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Introduction

HUcropus mrozeii -
Hcropus BoliHBHI,
Konstantin Balmont. VVoina.

The common wisdom Konstantin Balmont chose for the opening lines of his 1905 poem
“Voina”, one of the many immediate poetic responses to the Russo-Japanese war of 1904-5, has
for decades been used by different authors as an introduction to works on the literary
representation of war, quoted from a different, but still contemporary source, the British war
correspondent Colonel Repington: “the history of mankind, as the British military correspondent
Colonel Repington once remarked, is the history of war” [Hynes, 1998, p.XI. Cf. Ford, 2002,
p. 1 etc]®. This universal and universalist perception of war, however, in the twentieth century
came to be challenged by a very different attitude, alienating the concept, making it an offence
beyond the boundaries of human laws. The famous Auden’s “unmentionable odour of death”, a
poetic epigraph to WWII of a kind, juxtaposes the universality and routine origins of war to its
apparent transgressive character [Auden, 1940], the view culminating in Adorno’s proclamation
of the impossibility of lyrics as such after the machines of destruction of WWII. The key issue of
the article is this juxtaposition of the universal and traditional and the transgressive in the
immediate poetic response to the Russo-Japanese war with the focus on the poetic devices the

poets or authors of doggerel employed to represent war’s transgressive hypostasis.

The Russo-Japanese war, the first war for Russia after almost three peaceful decades and
the first major conflict to begin in the 20" century was in many ways a precursor to its two great
wars, or ‘world war zero’, in the way the authors of a recent volume chose to put it [Steinberg,
2005]. The collective volume addresses political, military, technological and other aspects of the
war, emphasizing the ways in which the Russo-Japanese War “presaged” the Great War of 1914-
1918 “that were either unknown, undiscovered, or undeveloped in its more recent European and
American antecedents”. These included new technologies and weapons causing mass deaths and

new kinds of military confrontations as well as the new uses of the media [Steinberg, 2005, p.

3 Accidentally, Repington covered the Russo-Japanese war as a war correspondent and published it as his first book, The War in
the Far East (1905). He is best remembered, though for being the first to use the term ‘First World War’ in his third book, The
First World War, 1914-1918 (1920).



XX]. The new experiences of war meant its reception back at home had to be adjusted

accordingly.

Apparently, the palette of attitudes towards war as shown not only in the press, but also in
the poetry is quite varied. However, it does fall within the space between the two extremes of the
universal law and a lawless intrusion. Translating the opposition into cultural and linguistic
concepts, we could present it through the prism of translation theory as ‘domestication’ and
‘foreignization’, in terms of Lawrence Venuti [Venuti, 1985, p. 20]. The task of the present
article is to discuss the means of transgression, or, for that matter, foreignization, comparing
them to the other parts of the spectre.

The immediate literary response to the war was quite varied and formative for the later
writings. The most popular war genre, the war report, was read widely, especially pieces by
Vassily Nemirovich-Danchenko, the most famous war correspondent of the time. War
correspondencies were the main source of information about war, bringing the far war fields and
alien geographical entities as well as new disastrous technologies back home to the reader and
thus domesticising them. However, in the opposite ‘camp’ war was discussed as the
unmentionable evil, the transgression, the view most famously and vehemently presented in Leo
Tolstoy’s letter “Bethink Yourselves”, first published in English in The London Times in 1904
and for decades banned from publication in Russia. The letter portrays war as a crime against
Christianity and human nature, comparing it with common murder or assassination:
“Spontaneous feeling tells men that what they are doing should not be; but, as the murderer who
has begun to assassinate his victim cannot stop, so also Russian people now imagine that the fact
of the deadly work having been commenced is an unanswerable argument in favor of war”
[Tolstoy, 1904]. The quintessential fiction of the Russo-Japanese war, “The Red Laugh” by
Leonid Andreyev epitomized the senseless mass slaughter, characteristic of the war, with the
fatal injury of the hero being caused by the friendly fire, demonstrating the obscenity of war and
the failure of the human mind to embrace it. Following in the footsteps of Garshin, Andreyev,
however, shows the reality of the 20" century, with its new much longer-range and more precise

arms, and alienates both the essence of war and its modern development.



The poetry of Russo-Japanese War did not have that much impact. For one thing, the
immediate poetic response to it brought few pieces of high aesthetic value, as is the case with
most poetry written on occasion. The narrative of the Russo-Japanese war was mainly formed in
prose, which is only typical of the narrative. Still, the body of what could, in a wider sense, be
called the poetry of the Russo-Japanese War is quite extensive, embracing both the poems by
first- and second-rank poets (Briusov, lvanov, Balmont etc.) and jingoist verse and doggerel,
published in patriotic and special war periodicals (such as Russkij Vestnik, Voina v Yaponii, etc.)
and even thematized collections of such verse (Otklik Russkogo Serdtsa na Sobytiya Dalnego
Vostoka, etc.), or lavishly printed by satirical journals and satirical sections of more serious
magazines in the first months of war (Oskolki, Voenno-Politicheskiye Otgoloski, a specific
section of Russkij Vestnik, etc.). This kind of material can be accumulated in great quantity, but
for the present objectives it is not discussed in its totality. To make the body of the poems under
consideration representative, apart from the patriotic verse mentioned above, it includes
publications from the opposite camp, i.e. magazines Russkoye Bogatstvo and Mir Bozhiy, which
is a very different quantity of verse, though, as the number of verse addressing war in Russkoye
Bogatstvo is really scarce whereas Mir Bozhiy has none, even if the main part of the other
sections of the magazine (prose included) deals with this subject in this or that way. On the other
hand, part of the body of poems and songs amassed by the revolution of 1905 is rooted in the war
and thus is to be discussed within its context, especially since it takes the notion of transgression
even further, both in terms of the original offence of the state and the fair response to it.

The following analysis is to show the way the Russo-Japanese War is represented in the
verse of 1904-6 exploring different poetic devices used to bring war back home. The concept of
transgression is partly based on problematization of the divide between the war front and home,
posing reception of the war tidings as something to undermine the stability and the borders of the
world around, on the one hand, and the mechanisms built up to restore them, on the other.
Accordingly, the poetic devices under consideration will be discussed in terms of alienation (an
analogue of Venuti’s foreignization) and domestication (to borrow Venuti’s term)”, with some of

them posed as sites of both at the same time.

* Inconsistent as it may seem, such a partial borrowing is better suited to the objectives of the present work.



The Original Pastoral: Domestication

The expeditionary war, fought thousands of miles away from both Russian capitals, the
Russo-Japanese war underscored the inevitable distance between the war theatre and everyday
life in many different ways with the focus on the two opposing forces, geography and
technologies, employed to overcome it. The distance was covered by railroads and steamships,
taking soldiers and war correspondents to the front and bringing back the dead and the wounded,
and the “electrically-based means of communication”, thanks to which “both the home front,
and, indeed, the entire world might learn about maritime and battlefield outcomes within a matter
of hours” [Steinberg, 2005, p. XXI]. All these, according to the authors of the editorial
introduction to The Russo-Japanese War in Global Perspective, made the war closer to the First

World War than the wars of the previous century, ‘world war zero’, in their terms.

The traditional poetic way to overcome the distance between the lyric persona and the
war and to address the events of the front is that of empathy and poetic license: war is
‘domesticated’, i.e. placed in the traditional poetic setting, against a landscape, which makes it
indistinguishable from poetic projections of love, or anguish, or other events, phenomena or
notions as presented in the bulk of verse published in periodicals, mainly recycling pastoral
images in cliché expressions. The traditional parallelism in the sets of images and tropes
facilitates mental appropriation: the original pastoral peace of the countryside is disturbed by a
storm: war undermines the pastoral - this ‘domesticating’ attitude can be traced most patriotic
verse that flourished throughout 1904. Thus the battle of Chemulpo Bay is preempted by the

signs of storm in the sea landscape:

MeuyTtcs Oenbid yailku. ..
YTO0-TO BCTPEBOKHIIO HX:
Uy? 3arpemenu packaTbl
B3pbIBOB nanekux, ryxux...

Tam, cpeau nryMHaro mMops,
Brercs AnapeeBCcKkHil CTAT:
beercs ¢ HEpaBHOO CHIION
I'opneiit kpacaser - «Bapsry -
Anonymous. “Varyag” [Otklik, 1904, p. 33],

and an attack at Port Arthur is seen through the prism of a disturbed quiet of an oriental night:



YcHyn ApTyp B THUILIM BOCTOYHOW HOYH,
JlyHa nibIBeT, CKOJIb3 MEXK JbIMHBIX TYY,
PednekTopoB uy10BHIITHBIE OYH

Ha rpeOHu BOJTH KUJIAIOT SAPKH JIyd

Brpyr Oartapeii oruu 3arpeneranu
C pa30yXeHHBIX TPEBOTOl OEperos,
To mymku qpy>XKHBIM TPOXOTOM BCTpEUaIN
B HOuM, Kak TaTh, MOJKPABIINXCS BPAroB.
L. Kologrivova. Nochnaya ataka [Otklik, 1904, p.

70-1].

Another important domesticating poetic device is permanent allusion to the poetic
tradition presented both in poetic clichés and bookish archaic lexis (uy, xak taTh, €tc.). Both
poems as well as many others present the Russo-Japanese war as a quintessential war read in
traditional oppositions of the Russian epic heroes (‘Buts3p’ is a common nomination) and the
enemy, the proud beauty (ropasiii kpacaser) and a stealthy creature (kak TaTh MOAKpaBIIHICS),
the Russian bravery and the Japanese boastful cowardice (the subject of many poems, such as

“Kazatskaya”, or “Pesnya Russko-Yaponskoy Voyny™).

Thus, the domesticating approach of the bulk of verse published in periodicals seems to
grow even stronger as the distance between home and the war theatre grew and as the strategies

and tactics of war became new and disturbing.

Newspapers as an Ambiguous Means of Communication

The poetic familiarity of the discourse covers the distance between a soldier and a
civilian, both geographical and existential. However, the distance is usually implied, even in the
mention of it being overcome, of the tidings travelling far and fast:

[TycTh k€ 1o cBeTy BceMy

BecTb 0 mobenax opy»kus HaIero
I'po3HOI HEceTcst BOTHOIM -

® Cf. Ml 1oKaxeM CBOIO XpabpocTh

Kenromupim 3eim Bparam! (M. Zotov. Kazatskaya) [Zotov, 104, p. 5]

or:

Hexpuctb XUTphIit ¥ TyKaBbIi

B3myman ¢utot Ham ucTpeduTh,

Ho npunuiocs eMy ¢ 1o30pomM

Ot Aprypa orcrymuts (M. Zotov. Pesnya Russko-Yaponskoj Voiny) [Zotov, 1904, p. 10].



Anonymous. Mnogaya leta tsaryu pravoslavnomu [Otklik, 1904, p.
15].

In fact, it is the focus on the means of communication, the media, that becomes the first
sign of alienation (the distance between the war and the poet) and poetic transgression as
communication undermines the pastoral cliché poetics with disturbing diction and notions. It can
still be included in the overall domesticating discourse, embracing the newspaper and the

telegraph as a modern way of glorifying the heroes:

Eme Bokpyr rpemat xBaiusl «Bapsry»,
Emie He cMOJIK B e4atu Apy>KHbII X0p,
BoccaBuBimit reporcKyro oTBary,

C KOTOpPOIO OH Ja]1 Bpary OTIIOp,

A Tenerpac¢ OpicTpee yparaHa

VYaxke nocnen 1o Bcer Pycu pasnects

O noxsurax xomannasl PerBuzana

KopoTkyto, HO paOCTHYIO BECTb.
S. llyin. Stikhi, Ocherki i Kartinki [Otklik, 1904, p. 40].

or underscore the distance, playing the newspaper back at home as a means of both division and

communication and showing the lyric persona’s position in the home front:

boprs6a He TuXHET. B kaxxoM gome
Crout KpoBaBasi MeuTa,
N xziem MBI B TATOCTHOM UCTOME
Ct0n0110B ra3eTHOTO JIUCTA.
Briusov. K sograzhdanam [Briusov, 1906]

and:

Urto nanwiie Oynaer, s HE 3HAIO,
lNazery Ka)plil 1eHb YUTALO, -
B Hel nuiyT MyapeHo:
Snowern, Bulb, 00eCKypakeH,
N B Tpayp Humnmon Bech HapsiKeH,
A mopT-apTypckuii (GpI0T mocaxxeH
Ha camoe Ha nmo.
Sologub. Da, Byli bitvy...

The two latter examples, written by famous symbolist poets rather than anonymous and
unknown patriots, introduce a lyric persona, who is a socially distinct type and an individual (an
urban dweller, as in Briusov’s poem, or a former soldier wounded at the front of this war as in
that of Sologub’s) as opposed to the impersonal or generalized voice of the patriotic verse en
masse. And each of the poems estranges the war by means of perspective (from a peaceful city at
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home), the lyric persona and the newspaper. In each case the newspaper deepens the divide as it
accentuates the time of waiting (kamem MbI B TsAroctHO# mcrome) Or the cunning (mumryt

Mmyapeno) inaccurate information, dressing up defeat as victory.

The further problematization of the newspaper with highly ironic attitude towards the role
of the press, this time criticized for its treacherous lack of patriotism and attention to Japan, may
be found in a poem from “Voenno-Politicheskie Otgoloski”, “Chuzhoe lutshe”, by the main

author of the doggerel in this section, N. Sokolov:

S mro0I110 YUTATh B ra3erax
JIHEBHUKH KOPPECIIOHICHTOB,
W60 B HUX 5 3aMeUaro

MHOro HOBBIX 3JIEMEHTOB.

[...]

51 y3Hai, 4TO B KaXKIOM Jelie
Bce eme MbI koe-Kaku:
Hac naBHo onepeaunnmu
brnaropoansie makaku, -
[Russkij Vestnik, 1904, 8, p. 933-4]

K. Balmont in his heavily ironic “Voina” addresses the newspaper as a symbol of
division between the front and the home front in a different way: he poses it as an epitome of the
peaceful coziness of the capital, the quintessential city, on par with the opera and the jolly daily

life of the capital sociolites.

A naneko, B ropojie, TJi¢ BOp TOTOBUT CMETHI,

JIrogu KpenKOBBIHBIE CMEIOTCS, NIBIOT, EIAT.

Capiutest: "Yro HoBoro?" Crierka mypuiaT ra3ersl.

"Bsl ceronns B Onepe?" - "B naprepe, narslil pan'.
[Balmont, 1911]

The irony is double: the newspaper, usually the link connecting the theatre of war to the
capital becomes the symbol of the city undisturbed by the sounds of war whose heavy and loud
explosions of the previous section of the poem (tsokenbie packatsl, / [MMH CBUHIIA U TTOpOXa,
HaTeBbI MMyJb 3BEeHAT) are juxtaposed with the quiet whisper of the city life underscored by the
quadrupled sibilant [sh] of the third line of the stanza (Casmmmrcs: "Uro HOBOro?" Crerka
mypmar rasersi), constituting the mere fabric of urban life. The symbol of the city’s daily

routine becomes a means of communication with something that is to explode it.



Distance, Toponyms And Alienation

The ambiguous role of the newspaper, connecting the everyday with the war theatre and
still emphasizing the divide, is supported by that of toponyms, operating as a powerful means of
estrangement and transgression. The enormous distance between the war theatre and both
Russian capitals was underscored by the foreign names, alien to the very linguistic structure and
phonetic system of the Russian language. The landmark toponyms of the previous wars,
Borodino and Paris, representing the war of 1812, or Sebastopol, the site of the Crimean war, or
even Samarkand (the Turkestan campaign) and Plevna (the Balkans) were already familiar to the
Russian ear or easily acquired by the language and adapted to its rules, while Tsushima,
Chemulpo, Shaho or Liaoyang were absolutely alien to the spoken language and printed page, to
say nothing of the verse. Including the ‘barbarous’ names in the poetic diction disturbed its
smooth course, thus reproducing the effect war was having on the everyday life of a city dweller.
Elsewhere | have discussed the poetic functions of Port Arthur in the verse of the period
[Ostrovskaya, 2013, p. 8-23], so here I will just briefly outline the main uses of ‘barbaric’

geographic names in general.

The strangeness and alienness of the foreign names are striking as the toponyms first
come to be mentioned in the press. Thus the famous memoirist Eric Golerbach mentions ‘the
singing and strange Japanese names’ that inundated the newspapers as the Japanese were sinking
the Russian fleet, putting together Liaoyang and Fujiyama (mount Fuji), Tsushima and Port
Arthur:

<...> B IIepBbIC JTHU, KOTJIA STOHIIBI TOMWINA PYCCKUH ()JIOT W ra3eThl ObUTM MOJTHBI IEBYYHMH U
CTPaHHBIMH SITOHCKUMU MMEHaMH. B uepHylo simy OecciiaBusi yxHyJia pPyccKasi MOILb, U BBIXOAMJIO, YTO
BceMy BHHOIO Obl1 He To Dysusma, He To JIsosH. [lommm B Xox kKoHQeETHBIE KOPOOKH C SIMOHCKHUMHU
BHJaMH, ACIICBEHbKUE Beepa ¢ reiiiamMu. BedepoM 3a yaeM IOBOPHIM O HEXOPOIIMX MHTEHAAHTaX, O

[lycume u IMopr-Aprype [Golerbakh, 1998, p. 25].

With time, as the war unfolds and, later, becomes history, the geographic names assume
the function of a compressed narrative, referring to the full story but never presenting it in its
fullness. In later poetry they acquire completeness of a narrative, where the first, introductory
signs (the modern media and the alien toponym) stand for the whole of the trauma of the Russo-
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Japanese War, or wider, the wars of the twentieth century®. According to Natalya Gryakalova,
geographic names become the topoi of pain, trauma and national humiliation: “Liaoyang, Shaho,
Mukden, Tsushima... The alien to the Russian ear geographic names marked the spots of pain
for the historic memory and the wounded national consciousness of the contemporaries of the
Russo-Japanese War” [Gryakalova, 2008, p. 183]'.

The immediate response to the events will not produce this kind of connection, but the
alienation will show as the Japanese names get into the verse. The poems of the previous wars
that mainly integrated the names better adapted to the rules of Russian language and the system
of Russian verse still tended to put the toponyms in the ‘outer space’ of the verse, such as the
title. Thus in the Crimean War corpus of poetry, “Soldatskya Pesnya v Sevastopole” by
Apukhtin, “Sevastopolskoye Bratskoye Kladbische” by Fet, “Sevastopol” by Nemirovich-
Danchenko will not repeat the geographic name from the title. Similarly, the loci of the Russo-
Japanese war are often kept outside the main body of the text, especially in the writing of
prominent Russian poets, such as Briusov or Ivanov, whose voices were heard more distinctly as

it became clear that Russia was losing the war.

The battle of Tsushima was quite a landmark in this respect and generated response from
different poetic strata, including symbolists. Vyacheslav Ivanov and Valery Briusov both wrote a
poem entitled “Tsusima”. Surprisingly as it may seem, they have important compositional
similarities. The eponymous toponym appears only in the title, whereas the body of the poem is
left untouched by the hostile name and addresses the defeat as an abstraction through, among
other things, other geographic names. Briusov reads the ongoing events as part of the Russian
history on the ‘Roman’ scale, connecting the Far East (Dalniy Vostok) and Rome as geographic
names ‘of a higher order’ in the last two lines of the poem (unlike the offending Tsushima that is

left in the ‘outer’ space of the poem):

U cHoBa Bce B Bekax, Jaleko,
Yto ObLI0 OJIM3KUM HAKOHEL, -
N ckunerp [Jansrero Bocroka,
N Puma Tperbero BeHen
[Briusov, 1906].

® The best known poetic references to this narrative are the famous passages from the 1940 longer poem ‘Putem Vseya Zemli’ by
Anna Akhmatova and 1986 “Predstavlenie” by Joseph Brodsky.
" Quoted in my translation, E.O.
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and depicting the defeat as the lost chance to become the ‘Third Rome’. The juxtaposition of a
symbolic and a real name works both ways: the possession (the ‘sceptre’) of the real Far East
justifies the symbolic Roman crown, whereas the significance and might of Rome retroactively
elevates the Far East. lvanov uses a similar technique to suggest a combined Biblical and
mythological interpretation, also including another toponym of a much ‘higher order’, Siloam,

and another proper name, the mythical Phoenix in the body of the poem.

O Cuiioam cienot, OTMCTUTEINIbHBIN KocTep!

[...]

Krto ®enukc, - Bo3nerut! Ko @enukc, - uzbdeper
OrHs CBATHIHIO POKOBYIO!
[Ivanov 1974, p. 252].

His choice of proper names shows a very different perspective at the tragedy, interpreted
by Avril Pyman as “words of comfort and inspiration for Russia” [Pyman, 2006, p. 251]. Thus
the mythology Ivanov chooses is not that of a lost case but that of the necessary suffering, the
purifying spring and then fire that is to bring Russia the ultimate triumph. To gain hope via
toponyms, the poet moves even further into the realm of abstraction, further disembodying the
Far East and the sea.

To extend the list of compositional similarities, both poems have epigraphs. In Ivanov’s
case, the epigraph is a news item relating the rescue of the cruiser Almaz in the dry diction of a

communiqué:

«Kpeticep «AnMazy IpopBaJiCcs Ype3 Helb HENPUATEIbCKUX CYI0B M IPHOBLT BO BiraguBocTok».

W3 BoeHHBIX pensiuuii —

The composition of transgression in Ivanov’s case is very exact: the enemy and the prose
are left without, in the title and the epigraph, emphasizing the media as a way of both
domestication and alienation. The more is the contrast of the harsh reality as presented in the

newspapers and its pure sense, ‘realiora’.

Briusov’s composition is of a different kind. His epigraph is poetry rather than prose and
from a classical source, ‘Napoleon’ by Pushkin. In this case the ‘outer spaces’ of the verse are
juxtaposed: the tragedy of the defeat is put into the literary and historical context as early as in
epigraph, suggesting a glorious death and grave not in the dry diction of war news and military

communiqué, but in poetic quotation, highly loaded with allusions and implying both defeat and

12



glory. The opposition between the title and epigraph and the body of the poem works here, too,
as neither the toponym nor the quotation reappear in the poem, but the transgressive toponym is
counterbalanced by the pair of geographic names representing geopolitics (the Far East) and the
symbolic mission of Russia (Rome). On the other hand, the juxtaposition of the real and

symbolic space becomes the main compositional principle for both spaces.
Toponyms in Revolutionary Projections

The implications of geography being the same, the approach changes in the revolutionary
verse, which deliberately projects the events of the Russo-Japanese war onto the Russian soil to
accentuate the violence that provoked violence. In poetic transcription it turns into projection of
the war geography, i.e. war toponyms, which again function as compressed narratives with

Tsushima and another fatal site for the Russian arms, Mukden, being the most obvious loci.

Thus the notorious ‘poetic proclamation’ by Konstantin Balmont [Ermachenko, 2006]
“Nash Tzar”, part of “Pesni mstitelya” is most famous for its first lines, uniting Mukden and
Tsushima in the image of a ‘blood stain’, the three of them making a metaphorical triade

representing the Russian tzar to be followed by a thread of images and metaphors:

Ham naps - MykneH, Ham naps - Llycuma,
Ham naps - kpoBaBoe IATHO,

3JI0BOHBE 1TOPOXA U JbIMA,

B xotopom pa3ymy - TEMHO.

The military defeats, the political failure of the tzar are interpreted as deliberate malice,
projected back to where it was conceived, to the site of coronation festivities that turned a bloody
tragedy. The prophetic militant poem plays with space and time, overimposing the bloody
narrative of the current war on the tragic narrative of coronation festivities some 5 or 6 years ago
to make the two of them fire back in the national ire getting the central character from coronation
to the scaffold:

KT0 Hauan napctBoBath - XO0ABIHKOM,
ToT KOHUHUT - BCTaB Ha AMIAQOT.

In this case, geography is used as a mechanism of transgression in the body of the poem.

Instead of using the ‘outer space’, the poet disfigures the body of the poem itself. The

13



placenames form the basis of the symmetrical construction of the poem: two toponyms in the
very first line of the first stanza and a toponym and a functional name of the place (scaffold) in
the last two lines of the last stanza. The symmetry of time represented by the same names is even
more fearful: from the recent battles to the very beginning that is to preempt the inevitable end.

The parallel between the war and revolutionary events was pretty obvious and common in
the revolutionary press. For example, “The Soldatskaya Zhizn”, the newspaper of social
democrats, in its first issue of February 5, 1906 discussed the December events of 1905 in the

same geographical coordinates as Balmont, comparing Moscow to Mukden:

Kak mog Myknenom, 6oii pogosnkaics 10 guel u, kak nog MykaeHoM, B MockBe
LeJble JHU TpeMeny MyIkyu. Hapoa 3axBaTui orpoMHbIE KBapTalbl, yKpENHi HX OappHUKaIaMy,
pa3o0pai opyxkeiiHble Mara3uHbl, Boopyxmics [Soldatskaya Zhizn, p. 1].
The same issue published “Na Rodine” by Tatiana Schepkina-Kupernik in which the
same pattern was projected on different cities, Port Arthur (also mentioned in the first line as a
point of reference) and Petersburg (implied by the events and topography) [Ostrovskaya, 2013,
p. 22-3].

Military boats

Even though the significance of toponyms for the poetry of the Russo-Japanese war can
hardly be overestimated, other proper names also play an important part in it. Thus, names of
boats are most common signs of the war, present in a whole range of poems, especially those
with ‘traditional’ poetics and general ‘domesticating’ approach. The all-knowing up to December
1904 “Otklik” has a section fully devoted to the most famous boats of the war, “Varyag” and
“Koreets”. The poetics of outer spaces works here, too, e.g. “Varyag” by V. Zhukov will not
repeat the name in the body of the poem, the sunken cruiser being the lyric persona. The idyllic

countryside at the beginning of the poem:

Branmu ot naxoTel M HUB,
Bpanu ot roBopa Jto1cKoro,
[IIlyMHUT TaMHCTBEHHBIN 3AJIUB
U 6e33a60THO U CYpOBO...

14



is contrasted with the description of the battle, where proper names are included to represent the
glorious history rather than present day war, or to inscribe the symbolic glory onto the real space.
The sunken cruiser will see the shadows of Kornilov and Nakhimov reminiscing the battles of

Sebastopol:

A Hazji0 MHOM CKBO3b IIPU3MY BO/I,

C OeCre4HO# JIETKOCThIO, KaK ITUIIA,
To Tenp KopHuiioBa MEIbKHET,

To Tenp HaxumoBa nnpomuurces. ..

OnHu npUIUK U3 JATBHUX CTPaH —
OT ceBacTONOIBCKUX (POPIOCTOB.
U, mo3a0bIBIIM TAXKECTH pPaH,

Tpenemer B pagoctu MOl 0CTOB!
[Otklik, 1904, p 34].

Personification of the boat (boats) becomes a common device which can be combined
with another common approach, i.e. inserting the name into the otherwise heavily archaic

stylistics and imagery of a poem:

Tel MuUpy moka3zan Bennuue Pycu,
Tr1 — 6OTaTHIPh, THI — BUTA3b, OOTOM JTaHHBIH.

[...]

ThI cbIHA CBOETO, AUTS CBOE POJHOE,
He naB ero Bparam, pykoii cBoeil you.
U cbiH TBOM, TBOM «Bapsr», co cjiaBoil OMOYuII.
Vassiliy Zeveke. Posvyashaetsya Kapitanu

1-go ranga V.F. Rudnevy [Otklik, 1904, p. 32].

To achieve personification an author might play with punctuation, i.e. quotation marks.
Thus even if the title of a poem by L. Kologrivova uses punctuation in the traditional way and
reads ““Varyag’ i ‘Koreets’”, in the body of the poem quotation marks are forgotten and the

boats become heroes praised by the lyric subject in first person plural:

MBI B opTe CTOSUIA B TOT A€Hb POKOBOM,
Kak >xepTBBI KOBapHOH 3acaipl,
Bapsr u Kopeer B HepaBHBIi 1111 OO,

OnHU IPOTUB TPO3HOM TPOMa/IBL.
[Otklik, 1904, p. 36].
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The same distinction is relevant in an anonymous poem “Podvig ‘Retvizana’ [Otklik, 1904,
p. 36].

N. Nikiforov in “Geroyam ‘Varyaga’ i ‘Koreitsa’” uses both methods: he mainly employs

the quotation marks but for one line, again reminiscent of the Russian vityazi:

W, pycckoii 1o65ecThIo ropsl,
Bapsr, kpacasen BesM4aBblid,
Hagctpeuy cmeptu B 00it KpoBaBbIit
[Tomen ¢ monuTBoOM 3a Laps.
[Otklik, 1904, p. 36].

and so does K. Karelin in “V Chest Russkogo Flota” [Otklik, 1904, p. 39]. The boats are
associated with the battle of Chemulpo, which is a rare name for the poems, but still can be
found in some of them, in the title only (Anonymous. Geroyam Chemulpo [Otklik, 1904, p. 38];
F. Shkulev. Na Vstrechu Geroev Chemulpo [Otklik, 1904, p. 44-5]), or in the body of the poem
(N. Nikiforov in “Geroyam ‘Varyaga’ i ‘Koreitsa’” [Otklik, 1904, p. 36]; K. Karelin in “V Chest
Russkogo Flota” [Otklik, 1904, p. 39]:

W uro xe? B epBOM ke CpakeHbU
Ham ¢oT cobpan nanb yaAuBIEHbS:
ITox Yemyinbno, Bapsr — repoit
Ockazapsl 11e510i BeiHEC 607!
[Otklik, 1904, p. 39].

The same section of “Otklik” contains two poems commemorating the arrival of the boat
crews in Moscow. The story rhymes with the war projections of Port Arthur or Tsushima, and
represents the traditional narrative of homecoming from the front, which in the case of the
Russo-Japanese war was not so common in the verse. The picture of the historic capital
welcoming the war heroes is again mainly dependent on the traditional images of the Moscow
famous bread and salt and the glorious skies with the addition of Koreets’s and Varyag’s crews
(no quotation marks) (D. Pavlov. Na Vstrechu Geroyev Moryakov [Otklik, 1904, p. 39]).
Chemulpo is not mentioned at all, with the central toponym, Moscow appearing twice in the
body of the poem, as a noun and an adjective. F. Shkulev in his “Na Vstrechu Geroev

Chemulpo” [Otklik, 1904, p. 44-5], on the contrary, chooses to mention the name of the battle in
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the title and not to include any names in the poem per se at all but for the paraphrase

‘zlatoglavaya’.

The most exotic and most traditional way of addressing boats is the new bylina by
Vladimir Korotky “O Slavnom Vityaze Vsevolode i o Ego Struge Brannom ‘Varyage’, na
Guslyarsky Lad Nalozhennaya” [Otklik, 1904, p. 46-51], the quintessential combination of the
new wine with the old bags. The poem is an imitation of the classical bylina, imitating its
accentual dimeter by regular catalectic trochaic trimeter with mainly pyrrhic first feet, using a

six-line stanza and unrhymed:

Pasckaxy npo 6ot
CrpaiuHslif Ha Mope,
Kak on 6uiics Tam
Ha crpyre pe3nom
Co BparomM Juxum
Bopom-uenpyrom!
[Otklik, 1904, p. 46].

In the traditions of bylina the lack of rhyme is compensated by alliteration and assonance
with the name of the boat being the center of such play: [Varyag] — vragom — vorom-nedrugom.
The vocabulary is deliberately archaic with the markedly Slavic obsolete poetic “strug” and its
diminutive “struzhok” used for the boat. The two words, sharing the main consonants with
“Varyag”, also become the basis for alliteration:

- «TBI 3a4eM CTPYXKOK,
Crpyr «Bapsir» nuxoi,
Trwl 3aueM ueb
Bo nepaBHbIii 00i1?!
[Otklik, 1904, p. 46].

Paradoxical as it may seem, even though the names of boats are associated with the real
objects and events of the war theatre, in terms of poetics, projected into the poetry, they become
a literary device with a high domesticating potential, a device used to animate inanimate

machines of destruction and bring them home to the reader as war heroes.
Military terms and technologies

However, apart from the proper names, the most obvious lexical markers of war are

military terms. They have never been totally alien to the Russian war poetry, e.g. the best known
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Russian war poem, Lermontov’s “Borodino”, has stanzas parading the army both in description

and terminology:

Hy »x 6bu1 nenex! CKBO3b JIbIM JIETYUHIA
®paHiy3bl JBUHYJINUCH KaK Ty4H,

W Bc€ Ha Ham penyr.
VYaHbl ¢ IeCTpbIMU 3HAYKaMHU,
JlparyHsl ¢ KOHCKUMU XBOCTAMH,
Bce nmpomenbkHyu nepea Hamu,

Bce noObiBanu TyT.

The warfare of the early 20" century is quite different from that of the Napoleon war of
the early 19" and the press of the period is full of names for the war technologies: ‘branders’ (fire
ships), mines, explosions, shell bursters, shrapnel, etc. Apparently, poetry is less revealing in this
respect. However, even abstract, heavily metaphoric texts, mainly consisting of patriotic clichés
will often include military terms referring to the present war with different degrees of specificity

and often an apparent focus on the navy:

IlycTh Tyuya ABUHYJIACH C BOCTOKA.
ITo BeTpy k Oepery cremur.
Tyna — Ha peiin, rae Ha JaleKoM
PonHoif Hatt ¢1OT TaBHO CTOUT.
N. Murzich.Orel i Tucha. [Otklik, 1904, p. 12].

Poetic first-person narrations (another traditional genre in poetic representation of war),
with a soldier for the lyric persona, will be quite similar in terms of lexis: mainly general lexis,

typical of the verse of the time, with a few inclusions of the military terms:

JloBko! Benasw a0 crapso
C marmeii, kKaxxuch, bamapeu! —
[...]
JlporHyna xenras pathb,
CoOwura ataka wpantenvio!
Hy, s Mmory ymupars!
Bbpatupl, HakpoliTe wunensvio!
N.B. Khvostov. Na Rodnoy Bataree [Russkij Vestnik 1905, Ne 1,

p. 71].
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The style of the poem is multi-layered: it is based on the metaphoric clichés, vaguely or
directly associated with the patriotic diction (>xentas pats), interspersed with colloquialisms, or,
to be more exact, the cliché bookish projection of colloquial speech (kaxwuch, Oparitsr), and the
military terms (cumapsin, Garapesi, mpamnHens, mwuHeNb). The interplay of the levels poses the
overarching ‘generally poetic’, universalizing discourse over the other two that add a touch of
specificity to it. However, the colloquial domesticating style joins forces with the previous one to
overcome the alienation of the military, making it part of the universal war narrative of giving

one’s life for the native land.
Military Terms and Poetics of Fragmentation

The symbolist depiction of war plays the same elements in a more complicated way.
Thus, Balmont’s “Voina” accentuates the atrocities of the war theatre by the quintessential
modernist literary device, i.e. fragmenting, and then expands the picture to explode the whole of
the universe. In the first part of his triptych, the poet also takes a universal approach, addressing
the war in global perspective rather than appropriating it as part of traditional culture as was the

case in “Na Rodnoj Bataree’:

Hcropus moxei -
Hcrtopust BOMHBI,
Pa3ny3nanHocTh cTpacrei
B tearpe Caranpl,

In the last quatrain, the narration shifts from the objective 3"-person description to the collective

inclusive ‘we’, uniting all people to present them as the Satan’s actors:

WU cHOBa 1BETCSA KPOBB
W3 TemMHOI1 r1yOUHBI.
W BOT MBI BHOBb, MbI BHOBb -
Axtepsl CataHbl.
[Balmont, 1911]

The second poem marks a complete change in the focus of the lyric narrative to ‘I’ of the
lyric persona. It is the same lyric persona of Balmont’s “Goryaschie zdania”, capricious and full
of himself, his desires and volition, with his famous want to be daring (Xouy ObITh AEp3KHM,
xouy ObITh cMenbiM). His relations with the world around are still the same, as he is still full of

himself, his own tenderness and meekness (HesxeH s, 1 KpOTOK 51, a CTpaIIHBIA MHP XKeCcToK), but
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the focus of his conflict with the world is now the atrocity of the war, illustrated by the pictures
of mutilated bodies (Teicsy pyk oTopBaHHBIX, pa3doUTHIX pyK U Hor), grenades and bullets and
their harvest — the blood, once again depicted metaphorically (1 roroesr /IpsiBoity He enThlid,
KpacHbIii Mex). The main technique of part 2 is juxtaposition, bringing together the complete
opposites, such as the ‘meek’ lyric persona and the atrocities of war as represented by the war
technologies and their effect on people (“BrIBIHii YeTOBEUECKUM U CTABINUI 3BEPCKUM B3I’

and mutilated bodyparts), or war and life at home, the capital’s newspapers and theatres,

The stylistic elements are not so different from the previously discussed poems: the
general (this time highly metaphoric) and the military, but in the place of domesticating
colloquialisms Balmont in part 2 uses alienating urban imagery and vocabulary (see the part |

quoted elsewhere):

A n1aneko, B TOpOJ€, IJI€ BOP TOTOBUT CMETHI,

HIO,I[I/I KpCHKOBBIﬁHLIC CMCIOTCA, IIBKOT, COAT.

Capiutest: "Yro HoBoro?" Ciierka mrypiiaT ra3ersl.

"Bs1 ceronns B Onepe?" - "B naprepe, nsaTslii paa'.
Part 3, however, introduces colloguialisms (baba, — mpoub e€) and brings the matter back ‘to
the high level of abstraction’, making war a plaything of the Providence rather than the senseless
means of destruction as in Part 2. The triptych embraces the universe, presenting it at different
levels: the metaphoric one (part 1), the ‘real’, presented both realistically and ironically (part 2)
and then the symbolic, providential order, growing from plain realism (part 3). The three parts
employ different approaches, both domesticating (this time, universalizing, partl and partly part
3) and alienating (part 2 and partly part 3). The military terms depicting contemporary arms are
mainly used in part 2 to combine with other means of alienation (fragmentation, irony) in order

to create the atrocious picture of war.
Conclusion

The main poetic trends in depiction of the Russo-Japanese war in poetry can be presented
as counteraction of the two opposing forces, ‘domestication’ and ‘alienation’, used as both
different poetical systems and ideologies. The mass approach, characteristic of mass poetry,
would try to appropriate the war by making it as much of a home truth as possible, modeling it

after the fashion of the previous wars and presenting it as the pastoral paradise lost and then
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regained. The constant appeal to tradition involved all levels of poetics, the worldview based on
the pastoral, ‘countryside’ thinking, the elevated tone with the stylistic divisions of themes and
lexis, creating the opportunities for the parallel between war and poetry-writing itself, and the
clichéd language of the poems. This approach unites poetics and ideology, presenting the
generally conservative patriotic front that seeks to preserve the ‘traditional’, ‘legitimate’ poetics
of war. War as transgression comes from two different sides, either from poetics, or ideology.
Ideologically, it is represented by the poetry of revolution, undermining the traditional poetics to
finally explode the political regime. Poetically, it is used by the modernists, such as Balmont,

who fragment to the current reality in order to achieve the final universe beyond the horizon.
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