — 3TO KaK OyaTO

XOJIO/IHAsl IPOBOJIOKA TPOCKOIb3HYA. [Ipockob3Hyna... U HE U3MEHUIIA
— HUYETO.

% FromMemyapor Mapmuinosa (Martynov's Memoiry 1927 http:/gippius.com/lib/short-story/memuary-
martynova.html

!> Translated by Temira PachmuSglected Works by Zinaida Hippijusniversity of lllinois Press (1972):
221
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Onsrts BMCECTC, B OJUH U TOT 7K€ MUI" MbI 5TO TOYYBCTBOBAJIU, CTCCHUB
00BATHS.

— Mapcens, He 60iics... He nymaii. PazBe He Bce paBHO? Pa3Be He Bce
PaBHO, €CJIH THl — ThI? 16

[These were the same eyes, the same lips, thelsadyeo which
every fiber of my own had been attracted. A seafrftesitation — it was
as though a cold wire had slipped through me. Stighrough... but
changed nothing.

We felt this at one and the same instant, agaiethay, while
tightening our embrace.

“Marcelle, don’t be afraid... Don’t think. Isn’t ieally all the same?
Isn't it really all the same, if you — are you?”]

After a short hesitation, both understand thatrfglin love does not depend on a
person’s sex and “you” remains “you” no matter whahtsse He Bce paBHO, €Clid ThI —
te1?” Gippius signed neither her poetry, nor proseener male pseudonym Anton
Krainii; yet the tendency toward male-gendered abi@rs can be traced in her short
stories and poems.

Finally, the other side of her masculine pseudorytime extremeness (“krainost”)
of Anton Krainii's character, was reflected in Gipgs poetry, as well, especially with
the advent of the Russian revolution of 1917. fagcinating to see how Krainii’'s style of
writing and straightforwardness can be found intth@ poems about the Revolution,
both written in the same year and signed under iGggpreal name, and to compare them
with two excerpts from Anton Krainii'&fumepamypuwiii onesnux (Literary Diary)
written in 1904 and 1907.

In 1904, in hid.iterary Diary, Anton Krainii discusses the question of religion

and how religious values were drastically changdgtlebeginning of the 20th century.

18 FromMemyapor Mapmuinosa (Martynov's Memoiry 1927 http:/gippius.com/lib/short-story/memuary-
martynova.html

" Translated by Temira PachmuSglected Works by Zinaida Hippijusniversity of lllinois Press (1972):
226
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Krainii does not mention the Revolution yet, butféels that in writers’ and thinkers’
minds the ideas of religion undergo their own ratioh: “The unbelievable statement: as
if stench could be holy. [...] Is there anything mdregusting or terrible for human than
the stench of smolder? The most nominal and atdahee time real name of the devil is
Stench” (Krainii, “Literaturny dnevnik” 117).

In October of 1917, Gippius writes a po&mu (Aphid9 where the motif of
“smolder” (tren) and “aphids” f1m) echo those of Krainii’'s essay of 1904.

[Ipunas k MOEMY HU3TOJIOBBIO,
BOPYUT, OyJITO BHICTPEIBI, TUIINHA,
3aMeKIIENCs YEPHOU KPOBBIO
HOYHAsl 1bIpa MOJIHA.

Mplcnu KanaroT, KanarwT CKYIo,

HET HUKAKUX JIIOAEH. ..

Ho ne ctpamHo... M Tonbko ckyka,
YTO KPYrOM — BC€ pblja TJEH.

Ty Mo MapTOBCKUM aJIbIM 30psIM
IIPOILLIM B TBO3/EBBIX CaIlorax.
Jlyma Ha Kjtoue, Ha TSYKKOM 3a1ope.
OrtBpar... TomHoTA... HO He cTpax. (Gippius, “Stikhotvoreniia i poemy”
47)

[Silence, having bent over my pillow,
grumbles like gunshot;

the nocturnal void is filled

with clotted black blood.

Thoughts drip, drip gingerly;

there are no people...

But this is not frightening... It is only boring,
for | am surrounded by aphid snouts.
Aphids wearing hobnailed boots

passed by in the scarlet dawns of March.
The soul is locked and is under a heavy bolt;
| feel disgust... nausea... but not fedt.]

The stench of the Revolution coming from clotteackl blood (“clotted black

blood”) corresponds to the stench coming from tleeibin the essay. Even though the

'8 Translated by Temira Pachmugimaida Hippius. An Intellectual ProfiléSouthern lllinois University
Press (1971): 200
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poem “Aphids” is directly related to the Revolutiand not the religious question, it can
be noticed that Anton Krainii’'s vocabulary and lmatsne imbue the poem and even
bring its content to an extreme: “It is only borjfigr | am surrounded by aphid snouts”;
“disgust... nausea... but not fear.”

Even more so, Gippius’s other famous poem abouRthalutionBecerve (JOY)
bears Anton Krainii's stylistic features.

brneBoTrHA BOWHBI — OKTAOpbCKOE Becenbe!

OT 3TOro 3710BOHHOIO BHHA. ..

Kak 6bu10 OMep3UTehbHO TBOE MMOXMETBE,

O Gennas, o rpemrHas crpaHal

Kakomy npsiBoty, Kakomy TCy B yroay,

Kakum komMapHbIM 00ySTHHBIN CHOM,

Hapon, 6e3ymcTBys, yOui cBoro cBoOoy,

N naxxe He yOMII — 3aceK KHYTOM?

CMeroTCst IbSIBOJIBI U TICHI HAl paObeil CBAJIKOI,
CMeroTCst yIIKH, pa3eBasi pThl...

U cxopo B cTapblit XJ1eB ThI Oy/elb 3arHaH MaJIKOH,
Hapon, ve yBaxkarommmii cBsateiab! (Gippiu, “Stikhotvoreniia i poemy” 48)

[The vomit of the war, this wild joy of October,

That comes from this offensive, stinking wine...

Your hangover disgusts me on this morning after.

O poor and sinful, pitiable land of mine!

What devil and what dog did you attempt to humor?
What nightmare held you helpless in its breath?

Your people in their madness murdered their owedoen,
Not even murdered... but flogged it to death.

Devils and dogs laugh at the melees of enslaved men
The cannons laugh with all mouths opening...

And soon a stick will drive them into some old lean
Those who have lost respect for sacred things!]

This poem almost mirrors Anton Krainii’'s essay vetit in his/lumepamypneutii
onesnux (Literary Diary) in 1907:
Nobody is being burned; nobody will be put to thech again, yet vain

thin smoke from the fires of martyrs has beenifigtour eyes.
Christianity in Europe is no longer burning... butaddering. Eyes hurt;

19 Quoted fromAnthology of Russian Poetby Yelaina Kripkov, p. 44
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the acid burning smell tickles the throat, andeéhemothing else. We do
not notice this little discomfort, yet by not notig it we accept it. [...]
Life has become ugly, the atmosphere of Christyanpoisonous, human
— sick and split. The longer these invisible chainsagainst each other,
the harder it is to breathe and live. [...] In higtdhe wave, having risen,
crashed from the human towards the lowest bestialiinal, blind, deaf,
mute, only mooing and stinking. (134)

Both the poem and the excerpt from the essay tlagstheme of the decline of
religion and the desecration of holiness: “Thos® Wave lost respect for sacred things”;
“Your hangover disgusts me on this morning aftepddr and sinful, pitiable land of
mine!” — in the poem, and “Christianity in Eurogenio longer burning... but
smoldering”; “Life has become ugly, the atmospher€nhristianity — poisonous” — in the
essay. Additionally, the image of a “beastigpr”) is present in both examples
described as the devilish and filthy creature regméing the total degradation of a human
and its turning into a devil-beast: “What devil amdat dog did you attempt to humor”;
“Devils and dogs laugh at the melees of enslaved!’ rfie the poem) and “towards the
lowest bestiality — final, blind, deaf, mute, omhpoing and stinking” (in the essay).

From the four examples discussed above, it carmbelwded that by signing her
poems under her feminine name, Zinaida Gippiubrstéined the masculine traits of her
pseudonym Anton Krainii that showed in all its f@lia the most terrible times for
Gippius — during the Revolution. After all, Gippiherself wrote that “In my thoughts,
my desires, in my spirit — | am more a man; in rogy— | am more a womai™

In conclusion, as Koroleva notes, without Antoniiiegthere would be no literary

epoch of the Silver Age:

Anton Krainii’'s contemporaries could treat disrespdly his polemical
performances, but without his short, witty, direbaracteristics one could

% Quoted from Pachmuss, “Contes d’amoetween Paris and St. Petersburg. Selected Diafies
Zinaida Hippius University of lllinois Press (1975): 77
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hardly imagine the literary epoch in full: he wakaeked, criticized,

argued, but he was heard as an equal, regardléss ‘Bémininity,” he

was heard as a person who had made his “humanech@foroleva 286)

This pseudonym did not only serve as part of Zia&dppius’s identity, but also

became the nominal name of a critic who could métgpius’s polemical talent and
boldness. Although Gippius herself indicated thetihitial choice of a masculine
pseudonym was due to common prejudice towards temialing, as mentioned in the
epigraph of this chapter: “It always seemed to ha it was more practical to speak the
most precious thoughts under the changing pseudomyder someone else's name [...].
Only in this case one can hope to hear their upati@valuation, [...] or even hope to be
read at all. Because subconsciously we overthravestl everything signed by a female

name” (Gippius 28), Anton Krainii blended into lparsonality quite naturally and was

not a mask but another side of her complex nature.
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CHAPTER IV

ANNA GORENKO AS “AKHMATOVA”

Kakyro BiacTh UM€EET YEJI0BEK,
KoTopslii naxke HEKHOCTH HE TTPOCHT!
51 He MOT'y IOJHATH YCTaJbIX BEK,
Korna Mmoe oH UMst TPOM3HOCHT.
Anna Akhmatova (“Putem vseia zemli” 68)

[How much power has this man
who does not even ask for tenderness!
| cannot lift my tired eyelids
when he says my name.]
The motif of a nameufvst) appears in numerous poems by Anna Andreevna
Akhmatova. It is sometimes her own namiépfi imenn MoeM TbI Oy/CITb BCIOMUHATS |
BHe3amHyio TOCKy HeHa3BaHHBIX keanuil | M B ropomax 3aayMunBeIX ucKaTh | Ty
ynuily, kotopoii HeT Ha iane” (Akhmatova 128) [Hearing my name you will remembe
A sudden anguish of unnamed desire | And in pereivas you will be searching for |
The street that isn’t on the map]; sometimes theasaof her loved onesfl“noasmaro
TPyOKy — 51 Ha3bIBaIO UMsI, | MHE OTBeYaeT rojioc — Kakoro Ha CBeTe HeT... <...>”
(Akhmatova 210) [l lift the receiver — | say thenm@, | The voice answers me — which
does not exist in this world]. In one of her poeshe also mentions her mother’s name —
Inna Erazmovna Stogova:
W xeHIMHA ¢ TPO3paYHBIMU TJIa3aMU
(Taxoii TTyOOKOM CHHEBBI, YTO MOPE
Henb3st He BCIIOMHUTD, TOTJISAEBIIN B HUX),
C pequaiiiiyM UMEHEM U OeJIoi PYUKOH,
N noGpoToii, KOTOPYIO B HACIEICTBO
A ot Hee kak OyATO TONMy4YWIa, —
HenyxHblit nap mMoeit sxectokoit sxusnu...(Akhmatova 298)
[And a woman with translucent eyes

(Of such deep blue, that to gaze into them
And not think of the sea was impossible),
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With the rarest of names and white hands,

And a kindness that as an inheritance

| have from her, it seems —

Useless gift for my harsh life...] (Hemschemeyer 509)

Most importantly, several times Akhmatova allude$i¢r great-grandmother’s
name which she took as her pseudonym which widibeussed in more depth
throughout this chapter.

Anna Akhmatova was interested in her own geneaswglywondered from whom
she might have inherited her poetic talent. Indhéobiographical essay she wrote: “[...]
In my family nobody [...] wrote poetry, except thesfiRussian poetess Anna Bunina
was my grandfather Erazm Ivanovich Stogov’s aunf’[(Suvorova 448). To find an
answer to this question, Akhmatova did a thorougtysof her roots and wrote a great
deal of commentaries on what she found in her membiodern historians have
researched Akhmatova’'s genealogy as well and diainave discovered factual errors
among the poetess’s records. True or not, Akhméaxan vision of her ancestors
shaped the creation of her poetic image and sesedpretext to the choice of her pen
name. So who were Anna Gorenko/Akhmatova’s anc&ator

Anna Akhmatova'’s great-grandfathers on her patesida were of common
origin and became part of the nobility through tarly service. Her great-grandfathers on
her maternal side, however, were born noblemenir flaenes were Ivan Dmitrievich
Stogov and Egor Nikolaevich Motovilov. The Stogewsre distant relatives of Novgorod
boyars. This fact was revealed by Akhmatova in B6l8em 7Tlpuody myoa, u omremum

momaenve” (“I will go there and weariness will fly away”

CroKOiHOW U YBEPEHHOM JTI000BH
He npeBo3mMoYb MHE K 3TOM CTOpPOHE:!
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Benp kamnenabka HOBOrOPOACKOM KPOBU
Bo MHue —kak npauHKa B menuctom Bure. (Akhmatova 22)

[My tranquil and trusting love

Of this place will never be conquered:

There’s a drop of Novgorod blood

In me — like a shard of ice in frothy wine.] (Herhemeyer 210)

Akhmatova paid particular attention to her ancestord their homeland®¢runa)

in her early poetry. Even a little drop of Novgotaldod meant a lot for the poetess:
“There’s a drop of Novgorod blood | In me [...].” THuAkhmatova was proud of her
diverse background. Nonetheless, Akhmatova wasuite interested in her father’s
ancestry as much as she was fascinated by hergyagatmother’s origin. Egor
Motovilov was a well-known and wealthy landowneoxsenuk) and his wife Praskovijia
Fedoseevna had the maiden name Akhmatova. Thesgagtese her great-
grandmother’'s name as her literary pseudonym; sdeder] an image of “babushka-
tatarka” and introduced it into her poetry, for exde, in the poent’kaska o ueprnom
konvye (The Tale of the Black Rin917-1936):

Mse ot 6a0ymKu-TaTapku

bbimn peakocThIo MOIapKHy;

U 3auem s xpemena. (Akhmatova 170)

[My Tatar grandmother

Rarely gave me (gifts;

And because | was baptized.] (Hemschemeyer 277)

This surname “Akhmatova” amazed Anna; it remindeddf khan Akhmat, the

last khan of the Horde’s yoke, and convinced hat tie blood of the Golden Horde’s
warriors flowed in her veins. Akhmatova believedging affiliated with those ancient

peoples and wrote about it in her autobiograplesabybyoxa (Shed:

| was named Anna after my grandmother Anna Egordwagvilova. Her
mother was related to Genghis khan, a Tatar prind&bmatova whose
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surname, without realizing that | would be a Rusgiaet, | made my
literary name. <...> My ancestor, khan Akhmat, wakediin his marquee
by a bribed killer, and this marked the end of M@ngolian yoke in
Russia, as Karamzin narrates. <...> This Akhmatt skinown, was
related to Genghis Khan. (Akhmatova www.akhmatawg.o

According to Vadim Chernykh, who did a profounddston Anna Akhmatova’s
ancestry (1992, 1993), Praskovjia Fedossevna Akbvaatas not a Tatar princess; in
fact she belonged to Russian aristocracy as thenakbvs were an old noble family that
had some ties with Tatars but shortly became riegs{fChernykh 71). Based on
Chernykh'’s research, there were no accounts oAkihenatovs family descending from
either khan Akhmat or Genghis Khan. Nevertheldsshistorian also noted that
Praskovjia Akhmatova’'s mother had the maiden naimegGdaeva — the name came
from the Tatar princes the Chegodaevs (ChernykhTiBrefore, Anna Akhmatova had
some reason to believe that she was an ances&ergghis Khan.

Along with Tatar origins, Akhmatova supposedly l@&@ek roots. According to
the family story, Anna’s grandfather on her fatkeside, Anton Gorenko, was married to
a Greek woman from whom Anna inherited her distuectacial profile. In heBanucnuie
knuocku (Notebooky Akhmatova wrote: “Ancestors: Genghis Khan. Akliftlae last
khan of the Golden Horde) [...]. Ancestors — Greeksst likely pirates” (Suvorova 81).
Although Chernykh questioned this assumption a§ vikkhmatova took the family story
and her own associations seriously and made itgbder poetic work and self-
fashioning; with her great-grandmother’'s name anekés origin she was one of the most
exotic figures of the Silver Age. As Lada Panowirok, “Akhmatova’s narcissism was

reflected both in her poetic self-descriptions anlder constant concern with images of

her by other poets [...]. Akhmatova’'s husbands, Isyand fellow writers painted her
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exotic appearance (Greek, or, perhaps, Greek-Tatdrand described her exceptional
position in Russian women'’s poetry using Queen emaf..]” (Panova L. 516).
Therefore, the “Queen” could in no way bear thé h@sne Gorenko. By choosing
“Akhmatova” instead, the poetess added a veil oftery and extraordinariness to her
poetic image.

Her pseudonym attracted attention — which she vedan full — much more than
her father’s ordinary name Gorenko. In fact, thenmmeg of the name “Akhmat” matched
the idea of success: “Akhmat” comes from the Turkiame Akhmet and Arabic Ahmad,
which means “commendable, distinguished, the miostogis” (Grushko, “Entsiklopediia
russkikh familii” 34). There is no doubt that Akhtoga achieved success and became
“Anna of all the Russiag* and her pseudonym played an important role irpbetic
career.

Even though Akhmatova’s choice of her literary nasnguite clear, it is of great
importance to mention what motivated the young Rumsborn poetess Anna Gorenko to
forever abandon her father's Russian name and adigpéign one. Akhmatova'’s close
friend and contemporary Lidiia Chukovskaya wrot&&m memoirs:

| asked who made up her pseudonym. — Nobody, aseolNobody took
care of me then. | was a sheep without a shepAaionly a 17-year-old
naughty girl could have chosen a Tatar name foussRn poetess. This
surname belonged to the last Tatar princes frontHtivee. | decided to
take a pseudonym because my father, once he fautrabout my poems,
said: “Do not disgrace my name.” — “I do not needryname,” | said.
(Chukovskaya 49)

From Akhmatova’s response it seems as though dhmesitatingly refused to be

Gorenko any longer, which proves that the fatherthe daughter did not have a bond

that could maintain their relationship. Indeed, widgna was 18 her parents got

L This is what Marina Tsvetaeva called Akhmatova jpoenZlatoustoi Anne — vseia RUdi916).
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divorced and Akhmatova rarely saw her father dfiex. Two years before the divorce,
Akhmatova planned to marry her first husband NikGamilev and wrote a letter to
Sergei fon Stein: “What do you think my father vely when he learns about my
decision? If he is against my marriage, | will mwmay and marrjlicolassecretly. |
cannot respect my father, | never loved him, so wbwld I listen to him?” (Chernykh
82). This letter is the evidence of Akhmatova’s égrtowards her father. Therefore, in
order to change her name she simply needed thstfast — her father’'s wordsHe¢
cpamu moe ums” (“Do not disgrace my name”).

Thus, the literary world of the Silver Age acquie®ussian acmeist with a Tatar
name. In different periods of Akhmatova’s creatativity, she treated her name
differently. For example, in her 198 wueckue momuswr (Epic motifg she wrote:

B 10 Bpems s roctuiia Ha 3emuie.

MHe nanu ums 1pu KpelieHbe — AHHa,

Crnanyaiitnee asist TyO JIIOICKUX U CITyXa.

Tak muBHO 3Hana 51 3eMHyI0 pagocth. (Akhmatova 90)

[At that time | was a guest upon the earth.

At baptism they gave me the name — Anna,

Sweetest of names on people’s lips and to thes. ear

So marvelous to me were earthly joys.] (Hemschemg@#)

As a matter of fact, the first name “Anna” embodiesitive connotation.
According to the Russian etymological dictionarg dime Oxford Dictionary of First
Names“Anna” derives from a Hebrew word “Hanna” meaniitte (God) has favored
me” — thus “Anna” denotes “favored” or “blessedbdfaronarusiii”) (Grushko, “Slovar
imen” 410 and Hanks 61). As Akhmatova writes, lirst hame brought her joy: “So

marvelous to me were earthly joys,” whereas tharli@ame brought her grief:

Tarapckoe, npemyuee,
[Ipuino u3 HUKYyAa,
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K mo6oii 6ene numydee,
Camo ono —6ema. (Akhmatova 280)

[Dense, Tatar,

It came out of nowhere,

Sticking to any possible disaster,

It itself — is disaster.] (Hemschemeyer 446)

Judging by these two fragments, it can be saidAkhtnatova was aware that for
her literary name she combined two names, firstlasig from two different cultures
(“And only a 17-year-old naughty girl could haveoskn a Tatar name for a Russian
poetess”). Yet this contradictory combination, ba tne hand, frightened her (“Sticking
to any possible disaster, | It itself — is disd$t@nd, on the other, excited her
imagination. Although Anna Gorenko never returrediér true last name and became
well-known under a catchy and mysterious name, Addove, her fate brought her more
grief (“gore”) than happiness. Throughout her poetorks it is obvious how “gore”,
from which Gorenko derives, and the mystery ofgsudonym are constantly
intertwined. Since most of Akhmatova’s poems hdeeents of autobiography, further
analysis of her poetry is needed in order to detenf her choice of a pen name affected
her life in any way.

In Akhmatova’s early works (1910-1913), the lyripgirsona is delighted to live
and create; she also devoted her verses to hdrgyeeamother:

BeceHHUM COJIHIIEM 3TO YTPO NbSHO,
N Ha Teppace 3anax po3 CIbIIIHEH,

A Hebo sipue cuHero QasHca.

TeTtpanb B 00105KKe MITKOTO cadbsHa;
YuTaro B HEH DJICTUH U CTAHCHI,
Hamnucannpie 6abyrmike Moei.

Jlopory BHXKY 10 BOPOT, U TYMOBI

beneroT 4eTko B H3yMPYAHOM JICpHE.
O, cepare aroout ciagoctHo u cieno! (Akhmatova 47)
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[This morning is drunk with spring sun,

And on the terrace the smell of roses is louder,

And the sky is brighter than blue faience.

The notebook is bound in soft Morocco leather;

In it | am reading elegies and stanzas

Written to Grandmother.

| can see the road up to the gate, and the posts

Stand out white against the emerald lawn.

Oh, the heart loves sweetly and blindly!] (Hemschgen 90)

From this poem, it is clear that she keeps the mgiwicher ancestors in her heart
and notebooks (“In it | am reading elegies andzdar) Written to Grandmother”), and
she seems entirely satisfied now that both herdimsl last name root from her mother’s
side of the family, as Anna was also the name ofjrendmother, the wife of Erazm
Stogov (Chernykh 84). Similarly to h&nuueckue momuset, in this poem the lyrical
persona is enjoying her life and being alone wehmemories: “Oh, the heart loves
sweetly and blindly!” which again attests to Akhona’'s appreciation of her past.

Three years later, however, the lyrical personaeanchanges toward a
depressive tone and the feeling of a loss of thedmne:

A TBI TUCHEMA MOU Oeperd,

YtoOBI HaC paccyauid MMOTOMKH,

Y100 oTUET/INBEN U ACHEN

Tw1 OBUT BUICH UM, MYAPBIA U CMEJIBIN.
B 6uorpadun cnaBHoil TBOEH

Pa3Be MOXHO OCTaBUTH MPOOEITHI?
CIIHIIKOM CJIAKO 3€EMHOE ITUThHE,
CHUIIKOM IUIOTHEI JIIOOOBHEIE CETH.
[Tycth kKOorma-HUOY b UM MOE
[IpounTaroT B yueOHUKE JIETH,

U, nevanbHy0 MOBECTH y3HAB,

[TycTh OHM yIBIOHYTCS JIYKaBO...

MHe 1100BH U IOKOS HE JaB,

[Tomapu MeHs ropbkoto cinaBoit. (Akhmatova 71)

[But save my letters

So that our descendants can decide,
So that you, courageous and wise,
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Will be seen by them with greater clarity.
Perhaps we may leave some gaps

In your glorious biography?

Too sweet is earthly drink,

Too tight the nets of love.

Sometime let the children read

My name in their lesson book,

And on learning the sad story,

Let them smile slyly...

Since you've given me neither love nor piece,
Grant me bitter glory’f

Akhmatova’s name in this poem is directly linkedgtgef: “And on learning the
sad story, [...] Grant me bitter glory.” She admitatther poetry will go down in history,
yet it will be “bitter glory” once her descendafited out about her “sad story” and judge
her for that. Therefore, the pseudonym will noebé to overshadow the meaning of her
true birth name “Gorenko” (“gorkoiu slavoi”). Altlugh the overall tone of the poem is
dramatic, Akhmatova is hopeful that her name, degpe bitterness of glory, will be
remembered: “Sometime let the children read | My@an their lesson book.” The motif
of “a glorified name” will once again penetrate haer poems.

In the meantime, the events that were happeninggidkhmatova’s early poetic
career defined the tone and main themes of her po@m 912 Akhmatova'’s son Lev
was born. In 1915 she wrok@si6envruas (Lullaby) for him into which her biographical
facts slip.

Jlaneko B Jiecy OrpOMHOM,

Bo3sne cuHux pek,

Kui ¢ geromu B H36y1uKe TEeMHOU
bennsiil 1poBOCEK.

Munanmmii cbiH ObUT POCTOM C TIAJTBYHK,
Kaxk Te0st yHATB,

Cou, MO# TUXHUH, CIIH, MOM MaJIbYHK,

Sl nypHast Mathb.
Jonerarot penko BeCcTH

2 Quoted fromAnthology of Russian Poethy Yelaina Kripkov, p. 209
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K Hamemy kppuibLy,

[Tomapunu OGenpIii KPeCTUK
TBoemy orny.

br110 Tope, Oynet rope,

I'opro HeT KOHLIA,

Ha xpanut csatoit Eropuii
Tsoero otia. (Akhmatova 181)

[Far off in the enormous forest,

Near the dark blue river,

There lived in a dark hut with his children
A poor woodcutter.

The youngest son was as big as a thumb —
How can | calm you,

Sleep, my little boy, sleep, my quiet one,
I’'m a bad mother.

News rarely flies

As far as our porch,

On your father they bestowed

A little white cross.

Sorrow behind, sorrow ahead,

Sorrow without end,

Now St. George watches over

Your father.] (Hemschermeyer 296)

While the beginning of the lullaby refers to Charkerrault'sHop-o'-My-Thumb
(Manvuuk-c-nanrvuux), the rest of it is about her husband and World Wk 1915
Gumilev was at the front and Akhmatova was lefhalwith her 3-year-old son: “News
rarely flies As far as our porch, | On your fattiery bestowed | A little white cross.” The
grief visits the home of the lyrical persona agama the word “gore” is repeated three
times: ‘beuto rope, 6yaet rope, |Topro Her konia <...>” (“Sorrow behind, sorrow
ahead, | Sorrow without end”). As if subconsciou8likhmatova surrenders to the cruelty
of fate and forgets the fearless essence of ther fiaime that she created for herself.
Moreover, it is interesting to notice how “gore’yrhes with “Egorii” which was a name
of St. George given to him in Russia — Egorii KhgalfEgorii the Brave). In fact,

Gumilev was awarded the St. George Cross duringvéirghat is supposed to protect
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him in the poem: “Now St. George watches over Yfather.” Ironically, “gore” and “St.
George” rhyme as though there is no way out ofghisf.

In 1917, Akhmatova employs folk themes in her poeftbrks yet again. She starts
writing her Craska o uepnom xonvye (The Tale of the Black Ripgut does not finish it
until 1936. The first two parts are of great impoxte as they both turn to Akhmatova’s
origin and at the same time contain the tracegofé” that never seem to leave the
poetess.

1

Mue ot 6a0ymKu-TaTapKu
bpun penkocThO MOAPKHY;
U 3ayem s kpenieHa,

I'opbko rHEBasIach OHa.

A mipes cMepThio To1o0pena
W Bnepsble noxanena

U B3noxnyna: “Ax, roga!
Bort u BHyuKa Monozna.”

U, npocTuBIIM HpaB MO B3JIOPHBI,
3aBeliana NepcTeHb YEPHBII.
Taxk ckazana: “OH 110 HeH,

C HuM eit Oyner Becenei.”

2

S npy3paM MOUM cKazaia:
"I"opst MHOTO, CHaCThsl MaJo,” -
N ymna, 3akpbIB JIMIO;
[Torepsina g KOJIBLO.

N npy3bst MOu cka3aiu:

" MBI KOIBIIO BE3/€ UCKAIIH,
Bo3sne mops Ha niecke

W mex coceH Ha myxkKe.”

U noruas meHs B anjee,

Tot, KTO OBLT APYTHUX CMeETIeE,
YroBapuBan MeH
[TomoxnaTe 10 CKIIOHA JHS.
Sl coBety yauBmIiIach

N Ha npyra paccepauniacs,
Yro ri1a3a ero HeXXHbl:

"I Ha 4TO BBl MHE HY)XHBI?
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TonbKO MOXKETE CMESAThCH,

Hpyr npen ApyroM MoxXBajsThCs

Jla mBeTHI croga HOCUTE.”

Bcewm Benena yxoauts. (Akhmatova 170)

1

[My Tatar grandmother

Rarely gave me (ifts;

And because | was baptized,

She was bitterly angry.

But before her death she softened,
For the first time she was sorry

And she sighed: Ah, the years!

Here’s my granddaughter a young woman.
And forgiving me my foolish ways,
She bequeathed her black ring to me,
Pronouncing: “It is for her,

With it she will be happier than | was.”]

2

[l said to my friends:

“There’s lots of sorrow, little happiness” —
And | left hiding my face,;

| had lost the ring.

And my friends said:

“We looked for the ring everywhere,

In the sand along the sea

And in the meadow among the pines.”
And overtaking me in the alley,

One who was bolder than the others
Tried to persuade me

To wait until the waning of the day.

| was amazed at this advice

And | got angry at my friend

Because his eyes were tender.

“Why do | need any of you?

All you can do is laugh

And brag to each other

About bringing flowers.”

| sent them all away.] (Hemschermeyer 277)

The lyrical persona receives a black ring as afigifn her dying Tatar
grandmother. “Babushka-tatarka” has willed thatrthg should stay with her

granddaughter because it fits her perfectly andifeewill be happier with it. Despite the

62



grandmother’s prophecy, the second part opensthetlyrical persona telling her friends
that she has lost the ring: “I said to my friend3:here’s lots of sorrow, little happiness,’
| And | left hiding my face; | | had lost the rihgGore” intervenes in the happy life
predicted by the Tatar grandmother and the grargitaunever finds the ring because it
turns out to have been stolen (in the third padthmatova keeps returning to the theme
of her past and tries to revive memories in thenpedhe memories she never had, hence
the genre of a folkloric tale. Although she recedieegift from her grandmother, just as
she adopted her last name, she lost it and consyguemained unfortunate. As a result,
Akhmatova’s Tatar name does not bring about hagpiaad “gore” wins once more, as
if she is destined to suffer from it.

In 1921, Akhmatova faced real grief as her firssltand Nikolai Gumilev was
executed. She wrote a poem on behalf of Gumilevhich the theme of a name comes
up again.

A ¢ Tob6oit, MOl aHTeN, He JTyKaBHII,
Kak e BBIII0, 9TO TeOsT OCTaBUII
3a ce0s 3aI0KHUIICH B HEBOJIE

Bceii 3eMH0#1 HemompaBuMoi 0011?
[Tox MocTaMu MOJIBIHBY IBIMSITCS,
Han xoctpamu UCKpPBI 30JI0TATCS,
I'py3HBblil BeTep OKasHHO BOET,

N mansHas nyns 3a Hesoro

Nmer cepaue 6enHoe TBOE.

U ogna B oMy oJieieHEI0M

Benas nexxunib B CUSIHBE O€IIOM,
Cnass ums ropbkoe moe. (Akhmatova 162)

[l didn’t mean to trick you, my angel,

How did it happen that | left you

Behind me, a hostage in bondage

To every earthly, irremediable pain?

Under the bridges, patches of open water stream,
Over the bonfires, golden sparks gleam,

The heavy wind howls like one of the damned,

63



And beyond the Neva the stray bullet

Searches for your wretched heart.

And alone in the icy house,

White, in white radiance you lie,

Praising my bitter name.] (Hemschermeyer 261)

This time the name of Gumilev is meant in the lagt “Praising my bitter
name,” but his wife is the one who is abandonedhasdito grieve: “[...]l left you |
Behind me, a hostage in bondage | To every eaithdynediable pain?” The motif of a
“glorified name” shows up again, but it is relatedhe bitterness of fate. Thus, this kind
of glory cannot be rejoiced: “irremediable painThe heavy wind howls,” “your
wretched heart,” “in the icy house,” “my bitter narh

In general, following Gumilev’s death, the vocaliylaf Akhmatova’s poems
tended to include more words with the same rodtesdather’'s name than her
pseudonym. For example, in the 1940 poem she stahts C Hosvim 2cooom! C noswim
eopem!” (“To the New Year! To new bitternesgs!”

C Hoseim rogom! C HOBBIM ropem!

Bort oH misiier, 030pHUK,

Han bantuiickum IBIMHBIM MOpEM,

KpuoHor, rop0ar u auk.

W xakoii oH xpeOuii BbIHYII

TeM, KOro 3aCTEHOK MUHYJ?

BeImimu B mone ymuparsb.

WM cBeture, 3Be3161 HeOa!

Nm yxe 3emMHOr0 XJ1€6a,

I'na3 mobumeix He BuaaTh. (AKhmatova 296)

[To the New Year! To new bitterness!
See how he dances, mischievous child,
Over the smoky Baltic Sea,
Bowlegged, hunchbacked and wild.
What kind of fate has he

For those beyond the torture chamber?
They have gone to the fields to die.
Sine on them, heavenly stars!

Earthly bread, beloved eyes,
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Are no longer theirs to see.] (Hemschermeyer 666)

Akhmatova’s dwelling upon the themes of grief, mong, and misfortune is the
refection of the atmosphere of those times — tlygnioeng of World War Il. The New
Year celebration turns into the battle field: “ThHegve gone to the fields to die.” “Gore”
appears in the very first line in the place of titaelitional New Year’s wishesC'Hossim
rogom! C HoBeiM cuactheM!” (“Happy New Year! Happy new joy!”). Being the ppsite
of happiness uactee”), grief fills the air as the war approaches aetsgloser to the
Russian borders.

In the ‘Tlocesamenue” (“Dedication”) of Akhmatova’sPexsuem (Requiemwritten
in the same year, the image of “gore” reachesaék by becoming stronger than
mountains:

IIepen 3TM ropem ruyTcs ropsl,

He teuer Benukas peka,

Ho xpenku TropeMHBIE 3aTBOPSI,

A 3a HUMU “KaTOP>KHBIC HOPHI~

U cmeprenbHas Tocka. (Akhmatova 223)
[Mountains bow down to this grief,

Mighty rivers cease to flow,

But the prison gates hold firm,

And behind them are the “prisoners’ burrows”
And mortal woe.] (Hemschermeyer 385)

Indeed, the grief doubles because of the imprisonimieAkhmatova’s son. In the
poem, both “gore” and “gory” share the same souitd two different semantics: “woe”
and “elevated.” By placing “gore” (woe) above “gbfynountain) (“Mountains bow

down to this grief’), Akhmatova enhances the powofegrief over the immovability of

mountains. Furthermore, by rhyming “gory” with “gzaty” (prison gates) and “nory”
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(borrows), the poetess seems to fall into despaingup to sorrow (“And mortal woe”)
as her birth name “Gorenko” becomes a prophecyisfoniune.
In the 1945 poemMens, kak pexy, Cyposas snoxa nosepuyra” (“1, like a river,

Was rechanneled by this stern ayedfter going through the two World Wars, the Civi
War, repression, and the banning of her poetry nddiiova experiences a turning point of
the epoch and her lifeMue noamenwm xxussb. | B npyroe pycio, | Mumo apyroro
noreksa oHa, | U s cBoux He 3Hato 6eperos” (“They gave me a substitute life. | It began to
flow | In a different course, passing the other,¢nd | do not recognize my banks”).
The lyrical persona is lost and terrified in thedaf the future. Here the theme of the
name appears again:

W >xenmmHa Kakasi-To Mo€

EnnucTBEeHHOE MeCTO 3aHsIa,

Moe 3akoHHEeHIIIEe UM HOCHT,

OcCTaBUBIIM MHE KJIMYKY, U3 KOTOPOH

S cnenana, moxanyi, Bce, uro Mmoxkuo. (Akhmatova 302)

[And some other woman occupied

The special place reserved for me

And bears my legal name,

Leaving me the nickname, with which

| did, probably, everything that could be done.gfkkchermeyer 514)

The lyrical persona has torn her ties with the @ard abandoned hope to be

heard or even recognized. Her name will not be rebezed, and her “klichka” — the
renowned pseudonym “Akhmatova” which now is jusicgkname — can no longer serve
her: “I did, probably, everything that could be ddnt is as if she is standing aside and

witnessing all that is happening around her. |s #ine is completely lonely; however, she

has no regrets:
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Ho ecnu 651 0TTY12 HIOCMOTpEna
51 Ha CBOIO TEMEPEIIHIOO KU3Hb,
VY3Hnana ObI s 3aBucTh Hakowell... (Akhmatova 302)

[But had | observed from there
The life I am living today,
I would finally discover envy...] (Hemschermeyer 515)

The next year poem¥! ysuoen mecsy nykaswiti” (“And the sly crescent moon”
asserts the theme of falling into oblivion:

U yBuaen mecsu ayKaBbli,
[IputaunBIIKiics y BOPOT,

Kak cBoro mocmepTHyto ciaBy

S1 MeHsna Ha Beuep TOT.

Teneps MeHs T03a0yAyT,

U xHUTH CTHUIOT B MIKaQdy.

AXMaTOBCKOM 3BaTh HE OYAyT

Hu ymuny, au ctpody. (Akhmatova 311)

[And the sly crescent moon

Hiding by the gate looked on,

As on that night | altered

My immortal glory?®

Now | will be forgotten,

And my books will rot on the shelf.

Akhmatova will be the name

Of neither street nor strophe.] (Hemschermeyer 696)

The name “Akhmatova” shows for the first and lastethere among all her
poems. She feels hopeless and hopeful at the sarmmeAlthough she is certain that she
will be forgotten, there is a glimpse of her oldmnon to make history: “Akhmatova
will be the name | Of neither street nor stroplites crucial to note that she finally
chooses her pseudonym over her real name Goreinkthis poem “gore” is peculiarly
absent. Therefore, it is only “Akhmatova” that abhlve become the name of the street

and the Akhmatovian stanza could have gained rettognNevertheless, her “glorified

% In the original it is “posthumous glory” fdcmeprras ciaga”) rather than “immortal glory” as given in
translation.
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name” is destined to be erased from history: “Nomilll be forgotten, | And my books
will rot on the shelf” because her poetry is nowtiad, and it may only be remembered
again posthumously (“my posthumous glory”).

In 1959, Akhmatova seems to unite both her reallig@ry name in one short
poemZms (Namg, which was mentioned above:

Tarapckoe, npemyuee,

[Ipumino u3 HUKYyAa,

K mo6oii 6ene numydee,

Camo oHO —0ena.

[Dense, Tatar,

It came out of nowhere,

Sticking to any possible disaster,

It itself — is disaster.] (Hemschemeyer 446)

With these four lines she puts an end to the lasgiig “battle” between her
father’'s name Gorenko and her great-grandmotharisenAkhmatova and makes the
conclusion that her pseudonym brought her onlyf:gt&ticking to any possible disaster,
| It itself — is disaster.” Consequently, her binme becomes her destiny in the two-line

poem:

UYro tautcs B 3epkane? —I'ope...
Yro mrymur 3a ctenoit? —bena. (1965)

[What is lurking in the mirror? — Grief...
What is stirring beyond the wall? — Calamity.] (H&shermeyer 766)

In the mirror, she sees the reflection of her bi@ime “Gorenko”; she is
surrounded by grief. She could not deceive herbfgteaking the pseudonym with the
positive meaning “the most glorious.” Although aftee ban on Akhmatova'’s poetry was
lifted, it was her pseudonym, and not her true naheg became famous and brought her

the recognition she deserved.
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CHAPTER V
CONCLUSION

While in the 18-centruy Russia women writers faced strong prepidicsociety
against female writing and consequently took orugeayms or were published
anonymously, in the 20century women had various reasons for making éeisibn to
use a pen name. In the Silver Age in particularas the custom of the time to adopt a
pseudonym for both men and women writers becawsding a fake name seemed
suitable for mystification and myth-creation prases Men could use numerous literary
names, yet they did not tend to hide their truafithe behind them, whereas women
writers often used pseudonyms to conceal theirrraades and gender, and thus gain
recognition.

In the case of Elizaveta Dmitrieva, for example pseudonym “Cherubina de
Gabriak” instigated the creation of an image ofyst@rious poetess that did not resemble
Dmitrieva and a poetic biography which did not IngjJao Dmitrieva. Consequently, the
pseudonym became Dmitrieva’s worst nightmare, aljhat gave the Russian literary
world of the 28' century one of the most talented and extraordipasts. Without the
pseudonym and imaginary poetess, Dmitrieva’s poetyld never be published.
Therefore, the pseudonym played a most signifiganfatal role in Dmitrieva’s life and
poetic career.

As for Zinaida Gippius, her male pen name alsodngteat impact on her life:
“Anton Krainii” was part of her identity and the teavoice that she wanted to be heard.
And she succeeded: “Anton Krainii” was treated mggual among male critics and

produced a great number of critical essays that &aigh place in literary polemics.
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Finally, Anna Gorenko chose her pseudonym “Akhmatalue to her father’s
discontent with her profession. With this pseudonghe intended to create a unique
image of a Tatar-Greek-Russian poetess and beclomiiegl, just as the name
“Akhmat” implies. Her fate, however, decided othemsvand brought her more grief than
happiness as if reminding her of the impossibityiding from her birth name
“Gorenko.”

The three poetesses lived and created in the sean€&heeir pseudonyms,
however, differed from one another as much as tiveis, works, and destinies.
Moreover, the initial reasons for adopting pseucdasalso varied. For Dmitrieva, it was
the editor’s rejection of her poetry; for Gippiitsyas the expression of her masculinity
and the desire to be treated equally as a critid;far Akhmatova, it was due to her
father’s discontent with her writing poetry undés hame. The three examples of female
writers prove that although there was a commonedeay of having a pseudonym among
writers of the Silver Age, each personality stoatifor the uniqueness and complexity of

character and each pseudonym affected their live#ferent ways.
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