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Parallel Lives

In his meticulously prepared compendinm ol intemdews, Strong Opdens, Viadimir
Naliokow |1:]‘JJ'iJ'LlL:1.‘] a 1970 respnse o a flut:ﬁliml ]‘Jtr.-il:t‘] ]‘11.-' Allred .-"'Lp{h:] abaut
whether he knew Igor Stravinsky, “another ouspoken émigré.” Nabokow replied,
1 know M Stravinsky very shightly and have never seen any genuine sample of
his outspokenness in print.”! Nabokov's response to Appel, one ol the first and
mast respected o Nabokow scholars, revealed an uncanny but not unexpected
douln abour Sravinsky'’s role i the awhorship of the by then) extensive
accumulaton of  Stavinsky-Crall volumes of  conversations. The  questions
about Bobert Craft's role and who was responsibile for what appeared in print as
Stravinsky’s words remain matters of controversy” Cralt’s contrabution was, i not
decisive, then certainly substantial. He conlessed o Stephen Walsh, with pride,
that one reviewer of the 1959 Conseralions expressed the opinion that “the two
finest writers of English prose™ were Russians: Nabokov and Stravinsk*

The idea that Slra\'lnﬁky was considered a “line writer” m:r:*ly irritated Nabokow
Such a notion revealed a familiar philistinism and stupicing not entively unrelated
ey the evils of pestdost’, Nabokow's term for the fake suggestion o genuine art,
refinement, and judgment so rampant i so-called civilized socieryt Nabokov's
sulnly worded skepucism abowt the awhorship of the volumes antcipated what
has remained for scholars a source of ambiguity with respect o understanding
Stravinsky, particularly in his American vears. It seems that everything Stravinsky
published, rom his Awobiograply of 1935 and 1936 1o the 1939 Charles Elio
Norton Lectures and the volumes with Craft was, il not ghostwiitien, then the
work of close collaboration.” This does not disgualify the wility of what was pub-
lished under Stravinsky'’s name as sources for understanding Steavinsky. But there
are no grounds for elevating the composer to the stature of Nabokov as a writer®

Nalwkon's aside about Slra\"m:iky also peeds to be read within the context
of the writers persistent comments about his own weak relationship to music.
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Even il we accepl Nabokow's humorous descriptions of his imperiousness 1o
music, the contact between these two prominent émigrés during the American
exile they shared was unexpectedly minimal, as many have noted.” They appear
to have barely known each other, Stravinsky seems not 1o have read Nabokow,
neither during the 1930s in Russian, nor in English in the 19505 and 19605, Afier
1940 MNabokov took p.ain:.- 1o prclesl his lack of mu:.-:'c.alil}-, CAEn lhnugh he took
ironic pride i being a descendant of Carl Heinrich Graun, a minor but well-
regarded eighteenth-century composer, and took genuime pleasure that his only
son, Dimitrt, became an opera singer: T have no ear for music—a shorteoming
[ deplore biverdy,™ he confessed in a 1964 Plapbey interview.” Nabokov admitted
e retaining a memory of unwanted anendance ar operas during his childhood
and having once translated Schubert song texts into Buossian, but olficially the
art of music was foreign o him. “Muosic, T regret 1o say, allects me merely as an
arbitrary succession of more or less irmtaing sounds” he wrote i Speak, Memary.,
In underscoring his distance from most modern poetry in 1969, he quipped: “1
know as linle about wday's poetry as about new music.”™ Nonetheless, Alfved
Appel suggested in 1967 that Nabokoy was perhaps protesting too much abow
his lack of connection o mosic, an idea now iJlL'ft*ﬂ:iingl}' .-iup}‘mrh'd in the critical
literature." Appel argued that Nabokov's obsessions with memory, consciousness,
tme, and the structure of the novel all ook on expliciily muosical metaphors
and analogies: perhaps Nabokoy, by dismissing his connection 1o music, was
following a tme-honored wadinon of imentonally theowing ofl his would-be
LLerprelers.

Stravinsky was, by all accounts, an avid reader But he seems 1o have taken
no interest in Nabokow the weiter, The absence of any real contact between
himn and Nabokow, who both arcved i America from France within two vears
ol each other and shared common cultural and historical onging, is even more
remarkable given the tght imerconnections (so vividly deseribed in Prw) within
Russian émigré circles. True, Nabokov resided in the East, and Stravinsky on the
Wesr Gua:ﬂ, until the mid- 19605, when e was :ﬂwarly fll.]i.[l! ill. But the two men
seem also never to have met in Berlin or Paris, where both found themselves with
some frequency, and were i contact with Russtan émigres i those cities,

Nahokow and Stravinsky had one significant friend in common, perhaps the
only person o be in anendance ar the funerals of both men, Nicolas Nabaokoy,
the composer and controversial cultural impresaro. Nicolas was a lirst cousin
of the writer. His help for Nabokow extended 1o arranging lodgings (his ex-
wile provided Viadimir and Vera Nabokow with their Grst home in America in
1940, and Viadimir was in intermittent social contact with bim unil bis death. "
Stravinsky knew Nicolas from his Paris vears, and throughout the American vears
b was among those closest w Stravinsky and worked hard w promote his muosie
Bringing Nabokow and Stravinsky wogether would have been easy It appears that
l]'u'}' may .ax.‘.lually have avoided each other!”
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Considering Suavinsky and Nabokov together lor the mere fact of shared
birthplace and common exile  hrst in Burope and then America possesses
a basic historical logic. There are obwious parallels in their lives, as well as key
divergences that help explain the absence of contact. Despite the social distance
between them, strking conpections emerge between Stravinskys music aned
Nabokow's T when one COMpPares their careers and work. Tht:y shared paralh:l
premises and prejudices in their views on art. Aned their respective places in the
history of modernism bear comparison.

Upon closer inspection, the contrasts in biography stand our The writer was
seventeen vears vounger Nabokov was horn into a family of high aristecracy and
great wealth, Sravinsky, in contrast, descended [rom peny anstoeracy” He dicd
his best o assert his anstocratic origins and prized his provenance of privilege
and exclusivity, but the social gull” between them was marked. In their American
vears, MWabokov seems never to have complained about his loss of status and
wealth and he did pot try w impress Americans with his ancestry. Stravinsky,
in contrast, exaggerated his vanished social distincton and was notoriously
obsessed about money. Both men had famous Gathers, but Viadimir Nabokov
iclealized and wlolized his whereas [gur Stmv."msk}' HOEINS utﬂ}' o have harborec
resentment against his distinguished father, Russia’s linest operatic bass belore
Fyodor Chaliapin.™ Nabokew's parents, music lovers, were in the patron class,
Chaliapin and Serge Kousseviteky performed in the Nabokow home, and perhaps
so Lo did Tgor's father

Both the writer and the composer spent the interwar vears in exile in Europe.
Both lived at one time in Switeerland, a countey for which each had a particular
fondness. Stravinsky spent most of the years hetween 1917 and 1939 in France,
whereas Nabokov chose Berline In Berlin Nabokov kept close 1o the Bussian
Emigré community. Stravinsky had many Russian [ends and colleagues in
France, but he became a French citizen and emerged by the 19505 as the leading
and most influential composer among the French, Tronically, Stravinsky’s best
[hrrign lan!.;uaylv [rom childhood was German., His French fll!‘.'!‘l.ll]"]!‘f]. ]alﬂ'._
during his many vears in France and in French-speaking Switzedand. Nabokoy
(for whom English was a childhood language and his second language) preferred
French, his vears in Berlin notwithstanding. He read German and spoke 1, T
pever used i as a language of writing, even though he wrote most of his early
novels in Germany, Stravinsky shifted from an inital hosulity w the German
cultural tradition in music w an increasing admiraion and consideratnon of i as
normative.” He never could guite accommodate Wagner, but in his later years
Beethoven and Schubert became important to him in a manner they had not been
early in his career. By the mid-1930s he was most eager, despite the Nazi seizoure of
power, 1o gain accepltance in Germanmy. Nabokow was repulsed by things German,
except Tor scientific works, His novels—particolarly Ring, Queen, RKnore and The
fr'l'ﬁ are }’]l'l}pl:f!‘f]. with contempl and |m]'nd}' ol German habits and culiare, For
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Nabokoy, the Germans came (o be emblematic of the worst of pseudo-culture,
prime purveyors of a particulardy pretentious wadition of posdle.®

Naboko, like his father, was an ardent foe of anti-Semitism. He despised
not only the Nazi variety but also the anti-Semitism so commonplace within the
Russian intelligentsia. Nabokov hated the fascists, and indeed all tyranm. The
sarme cannol be said of Sh'm-itmk}: Sn'ax-itmky acmired Mussoling: in 1936 he was
amnoyed only that Il Duce had no time for him."™ The text of Stavinsky's 1939
Norton Lectures, The Paetier of Muse, 15 marked by an obsessive assertion that the
centrality of “the stern avspices of order and discipline” in modern life and an
were heing neglected. Stravinsky declared, “Modern man is progressively losing las
understanding of values and his sense of proportion.” This was “serious™ since it
challenged the “Tundamental laws of human equilibeom.” Whether intenionally
or not, Stravinsky evoked the pseudo-histonical jusificaton peddled by pumveyors of
Fascist ideology as the proper antidote to chaos and degeneracy. Stravinsky thoughe
that the ervors of contemporary culture revealed that “the mind wsell is ailing.”
Much of the music of the tme, Stravinsky told his andience, “carvies within it the
symptoms of a pathologic blemish and spreads the germs of a new original s
His rhetorie |:Il]!‘eil!!‘cil!d A Uncanny anel ]‘JL:r]'la'Lp:i urinterided I'nmily resermblance
o the aesthetics Bvvored by fascist regimes that defined “degenerate art.” Despate
Stravinsky’s unambiguous dislike ol the Soviets in the 19305, the Eurasiansim he
subscribed 1o led him w a criveal skepicism in 1939 more implicily consonant
with the Stalinist dogma of the mid- and late 19305 that oswracizeed Dimiey
Shostakovich and Gavritl Popos: The criticisms shared a wne of moral disapproval.

In exile, Stravinsky not surprisingly  developed an overt commitment 1o
religion, in particular Russian Orthodosos And by the mid-1920s he assumed,
sl stance. Stravinsky had
no use lfor socialist realism, bt his problem with Russia under Communism was

under the guise of neoclassicism, a stark anti-modes

comparatively nuanced. During the years he irted with Eurasianist notions,
Stravinsky observed, “Now Russia has seen only consersation, without reneaad or
revodurion without faditien,™ Nabokov shared none of this. Drganlzvrl traditional
religion remained foreign to him. He mainained the same sieiet and unwavering
contemplt for post-revolutionary Russia, the Soviets, as he die Tor the fscisis. He
kept his distance [rom all “isms.” His views on human history and progress were
linked 1w his own Lfelong encounter with the detaled seiennlie observation of
nature. Individualivy and freedom in art and thought were endangered by the
polities and culture of modern umes. In 1937 Nabokow wrote, “The svmmetry
i the structure of live bodies s a consequence ol the rotation of worlds .. and
that in our straining toward asvimetsy, toward ineqguality, [ ean detect a howl for
For all his snobbery about

ECES

genuine freedom, an urge to break out of the circle.
writers past and present, Nabokov never straved from the modernism he came 1o
admire early in his career, that of Andrey Bely, Frane Kafka, the Proust of Swann's
||'Ef}', anel l.]'l.l!.]lj'!.-'ﬁ!‘ ol f.-?}'.'r.'rr.'r.z"
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Although both men were anti-communist, Nabokov's  pessimism about
modernity never led him down the more reactionary path maken by Stravinsky in
the vears between 1922 and the mid-1950s. Nabokov feared the populist embrace
ol the despotic imposition of order and discipline in political hife—including the
sort of uniform assertion of a “healthy™ social wilanan aesthetic promoted
]‘Jy Hitler and Stalin. He also did not romanticize AUTCHTREY, i]lc'luditig that ol
the cears before 1917, The tap faced by Adam Kroug, Nabokow's protagonist in
B Senster, 1s the fotlity and selldestructiveness of any strugele 1o hold on toa
shred ol mdividuality, genuine refinement, orginality, and morality— particularly
Iy engaging with language, thoughe, lreratre, and colure —in the context of
madern dictatership, The pretense of value on behall of culture and the making
ol art isell are complicit in concealing this trap—a trath grasped by Ember, the
Shakespeare translator and Krog's fdend in Bewd Sodser ™

The cult of sell<mproving culiure displaved in Zolia by Dolores Haze [consider
the meaning of the name) and the sort of bad an associated with middle-class,
semi-educated taste for the sentimental and the emotionally losteative provide no
protection against barbarism aned violence, Humbert Humberts highly cultivated
anl |1|.:mua.-ii1.'1: lasles in |il|'1"£1|!un:._ :I’I'luﬁ-i.l'._ and art, his L:t'idl'ﬂlly learned :iupt:rinrlt}'
over the Americans he meets seduces the reader; Humbert's aesthetie sensibiliy,
£VEn ]]i?i l'ﬂ]jﬂ".ll}" I::Pr ]"J(H.:'l.iﬂ' l:]‘)fll]l:]]('l:1 ﬂ'l.akl:!ﬁ. lhi' CASLE [i.]f ]‘I.i!‘u di'l‘l:]‘lﬁl' ]1ﬂ]ﬂ 1o
n"h'i!‘u[. ‘t’l:l LTI lll:ml:u:'s]'lll}‘l f].1:l!".‘i ol I:"'l.:".'l.:]‘ll hi.'l l‘:]'lll'[“'ﬁ. Il. |r""|'l:|}' L r['l.l:t]:ﬁ. l]ll: n:'lf‘ut‘ll!‘__r
and deepens the plausibility of ratonalization. Whether delivered by would-be
individualists like Humbert or bureanerats and dictavors who create concentration
camps, acsthetie gilts and cultural sensibilines fail, for Nabokos, as antidotes to the
evil in modern life ™

When Humbert Humbert chases Clare Quilty, attempling 1o shoot him,
his victim “sat down belore the plano and played several atrociously vigorous,
fundamentally bysterical, plangent chords, his jowls quivering, his spread hands
tensely plunging, and his nostrls emitting the soundiack snors which had been
absent Trorm our flylht. Sull sitig'itig those im]‘umsihh: sonorities, he made a futile
attempt o open with his oot a kind of scaman’s chest near the plano.™ Nabokov
could not have evoked a more elfective caricature of the pretentions of the modern
piana virtuoso and the cheap, Mlusteanve Bomanncism of the kind Stravinsky also
desprsed, and the Lnility of a vadition of culural consumprion (te seaman’s chest)
as means of escape [rom a faal barbarism tha threatens the survival of moraliny
civility, and the humane — muoch less that of alent, ceiginality, beaury, and learning,

For Mabokow, the Russia of his vouth was personal; it vanished and lved only
it his memory. The pretense of lnding in the past a legiimate basis Tor nostalgia
held no allure. In his adult life Nabokov remained vesistant to onganized causes
and ideclogies, including patriotism and coliral chanvinism. Although Russian
was his primary language, the Bussia that continued 1o occupy him was his own
invention, and bore e, il any relation 1o the Russia that existed alter 1917,
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He never sought to return o Bussia or 1o maneuver 1o gain access 1o readers in
Soviel Russia, Stravinsky on the other hand held on ot the idea of an ongoing
residual national solidarity, while rejecting a narrow nationalism. He saw himsell’
as a supranational, universal figure above politics. Yet be subordinated his distaste
for Communism and joined with other émigeés in taking some pride in the Soviet
part ol the Allied war elfort in the 1940 Stravinsky may have been ambivalent
about returning to Bussia, bt he caleulated corvectly that il he did, he would
return in triumphwhich happened in 1962, alier an absence ol Oty years. He
embraced the Russia he encountered on that tap; it evoked not only nostalgia b
also a renewed sense of connection,

Stravinsky rose to fame i 1913 widh The Rite of Sring not as an exdle, but as a
Russian composer on a voluntary, lemporary sojourn fom Rossa, the sort ol visic
Loy the West commonplace in the history of Bussian music and literature, as seen in
the examples of Pyotr Tehaikowsky, Nikolay Gogol, Alexander Scrialan, and Ivan
Turgenew: In contrast, Naboko's great fame ocourred in the context of iwoluntany
exile. He always resented comparison with Joseph Conrad. Conrad was not an exile,
He had no career as a Polish writer. Nabokov was a vespected writer of Ruossian
oty anel e, Like Conead, he achieved worddwide fame as a writer in Ellgﬁﬁh.
But Nahokow did so while mainiaining an explicit commitment to a partcular
tradition of Russian lterature. His harsh lovalty o the viriue of lieral iranslation (and
skepticism about any other sort) was rooted in a view of the indivisable unigueness of
language. s meanings were contingent on specificity, on ume and place.

In the end, however, Nabokov's origing as a Russian did not defline him in
America, despite his waching of Russian language and literature in a manner
that suggested an indisputably superior knowledge and anthorite The works thar
made him famous— Lafite, Prn, and Pofe Firewere all novels located in America.
In Stravinsky's case, the explicitly Russian aspects of his muosic never disappeared,
no matter how subtly altered and camoullaged, and actually helped shape
some of his finest muosic written i Ameriea. With has Russian influences mmact,
Slrarinsk}- influenced rll::"lsiw'l}' the direction of French music between the 1'211'1}'
1920s and 1940, The role he playved in French musical life as a honized personality
was analogous 1o the place Nabokow came o occoupy as a writer in America from
the late 19505 unul his death in 1977,

Il Stravinsky’s breakithrough came in 1913, Nabokov's ocourred between 1955
ard [958 with the publicaton of Lefite in Paris and New York Both arisis
experienced at different stages of their careers — a sudden burst of worldwide

notoriety because of the scandal associated with a single work. Stravinsky became
world-Tamous at age thirte He arrived in America a well-known, influential, and
admired figure, which led to the invitation wo give the prestigions Norton Lectures a
Harvard. Stravinsky complained constanty about money, but he came 1o America
without the sort of dire financial worries common among émigeés (consider the
fate of the Avstrian COMIPOEeT Alexander xvm]itiﬁky, who died in ey anl
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obscurty in 1942 in Larchmont, New York), When Nabokev arrived in 1940, he
Brought with him at best an arcane reputation lmited wo émigré circles, He was in
desperate strails. Among those prepared to help him were Sergey Rachmaninofl
and Serge Koussevitzky, who provided the alfidavit. Nabokew's rise to the status
ol a superstar came when he was in has late fltes. As Stravinsky with the Rire,
Nabokov was made famous h}' the surface of a .-i'mgli' wnr]i__ Lofite, rather than
Iy the work’s greamess and importance as ulimately idemifed by a commaon
eritical consensus, With respect to the Rite, the choreograply and the spectacular
orchestral sonorites and effects generated the scandal. In the case of Lofite, the
predictably reductive account ol the plot and overt subject of the novel, the sexual
passion for a “nymphet,” made the writer rich and amoos not s language aned
structure or ils many lantalizing asides,

Stravinsky's renown when he areved in Amernca came about pactly throogh the
proselytizing of Nadia Boulanger, with whom Aarvon Copland, Virgll Thomson,
and many others had studied, and this identity he retained. Nevertheless Stravinsky,
like Nabokon, faced the problem of how o establish himsell in America. Robert
Crafl was central to this process, helping o reinvent the composer’s image.
Slrarimk}- Wis alwa}-ﬁ- Ili.!‘l!t!l]‘__h" attuned 1o the winds of fashion and the eritical
reaction to his own muosic. His disappointment at the reception of his 1951
opera The Raked Progress, a work that many have regarded as the culmination
of the composer’s romance with the “order and discipline” of neoclassicism
understood strictly as evocative of eighteenth-century practices — motivated him
e explore serialism, with Cralts help and Ernst Krenek's guidance. The major
waorks of his [inal serial period, along with Craft’s delt handling of the composer
as a personality, helped place Stravinsky within the center of American classical
musical life. Crali’s role made the output of new muosic possible. Yet despite this
remarkable late period, the repertoire that delined the composer’s public persona
tor the end of his life was that weitten before the American vears.

Nabokov did not have a past visible o his new Amercan public. And he did
pol pedquire a Crall o assis hime Yer, as Nabokey freely admined, his entey inte

the American literary word would certamly have been even more diflicult than o
turned out to be without the critie Edmund Wilson, In the end, however, Naboko
achieved his own carefully crafied conie statos as an Amercan weter through the
works he wrote in English. The supposed poetic masterpiece around which Pele Fire is
constructed 1s evidence of Nabokov's deep immersion into American life and leters,
Nabokov's Russian novels gained a wide reading public only in retrospect alier
Lodia—a pattern between old and new work that s the exact reverse of Stravinsky's.

Nabokow used his American success o withdraw, in part, lrom America, Living
in Montreux for his foal sixteen years, he continued 1o assert his aflection and
allegiance 1o America: he maintained his prominence in the word of letters from
alar and continued o write in English. ©T am tyving o develop, in this rosy exile,
the same fertle n

algin in n'g'.’l.r'fl 1o Armerica, Iy rew COuniry; as I evalved

= 405

EFTA01088927



NABOROA, STRAVINEEY, AND THE READER AS LISTENER

for Russia, my old one™ His move was only in a minor way a move “back.” It
ought not be compared (o the return to Europe of Thomas Maon, Theodor W,
Adorne, or Paul Hindemithe— none of whom ever considered America a plansible

second home, Crall may have braefly considered getting Stravinsky to move hack
to Switzerland in the 19605, but Stravinsky never truly considered returning to
Evrope aflter 1945, When he decided 1o leave the West Coast in the 1960, he
settled in New York. He managed, like Nabokow, to balanee his own construct of
a lost homeland with alfection for his new American home. In the end, however,

]'I!‘ Wils ]"Jlll'i.l!d i.l'l. ‘-'rl.!t!i.L'l', near Dll'dghi]l"'.'.

Method and Influence

Richard Taruskin, in his brilliant, defmove, and exhaosove two-volume account

of Stravinsky’s career through o the composition of Mase in 1922 with s
epilogue on the composer’s final masterpiece, the 1964 Reguion Contecler
has |1£|.'|1151:ﬂr_'it3g1y aned ]’JE‘I'.'ilJ.EI..‘ii‘.'!‘l.'!.-' deseribed the fll:[ij'ling l:af‘l}' }’]]lil.“-l!!‘- ol the
composer’s career.” These modes of engagement with Russian traditions and
contemporaries shaped the composer’s method and aesthete. Stravinsky's music,
Troen the 19205 wo the 19605, reveals a lasting deln 1o Bussian sources, the Russian
context in which he came of age, and the manner in which he wransformed
Bussian elemers in the frst vears of exdle in Switzerland. ™

Few d'uriifice and The Foelivd display the yvoung compeoser’s initial debt to a late
nineteenth-century aesthetic, an older Romantiec natonalism in which folklore
was adapted into muosic for the stage and domestic use— the Kuchkist heritage of
the so-called Mighty Five, Sravinsky, as his comments on Tehaikovsky suggest,
also sought to prove himsell within the Rimsky-Korsakov cirele by demonstrating
his command of the erali of composition delined in the German-centered
“Western Eunrpl:nn" terms of Glazunov's move conservative formalism. That
crall involved the display of symphonic thinking, i which a dvnamic il not
sell-declared organic logic drves the vse and ransformation of harmony and
melody. There, harmony serves a functional purpose in shaping muosical tme
and structure, providing context for the process of thematic wansformation,
development, and recapiialaon, These inowrn generate andience expectations
and the mechamisms by which instrumental muosic can appear 1o mimie nareative
patterns in prose. These sirategies made it possible for composers successfully o
oceupy duration and recalibrate long stretches of time,

The Russian music of the 1880s and "0 was Stravinskys initial formative
aesthetic environment. It can be taken, with its nationalist colorings, as the musical
equivalents of the lterary realism that dominated Ruossian lieratare, iF not into
the early 1900s, then, at minimuem, unel e mid- 18805, alter the death of Caear
Alexander IL" Social and political content and straightforward narvative and plot
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structure dominated, whereas matters of style, the sell~conscions awareness of
form, or any pretense Lo rendering prose closer to the poetic were subordinated.
Literature, notably in the case of Dostoevsky and the Ler Tolstoy, became a
prose forum for ideas mostly on behall of social and political changes that
could elevate the moral significance and worth of all human beings. Method and
lorm were t‘.umingt::lll on a commitment o realism. The :ip'll"llual betterment of
the reader became a goal. Ideas were rendered through action, description, and
dialogue. The reader was drawn in by the writer’s manipuolaton of the llusions of
sequential tme and pictorial realism. Not surprisingly, one of Nabokow's fuher's
lavorite novelsts was Charles Dickens.

Although Nabokov was considerably vounger than Stravinsky, they haoth
conlronted these qualities, colored by nationalist sentment, as the dominant
aesthetic credo of their parents’ generation. Whether in prose or in music, the
objective was 1o use acsthete comventions o master the suggestion and evocation
of content whose plausibility was located in methods of persuasion ted w realist
criteria. Steavinsky, even when he abandoned the Rimsky-Korsakev model,
sustained a natonalist impetus by drawing on more ethnographically authentie
sources of Russian folk muosic. But he located new foremal Emmlh'llilirx\ T msic in

their melodic and rhythmic elements and arteulated a nationalist sensibilivy less

defined by the aestheties of Fomanticism and at once more novel and anthentic.
His means deviated from the program music waditon and were influenced by
the ideas of comemporaries, several linked o the Mer dsbeoiee (World o A
circle Serge Diaghilev, Léon Bakst, and Alesandree Benois in particular. The
last two were themselves part of the cirele of artsts around the Nabokow family:
The vogue Tor symbolism and synesthesia, particalady in the work of Bely and
Seriabin, also playved a role in shaping the path Stravinsky ook,

In the Rie, Swavinsky wsed abstraction of the archaic Russian materials he
appropriated to achieve an “architectural™ rather than “anecdotal” vse of musical
time. Repetition i the form of sustained shythmic pulsation was justaposed with
n]‘n'u}‘ll harmonic shills and l.':]'la'l.l'l!.':l!!‘- if :im'mﬁll}' at odds with the wadition of the
svmphaony. The combinatorial imgenuity Stravinsky revealed (meant here not strictly
it the sense defined by Milion Babbin) emploved the octatonie scale and intervallic
cells —“a symax of subsets and super-sets”™ derived Trom e With thar as a base
he pursued intentional “simplificason™ the absiracton of genuine folk melodic
and rhythmic vsage. This led Srravinsky 1o achieve what Taruskin describes as
“a hard-nosed esthete modernism.™ Harmony was no longer directional and
dynamic, but static. The eflfect was nol unlike the visual aesthetic pursued by
Micholas Roerich, the designer of the first Rige production. Roerich, working [rom
the suggestion of auher
imagery further absteacted rom any form ol realism by the stark unanflected vse of
color and the reduction of perspective; juxtaposed geometric patterns in the visual

1 national antigque sources, produced Dat, stac, Tosen

frame undercut the normanal 5ug'_gt:51iul1 ol narrative :I"I'll!il.l'l:i]'lg..l.i
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By the time he composed the e Sravinsky, distancing the experience of musical
e from raditional expectations, had shified the relationship of the lstener to a
musical work away rom an analogy with that of a reader following a narrative. In
the realist novel, opera, and Romantic symphony, the plausibility of an imagined
past, present, and future, occurring in a logical sequence had been enhanced by
the realist plainness (or naturalistie resemblance) of prose style (including dialogue)
and the m:mi]mlalinn of the narrative voice. In music, these l.:x]'fl!‘l':l.il.l!i.'l:l:l'l:i ALY
listeners had been a:t:p]}- met ]"I}" the lL!t'I'lt!I:il.’]u!".‘i ol musical Lisage ol both sides
of the apparent divide between the circles around Tehatkovsky and Rimsky-
Korsakon: But with the R, anicipation and velease as well as recollection during
the act of stening were subordinated o the intensity of the momentary encounter
with sound and the unprepared contrasts in the sharply delineated sequence of
events. Music intensified the experience of tme inthe immediacy of s encounter,
crancipating it rom any  dependence on recapitulation and  Toregrounding
accurmulation. Stravinsky’s Rite appeared in divect conllict with musical realism’s
most skilled pracuioner of the fn de siécle, Richard Stravss, notably his two last
symmphonic works, the Swfa Demestica and the Al Symphony

However fierce the antipathy may have been between the Kochkizts and their
OpFponenls [ur between the ‘-‘h’agm:dat:ﬁ anel anl.i-‘l.‘l.’agm:rimis.}, the advent of
modernism cirea 1913 in S!ﬁl.t'i]'lik}" unimasked what all of these Separale Camps
held in common in terms ol the function o harmony and the character of form,

and therefore the construet of musical tme. Whethes
Eduard Hanshiek and later Stravinsky himsell], who in his amobiography never

-"I'I'[]alllﬁ-l l:‘i.l'l. lI'I.l! Sense cr['

tred of underscoring the idea that music expressed nothing except usell), or
Blatanty lustrative, as in Wagner's, Liset’s, and Strauss’s compositions, musical
tme had been controlled by convention so as o conlivm the apparent reality of
a past and present moment, and the existence ol a cavsal nexus analogous 1o

the empirical experience of events or its linguistic representation. Art sought 1o
engender either a remembered, imagined, or implied nareative ™

Stravinsky's achievement in the 1913 Rite and more strikingly in 1917 with Les
Mg a distillation of a modernist aesthetic out of neo-nationalist material u:&lllg

:&ilti]‘:l:i[ic'alhu'l and absteaction that recalibrated the l!}i]":l!"l'i.l!t!lt'l! ol titne and defined
a sivle can be compared with the project that Nabokoy undertook as a novelist
i his twenties, after his vears ar Cambridge and his move 1o Berlin, Nabokow
shared sources of inspiration with his older composer compatrion, notably the M
ks movernent that argoued the autonomy of the acsthete and the primacy of
matters of siyle and form against the inherited vilitanan aesthetics of realism.
Symbolism and the World of Art movement motivated Stavinsky and Nabokoy

o gquestion the claim of a correspondence between aesthetic experience and the

quotidian encounter with experienced tme, both measured and remembered.
This challenge to the traditional logic of ant extended o a critique of the late
Telstery's insistence that there be an evident moral and, by implication, redemptive
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Justification beyond a purely aesthetic one. Stravinsky and Nabokov experimentecd
nol only i terms of their engagement with their respective traditions in Bussian
music and literature, but in terms of the fundamemal character, function, and
purpose of the work of art and its relationship w s avdience, the link between
lierature and reader or muosic and lstener

The f:'l';.'.?._ MNabokov's last novel from his Berdin YEars [:u'l{l for some his ﬁlu:ﬁt}
is in part framed by two exchanges between the two most sympathetic hgures in
the hook: Fyador, the nominal protagonist, who writes a satirical, almost Gogol-
like biography of Nikolay Chermvshevsky (the arch-realist of the nineteenth
century and a lvorite ol Lenin and the Sovies), and Koncheves, the poet. In
the first exchange Fyodor asserts, quoting Koncheyes, “Yes, some day U'm poing
Lo prosluce prose in which “thought and music are conjoined as are the [olds of
life inn sleep.™™ Thinking in words is idealized by language’s musical properties
it sounds and rhythms not meanings that might be detached from souncd and
form. For the young Nabokow, the writing of lterature was lramed by language
that revealed a nonlinear temporal logie outside of ordinary tme, comparable
o the distorion of tme in dreams, vet possessed ol a precision reminiscent of
seiende anel :iu:irl:}‘ﬂihlt* [is) hq-ing c.a]‘:luwrl in works.

In the second exchange Fyodor picks up this theme [one Nabokov would
return Lo explicithy at the end of Ada, or Aedos:

It would be a good thing in general 1o put an end 10 our barbaric
perception of tme. . . . Our mistaken leeling of tume as a kind of
gronvth is a consequence of our Aniteness which, being alwayvs on
the level of the present, implies a constant rise between the watery
abwss of the past and the aeral abyss of the Tuture, Existence is
thus an eternal transformation of the luture oo the past—an
esentially phantom process—a mere refllection of the matesal
metamorphoses taking place within us. . .. The theory T lind most
templing — that there is no tme, that evervthing 15 the present
situated like a radiance outside our blindness 15 just as hopeless a
[nate hypothesis as all the others®

Nabokov attempted 1o find the “radiance ouside our blindness™ by writing a
poetie prose that weated language as music— shatiering the inherited narvative aned
structural conventions of the novelistic form ol realism and locating in s place an
alternate sensibility that transcended the mundane, Despite the evident contrasis,
this project wok shape in a manner comparable w Stravinskys evoluton from
the 1907 Symphony in E-fat 1o the 1917 Les Nocer. Nabokow experimented ot
only with language at every point in a novel (or short storyl—each unit of which
was ultimately comained on index cards—but in the overall structure, routinely
di\'un‘.ing each novel from Ihlluw'lll:;.; an inherited model as a m-qurnliﬂ] narralive
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matked by character development and a clear demarcation ol past, present, and
future. Stravinsky, by rejecting the symphonic model and the comentions of late
mineteenth-century musical continuity, ormed what Edward T, Cone sdentified as a
“method” in three parts: stratification, intedock, and synthesis.”™ These three werms
could also be applied w Nabokow's novels from the 1930%, particulady T Giff and
Tnpitation fo a &'Jwadi'ng, anel those from the 1950s, pﬂ.["l.i.l‘lll.il.ll].-‘ Lofita and P,

The privileging of the aesthetic ploneered by the World of Art movement and
the symbolists of the Stlver Age in Bussia oflered both Stravinsky and Nabokow
wdealogical bases for shilting the erteria of an artwork from matters of content
o those of structure and form. Within formal criteria, stvle and method were
foregrounded. Cone idenufied the use of successive “Ume-segments™ in the 1920
Spamplores dmstraments d pert.™ Each of these is suspended, creating opporiunities
for their employment in contrapuntal usage. The synthesis comes not in a climasx,
but in the reduction or the assimalation of one element into another. Bradges and
divergences are commaon. Stratilication using discrete musical variables defines
Stravinsky's compositonal procedure well into the music of the 19408 in Cone's
view, it also describes the way in which the sirong tonal components of the
1930 S}'nepfwn_y t.r.,ll- Foaliis are m«ganlzu-rl. Another way ol imngln'm!.; f':'rtmv."lllsk}"ﬁ
method in the L'i'}lmpﬂrm:'g'.'r d'istrements @ vent 15, as Lows Andriessen and Elmer
Schinberger have argued, o apply the metaphors of montage and collage in
which the structural relatonship and identivy of disparate fragmems arve altered
and manipulated, generating an overarching unified framework in which the
discrete elements remain visible.™ Taruskin has perhaps the most elaborate and
persuasive way of characterizing Stravinsky's novel approach 1o form, for which
he uses the Russian term drodnest”, or “splinteredness.” a “sum ol pars.™"

The parallels to such procedures can be found in Nabokov in the fragmentation
of tme, the subtly arranged but sudden shifis i voice, and in the inconsistent
presence of the narrator, Nabokow's “time fragments” are deploved so as o create
ambiguities between the real and imagined. The reader is continually alert 1o
the pt:rs:izill:m ﬁhi'drl'ul!.; of the lusions of realist nareation: ju.:il as the listener
o Stravinsky is struck by the distinet substance of each musical moment apart
from any lunctional implication backward or forward, Naboko's reader is forced
o conlront sentences and paragraphs as stvlisie enties, with signilicance apart
[roem any overarching narratve fame. Literatore, insolar as i s part of “the forees
of mmagmation,” 15 a “loree of good,” Nabokov observed in 1965, Translaing
The Eye more than three decades after ns publicaton, Nabokoy conlessed he
was 1 search of the “reader who catches on at first™: this reader will derive
“renuine satislaction,” but rom more than a store® Nabokow's ideal reader s
asked 1w jettizon the commonsense notion ol language as representational or
corresponding to an external reality A different sort of precision is required.
Stylistic sell-awareness of how observation can be discussed alters the perception
ol elapsed time and preserves it in memory. The more detailed, the more unusual
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and poetic, the more vivid. Through wiiting fived by the poetic imagination a new
reality comes o being that is more real than the “real” isell

The raming of the novels asible in the cloaked wdentity of the narrator in
P, in the construction of Pale Fie out of segments of commentary that follow
a text and scramble past, present, and foore and the muoltiple identines of s
protagonizst Kinbote; in the foem ol Loalite as an account by a man awaiting tral;
or in the uncertain connection (o dream Life and 1'\1:1'1;(3:1}' exlslence i ijm:'r._
Tuwdbation fo at .&'ﬂmﬂrﬁ'@g, anel Bend Siriditer Sugrinest ]‘Ja‘l.]'alll:].-i 1o Slfﬂ\'lllﬁk}-‘rﬁ e wedures
of stratifying elements that have been absiracted from otherwise familiar patterns.
In st pitch and rhythm are the elements in play; in prose they ave words, plot,
tme, and character: Nabokoy's method of collage and montage 15 clearestin his use
of tme, his layering of perspectives using lragments of memory and distorions of
the way time is segmented into a sequence of past, present, and future, " Nabokov's
synlactic iventiveness, his virtoosic use and iovention of words, his nearly
Shakespearean synthesis of word use and thought, as well as his assemblage of the
povel by the ordering of completed units (his beloved index cards) show his literary
method as not dissimilar from musical composition as practuced by Stavinsky:
Stravinsky’s meticulous habits in the process of composition, as understood by
theorists and as evident in the mal'l.um‘:l"lplﬁ ol The Rake's P‘mg:lr.'r.'r and the Rmm'g'm
Cranlicle -:.lu cile ju:il twin oflen rl.:}‘:lru{ll.u‘.t*fl !‘xﬁlﬂpll:.‘i], Suggesl that Nabokow and
Stravinsky shared an innovative combinatorial genius

Consider, for example, the elegance, variery, and ingenuity in the disposition
of invervals and sonorities in the Beguien Conticler as analogous w o the tllusory
simplicity of the relavonship of poem w commemary in Poe Fire. Kinbote,
with knowing rony, speaks early of the one lne that “would have completed
the symmety™ of Shade’s poem. Nabokow has him end this thought by writing
“damn that music. Knowing Shade’s combinatorial turn of mind and subile sense
ol harmonic balance, I cannot imagine that he intended w delorm the faces of
his crystal by meddling with its predictable growth.”™ Yer delormation precisely
describes what he as a novelist and Stravinsky as composer, in their relationship 1o
the traditions in their n-:;pvrlivv arenas, m‘.l.u.ally :l.:'t'\nl'n]‘J]J'.-iI'u:d. The delormation
anil n‘h'dr]l'u'qgl were directed at the narrative conventions of form and ("HJH.I]'LI.Ji.[‘__h"
that derived their power from a presumed correspondence to lived experience
that was ulumately banal.

Nabokow was [abled for his visual acuity. His love of Sherdock Holmes rested less
om the detective’s deductive powers than on his eye for detal. Nabokow's meticulous
work an butterflies, his fanatical concern for the accuracy of descrptive detail, his
poetic respronse Lo landscape in his novels all attest 1o the primacy of atlemion 1o
the smallest detail ina work of an and the imagination. T discovered in nature the
ponutilitarian delights that T sought in ar. Both were a form ol magie, both were a
warme of intricate enchantment and deception.” No wonder he dedded novelisis
ol “general” ideas who penned prosaie sentences filled with the vocabulary of
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abstractuon. In Sfeat, Meanory Nabokov pointed o the moment of intense sight as
the means by which the finest that is human can stake its claim:

It s certainly not then—not in dreams— but when one is wide
awake, at moments of robust joy and achievement, on the highest
terrace of consciousness, that murl;ﬂlt}' has a chance 1o proer ]‘n':ﬂul:’l

its ot liets, from the mast, from the past and s castle tower,

In Mabokoy's writing, the aural experience in the present moment, not only the

visual, mirvors “the heightened terrace of consciousness™ that can be set wo words,
Arstake 15 nota alent for synesthesia (as with the Lithuanian composer Mikalojus

Ciurdionis, who perceived color and sound at one and the same dme) or is
ideslogy [as developed by Scriabin).” Nabokov did, however, recall that the
imagining of the outline ol a single letter of the alphaber prodoced a “hoe case of
colored hearing ™™ But Nabokov's memories were [ramed oot only by sighit but by
sounds—a “throbbing tambourane,” “rilling” nightingales, the sounds of village
musicians, the rhythim of Mademoiselle's speech.™ King Charles in Bals Fire was a
mustcian. Nabokow :‘crulij'u'ly pﬁl.‘i.'il!d poetry it terms of muosic ':_i.[:'i "cumrapunml
pyrotechnics™), and for its music (“that dim distant music™)." Cincinnatus C.
recalls the world being “hacked™ into “great gleaming blocks™ by the “musie tha
onece used 10 be extracted from a monstrous planofore.”!

Indeed, for Nabokoy, the power of music and of sound — beyond all iis links 1o
mermory—was that it intensified the ordinary consciousness of tme understood as
a continuum along the lines of the quotidian.® The short story “Music™ revolves
around the perception that music easily links present with past.™ Ar the same
tme Nabokov grasped the need to deviate from a sense ol tme located in nature,
Music was an art that, like poetry, could expand time. Kinbote, defending his
friendship with Shade, credited his short acquaintance with the capacity of the
aesthetic o dely the calendar, creating “inner duration,” “eons ol transparent
Lrme” :it!ldl":ll.:t!ldl']'l[ ol external "‘ruml.ing malicious music.™ Nabokov's view is
not entirely dissimilar 1o Stravinsky’s. The composer wrote in his autobiography,
“Music s the overarching domain in which man realizes the present.”  Music’s
sole purpose was 1o establish “an order in things™ and espectally “the coordinaton
between pn and e Music redelines ume in the present and gives “substance”
and ".-il:ahlll'lly" 1o “the category ol the }‘Jrv}it*lll."""

Art and Time

Stravinsky and Nabokov shared an obsession with how the aesthetic realm might
influence the phenomenon of tme perception, despite a surface of divergence
hetween the two: Nahaokoy 511'|.1g!.;|1'r1 ayla:'tm Lhe yraniy ol a .-it*L:n'L'lJ'Lg]}' uh.il:-.‘.liw:
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and uniform construct of tme, whereas Stravinsky atempted 1o deepen the sense
ol the present through musical construction. For both, nostalgia and memony

were ed o the experience of tme, and both stroggled w come 1o terms with the

link between past and present. In their vanous specalations, both also drew on
twor common sources: Henrt Bergson and Andrey Bely. Writing about Stravinsky
in lﬂ-’iﬂ, Crall mentioms ﬁlravinﬁky"ﬁ ]'rd\"l:llg reacl Et*l:l;.;\iun.."' Whether he a:'tuiﬂl}'
did so or learned of Bergson's ideas from Pyotr Suvehinsky and Paol Valéry in the
1920, the philosophical connection Bergson forged between the experience of
tme in the present and the expression of the human eveatve Toree lefl a lasing
impression on the composer’s beliels about the character and uncton of music,”
Music, by framing and in e stopping the ordinary experience of tme so that
it appearecd alwayvs in the present, rendered music “petrified” architecture and
deepened the consciousness o human ereativity,. Nabokoy, who had a more
complex understanding of time, was also influenced by Bergson, whom he
admited reacing avicly in the interwar years, ™

With Stravinsky, muosieal tme—defined as the extension and construction of
the present moment—reappears as well in the late work, mostly as a result of
his encounter with the music of Anton von Webern, Predominant in this mmusic
are silence as a component of compositional structure and the ascetic economic
manipulation of sonority, mostly in units of shortduration: the resultis a heightening
and deepening of tme in the moment of Bstening. For Nabokow the tssue of dme,
always present i the novels, wok center stage 1o the 19605 in Ada. The “Oowering
of the present,” as Wan Veen in Ada put i, demanded the awareness that wme 15
“vaguely connected 1o hearing”™; the apprehension of tme requires “the utmost
puriry of consciousness,” which is not spatial and visual bue aural ™

The key is that the “sull resh past™ defines the present. The “present™ slips
in when we inspect “shadow sounds” The “dim intervals between the dark
beats™ of the anthentic rhythm ol tme offer merely the “leel of the fextoy of
Time.” Nahokov concluded: “Our modest Present is, then, the time span that
one 1% din-rl]}' anel m‘.lually AwWare 1:-|'._ with the l'n'Lgt*r'u'L!gl [reshness of the Past sull
perceived as part of the nowness. ™ The synchronized flow of tme as measured
by clocks was el an illusion, sinee the boundaries hetween past and present
WEne i.ll Tl E]uid. 'I:I'I.l.l.:lf‘[’].l:}‘:ll':l'l.d.l.:tﬂ._ 'I."r'i.[h [hl: ﬁl:]l:"ti.\'l: l‘:(rn:‘il'i‘]llﬁ]‘""ﬁﬁ l]J\ lI'I.l.' 'Flﬂ."!t
defining the present and then subsequently the reverse, in which the past hecomes
circumscribed by the sense of the present momenc®™ This Tudiy reveals isell’ in
the movernent back and forth i time in Naboko's narrative volce, His characters
take the same journey—ollen so delily from the reader’s perspective that the shifis
become noticeable only alter the act of reading, making the reader aware of the
author's challenge 1o a reductive realism within his or her own tme experience,
not merely within the artificial tme fame of the novel.

For hoth Nabokov and Stravinsky, the issue of tme and is perception was
more than an aesthetic pruhl:-m. The t:x]‘:t*rll:th‘:t* ol exile foreed a many-sidvfl
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dilernma with regard to memory and anticipation. First was the challenge of how
o come o erms with the artistic hertage, public, and raditon of which the
exile once expected o be part, and from which he was now separated. Second
was the need to grapple with the tyrannies of memory—the lacunae, the willful
and madvertent distortions, and the Fagments all heightened by discontinuity and
distance, the forced separation from the familiar and the lusions of continuiry
that non-esiles take for granted. Third was the danger posed by the allure of
nostalgia, the sentimental distorion of memory, and the exageerated fear of
forgetfulness. To forget was o destroy not merely the past but the possibilines of
the present. Yet memory, the deving foree of the present and essennal o the arist,
was constantly at risk in exile, where it became a purely mental property unaided
Ty sight and souned.

A last dilemnma for exiles, and a consequence of all the dilficultes alveacdy
alluded o was how to find an alternative to the tacit assumption of continuity
an effective means to forge an ongoing connection between past and present
something thoughtlessly possible for those not displaced. Indeed, the delinition of
the present—the emporal frame for the making and experience of art— became
M :'Lml}‘lh:x since the sigtii[irallt el was evier harder 1o ]u-rp- “snll lh':i]'l," anl
its capacity to “shp™ into the present and deline it was steadily weakened. A risk
was the very capacity to grasp the present, to inmit the texture of tme sulliciently
Lo allowy the imagination to take Qigh

Nahokow's approach wo the 1ssue of tme was influenced by Bergson, but it was
the thought of Bely that most divectly shaped the way Nabokov considered his
crafl and vocation as a writer and his approach w aesthetic questions.” Wriling in
1907, Bely argued against a “synthesis™ ol art lorms (despite his early admiration
for Wagner). Rather, the purpose of art reflected an underdyving unity in the arts,
“Is it simply so that we may translorm a few houwrs into a dream, only w have
the dream destroved again by the intrusion of reality?” Bely asked. His answer
was that the creative act was, in Kantian terms, “cognition [or its own sake,” an
intuitive form ol engaging tme without any purpose or object. The “method of
creation” becomes “an object in and for isel” The result was the “exireme form
of mdividvalization.” The process of artistic creation demanded that each artist
“hecome his own artistie form.” The categortes of tme were ariificial subjectve
cotventions [or framing reality and must be rethought. Bely termed new art as
“the past that is reborn,” where “we find ourselves at the merey ol the cherished
dead.” In a manner reminiscent ol Nabokow's own specalations Bely argued, “We
must forget the present. We muost re-create evervthing and in order to do this we
st create ourselves.”™

The imterconnection of aconstruct ol the past— the task ol reassembling the past,
or in Bely's terms, re-creating it requires that comventions about understanding
the “present” be set aside. Forgetfulness is a prelude w the restoration of memory:
The sense of tme s nol connected o a :'ugj'liliw: Hn'n'x]‘:m'ld:*th‘:t: between external
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reality and consciousness but a funcion of a highly individualized creative act,
using the aesthete mediomthe musical, the poetic, and the visual 1o redeline
consciousness and tme. These claims connect directly 1o the innovations of both
Nabokow and Stravinsky.

For Bely—as well as Nabokow and the mature Stravinsky— the key 1o escaping
the notion that arl was a mere 'll]u:ﬂ:-]'y 1'1.::&}‘1'1!1.: from an LJ]":!jl'l'l:i\'l' J'L::ﬂl!}" was the
recognition that the form in which the creative act expressed el generated
an aliernate reality, an experience of time located in the human possibilite of
indivicuality for the author and his public that vindicared life. In moral terms, the
most significantly troe reality came into being through the forms of artina manner
that ranscended, with considerable precision, the mundane undersianding of
real tme and experence. This mundane understanding was isell the result of
an impoverished vse ol language. Placing ant belore any notion of “life,” Bely
concluded i art, in life, things are more serous than we think.”™

The most “serious”™ realization—one crucial o Stravinsky and Nabokov
was Bely's idea that “if words did not exist then neither would the wodd isell”
Bely put frward a notion of “living speech,” which was the “very condition of
existence of mankind isell” And since “mankind’s [T lies in the |i1.'1't31'5r
creation of life)” by hearing speech that 1s “imagined” and “living™ we are led 1o
new words and word constructions that i teen lead 1o “the acquisiion o new
acts of cognition.™ The next step was [rom words (o music.

Bely's privileging ol language as the mother of thought, as his Viennese
contemporary Karl Kraus put i, was not newe But there was a metaphysical
premise in Bely that justilied o sclentilic precision i the vse ol language
particulady dear 1o Nabokow Language, especially poetic language, createcd
the reality we deline as “lhving” relationsl mcluding the future creation of
language. Within the linguistic realm, and within art, forexample, the coincidence

ol vocabulary [as Bely discussed in the case of Kant and Hanslick) suggested thar
within this ever-expandable universe of linguistic imvention were scientific criteria

ol wruth, a “real dimension™®

Nabokov's distaste lor :'Lu'l:'t:plua] la:nguagr._ the
vocabulary of ideclogies —in Mars and Freud  derves rom Bely's skepticism
that there is false language, language that is whaolly unreal, detached Trom the
“direct expression of Nfe” Naming becomes crucial since it creates that which
would otherwise not exist. “The word 15 the sole real vessel onowhich we sail from
one unknown o another —amidst unknown spaces (called “earth™ “heaven™
“ether” and so forth) and amidst unknown termporalines.”™ The “leework” displays
ol words “All the void surrounding me.”" Bely's vision veers close to a method of
musical composition using imervals and sonorities in a novel Gshion, much like
Stravinsky's procedures,

Poetry for Bely and Nabokow is the haghest form ol word usage; it is the source
ol the creation of language and the purely “imaginal combination of woreds”
[J'Lfll:t:l:’l1 in historical moments of {Im-n}-, pm'tr}'rﬁ im]‘:cmmn-u is al s h:igl'u:ﬁl. fior it
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lets us “recognize the meaning of new magical words” by which 1o “conjure the
gloom of night hanging over us” In moments of despair, “we arve sill alive, b
we are alive because we hold on to words.”™ This thought succinetly described
Nabokow's commitment o his vocation as a writer, particulardy considering his
keen sense of the darkness of the era in which he lived. For Nabokow, Bely's
observation that “mankind is ali\'v._ Sib ]m'L!.; as the ey ol ]nt:gung‘- exists,” was
a genuine article of faith

For Bely, all this was contingent on a beliel in the necessity of form and the
capacity 1o locate objective criteria for understanding aesthetie form within all
the arts. Formalism was not dervative of tradition or a distllaton of historical
practice —a deduction resuling from the mposiion of norms of judgment
onto an empirical base ol past practice, such as the manner in which theorisis
establish porms of sonata form. Bely, an accomplished mathematician, was in
search ol a prion axioms, Predictably, bis source was mathematics and physics,
Bely's translation of scientilic modes of thought into aesthetics was distinctive
and may have provided the voung Nabokov a suggestive model of how 1o link his
Fascination with nature and with butterdlies 1o his ambitions as a writer:

Fear E!‘l.}-‘ there was no division between content and Torm: the Wiy in which
the concrete materials of art are considered constitutes the subject of Torm. Form
was the “governing” principle in all art and protecied art from descending into
meaningless chaos and  “tendentious encroachments."”" Bely's principles were
[ramed in terms of Newtontan laws. First came a hierarchy of the ars, He posited
an “inverse proporion” between space and ume mnthe ranking of the ars, This
macle music the highest of the ars, sinee inic all spatal and visual elements were
abstracted. Muosic possessed no spatial dimension. I was the means by which pure
temporality was expressed. Only through “vague” analogies could “visual and
spatial™ meanings be attributed o music. For Nabokoy, as for Stravinsky, aesthetic
judgment required the subordination of the spatial and visual w the temporal,
for 1t strengthened the idea that ar was autonomous and ought not be ded 10 a
x-u]gar sense ol the real, 1o any lusionism or }’]:il‘:ll].l."iill realism. Music was the ant
of time, understood as the “art of pure motion,” with a precise truth-value akin
Loy selence.”!

For Bely, poetry came nesxt alter music. “Poetry views the visible world musically,
like a vell over an unspoken mystery of the soul. . . Music is the skelewon of poeury.
I music 15 the common trunk of all ereanon, poetry is s leale crown, ™™ Although
Nahokoy derided his own connection to muosic, lus noton of poetry and the natre
ol his prose, when considered in light of Bely’s premium on word creation and
the novel combinations of words, are like musical renderings of a world imagined.
Painting, precictably, occupied the lowest rung of Bely's ordering of the ars.™

Bely's formalism was further understood in terms ol the natural law of
conservation, delined as the conservation of creative energy. In a proper artistic
form that aesthetic CIETEY needed w be 1'x|'.t|.:1'|{|t'd in ]‘JJM:FH:J'I!lm'LELl manner 1o
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overcome “stasis” n the very materials of coeation. The acsthetes of form possessed
i own Claw ol equivalents™ by which the creative energy ol the result matched
that of s components and creation. Bely’s effort 1o establish a pon-arbitrary
parallel between the laws governing encrgy with those governing art led him 1o
asgerl that aesthetics could be an “exact science”™ with unlimited competence in the
sense of the natural sciences.”™ Here agaln can be found the sources of the conceils
of Stravinsky and Nabokow, particulardy Stravinsky's explicit appeal 1o the primacy
of the “Apollonian™ dimension inart. Indeed, Stravinsky’s turn o the ideal of
neoclassicism reveals a deln 1o Bely.

Using a single-minded emphasis on form, Bely formulated his own answer 10
the question of the connecton between truth and beaury Unlike the normative
philosophical discourse of the eighteemh century that posited the link as between
aesthetics and ethics, Belys was a direct, vnmediated link between the uth
content in descriptive aesthetics and science.

In Nabokov's case the connection to Bely is even more striking. Using elaborate
diagrammatic schemes, Bely argued that one could measure and describe the
harmonious balance between content and form in a lyie poem; one needed a
l]'u'u.r}' of f‘]'lythﬂ'l. ane “instrumentation” so as o ﬁludy word choices. Bq.:l}' dissected

ntial™ from its “ideational”
content.™ He compared the rhythmic complesaty of eady and late Pushkin in

a poem by Nikolay Nekrasow, separating its “expe

1J]ﬂl']' Lin gl'a!il:l l]]l' “I'I.‘H“-". 1)" “-'l].l.'f].!i El.llfl !‘u’lfllll'l.f].“i. .'i.t:l i]'l'l.!"l'L"i!"].!r' dl'!’“'l'i.pl:i\'l' !i('i.l!nl‘:!"._
including a taxonomy, was required 1o grasp the beauy of poetry, hence:

Every lvric work demands a basic commentary: In commenting on
a poen we are decomposing i, as i were, into 18 constiluent parts
and looking carefully at the means of representation, at the choce
ol epithets, similes, and metaphors in order o characterize the
content. We feel the words and look for their mutoal thythmie and
sonorous relations, In thus reorganizing the analyzed material into a
e whnlt*._ we ollen can no lmlgt*r n*rug:ﬂiu: a Tamiliar [Ty al all.
Like the phoenis, it arises anew out of itsell ina more beauiful form,
or, corversely, it withers away: In this way we come 1o recognize that
a comparative anatomy of poetie style is truly necessary, thaticis the
ultimate stage it the development of a theory of lerature and lyric
poetry, and fnally that it represents a rapprockenent between these
twor disciplines and the various Gelds of scientific knowledge.™

There could be no more persuasive source for Nabokov's Engee Onegin
project, his structural choices in Pale Fire, or his suspicion of amything bt literal
translation. The purpose Toe this exact analytical science rested fiest in precision
it the variables of art—words, colors, and pitches—and second in the inherent
nl}it*rli\'t* |crg'|t' ol their use and elaboration. The ure aesthetic that such atialy:iiﬁ
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could reveal was an authente realism of the imagination beyond the realism ol
the visible. “Reality is not how it appears o s . . . Reality as we koow it s
dilferent from reality as it tuly is,” Bely concluded.™

In Bely's terms, Nabokow, by Girst approaching language as poetry, aspived 1o the
state of music. “T have never been able to see any generic dilference between poetsy
and artistic e e, Nahokoy once ohserved. ™ Since all art shares features with mu.-i'u'._
and music “unites and generalizes™ all art, owing Lo s status as purely about time,
“the profundity and intensity of musical works give us, according 1o Bely, a hint”
that through the aestheue imaginaton, compaoser and listener, writer and reader can
hegin o remove “the deceptave veal” that covers the “visible world,” and demolish
the “deceptve pacture™ with whach we live.™ Naboko's intensity of visual and oral
observation, shorn from a conventional narrative or obwiows lemporal context, cast
i vich and original poetic language (invented words and starling juxtapositions),
wvited his reader to 1l the vell and penetrate hevond the deceptive picture.

Stravinsky's connection 1o Bely was certainly less direct, but equally significant.
The influence of Bely's notions of foem and his views on music—and indeed the
centeality of art—were most powerfully communicated through the World of At
movermnenlt, ]‘Jy the }‘Jﬂllllt::'n anel Jronels who were his c1::|1[1:n1|mra11"|t~:i. But the link
Lo Stravinsky's mature positions on the nature of muosie was profound. Perhaps the
maost ofi-cited claim Stravinsky made can be Tound in his antobiography:

For I consider thar music is, by 115 very nature, essentially powerless
Lo express anything at all, whether a feeling, an amitude of mind, a
pevehological mood and phenomenon o nature, ete. . .o Fgresdon
has never been an inherent property of muosic. That is by no means
the purpose of 1ts existence, I as is always the case, music appears
Loy express something, this is only an llusion and not a realin™

A corollary of this formalist claim is the assumption that the formal character
ol a ]‘Jii'c't: ol music has an 1)"3."!‘L"|.i‘.'!‘ character that can be 1'xa:'t1}' described
ardd rendered. Bely's svnthesis o natral science and aesthetics was a source of
Stravinsky’s intense disparagement of the practice and justification of subjective
interpretation by performers and his personal affinity first for the planola, and
subsequently for recording wechnology, through which exact and objectve
representations of a musical work could be transmiried.

Art and Consequences
Stravinsky shared with Nabokoyv the beliel that the work of art held its value in
its acsthetic and formal properties. Arvt was powerful o the extent it contested

commonsensical notons of the real and t‘.all:gm"w:i ol Hpace, I!i.l!’l!‘, atd c'au.-ialily.

¢ 450 .

EFTA01088940



Leon Boleiein

Nabokov once observed, “Both memory and imagination are a negation ol
tme. " Nabokov and Stravinsky held on to a beliel movalid norms of acsthetic
value that allowed for individuality while at the same time they mistrusted a view
ol art as mere subjectivity, of art without objective criteria of judgment. Precision

and exactness were indispensable attributes. In the end, however, such exactitude
anil |'.l|1::"|sinn Wi :ith:'l.'ilahly |.'um|h'n|'ni.-it'd ]‘J}' Slfﬂ\'ll:l'l:-i]t'!.-"!i concession that even
in music, the least “realistic” of the ars, something other than isell always seems
Lo b expressed ® Stravinsky was aware that the actual social function of musie

s reception —dertved from the assignment of meaning on the part of the listener,
intended or noc: the listener ascribed w music meanings both symbolic and literal
that, strictly speaking, did not reside in the work jsell

For Stravinsky, this was actually a comvenient error, one with which, for practical
reasons, he could readily reconcile hamselll Ad best, a vuly informed aesthetic
response o art permitted the Bsiener o make legitimate contact with a religious
sensibility—a communion, as Stravinsky concluded i 1939, with a generalized
notion of humanity, “our fellow man™ and with the “Soupreme Being™ Thus for
Stravinsky the formal power of art did in the end connect with Fath through some
}‘u'rhﬂ]‘:x\ |:'|L:|:|.~=.i.-m'!r':il'|c'al Ji:]igluu:i I:l'L:]'LHg ned contained in the music wsell In this
manner the theologian Jacques Maritain influenced Siravinsky in his Pans years,
Maritain reconciled “art [or art’s sake™ and the premiom on form with ethics
and the suggesuon of content: art, by being just ar, mirrored the divine, Despie
Stravinsky's vigorous distaste for communal ideclogies, his 1939 Mariain-inspired
evocation of the divine recognition that derived from music had muoch in commaon
with Romain Rolland’s suggestion in the late 19205 of the possibility of “an
oceanic” feeling that might be a foree for good. Both mivrored i different ways the
interwar search for spiritual solace inthe wake of the Great War, Stravinsky had no
use [or Rolland. Neither did Nabokow or Naboko's least favorite theorist, Sigmuned
Freud, i Cialization and Tre Diseortents. Nabokov's hosulity to Freud rested in the
writer's mistrust and comempt for a reductive causality about ereativity, his denial
ol a {lrl:}‘u'r J't::ﬂil}' }h'yulld the visible L:mplr'u‘.aj wiorld unmediated ]‘Jy the indivicdual
imagination, and therefore the freedom of the individueal imaginatnon. Bur Frends
criticism of Rolland did not redeem either Freud or Bolland for Nabokow, And
[or Nabokow, the religious issue the sl abow an “oceanic™ sensibility or a
divine “Supreme Being™ —was a matter of silence, bevond words.™ For Stravinsky,
however, a quite conventional appeal w religious justification remains buried
beneath his denial of music’s power o express.

For Nabokov the formal virtues of art, properly grasped by the reader, did
more than lead the reader into a vague humanism or Stravinsky's moment of
spiritual recognition. Implicit i the act of reading literatare, particulady poetry
and prose wrtten in a modernist style defined by the andbutes of poetey (as in
Bely's S Betersburg and Jovee's Dlfpeee was a potency that could prevent the reader
[rorm fll:t!yij'lg the e ol art. Art contested the utli'l'].}' |'nu1'1d'£u'u:1 50 that the
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aesthetic did more than merely conform o the ordinary experience of reality.

Indeed the artwork, by its formal greatness, could stop readers in their wracks,

True art in the medium of literature provided wiater and reader an escape rom
the tyranny of experence that emanated from evervday life. Here was a form
ol deception: experience transfigured by the imagination, a reality consciously
protected from barbarism and volgarite For Nabokey the making of art and s
proper appreciation was at 11s best a purely inner moral act of rescue, a route for
individuals 1o conlront freedom and the parados that human decency— culiure
notwithstanding —1s endangered.

Nabokow undermines the act of reading as a passive experience in the same
way Stravinsky demands the concentation of the hstener. The recollection of
details, the passage back and [orth in the narrative, force the reader 1o reflect
and piece together fagments, o reconsider and remember, creating within the
present moment the allure of a complex interpretation. Nabokow and Stravinsky
found comparable ways [or an aesthetcally generated control, distortion, and
manipulation of elapsed time o deline present experience.

Thus the structure of a Nabokov novel can be said 1o shave formal aspects
similar o those wsed in music, |2ra1|'lit‘.ul£|.1'].y S!ml.'ij'l!‘.k‘:'lﬁ. Rx.:]‘:lt*l!ll!ll.u'l._ ahrup:
transitions, modulations, fragmentation, itversions, cross- references abound, as
do excurstons into intense counterpoint with moluple subjects placed in discrete
units, Nabobkow's methods resemble Stravinsky's insolar as the elements of the
composition are not present or utilized as placeholders for other meanings or
expressive of something other than themselves. Even when words are set 1o music,
as in Stravinsky's settings of texts, from the Thiee Japanese Lyrics (1912010 The Rake’s
Frogress, they are used as sound elements, with syllables manipulated as muosical
elements.™ The anempt 1o “set” the meanng ol the words or llustrate them
in a Wagnerian manner reliant on ordinary diction is subordinated. Stavansky's
procedure in 1912 alveady bears comparison with the purpose and method of the
relationship between text and music articolated by Arnold Schoenberg that same
Vear in the L HY “The Rx'lal'lcrnrih'lp 1o the Text.™ Even when lillgu'l:ﬂ:it‘. nu:nt:it:g
is presumed as nosong or opera the text is used muosically and proceeds
independently of any “meaning”™ The parallel in Nabokov occurs when the
presumed veality of the narvatve object of the novel s seting and character
15 put i question by the defiance of a single familiar perspective. The argument
or plot of the novel 1s disconnected from a fabric of contnuty and displaced from
the reader's attenuon. Rather, the act of writing, the craft of writing, and the
predicament of the writer take center stage within the text itsell

This approach elevates Nabokow's prose 1o the status of music. Nabokow, like
Stravinsky, calls explicit antention to the crafi and method of his compositions. In
order to foreground the act of writing Nabokew asks for a reader more akin to the
listener imagined by Steavinsky—a person who can follow the musical logic and
.-in"n'lvl:1 when necessary al l.':lll!"'l')l.!‘x structures and the L:ll:g.ath‘.t* with which Jrast
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tracition becomes parct of the present moment, as in the 1924 Concerto for Plano
and Wind Instruments, and the 1951 Violin Concervo, with their evident allusions
o Bach. Nabokov's writing is often about other writing, just as Stravinsky's music,
particulady in the 19205, has as s premise music om the past. Both Nabokov
and Stravinsky, as exiles, used the aesthetic tradition in which they worked agains
i.[:‘il!“: alben n~:i|'n:t‘.l|'u|]}', c-lunLu'ng the new with evocations of the PasL.

It 15 not surprising that rom their sharved heritage both artsis, skipping over
the tastes of the previous generation, were particularly atached 1o Pushkin,
The wadition they dres on was inthat sense pre-maodern, at the intersection of
eighteenth-century classicism and eardy Bomanuicism. Furthermaore, Pushkin, like
Tehaikeovsky later in the cenury, represented an ideal syochesis of the Russian aned
the Western. Yet his star hegan to Tade even towards the end of his career. Those

who regarded themselves part of the mtelligentsia were, w quote DS, Mirsky,
“indilferent™ or “hostile™ after 1860; whatever surviving cull of Pushkin remained
Nabiokow idealized the poet who was

became “the religion of a paradise lost.
neglected in the literary age of realism and social wilite. He and Stravinsky
ilentified with the very quality in Pushkin that outraged the older Tolstoy of
the 1890sthe focus on an elite readership and the absence of a moralizing
agenda. Pushkin®s use of language defined what was distinetive about Buossian
poetry and the musical and expressive possibilities of Buossian speech, even as
he [ound a means for their expression in Western forms."” Stravinsky lamented
that for “lorelgners” Poushkin was linde more than “a name inan encyelopedia.”
Yoo lor these two exiles of an aristocrate sensihility and inclination, Pushkin®s
“nature, his mentality, and his ideology™ was “the most perfect representative ol
that wonderful line which began with Peter the Great . . . and has united the most
characteristically Russian elements with the spiritual riches of the Wes ™™

Stravinsky turned o Pushkin, first during the composition ol Lec Noces and then
explicitly with Maprg in 1922 * Steavinsky sought 1o signal a shilt away fom the
patterns of late nineteenth-century Russian muosical nationalism. He reinvented a
lineage for himsell” located in Glinka and Tehatkovsky—a lightness, econony, and
elegance reminiscent of Maozart and explicitly defiant of Wagnerism and post-
Wagnerian German modernism. Following Pushkin —and Tehatkowsky — he would
attempt a synthests of the Russian with the refined Western sensthilines derived
[roen the era during which aristocranie patronage dominated musical coliaee, the
age before the death of Beethoven. Stravinsky recalled with regard 1o M

This poem of Pushkin led me stzaight o Glinka and Tehaikovsky,
and T resolutely ook up my position beside them, T thus clearly
defined my w@astes and predilections, my opposition w the contrary
aesthetic, and assumed once more the good tradition established
by these masters. Moreover I dedicated my work 1o the memory of
Pu.-ihk'l:ll, Cilinka, and 'l}'hnlkn\':iky.""
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MNahwokow die not share Stravinsky's enthusiasm for Tehatkovsky, He disdained
Tehatkovsky's operatic version of Eugae Owegin Tor what he regarded as s
mawkish sentimentality, “cloying banalities” and bowdlerization of Pushkin’s
text.” This disdain rested in the recognition, extensively arpued by Bely, that in
the streamlined elegance of Pushkin’s verse the [ull power o Russian thythm
anid LIS WS 1.:}|c]‘1|u'LI!L:s:’l."3 l':‘n‘\rt:]l belore Nabokov, Pushkin's work was known 1o
restst proper ranslaton.) Pushkin, by being ted 1o the West while remaining the
greatest exponent of the distinetive qualities of the Bussian language, emerged as
a matter ol some obsession Tor the exiled Nabokov and as a powerful anchor for
the emigre Stravinsky,™

As Stravinsky observed, “the natonal element occuples a prominent place
with Pushkin as well as with Glinka and Tehaikovsky ™ In exile, Nabokow and
Stravinsky found 1 Pushkin a mirror of their dual conditon: in possession ol
a undgquely Russian instrument (language for Nabokow, source material and
harmonic wsage lor Stravinsky| but trapped in a Western context. That “fortunate
alloy,™™ as Swravinsky termed Pushkin's symhesis, remained present in the work of
both men o the end. Tt is even visible in Nabokoy's American novels but dominant
i his translations of his eadier works into E.J'lgll:ih. The .-iylllhq'si.-i ol the Russian
ardd the Western is andible, for example, in three of Stravinsky’s later works, the
{:ﬂ'ﬂ!}fu-’ﬂ' Sﬂl"fﬂn'ﬂ.. Bﬂlfh'.lr.. d.]lfl llll: }Efl:luh':fﬂi (:ffﬂﬁ-l"lllr.'l'.l'hi

Nahokow and Siravinsky called on their respective publics 10 confront the
method and materials of thelr work — the sell-conscious distuncive sivle they
developed in the making of art. The Lstener 1o Stravinsky's music, from The R
af Spring and Les Nocer through the finest of the late works, was conlionted with
intense moments, abrupt changes i sononty without conventional preparation,
and complex but unilied contrapuntal combinatorial elaborations. All these were
independent of a kue-Romantic reliance on duration and structural devices based
on haliatual expectations or derived [rom practices dependent on easily located
thematic expositions, repetitions, variations, secapitulations, and transitions.

Slm\"ms]r_}"x\ and Nabokow's initial sources were Russian but their audiences
certainly after 1940 were not. They embedded in their styles what for them
was distinctly and irreducibly Bussian not the Russian of the late nineteenth
century but ol Pushkin and, in erms o humor, Gogol. By recasting that aspect
of adition they engaged in thelr own disunciive manner of nostalgia a
nostalgia that suggested a highly conservatve but idiosynerate and imaginary
past, mherentdy crteal of aspects of modernity and modernism fashionable
during the mid-twentieth century, Stravinsky may have employed his own version
ol serialism, but alier 1939 kept his distance [rom the radical expermentalism
ol Pierre Boulez [with whom Stravinsky had a complex relationshap), Olivier
Messiaen (whom Stravinsky disliked), or John Cage (whom Stravinsky dismissed),
just as Nabokow, despite a commitment to modernism, disparaged most il not all
ol his contemporary “modern poets” [T 5. Eliot and Ezra Pound., for example).”

T
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Al the same tme both men shuoned populists, particolady the writers aned
composers i the Soviet Union. Stravinsky’s appreciation for Schoenberg and
Webern derved from his recognition that they oo drew rom an idealized pre-
Romantic tradition located in Viennese classicism. Nabokow had contempt for the
basoks sent o him in the 19505 aned "60s and resisted the academic enthosiasm lor
anil lln:ranf ernulation ul‘.]uyn":i f":l'nmgcm.'.' Wake.

The legacy Stravinsky and Nabokow shaved helped inspire them 1o produce
a body ol work ded o a mythical past kept fresh in their minds inexile, ver

stvlistically modernist in an individualist manner. They remained independent of

dorminan modernist trends such as the dersion of sivle per se; the devaluation
of ornament, ane the suspicion of complexite Their distinetve modernism stood
apart from any reactionary embrace of the strategies of namative realism aned
Romanticisim. Their appropriation of sources rom a vanished past permitted
therm to develop lormal strategies o turn the reader into the lstener. The temporal
frame of an encounter with music came o define the aesthetic experience of

reading. Stravinsky put the idea of the reader as listener into succinet terms:
“Music is based on temporal suceession and requires aleriness of memory™ Yer
Slrarimk}- Wis never a lln:ranf COITIrOEeT in the H’agnvn'an sense. Add .\Ia]‘:lukm'._
his protestations to the contrary, turned the encounter with prose into an act of
intense musical listening in which meaning dertved [rom the formal properties and
use of words that framed the reader’s encounter, her perception of tme, memory,
and her construct of meaning —all sealed within the framework of a work of art,
an imagined abstraction from the shared encounter with ordinary realive

Yet, for all the common ground between them i method and procedure, key
dilferences remain in the ethical substance implicit in their work —in how they,
as arists, construed modernity, AU stake were not merely the predicament of
the artist, but the proper purpose and character of the intended response. The
experience of exile, and the distance it created rom any semblance of home,
rendered ordinary history and even the fmgments of biogeaply— for both, based
irn Russia L:]limah:]y as Fanciful as Kinbote's Zembla. For Nabokeo that upnrulv:’l
existential circumstance turned out w be the most reasonable vantage point from
which to observe human natre aned to write within the most noble and beatiful
rracitions of his craft. By moving back 1o Montreus, he secured the necessary
distance vis-i-vis his new home, America. Thar distance found the possibilivy thar,
at best, he could sustain in s writng the “precision of poetry and the exaciness
of science.™ The precision and exactness were located in the wse of words, the
acuity of observation, and his ar’s penetration beneath the surface 1o confront the
moral circumstances of the individual.

Stravinsky shared Nabokov’s allegiance 1o an art of precision and exactness
and e an art located in a Russian vaditon mediated through Western European
practice. But he was rather impervious to the moral crisis represented by fascism
and Communism, by the terror, barbadsm, and slaughier they inspived."™
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Nabokow (as he never tred of asserting in the face of the scandal surrounding
Fadita) remained a moralist with eighteenth-cenury values located in the love
ol individual reedom, ar, and science.’ “Actually 'm a mild old genleman
who loathes cruelny,” he wold an interviewer in 1962 He sought 1o engage his
hest readers in conlronting, albeit indivectly, the threat evident in the course of
twentieth-century history. Delily woven within all his nevels is the recognition of
the nearly irresistible pressure on each individual, pracical and psychological, 1o
suceumby and conform, and therelore the powerdessness of individuals 1o resist,
escape, and reject the allure of entrapment and collaboranon with cruelee. Only
i the termporal realm of the imagination could the human possibality of decency
[inel 118 vodce.

This aspect of Nabokov helps illuminate the link between his writing and
his work with butterflies. The butterfly, much like the pymphet, has a beiel
moment of detaled and vniguely dilferentated beaury that emerges Trom the
uncanny camouflage of the ordinary The temporal frame of that beauty is brael
comparable to the act of weiting, the act ol listening, and the act of reading Itiza
revealing coincidence that in concentration camps that held children, the children
}ipi.')]'ll.il.l'll'!t’:lll!il}' drew on the walls }‘Jil.'l!uft*:i of butterflies as emblems of hupt:.“n
Reading Nabokov and perhaps listening 1o Stravinsky— despite the absence of
arry comparable admirable intentions on the part of the composer — permits us
the same Heeting hint of hope and beaury expressed by the children as their own

pasts were obliterated and the present brought them only nearer to their deaths.™
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