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Introductory Thoughts

For all the popularity it enjoys today, Tchaikovsky’s Eugene Onegin did not meet with
universal acceptance when it premiered in its entirety in March of 1879. Tchaikovsky himself
wrote: “...there was heavy applause only after Gremin’s aria and Triquet’s couplets.” ! “In place
of the accustomed bravado ensemble, the first scene ended with nanny’s recitative...The audience
stared uncomprehendingly at the dropping curtain, thinking that it was a mistake.”® In an 1881
article in the journal Artiste, the critic Kruglikov protested “...but to take plots from the modern
life of the cultured class, to put a modern society parlor in an opera is, to me, risky beyond
compare. Ordinary waistcoats and tails on the operatic stage?! A general in dress uniform
invited to the footlights to sing a tender bass aria? — I cannot reconcile myself with all this!” 3
The writer Turgenev, in a letter to Tolstoy about the opera, complained that he “did not care for
the libretto, in which Pushkin’s verses describing the actors are put into the mouths of the actors
themselves.”* Indeed, even the detractors acknowledged the exquisiteness of the music, but
musical beauty was not Tchaikovsky’s only goal in creating this work. An examination of the
many factors that influenced the creation and further development of this work reveals that what
Tchaikovsky intended to create was his own distinct interpretation of Pushkin’s masterpiece. In
it, he intended to convey the powerful influence of Pushkin’s verse over his own creative spirit,
while simultaneously revealing deeply felt personal opinions about the nature and potential of its
enduring heroes.

Interestingly, the three specific problems with the opera cited above, namely, a sense that
certain parts of the music seem to stand apart from others, the lack of conventional scenic effects,
and the permutations of Pushkin’s text undertaken by Tchaikovsky in the creation of the libretto,

were all attributes that Tchaikovsky himself recognized might be potential stumbling blocks in
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the success of the work. These attributes, however, were not accidental; Tchaikovsky was
intentionally trying to do something new with this work.

Of his regard for the musicality of Pushkin’s verse, Tchaikovsky wrote that
“by dint of his [Pushkin’s] genius talent, [he] very often bursts from the tight spheres of
versification into the limitless realm of music...Independent of the essence that he is putting into
the form of a poem, in the poem itself, in its sonic sequence there is something, penetrating to the
very depth of the soul. That something is music.”” (italics Pribegina’s)

To Modest, his brother, he wrote,

“At first I was annoyed by your criticism of Oniegin”, but it did not last long. Let it lack scenic
effect, let it be wanting in action! I am in love with the image of Tatiana, I am under the spell of
Poushkin’s verse, and I am drawn to compose the music as it were by some irresistible attraction.
I am lost in the composition of the opera.”¢

In appreciating the result of the composer’s efforts, one of Tchaikovsky’s biographers wrote,
“Similar to the novel in verse of Pushkin, Tchaikovsky has created a novel in music.”’ This
comment has been a guiding motive in my study and suggested the subtitle for the thesis.

The specific problem of dealing with two major works of art with the same title can
produce some very awkward writing as one attempts to refer to both works in one sentence or
paragraph. Complicating this matter is the fact that the two works in question, Tchaikovsky’s
opera and Pushkin’s novel, have distinct organizational systems. I have decided upon a method
that I hope will simplify the representation of references to each work in the text, while
simultaneously precluding the possibility of any confusion about which work is being
mentioned.

Pushkin’s novel is divided into chapters, the numbering of which is generally spelled out

in all editions (““Chapter One”, “Chapter Two”). Each chapter further subdivides into stanzas

designated by roman numerals. Each stanza is fourteen lines long. The only exceptions to this

* “Oniegin” is a transliteration variant; the modified Library of Congress (mod LC) transliteration is “Onegin;”
similarly, mod LC of “Poushkin” is “Pushkin.”



organization are two letters, one by Tatiana and one by Onegin, and a song of eighteen lines. In
the Academy edition of Pushkin’s Eseeruii Onecun (to which I will occasionally refer by the
abbreviation PSS), the letters have numerical designations every ten lines; the song does not have
such a designation.

Tchaikovsky’s opera® is divided into three acts. The first act has three scenes, and the
second and third acts have two scenes each. Within the score and libretto, the character singing a
given line will be shown either by the first or last name (e.g., Tatiana or Larina).

The abbreviated reference system I will use will work in the following way. For
Pushkin’s Egeenuti Onezun, I will designate the novel itself by the abbreviation EOP, followed if
necessary by the chapter number in Arabic numbers, followed by the stanza number in roman
numerals. I will designate the line numbers within the stanza in parentheses. Thus, the famous
first lines of the poem will be designated as follows:

EOP.1.1 (1-4) ‘Moii 05105 camblx uecmHbLX NPABUI,

Kozcoa ne 6 wiymky sanemoe,
On ysadicamo cebs 3acmaguit
U nyywe gvloymams ne moe’.

Tchaikovsky uses these same lines in his Egeenuti Onezun in the first scene of the first
act. For this paper, I will designate the opera by the abbreviation EOT, followed if necessary by
the act number in roman numerals, followed by the scene number in Arabic numbers. The
person who sings the line will be shown, followed by a semi-colon. Thus, the same quote in the
opera will be as follows:

EOT.I.1 Onegin: Moii 0105 camvix uecmHbIX NPABUIL,

Koeda ne 6 wiymky 3anemoe,

On yeasicams cebs 3acmaguit
U nyqwe gploymams He moe.



Admittedly, the system for reference to the opera is not quite as precise and will
occasionally require additional explanation (especially in cases where a line is repeated).
Furthermore, I will find it necessary from time to time to refer to the representation of a musical
idea in the score. If the example is fairly limited, I will present a reduced notation of the theme
or melody within the paper itself. If it is a complicated or long example, I will refer the reader to
the page number, system and measure number of the edition of the piano reduction” I used in my
research.

With regard to transliteration of names, I will use three systems. For the names most
familiar to Western readers, such as Tchaikovsky and Tolstoy, I will follow popular convention,
not technically transliterating, but using the spelling normally associated with the respective
well-known name in English-language publications. For less familiar names and plain text, |
will transliterate using a modification of the Library of Congress system (the modifications being
“” for # and “ju” and “ja” for 70 and ). For the heroine of both the novel and the opera, I will
employ the transliteration used by both the novelist and the composer. Although technically this
name should be “Tat’jana,” I am deferring to the romanized spelling Pushkin himself uses in
Chapter Five, stanza XXVII: Tatiana. Tchaikovsky also uses this spelling in Act II, Scene One.
It seems appropriate to follow their example. Occasionally, a spelling will appear that does not
fit into any of these systems because it comes from a quote by an author using yet another

transliteration system. On these occasions, I will observe the author’s variation and add the

modified Library of Congress version in brackets or a footnote.

* This term refers to a musical score that has been “reduced” from a full orchestral notation to one containing only
the voices and piano accompaniment.



I. Why Onegin?

I have stated that beautiful music alone was not Tchaikovsky’s goal in composing this
opera. What then might have been the goal? To answer this question, it is necessary to get some
sense of who Tchaikovsky was and what experiences might have influenced him in his creativity
at the time of the opera’s composition. I have concluded that the experience most pivotal to the
creation of EOT was Tchaikovsky’s decision to marry, despite the fact that he was homosexual.
In Tatiana, Tchaikovsky found a heroine whom he would have liked to reproduce in his own life
and marriage. In Onegin, he saw the essence of worldly cynicism that would forestall any
possibility of such happiness. Tchaikovsky manipulates Pushkin’s text in the creation of his
libretto to point out and emphasize the homoerotic tension between Onegin and Lensky that
partly explains Onegin’s initial rejection of Tatiana. He elevates Tatiana’s commitment to her
marriage to underscore his own faith in the simultaneously powerful and terrible bonds of
matrimony.

I have relied on a number of sources in gaining the knowledge I have about
Tchaikovsky’s life. In his excellent biography Tchaikovsky: The Quest for the Inner Man,
Alexander Poznansky dwells primarily on the personal side of Tchaikovsky’s rich and
fascinating life. Poznansky refers to a number of other excellent sources, chiefly, the Life and
Letters of Tchaikovsky, compiled after the composer’s death by his younger brother, Modest. It
is available in English in a two-volume set translated into what now seems antiquated prose by
Rosa Newmarch and published in 1906. When quoted within the text it appears as LLT. The
original Russian version, JKusus I[lempa Hnvuua Yaiikosckoeo is in three volumes and was

published in 1903. Ireferred to a 1997 edition of it occasionally when a particular document had



been abridged in the translation. Another invaluable source on Tchaikovsky, particularly his
creative life, is David Brown’s three-volume Tchaikovsky: A Biographical and Critical Study,
published in 1982.

For a fuller account of Tchaikovsky’s life, I defer to these works. The focus of my study
is Tchaikovsky’s transposition of Pushkin’s novel into an operatic libretto, with some limited
observations on the resulting musical-theatrical work. I have borrowed the term “transposition”
from Caryl Emerson’s exhaustive study of the evolution of Boris Godunov from Karamzin’s
historical figure to Pushkin and, subsequently, Musorgsky’s theatrical creations. Her work
dwells on a number of intriguing issues, such as the inherent literary quality of libretti and the
artistic influences that led to Musorgsky’s rather iconoclastic vocal lines. I am deeply indebted
to her approach in formulating my own. I will occasionally touch upon related matters, but my
primary interest is in the analysis of the changes Tchaikovsky made in Pushkin’s text and in the
possible significance of these changes.

In examining the text, I discovered that there were many new juxtapositions created by
Tchaikovsky’s changes, resulting in intensification of drama and alteration of the role of certain
characters from what they had been in Pushkin. There is a prioritization to the cuts and
modifications he made. Sometimes, this prioritization is based simply upon the need to make a
line easier to sing or more coherent within the context of the dramatic moment. At other times,
the prioritization results from sensitivity to the “feelings” of a character that is different from
what we find in Pushkin. For example, Tatiana appears far more often, proportionately speaking,
in the opera than in the novel, and she, rather than Onegin, moves the plot. The result is that the
opera is really about Tatiana, rather than Onegin. Lensky is treated with a great deal more

sympathy, as opposed to the scorn with which Pushkin frequently regards him. Tchaikovsky



removed the narrative voice of Pushkin and with it the irony that accompanies Pushkin’s reader
throughout the novel; yet he retained the words of Pushkin’s narrator, putting them in the mouths
of his operatic characters and thereby emphasizing fatal and tragic elements that Pushkin in fact
parodies’.

I will take up the consideration of Tchaikovsky’s life in the year in which he began to
compose Eseenuti Onezun, 1877. Brown describes the period 1874-1878 as Tchaikovsky’s
“Crisis Years” and assigns the pinnacle of that crisis to 1877, the year in which Tchaikovsky
married disastrously. Tchaikovsky was a 36-year-old professor at the Moscow Conservatory and
already famous in Russia as the composer of such works as: the fantasy overtures Romeo &
Juliet — 1869; The Tempest —1873; and Francesca da Rimini — 1876; as well as the ballet Swan
Lake — 1875-76. Swan Lake and Francesca da Rimini both premiered in February 1877, with the
overture overwhelmingly more successful the ballet. The fact that all three of these overtures
were based on literary works demonstrates Tchaikovsky’s sincere enthusiasm for literature and
his desire to express his impressions of it in music.

It was a performance of The Tempest some years earlier that so struck Nadezhda von
Meck, who would become Tchaikovsky’s patroness. It was the first work by the composer that
she had ever heard. In March of 1877, she sent a letter to him that was to change the nature of
their correspondence. It relates, among other things, the effect of this overture on her. Of it she
wrote,

I cannot describe the impression that it made on me; for several days I was as one

delirious, and I could do nothing to free myself from this state. I must tell you that I

cannot separate the musician from the man.... Only the other day from a casual

conversation I learned of one of your opinions which so delighted me, with which I felt
such sympathy that, as it were, you immediately became close to me — or, at any rate,

dear to me (Brown 134-35).

Von Meck was not the only woman to express interest in Tchaikovsky.
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Previously, Tchaikovsky had experienced romantic entanglements with a singer named
Désirée Artot. In January of 1869, he wrote his father to ask his advice on the prospect of
marrying this woman, who was quite a famous singer:

..My friends, especially N. Rubinstein [director of the Conservatory], are trying

might and main to prevent my marriage. They declare that, married to a famous singer, I

should play the part of ‘husband of my wife’; that I should live at her expense and

accompany her all over Europe; finally that I should lose all opportunities of working,
and that when my first love had cooled, I should know nothing but disenchantment and

depression (LLT 98).

His father replied that, while his friends were probably correct, he wanted to know more of
Artot’s character and the nature of Tchaikovsky’s feelings, details upon which the composer had
not elaborated. The matter was moot within days, as Modest writes, “During this month
(January) Désirée Artot, without a word of explanation to her first lover [Tchaikovsky], was
married to the baritone singer Padilla at Warsaw” (LLT 101). Tchaikovsky seems not to have
suffered much in consequence, for when they met a year later, their relations appear to have been
simple and cordial.

Seven years later, according to Brown, Tchaikovsky is once again declaring his intent to
be married, but with only one prospect: his sister-in-law, Vera Davydova, whose “yearnings for
him were presenting an open challenge to his sexual nature” (Brown 132). Here we come face to
face with the central issue to trouble Tchaikovsky in this crisis year and throughout his life: his
desire for matrimonial bliss is at odds with his homosexuality.

In the fall of 1876, Tchaikovsky had written a letter to his brother, Modest, who was also
homosexual, in which he declared his intentions to enter “into a lawful marriage alliance,
regardless of the identity of the other party” (Orlova 57). He also recommended that Modest do

the same: “I think that for both of us our dispositions are the greatest and most insuperable

obstacle to happiness and we must fight our natures to the best of our ability” (57, italics
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Tchaikovsky’s). He saw this action as the surest means of avoiding a possible scandal and to
prevent any injury to any of their loved ones, especially their sister Alexandra, of whom in the
same letter to Modest he wrote:

I know that she has guessed everything and that she forgives everything. Many
people whom I love and respect regard me in the same way. Surely you know how
painful it is for me to know that people pity and forgive me when, in truth, [ am not guilty
of anything. How appalling it is to think that those who love me are sometimes ashamed
of me! But this has happened dozens of times already and, of course, it will happen
dozens of times again. In short, I seek marriage or some sort of public involvement with
a woman so as to shut the mouths of assorted contemptible creatures whose opinion
means nothing to me but who are in a position to cause distress to those who are near me
(Orlova 58, italics Tchaikovsky’s).

In much of the material available to us written about Tchaikovsky and his music, the
issue of his sexuality is treated with every attitude ranging from pity for his “personal anguish”
(Brown 132) to hostility toward the work of a man who could not admit his “pathological”!°
nature. Poznansky’s biography seeks to put this interpretation of Tchaikovsky’s sexuality into a
more constructive, and most importantly, historically accurate, context.

There are two forms to the view the public has traditionally had toward the significance
of Tchaikovsky’s homosexuality with regard to his works. One form is essentially blind to his
sexuality and seems to regard his personal life as irrelevant to his creative impulse. This thesis
seeks to explain how blindness to Tchaikovsky’s sexuality fails to allow for the discovery of the
many fascinating interpretive possibilities explored here. The other form of the traditional view
sees his sexuality as a pejorative quality that casts suspicion on the quality of all his work.

Poznansky informs us that part of the explanation for the “frustrated, guilt-ridden
homosexual”!! theory is that the biographical material made available to the public has been

intentionally misleading. The good intentions of Tchaikovsky’s survivors, along with the

accidental conspiracy of Soviet censorship with conservative, Western prudery on matters of
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sexual candor, paved the way to a confused body of literature on an already complicated man.
Following the fall of the Soviet Union, archives that previously had been off-limits were
suddenly available to a new wave of scholars. Letters and diaries written by Tchaikovsky were
finally available in unabridged form. Over the decades, beginning with the composer’s own
biographer brother, portions of text that might be subject to unfavorable scrutiny were “effaced,
blotted out, scribbled over, and even in a few instances physically cut out with scissors.”!?> What
emerges from the new information is a picture of the composer rather different from the
traditional, pejorative view.

Poznansky treats the information in vivid detail, but it will suffice here to describe just a
few key points to establish the composer’s own awareness of his sexual orientation and the
impact it had on his life and work. Tchaikovsky’s diaries and letters indicate that he did not
delude himself about his homosexuality and was only “tormented” by it to the degree that others
could not accept it. In his correspondence, we see that he was completely open with much of his
family, including his beloved younger twin brothers, Modest and Anatolij. Poznansky has
translated and published the full text of seventeen of these letters, all of which are written at
exactly the time during which the “crisis” occurs, and, simultaneously, Tchaikovsky is
composing EOT. I include below excerpts from three of these that firmly establish his sexual
self-awareness and the ramifications his sexuality had on his life.

After the terrific blow of having his Piano Concerto No. I (today regarded as a
masterpiece) reviled by his supervisor at the Moscow Conservatory and former professor,

Nicholaj Rubinstein®, he wrote to Anatolij in January 1875,

* mod LC transliteration of this name should be “Rubinshtejn,” but since the name is itself a Russian transliteration
from German, it seems appropriate to use “Rubinstein.” I will follow this logic with other names of non-Russian
origin, as well.
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I am very, very lonely here, and if it were not for working constantly I should
simply give myself over to melancholy. It is also true that my damned homosexuality
creates an unbridgeable chasm between me and most people. It imparts to my character
an estrangement, a fear of people, immoderate timidity, mistrustfulness, in short a
thousand qualities whereby I am growing more and more unsociable. Just imagine,
frequently now and at length I dwell on the idea of a monastery or something of the sort.
(Poznansky, Tchaikovsky and His World 60-61)

In January of 1877, six months before his marriage, Tchaikovsky writes to Modest about
his infatuation with a twenty-one-year-old student, named losif Kotek, whom Tchaikovsky has
known for six years and through whom he has established contact with Nadezhda von Meck.

He begins by telling Modest,

“I am in love, as I haven’t been in love for a long time. Can you guess with whom? He
is of middle height, fair, with wonderful brown eyes” (66, italics Tchaikovsky’s). He goes on to
describe Kotek’s features in detail. Interestingly, despite the fact that Tchaikovsky recounts
sexual acts in other letters and diaries with compete candor, here he writes,

However, I am far from desiring physical consummation. I feel that, if that
occurred, I would cool toward him. I would feel disgusted if this wonderful youth
stooped to sex with an aged and fat-bellied man. How horrible this would be, and how
disgusting I would become to myself! It is not called for (66-67, italics Tchaikovsky’s).

Although, the letter goes on to describe some affectionate teasing and very modest petting, it
seems that Tchaikovsky is expressing reasonable restraint in consideration of the difference
between his and Kotek’s ages, while simultaneously feeling free to express himself openly to his
brother about his genuine feelings.

Six months after the writing of the letter above, Kotek will stand next to Tchaikovsky in
the church of St. George on the Malaya Nikitskaja Street in Moscow as witness at his wedding,
but before we examine the nuptial episode, let us look at the last of these three examples from

Poznansky’s seventeen translations. This letter is also to Modest, but is written, according to

Poznansky, “after a long stay abroad caused by the matrimonial fiasco” (85) nine months after
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the wedding. A friend of Tchaikovsky’s arranges a meeting with a young man from the peasant
class.

Our rendez-vous was set for Nikitskij boulevard. My heart moaned sweetly all
day, since I am at present quite disposed to falling madly in love with someone. We
arrived at the boulevard, introduced ourselves, and I fell in love immediately, just as
Tatiana fell in love with Onegin. His face and figure were un réve, the embodiment of a
sweet dream (85-86).

This encounter also comes to nothing, primarily because Tchaikovsky does not like the
look of the lackey’s small hands with nails “slightly bitten all around, and with a gleam on his
fingers next to his nails like Nicholaj Rubinstein’s!” (86) It is little wonder that someone who
reminds Tchaikovsky of the imposing Nicholaj Rubinstein would fail to be a good match.
Poznansky has found examples of Tchaikovsky fully enjoying himself that clearly show he was
not always frustrated in his amorous pursuits. I feel that their inclusion here, however, would
only serve a prurient interest. They are available in the books cited here. The comparison
Tchaikovsky draws between himself and Tatiana in the third example is very telling because this
tendency to identify with Tatiana, or at least with her feelings, also played a role in his decision
to marry.

Brown summarizes the details of Tchaikovsky’s marriage quite succinctly:

His bride was a certain Antonina Ivanovna Miljukova. Her existence was unknown to

him until May 1877. Some two months later, on 18 July, he married her; after only two

and a half months of nominal conjugality, he fled to St. Petersburg, and the ‘marriage’

was over (137).

This, of course, leaves out a great deal, but it does convey the astonishing rapidity with
which Tchaikovsky makes the decision and then regrets it. Like Tatiana, Miljukova declares her
love for Tchaikovsky to him in a series of letters, at the end of one of which she states that she is

ready to kill herself if he does not reply. In attempting later to justify his rash action to his

benefactress, von Meck, he writes, “there was something fateful in my encounter with this girl.”
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(Brown 141). To his friend Nicholaj Kashkin, with whom he collaborates on the libretto of
EOT, he writes:

When I received a second letter I was ashamed and even came to hate myself for
my attitude towards Mlle Miljukova. In this second letter she bitterly complained that
she had not received a reply, adding that if her second letter met with the same fate as her
first the only course open to her was to take her own life. In my mind this all got
associated with my conception of Tatyana” and it seemed to me that I had myself
behaved infinitely worse than Onegin; I was genuinely angry with myself for my
heartless treatment of a girl who had fallen in love with me.

...I was constantly under the influence of my genuine anger with Onegin for his
casual and flippant treatment of Tatyana. It seemed to me that to behave like Onegin
would be heartless and quite impermissible on my part (Orlova 67).

It would be easy to surmise from these few excerpts taken from a very large number of
long and detailed letters that Tchaikovsky was confusing fiction with reality, but this girl was
very much in love with him. Even after he did reply and tried to make plain to her in the clearest
terms possible that he would never be able to love her (at least he writes to others that he told her
s0), she maintained her conviction that she was madly in love with him, and at the beginning of
June 1877, he made a proposal of marriage.

The wedding took place, as noted earlier, on 18 July 1877. His brother, Anatolij, was the
only family member present; Modest was furious with his brother about the decision. It is clear
from letters that conjugal relations were never commenced. The composer met Antonina’s
“weird” (Brown 149) family, and “the most shattering discovery made by [Tchaikovsky] was
that she did not know a single note of his music” (148).

As his anguish over the consequences of this fictitious marriage increased, Tchaikovsky

actually contemplated suicide, but made only a half-hearted attempt by trying to catch cold

wading in the Moscow River in late September. The attempt had no consequence. His family

* These are the transliterations of “Miljukova” and “Tatiana” preferred by Davison, Orlova’s translator.
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and friends stepped in to rescue him, a psychiatrist made the pronouncement that must no longer
live with his wife, and their only contact after that time was through third parties.

It is astonishing to consider that during this same period of time, Tchaikovsky begins the
sketches for not only EOT, but for his Fourth Symphony, as well. He completes the sketches for
the symphony in May and the scoring the following January, dedicating the symphony to his
“Best Friend,” Nadezhda von Meck. His singer friend, Lavrovskaja proposes the idea for
composing an opera on the subject of EOP on May 25, 1877, a few days before he proposes
marriage to Miljukova. He spends most of June at Glebovo Estate, where he collaborates on the
libretto with Vladimir Shilovskij.”

So now it is June of 1877, Tchaikovsky has a libretto in his hands, and we know
something about the state of his emotional life. I explore in detail the construction of the libretto
in Section II, but the question of Tchaikovsky’s creative interests still remains.

According to Modest, from Tchaikovsky’s youth, three operas — Weber’s Der Freishiitz,
Glinka’s A Life for The Tsar, and Mozart’s Don Giovanni — “occupied the highest niches in the
temples of his gods” (LLT 23). Even years later (September 1886) he would write in his diary “I
love everything in Mozart, for we love everything in the man to whom we are truly devoted.
Above all, Don Juan [he means Don Giovanni], for through that work I have learned to know
what music 1s” (518). While he was still working on the orchestration of Onegin, von Meck sent
him a volume of verses, including the text of Aleksej Tolstoy’s Don Juan, from which he
composed a serenade (one of Six Romances, Op. 38, 1878). The gift touched off an exchange on

the overall worth of Mozart, of whom Tchaikovsky’s benefactress was not fond. In March of

* Vladimir Shilovskij owned Usovo Estate — site of the composition of The Tempest. His brother, Konstantin owned
Glebovo Estate—site of the composition of EOT and 4™ Symphony; coincidentally both brothers died the same year
as Tchaikovsky, 1893.
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1878, the composer wrote von Meck: “I do not merely like Mozart — I worship him. For me the
best opera ever written is Don Giovanni” (Orlova 117).

This gives us some sense that Tchaikovsky was intrigued by the type of social lion
known in Russian literature as the “Superfluous Man,” of which Onegin is unquestionably a
classic example. Pushkin himself invites us to see a connection between the figure of Onegin
and the personality of Byron’s anti-hero in Chapter Seven, stanza XXII:

Xomsa mul 3naem, umo Eecenuii
H30a6na umenve pasnobun,
O0HaKo JHc HECKONILKO MBOPEHULL
OH u3 onanvl UCKAIOYUTL:

Ilesya I'aypa u Kyana

a ¢ num ewge 0sa-mpu pomanua,
B kxomopwix ompasuncs éex

U cospemennvlii uenogex
H3z00padicer 00601bHO 6epHO

C ezo 6e3nupascmaenHol Oyulol,
Cebsnrobusoti u cyxot,
Meumanvio npedannoi beamepHo,
C e20 031001€HHbIM YMOM,
Kunawum 6 oeticmeuu nycmom.

Interestingly, although Onegin is ostensibly the center of both the novel and the opera,
both Tchaikovsky and Pushkin are at pains to distance themselves from any identification with
him. In Chapter One, stanza LVI of EOP, Pushkin states that he enjoys pointing out the
differences between himself and Onegin and finds “shameless” (Nabokov 1964, I: 123) the
suggestion that poets, in the manner of Byron, are only capable of describing themselves in their
works. Tchaikovsky, for his part, saw Onegin as a “cold, heartless fop” (Brown 143) whose

alluring personality as described by Pushkin nonetheless “[cried] out for expression” (LLT 255),

no matter how monstrous it might be toward Tatiana.
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We have seen what Tchaikovsky’s real-life experience with women was, but what were
the contemporary literary females occupying his imagination at that time? The Russian
biographer Pribegina answers this question quite clearly:

B pomane «Egeenuii Onecuny KoMno3umop uoei peaibHvle U npasousvle
00pas3vl, 2IYOOKYI0 HCUSHEHHYIO OpaAMY, KOMOPAs NPOUCXOOUNA 8 YCII0BUAX PEdNbHbIX, NPABOUBHIX
(«3HYUKIONEOUEl PYCCKOU dHcuznuy Haszviean «Eeecenus Oneeunay B. I'. beauncxuii). Owu enyborxo
NPOHUKCA NYWKUHCKUMU 00pa3amu, YUCMOMOU 11008U 2epoes, ePHOCIbIO U NOHUMAHUEM UX
yyecmea 0012a U Yecmu, Ux 6038bIUEHHOU MeUmol U cmpemieHuem K udeary. 30ecb oviia ma
JHce CILOACHAs, NCUxoIo2uyeckas opama, 4mo 6onnosana Yaiikoeckozo 6 «Anne Kapenune,»
KOMOPYI0 OH YUMAJL «C BOCMOP20M, 00X00scum 00 hanmaszma,» 6 « Oopwieey I onuaposa,
nosemcsax u pomanax Typeenesa, Jlocmoegckozo. Ilosmomy u 6 eeposx ceoeli onepbi
KOMNO3UMOP He MO2 He 80NJIOMUMb MAKH#Ce NPABOUBO20 BbIPANCEHUSL UCKPEHHOCMU YYECMa,
OywesHvix nepedcusanuu. (Pribegina 88)

Shaw concurs that the atmosphere of EOT is much more “like a Russian novel written in the
1860s or 1870s than like Pushkin’s novel written in 1823-31” (84). Of Anna Karenina, the
composer’s brother, Modest, writes that after initially criticizing the earlier installments of the
novel, Tchaikovsky in 1877 “acknowledged it to be one of Tolstoy’s finest creations” (LLT 198).
This shows that while one of Tchaikovsky’s basic impressions of the Onegin type seems to have
been the Mozartean Don Juan, the psychology of the drama he was looking may have been
informed by the mood of Tolstoy’s Anna Kapenuna. He did not look at the conflicts confronting
Tatiana with the sophistication of Pushkin’s witty narrator; indeed, as already pointed out, he
removed that narrator from the story. He contemplated unrequited love, jealousy, and adultery
within a Tolstoyan, Realist moral atmosphere. This mindset has very significant consequences
on the approach he takes to both the libretto and the score.

This leaves open only the question of what Tchaikovsky was ready to accomplish and
might have been trying to accomplish musically. We have seen that by this time, Tchaikovsky

was already an accomplished and established composer. He had his detractors (notably the

group of Petersburg composers, Musorgsky, Rimsky-Korsakov, Borodin, Balakirev, and Cui,
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known as the Moeyuuii Kyu), but he himself had no doubt about his abilities. In a letter to von
Meck from March 19, 1878, in which he deals at length with his reputation among famous
composers abroad, he states unequivocally, “Among all living musicians there is not one before
whom I would willingly lower my crest” (LLT 290).

He had already composed a number of relatively successful operas: The Voevoda (libretto
by Ostrovskij) of 1868; The Oprichnik (libretto by Lazhechnikov and M. Tchaikovsky) of 1872;
and Vakula the Smith (libretto from Gogol by Polonskij) of 1874. He had some fairly strong
opinions about the efforts of other operatic composers of the day. He was not at all fond of
Wagner (“The Nibelungen may be actually a magnificent work, but it is certain that there never
was anything so endlessly and wearisomely spun out” LLT 184) but thought Gounod was “a
first-class master craftsman, if not a first-class creative genius” (Brown 137). It was his respect
for Gounod that led him to reject a libretto that his friend Stasov (who had suggested the
program for The Tempest) had sent him based on a subject very close to one that Gounod had
just had produced.” Around the same time, Modest also sent his brother a libretto based on
Nodier’s novel Ines de Las-Sierras that the composer rejected. (LLT 202) Tchaikovsky had seen
a performance of Bizet’s Carmen in Paris in January 1875, upon the recommendation of
Valdimir Shilovskij. Modest wrote of Tchaikovsky’s response: “Rarely have I seen my brother
so deeply moved by a performance in the theater.” (Brown 58). Tchaikovsky himself wrote of
the opera and its composer:

Bizet is an artist who pays tribute to our present age, but he is fired with true
inspiration. And what a wonderful subject for an opera! I cannot play the scene without
weeping; on the one hand, the people enjoying themselves, and the coarse gaiety of the
crowd watching the bullfight, on the other, the dreadful tragedy and death of two of the

leading characters whom an evil destiny, fatum, has brought together and driven, through
a whole series of agonies, to their inescapable end (Brown 59).

*Cing-Mars, based on a historical romance by Alfred de Vigny. Brown 136.
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Later, when he had finished writing Onegin, Tchaikovsky wrote a long letter to a former
student of his (who would later become the director of the Moscow Conservatory), Sergej
Taneev, in which he described his concerns about how the public would react to the opera and
how performers would realize his artistic intentions. He stated that he had been “looking for an
intimate yet thrilling drama, based upon such a conflict of circumstance as I myself have
experienced or witnessed, which is capable of touching me to the quick” (LLT 256).

At this moment, Tchaikovsky, a homosexual about to marry a woman he does not and
cannot love, is ready to write an intimate opera about leading characters propelled by a fate that
he himself has experienced or witnessed. He holds in his hands Pushkin’s Eseenuit Oneeun. It is

now time to examine what kind of libretto results from his collaboration.
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II. Development of the Libretto

A. Genesis
It is well known that a society acquaintance of Tchaikovsky’s, Madame Elizaveta Lavrovsky,
who was a singer, made the specific proposal of the idea for setting EOP as an opera in May
1877. Tchaikovsky himself writes about it:

“Recently I was at Madame Lavrovsky’s. The conversation fell upon opera

libretti. X. talked a lot of rubbish and made the most appalling suggestions.

Madame Lavrovsky said nothing and only laughed. Suddenly, however, she

remarked: ‘What about Eugene Oniegin?’ The idea struck me as curious, and |

made no reply. Afterwards, while dining alone at a restaurant, her words came

back to me, and, on consideration, the idea did not seem at all ridiculous. I

soon made up my mind, and set off in search of Poushkin’s [sic] works. I had

some trouble in finding them. I was enchanted when I read the work. I spent a

sleepless night; the result—a sketch of a delicious opera based upon

Poushkin’s text. The next day I went to Shilovsky, who is now working post-

haste at my sketch”!® (LLT 202-03).
Unfortunately, from this point, things get a bit murky. Shilovskij is involved, but how much?
He himself made a very specific declaration to have his name removed from association with the
opera in 1885. After the Society of Russian Dramaturgical Writers approached Shilovskij to
query him as to whether he considered himself the author of the libretto of Eseenuii Oneeun, they
told Tchaikovsky that he answered, “xoms nepsonauanvro rubpemmo dvLI0 cOcmasieHo um, Ho
gcredcmaue coenanuvix 6 Hem (Hatlko8ckum) usmeneHull, OH NPUHABAMb TUOPEmMO 3d CEOl
mpyo ue acenaem'*.” By 1885, the opera had already premiered at the Bolshoi and the
Mariinsky Theaters. It is difficult to imagine why anyone would want to dissociate himself from
such a resounding artistic success. Based upon all the data and the expressed opinions of experts

and those close to the process, it appears probable that Shilovskij contributed little more material

than the French version of the couplets sung by Triquet.
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In a footnote, Brown relates the potentially dubious collaboration of Tchaikovsky’s friend
Nicholaj Kashkin. Despite the inconclusiveness Brown admits regarding the authenticity of this
information, it seems appropriate to include it in an examination of possible contributions:

Tchaikovsky’s own account of how the scenario of Onegin came to be compiled
is difficult to reconcile with Kashkin’s. According to the latter, Tchaikovsky had
got hold of some stage adaptation of Pushkin’s Onegin, and then taken Kashkin to
a restaurant. After they had dined, he had told Kashkin of the circumstances in
which Lavrovskaya” had suggested Onegin to him; he was now, he said, soliciting
Kashkin’s help in devising the scenario. There and then they set about it but,
despite repeated attempts, had been quite unable to devise anything satisfactory.
At midnight they had parted, and the next evening they had returned to the
restaurant to try again. At the end of this equally unsuccessful exercise,
Tchaikovsky had exclaimed to Kashkin: ‘Now I see it is impossible to make a real
opera out of Eugene Onegin, but at the same time I have to tell you I cannot not
compose it; much is already prepared in my head.” In the face of this evidence
from Kashkin, who seems to have been an honest, if far from infallible
biographer, it must be accepted that he did play some part in the early planning of
the Onegin scenario. Kashkin did confirm that Shilovsky had some hand in the
libretto, and certainly wrote Triquet’s couplets in French. (142)

Although we may not currently know much about the specific input of Tchaikovsky vis a
vis Shilovskij or Kashkin, we have already examined the circumstances and state of mind in
which Tchaikovsky found himself during the period in which he put together the libretto.

“You have no notion how crazy I am upon this subject. How delightful to

avoid the commonplace Pharaohs, Ethiopian princesses, poisoned cups, and all

the rest of these dolls’ tales! Eugene Oniegin is full of poetry. I am not blind

to its defects. I know well enough the work gives little scope for treatment,

and will be deficient in stage effects; but the wealth of poetry, the human

quality and simplicity of the subject, joined to Poushkin’s inspired verses, will

compensate for what it lacks in other respects.” (May 20", 1877 to LA.

Klimenko LLT 203, transliterations by Rosemarch)

We have seen that Shilovskij was reluctant to have his name associated with the libretto
and that Kashkin’s contributions are subject to some doubt. There are even some who have

ascribed to the composer’s brother some role, which was true with The Queen of Spades but not

with Onegin. The only name conclusively associated with the libretto on which total agreement

* The transliterations here are those preferred by Brown.
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exists is that of the composer himself, whose intimacy with the characters is abundantly clear
from his letters. For this reason in this paper, I will refer to Tchaikovsky alone as the librettist.

The history of research in Russian on the topic of Pushkin’s Eseeernuii Onecun practically
predates the publication of the work in its entirety, with Pushkin’s own notes of explanation
providing fodder for some of its earliest interpreters. Research has continued up to the present
day. In this country (and in England), there is a similarly long and uninterrupted tradition, dating
back at least to the early years of the 20" century. Study of the Tchaikovsky opera in its own
right has been rather thorough in Russia, perhaps less so here, but what is so surprising is that a
work based on an unquestionable monument of Russian literature has inspired such scanty
investigative comparison between the two works (other than the dismissive comments noted
previously) that I was unable to find anything in book-form in Russian on the topic. Non-
Russian research has begun to gather momentum, but only in the last fifteen or so years. If this
fairly sudden interest may be attributed to anything, I would suggest perhaps it is the revelatory
work done by Poznansky that has provided some impetus, by dispelling the myth of “tortured
homosexual,” having clouded appreciation of Tchaikovsky’s work for so long. The sense that
the composer, or at least his family biographers, was complicit in his duplicity brought further
harm to his esteem. The reevaluation of Tchaikovsky, the man, in Russian society has been even
slower.

Because opera is such a dramatic and highly subjective form, serious inquiry into its
nature demands that the researcher know something of the intentions of the composer and
librettist. When tout le monde was under the impression that the creator of the opera Eseenuii
Onezun was a barely sane, probably suicidal, and certainly desperate societal misfit, there was

little inclination to take this very emotional work seriously, and even less willingness to compare
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it to its solidly admirable literary forebear. The disparity seemed almost to discredit Pushkin.
Now that we have a better understanding of Tchaikovsky as a human being, we can better
appreciate the context in which he made some of his creative choices with respect to Tatiana,

Lensky, Onegin, and all of Pushkin’s memorable images.

B. Organization and structure of the libretto

The libretto of EOT is neither a mere adapted text, nor a literal setting of the novel. In
some scenes, Tchaikovsky has selected, arranged, and reorganized texts from separate parts of
the novel, creating remarkable juxtapositions, such as Olga’s first aria and many of the lines
from the ensembles. In other places, he provides completely original text, much of it retaining
the rhythm, some of it even approximating the Onegin stanza form. The quality of some of this
material, most notably Gremin’s aria, has even caused it to be assumed to be from EOP, hence
written by Pushkin. Still other parts are purely conventional opera fare (recitative and chorus)
yet bear the mark of sensitivity to their Pushkinian forebear.

Of the one thousand lines in the libretto of EOT, 57 percent were written by Pushkin.
Some of these have been altered slightly to make sense according to person, number or tense.
These alterations themselves speak very intriguingly of both the amazing plasticity of Russian to
endure such transformation and of Tchaikovsky’s extraordinary sensitivity to the poetic
(metrical, rhythmic, and rhyme) demands. This percentage figure is, however, somewhat
meaningless taken by itself, for in some scenes the ratio exceeds 85%, while in others it is only
26%. Looking at the figures scene by scene, especially in consideration of the action that takes

place in each particular scene, is considerably more useful.
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Before doing so, it would probably also be helpful to remind the reader of the particular
aspects that distinguish the libretto from the novel in verse. In EOP, there are, of course eight
chapters. In EOT, there are only seven scenes. These seven scenes follow primarily the action
of Chapters Two through Eight of EOP, with the notable exception of action from Chapter
Seven, in which Tatiana looks through Onegin’s library and then accompanies her mother to the
“marriage market” of Moscow. There is nothing in EOT of Chapter Seven; there is also very
little of Chapter One. Nonetheless, the longer one looks at the libretto, the more one is
impressed with Tchaikovsky’s sensitivity to the dramatic possibilities in EOP, as well as their
limitations.

Furthermore, it is important to keep in mind that conformity to the linear passage of time
in EOP is not of primary importance to Tchaikovsky. He, in fact, modifies the Onegin
chronotope!® quite intentionally. Frequently, passages from one stanza will be followed by
passages from a previous stanza, or sometimes by lines from a previous chapter. But this does
not produce an effect of confusion. Rather, Tchaikovsky is always careful to make adjustments
to person, number, and tense to cause the line to seem quite natural within the action, while
simultaneously retaining the obviously desired effect of ironic juxtaposition. I will refer to this
effect in each instance as a neochronotope to demarcate the creation by Tchaikovsky in the
libretto of a juncture of previously disparate spaces and times.

Additionally, there is a device that is repeated frequently and for various effects
throughout the libretto. This device is the placement of words originally spoken by the narrator
(i.e., arguably Pushkin himself) about a character into the mouth of the character himself or
another. The frequency of this phenomenon does not admit of its being a mere accident, and in

fact, examination of when and how Tchaikovsky makes such transpositions suggests that he had
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an intention in mind. Nearly all commentators have noticed this device (Zekulin, Emerson,
Wiley), but no term of referral has been offered. Because I will be referring to it so often and
feel that Tchaikovsky used this device for a specific purpose, I find it appropriate to give it a
name. I will be referring to this device throughout this paper as transvocalism'®. We use the
word transvestite to describe a person of one sex putting on the clothes of the opposite sex in
order to perform the role traditionally associated with the other sex. Likewise, the term
transvocalism is appropriate because of the meaning it conveys that the voice of one person is
being taken on by another (or imposed on another) for the purpose of making a comment on one
or both characters.

Let us look at how some of these textual choices were made act by act, scene by scene.
To ease the reader’s orientation between EOP and EOT, I will provide a very brief synopsis of
the action of the respective works before beginning the discussion of each scene. Where the
action is the same in both works, it will be shown under the EOT column with the respective
Chapter indicated in the EOP column

Act One, Scene One

EOT EOP

Chapter One: Onegin in Petersburg and
his move to the country estate

Tatiana and Olga meet Onegin, Chapter Two and beginning of Three
neighbor of Olga’s childhood
sweetheart, Lensky

Total lines 306: 32 % from EOP

After the fairly short orchestral introduction, the opera begins with the singing of a duet

by Tatiana and Olga'!’. The text is from a poem entitled /7egey written by Pushkin in 1816. 1
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will discuss the very far-reaching implications of the use of this poem in Section III, but in
addition to its relation to Tchaikovsky’s interpretation of the story, it relates to a number of
incidents in EOP in chapters Two, Three, and Six. That is to say, the text of the duet, which
ostensibly takes place in the chronotope of EOP’s Chapters Two and Three, also contains
material (words, ideas, and even action) from Chapter Six. Simultaneously, the text is from a
poem written several years before the action begins in the novel. Nabokov fixed the beginning
of the action in May 1820 (Nabokov 1964 II: 31). Thus, from the very outset, Tchaikovsky has
us, especially close readers of the libretto, contemplating Pushkin’s characters in a sort of
timeless, transcendental existentiality. He has created his first EOT neochronotope. Throughout
the opera, he frequently reminds us musically of statements made by one character, or their
feelings at a certain moment, by providing us with this music at another. The combination of the
musical citations and the quotes from Pushkin creates provocative neochronotopes that invite the
informed listener to think of Pushkin’s characters as continuing to develop within the opera.
Finally, since Pushkin is the narrator of the original poem, the duet serves as an example of
transvocalism, inviting Pushkin’s adolescent persona to comment on the opera, as well.

During the second verse of the duet (actually the third stanza of Ilegey), the first scene
begins with the girls’ mother, Madame Larina, and the nanny!®, singing lines from EOP 2.XXX-
XXXI. In these lines, we encounter for the first time transvocalism of words from EOP itself.
The very first words that come out of Larina’s mouth are strongly reminiscent of Tatiana’s
thoughts after the “Berry-Picking Song” (parallel indicated in boldface) that ends Chapter 3 of
EOP, which themselves call to mind some of the words of I1esey (parallel indicated by
underscore):

EOT.I.1 Larina: Onu norom, u s, bwvi6ao,
B 0aeno npoweowue 2o0a —
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To1 nomuuws 1 — u A nesad.

EOP.3.XL Onu nowm, u c Heopedicenbem
Buumas 36onkuii eonoc ux,
Koana Tamvsana ¢ nemepnenuem

Ilesey(third stanza) B3ooxuynu v 6vl, gHumas muxuti enac
ITesya n066u, nesya ceoeii nevanu?"’’

This conversation between Larina and Nanny over the duet stanza from //esey continues as a
quartet. Despite the fact that so much is going on textually, there is nonetheless a stillness to this
scene that connotes the serenity of the country life lived by the Larin family.
As an example of the grammatical adjustments Tchaikovsky makes to original EOP text,
let us look at four lines sung by Larina in this quartet (parallel underscored):
EOT.I.1 Larina: Ax, kak s naakana cnavanal
C cynpyeom uyms He pazeenacs!

Tlomom xo3s1icmeom 3ausIACh,
Ilpusvikia — u 0060IbHa cIMAJA.

EOP.2.XXXI (9-12) B ce6010 depeshio, 20e ona,
boe 3naem kem okpyorcena,
Psanacv u nnaxana chavana,
C cynpyeom uymop He pazeenacs,
Tomom xo3sticmeom 3aHARACY,
Ilpusvixna, u 0osoavra cmaiua.
Ilpusviuka ceviue Ham Oaua:
3amena cuacmuio ona.

Here we see that it was only necessary for Tchaikovsky to change from third person to first in his
line, and then the tendency in Russian not to repeat pronouns?’ would clearly convey that Larina
is singing about herself. He removed the verb psanacs and replaced it with «Ax, kax», and he
was done with the need to edit those lines. We will see additional examples later where the need
to edit was more involved but could still be done with little damage. The last two lines of the
stanza, which Pushkin designates as a paraphrase of Chateaubriand®!, Tchaikovsky takes up as a

refrain for Larina and Nanny. Interpolating this refrain with the melancholy message of I7esgey,
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Tchaikovsky firmly establishes that, despite the bucolic atmosphere of this opening scene, we are
not watching a comedy: “Habit is given from above:/ it is a substitute for happiness” (Nabokov
1964, I: 144).

This ensemble is followed by the appearance of peasants who have been working in the
fields. They sing a folk-song and a type of dance tune that Asaf’ev calls a nzsacka. The text of
these two choruses does not have any immediate source in EOP, and their significance to
Tchaikovsky’s overall interpretive idea will be discussed in Section III, “The Arcadian
Anathema.”

Following the dance, Tatiana makes a remark that comes close to the description that
Pushkin gives of her in EOP.2. XXVII-XXIX, but which is essentially a libretto creation.

EOT.I.1 Tatiana: Kax s 11067110 noo 38yku necen smux

Meumamu ynocumscs uHo20a Kyoa-mo, Kyoa-mo 0aieKko

Olga responds in a manner consistent with her character and then proceeds to start
singing in an arioso style, suddenly singing a bar from the peasant nusacka, then launching into a
full aria in which she distinguishes herself from Tatiana as being incapable of dreaming and
sighing in the dark of night on a balcony. What is interesting is that Tchaikovsky retains the
iambic tetrameter rhythm that pulses through the whole of EOP.

EOT.I.1 Olga: A He cnocobna Kk epycmu momHol,

A He nobaio meumams 6 muiiu,
Hnv Ha bankone HOubI0O MEMHOLU
B3ovixamo u3z 21younst oywiu.
3auem 830blxamb, K020A CHACIUBO
Mou onu 1onvle mekym?

A beszzabomua u wanoeniuea,

Mens pebénrxom ece 308ym!
The rhyme scheme attempts to mimic that of the first four lines of the Onegin stanza. The only

o0 a0 o e o

place the words enyouns oywu appear in EOP is in the Chapter 6, where they are written as the
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description of Tatiana’s thoughts after the incident of her Name-day party when Lensky

becomes offended by Onegin’s behavior with Olga:

EOP.6.111 (1-14)  E20 nexcoannwvim noseieHvem,

Menoeennoii nescnocmoio oueu

U cmpannvim ¢ Onveoil nosedenvem
Jlo 2nybunst oywu ceoeti

Ona nponuxkHyma, e modicem

Huxkax nonams e2o; mpesosicum

Ee pesnusas mocka,

Kax 6yomo xnaomnas pyka

Eti cepoye sicmem, kax 6yomo 6e30ua
1100 Heil uepneem u wymum...

"Ilocubny, - Tansa cosopum, -

Ho cubenv om nezo nobesua.

A ne ponwyy: 3auem ponmams?
He mooicem on mne cuacmos oamy." -

Even Tatiana’s interjection “3auem ponrtats?” in line 13 of this stanza seems to be ironically

reflected in Olga’s “3auem B3apixath?” from EOT. This might seem to be stretching the
transvocalist concept at first, but then Tchaikovsky makes it clear that Olga is not singing her
own words. Her next lines in this aria are:
EOT.I.1 Olga: Mmne 6yoem dicusnb 6ce2oa muia
U 5 ocmanyco, kak u npeicoe,

Tooobuo sempenoi Hadesicoe,
Pessa, becneyna, secenal

Compare this to:

EOP.6.XIII  (7-14) On oyman OnenvKy cMymunbo
Csoum npuezoom nopazums,
He mym-mo 6wv1.10: kak u npesjicoe,
Ha ecmpeuy 6eonozo nesya
Ipvienyna Onenvka ¢ Kpolivya,
11000610 6empenou nadesicoe,
Pe3zsa, becneuna, secena,
Hy mouno mak dce, kak ovlia.

These EOP lines come from a few stanzas after the quote from Tatiana’s thoughts shown above.

In this case, Tchaikovsky, in the first aria of the opera, has caused Olga to transvocalize

lines describing the thoughts of Tatiana and Lensky from Chapter 6 of EOP, regarding the
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imminent duel between Onegin and Lensky. In the case of Lensky’s lines, they are literally the
very words he thinks just before he speaks to Olga after the party and after having already
dispatched the letter challenging Onegin to the duel. In addition to this clear foreshadowing of
the action to come later, we see that Tchaikovsky’s Olga scarcely exists as an independent
character with her own thoughts, even when she is singing about herself.

Following Olga’s aria, there are several minutes of recitative, with lines entirely invented
by Tchaikovsky. The composer introduces some important musical ideas that merit further
investigation and discussion in a future paper devoted to the musical ideas. In the course of the
recitative, amid much musical consternation, Lensky arrives and wants to introduce the Larins to
his friend and neighbor, Onegin. There are a few more moments of polite recitative banter, and
then we reach the next major stretch of libretto drawn from original EOP material. Tchaikovsky
constructs a luminous quartet for Onegin, Lensky, Tatiana, and Olga from a number of
interesting places.

Onegin and Lensky’s portion of the quartet begins with the directly quoted exchange
from EOP that in Pushkin’s work had taken place after they left the Larins.

EOP.3.V (1-12)  Ckaorcu: komopas Tamvsna?"
- Ha ma, komopas epycmua
U monuanuea, kxaxk Ceemaana,
Bowuna u cena y oxua.-
"Heyoicmo mot 611061en 6 menvusyro?"”
- A umo? - " evlOpan 6w1 Opyeyio,
Kozoa 6 s 6wvin, kak mel, nosm.
B uepmax y Onveu srcuznu nem.
Toub-6-mous 6 Banoukosoii Madoune:
Kpyena, kpacna nuyom oma,

Kax ama enynas nyna
Ha smom enynom nebockione.

Tchaikovsky only deletes the anachronistic “souwia u cena y okna” from line 4. Otherwise, the

rest works fine as a side conversation between the two while still in the presence of the two girls.
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The placement of this text in the construct of a quartet diminishes the potentially offensive effect
of Onegin’s words, but to the longer portion of the conversation, Tchaikovsky cleverly adds, as a
rejoinder on the part of Lensky, a famous line from Chapter Two (change from third person
plural to first person plural underscored):

EOP.2.XIII  (5-8) OHu coutnucw. Boana u kamens,
Cmuxu u nposa, 1e0 u niameHs
He cmonv pasnuunst medsic coboil.
Cnepea 83aumMHOU pazHomou

EOT.I.1 Lensky: AX munvlii Opye, 601HA U KAMEHD,
Cmuxu u nposa, 1e0 u niameHs
He cmonb paznuunel medxc coboll.
Kak mbt 63aumnoii pasnomou
By interposing Pushkin’s comment on the extraordinary difference between Lensky and Onegin,

Tchaikovsky causes Lensky to underscore from nearly their first moments on the stage, the sense
that Lensky has of this great difference. By specifically choosing Lensky to transvocalize this
observation, Tchaikovsky attributes to the character of Lensky some of the personality of
Pushkin and, by extension as co-author of the personality, of himself. Throughout the opera,
Tchaikovsky demonstrates such sympathy with Lensky’s feelings — poetically romantic as they
are — and generally develops his character as central to the idea of the work. This contrasts fairly
significantly from the marginal and rather parodic light that Pushkin generally casts upon
Lensky.
For Olga’s part in the quartet, Tchaikovsky chooses a narrative section in Chapter Three
that seems consistent with Olga’s society-oriented mindset:
EOP.3.VI (1-8) Meoic mem Onecuna signeHbe
Y Jlapunwvix npouszseno
Ha scex b6onvuioe enevamiuenve
U scex coceoetl pazsnexio.
Iowna 0oeaoka 3a 002a0Kou.

Bce cmanu monaxosams ykpaoxoti,
Llymumuw, cyoums He b6e3 epexa,
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Tambsane npovyumbs Jcenuxa.

EOT.1.1 Olga: Ax, 3uana s, umo nosenexve
Onezuna npoussedém
Ha scex 6onvuioe sneuamaenve
U ecex coceoeui pazsneuém.
Totioém ooeaoka 3a 0ocadkou.
Bce cmanym moaxosamo ykpaoxot,
Llymumo, cyoums ne 6e3 epexa,
U Tane npouums sncenuxa:

In comparing the EOT with the EOP in Olga’s text, we see a transition from an omniscient
narrative past tense to a first person narrative with present tense observations and predictions.
Pushkin was relating the sensational effect of Onegin’s appearance at the Larins’ on the
surrounding gentry. In Olga’s transvocalization of Pushkin, we find the superficial
preoccupation with societal opinion transferred directly to her person, which does not seem
inconsistent from Pushkin’s portrait of her. Additionally, it is impressive that all the tense and
number changes can be accomplished without marring Pushkin’s original meter.

Following the quartet, Onegin and Tatiana retreat into the background, and Tatiana sings
the first two lines from EOP.2.VI: 3a0ymuusocmo eé [EOT:mos1] noopyea/Om camvix
konvibenvHbix Oneli. Meanwhile, Lensky begins to fawn on Olga. This recitative, like much of
the recitative material, is also original to EOT. It highlights the considerable difference in
attitude between Lensky and Olga regarding the importance of their relationship. It leads to
Lensky’s first aria, which is drawn from Pushkin’s description of Lensky in Chapter Two

EOP.2.XX  (1-7) Ax, on 100U, KaK 6 Hawiu 1ema

Vorce ne nobsim,; kax oona
Besymnas oywa noosma

Ewe noboumo ocysxcoena:
Bcezoa, 6e30e 00no meumanve,
O0Ho npusviunoe JHcenanve,

Oona npusviunas neuans.

EOT.L.1 Lensky: A mobmio Bac, s nobao Bac, Onvea kak o0na
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Besymnas oywa nosma

Ewe nrobums ocysicoena:

Bcezoa, sezoe 00no meumanve,

Oo0Ho npusviunoe dcenanve,

OoHa npusviunas neuais.
Tchaikovsky then skips to the subsequent stanza (EOP.2.XX1.1-6), making the necessary person
and number changes. He then adds a verse comprised essentially of variations on the verse
above:

EOT.I.1 Lensky: To1t 00Ha 6 MOUX MEUMAHBSX,

Tv1 00Ha MOE dicenanve

Mol MHE paodocmv U CMpadaHbve.
And then he returns to where he left off in Stanza XX, with some license:

EOT.I.1 Lensky: Hu oxnascoarowas oanv,

Hu yac pasznyku, nu gecénas wiym —

He ompe3zeam oywu

Coepemoti 0e6cmeenHbIM 0O2HEM 008U
He concludes the text of the aria with lines that resemble the sentiments expressed in Stanza
XXI, concerning their tender courtship and their betrothal by their parents, and has Olga and
Lensky exchange these lines as a duet. The effect is quite charming; however, whereas Pushkin
goes on to invite his reader, “...but take any novel,/ and you will surely find/ [Olga’s]
portrait...,>?” Tchaikovsky prefers to leave his audience basking in this amorous tableau. This
aria also contains, in the material original to EOT, a transition from the use of the formal Bw: to
mut, or more specifically the accusative meb6s, a transition that Tchaikovsky will repeat in the
final scene between Tatiana and Onegin?3.

Madame Larina returns at this point and invites the young people in to dinner, but Tatiana
and Onegin have drifted off. As they return to the house, Onegin sings to Tatiana the quotation
with which Pushkin opens his masterpiece, but omits the last six lines of the stanza:

EOP.1.1 (1-14) "Motu 05105 cambix YeCmHbIX NPasil,

Kozcoa ne 6 wiymky sanemoe,

OH ysadxxcamo cebs 3acmagui
U nyywe ebloymams He moe.
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E2o npumep opyeum nayka,

Ho, 60sce moil, kakas ckyka

C 601bHbIM CcuOems U OeHb U HOYb,

He omxo00s nu waey npous!

Kaxkoe nusxoe xosapcmeo

Tonyscusoeo 3abasname,

Emy nooywxu nonpasname,

IleuanvHo nooHocums ekapcmao,

B3ovixamov u dymams npo cebs:

Koezoa sice wopm 6o3bmem meos!"”
The last six lines are rather searing in their honest depiction of Onegin’s complete disinterest in
his uncle’s welfare, a disinterest he seems to have for all of humanity. We have already seen
Tchaikovsky’s sensitivity to Lensky. His sensitivity for Tatiana was immeasurably greater. He
wrote to his friend Kashkin, previously noted as one of his collaborators on the libretto, “Being
completely immersed in the composition. I so thoroughly identified myself with the image of
Tatyana that she became for me like a living person, together with everything that surrounded
her” (Brown 143). In a letter to his benefactress, Nadezhda von Meck, he wrote, “I’'m in love
with the image of Tatyana” (Brown 177). When we are in love, we tend to omit our innermost
thoughts, particularly if they reveal unpleasant aspects of our nature. We will often not even
allow others to speak harshly before the object of our affection. It is possible that this reasoning
causes Tchaikovsky to excise the brutally honest last six lines of this stanza.

The scene closes with the simple, wondering observation by Nanny (EOT-original) that

Onegin seems to have had some sort of effect on Tatiana.

Act One, Scene Two

EOT EQOP
Tatiana speaks with Nanny about Chapter Three (middle)
love and writes a letter in the night

declaring her love to Onegin

Total lines 189: 87% from EOP
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In the preceding scene, 98 of the scene’s total of 306 lines came directly from Pushkin,
for a ratio of 32%. In Scene Two, this number jumps dramatically to 165 of the total of 189
lines, for a total of 87%, exceeded throughout the opera only by the ratio in Scene Three.

All of the material from this scene comes from Chapter Three, the bulk of it comprising
the famous letter of Tatiana to Onegin. After a few short lines to set the situation in Tatiana’s
bedroom as she and Nanny prepare for bed, Tchaikovsky goes straight to the first lines of direct
dialogue in the chapter after the exchange between Lensky and Onegin (mentioned previously).
These appear in Stanza XVII, which is quoted verbatim, with the exception of the line, “4 usinue
6cé mne mémno, Tana,” which Tchaikovsky changes to: “A nuine 6cé memno mue cmano.” From
this point through stanzas XVIII and XIX, every word is quoted with only the smallest changes:
“amu n1ema” becomes “nawu rema,” “ss cmpaoaro” is added to “sz mockyro.”

In the transition from stanza XIX, after Tatiana’s declaration that she is in love, and her
order to be left alone in XX, some narrative lines are removed, as well as some lines that would
seem to indicate Nanny’s strong sympathy with Tatiana’s feelings:

EOP3.XIX (12-14) - Jlums moe, cocnoowv ¢ moboro! -

U usns oesywiky ¢ moivooi

Kpecmuna opsxnoro pykoti.
Following Tatiana’s next direct quote in Stanza XXI and a “Good-night” from Nanny added in
EOT, Tchaikovsky takes us on another short time-trip backward four stanzas through Pushkin’s
text to a dramatic moment before the conversation between Tatiana and Nanny. Here Pushkin
addresses Tatiana directly in the second person familiar mar.

EOP.3.XV  (1-14) Tamvsna, munas Tamvsna!

C moboii menepw 5 cresvl 1vio;
Tl 6 pyKu MOOHO20 mupana
Yoic omoana cyovoy ceoro.
Tocubnewv, munas,; Ho npesxicoe

Tov1 6 ocienumenvHou Haoedcoe
Bnasicericmeo memuoe 306eun,
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Tol Heey dicuzHU Y3HAEUD,

Tvl nvewv 8onUeOHbI A0 HCeNaHUl,
Tebs npecaedyrom meumol:

Bezoe soobpasicaeus moi

Ilpuromul cuacmaugvix ceudanuii;
Be3soe, se30e nepeo moboii

Teoii uckycumenv pokosou.

There are at least a dozen places in the novel where Tatiana weeps at her own fate or that of

others, and there are some spots where Lensky weeps. Still others speak of the absence of tears

on the part of Onegin; but this is the only stanza in which Pushkin himself weeps for Tatiana.

Tchaikovsky transvocalizes lines 5-14 of this stanza into Tatiana’s own mouth as follows:

Ilyckaii nocubny s, Ho npescoe
A 6 ocienumenvrou Haoeicoe
Bnasicencmeo memmoe 308y,

A nezy arcuznu y3uaio,

A nvio sonuebnbiil 510 dceranui,
Mens npeciedyrom meumol.:
Besoe, se30e nepedo muoi

Mou uckycumenv pokosoll.

The necessity to omit the first four lines is almost self-explanatory; girls in love may

think of their beau as a tempter, but no one wants “to surrender her fate” to a “moomnsiti mupan.”

In addition to the obviously necessary change from second to first person, Tchaikovsky prevents

Tatiana from expressing the imagination of happiness as indicated in lines 11 and 12 of

EOP.3.XV. Tchaikovsky, of course, knows that this introductory arioso will be succeeded by

the text of the letter with all its tender expressions of Tatiana’s sincere love, which will be

answered in the subsequent scene by Onegin’s rejection. The words of these two lines convey

Pushkin’s ironic, worldly sympathy and reveal his knowledge of human nature. They demand

recitation with something like a knowing sigh. Perhaps Tchaikovsky felt that it was the better

part of valor to remove Pushkin’s words about Tatiana’s naive hope from this poignant sequence.

This again emphasizes the sensitivity that Tchaikovsky felt toward the image of Tatiana.
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Further evidence of the significance Tchaikovsky found in this passage can be found in
the reprise of the musical idea to which he set these words in Act III (EOP.8). When Onegin
sings the words of his own letter to Tatiana as represented in that scene, it is to the melody of
Tatiana’s “Ilyckati noeuony s.” Moreover, Tchaikovsky transvocalizes the lines underscored
above into Onegin’s mouth at that same moment.

Following this weighty transvocalized neochronotope and a few recitative phrases,
Tchaikovsky launches directly into the text of the letter itself. He sets all but eleven of the 79
lines of the letter to music that soars and dives with the nuances of young love, making only four
minuscule changes in the remaining text. These are the words Tchaikovsky does not set:

EOP.3.Tatiana’s Letter (11-21) Kozcoa 6 naoeocoy s umena

Xomb peoxo, xomwv 6 Hedenio pas

B oepesne naweui 6uoems sac,

Ymob monvko caviuiams 8auiu peyu,

Bawm cnoso moneumn, u nomom

Bce oymamy, oymame 06 0o0HoM

U oenv u Houb 00 HOBOL 6cmpenu.

Ho 2o6opsm, 6vl nentooum,

B enywiu, 6 0epesne 6cé sam cxyuHo,

A mbl... HUYeM Mbl He blecmuM,

Xomwb 6am u padsl NPoOCmMooyuHo.
It is not entirely clear why Tchaikovsky chose not to set these specific words. He attests in his
letters that this scene was the first that he set to music. This indicates that many of the musical
ideas expressed in this scene should be considered as forebears of other, related themes. We
have already seen that he has lofty ideas about Tatiana’s personality. He did not have the same
opinion about his own wife — in fact, quite the contrary. There is a line of reasoning in these

verses that strongly resembles some of the appeals that Miljukova made in her letters to

Tchaikovsky. On May 16, 1877, she wrote: “Although I cannot now see you, I console myself
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with the thought that you are in the same city as [ am...and God knows whether I shall chance to
see you.” Later the same day, she wrote Tchaikovsky again:

...your shortcomings mean absolutely nothing to me. Perhaps if you were a

perfect being I would have remained completely cool towards you. I am dying of

longing, and I burn with a desire to see you, to sit with you and talk with you...I

sit at home all day, pace the room from corner to corner like a crazy thing,

thinking only of the moment when I shall see you. I shall be ready to throw

myself on your neck, to smother you with kisses... (Brown 138-39).

The desperate longing to see and speak with Tchaikovsky is like Tatiana’s desire to see
Onegin, thinking day and night only about their next meeting. Yet the reality of Miljukova is not
the ideal of Tatiana; she goes the additional step of promising kisses and embraces. When the
reality came to pass after the marriage, Tchaikovsky would describe the effect of her overtures as
“totally repugnant” in a letter to his brother (Brown 148). Perhaps Miljukova’s stated desire to
demonstrate her affection physically compromises the words and sentiments in this passage to
such an extent that Tchaikovsky could not place anything of the kind into the mouth of his
beloved Tania.

The other changes in the letter are: a break for a few lines of dramatic recitative following
the omission above; the move of the conditional particle 6 in line 24; the deletion of the word

soanyemoti from line 51; and the reverse of the order of the words “sawa wecmsv” to “uemcs e2o.”

This last change is problematic because it upsets the rhyme scheme:

EOP.3.Tatiana’s Letter (78-79) Konuaro! Cmpawno nepeuecme... a
Cmuioom u cmpaxom 3amupaio... b
Ho mne nopyxoii eawa uecmey, a
U cmeno eti ceds ssepsiio... b
EOT.1.2 Tatiana: Konuarw! Cmpawno nepeuecme... a
Cmui0om u cmpaxom 3amuparo... b
Ho mne nopykoti uecms e2o c
U cmeno eii cebs ssepsiio... b
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There is only one possible explanation for this change, one of the few not necessitated by
the need to conform third person narrative to spoken first or second person. Tchaikovsky must
have felt strongly that at this point Tatiana needed to have sealed the letter already, making
second person no longer an option. This stage direction is, in fact, written in the copy of the
score I have: (6écmasas u 3anevamwigas nucomo)**. Although stage directions are notoriously
inaccurate and unreliable®, in this case, nothing else really makes sense.

From this point to the end of the scene, Tchaikovsky uses exclusively direct quotes (with
some unremarkable repetitions) from the remainder of stanzas XXXIII-XXXV, the last line of

which is the last line of the scene.

Act One, Scene Three

EOT EOP

Song of the Maidens. Scene in the Chapter Three (end), Chapter Four
garden between Tatiana and Onegin. (beginning)

He rejects her and delivers a “sermon”

about his disinterest in marriage.

Total lines 85; 88% from EOQP

After beginning with some very important musical interludes, Tchaikovsky commences
the Garden Scene from Chapter Four of EOP with the very ingenious use of Chapter Three’s
Ilecna oesyuex, known to English-speaking opera audiences as “The Berry-Picking Song.”
Tchaikovsky uses all eighteen of the song’s lines and sets it to decidedly un-folkish music. Shaw
complains that, “the song is taken from Pushkin but without the explicit motivation?®.” He is
dismayed by the absence of reference to the ironic note that Pushkin adds following the song in
EOP, that the girls sing “...by decree in chorus/(a decree based on that/sly mouths would not in

secret/eat the seignioral berry/and would be occupied by singing; a device/of rural wit!)2””
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While this observation has merit, it does not take into account the style of the setting as a
possible commentary on the song’s purpose within the scene.

Sometimes this song is performed on-stage as an actual chorus of girls picking berries,
but the words themselves suggest something much more sophisticated and motivated by
something other than agricultural necessity. Rancour-Laferriere says that references to “berries,
cherries, and red currants” in folk songs, and specifically in this song, “...are all common images
from peasant lyric songs and wedding songs, and are all vaguely suggestive of female sexuality”
(238). Later, he says, “For the young maidens, then, to pelt the young man with berries in
Puskin’s folkloric song is to ‘throw themselves’ at this man, sexually” (239). Yet this sort of
disingenuous playfulness is at odds with Tatiana’s sincere hopes of capturing Onegin’s attention.
I feel that, with his elegant setting and instrumentation of this song, coupled with the fact that he
uses it to frame the entire scene, Tchaikovsky, fully aware of the double meaning of the words,
assumed that intelligent performers would communicate very well the “explicit motivation” of
this chorus. It serves to highlight that, at least in Onegin’s view, the ordinary occupation of girls,
both noble and peasant, is to “throw themselves” at a man and play with his feelings. Sadly, he
does not see that Tatiana is far from ordinary.

After the chorus, Tchaikovsky uses a short direct quote from Chapter Three that actually
precedes the Berry-Picking Song from EOP.3. XXXIX.(1-2): 30ecs on! 30ecy Eeeenuii!/O boonce!
umo nooyman ou! (PSS 77), and then continues with recitative. Tchaikovsky then returns to
material from Chapter Four, as Onegin begins to sing the words given him by Pushkin that will
be so painful to Tatiana:

EOP4.XIT  (3-6) U moneun: "Bovl ko mHe nucanu,

He omnupatimecs. A npouen

Jlywiu 0osepuusoli npusHanvs,
J1066u HeguHHOU U3TUAHBA, ~
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Tchaikovsky starts with the direct quote and removes the preposition ko, but otherwise includes
all the lines from the remainder of this stanza, as well as the first eight lines of stanza XIII.
Parenthetically, this becomes one of the very few moments in the opera when Tchaikovsky gives
his baritone a genuinely singing melody of his own. In almost all the rest of the opera when
Onegin is not singing recitative, he is either singing in ensemble or repeating a melody used by

someone else first (see Act Three, Scene One). This quality of Onegin’s music attests to the

possibility that Tchaikovsky was not as fond of the Petersburg dandy as his literary creator.
Elsewhere in the letter to Kashkin already quoted above (29), he wrote: “I...was furiously
indignant with Onegin, who seemed to me a cold, heartless fop” (Brown 143).

In stanza XIV, he changes the word order in line four from “/x soece nedocmoun 1" to
“Ux neoocmoun soece .” This does not disrupt the meter or the rhyme scheme. It seems to be
an example of a phenomenon Krasinskaja describes in her treatment of Tchaikovsky’s operatic
melodics. Tchaikovsky seemed to feel that the approach a composer should take to setting words
in recitative was different from the approach needed when setting aria passages. While the lines
from stanza XII are sung in recitative, by the time we reach stanza XIV, Onegin’s “sermon” aria
is in full swing. The melody line of the aria has been fully established, and Tchaikovsky has

even begun to make variations on the tune:

[Insert measure 70 — 74 pp139-140 from score]
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If we look at the moment when Onegin sings “ux ne docmoun 6oéce s and try replacing
it with the EOP word order, we see that the influence of the melody line causes the words to have
an unnatural intonation. In spoken language, just as in recited poetry, there is a rise and fall to
the relative pitch, or intonation, of the speaker that can be notated musically with some degree of
technical accuracy. If a musical line follows this rise and fall, it is described as having “natural
intonation,” otherwise the intonation is “unnatural.”

Unnatural intonation or declamation was a subject about which Tchaikovsky vacillated
considerably. Krasinskaja quotes Tchaikovsky in his correspondence with the Grand Duke
Konstantin Romanov”, “Your criticisms of my sins as regards declamation are too lenient. In
this respect I am past redemption. I do not think I have perpetrated many blunders of this kind in
recitative and dialogue, but in the lyrical parts, where my mood has carried me away from all just
equivalents, I am simply unconscious of my mistakes” (LLT 610, Krasinskaja, 8). Later in the
same letter he writes, “be3ycroenasn Henoepewumocms 6 OMHOUWEHUU MY3bIKATbHOU OeKAAMAYUU
ecmyb Kauecmeo OmpuyamenibHoe U ...npeyeeiuiams 3HayeHue 3mo2o Kavecmeaa He ciedyem’”
(Krasinskaja 8). Krasinskaya invites us to compare this comment to another he makes in a letter
from March of 1873 on the undesirability “of slavish mimicry of conversational intonation.”

In the case of the line in question, Tchaikovsky was faced with a quandary: how to
remain faithful to Pushkin’s original? Force the words to fit the melody or vice versa? Had the
words been in recitative, as his comments to the Grand Duke suggest, we can imagine that he
might have altered the musical line. They are, however, in the middle of a lyrical aria line.

Serendipitously, the simple reverse in the order of the words alleviates the quandary and does not

* On the subject of the opera The Queen of Spades, written some thirteen years later, but the topic is nonetheless
germane to this discussion.
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harm the poetics of Pushkin’s verse. Undoubtedly, Tchaikovsky faced many such moments
during the composition of the opera. I will not address all of them in the detail that I have here,
but it gives one pause to consider the complexity of the composer’s task.

There are three other excisions from Pushkin’s verse as Tchaikovsky continues through
stanzas XIV, XV, XVI, each of which again seems to be inspired by the composer’s delicacy of
feeling for Tatiana. From XIV, he removes the lines, “you would begin to weep; your
tears/would fail to touch my heart — /they merely would exasperate it” (Nabokov I: 188). From
XVTI he takes out, “a sapling thus its leaves/changes with every spring./By heaven thus ‘tis
evidently destined./Again you will love; but...” (Nabokov I: 189) Both of these deletions disrupt
the rhyme scheme, but perhaps Tchaikovsky’s great admiration for Pushkin’s thyme scheme is
exceeded by his love for Tatiana. This would also explain the exclusion of all of stanza XV,
where Onegin mercilessly paints a picture of what married life with him would be.

EOP4.XV  (1-14) "Umo moocem 6bimeb HA ceeme Xynce

Cembu, 20e beonas snena
I'pycmum o Hedocmounom myaice
U onem u seuepom oona;
I'0e cxyunwiii myorc, el yeny 3Has
(Cyowby, 00Haxo s, NpOKIUHASL),
Bcezoa naxmypen, monuanus,
Cepoum u xonoouo-pesnug!
Taxos 5. 1 moeo nv uckanu
Bul yucmotl, nramennou oywotl,
Kozcoa ¢ makorw npocmomoti,
C makum ymom Ko MHe nucaniu?
Voicenu sicpeduti gam makoti
Hasnauen cmpoeoro cyovboii?
The extraordinary tawdriness of the image reflected in this stanza adds a vividness to Pushkin’s
portrait of Onegin that was apparently of less interest to Tchaikovsky.

The scene and act conclude, as already stated, with a reprise of the “Berry-Picking Song.”

This time, however, the neochronotope created by placing the carefree, lighthearted song after
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Onegin’s cold “sermon’ causes us to consider the possibility that these berries may not be very
sweet.

Act Two, Scene One

EOT EOP

Chapter Four:

Rural and literary matters
Chapter Five (beginning):
Tatiana’s Dream

Tatiana’s name-day ball. Onegin and | Chapter Five (middle)
Olga flirt, and Lensky is offended.

Lensky challenges Onegin to a duel Chapter Six (beginning)
Total lines 76; 26% from EOP

This scene has the least material taken directly from Pushkin. It concerns Tatiana’s
name-day ball and the efforts by Onegin to incite Lensky’s jealousy as related in Chapter Five of
EOP. In the novel, Lensky departs from the party bewildered and profoundly injured
emotionally. He sends Onegin a challenge to a duel by letter. In constructing the libretto,
Tchaikovsky obviously must have felt that the drama of the challenge to the duel belonged on-
stage. Many in his circle had warned Tchaikovsky that Pushkin’s novel lacked many of the
moments of high drama typical of most operas. While working on the opera in June 1877, he
addressed these concerns in a letter to his brother, Modest, declaring boldly, “Let it lack scenic
effect, let it be wanting in action!” (LLT 203).

The action of the scene opens with a now famous waltz and chorus, the words of which
are entirely original to EOT. They are in no wise to be understood as trying to mimic Pushkin;
neither thyme nor meter in any way correspond to the Onegin stanza. The lines themselves are
especially vapid. They convey, similar to the “Berry-Picking Song” (Chorus of Girls) in Act

One, a sense of the vanity of the social whirl:
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EOT.2.1 Guests Bom max cropnpusz!
Huxkaxk ne oorcuoanu
Boennou myzviku!
Becenve xoms kyoa!
JlasHo yarc nac
Tax ne yeowanu!
Ha cnasy nup,
He npasoa nv, 2cocnooa?
bpaso, bpaso, bpaso etc.

Tchaikovsky follows the order of the dances from the name-day ball description in chapter Five

by succeeding the waltz with a mazurka. Pushkin mentions this as a rustic convention preserved
primarily in the country:

EOP.5.XLIT (8-14) Ho 6 2opodax, no oepesusm
Ewe mazypra coxpanuna
Ilepsonauanvhvie kKpacwl:
Ipunpwiscku, kabayku, ycol
Bcé me orce: ux ne usmenuna
Jluxas mooa, nHaw mupan,
Heoye noseviuux poccusn.

It is during the mazurka that the tension begins to build up in recitative exchanges among Olga,

Onegin, and Lensky. Olga chooses to dance with Onegin over the protestations of Lensky.

When the mazurka ends, discussion begins among the guests about a “Frenchman who
lives with the Kharlikovs.” The guests encourage this man to sing some charming verses in
dedication of Tatiana’s name-day. Although his verses are an invention of EOT, the character is
not. In the novel, we find:

EOP.5. XXXIII (1-14) 0c806005cb 0m NPOOKU BIANHCHO,
bymuinka xnonnyna; euno
Hlunum; u 6om c ocankou 6adlicHoOU,
Kynnemom myuumuiii oasHo,
Tpuxe 6cmaem; nped HUM coopaHve
Xpanum 2nybokoe monuanwe.
Tamovana uwymoe sxncusa, Tpuxe,
K neti oopamsce ¢ aucmrom 6 pyxe,
3anen, panvwuss. Inecku, Kiuxku
E20 npueemcmeyrom. Ona
Ilesyy npucecmo npunysicoena;
Iloom srce ckpommblil, X0Mb 8enUKUL,
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Ee 300posve nepauiii nbem
U el kynnem nepedaem.
The name of the family with which he lives is derived from a passage a few stanzas later,

EOP.5. XXXIX (5-9) Obpaoosarn mysviku epomom,

Ocmaes 4awky 4aio ¢ pomom,

Iapuc oxkpysichbix 20poOKos,

Ilooxooum k Onvee [lemywixos,

K Tamwsaue Jlenckuu, Xapauxosy,

Hesecmy nepecnenvix nem,

bepem mamboseckuii moii nosm,
In Pushkin there is no direct connection between Kharlikov and Triquet. The character of
Triquet, although not at all central to the development of the plot, is one of the most memorable
creations of the opera.

As mentioned at the beginning of the paper, in the premiere at the Moscow Maly Theater
in 1879, this aria was one of only two numbers to draw enthusiastic applause. Also noted earlier,
this seems to be the one spot in EOT in which Vladimir Shilovskij played an uncontestable role.
The aria has the unique distinction of having two sets of text — one in French and one in Russian.
According to Brown, Shilovskij appears to have written the French version. Many observers
have expressed the opinion that the French text is charming. This is the text sung by all Triquets
in performances outside of Russia, and it gives the character a personality similar to that of
Cherubino in Mozart’s The Marriage of Figaro — an excessively refined, slightly effeminate,
sincere, but ultimately trivial fop.

Within Russia, however, the text is always sung in the broken Russian apparently created
by Tchaikovsky himself. The effect is pure buffoonery, and in three of the four performances of

the opera I saw in fall 2001 the audience laughed out loud at the singer’s delivery”. Triquet is

usually clad in some sort of outlandish costume. Here are both versions:

*A description of this performance will appear in a later paper devoted to specific musical issues in the section,
“Notes on Performance Practice.”

48



Triquet: (Recitative)

Kynnem umeem s ¢ coboi

Ho 20e, ckadicume, Mademoiselle?
On dondcen Oblms nepeoo MHOU,
Car le couplet est fait pour elle!

Girls:

Bom ona! Bom ona!

Triquet:

Aha! Voila yapuya smom denw
Mesdames! A 6y0y nauunatim
IIpowy menepob mue ne mewaiim!

Karxoii npexpachulii s5mom oerw
Kozoa 6 cetl oepesenckuii cenwv
npocvinanvcs belle Tatiana!

U mu npeuexanu crooa

Jlesuy u 0am u 2ocnooa,
Ilocmompemy, kax pacysematim ona!

Bu posa, eu posa,
Bu posa belle Tatiana!

Kenaem mnoeo 6vims cuacmaus,
Bvimoe seuno ges de ces rives,
Huxkoeoa ne 6vims cxyuna, 6onvhal
U nycmo cpeou ceoux bonheurs,
He 3a6wi6aiim ceoii serviteur,

U sce ceou noopye ona

Bu posa, eu posa,
Bu posa belle Tatiana!

(Aria)

A cette féte conviée

De celle dont le jour est fété
Contemplons le charme et la beauté
Son aspect doux et enchanteur
Répand sur nous tous sa leur

De la voir quel plaisir, quel bonheur!

Brillez, brillez toujours, belle Tatiana!

Que le sort comble ses désirs,
Que la joie, les jeux les plaisirs
Fixent sur ses levres le sourire!
Que sur le ciel de ce pays,

Etoile qui toujours brille at luit,
Elle éclaire nos jours et nos nuits!

Brillez, brillez toujours, belle Tatiana!

There are many grammatical problems with the Russian version: the verb uweem is improperly
conjugated; mewams, Hauunamo, 3a061ms, and pacysemams are all modified in order to be
horribly mispronounced. IIpocwsinancs is almost nonsensical in this context, and even if it made

sense, the gender is wrong™. The main idea is well conveyed: Triquet has not mastered Russian.

* Some of these mistakes are noted on p. 77 of the libretto from the English National Opera, edited and translated by
David Lloyd-Jones.
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The refrain “belle Tatiana” is actually from EOP.5.XXVII.14, in which stanza Pushkin
tells us that Triquet set the couplets to the tune of “Réveillez vous, belle endormie.”
Tchaikovsky, according to Roland J. Wiley, sets his text to the tune “Dormez, dormez, cheres
amours.” It is interesting that the tune in Pushkin is about waking up, while the tune
Tchaikovsky chooses is about going to sleep, because in stanza XXXIII, Pushkin himself
describes Tatiana as “scarce alive” (Nabokov I: 225) from embarrassment when Triquet sings.
Wiley goes on to assert that this is not “a static ornamental scene like the one with which the
opera began...he [Tchaikovsky] is declaring her [Tatiana] to be a muse.”?® The assessment that
Tchaikovsky equates Tatiana with the Muse seems quite reasonable. The opening scene’s
“static, ornamentality” will be challenged in the discussion in Section III.

Following the singing of the couplets, the dancing resumes, with much of the
conversation mimicking the gist of stanzas XL through XLV, on which Chapter Five ends.
However, the drama on stage is just warming up. Here the text is entirely original because, as
noted earlier, Tchaikovsky decides to put Lensky’s challenge of Onegin to a duel in the action of
the name-day party. The music is primarily recitative, and the text is essentially conversational
prose without rhyme or meter. When Onegin dances with Olga, Lensky becomes bitterly jealous
and begins to make accusations against him, arousing the attention of the guests, the hostess, and
her daughters. When Larina expresses her horror that such an ugly scene is taking place: “O
boorce! B nawem oome, nowaoume, nowaoume!” Lensky turns this phrase around and begins
singing the music that eventually becomes a quintet with the guests as chorus:

EOT.IL.1 Lensky: B sawem oome, kak cHul 3010mble

Mou demckue 20061 mexau;
B sawem oome exycun s enepsvie
Paoocme uucmoti u ceemnoni 11068u.

Ho ceco0ns y3nan s opyeoe:
A uzeeoan, umo HcuzHb He POMAH.
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Yecmb — s 38K, Opyarcda — c1o60 nycmoe,

OcropboumenvHulil, dcankuii ooman!
It is interesting that he sings these lines to Larina, especially lines six through eight, with the
observation that “life is no novel.” They take to a bitter level the advice she herself gave to
Tatiana in EOT.IL.1 “Bwieano, 51, kak mel, yumas KHU2U 3mu, 60JAH08a1ACh. Bcé smo evimvicen!
Ipowwnu 2o0a u s ysuoena, umo 6 sxcusnu Hem cepoeg.” Although these lines do not appear in
this form, they are certainly consistent with Pushkin’s narrative in stanzas XXX and XXXI of
Chapter Two, where he describes the young Madame Larina’s passion for reading French and
English novels. This is a trait Tatiana very evidently inherits. Pushkin suggests the idea that
Tatiana confuses the heroes she encounters in novels with Onegin in many ways throughout the
novel. In one passage in Chapter Three he describes how Onegin might compare to the men
Tatiana dreams about in the novels she devours: “Ho naw eepoti, kmo 6 Hu 6vi1 OH,/ Yo 6epHO
ovin He I panoucon.” There is irony upon irony, then, in Lensky’s observation.

As the quintet develops, Tchaikovsky must invent words for Lensky, Olga, Larina, and
the guests, but he draws Onegin and Tatiana’s from Chapter Six. As a result, just as with the
quartet in Act One, in this quintet we get the sense again of the suspension of real-time — a
neochronotope — because the action is progressing at the name-day ball of Chapter Five, while
Tatiana and Onegin sing words from different parts of Chapter Six.

For Onegin, Tchaikovsky knits together lines from two different stanzas in Chapter Six
that concern the presentation by Zaretsky of Lensky’s written challenge and Onegin’s reaction:

EOP.6.IX (9-14) 3apeykutl cman b6e3 0ovsCHeHUl,

Ocmamucs 0one ne xomei,
HUnmesn ooma mrnozo oen,
U momuac evruen, no Eecenuul

Haeoune c ceoeti oywoti
Bwin neooesonen cam ¢ coboil.

51



EOP.6.X

Compare this to:

EOT.II.1

(1-14)

Onegin:

U noodenom: 6 pazoope cmpozom,
Ha maiinwiii cyo cebs npuszsas,
OH 066uHAL CeOSL 80 MHO2OM.
Bo-nepsvix, on yoic Ovin nenpas,
Ymo nao 110606v10 poOKOIU, HEHCHOT
Tax noowymun eewop HeOpetCHO.
A 80-6mopulx: nyckati noom
Jypauumcs,; 6 ocbmHaoyams nem
Ono npocmumenvro. Eszenuti,
Bcem cepoyem onowy 11064,
bBuin 0onocen okazame cebs

He msauuxom npedpaccysicoenuil,
He nviikum manvuuxom, boiiyom,
Ho myarcem ¢ uecmuio u ymom.

Haeoune c ceoeii oywoti

A neoosonen cam ¢ coboil.

Hao smou cmpacmoio, pobroil, HedcHol
A cnuwxom nowymun HeopedsicHo!

8cem cepoyem IHOuLY 0031

A 6 oonorcen nokazams cedsi

He msauuxom npeopaccoicoenuii

Ho myoicem ¢ yvecmoio u ymom.

The usual irony of transvocalism from Pushkin to Onegin is deepened for the reader familiar

with EOP by the fact that Onegin is speaking lines of response to the duel before the challenge

has actually been issued. This may mean that he has actually willed the duel to happen because

he knew on some level of consciousness where the consequences of his behavior would lead.

For Tatiana, Tchaikovsky draws from a similar neochronotopic well with the same effect.

She is singing about her reaction to Onegin’s unusual behavior with Olga while it is taking place.

Adding to the fatal and fateful character of this commentary, her own spoken words, which

Tchaikovsky paraphrases, go on to express the thought that she will perish, but that to perish at

Onegin’s hands is sweet:

EOP.6.11I

(1-14)

E20 nesxcoanunvim nosenenvem,
Mernogernnotl HedxcHocmuvio oyuell

52



U cmpannvim ¢ Onveotl nosedenvem
o enybunsl oywu ceoeti

OHa npoHukHyma, He Modicem

Huxkak nonsims e2o; mpegootcum

Ee peenusas mocka,

Kax 6yomo xnaonas pyxa

Eii cepoye oicmem, xax 6yomo be3ona
1100 neti yeprneem u wiymum...
"Ilocubny, - Tans cosopum, -

Ho cubenv om nezo nobesna.

A ne ponwy: 3auem ponmams?

He mooicem on mue cuacmos oams." —

By the time Tatiana finishes singing the paraphrase of the above lines, it has become clear to all
that a crisis is coming.

It is interesting that at this moment, when a duel is imminent, Tchaikovsky puts the
following words in Olga’s mouth: “Ho 5 nu 6 uém ne eunosama, nu 6 yém.” The words are
suggestive of a comment attributed to Pushkin on his deathbed, while the poet lay dying from a
duel fought to defend the honor of his wife. To Natalya he said: “Do not worry. You are not
guilty in this matter” (Feinstein 273). The irony is, of course, that she was guilty, at least of
allowing people to think she was carrying on an affair with a young, French count”.
Tchaikovsky found Olga perhaps less guilty than Natalya. Unfortunately, my research has not
revealed to me how much Tchaikovsky himself knew of the particulars of this deathbed
absolution — certainly all Russians of his class and educational background were familiar with
the circumstances of Pushkin’s tragic end.

Following the quintet, Lensky issues the challenge per se, the most theatrical
neochronotope of the entire opera. The rivals confront one another physically, Lensky rushes out
bidding an eternal farewell to Olga, and the guests sing of their morbid excitement at the scandal

that has unfolded right before their eyes.

* For more on this highly controversial point, see Feinstein 261-264

53



Act Two, Scene Two

EOT EOP

Onegin and Lensky duel. Lensky is Chapter Six (middle)
killed.
Chapter Seven:

Onegin goes abroad. Olga marries
someone else. Tatiana peruses Onegin’s
library, then goes to Moscow and meets
her future husband.

Total lines 76; 80% from EOP

This scene, after scenes two and three of Act One, has the highest percentage of pure
EOP text. There is some rearrangement of Chapter Six text resulting from the placement of the
challenge on stage and the reorganization of events precipitated by that decision. EOT begins
with Zaretsky and Lensky awaiting Onegin at the appointed place. They exchange a few lines of

invented recitative. Zaretsky then sings a couplet derived from the words that he wakes Lensky

with in EOP:
EOP.6.XXXIII (10-14) ...yaHC coceo
B 6e3monenwiii 6xooum kabunem
U 6youm Jlenckozco 60336anvem:
"llopa 6cmasamv: ceObMOU YHC yac.
Omnezun, sepro, scoem youc Hac'.
EOT.I1.2 Zaretsky: Ymo nem ez2o. cedbmoli 6e0 uac.

A Oyman,umo ou dcoem yaic Hac.
Tchaikovsky maintains both EOP rhyme and meter in this fairly substantially altered variant and

succeeds quite succinctly in making it a believable comment at the field of contest, rather than at
the bed of Lensky.

We then travel back a bit in EOP time (one stanza, to EOP.6.XX]I) to the lines that
Lensky spends the night writing to bid his poetic farewell to life: “Kyoa, xyoa v
yoanuaucs,/Becuvi moeti 31amoie onu?” Pushkin himself denigrates this poetry as nonsense:

“...eeco cmuxu/Ilonnwl 110606HOU yenyxu/38yuam u aviomes” (EOP.6.XX). Therefore, any
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changes should arouse a bit less indignation. Nonetheless, Tchaikovsky makes a fine aria of this
text.

Because Pushkin quotes this poem verbatim, Tchaikovsky can treat it without the
grammatical changes required for transvocalization. He changes the word “mene” to “mome,”
without harming the meter or rhyme, and dramatically improving the singability of the line by
replacing the glide resonant-glottal blend of the former with the crisper sibilant-resonant
complex of the latter. He adds a dramatic, rhetorical “Ckaorcu’™ to Lensky’s question, “Ilpudews
au, 0esa kpacomwt” and twice the even more dramatic, “Ax, Onvea, s meds arod6un!...” In
Tchaikovsky’s setting and reorganization of the lines that follow, there are a number of
interesting repercussions:

EOP.6.XXII (13-14) Cnesy npoaums Hao pauHell YypHOU
U oymams: on mens nobun,
OH MHe eOuHol nocesamu
Pacceem neuanvuwiii scuznu 6ypHoti!..
Cepoeunviii Opye, Jicenanmuvlii Opye,
Ipuou, npuou: s meoti cynpye!.."

EOT.IL.2 Lensky: Cne3y nponums Hao pauHell YpHoU
U oymamo: on mens aroour,
OH mHe eOuHoll NOCEAmU
Pacceem neuanvhuiii srcuznu 6ypHott!..
Ax, Onvea, s mebs nooun!...
Pacceem neuanvhuiii srcuznu 6ypHott!..
Ax, Onvea, s meos nooun!...
Tebe eounotl noceamun
Pacceem neuanvuwiii scuznu 6ypHoti!..
Cepoeunbviii Opye, dicenanuvlii 0pye,
Ipuou, npuou: sncenannwlii Opye
Ilpuou, s meou cynpye! Ilpuou!
A ooy mebs, scenannwiii opye,
Ilpuou, npuou! A meoti cynpye!
Kyoa, xyoa evl yoanunuce,
3namule Onu moeti sechvl?

In EOP, Lensky wonders whether Olga will visit his grave and what her thoughts will be.

Pushkin does this without the use of quotation marks for the thoughts presumed to be Olga’s.
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The referent of who is supposed to be the “Cepoeunviii opye, scenannsiii Opye” is unclear,
ambiguous; is Olga thinking of Lensky, or has the perspective shifted back to Lensky, and he is
thinking of her? This question is partially answered by the final line “IIpuou, npuou: s meoii
cynpye!l..,” which is joined to the phrase in question by a comma.

In Tchaikovsky’s version, the ambiguity becomes even greater because he changes the
“Mmue eounoti nocesamun” to “Tebe eournoii noceamun.” We can at least eliminate Olga from the
list of possible subjects of the phrase, i.e., we are not to understand that she might have the
thought, “Cepoeunuviii opye, scenannwiii opye.” Despite the presence of all the “Ax/” declarations
of love in the preceding lines clearly directed to Olga, the last six lines in the EOT text above are
sung to music of a very different nature. There is a harmonic modulation and a marked change
in rhythmic texture, which cause these lines to seem to be connected to some new idea. Of this
passage, Natalia Challis writes, “his anguished call may not be to Olga, his Muse, but to an
unnamed ‘desired friend’” (ENO 38 42). Complicating the situation, after Lensky sings these
lines, Onegin, as if in answer, appears on stage.

Taken by itself, this suggestion that Lensky is declaring himself to be Onegin’s “spouse”
and that Onegin is “friend of his heart, desired friend” may seem abrupt. Nonetheless, in
creating this neochronotope, Tchaikovsky has shifted attention from the emotional link between
Lensky and Olga to that between Lensky and Onegin. 1 develop this idea further in Section III,
but the question will arise again before we have finished discussing this scene.

The next exchange of dialogue takes place between Zaretsky and Onegin and reveals
Zaretsky’s impatience with Onegin’s cavalier attitude toward the conventions of dueling.
Tchaikovsky takes this exchange from Pushkin’s description of Zaretsky at the duel in Chapter

Six and transvocalizes some of Pushkin’s narrative voice to Zaretsky and Onegin. Retaining all
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of the direct quotes, he transvocalizes the narrator Pushkin’s comment on the irony of the two

friends, Onegin and Lensky, taking arms against one another.

EOP.6.XXVI

EOP.6. XXVII

EOP.6.XXVIII

(4-14)

(1-14)

(1-12)

3apeykutl s#copHO8 0CyHCOA.
Hoem Onezun c uzeunenvem.
"Ho 20e dice, - MONBUN C U3YMIECHbEM
3apeyxuil, - 20e éaw cekynoanm?"
B oyonsax knaccux u nedanm,
JIobun memody on u3 uyscmea,
U uenosexa pacmsanymo
OH no360/51 - He Kak-HUOyOb,
Ho 6 cmpoeux npasunax uckyccmaa,
Ilo scem npedanvim cmapuHul
(4Ymo noxeanums mvi 6 HeM OO0NHCHDL).

"Mou cexynoanm? - cxazan Eecenuil, -
Bom on: moui opye, monsieur Guillot.
A He npedsudicy eo3padicenull

Ha npeocmasnenue moe:

Xomwb uenoeex on Heuzgecmmulll,

Ho yoic koneuno manwiii vecmmuori”.
3apeykuti 2ydy 3axycu.

Onezun Jlenckozo cnpocun:

"Umo orc, nauunams?" - Haunem, nosxcanyu, -
Ckaszan Braoumup. Y nownu

3a menvruyy. Iloka é0anu

3apeykutl Haw U YeCmMHbIU MALbIU
Bcemynun 6 eascnuiil 0o2osop,

Bpazu cmosam, nomyns é30p.

Bpazu! Jlaéno nu opye om opyea

Hx srcasicoa kposu omeena?

Hasno 16 onu yacel docyea,
Tpane3zy, moiciu u dena

Henunu opyacrno? Heine 3106H0,
Bpazam nacneocmeennvim nooodno,
Kaxk 6 cmpawinom, nenonamuom che,
OHnu Opye dopyey 6 muuiure
Tomossam 2ubenv X1a0HOKPOBHO...
He 3acmeamuca nu um, noka

He obacpunacwy ux pyka,

He pazotimumucs 16 nonto606no? ..

First, let us examine the EOT version of the Zaretsky-Onegin-Lensky exchange:
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EOT.IL.2 Zaretsky: Ilozsonvme! I'0e sice saws cexynoanm?
B oyvonsix knaccuk st nedanm,
Jrobao memooy s u3 yyecmed,
U uenosexa pacmsnyms
Hoszeonto 5 - e kak-HUOYOb,
Ho 6 cmpozux npasunax uckyccmaa,
Ilo 6cem npedanvsam cmapunvi!

Onegin: Ymo noxseanums Mol 8 8ac 00JIHCHYL.
Moii cexynoanm? Bom on: monsieur Guillot.
A He npedsudicy eo3padicenuil
Ha npeocmasnenue moe:
Xomw uenoeex on Heuzgecmuulll,
Ho yoic koneuno manwviii uecmmulil.
Ymo orc, nayuname?

Lensky: Haunem, noscanyu.
Once again, looking at the four lines underscored in both versions, it is striking how the shift

from third to first person can be accomplished with such seeming ease without harm to the
poetics. It is clear that Tchaikovsky tries as far as possible always to maintain the iambic rhythm
of the lines, even when he feels he cannot retain the lines necessary to maintain the thyme
scheme. Emerson, while recognizing the value of Tchaikovsky’s interpretation and finding it
“remarkable how much has been left in,” cannot resist preceding this comment with, what seems
to me, an inaccurate comment: “Libretti leave out a great deal, and it should not surprise us that
much of Pushkin’s novel is lost — most importantly the rhythmic pace of that severely uniform
‘Onegin stanza’ which sheathed a garrulous narrator and a world of warring intonations” (ENO
38 12). Itis true that the Onegin stanza is, here as elsewhere, disturbed, but this is less an issue
of rhythm than of thyme. Tchaikovsky is in fact quite faithful to rhythm, a point borne out in the
music; but he perhaps failed to recognize that rhyme scheme creates a prosodic architecture that
is of equal importance to rthythm.

After Onegin and Lensky have spoken their own words, Pushkin describes the two going

behind the windmill, noted in the stage directions of the libretto, where they regard one another
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as enemies. Pushkin seizes upon his own comparison of the two former friends as enemies to
write a poignant rhetorical commentary. Tchaikovsky takes the text of this touchingly
momentous turning point, and transvocalizes it into the mouths of hoth men as a duet. The
music he chooses for the duet is not the lyrical sort of melody that carried Lensky’s declaration
of love or his farewell to life, nor even Onegin’s sermon to Tatiana, but a rhythmic, almost
baroque canon with a decidedly Russian tonality. This musical idiom is by definition imitative
and causes the men to repeat these words after one another. The style of the music combined
with the effect of transvocalism lends the words a chilling wistfulness.

EOT.I1.2

Lensky & Onegin: Bpazu! Jlaéno nu opye om opyea
Hac scasicoa kposu omeena?
JlasHo au mel yacel docyea,
Tpane3y, u mvicau u dena
Henunu opyacrno? Heine 3106H0,
Bpazam nacneocmeennvim noooono,
Kax 6 cmpawmnom, nenonamuom cre,
Mbul Opye Ons Opyea 6 muuiune
Tomosum 2ubensb X1a0HOKPOBHO..
Ax!
He 3acmesmuvcs 1 nam, noxa
He obaepunaca pyxa,
He pasotimusc au nono6o6no?..
Hem! Hem! Hem! Hem!

In addition to the changes made to alter the EOP text from third person plural to first
person plural, I have underscored two points that demand some further mention. The addition of
the conjunction u in line four of the EOT text is necessary for the musical line. The motive of
the canon at that point has become a quarter note on the upbeat, followed by a moving eighth-
note or quarter-note figure for two beats. The first peak of the canon is reached on the word
moicavr and the word u (or, at any rate, some syllable, and this one makes sense) is needed to

provide the upbeat quarter note:

59



MUSIC EXAMPLE. Duet, Lensky and Onegin. Act II, Scene 2, “Bparun.”
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The other change noted above is the phrase He obaepunaca pyxa. The necessity to avoid
the third person, EOP He o6aepunacs ux pyxa is seltf-evident, but ob6aepunacs strikes me as
ungrammatical, being that the change to the feminine singular past tense should generate
obaepunacy. The form Tchaikovsky chooses is not grammatical in contemporary Russian, but
has always been acceptable in poetry. In this instance, Tchaikovsky has preferred preservation
of the rhythmic pace to conventional grammaticality, a preference Pushkin would likely have
shared with him.

A duet in which both men sing the same words together expressing the regret that they
cannot resolve their disagreement “nozro606n0” is followed by the two men advancing toward
one another with pistols. While they do so, the theme that the winds play in the orchestra is a
minor key variation on Lensky’s first aria to Olga, specifically the notes on which he sang the
words “4 ar0610 6ac.”

MUSICAL EXAMPLE. Act II, Scene 2. Woodwinds leading up to duel.
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MUSICAL EXAMPLE. Lensky’s Arioso. Act I, Scene 1, “S mo6mto Bac.”
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It is possible that Tchaikovsky wants to show that the consequence of this love for Olga
has led Lensky to this fatal moment. Another possibility that this duel is a substitute for acting
on the unnamed feeling between Onegin and Lensky expressed in the melody that carries the
unspoken phrase, “A aro610 6ac.” The neochronotope created by the “cepoeunsiii, orcenarnuii
opye” ambiguity succeeded by the singing of the duet certainly seems to call out for a
reconsideration of the emotional bonds among Onegin, Lensky, and Olga. While Tchaikovsky
never draws this connection explicitly in his writings or correspondence, the knowledge we have
of his homosexuality certainly allows for permitting this conclusion as a possibility.

Tchaikovsky draws one final direct quote from Zaretsky in EOP.6.XXX: “Tenepo
cxooumecs!” The two men advance to the accompaniment of the music just described. Onegin,
just as in EOP, fires first, and Lensky falls. Onegin asks “Voum?” and Zaretsky replies “Youm!”
Pushkin uses a number of euphemisms in stanza XXXI to communicate that Lensky has died as
ironic references to Lensky’s poetry: “Tymannsiii 630p uzobpasxcaem cmepms,” “Mnaoot
nesey/Hawen 6e3opemannswiii koney,” “lIlomyx oconv na armape.” Tchaikovsky, as usual,

removes the irony.
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Act Three, Scene One

EOT EOP

Onegin appears at a ball in St. Chapter Eight (beginning)
Petersburg where he meets the now-

married Tatiana. He falls in love with

her.

Onegin writes a letter to Tatiana,
declaring his love
Total lines 136; 57% from EOP

Shaw admits that Tchaikovsky’s libretto “is best considered as a separate work with its
own particular qualities, judgeable in terms of itself, and with an independent life from the
original on which it is based” (84) but goes on to state inaccurately, “Whole chapters of the novel
are omitted in the operatic adaptation” (85, Shaw’s italics). There is only one chapter that is
omitted entirely, Chapter Seven. This inaccurate enumeration of the omissions suggests that he
perceives the libretto as irremediably inferior.

A great deal happens in Chapter Seven: we learn that Olga “did not weep for long”
(Nabokov I: 266) over Lensky and marries; Tatiana begins perusing Onegin’s library, learning
much about him in the process; and she goes with her mother on a journey to Moscow, where
she marries a “fat general.” It is not difficult to imagine why Tchaikovsky avoids treating all of
this material. The plot elements are, as Emerson says, “banal — if not outright repulsive” (ENO
38 9). Their interest in Pushkin arises from the caustic wit he applies in poking fun at some of
the Moscow characters and the warm tenderness of his descriptions of the countryside and of his
heroine who embodies the grace of that countryside. Tchaikovsky recognizes that these
elements, even if they could be expressed in music, do not conform to the “intimate drama” he

told Taneev (Cf. 21) he was seeking.
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He begins the scene at a ball in St. Petersburg, with Onegin returning from his journeys.
Tchaikovsky knits together several stanzas from Chapter Eight for Onegin to sing while he
wanders through the dancing throng; Onegin transvocalizes Pushkin’s commentary.

EOP.8.XII (9-14) Omneeun (8H08b 3atimycs um),
Youe na noeounke opyaa,
ooicues 6e3 yenu, 6ez mpyoos
Jlo 0saoyamu wecmu 20008,
Tomscw 6 bezdeticmauu 0ocyea
be3 cnyoicowl, be3 sicenvl, 6e3 der,
Huuem 3ansamovcs ne ymen.

EOP.8.XIII (1-14) HUm osnadeno b6ecnoxoticmeo,
Oxoma k nepemene mecm
(Becoma myyumenvbHoe c80UCME0,
Hemnozux 0obposonvhbiil kpecm).
Ocmasun oH coe cenenve,

Jlecos u Hug yeourenve,

I'0e okposasiennas menb

Emy signanace kasxcovlii i1ens,
U nauan cmpancmeus be3 yenu,
Jlocmynuwiii uyecmey 00OHOMY;
U nymewecmeus emy,

Kax 6cé na ceeme naooenu;

On go3spamuncs u nonai,

Kax Yayxkuii, ¢ kopabas na o6an.

EOT.IIL1 Onegin: Youe na noeounke opyaa,
ooicues 6e3 yenu, bez mpyoos
Jlo 0saoyamu wecmu 20008,
Tomscw 6 bezdeticmsuu 0ocyea
be3 cnyoucowl, Oe3 sicenvl, 6e3 der,
Cebs 3auamo 5 He cymen.
MHnoti onadeno becnokoticmeo,
Oxoma k nepemene mecm
(Becbma myuumenvHoe c80ticmeo,
Hemnoeux 0obposonvnbiii kpecm).
Ocmasun 1 ceou cenenbvs,
Jlecog u nHug yeounenve,
TI'0e oxkposasnennas mens
Ko mue asnsanace kaxcowiil 1eHy,
A Hauan cmpancmeus 6e3 yenu,
Jlocmynuwiii uyecmey 00OHOMY;
U umo once? K necuacmvio moemy,
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U cmpancmeus mue naooenu,
A 6o3epamuncs u nonar,
Kax Yayxkuii, ¢ kopabas na 6an.
Apart from the always-surprising ease with which they are made, the changes in person are not

remarkable. It is unclear why he pluralizes cgoe cenenve, except perhaps that it personalizes the
object more than the singular form. Whereas Pushkin makes a reference to “/ nymewecmeus
emy,/Kax 6cé na ceeme naooenu,” Tchaikovsky has Onegin considering his “recuacmuoe,” which
can take the vernacular meaning of “displeasure” or the more poetic meaning of “misfortune.”
The latter possibility squares with the fatal themes that recur throughout the opera even more
insistently than in the novel.

Meanwhile, the guests are singing lines from EOP that precede Onegin’s contemplations,
suspending or expanding our sense of the passage of time.

EOP.8. VIl  (6-7) Ho smo kmo 6 moane
Cmoum 6e3MON8HbIL U MYMAHHBLU?

(12-13) Kmo on maxoeg? Vowcenv Eseenuii?
Yorcenu on?.. Tax, mouno om.

EOP.8.VIII  (1-9) Bcé mom orce on unv yemupuncs?
Unv kopuum mak snce yyoaxa?
Craoicume, uem oH 8o38pamuica?
Ymo nam npedcmagum oH noka?
Yem novine seumes? Menovmomonm,
Kocmononumom, nampuomonm,
L'aponvoom, Keaxkepom, Xauicol,
Hnv macrou weeonvHem uHotl,
Hnv npocmo 6yoem 006pwiti manotl,

This is so close to the text in EOT that further comment on its construction is not justified. The

mention in this text of I'aponso (i.e. Byron’s Childe Harold) is noteworthy, however, in that it is
the only one of several possible literary allusions that Tchaikovsky retains. Nonetheless, he must

have felt strongly about the Byronic influence because in the name-day ball scene, he invents a
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line for Onegin to call Lensky a “Childe Harold.” In EOP all the comparisons to Byron’s hero
refer to Onegin.

Direct quotes of dialogue between the prince (who is named Gremin by Tchaikovsky)
and Onegin from EOP stanzas XVII through XVIII are set verbatim, with one odd exception. In
EOP, Onegin puts to the prince the question regarding the prince’s marriage: “Ha xkom?” The
prince answers, “— ra Jlapunot” to which Onegin exclaims “Tamwsane!” When Tchaikovsky sets
the words, he gives Gremin both: “— na Jlapunou, Tamwvane!” This possible oversight is usually
corrected by performance convention with the baritone Onegin easily taking the bass Gremin’s
part.”

At this point we come to the second moment that gained applause, as with Triquet’s aria
noted above, at the Moscow premiere. This is the aria sung by Tatiana’s husband, called
alternately in EOP the “fat general” or the “prince”. I am presenting below the text of the aria

itself in a format slightly different from that of the rest of the examples. The full text is on the

left. On the right is shown whether the text is from EOP or EOT.

Jlobsu ece 6o3pacmsi nOKOpHbL, EOP.8.XXIX.1
Ee nopwisvl bnacomeopbi, EOP.8.XXIX.3
U onowe 6 pacyseme nem, EOT.III.1

Eosa ysuoeswemy ceem,

U 3axaneunomy cyovbou

bouyy ¢ cedoro conosoii!

One2un, s CKpbl6amb He CMAHY,

Bezymno s nobnio Tamesany!

Tockauo JHcuzHb Mosi meKid,

Ona ssunace u 3axcena,

Kaxk connya nyy cpeou nenacmos,

MHe dicusnb u MOOOOCHb U cHACHbe, {after monodocmw “0a, monooocms”
Cpeou nykaswix, Mano0yuHbIX, EOP.6.XLVII [deleted]
Llanvnwvix, banosannvix oemell,

3n00ees u cmewHbIx U CKYUHbIX,

Tynvix, npussazuugulx cyoel,

Cpeou kokemox 6020MOIbHBIX,

* At the four performances of the opera I saw in fall 2001 in Moscow, this was the case each time.
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Cpeou xononves 0006p0BOIbHYIX,
Cpeou eceOHesHbIX, MOOHBIX CYEH,
Yumuevlx, 1ackosvix uzmen,
Cpeou xon00mbixX npucoeopos
Kecmokocepooti cyemui,

Cpeou oocaonotl nycmomul
Pacuemos, oym u pazeosopos,
Ona baucmaem, Kax 36e30a EOT.IIL1
Bo mpake Houu, 6 nebe yucmonm,
U mne asnsaemces ecezoa

B cusanve aneena nyuucmom!

As can be seen, the first two lines come from EOP, but are not sequential. The next ten
lines and the last four lines of the aria are all original. The EOP iambic tetrameter is maintained
throughout all the EOT text. The rhyme scheme, however, does not follow the Onegin stanza.
By using the first two lines out of sequence, Tchaikovsky essentially makes a rhyming couplet.
He follows a couplet pattern throughout the first ten EOT lines. We then come to EOP material,
but interestingly, it is not EOP material to be found in the novel itself; rather it comes from the
notes that Pushkin himself included in the full, published work of 1833. Incidentally, this would
have made the text a bit more difficult to find. Specifically, it comes from note 40. He states in
this note that this stanza was originally the final stanza of Chapter Six. He does not, however,
state why the stanza was not included in the final version. Nabokov, in his commentary on
Pushkin’s notes, states: “They have no compositional value. Their choice is haphazard, their
matter rather inept. But they are Pushkin’s and belong to the work as published by him” (III:
252).

In his commentary on the chapter, however, Nabokov goes into more detail on the
“expunged” (Nabokov’s word) stanza. He states that the text appeared, bound with the previous

chapters, in the 1828 edition, but that Pushkin had altered the word dym in line 12 to dyw, an
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alteration that Nabokov says “hardly affects the meaning of the whole rather colorless passage”
(IIT: 66). Of these two lines, according to Nabokov:
Brodski (EO commentary, pp. 250-51), in his sociological fervor, abolishes the
comma between raschyotov and dush, gives “souls” the sense of “souls of
peasants” (serfs being reckoned by “souls,” as cattle are by “heads”), and makes

the two lines read:

amidst the vexing emptiness
of estimates of serfs and conversations...

implying that Pushkin here is satirizing barons who in high society engaged in

shop talk, in calculating the number of slaves each possesses and haggling about

their prices! This is sheer nonsense, of course: no such talk was typical of the

beau-monde prattle. Besides the construction raschyotov dush is impossibly

clumsy and thematically throws out of balance both the “vexing emptiness” and

the unspecified “conversations.” (IIl: 66-67, Nabokov’s transliterations)

Unfortunately, these comments do not state specifically why the passage was deleted from the
1833 and 1837 editions, in which the dyw controversy is relegated to a teapot tempest by
Pushkin’s final decision to use dym. It might appear that Nabokov (and Brodski, for that matter)
had other than academic aims in mind in this debate, although he does seem to suggest that
Pushkin chose wisely in not using this text.

Tchaikovsky retains the text as reflected in the final editions, but does not use the last two
first-person narrative lines of the stanza. It is interesting to ponder what drew Tchaikovsky to
text located in a footnote. He could not have been using the edition that included the stanza at
the conclusion of the chapter because, as we learned above, the word dyw would have been
printed there. Unfortunately, the only information I have discovered in my research on which
edition Tchaikovsky used is from a letter to his associate Klimenko, where of his search for
Pushkin’s works, he says, “I had some trouble in finding them” (LLT 202). When one considers

the almost god-like stature of Pushkin in Russia todays, it is difficult to imagine having trouble

finding his works, but in the late nineteenth century this was apparently not the case.
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It would not be excessive to state that Tchaikovsky’s operas (and others’) on Pushkin’s
works have played a large role in endearing the poet to the Russian people. Many of them think
they know Pushkin, when in fact, they know the operas better. The Gremin aria is an excellent
case in point. If you were to ask a Russian to sing a line from this, the most beloved of the
operas based upon Pushkin’s works, chances are he or she would sing a line from this aria, but
the line would be “Onecurn, s ckpvisams ne cmany,/besymno s nobarwo Tameamny,” words written
not by Pushkin, but by Tchaikovsky.

After the aria, Gremin then takes Onegin over to meet his wife, Tatiana. The few,
courteous words exchanged here echo phrases from EOP.8 stanzas XVIII and XIX, except that
Tchaikovsky invents Tatiana’s polite, but firm, announcement that she wishes to leave the ball.
Onegin then becomes inflamed with feelings for Tatiana that he did not have when she was a
young girl in the country. This sequence is fairly close to the plot development in Chapter Eight,
as shown below:

EOP.8.XX  (1-14) Voiwceno ma camasn Tamvsina,

Komopoti on naeoune

B nauane nawezo pomana

B enyxoii, oanexoti cmopone,

b 6razom noiny npasoyuenvs

Yuman ko2oa-mo Hacmasienvs,

Ta, om komopoti on xparnum

Ilucvmo, 20e cepoye cosopum,

1'0e 6cé napyarce, 6cé na 6one,

Ta 0esouka... unb 3mo com?..

Ta oesouka, komopoti oH

IIpenebpezan 6 cmupennoil doe,

Voicenu ¢ num cevivac o6vina

Tax pasnooywna, mak cmena?
Tchaikovsky takes out lines 3, 7-10 and makes the necessary changes in person, while the tense

does not need to be changed. He adds one original line,

EOT.III.1 Onegin: Ho umo co mnou? A kax 6o cue!
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then continues with four lines from the next stanza.
EOP.8.XXI (11-14) Ymo wesenbHyn0Cy 6 2nyoume

Jhywiu xonoouou u nenugoi?

Jlocaoa? cyemnocmsv? uib 6H06b

3aboma ronocmu - 110606b?
Next, he invents some lines that approximate Onegin’s thoughts in stanza XXX, after which he
does something quite interesting. As noted earlier (31), Onegin transvocalizes lines from
Tatiana’s letter scene that had themselves been transvocalized from Pushkin, speaking to Tatiana
in the second person. This transvocalization reinforces the sense that the shoe is now on the
other foot in this relationship. Further reinforcing this sense is the fact that Tchaikovsky gives
Onegin Tatiana’s melodic line, although the syllabization™ is different, implying that Onegin is
no longer the driving force in the plot development (if he ever was). When Onegin reprises
Tatiana’s line “Ilyckati nocubny s,” he does so on notes in the melody that come later than those
on which Tatiana sings the same words.

Tchaikovsky invents one more original line (underscored below) for Onegin to sing
before he rushes offstage to end to the scene. It develops out of the material from Tatiana’s
letter:

EOT.III.1 Onegin: Besoe, 6e30e on npedo muoii

Obpas3 sicenannulii, 00po2otl,

Besoe, 6e30e on npedo mmoro!
The on to which Onegin refers in the first line is the o6pas in the second line. When he repeats

the words “Be3de, se30e on npedo mnou” in the third line, this is at least grammatically clear. It
requires little imagination, however, upon seeing the invented line, to call to mind Lensky’s
“Cepoeunviii Opye, scenrannsiti dpye” and the ambiguity that attended the analysis of the

antecedent of that phrase. Tchaikovsky is certainly inviting us to reconsider Onegin’s

* the correspondence of a syllable to a note of music.
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relationship with Tatiana at this moment. Might he not also be reminding us of the role played

by the relationship between Lensky and Onegin in determining the course of Tatiana’s fate?

Act Three, Scene Two

EOT EOP

Onegin comes to Tatiana’s house and | Chapter Eight (end)
tries to convince her of his love.
Tatiana admits that she still loves
Onegin but is resolved to be faithful to
her husband forever. She now rejects
him.

Total lines 132; 57% from EOP

The bulk of the EOP material used in this scene is taken from direct first person quotes
and from Onegin’s letter to Tatiana in Chapter Eight. Nicholas Zekulin believes that “Nowhere
are divergences between Chaikovskii’s opera and Pushkin’s novel greater or more fundamental
than in Scene 7 (284)". 1 feel that the only explanation for this statement is that, in devoting his
entire paper exclusively to this one scene, he has overlooked the much larger divergences in Act
II, Scene One, the name-day ball scene. His point seems to be that the development of Tatiana’s
character is significantly marked in this scene. While this is true, [ would argue that Tatiana’s
character development only culminates in this, the final scene of the opera. Tchaikovsky has
made changes to Tatiana’s representation with such devices as transvocalism and
neochronotopes throughout the opera. Zekulin’s commentary is otherwise extremely convincing
and even revelatory, but to state that this scene diverges more from Pushkin than any other
disregards several other significant convergence points.

In this scene, 57% of the material is derived from EOP. Onegin comes to see Tatiana;

Tchaikovsky sets to music practically every word spoken by them in Chapter Eight. Finally,

* By “Scene 7,” he refers to this scene, the seventh in the opera.
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after admitting her unabated love for him, Tatiana rejects Onegin and leaves him alone. The
only material difference is that the prince (or, as is the case in EOP, the sound of his spurs
approaching) does not appear in this scene. We can contrast this scene to the name-day ball
scene, in which only 26% of the material is from Pushkin, and in which Lensky delivers an
invented speech on his nostalgia for the Larins’ home; moreover, the challenge to Onegin is
moved from a letter delivered the following day to a scandalous quarrel in the middle of
Tatiana’s name-day ball.

Zekulin correctly states that the final version of Act III, Scene Two is materially better
than the original EOT version as it premiered in 1879. To substantiate this opinion, he quotes
Tchaikovsky’s friend, Hermann Laroche, on the incongruity of the dramatic conception of this
scene as it then appeared: “Chaikovskii ‘has [Tatiana] in practice subvert her famous “I am given
to another and will be ever faithful to him” by five minutes of kisses and embraces’” (284).
Tchaikovsky understood this shortcoming immediately, according to Nest’ev and Jarustovskij’s
account of the stage history of the opera, and made the changes in the finale before the Bolshoi
Theater premiere in 11 January 1881 (46).

Tchaikovsky takes us directly to a reception room in Prince Gremin’s house, where as
Zekulin tells us, Tatiana is lamenting the reappearance of Onegin in her life (286). Pushkin
places this scene in Tatiana’s boudoir, but presumably for reasons of theatrical propriety,
Tchaikovsky decides otherwise. It was acceptable for Tatiana to be in her nightgown with the
nanny in the letter-writing scene of Act I, but to place Onegin onstage with Tatiana in such an
intimate setting would have been unusual.

As in the Gremin aria, we are again dealing with a long stretch of material, mostly EOP

original, disparate parts of the chapter:
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Tatiana:

Onegin:

Tatiana:

Onegin:

Jlosonvro, scmanvme. A oondcna
Bam obvsacnumscs omkpogenHo.
OHnezun, nomuume 16 mom 4ac,
Kozcoa 6 caoy, 6 annee nac
Cyovba ceena, u max CMUpeHHo
Ypok eaw evicnywana s?
Ce2o0Hs ouepedb mosi.

O, corcanomecsw! Cocanomecv Haoo mMHow!

Kax s OWM6C}Z, KAK HAKa3aH

EOP.8.XLII8-14

EOT: underscored portion omitted

EOT
EOP.8.0negin’s Letter.22

[in EOT: 4 mak owubcs, s max naxazan!]

Onezun, 1 mozoa monodxce,

A nyywe, kasicemcs, ovina,

U 5 mobuna eac; u yumo xnce?

Ymo 6 cepoue sawem s nawna?
Kaxoii omsem? 00ny cypogocme.

He npasoa 1v? Bam 6vina He nogocmb
Cmupernnoti 0egouxu 10606b?

U uwinue - 60d1ce - cmvinem Kposb,
Kax monvko 6cnomtio 832150 X0100HbII
U smy nponoseds... Ho sac

A He eunIo: 6 mom cmpawHvlil 4ac
Bwvi nocmynunu 6aazopoono.

Bul Oviiu npasvl npedo muou:

A brazodapna éceti Oyuiotl. ..

Tozcoa - He npasda 1u? - 8 nycmuline,
Boanu om cyemnoii monswi,

A eam He Hpasunace... Ymo dic HviHe
Memns npecnedyeme 6vi?

3auem y 6ac s na npumeme?

He nomomy nv, umo 6 gvicuiem ceeme
Tenepwv A61amMbCsL 51 00NAHCHA,

Ymo s 6boeama u sHamua,

Ymo mydHc 8 cpasiceHvax uzyseuen,
Ymo nac 3a mo aackaem 08op?

He nomomy nv, umo moii nozop
Tenepw O6v1 6cemu ObLT 3aMeyeH

U moe 6v1 6 06Wecmese npurnecmy
Bam cobnaznumenvhyro uecmo?

Ax! O 60orce! Vorcenn!
borwcwv: 6 morvbe moetl cmupennot

Yeuoum eaws cyposwiii 630p
3ameu xumpocmu npe3peHHol -
U crviiy enegmbiii 6aut yKop.
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EOP.8.XLIII.1-14

Ho in EOT
sawem cepoye in EOT

ucnoeeow in EOT

EOT: omitted
EOP.8.XLIIL.1-14

EOT

EOP.Onegin’s Letter.41-52. This
word is replaced by Vorcenn in EOT
xonoousiii in EOT

Mens mepsaem in EOT



Tatiana:
Onegin:
Tatiana:
& Onegin:

Tatiana:

Onegin:

Tatiana:

Onegin:

Tatiana:

Onegin:

Kozcoa 6 evi 3nanu, xax yscacrno

Tomumucs sHcazxcooro 11068u,

Ilvinams - u pazymom eceuacto Tepnems in EOT
Cmupamu onnenue 6 Kpogu,

Kenamo 0omuame y 6ac xonenu,

U, 3apvioas, y sauux noe

H3znumv monwbbvl, npusHansvs, neuu,

Bcé, ecé, umo evipazums Ovl Moe.

A nnauy! EOP.8.XLV.

Inaubme! Smu cnézvl dopoarce EOT
Bcex coxposuwy mupa!

Ax! Cyacmwe 6b110 max 803MOIUCHO, EOP.8. XLVII.1-2
Tak 6ausko! Repeated in EOT
...HO cy0bba mos, EOP.8.XLVIL2-3
Yore pewena. Heocmoposicho U 6e36038pamno! in EOT
A evluina 3a myanc. Bol 0ondrcHbl EOP.8.XLVIL8-9

A Bac npowty, mensa ocmagums!

Ocmasumsb? Ocmasums? Kax, Bac ocmasumo? EOT

Hem, nomunymno suoems sac, EOP.Onegin’s Letter.23-30
Tlosctody ciedosams 3a eamu,
Vawioky yem, osuoicenve 2nas g3ena0 in EOT

Jlosumw 611001eHHLIMU 2NA3AMU,

Brumamu 6am 0onzo, nonumame

Jlywoti 6cé sauie cosepuiencmaeo,

IIpeo eamu 6 * mykax samupamo, *empacmuwix added in EOT
breonems u ecacuymeo... som oaasxcencmeo!

A 3naw. 6 Bawem cepoye ecmo EOP.8. XLVIIL.10-11; Oneecun in EOT
U 2opoocms u npsamas uecme.

A ne moey ocmasumo Bac! EOT

Eeeenuti. Bvl 0onicHbvl Underscore EOT; repeat EOP.8.XLVIIL.8-9

A Bac npouty, mensa ocmagums!

O corcanvmecs! EOT

Tchaikovsky adds a large number of exclamations and repetitions here, an indulgence we have

already seen him confess to Grand Duke Konstantin. There are two small changes of note in
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Tatiana’s lines. From EOP.8.XLII he deletes the line “Cecoons ouepeov mos,” possibly because
it imparts a vengeful quality to Tatiana’s speech that he wanted to avoid. In EOP.8. XLVII line 3
he changes “Heocmopoorcno™ to “U 6ezeo36pamno!” This alters the characterization of Tatiana’s
decision from one of recklessness to that of fatal immutability, a characterization more indicative
of Tchaikovsky’s more idealized conceptualization.

At this point, the conversation begins to wander more significantly from Pushkin’s text,

so we revert to the other representation system:

EOP.8.XLVII (12-14) A sac 067110 (K yemy nykasums?),
Ho s opyeomy omoana;
A 6yoy eex emy eepHa
EOT.IIL.2 Tatiana: 3auem ckpvleamo, 3auem AyKagumas!
Ax! A Bac nrobnio!...
Onegin: Ymo crviuy s?

Kaxoe cnoso mui ckazana?
O padocmu! JKusno mos!
[EOP.8.XLI.3 has npeorcneri Tanu] Tol npescnero Tamvsanoti cmana
Tatiana: Hem, nem! [Ipowinoco ne gopomums!
A omoana menepv opyzomy
Mosi cyovba youc pewtena,
A 6y0y sek emy gepHa!

In the lines below, we encounter a phrase unique to EOT: “O ne conu.” When one
compares this negative imperative to the name with which so many of Tatiana’s exclamations
begin in this scene, Orezun, it would appear that Tchaikovsky may be having some fun with the
similarity between the sounds of these two utterances. There is clever irony in having Onegin
beg not to be sent away in a phrase that resembles his own name. In actuality of course, the
name is a typical Russian surname based on an old form of the feminine adjectival of the

geographical name “Onega” (like “Larin” from “Lara’). Nabokov tells us, “The name is derived
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from that of a Russian river, the Onega, flowing from Lacha Lake to the Onega Bay, White Sea;
and there is an Onega Lake in the province of Olonets” (II: 37).

EOT.II1.2 Onegin: O ne 2ouu! Meusa mol 10buws,
U ne ocmaenio s mebs
Tb1 2tcU3Hb 8OO HANPACHO C2YOULULDL
To 6ons neba: mol mos!
Bes orcuzns meos ovina 3anocom
Coeounenus co muoti!
U 3uau: mebe s nocian 6o2om,
o epoba s xpanumens meoti.
He mooiceuv moi mens ompurymeo,
To1 01151 MeHsL O0NHCHA NOKUHY D
Tlocmuinvlil 0om u WyMHbLU c8em,
Tebe opyzoui Oopoeu nem!

0O 0O OO0 OO0 oY o e

Tatiana: OHnezun, s meepoa 0CCMauychw:
Cyowboii Opyeomy s 0ana,
C Hum 6yOy dicumsv u He paccmauychw.
Hem, kniamevl nomuums 1 0oadcHa!
I'nyboxo 6 cepoye nponuxaem
E2o omuaannwii npusvis,
Ho nvin npecmynnuiii nooasus,
Jlone uecmu cyposvlil, C8AUCHHDBLIL

Yyecmeo nobexcoaem! C

o6 o o

Having maintained throughout this section of the paper the conviction that Tchaikovsky
appears to have been the sole librettist, I have to confess that these lines give me cause to
wonder. This is not because of any improvement in poetic quality, or because of any new
rhythmic fidelity (that has been fairly consistent throughout). It is because here, for the first time
in EOT material, we see an almost Pushkinian rhyme scheme. At the very least, we can say that
the rhyme finally ventures beyond successive couplets into the realm of actual quatrains. The
first and second quatrains of Onegin’s lines repeat the pattern of the first four lines (first
quatrain) of the Onegin stanza -abab. The third quatrain of Onegin’s lines resembles the scheme
of lines 5-8 (the second quatrain) of the Onegin stanza — eeff, while the second quatrain of

Tatiana’s lines resembles lines 9-12 (the third quatrain) of the Onegin stanza — cddc. There is the
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problem of the metrical deviation in the last line caused by the obvious addition of the
underscored words — obvious only because without them the meter would be restored. It is not
difficult to imagine the creator of the stanza feeling thoroughly frustrated by someone’s attempt
to upset the poetics of the verse, especially if that someone is the composer insisting that these
words were called for in realizing his musical score. We have seen previously that Tchaikovsky
is usually more faithful to meter than to rhyme scheme, but here both are destroyed. Such a
deviation might arouse an understandable desire to have one’s name removed from association
with the effort.

Following the exchange above, the emotion of the music almost overwhelms the text,
which is little more than repeated snatches of the foregoing lines. In a moment of iron will,
Tatiana summons up the strength to do what she must and leaves the room with the words:
“Ilpowaii nasexu!” Tchaikovsky gives almost these exact words to Lensky as he departs from
Olga (see p. 45 this paper) at Tatiana’s name-day ball, a correspondence that reinforces the

connection between the Olga-Lensky-Tatiana triangle and that of Tatiana, Lensky, and Onegin.”

In addition to the displays of affection deemed excessive by the critics in the original
version of this scene and willingly expunged from the stage directions by Tchaikovsky (Nest’ev
and Jarustovskij 46), the composer also faced a problem with the last lines of the libretto.
Pushkin offers no assistance here at the end of his novel as he unceremoniously tears the reader
away from the scene at the very climax of the interview. Yet Tchaikovsky the dramaturge was

left with his ostensible hero on the stage. In the first version of the opera, he had Onegin sing the

* Were one to define these triangles further, it would be appropriate to describe them as isosceles, with Lensky and
Tatiana on the two equal, wide angles, and Onegin on the unique, narrow one of the latter triangle. Conversely, with
the Lensky-Olga-Tatiana triangle, Lensky becomes the narrow side.
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lines: “O death. O death! I go to seek thee out!” Tchaikovsky was obviously not satisfied with
this ending. Lloyd-Jones informs us,

“In the first piano score (March 3, 1878), beneath the notes of Onegin’s last phrase there
are no words. It is fully possible that this blank was left until a decision had been taken, for
Tchaikovsky had written a letter [to this end] to K.K. Albrecht on February 15, 1878: Ask [Ivan
Vasil’evich] Samarin to read through the libretto carefully... I ask him also to pay particular
attention to the last line” (93).

Tchaikovsky goes on to describe the theatrical necessities that had brought him to this moment,
not reflected in EOP, continuing to quote the unsatisfactory last line, followed by the typically
merciless self-deprecation:

“It seems to me that this is all stupid, that he must say something else, and what I cannot
conceive. So then I am asking Ivan Vasil’evich that he render me an invaluable service and
solve this difficulty” (93).

It is important to understand that this man, Samarin, had been given the unenviable task
of supplying words to an existing opera that had been set to a beloved novel in verse.
Furthermore, he was asked, owing to the music already composed and already known, to supply
exactly ten syllables of iambic pentameter. How he went about deciding these words is not yet
known. It seems to me that the evidence is in the result, and Tchaikovsky was wise to interpolate
it:

EOT.IIIL.2 Onegin: Ilozop! Tocka! O sncanxuii scpedbuti moii!

Recognizing the central role played by Tatiana, Lensky, and Onegin, I believe that
Samarin must have conducted a thorough search of the particular verbal utterances of these
principal characters in the opera in EOP and within the libretto. 1believe that he has chosen one

word for each of these pivotal characters: for Tatiana — I1o3op; for Lensky — JKazxuii; for Onegin

— XKpebuil.
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The word I1ozop appears only once in EOP: significantly in Tatiana’s last scene with
Onegin:

EOP.8.XLIV (11-14) He nomomy v, umo moii no3op

Tenepwv 6b1 6cemu Ovi1 3aMeden
U moe bv1 6 06wecmese npunecmo
Bawm cobnaznumenvhnyro yecms?

Kanxuu is an invention of EOT, rather like the predominance of Lensky in the entire
opera. It does not appear anywhere in EOP. Where it does appear is in Act II, Scene Two of
EOT. Before Lensky is joined by the others in the quintet, he sings: “Yecms — auwib 38yx,
Opyacoa — cnoso nycmoe, OckopdoumenvHulil, Jcaikuii ooman!”

Similarly orcpebuii only appears in one significant place in both EOP and EOT, which is
the scene in the garden when Onegin rejects Tatiana (EOP.4.XI113-4/EOT.1.3-Onegin): “Koeoa 6
MHe Obimb omyom, cynpyeom/Ipusmuuiii xcpeduti nogenen...” It is repeated in EOP in the stanza
that Tchaikovsky seems to have found particularly insulting to Tatiana (see 45) and removed
from EOT: “Vorcenu scpebuii sam maxoii/Hasnauen cmpozoio cyovoou?” (EOP.4.XV.13-14)
Thenceforth this word arcpebuii becomes inextricably associated (justly or unjustly) with
Onegin’s indifference to a domestic situation. In this interpretation of Onegin’s last line, the
Tatiana-Lensky-Onegin triad is preserved through the last utterances of the opera’s libretto.

We have examined the entirety of the text of the libretto. The next question for

investigation concerns the meaning of his choices.
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II1. “The Arcadian Anathema”

Having extensively examined the text that Tchaikovsky created for his opera, we have
identified that he made informed selections about what to include and what to omit, based on:
sensitivity to the beloved image of Tatiana; the desire to promote her significance over that of
Onegin; the heightening of dramatic tension; the establishment of a tighter emotional link
between Onegin and Lensky. There remains the question of why Tchaikovsky responded to
these particular concerns. What might have been the comprehensive idea that Tchaikovsky felt
needed to be communicated in this work? I believe the answer to this question lies in a
significant omission from EOP — the dream — and a number of significant addenda. Some have
observed that Tchaikovsky saw the story of EOP as one pitting the bitterness of “what might
have been” against the inexorable hand of fate.?” My view is that Tchaikovsky viewed the work
as a kind of paradise lost, a story of characters who unwittingly act in ways that defy the classical
conventions of their setting, with profoundly disastrous results.

He presents a pastoral story in which some of the key, classical elements for happy
resolution get thrown off. The traditional fabric becomes warped, leading to the tragic
consequences of the duel and the impossibility of a relationship between Tatiana and Onegin. In
addition, Tchaikovsky may have recognized that a homoerotic tension existed between Onegin
and Lensky, and he allowed Tatiana to recognize this. There is much in the libretto and the
music to support this idea, which I will examine below.

The first clue that Tchaikovsky wanted to stamp his own idea of a program upon the
work comes with the opening duet, “Crsixanu 1o 601?” As noted earlier, this text is not part of
EOP; it is one of the significant addenda. It is also not an EOT invention, but an earlier poem by

Pushkin, “ITegey”. The use of this poem as text for the libretto plays an overarching role when

79



examined within the context of recurring themes in the novel. After discussing Tchaikovsky’s
response to the pastoral beauty of Pushkin’s verse (especially in the poem, The Muse), Challis
observes that, “‘The Singer’ may be the key to understanding Tchaikovsky’s concept of Onegin”
(ENO 38 39). It allows for several important ideas to be introduced at the very beginning, so that
they do not have to be developed by plot on-stage later. These ideas are nearly all tied to the
amorous ethos and erotic code of the pastoral: youth, the muse, idealized love. The
accumulation of elements of this type in EOP made a strong impression on Tchaikovsky. Here
are some of the passages in EOP that might have caused Tchaikovsky to sense a connection.

In these lines Lensky is referred to by ronwiii or onowa — “the youth.”

EOP.2.XV  (13-14) Ilpocmum 2opsiuke wHbIX lem
U 1omwiil dcap u oHbL Opeo.

EOP.2.XVI (12-14) U cnucxooumenvuwiii Escenuil,
Xomb ux He MHO20 nOHUMAT,
IIpunesicno Howe BHUMAI.

Still elsewhere, there are some conventionally poetic descriptions of Lensky, undoubtedly used

ironically by Pushkin:
EOP.2.XV  (24) Ilooma nwinkuii pazeosop,
U ym, ewe 6 cyscoenvsax 3v10K0l,
U 6euno 0oxHosen bl 830D, -
EEOP.6.XV (1-4) U 6H08b 3a0yMuUBHII, VHbLIbLL

IIpeo munoii Onveoro ceoell,
Braoumup ne umeem cunvi
Buepawnuti oenv nanomnumeo eti;
But perhaps the most telling moment is in the description of Lensky’s death, when Pushkin

applies the word nesey directly to Lensky:

EOP.6.XXXI (10-11) E2o yoic nem. Mnaooii nesey
Hauwen 6e3spemennviii koney!

And even after Lensky’s death, Pushkin describes him with that epithet:
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EOP.7.X1 (1-4) Moii 6eonvuit Jlenckuii! 3a mozunoii
B npeoenax seunocmu enyxoti
Cmymuncs nu, nesey yHulLIblU,
H3menvr ecmouio pokosoil,

Having looked at these examples, let us turn now to the poem “Ilegey.”

Crvixanu 16 8bl 3a poweti 21ac HOYHOU
Llesya n0b6u, nesya ceoeti newaiu?
Koz0a nons 6 wac ympesnui moauanu,
Ceupenu 36yK YHbLIbIU U NPOCMOT
Chvixanu v 6vi?

[Becmpeuanu 1o bl 8 nycmulHHOU mbMe 1eCHOU

Ilesya mobeu, nesya ceoeti newaiu?

Cneodvl iu cies, yIvblOKY b 3ameyan, Second verse not used by Tchaikovsky
Unb muxuii 830p, ucnoaiHeHHblil MocKoll,

Bempeuanu 6v1?]

B30oxwnynu v 6w, numas muxoti enac
Llesya n0b6u, nesya ceoeti newaiu?
Koeoa 6 necax vt onowy suoanu:
Bcmpeuas e3op eco nomyxwux anas,
Bzooxwnynu v evi?

Even the hour of Lensky’s untimely demise is consistent with the time frame of “Ilegey,” as is
the metaphor of the extinguished fire on the altar:

EOP.6. XXXI (12-14) Hoxnyna 6yps, ysem npexpachuwiii
Yesan na ympenneti 3ape,

Llomyx oeonv nHa anmape!..

Faced with all these corresponding images, it is not hard to see why this poem might have come
to mind. It is also clear that Tchaikovsky is linking Olga and Tatiana with Lensky by having
them sing these words from the outset. But what is the context and purpose of this link?

Wiley points out that the effect of this song is to create a mood of “Hellenic classicism”
(ENO 38 20). As Act One, Scene One unfolds, as previously noted (51), Larina explains her
impatience with Tatiana’s susceptibility to the fates of the heroes of novels along this vein,

“Ilonno, Tans! beisano, s, kaxk mot/Yumas knueu smu, soanosaracy” (EOT.L.1). This makes
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plain the notion that Tatiana’s worldview is influenced by the pastoral ethos of the sentimental
novels she reads. Wiley states that this pastoral mood is established again after the Letter Scene
in Act One, Scene Two, “The oboe and bassoon play bucolic solos as Tatyana sings, ‘There goes
the shepherd.../The world’s at peace.” Are these not the panpipes, are these not the shepherd and
the brightness of a morning in that Arcadian landscape suggested in the sisters’ opening duet?”
(23).

Yet, beyond the cleverness of a connection of moods, this link has other ramifications.
The word for “panpipe” to which Wiley refers is ceupens, which appears in line four of “Ilesey.”
This word itself, or a form of it, appears only once in EOP, just before Tatiana’s dream in
Chapter Five.

EOP.5. IX (11-14) U 2onocok ee 36yuum

Hecneti ceupenvnozo nanesa:

Kax Bame nms?* Cuompum on

U omeeuaem: Aeaghon.
We may even surmise that the unseen passing shepherd of the opera is a reflection of this
passerby, Agafon.

Even if the use of “ITesey” and the panpipes are not sufficient to convince us of the
powerful influence on Tatiana of romantic, idealized notions of love, we have Tchaikovsky’s
own words to offer support. In the letter of January 1878 to Taneev already quoted a number of
times here, he explains his own perspective on the nature of Tatiana’s love for Onegin:

With regard to your remark that Tatiana does not fall in love with Oniegin at first
sight, allow me to say — you are mistaken. She falls in love at once. She does not learn
to know him first, and then to care for him. Love comes suddenly to her. Even before
Oniegin comes on the scene she is in love with the hero of her vague romance. The
instant she sets eyes on Oniegin she invests him with all the qualities of her ideal, and the

love she has hitherto bestowed upon the creation of her fancy is now transferred to a
human being (LLT 257).

* Pushkin himself adds a note here: Taxum obpazom ysnaiom ums 6yoyuezo yxcenuxa.
T Rosemarch’s transliteration
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Having discussed the addenda to the text, we come now to the significant omission of the
dream. For reasons already discussed, Tchaikovsky chose not to include the dream in literal
representation on the stage. This does not mean that he disregarded the implications of the
dream or neglected to transmit those implications to the drama.

Rancour-Laferriere has written an extremely provocative and compelling paper “Puskin’s
Still Unravished Bride: A Psychoanalytic Study of Tat’jana’s Dream,” on the significance of the
dream. The conclusion he draws is “that Onegin has rejected Tat’jana for homosexual reasons.”
(215). He bases this conclusion on a number of images that occur in the dream related to loss of
virginity, phallic symbols, and the metaphorically charged murder of Lensky by Onegin at the
end of the dream. Although Rancour-Laferriere discusses a great many other elements, a few
merit attention now.

In the dream, Tatiana crosses “a shaky perilous footbridge” made of “Two thin poles,
glued together by a piece of ice.” (Rancour-Laferriere 218). Rancour-Laferriere asserts that the
psychoanalytical interpretations of such dreams include a woman’s fear of losing her virginity
and sexual intercourse in general (220). One of the most striking interpretations he cites of the
bridge itself is: “The double bridge adumbrates her guess that Onegin must be homosexual to
have rejected her: double shaking penises glued together by congealed semen” (250). The
“double bridge” implicates Lensky into Tatiana’s conceptualization of Onegin’s desires.

Related to the bridge imagery are a number of folk songs singing about young girls
crossing bridges that Rancour-Laferriere cites. It is striking how much the text of these songs

resembles the text of the peasant chorus nrscka (a dancing song) in Act One, Scene One.

EOT.I.1 Yo kax no mocmy-mocmouxy Across the little bridge,
Peasants: Ilo kanunoswvim docouxkam Across its snowball-wood planks
Refrain: Baiiny, satiny, satiny Refrain: Vainu, Vainu, Vainu
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Tym u wen, npouten demuna —
Crnoeno sicooa-wanuna. Refrain.,

Ha nneue necem 0younky

1100 nonoti necem soaunxy. Refrain.
1100 Opyeoii Hecem 2yOdouex,

Joeaoatics, mun-opyscouex! Refrain.

Connye ceno. Toi e cnuuib au?

JIubo eviiiou, 1ubo sviuau — Refrain.

Jlubo Cawy, rubo Mawy,

JIubo oyweuxy Ilapawy. Refrain.
Iapawenka gvixoouna,

C munvim peuu eosopuna. Refrain.
He 6eccyovka motl opyacouex,

B uem xoouna, 6 mom u eviuina,

B xyoenwvkoti 60 pybouionke,
Bo xopomxoii nonusiconxe. Refrain.

Passed a youth —

Ruddy as a berry. Refrain.

A stout stick on his shoulder,

A bag-pipe beneath his coat. Refrain.
A whistle on the other side,

Guess, my little darling! Refrain.
The sun has set. Are you still awake?
Come out or send someone else. Ref.
Send Sasha, or send Masha,

Or little Parasha. Refrain.
Parashenka came out,

Talked to her sweetheart. Refrain.
Don’t scold me, little friend,

I came out as I was,

In a thin nightshirt,

A very short nightshirt. Refrain.>°

The song begins with the bridge-crossing. There are then references to berries and raspberries
(s200a-manuna) — staples of youthful ripeness, as well as snowball-wood (karurossiii).
Nabokov, in his commentary on the stanza X of the dream, notes that in “Russian songs the
kalina and malina are common rhyme words almost devoid of meaning” (1964 1I: 502,
Nabokov’s transliterations and accent marks). Of Kalina, he says gardeners know it as
“snowball tree,” while Malina is “the common European raspberry.” That the bridge itself in the
peasant song should be made of branches of a “snowball” bush, presumably named for its snowy
blossoms, yields yet another reference to the very beginning of the dream. The bridge spans a
river that “In front of her, between the snowdrifts/dins, swirls its wave/a churning, dark, and
hoary torrent” (Nabokov 1964 I: 214). Coincidentally, Nabokov identifies a further pastoral
image in the preceding stanza (“Lel hovers over [Tatiana]”): Lel is “a pagan god (of love and
grove)” (II: 500). Pushkin draws Tatiana into her dreamscape under the influence of a Slavic
Eros. Tchaikovsky translates this transport into a peasant dance.

The ruddy, young suitor in the nzsacka has a number of conspicuous items in tow: a “stout

stick,” a “bagpipe,” and a “whistle.” The stout stick, within Rancour-Laferriere’s psychoanalytic
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interpretation, seems to be a powerful phallic emblem, long enough to rest upon the lucky
fellow’s shoulder. The bagpipe and the whistle, as typical Russian peasant instruments, seem to
be a Slavic variation on the Arcadian panpipe/csupens.

Finally, the young maid who at last crosses the bridge in the song is significantly clad in a
“thin nightshirt,” indeed a “very short” one. This suggests that the ruddy youth’s stout stick will
meet little resistance. If we check EOP to learn Tatiana’s dream couture, we find in stanza IX a
“low-cut frock.” In stanza XI, “Tatiana has removed/her silken sash, undressed/and gone to bed”
(I: 214). Tatiana, at least in her dreams, is ready to cross the bridge.

Rancour-Laferriere does not observe the parallel with this EOT chorus because he is
concerned with the EOP text only, but he does see relevance in the Song of the Maidens that
precedes the rejection scene in the garden, used in both EOP and EOT. With respect to the
ambivalence Tatiana shows toward Onegin in the dream by running away from him, he sees a
parallel in her flight from his approach in the garden scene. The Song of the Maidens (“Berry-
Picking Song”) “seems to delay the meeting with Onegin in the garden [and] expresses this
ambivalence” (238). In this song, the girls scatter and flirtatiously pelt their young suitor with
berries, cherries, and raspberries, which are “all common images from peasant lyric songs and
wedding songs, and are all vaguely suggestive of female sexuality” (238).

The final image from the dream with which we will concern ourselves is the knifing of
Lensky by Onegin at the end of the dream. As we have seen in the construction of the libretto in
Section II, Tchaikovsky is at pains in Act Two to transplant the issuance of Lensky’s challenge
from the third-party delivery narrated in EOP to face-to-face confrontation at the name-day party
before the very eyes of Tatiana and Olga. He makes an ensemble number of it! Moreover, in the

next scene, he has Lensky and Onegin transvocalize Pushkin’s narrator’s lament on the vanity of
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this confrontation as a canonic duet just before the fatal duel. Rancour-Lafierriere explains the
impetus of this confrontation in the knife Onegin wields in Tatiana’s dream. Another
commentator on the dream, Douglas Clayton, maintains that the dream is “Tatiana’s fantasy
about Onegin as she masturbates” and that “Onegin...could only offer homoerotic or autoerotic
activity” (Clayton 264-65).

But why does all this ruddy, youthful, homoerotic sexuality end in tragedy? Renato
Poggioli in his book The Oaten Flute examines both the ancient and modern sources of the
pastoral motif, including a number of Russian examples (but, regrettably, not Onegin). He
explains that within the stricture of the code there are fixed actions and consequences in the
modes of love:

According to the erotic code of the pastoral, when the woman is older than the
man, her love remains unrequited: which ... renders it ridiculous, or even grotesque. But
when the senior partner is a man, the liaison is possible, probable, nay unavoidable: love
this time will be returned, although the man, besides being no longer young, is not even
handsome. This is how it should be, since the prime mover of pastoral love is youthful
feminine beauty, which is endowed with such innocent power and unconscious charm as
to entice at all ages the spirit and senses of man (272).

Onegin is both handsome and young, although older than Tatiana. Tatiana has youth and beauty.
Yet, instead of allowing her charms to “entice” Onegin, she instead pursues him with her letter.
This is a violation of code and, like the peregrinations of a capricious architect, leads to
catastrophe. “Her active search for an affair with Onegin” places her somewhere outside the
metaphorical monochrome of virgin or harlot (Clayton 258). Because she dreams of a pastoral
idyll as a creature beyond its pale, she is doomed, nonetheless, to heed its verdict — unrequited
love.

In a related theme, Poggioli instructs us that in the pastoral poetry of the Italian

Renaissance, the poet Gaurini was the first to use the phrase “to die” as “experiencing sexual
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orgasm” and that this phrase was then adopted by the Elizabethan poets (54), of whom as one of
the earliest devotees of Shakespeare in Russia, Pushkin ranks as a Slavic bard. This lends a
sexual energy to the duel between Lensky and Onegin”.

We have seen that Tchaikovsky had every reason to be sensitive to potential homosexual
themes in the story. We have also seen that he intentionally added pastoral elements to the
libretto and the score that communicate some of the folkloric imagery of the EOP dream. Thus,
by the use of all these elements, Tchaikovsky communicates the following: Tatiana and Olga,
harmonizing in their idyllic Arcadia, conjure up the “singer,” represented by Lensky, who
signifies very different things to these very different sisters. For Olga, he is a potential spouse
and a means of entering the world outside. For Tatiana, he is an ideal, a muse, and unattainable
because of his involvement with her sister.

Onegin enters the picture and raises the possibility of relieving the tension of this triangle
somehow. He breaks up the triangle, but with results unlike what any of the participants would
have expected. He is drawn homoerotically to Lensky and flirts with Olga primarily to arouse
Lensky’s interest. Tatiana, meanwhile, has violated the pastoral code by writing him and
proposing love, and he rejects her because he is more interested in Lensky. The duel becomes
the perverted consummation of all their desires: for Onegin and Lensky, a metaphorical coitus;
for Olga, a release from a tiresomely ill-suited match; and for Tatiana, an explanation for
rejection.

Let me assume optimistically that the reader has granted possible validity to these

observations. The question could still remain: why must we be willing to delve so deeply into

** According to most accounts of the circumstances of Pushkin’s fatal duel, this interpretation could undoubtedly be
extended to his fascination with d’ Anthes.
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the libretto? Why should we consider such interpretations? Tchaikovsky provides the answer to
this question himself:

“Venex smotu onepul 00191cer HAUamMbCsi CHU3Y, d He C8epxy, Mo eCmb He meamp coenaem
ee u38ecmHoll nyoauKe, a HaNPOmMue, NYOIUKA, MaiL0-NOMALY NOZHAKOMUBUUCH C HEIO, MOXCEM
nonooums ee...” (Pribegina 91).

Tchaikovsky expected the opera to become well-known to people in home performances and felt
that without this deep knowledge, the opera would never gain the success it now enjoys today.

Unquestionably, the full discussion of Tchaikovsky’s musical treatment of the ideas
manifested in the libretto is conspicuous by its absence here. I have begun such an investigation
of the score, with the intention of synthesizing and contributing to the previous work of Asaf’ev,
Brown, Krasinskaja, Wiley and others on motivic development and modulations, as well as the
state of performance practice. The work of musicologist Timothy Jackson on the significance of
the structure of Tchaikovsky’s symphonies (particularly the Fourth, composed simultaneously
with Onegin) also offers many interesting possibilities. I hope to combine that investigation with
this thesis at a later date.

It is also interesting to imagine what the application of a similar analysis to other text-
based operas might yield. Even more alluring is a treatment along this line of the enormous body
of vocal romances by Russian composers based on great poetry. These songs form a repertoire
that is all but unknown outside Russian culture.

Undoubtedly, some would argue that the theories put forth here go beyond what either
Pushkin or Tchaikovsky themselves intended in the creation of these masterpieces. I hope that
both men would understand that I undertook this effort with the intent, to borrow a phrase from

the last stanza of Pushkin’s novel, of continuing “the sweet discourse of friends.””

** becedy craokyio Opyseii
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