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Mikhail Kuzminôs The Trout is Breaking Through the Ice:  

A Poem of Gay Experience in the Early Soviet Union 

(Russian Text, Translation and Introductory Essay) 

 

 Mikhail Kuzmin is often labeled the first gay Russian poet and novelist.  He is 

certainly the most prominent.  His career as poet, novelist, composer and critic began 

shortly after the turn of the 20
th
 century and survived the Bolshviek Revolution.  Kuzmin 

published eight books after the Revolution, poetry, fiction and essays, the last in 1929.  

He continued his early success with ñgayò themes.   Wings (1907)ðoften called the first 

Russian gay novelðand the cycle ñThe Alexandrian Songsò from Nets (1908) were still 

popular twenty years after initial publication.  Seven years after the Revolution, on 

October 11, 1925, Kuzmin celebrated the 20
th
 anniversary of his literary debut with a 

reading and gathering of literary friends.  A photograph, now in the Anna Akhmatova 

Museum (Fontana House) in Petersburg documents the event.   From 1913 until his death 

Kuzmin was with Iuri Iurkun, lover and minor poet.  Their love was complicated by 

Iurkunôs bisexuality and his relationship with Olôga Arbenina. 

After a year in and out of hospitals, Kuzmin died of pneumonia March 1, 1936.  

His shabby funeral procession included some forty mourners, one of whom, Erikh 

Gollerbach, commented on how few they were.  ñRemember that seven people walked 

behind Wildeôs coffin, and then not all of them walked to the endò (qtd. in Malmstad and 

Bogomolov 138, 437).  His colleague from the 1910s, Anna Akhmatova was, ill and sent 

her husband, Punin, to represent her.  Lidiia Ginzberg visited the Punins the night of the 

funeral and recalled that ñAkhmatova was upset that she had not been able to attendò 
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(437).  Punin commented earlier in the day ñWe are burying Kuzmin, like Mozart, during 

a snowstormò (reported by Ginzberg, qtd. in Malmstad and Bogomolov 138).    

In 1929 Kuzmin published his last book ʌʆʈɽʃʔ ʈɸɿʀɺʇɽʊ ʃɽɼ
i
 (The Trout 

Breaks the Ice, or The Trout is Breaking The Ice, or The Trout is Breaking Through The 

Ice).  The volume opens with a poema
ii
 in 15 sections of the same name.  It was written 

completely in one remarkable week in July 1927. The rest of the book collects poems 

from 1925-9, and forges new ground since his previous volume Otherworldly Evenings: 

Poems 1914-1920, which was hermetic in cast drawing on a private system of Gnostic 

symbols.  Speaking of the volume as a whole Cornwell writes: 

By the time of Forelô razevaet led [The Trout is Breaking Through The Ice] 

(1929), a more densely metaphorical poetry is instead structured primarily on an 

ostensible flux of emotional and intellectual associations.   This draws on a 

bewildering array of sourcesðfrom Dracula, expressionist cinema, and 

journalistic gossip, to Wagnerian opera, Renaissance poetry and the Lives of the 

Saintsðwhich ultimately serve to ñdoubleò, shape, and transform 

autobiographical experience (alternately personal-tragic or trivial and second-

hand, but frequently defying critical reconstruction) into powerful symbol and 

myth. (482). 

The generative cognitive action of the title poema is how memory fuses past and present.  

[I t] is dictated . . . by the agent of memory itself.   It is memory which confuses 

past and presentðor rather, sees both time and nature as indivisible, a frequent 

occurrence in Kuzminôs poetry.   It is memory which whimsically arranges and 

rearranges events in a series of associative chains, in which events and the 
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participants in them are treated as motifs or links to be arranged into associative 

patterns seemingly at will.   It is Kuzminôs mature artistic task to recreate and give 

meaning to his own experienceðto transform that experience into a personal 

mythðby crystallizing these memories around a single thematic pivot, a highly 

concentrated metaphor . . . . (Malmstad and Shmakov, 140) 

The personal myth of Trout is remarkable and its publication under the Soviets in 1929 is 

historical.  Although Malmstad and Shmakov in 1976 printed the long out-of-print 

Russian text and wrote an essay about it, the poema was translated in 1980 by Michael 

Green but has also been out of print.
iii

  His version is delightful and accomplished but due 

to a change of punctuation in stab 5 he gives a narrative shape to the poema that 

contradicts the argument of this paper, as discussed below. 

 Besides two prefaces and an epilogue, Trout consists of 12 ʋʜʘʨʘ (ñstabsò or 

ñthrustsò
iv
).  The overarching metaphor is a trout captured beneath the frozen surface of a 

stream that slams its tail upward against the ice to break open an air holeða metaphor of 

striving for freedom.  The relentlessness of the stabs also suggests a thrusting toward the 

release of orgasm.  The 12 stabs are separate poems forming a cycle.  They vary in length 

and formal features.  Midway, stab 6 stands as the apex of the poemaôs architecture.  In 

the form of a border ballad, it is the longest section, set in Scotland.  Settings vary from a 

glittering performance of Tristan and Isolde at the Petersburg opera, to a remote 

Carpathian hunting lodge, to a back alley gambling club, to Scotland, and persons who 

appear more than once do so with individuals from unrelated sections.  Separate sections 

have clear narratives, but they do not link up into an obviously coherent story.  Kuzmin, 

in the epilogue, questions the reader and then gives a matter-of-fact answer: 
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  Canôt you tell?  Right from the start 

  I tried to make a record of twelve months 

  And simply show how each encounter went 

  As I lightly explored the circle of desire. 

  And here is what turned out! . . .   

How the 12 stabs represent months is not clear, but that they ñexplore the circle of desireò 

is exactly right.  The stabs plot emotional points that close the circle of the narratorôs 

desire for his beloved.  The circle begins as a dream in which former lovers return 

uninvited, blending different men and periods in the dreamer-narratorôs mind.  Kuzmin 

draws on multiple prototypes for key personages.  The composite lost-beloved is thus still 

an object of desire and closure to the past has not been attained.    

The first stab is set at the opera where the narratorôs attention splits between a 

striking lady and Tristan who, as he dies, longs to reunite with Isolde.  Wagnerôs story 

exfoliates a fantasy of desired reunion in which the separated lovers do physically 

reunite, but as they do, first Tristan dies then Isolde.   As it unfolds, Kuzminôs poema 

offers a different, more startling outcome for the plot of desired reunion.  Tristanôs scene 

is in act 3, so Kuzminôs stab is set late at the performance, when a stunning beauty 

captures his gazeða sensation of beauty.  His attention is split.  After the performance, as 

the narrator departs the theater he sees her again and as they jostle in the lobby he notices 

her escort, a man of twenty years.  The reader realizes that the two men have been lovers 

and that the younger man seeks not to acknowledge that they have ever met.
v
   

 The stabs of the poema are ñemotional momentsòðpoints that plot the circle of 

desire.   The emotional pang at the opera is because the narrator lost his youthful beloved 
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to a woman.  Kuzmin a number of times fell in love with men who were bisexual in 

practice, including his long ñmarriageò (1913-1935) to Iurkun, with whom he lived at the 

time he wrote Trout.  From 1920 until his execution in 1938, Iurkun also kept a 

relationship with Olôga Arbenina.  By the mid-1920s she joined Iurkun and Kuzmin in a 

ménage à trois that included Iurkunôs mother who had lived with them for several years.  

The anxiety at the heart of Trout is not Tristanôs anxiety that because he had 

transgressively loved his lordôs wife he could never reunite with her again, but rather that 

any lover Kuzmin might have would be wooed by a woman and cause irreparable loss. 

 In Stab 2 an intense ritualistic love-exchange between narrator and composite-

beloved is consummated, only to have the beloved leave.  This departure in stab 3 occurs 

abruptly while the two men read Shakespeareôs sonnets.  One wonders if they were 

reading the torturous group in which Shakespeareôs persona, the golden haired youth and 

the dark lady are bound in a confusing triangle that seems to climax with the youth and 

the lady leaving the older Shakespeare-persona alone.  The sonnets thus exfoliate a 

narrative of an unattainable longing to reunite. 

 In stab 4 the men share a blissful domestic moment at breakfast.  But stab 5 

introduces Elinor who has joined the men in a ménage à trois. Her presence draws the 

beloved away.  She seems innocent walking in the morning garden, but she has slowly 

made the household ñher green country!ò  And the section ends with the question: 

  Whose idea was it that peaceful landscapes 

  Cannot be arenas of catastrophe? 

Kuzmin uses quotation marks for direct speech but in other places he uses dashes to mark 

changing voices.  Midway through stab 5 after the letter is brought, there is a dash.  The 
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next line ñWe cheat this May . . .ò repeats exactly the stabôs opening four words.  Green 

takes the dash to introduce the text of the letter which he places in quotation marks; thus, 

the narrator is in one location and the beloved, who has already left him to be with Elinor, 

writes from Scotland.   

I was not even waiting for a particular letter 

And winced at the canceled stamp:  ñGrinoke.ò 

ðWe cheat this May as if in delirium, 

A madman with briar-roses, a blue sea 

And Elinor as breath-taking as ever! 

The two men use the same words perhaps to symbolize their twin-ness even in 

separation.  I take the dash to show a break and then resumption of narration as if the first 

half idealized the domestic ease of the two men until the sight of Elinor in the garden 

reminds the narrator of their  and that he shares his beloved with her.  In my 

version the letter from Grinoke is unexplained and ominous.  Greenôs version is credible 

except that as the stab continues to its end   

Forgive me, my friend, but look close and see 

When she comes out mornings to the garden, 

How she is a pigeon-gray Amazonð 

Look close and see how passionðonly strong will. ð 

Look and see and how this is herðgreen country! ð
 
 

Whose idea was it that peaceful landscapes 

Cannot be arenas of catastrophe? 



 
7 of 56 

4/10/2008 

Kuzmin uses five additional dashes.  In my version the dashes serve to pile on the 

menace of Elinor in the narratorôs description of her, leading to the final question.  Green, 

by contrast, changes the dash at the end of the fourth from final line to a quotation mark, 

ending the letter and leaving the final three lines in the narratorôs voice. 

  And started when I saw the postmark ñGreenock.ò 

  ñWeôre spending May in wild delirium, 

  The rose run riot and the sea is blue, 

  And Eleanor is lovelier than ever! 

  Forgive me, friendðif you could see her 

  Dressed in her dove-gray riding habit 

  Of a morning the flower garden, 

  Youôd understand that passion conquers will.ò 

  Then that was where it was, the land of green! 

  Who could have thought that tranquil scenery 

  Could not be back drop to catastrophe? (Kuzmin Selected 321) 

Green not only sets the narratorôs listless routine in one location while the beloved and 

his Eleanor are ñdeliriouslyò together in far-off Scotland.  For Green the breech between 

the men has already occurred and the woman has, for the time being, won.  For me, an 

ominous ménage  trois has been attempted but the narrator is threatened by Elinor and 

expects ñcatastropheòðwhich in the following stabs is abandonment by the beloved.  

Greenôs version is problematic in my mind for three reasons: (1) for  

Green the ñweò of each section is different (narrator and someone else in the first half, 

the beloved and Elinor in the second half), but who there is no clue who the ñsomeone 
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elseò might be,  (2) there is no consistent punctuation to justify setting off seven lines at 

the letterôs text, (3) Green is arbitrary in giving the last three lines to the narratorôs voice 

(why any? Why not just the last two?), and (4) the predictive force of the ñcatastropheò is 

less clear. 

 The end result is that Green removes the  trois aspect of the poema that I 

argue is its powerful originality.  My case, which reflects the Kuzmin-Iurkun-Arbenina 

household, in a sense, rests on a string of dashes in stab 5.  

 Stab 6, the Scots ballad, at first seems a non sequtar.  Ervin Green, a ñgoodly 

mariner,ò leaves home and his betrothed Annie Ray.
 
 He returns years later, an old man.  

As they reunite and are married, mysteriously he turns back into his younger virile self.  

Annie is unnerved by the power he seems to hold over her.  She asks is his soul at peace 

with the Lord.  His reply is evasive. The marinerôs last words leave open how willing 

Annie is, or could be, in taking back her youthful beloved.  The mariner  says: 

  Like SatanðI can destroy your soul 

  If I should so desire; 

  But likes of you, love I will, 

  Till death, my wife, transpires.  

This balladôs plot is heterosexual; like Tristan it leads to reunited lovers; but the fantasy 

is unsatisfactory.  Tristan and Isoldeôs transgressive love is re-consummated in death.   

Ervin Green and Annie Rayôs betrothal is consummated in belated marriage under the 

menace he holds over her choice.  Kuzminôs circle of desire stabs on seeking an outcome 

better than Tristanôs fatal, Shakespeareôs unattainable, or Annie Rayôs sinister reunions. 
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 Stab 7 is the bucolic ñPremonition? Memory?ò (line 17) of the narrator watching 

a young naked swimmer dive from a cliff who like Narcissus emerges from the water 

embarrassed.  As the swimmer again dives underwater he lashes against the undertows 

near the bank and his beating arms are compared to a struggling trout.  Metaphorically, is 

the beloved stabbing and thrusting to get back to the man he abandoned?  The poem 

suggests that reunion, if it is to occur, is because both parties subconsciously will it.   

Stab 8 is more surreal than others.  A motorcar arrives.   The narrator expects his 

long-absent beloved, but the man who steps from the car is a stranger.  He offers to stay, 

but the narrator-lover responds ñBut canôt you see: not possible!ò  Five days later a letter 

arrives from Grinoke, Scotlandðthe town where the Ervin Green in stab 6 stayed.   

Stab 9 retrospectively implies the previous rejection by the lyric persona is 

misprision and that the stranger was indeed the beloved whom he failed to recognize. It 

registers the narrator-loverôs attempts to while away his loneliness, but he questions 

whether Grinoke really exists, and whether one must ñlearn to endure / Ervin Green, the 

marinerò who will never return.  Stab 10 has him in despair.   He seeks out ñlight 

amusementsò in the back alleys of Petersburg, tries gambling, and meets a man who 

invites him to visit his ñsmall museumò of bizarre collections.  This man is compared to 

Dr. Caligari in the German 1919 expressionist movie, Das Kabinett des Doktor Caligari
vi
 

(The Cabinet of Dr. Caligari).  While looking at the strange exhibits in this bizarre 

cabinet, the narrator realizes that: 

  I had been seeking for my second half 

  All day and trust thereôs light at tunnelôs end. 

  Isnôt he clear at a glance?ðA twin! 
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The strange host leads him deeper into the museum where suddenly the lost lover is 

discovered.  The narrator realizes that ñthis twinò is the man he had pledged love to in the 

Carpathian hunting lodge and who then abruptly left him while reading Shakespeareôs 

sonnets.  As they face each other in mutual recognition, the section ends.  Stab 11 is a 

lyrical duet between two reunited voicesða re-consummation.  And in Stab 12 the two 

men drive home along the Neva riverbank to resume their domestic life together. 

 Unlike the reunion fantasies that drive Tristan and the ballad of Annie Ray, Trout 

offers a fantasy unprecedented in previous gay poetry.   The triangle harks back to 

Shakespeareôs sonnets in order to reverse Shakespeare. Kuzminôs passion is not simply 

physical attraction or sexual consummation; it is a pledged bonding and twining.  If the 

pledge is earnest, Trout argues, no matter what woman or span of time or space 

intervenes, or mishaps and misprisions occur, the men will in their ñtwin-nessò find each 

other and reunite.  Another aspect of this myth of gay bonding is that the relationship is 

best experienced in egalitarian domesticity.  Kuzmin celebrates mystic twining and 

egalitarian domesticity.  But is Elinor a part of the reconstituted ménage?  Apparently it 

no longer matters.  She may share the home or not, because the re-consummated male 

bond is on a level no longer vulnerable to her threat.  This outcome reflects the 

psychological stasis Kuzmin achieved in his ñmarriageò to Iurkun during their last decade 

which included Arbenina in their home.  Trout in effect represents Kuzminôs 

trois from his perspective. 

 Kuzminôs view of egalitarian homosexual bonding may hark back to the English 

ñgay movementò of the previous generation and the writings of Edward Carpenter.  As 
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noted earlier, Gollerbachôs description of Kuzminôs funeral likened him to Oscar Wilde 

and the second introduction to Trout refers to Wildeôs The Picture of Dorian Gray. 

And even without the rain, 

Oh, you, Mister Dorianð 

Do you so freely take 

A place upon the divan? 

Kuzmin knew Wildeôs work and was involved in a production of his play Salome, and 

may well have been exposed to Carpenterôs ideas.   Carpenter and John Addington 

Symonds derived their ideas of a superior homoerotic bond between men from Plato 

(Lauritsen and Thorstad, 31-3).  Walt Whitman was influenced by Carpenterôs book of 

poems Towards Democracy (1883) with its celebration of lofty egalitarian comradeship, 

and Kuzmin may have been too.  For all its stunning innovation of theme, Trout lies 

within a discernable tradition.   

Kuzminôs ménage and its celebration in Trout was also sociologically grounded.  

The Bohemian intelligentsia who gravitated to St. Petersburg and Moscow during the 

early 20
th
 century came from across Russia.   Some were of peasant and non-Russian 

ethnicities but most came from the administrative class or lesser gentry.  They were 

bright independent artists, actors and intellectuals who supported themselves on small 

family stipends and occasional income from publications, exhibits, lectures and 

performances.   They believed in their essential social function.  Kuzmin was influential 

in Petersburg artistic circles. 

 Economically, many lived on the margin of the middle class but did not perceive 

themselves as marginal, say, as Beatniks in 1950s America did.   They economized by 
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rejecting bourgeois pretensions and liv ing in less prestigious districts.  They opened 

apartments or shared households.  This pattern of fluid living arrangements continued 

throughout the post-revolution period and became a norm for many artists, writers and 

even professors and teachers.  Often shared households were economic conveniences but 

others were built on emotional and sexual bonds.  Households might include a parent or 

other relative of one of the members and as people aged their own children too.  Feinstein 

compares the Petersburg/Petrograd Bohemians with the London Bloomsbury group.  At 

least one man, the artist Boris Anrep, moved between both groups, finally settling in 

London (63, 78).  The stable social system in England versus the volatile revolutionary 

conditions in Russia make the two ñsexual revolutionsò distinct and different.  

 The Bohemian economic marginality and eschewal of bourgeois pretension 

created conditions in which sexual and emotional ménages à trois could thriveðand did.  

I use the term ménage à trois with caveats.  Some included more than three persons.  

Ménage connotes for us something risqué, probably unstable and, from the view 

of sexual orientation, transitional for one or more of the participants, none of which 

typically characterizes the Russian ménage type I describe.     

Unlike the London Bloomsbury groupôs merely social/sexual ñrevolution,ò in 

1917 (March and October) Russia underwent a political revolution, and by the end of 

1917 Bolsheviks controlled administrative and legislative functions.   Bolshevism saw its 

role as vanguard for revolutions elsewhere and at various international congresses was 

the anti-capitalist and anti-bourgeois voice. It sent delegations to the International 

Congresses of the World League for Sexual Reform in 1921 (Berlin), 1928 

(Copenhagen), 1929 (London) and 1930 (Vienna) (Lauritsen and Thorstad, 66). In 
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December 1917 the government passed sweeping ñreforms in sex-related mattersò and 

ñushered in a new atmosphere of sexual freedomò (Lauritsen and Thorstad, 63).  A 

pamphlet by Dr. Grigorii Batkis, Director of the Moscow Institute of Social Hygiene, 

describes the new sexual order in the Soviet Union.  He presented it in 1923 to the World 

League For Sexual Reform. It explains Bolshevik doctrine at the time.  He argues that the 

revolution grew out of the broad massesô yearning for economic independence. 

In the first period of the war, women won economic independence both in the 

factory and in the countryðbut the October Revolution first cut the Gordian knot, 

and instead of mere reform, it completely revolutionized the laws.   The 

revolution let nothing remain of the old despotic and infinitely unscientific laws; 

it did not tread the path of the reformist bourgeois legislation which, with juristic 

subtlety, still hangs on the concept of property in the sexual sphere, and ultimately 

demands that the double standard hold sway over sexual life.  These laws always 

come about by disregarding science.  (qtd. in Lauritsen and Thorstad, 63-4) 

Bolshevik legislation abolished the property concept and double standard in sexual 

matters.  Women and men were equal under law.  Either could dissolve a marriage.  The 

church had no role in marriage.  Couples simply applied to a state clerk and were granted 

a license the same day.  Either spouse could initiate divorce which was often granted that 

day.  Property disputes went to the appropriate court but divorce did not depend on a 

resolution to such a dispute if it arose.  The state provided protection of children whose 

parents could not.    

Batkisôs pamphlet, italics in the original, enshrined a basic principal regarding 

sexual matters: ñIt declares the absolute non-interference of the state and society into 
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sexual matters, so long as nobody is injured, and no oneôs interests are encroached 

uponò (qtd. in Lauritsen and Thorstad, 64).  This principal applied without discrimination 

to non-heterosexual relations. 

 Concerning homosexuality, sodomy, and various other forms of sexual 

gratification, which are set down in European legislation as offenses against 

public moralityðSoviet legislation treats these exactly the same as so-called 

ónaturalô intercourse.   All forms of sexual intercourse are private matters.   Only 

when thereôs use of force or duress, as in general when thereôs an injury or 

encroachment upon the rights of another person, is there a question of criminal 

prosecution.  (qtd. in Lauritsen and Thorstad, 64) 

Although marriage licenses were reserved for one woman with one man, the policies for 

allocating housing space, which were based on the importance of oneôs service to the 

state not oneôs private resources, for a time treated same-sex couples equal to both 

married and unmarried heterosexual couples.  Formal marriage was so weakened by this 

legislation that many couples at all levels of society entered into and dissolved 

ñmarriagesò often without applying for a license or a divorce.  Cohabitation defined 

marriage as much as legality did.     

  Some argue the Bolsheviks did not really take a liberal view toward homosexuals 

and that the legislation was cosmetic to be used as propaganda abroad, but Lauritsen and 

Thorstad point out that in the first edition of The Great Soviet Encyclopedia in 1930, the 

extensive piece on homosexuality was built on the work of the early ñgay rightsò pioneer 

in Germany, Magnus Hirschfield and to a lesser degree Freud (64) and was far in advance 

of information on homosexuality in major reference books in the West.   
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 One repercussion of this legislation was that for the Bohemian intelligentsia, the 

social and sexual experiments in living arrangements that they had attempted before the 

Revolution were no longer subject to state control.  State sanction was bestowed which 

no other European country at this time had as fully as the Soviet Union.  For a brief 

while, this group, however else they might have struggled with poverty, illness and 

censorship, lived ñliberatedò lives in their domestic and sexual interactions.  The short-

lived Bolshevik ñsexual revolutionò extended well beyond the intelligentsia and 

Bohemian subcultures at least as far as the rights of women in marriage and divorce.   

 The third factor to shore up experiences of ménages à trois was the new Soviet 

system of allocating living quarters amid chronic housing shortages.  Shortages in cities 

plagued the entire Soviet era but were worst during the periods following each of the 

great wars.  During the 1920s and 1930s the situation was exacerbated by collectivization 

and industrialization.  The larger more commodious residences, such as the historic 

palaces in Leningrad or the grand apartments blocks built in the 1890s in Moscow, were 

divided so two to four households with one or two rooms each shared a common cooking 

area and bathroom. Anyone who has seen the movie version of Doctor Zhivago or read 

Lidiia Chukovskaiaôs Maria Petrovna is familiar with such communal households.  

Former serfs, factory workers and professionals jostled around each other.  A Committee 

Chairman set kitchen schedules, assigned tasks, resolved conflicts and assessed fines on 

persons who was not communal enough.  Bickering was common.  A person who lost 

employment could be voted out on a charge of parasitism.  There was little privacy. 

Thus, Bohemian sexual and household experimentation of the 1910s, early Soviet 

legislation governing marriage, gender equality and the status of homosexuals, the 
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housing shortage, and the fact that most people in cities lived in communal quarters, 

fostered conditions in which persons inclined to ménages  trois could do so with relative 

little fear of ostracism.  The Kuzmin-Iurkun-Arbenina ménage thus was not so unusual.
vii

   

In the 1930s Bolshevism shifted into what we now call Stalinism.  A mythology 

was promulgated which claimed homosexuality was ñthe product of decadence in the 

bourgeois sector of societyò and ñthe fascist perversionò (Lauritsen and Thorstad 68).  In 

January 1934 one of the first waves of the Stalinist purges was mounted against gay men 

and mass arrests were made in Moscow, Leningrad, Kharkov and Odessa.  The arrests 

were ñfollowed by numerous suicides in the Red Army itselfò (68).  Most of those 

arrested were sent to Siberia and in March of the same year legislation reversed the 1918 

laws and punished homosexual acts with eight years in prison.  This legislation began the 

state enshrinement of the nuclear family.  In 1934 abortions were outlawed and mothers 

were rewarded for the number of children they bore.  Kuzmin survived this wave of 

persecutions to die of pneumonia in 1936.  Iuri Iurkun did not.  On the night of February 

3-4, 1938 he was arrested.   Although accused of counterrevolutionary activity, the 

charge was a code for his sexuality.  Although sentenced to ten years of confinement, in 

fact he was shot sometime after midnight on September 20, 1938.  His mother died of 

heart failure after his arrest, but Olôga Arbenina survived until 1980.  She did not learn of 

his death until after the Second World War (Malmstad and Bogomolov, 363-364). 

The rediscovery of Kuzminôs work in the United States began in 1972 with 

Granoien and Greenôs translation of Wings: Prose and Poetry by Mikhail Kuzmin.   

Malmstad and Shmakovôs essay on Trout appeared in 1976.  In 1997 Mossôs anthology 

Out of the Blue: Russiaôs Hidden Gay Literature: An Anthology devoted a section to him 
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and in 1999 the biography by Malmstad and Bogomolov was published.  Editions of his 

poems are now available in Russia.  But compared to his international modernist gay 

contemporaries such as Fernando Pessoa, Federico Garcia Lorca or C. P. Cavavy, Hart 

Crane or W. H. Auden his work is still unknown outside Russia. 

The Trout is Breaking through the Ice  is a remarkable poems.  It registers a 

particular psycho-erotic construction from the perspective of an older man toward a 

younger male beloved in the context of a ménage a trois that includes the younger manôs 

female lover.  It also registers a queer socio-erotic construction that is paradigmatic of a 

particular historical moment during the first decade of Soviet life in Russia. 
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ʌʆʈɽʃʔ ʈɸɿɹʀɺɸɽʊ ʃɽɼ 

ʄʠʭʘʠʣ ʂʫʟʤʠʥ 

 

ɸ. ɼ. ʈʘʛʜʣʦʚʦʡ 

1 

 

ʇʈɽɺʆɽ ɺʉʊʋʇʃɽʅʀɽ 

 

ʈʫʯʝʡ ʩʪʘʣ ʣʘʢʦʤ ʜʦ ʣʴʜʘ: 

ɿʠʤʥʝʝ ʥʝʙʦ ʫʯʠʪ. 

ʃʝʜʝʥʮʦʚʳʝ ʮʝʧʠ 

ʃʦʤʢʦ ʙʨʷʥʯʘʪ, ʢʘʢ ʣʶʪʥʷ. 

ʋʜʘʨʴ, ʬʦʨʝʣʴ, ʧʨʦʚʦʨʥʝʡ! 

ʊʝʙʝ ʥʘʜʦʝʣʦ ʚʝʜʴ 

ʉʦʣʥʮʝ ʘʢʚʘʤʘʨʠʥʦʤ 

ʀ ʧʪʠʮ ʩʢʦʨʦʭʦʜʦʤðʪʝʥʴ. 

ʏʝʤ ʢʨʫʯʝ ʩʞʠʤʘʝʰʴʩʷð 

ɿʚʫʢ ʨʝʟʯʝ, ʚʦʟʚʨʘʪ ʜʨʫʞʙʳ. 

ʅʘ ʣʴʜʫ ʩʪʦʠʪ ʢʨʝʩʪʴʷʥʠʥ. 

ʌʦʨʝʣʴ ʨʘʟʙʠʚʘʝʪ ʣʝʜ. 

2 

 

ɺʊʆʈʆɽ ɺʉʊʋʇʃɽʅʀɽ 

 

ʅʝʧʨʦʰʝʥʳʝ ʛʦʩʪʠ 

ʉʦʰʣʠʩʴ ʢʦ ʤʥʝ ʥʘ ʯʘʡ, 

ʊʫʪ, ʭʦʯʝʰʴ ʠʣʴ ʥʝ ʭʦʯʝʰʴ, 

ʉ ʫʣʳʙʢʦʶ ʚʩʪʨʝʯʘʡ. 

 

ɻʣʘʟʘ ʫ ʥʠʭ ʧʦʤʝʨʢʣʠ 

ʀ ʧʘʣʴʮʳ ʩʣʦʚʥʦ ʚʦʩʢ, 

ʀ ʥʠʱʝʥʩʢʠ ʠʛʨʘʝʪ 

ʇʦ ʰʚʘʤ ʞʠʜʦʚʩʢʠʡ ʣʦʩʢ. 

 

ɿʘʙʳʪʳʝ ʥʘʟʚʘʥʴʷ, 

ʅʝʙʳʚʰʠʝ ʩʣʦʚʘ . . . 

ʆʪ ʪʝʤʥʳʭ ʨʘʟʛʦʚʦʨʦʚ 

ʊʫʧʝʝʪ ʛʦʣʦʚʘ . . . 

 

ʍʫʜʦʞʥʠʢ ʫʪʦʥʫʚʰʠʡ 

ʊʦʧʦʯʝʪ ʢʘʙʣʫʯʢʦʤ, 

ɿʘ ʥʠʤ ʛʫʩʘʨʩʢʠʡ ʤʘʣʴʯʠʢ 

ʉ ʧʨʦʩʪʨʝʣʝʥʥʳʤ ʚʠʩʢʦʤ . . . 
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THE TROUT IS BREAKING THROUGH THE ICE 

 

by Mikhail Kuzmin 

 

A. D. Radlova 

1
viii

 

 

First Introduction
 
 

 

The brook stands sealed beneath the ice: 

From there you study the wintry sky. 

The frozen boundary surface makes 

Fragile vibrations, like a lute. 

Against it the nimble trout strikes. 

Through it the aquamarine sun 

Makes you frenzied with torment. 

And a scampering birdôsðshadow. 

The sharper your thrashing pressesð 

The sharper the sound returns an echo. 

Beside the ice a peasant stands. 

The trout is breaking through the ice 

2 

 

A Later Introduction 

 

Uninvited guests 

Join with me for tea 

Wanting or not to be here 

Smiling as we meet. 

 

Their eyes are cloudy dim, 

Their fingers are like wax,  

Wretchedly touching the rim 

Of the weak-teaôs steamy glass. 

 

 Forgotten are their names 

 Like nonexistent words . . . 

 Their talking is obscure 

 As from retarded minds . . . 

 

The drowned painter clicks 

And clatters his little heels,
ix
 

Behind him the soldier boy 

With temples low-cut and pale . . .
x
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ɸ ʚʳ ʠ ʥʝ ʜʦʞʜʘʣʠʩʴ, 

ʆ, ʤʠʩʪʝʨ ɼʦʨʠʘʥ,ð 

ɿʘʯʝʤ ʞʝ ʪʘʢ ʩʚʦʙʦʜʥʦ 

ʉʘʜʠʪʝʩʴ ʥʘ ʜʠʚʘʥ? 

 

ʅʫ, ʧʘʤʷʪʴ-ʵʢʦʥʦʤʢʘ, 

ɺʦʦʙʨʘʞʝʥʴʝ-boy,
xi
 

ʅʝ ʧʨʦʧʫʱʫ ʚʘʤ ʜʘʨʦʤ 

ʇʨʦʜʝʣʢʠ ʷ ʪʘʢʦʡ! 

 

 3 

 

ʇɽʈɺʓʁ ʋɼɸʈ 

 

ʉʪʦʷʣʠ ʭʦʣʦʜʘ, ʠ ʰʝʣ çʊʨʠʩʪʘʥè, 

ɺ ʦʨʢʝʩʪʨʝ ʧʝʣʦ ʨʘʥʝʥʦʝ ʤʦʨʝ, 

ɿʝʣʝʥʳʡ ʢʨʘʡ ʧʘʨʦʤ ʛʦʣʫʙʳʤ, 

ʆʩʪʘʥʦʚʠʚʰʝʝʩʷ ʜʠʢʦ ʩʝʨʜʮʝ. 

ʅʠʢʪʦ ʥʝ ʚʠʜʝʣ, ʢʘʢ ʚ ʪʝʘʪʨ ʚʦʰʣʘ 

ʀ ʦʢʘʟʘʣʘʩʴ ʫʞ ʩʠʜʷʱʝʡ ʚ ʣʦʞʝ 

ʂʨʘʩʘʚʠʮʘ, ʢʘʢ ʧʦʣʦʪʥʦ ɹʨʶʣʣʦʚʘ. 

ʊʘʢʠʝ ʞʝʥʱʠʥʳ ʞʠʚʫʪ ʚ ʨʦʤʘʥʘʭ, 

ɺʩʪʨʝʯʘʶʪʩʷ ʦʥʠ ʠ ʥʘ ʵʢʨʘʥʝ . . . 

ɿʘ ʥʠʭ ʩʚʝʨʰʘʶʪ ʢʨʘʞʠ, ʧʨʝʩʪʫʧʣʝʥʴʷ, 

ʇʦʜʢʘʨʘʫʣʠʚʘʶʪ ʠʭ ʢʘʨʝʪʳ 

ʀ ʦʪʨʘʚʣʷʶʪʩʷ ʥʘ ʯʝʨʜʘʢʘʭ. 

ʊʝʧʝʨʴ ʦʥʘ ʚʥʠʤʘʪʝʣʴʥʦ ʠ ʩʢʨʦʤʥʦ 

ʉʣʝʜʠʣʘ ʟʘ ʩʤʝʨʪʝʣʴʥʦʶ ʣʶʙʦʚʴʶ, 

ʅʝ ʧʦʧʨʘʚʣʷʷ ʘʣʦʛʦ ʧʣʘʪʦʯʢʘ, 

ʏʪʦ ʩʧʦʣʟ ʫ ʥʝʡ ʩ ʞʝʤʯʫʞʥʦʛʦ ʧʣʝʯʘ, 

ʅʝ ʟʘʤʝʯʘʷ, ʯʪʦ ʟʘ ʥʝʡ ʫʧʦʨʥʦ 

ʉʣʝʜʷʪ ʚ ʪʝʘʪʨʝ ʤʥʦʛʠʝ ʙʠʥʦʢʣʠ . . . 

ʗ ʥʝ ʙʳʣ ʩ ʥʝʡ ʟʥʘʢʦʤ, ʥʦ ʚʩʸ ʩʤʦʪʨʝʣ 

ʅʘ ʧʦʣʫʤʨʘʢ ʧʫʩʪʦʡ, ʢʘʟʘʣʦʩʴ, ʣʦʞʠ . . . 

ʗ ʙʳʣ ʥʘ ʩʧʠʨʠʪʠʯʝʩʢʦʤ ʩʝʘʥʩʝ, 

ʍʦʪʴ ʥʝ ʣʶʙʣʶ ʩʧʠʨʠʪʦʚ, ʠ ʢʘʟʘʣʩʷ 

ʄʥʝ ʞʘʣʢʠʤ ʤʝʜʠʫʤðʟʘʙʠʪʳʡ ʯʝʭ. 

ɺ ʰʠʨʦʢʦʝ ʦʢʥʦ ʣʠʣʩʷ ʩʚʦʙʦʜʥʦ 

ɻʦʣʫʙʦʚʘʪʳʡ ʣʝʜʝʥʷʱʠʡ ʩʚʝʪ. 

ʃʫʥʘ ʢʘʢ ʙʫʜʪʦ ʩ ʩʝʚʝʨʘ ʩʚʝʪʠʣʘ: 

ʀʩʣʘʥʜʠʷ, ɻʨʝʥʣʘʥʜʠʷ ʠ ʊʫʣʵ, 

ɿʝʣʝʥʳʡ ʢʨʘʡ ʟʘ ʧʘʨʦʤ ʛʦʣʫʙʳʤ . . . 

ʀ ʚʦʪ ʷ ʧʦʤʥʶ: ʪʝʣʦ ʤʥʝ ʩʢʦʚʘʣʘ 

ʂʘʢʘʷ-ʪʦ ʜʨʝʤʦʪʘ ʧʝʨʝʜ ʚʟʨʳʚʦʤ, 

ʀ ʦʞʠʜʘʥʠʝ, ʠ ʦʪʚʨʘʱʝʥʴʝ, 
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And even without the rain, 

Oh, you, Mister Dorianð
xii

 

Do you so freely take 

A place upon the divan? 

 

Well, keeper of memory, 

I cannot return this relic, 

Your imaginary ñboyò
xiii

 

Free of charge, now can I? 

 

 3 

 

First Stab 

 

While she sat aloof, Tristan
 
progressed, 

With full orchestra, he sang of his wound to the sea, 

Where the green borders on the blue, 

Coming to rest in his tempestuous heart. 

No one had seen how he had entered the hall 

And happened to be sitting in a box 

With the young beauty like a Briullov canvas.
xiv

 

Such women inhabit only novels, 

Or chat together as if projected on a screen . . . 

Beyond them there are those who commit thefts 

And crimes, or feed their carriage horses, 

Or poison themselves in attics. 

Meanwhile, fastidious and demure,  

She looked down on the fatal lovers, 

Not even replacing her scarlet shawl, 

Which, for the sake of the scrutiny of the hall  

Through their lorgnettes, had slipped  

Completely from her pearly shoulders . . . 

I did not know her, but everyone  

In the dim, bland, pretentious boxes gazed . . . 

Then I was with spiritualists at a séance 

But I do not like spirits, and always seem 

The sorry blockheadðforgetting what to do. 

Inside the wide window, the freezing light 

Spilled freely and turned blue.  

From the north the moon was shinning: 

Iceland, Greenland and Thule 

Where green boarders on the blue . . . 

And now I remember: my body was immobile, 

With anticipation and disgust, 

As if dozing before some outburst, 
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ʇʦʩʣʝʜʥʠʡ ʩʪʳʜ ʠ ʧʦʣʥʦʝ ʙʣʘʞʝʥʩʪʚʦ . . . 

ɸ ʣʝʛʢʠʡ ʩʪʫʢ ʚʥʫʪʨʠ ʥʝ ʧʨʝʨʳʚʘʣʩʷ, 

ʂʘʢ ʙʫʜʪʦ ʨʳʙʘ ʙʴʝʪ ʭʚʦʩʪʦʤ ʦ ʣʝʜ . . . 

ʗ ʚʩʪʘʣ, ʰʘʪʘʷʩʴ, ʢʘʢ ʩʣʝʧʦʡ ʣʫʥʘʪʠʢ, 

ɼʦʰʝʣ ʜʦ ʜʚʝʥʠ . . .  ɺʜʨʫʛ ʦʥʘ ʦʪʢʨʳʣʘʩʴ . . . 

ʀʟ ʘʚʘʥʣʦʞʠ ʚʳʰʝʣ ʯʝʣʦʚʝʢ 

ʃʝʪ ʜʚʘʜʮʘʪʠ, ʩ ʟʝʣʝʥʳʤʠ ʛʣʘʟʘʤʠ; 

ʄʝʥʷ ʦʥ ʧʨʠʥʷʣ ʙʫʜʪʦ ʟʘ ʜʨʫʛʦʛʦ, 

ʇʦʞʘʣ ʤʥʝ ʨʫʢʫ ʠ ʩʢʘʟʘʣ: çʇʦʢʫʨʠʤ!è 

ʂʘʢ ʩʠʣʴʥʦ ʨʳʙʘ ʜʚʠʥʫʣʘ ʭʚʦʩʪʦʤ! 

ɹʝʟʚʦʣʠʝðʧʨʝʜʜʚʝʨʴʝ ʚʳʩʰʝʡ ʚʦʣʠ! 

ʇʦʩʣʝʜʥʠʡ ʩʪʳʜ ʠ ʧʦʣʥʦʝ ʙʣʘʞʝʥʩʪʚʦ! 

ɿʝʣʝʥʳʡ ʢʨʘʡ ʟʘ ʧʘʨʦʤ ʛʦʣʫʙʳʤ! 

 

4 

 

ɺʊʆʈʆʁ ʋɼɸʈ 

 

 ʂʦʥʠ ʙʴʶʪʩʷ, ʭʨʘʧʷʪ ʚ ʠʩʧʫʛʝ, 

 ʉʠʥʝʡ ʣʝʥʪʦʡ ʦʙʚʠʪʳ ʜʫʛʠ, 

 ɺʦʣʢʠ, ʩʥʝʛ, ʙʫʙʝʥʮʳ, ʧʘʣʴʙʘ! 

 ʏʪʦ ʜʦ ʩʪʨʘʰʥʦʡ, ʢʘʢ ʥʦʯʴ, ʨʘʩʧʣʘʪʳ? 

 ʈʘʟʚʝ ʜʨʦʛʥʫʪ ʪʚʦʠ ʂʘʨʧʘʪʳ? 

 ɺ ʩʪʘʨʦʤ ʨʦʛʝ ʟʘʩʪʳʥʝʪ ʤʝʜ? 

 

 ʇʦʣʦʩʪʴ ʪʨʝʧʝʪʩʷ, ʜʠʚʦ-ʧʪʠʮʘ; 

 ɺʠʟʛ ʧʦʣʦʟʴʝʚðçʛʘʡʜʘ, ʄʘʨʠʮʘ!è 

 ʉʪʦʧ . . .  ʙʝʞʠʪ ʩ ʬʦʥʘʨʝʤ ʛʘʡʜʫʢ . . . 

 ɺʦʪ ʢʘʢʦʝ ʪʚʦʝ ʜʦʤʦʚʴʝ: 

 ʉʚʝʪ ʤʘʜʦʥʥʳ ʫ ʠʟʛʦʣʦʚʴʷ 

 ʀ ʧʦʜʢʦʚʘ ʭʨʘʥʠʪ ʧʦʨʦʛ, 

 

 ɻʘʣʝʨʝʠ, ʩʫʛʨʦʙ ʥʘ ʢʨʳʰʝ, 

 ɿʘ ʰʧʘʣʝʨʦʡ ʩʢʨʝʙʫʪʩʷ ʤʳʰʠ, 

 ʏʝʧʨʘʢʠ, ʢʨʫʞʝʚʘ, ʢʦʚʨʳ! 

 ʊʷʞʝʣʦ ʦʪ ʧʘʨʘʜʥʳʭ ʩʧʘʣʝʥ! 

 ɸ ʚ ʢʘʤʠʥ ʮʝʣʳʡ ʣʝʩ ʥʘʚʘʣʝʥ, 

 ʉʣʦʚʥʦ ʣʘʜʘʥ, ʰʠʧʠʪ ʩʤʦʣʘ . . . 

 

ʆʪʯʝʛʦ ʞ ʪʚʦʠ ʛʫʙʳ ʞʝʣʪʳ? 

ʉʘʤ ʥʝ ʟʥʘʝʰʴ, ʥʘ ʯʪʦ ʧʦʰʝʣ ʪʳ? 

ʊʫʪ ʦ ʰʫʪʢʘʭ, ʜʨʫʞʦʢ, ʟʘʙʫʜʴ? 

ʅʝ ʙʦʛʝʤʩʢʠʭ ʣʝʩʦʚ ʚʘʤʧʠʨʦʤð 
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Followed by shame, and later, unalloyed bliss . . .
1 
 

A light persistent knocking from inside 

As if a fish beat its tail against ice . . . 

I got up, tottering, like a blind sleepwalker, 

Couples were leaving . . .  Suddenly she appeared . . . 

Stepping out from the outer foyer with a man 

Of twenty years, his eyes were green; 

He greeted me as if I were someone else, 

And pressing my hand, said: ñHave a smoke!ò 

Like a fish working its tail hard! 

Weak-willedðor at the verge of a loftier will! 

Followed by shame, and later, unalloyed bliss! 

Where the green borders on the blue! 

 

4  

 

Second Stab  

 

 

A steed beats its hoofs snorting to go, 

A blue ribbon hangs from a hunting bow, 

Wolves, snow, little bells, gun shots! 

Like night, is this some dire retribution? 

Is it the Carpathians, chilling to the bone?
2
 

Is that honey hardened in an animalôs horn? 

 

The lap rug jerks, a bird of wonder; 

 The sledge runners screechðñyou, Mari,
xv 

 driver!
xvi
ò 

 Halt . . . the driver escapes with your lantern . . . 

 Here, such as it is, is your household: 

 A Madonna lights the head of the bed, 

 A horseshoe enshrined above the doorstep. 

 

Outside the hallway, the snowdrift crunches, 

Behind the hedgerow a mouse scratches, 

With saddle blankets, lace and carpets 

The formal bedroom is heavily spread! 

In the fireplace a whole tree is heaped, 

And like incense, its sap sparkles  . . . 

 

Why does the fish seem yellow to you? 

Do you even know what you came to do? 

Dear, can you leave off making jokes? 

No vampires here, no Bohemian woodsð 

                                                 
1
  The exact same line is the penultimate line to section 12. 

2
  The Carpathians appear in section 12. 
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ʉʤʝʨʪʥʳʤ ʙʨʘʪʦʤ ʧʨʝʜ ʮʝʣʳʤ ʤʠʨʦʤ 

ʊʳ ʥʘʟʚʘʣʩʷ, ʪʘʢ ʙʫʜʴ ʞʝ ʙʨʘʪ! 

 

ɸ ʟʘʢʦʥʳ ʫ ʥʘʩ ʚ ʦʩʪʨʦʛʝ, 

ɸʭ, ʧʨʠʚʦʣʴʥʳ ʦʥʠ ʠ ʩʪʨʦʛʠ: 

ʂʨʦʚʴ ʟʘ ʢʨʦʚʴ, ʟʘ ʣʶʙʦʚʴ ʣʶʙʦʚʴ. 

ʄʳ ʙʝʨʝʤ ʠ ʜʘʝʤ ʧʦ ʯʝʩʪʠ, 

ʅʘʤ ʥʝ ʥʘʜʦ ʢʨʦʚʘʚʦʡ ʤʝʩʪʠ: 

ʆʪ ʟʘʨʦʢʘ ʨʘʟʚʷʞʝʪ ɹʦʛ, 

 

ʉʘʤ ʩʝʙʷ ʦʩʫʞʜʘʝʪ ʂʘʠʥ . . . 

ʇʦʙʣʝʜʥʝʣ ʤʦʣʦʜʦʡ ʭʦʟʷʠʥ, 

ʈʝʟʘʥʫʣ ʧʦ ʣʘʜʦʥʠ ʚʢʦʩʴ . . . 

ʊʠʭʦ ʢʘʧʘʝʪ ʢʨʦʚʴ ʚ ʩʪʘʢʘʥʳ:  

ɿʥʘʢ ʦʙʤʝʥʘ ʠ ʟʥʘʢ ʦʭʨʦʥʳ . . .  

ʅʘ ʢʦʥʶʰʥʶ ʚʝʜʫʪ ʢʦʥʝʡ . . . 

 

5  

 

ʊʈɽʊʀʁ ʋɼɸʈ 

 

ʂʘʢ ʥʝʜʦʙʠʪʦʝ ʢʨʳʣʦ, 

ɺʠʩʠʪ ʤʦʜʝʣʴ: ʛʦʣʣʘʥʜʩʢʠʡ ʙʦʪʠʢ. 

ʆʨʘʥʞʝʨʝʡʥʦʝ ʩʚʝʪʣʦ 

ɺ ʩʪʝʢʣʝ ʧʦʜʦʙʥʳʭ ʙʠʙʣʠʦʪʝʢ. 

 

ɺʯʝʨʘʰʥʷʷ ʝʟʜʘ ʠ ʥʦʞ, 

ʀ ʢʣʷʪʚʳ ʚ ʜʠʢʦʤ ʠʩʩʪʫʧʣʝʥʴʡ 

ʇʨʦʨʦʯʠʣʠ ʤʥʝ ʛʜʝ-ʪʦ ʣʦʞʴ, 

ʇʘʨʦʜʠʶ ʥʘ ʧʨʝʩʪʫʧʣʝʥʴʝ . . . 

 

ʋʟʥʘʪʴ ʭʦʪʝʣʦʩʴ . . .  ʆʯʝʥʴ ʞʘʣʴ . . . 

ʅʦ ʤʫʞʝʩʪʚʝʥʥʳʡ ʚʠʜ ʢʦʤʬʦʨʪʘ 

ɼʦʢʘʟʳʚʘʣ ʤʥʝ, ʯʪʦ ʣʦʢʘʣʴ 

ʅʝ ʜʣʷ ʙʝʩʝʜ ʪʘʢʦʛʦ ʩʦʨʪʘ. 

 

ɺʳ ʪʦʣʴʢʦ ʯʪʦ ʫʰʣʠ, ʐʝʢʩʧʠʨ   

ʆʪʢʨʳʪ, ʜʳʤʠʪʩʷ ʧʘʧʠʨʦʩʘ . . .  

çʉʦʥʝʪʳè!!  ʂʘʢ ʥʝʩʣʦʞʝʥ ʤʠʨ  

ʇʦʜ ʤʘʨʪʦʚʩʢʠʡ ʥʘʧʝʚ ʚʦʧʨʦʩʘ!  
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I name you now to the whole worldð 

So much like oneðñbrother for life!ò 

 

By law we should be imprisoned. 

Alas, from free lives restricted: 

But blood for blood and love for love. 

Received and given in truest reverence, 

Ours is no blood oath of simple vengeance 

That Godôs command can unmake, 

 

Or place on oneôs self the mark of Cain . . .
 
 

The young landlord seems to faint, 

As he cuts a diagonal across his palm . . . 

The silent blood drips into the flagon: 

Sign of exchange, sign of protection . . .
3
 

They lead the steeds out from the stable . . . 

 

5  

 

Third Stab 

 

Like wings that can no longer beat, 

 Mounted specimens: Holland boats 

In miniature.  Or greenhouse light 

As bright as from library windows. 

 

Yesterday was the ride and the knife, 

And the wild ecstatic blood-shared oath 

That to me presaged deceit and lies 

And some future travesty of truth. 

 

To know desire . . .  It is too bad 

But manly types have brought me peace 

In ways that among the local crowd 

It is best for one not to converse. 

 

You had hardly left, Shakespeare
4 
 

Lay open, a butt was still smoking . . . 

ñThe Sonnetsò!
xvii

 The world, wide and clear, 

Spread beneath March windôs questioning! 

 

 

 

                                                 
3
  The ñʦʙʤʝʥò (exchange, pledge, bonding) is spiritual and transcendent.  It appears also in section  

6, 10 and 13. 
4
  Shakespeare appears in Section 12. 
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ʂʘʢ ʪʘʝʪ ʩʥʝʞʥʦʝ ʰʠʪʴʝ, 

ɺʝʩʥʥʠʤʠ ʛʦʥʷʩʴ ʣʫʯʘʤʠ, 

ʊʘʢ ʶʥʦʰʝʩʢʦʝ ʞʠʪʴʝ 

ʀʜʝʪ ʢʘʧʨʠʟʥʳʤʠ ʧʫʪʷʤʠ! 

 

6  

 

ʏɽʊɺɽʈʊʓʁ ʋɼɸʈ 

 

ʆ, ʵʪʦʪ ʟʘʚʪʨʘʢ ʪʘʢ ʧʦʭʦʞ 

ʅʘ ʦʨʢʝʩʪʨʦʚʘʥʥʳʝ ʜʥʠ,  

ʂʦʛʜʘ ʥʘ ʢʘʞʜʳʡ ʟʚʫʢ ʠ ʤʳʩʣʴ 

ɺʩʪʘʝʪ, ʣʶʚʷ, ʧʨʦʪʠʦʚʝʩ: 

ʈʦʞʦʢ ʩ ʢʣʘʨʥʝʪʦʤ ʛʦʚʦʨʠʪ, 

ɺ ʦʙʲʷʪʴʷʭ ʘʨʬʳ ʬʣʝʡʪʘ ʩʧʠʪ, 

ɺʝʱʘʝʪ ʪʨʘʫʨʥʳʡ ʪʨʦʤʙʦʥð 

ʇʦʢʦʡʥʠʢʘʤ ʧʨʠʷʪʝʥ ʦʥ. 

 

ʆ, ʵʪʦʪ ʟʘʚʪʨʘʢ ʪʘʢ ʧʦʭʦʞ 

ʅʘ ʷʨʤʘʨʦʯʥʳʭ ʙʣʠʟʥʝʮʦʚ: 

ʆʜʠʥ ʞʠʚʦʪ, ʘ ʩʝʨʜʮʘ ʜʚʘ, 

ɼʚʝ ʛʦʣʦʚʳ, ʦʜʠʘ ʩʧʠʥʘ . . . 

ʈʦʜʠʣʠʩʴ ʪʘʢ, ʯʪʦ ʧʨʦʩʪʦ ʩʨʘʤ, 

ʀ ʪʘʡʥʘ ʥʝʧʦʥʷʪʥʘ ʥʘʤ. 

ɹʫʢʚʘʣʴʥʦ ʚʳʨʘʟʠ ʦʙʤʝʥð 

ɹʘʟʘʨʥʳʡ ʚʳʡʜʝʪ ʬʝʥʦʤʝʥ. 

 

ʊʳ ʧʨʦʩʳʧʘʣʩʷðʷ ʥʝ ʩʧʣʶ, 

ʄʳ ʜʚʘ ʢʨʳʣʘðʦʜʥʘ ʜʫʰʘ, 

ʄʳ ʜʚʝ ʜʫʰʠðʦʜʠʥ ʪʚʦʨʝʮ, 

ʄʳ ʜʚʘ ʪʚʦʨʮʘðʦʜʠʥ ʚʝʥʝʮ . . . 

ɿʘʯʝʤ ʞʝ ʟʘʧʝʨʪ ʯʝʤʦʜʘʥ 

ʀ ʚʟʷʪ ʥʘ ʩʪʘʠʮʠʥ ʙʠʣʝʪ? 

ʆ, ʵʪʦʪ ʟʘʚʪʨʘʢ ʪʘʢ ʧʦʭʦʞ 

ʅʝ ʧʦʜʦʟʨʠʪʝʣʴʥʫʶ ʣʦʞʴ! 
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Just as embroidered patterns of snow thaw 

When spring follows the first warm rays 

So youth exists young and raw, 

In certainty of its erratic ways.  

 

6 

 

Fourth Stab 

 

Oh how this breakfast is akin 

To an orchestrated day,  

In which each sound and thought, 

My love, lifts up similes: 

French horn and clarinet converse, 

The harp and piccolo embrace, 

The funereal tromboneôs lamentð 

Brings consolation to his end. 

 

Oh how this breakfast is akin 

To a pair of sideshow twins:
5
 

A single stomach and two hearts, 

Two heads and a single back . . . 

Born to bear simple taunts, 

A mystery inexplicable to us. 

To reveal the exchange outrightð
6
 

Will make one a fairground sight. 

 

You flowðIôm not submerged, 

We are two wingsðone soul, 

We are two soulsðone artist, 

Two artistsðone laureate . . . 

Later with bags packed for the train 

Why is the ticket still locked in? 

Oh how this breakfast is akin 

In no way to lies and suspicion. 

 

                                                 
5
  Twins appear in section 12. 

6
  The ñʦʙʤʝʥò (exchange, pledge, bonding) is spiritual and transcendent.  It appears also in section  

4, 10 and 13. 
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7 

 

ʇʗʊʓʁ ʋɼɸʈ 

 

ʄʳ ʵʪʦʪ ʤʘʡ ʧʨʦʚʦʜʠʤ ʢʘʢ ʚ ʜʝʨʝʚʥʝ: 

ʉʧʫʩʪʠʣʠ ʰʪʦʨʳ, ʩʥʷʣʠ ʧʠʜʞʘʢʠ, 

ɺ ʧʝʨʝʜʥʶʶ ʙʠʣʴʷʨʜ ʧʝʨʝʪʘʱʠʣʠ 

ʀ ʧʦʣʦʚʠʥʫ ʜʥʷ ʩʪʫʯʠʤ ʢʠʷʤʠ 

ʆʪ ʟʘʚʪʨʘʢʘ ʜʦ ʯʘʷ.  ʈʘʥʥʠʡ ʫʞʠʥ,  

ɺʩʪʘʚʘʥʴʝ ʥʘ ʟʘʨʝ, ʢʫʧʘʥʴʝ, ʣʝʥʴ . . . 

ʈʘʟ ʚʳ ʫʝʭʘʣʠ, ʢʘʟʘʣʦʩʴ ʥʫʞʥʳʤ 

ʄʥʝ ʞʠʪʴ, ʢʘʢ ʧʦʜʦʙʘʝʪ ʞʠʪʴ ʚ ʨʘʟʣʫʢʝ: 

ʅʝʤʥʦʛʦ ʩʢʫʯʥʦ ʠ ʛʠʛʠʝʥʠʯʠʦ. 

ʗ ʜʘʞʝ ʥʝ ʦʩʦʙʝʥʥʦ ʞʜʘʣ ʧʠʩʝʤ 

ʀ ʚʟʜʨʦʛʥʫʣ, ʫʚʠʜʘʚʰʠ ʰʪʝʤʧʝʣʴ: çɻʨʠʥʦʢè. 

ðʄʳ ʵʪʦʪ ʤʘʡ ʧʨʦʚʦʜʠʤ ʢʘʢ ʚ ʙʨʝʜʫ, 

ɹʝʟʫʤʩʪʚʫʝʪ ʰʠʧʦʚʥʠʢ, ʤʦʨʝ ʩʠʥʝ 

ʀ ʕʣʣʥʠʦʨ ʧʨʝʢʨʘʩʥʝʡ, ʯʝʤ ʚʩʝʛʜʘ! 

ʇʨʦʩʪʠ, ʤʦʡ ʜʨʫʛ, ʥʦ ʝʩʣʠ ʙʳ ʪʳ ʚʠʜʝʣ, 

ʂʘʢ ʧʦʫʪʨʫ ʦʥʘ ʚ ʮʚʝʪʥʠʢ ʚʳʭʦʜʠʪ 

ɺ ʛʦʣʫʙʦʚʘʪʦ-ʩʝʨʦʡ ʘʤʘʟʦʥʢʝ,ð 

ʊʳ ʧʦʥʷʣ ʙʳ, ʯʪʦ ʩʪʨʘʩʪʴ  ð ʩʠʣʴʥʝʝ ʚʦʣʠ.ð 

ʊʘʢ ʚʦʪ ʦʥʘ ð ʟʝʣʝʥʘʷ ʩʪʧʘʥʘ!ð    

ʂʪʦ ʚʳʜʫʤʘʣ, ʯʪʦ ʤʠʨʝʳʝ ʧʝʡʟʘʞʠ     

ʅʝ ʤʦʛʫʪ ʙʳʪʴ ʘʨʝʥʦʡ ʢʘʪʘʩʪʨʦʬ?    

 

8 

 

ʑɽʉʊʆʁ ʋɼɸʈ /  ɹʘʣʣʘʜʘ 

 

ʋʰʝʣ ʤʦʨʷʢ, ʨʫʤʷʥ ʠ ʨʫʩ, 

ɿʘ ʜʘʣʴʥʠʝ ʤʦʨʷ. 

ʀʜʫʪ ʛʦʜʘ, ʩʝʜʝʝʪ ʫʩ, 

ʅʝ ʞʜʝʪ ʝʛʦ ʩʝʤʴʷ. 

ʋʞ ʙʘʙʫʰʢʘ ʟʘ ʫʧʦʢʦʡ 

ʄʦʣʠʣʘʩʴ ʢʘʞʜʳʡ ʛʦʜ, 

ɸ ʫ ʥʝʚʝʩʪʳ ʤʦʣʦʜʦʡ 

ʅʘ ʩʝʨʜʮʝ ʪʷʞʢʥʡ ʣʝʜ. 

ɼʘʚʥʦ ʫʙʨʘʣʠ ʩʦ ʩʪʦʣʘ,  

ʉʦʙʘʢʘ ʛʣʦʞʝʪ ʢʦʩʪʴ,ð 

ɿʘʚʳʣʘ, ʤʦʨʜʫ ʧʦʜʥʷʣʘ . . . 

ɸ ʥʘ ʧʦʨʦʛʝ ʛʦʩʪʴ. 
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7 

 

Fifth Stab 

 

We cheat this May as if numbed by ice: 

We unfurled the awning, removed our coats, 

Dragged the billiard table onto the porch 

And spent half the day from breakfast until tea 

Pinging balls with cues.  An early dinner, 

Rising at dawn, bathing, relaxing . . . 

Time for you to go, and it seems I have to live 

As if to live in separation suited me: 

Somewhat prosaic, somewhat sanitized. 

I was not even waiting for a particular letter 

And winced at the canceled stampò  ñGrinoke.ò
xviii

 
7
 

ðWe cheat this May as if in delirium, 

A madman with briar-roses, a blue sea 

And Elinor
8
 as breath-taking as ever! 

Forgive me, my friend, but look close and see 

When she comes out mornings to the garden, 

How she is a pigeon-gray Amazonð 

Look close and see how passionðonly strong will. ð 

Look and see and how this is herðgreen country! ð
 9
 

Whose idea was it that peaceful landscapes 

Cannot be arenas of catastrophe? 

 

8 

 

Sixth Stab / A Ballad
xix

 

 

A goodly mariner, ruddy and tan,
10

 

By sea journeyed afar. 

As years went by, gray beard grew long, 

His family waited no more. 

The granny long since passed away 

Who each year prayed for him, 

The heart of his youthful fiancée 

Grew hard as ice with time, 

Under the table out of the way, 

With bone an old dog snoresð 

Forgotten when his master sailed . . .  

He knows the guest at the door.
xx

 

                                                 
7
  Grinoke appears in sections 10 and 11. 

8
  Elinor appears in section 10. 

9
  The green country appears in sections 11 and 12. 

10
  In section 13, the returning lover regains his ruddy coloring. 
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ʉʪʦʠʪ ʤʦʨʷʢ, ʣʝʪ ʤʦʨʦʢʘ. 

ðʂʪʦ ʪʫʪ ʭʦʟʷʠʥ?  ʕʡ! 

ʇʨʠʚʝʟ ʷ ʚʝʩʪʴ ʠʟʜʘʣʝʢʘ 

ɼʣʷ ʤʠʩʩʪʨʠʩ ɸʥʥʳ ʈʵʡ. 

 ðʂʘʢʠʝ ʚʝʩʪʠ ʩʢʘʞʝʰʴ ʥʘʤ? 

ɾʝʥʠʭ ʧʦʛʠʙ ʜʘʚʥʦ!ð 

ʆʥ ʟʘʩʫʯʠʣ ʨʫʢʘʚ, ʘ ʪʘʤ 

ʈʦʜʠʤʦʝ ʧʷʪʥʦ. 

ðʗ ʕʨʚʠʥ ɻʨʠʥ.  ʇʨʦʰʫ ʚʩʪʨʝʯʘʪʴ! ð 

ɹʝʟ ʯʫʚʩʪʚ ʥʝʚʝʩʪʘðʭʣʦʧ . . . 

ʆʪʝʮ ʟʘʧʣʘʢʘʣ, ʧʣʘʯʝʪ ʤʘʪʴ, 

ʎʝʣʫʝʪ ʩʳʥʘ ʚ ʣʦʙ. 

ɺʝʟʜʝ ʟʚʦʥʷʪ ʢʦʣʦʢʦʣʘ 

çɼʠʥʛ-ʜʦʥʛè ʩʨʝʜʠ ʨʘʚʥʠʥ, 

ɺʝʥʯʘʪʴʩʷ ɸʥʥʳ ʈʵʡ ʧʦʰʣʘ, 

ɸ ʩ ʥʝʶ ʕʨʚʠʥ ɻʨʠʥ. 

ʉ ʚʦʣʳʥʢʘʤʠ ʧʨʦʚʦʜʷʪ ʠʭ, 

ʆʩʪʘʚʠʣʠ ʚʜʚʦʝʤ. 

ʆʥʘ:ðʍʦʯʫ ʪʝʙʷ, ʞʝʥʠʭ,  

ʉʧʨʦʩʠʪʴ ʷ ʚʦʪ ʦ ʯʝʤ: 

ʆʙʲʝʟʜʠʣ ʤʥʦʛʦ ʪʳ ʩʪʦʨʦʥ, 

ʇʦʢʘ ʞʥʣʘ ʦʜʥʦʡ,ð 

ʅʝ ʧʦʟʘʙʳʣ ʣʠ ʪʳ ʟʘʢʦʥ 

ʉʚʦʝʡ ʩʪʨʘʥʳ ʨʦʜʥʦʡ? 

ʗ ʚʥʜʝʣʘ: ʥʝ ʯʪʠʰʴ ʩʚʷʪʳʥʴ, 

ʂʦʣʝʥ ʥʝ ʧʨʝʢʣʦʥʷʣ, 

ʅʝ ʦʪʚʝʯʘʝʰʴ ʪʳ çʘʤʠʥʴè, 

ʂʦʛʜʘ ʧʦʶʪ ʭʦʨʘʣ, 

ɺ ʩʚʷʪʦʡ ʚʦʜʝ ʥʝ ʤʦʯʠʰʴ ʨʫʢ, 

ʉʘʜʠʰʴʩʷ ʙʝʟ ʢʨʝʩʪʘ,ð 

ʋʞ ʥʝ ʦʪʚʝʨʛʩʷ ʣʠ ʪʳ, ʜʨʫʛ, 

ʉʧʘʩʠʪʝʣʷ ʍʨʠʩʪʘ? 

ðʃʦʞʠʩʴ ʩʧʦʢʦʡʥʦ, ɸʥʥʘ ʈʵʡ, 

ʀ ʚʟʜʦʨʘ ʥʝ ʤʝʣʠ! 

ɿʥʘʪʴ, ʥʝ ʚʠʜʘʣʘ ʪʳ ʣʶʜʝʡ 

ʀʟ ʩʝʚʝʨʥʦʡ ʟʝʤʣʠ. 

ʊʘʤ ʩʚʝʪʠʪ ʚʩʝʤ ʟʝʣʝʥʳʡ ʩʚʝʪ 

ʅʘ ʥʝʙʝ, ʥʘ ʟʝʤʣʝ, 

ʀʟ-ʧʦʜ ʚʦʜʳ ʚʳʭʦʜʠʪ ʮʚʝʪ, 

ʂʘʢ ʩʝʨʜʮʘ ʥʘ ʩʪʝʙʣʝ, 

ʀ ʚʩʸ ʷʩʥʝʡ ʜʣʷ ʩʤʝʣʳʭ ʜʫʰ 

ɿʘʤʝʨʟʰʘʷ ʟʚʝʟʜʘ . . . 

ɸ ʪʚʦʡ ʣʥ ʷ ʞʝʥʠʭ ʠ ʤʫʞ, 

ʉʤʦʪʨʠ, ʩʤʦʪʨʠ ʩʶʜʘ!ð 
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The mariner stands, old and confused. 

ðHey, whoôs master here?! 

From distant parts I carry news 

For Mistress Annie Ray. 

ðWhat news do you have to tell us then? 

Your betroth®dôs vanished and gone!ð  

He rolled up his sleeve and showed the skin 

Where a birthmark brightly shown. 

ðIôm Ervin Green
11

 and beg to come in! ð 

Heartless the fiancéeðslaps . . . 

The father sheds tears.  And kissing her son 

On his forehead, the mother weeps, 

On every side ring out the bells, 

A festive ñdingò and ñdong,òð 

ñDing-dongò in celebration, 

For Annie Ray with the bridal veil 

Took Ervin Green as her own. 

With bagpipes leading the wedding band, 

The couple dropped behind. 

Says she: ðTo you, my wedded man, 

I beg to receive one boon. 

With detours as you journeyed far, 

Till now you lived aloneð 

Have you forgotten the countryôs law 

Of the land of your sweetheartôs home? 

I watched: did any shining visions, 

In prayer as you knelt down, 

Appear in answer to your ñAmens,ò 

Whenever they sang the hymns, 

And when you dipped the holy water  

And sat before the cross, 

Were you, dear, not rejected there 

By our Lord Savior Christ? 

ðHush, Annie Ray, and listen well 

And let this nonsense be! 

You have not seen the folk who dwell 

Far off in the north country. 

There shines to all a greenish light 

On earth and in the skies, 

From underwater a flower bright 

Blooms as its stems arise, 

As clear to one who risks his life 

As are the freezing stars . . . 

And whether we are man and wife 

See, see what now appears!ð 

                                                 
11

  Ervin Green appears in section 11. 
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ʆʥʘ ʛʣʷʜʠʪ ʠ ʪʘʢ ʠ ʩʷʢ,ð 

ɺ ʩʝʙʷ ʝʡ ʥʝ ʧʨʠʡʪʠ . . . 

ʉʦʨʦʢʘʣʝʪʥʠʡ ʛʜʝ ʤʦʨʷʢ, 

ʉ ʢʦʪʦʨʳʤ ʞʠʟʥʴ ʚʝʩʪʠ? 

ʀ ʙʣʘʛʦʨʦʜʝʥ, ʠ ʚʳʩʦʢ, 

ʄʦʨʱʠʥ ʥʝ ʦʪʳʩʢʘʪʴ, 

ʈʝʩʥʠʮʳ, ʙʨʦʚʠ ʠ ʚʠʩʦʢ,ð 

ʅʫ, ʛʣʘʟ ʥʝ ʦʪʦʨʚʘʪʴ! 

ʈʫʤʷʥʝʮ ʥʝʞʥʳʡ ʟʘʠʛʨʘʣ, 

ɿʘʨʜʝʣʘʩʷ ʱʝʢʘ,ð 

ʊʘʢʠʤ ʥʠʢʪʦ ʚʝʜʴ ʥʝ ʚʠʜʘʣ 

ʀ ʚ ʜʝʪʩʪʚʝ ʤʦʨʷʢʘ. 

ʀ ʚʦʣʦʩ ʪʦʥʦʢ, ʩʣʦʚʥʦ ʣʝʥ, 

ʀ ʛʫʙʳ ʛʦʨʷʯʝʡ, 

ʏʫʜʝʩʥʦʡ ʩʠʣʦʡ ʥʘʜʝʣʝʠ 

ɿʝʣʝʥʳʡ ʙʣʝʩʢ ʦʯʝʡ . . . 

ʀ ʚʩʧʦʤʥʠʣʦʩʴ, ʢʘʢ ʤʥʦʛʦ ʣʝʪ . . . 

ʊʫʪ . . .  ʚ ʟʘʤʢʝ . . .ʥʘ ʛʦʨʝ . . . 

ʉʢʦʥʯʘʣʩʷ ʶʥʳʡ ʙʘʨʦʥʝʪ 

ʅʘ ʫʪʨʝʥʥʝʡ ʟʘʨʝ. 

ʎʚʝʪʦʯʢʦʤ ʚ ʛʨʦʙʝ ʦʥ ʣʝʞʘʣ, 

ʀ ʫʙʠʚʘʣʘʩʴ ʤʘʪʴ, 

ɸ ʛʦʣʦʩ ɸʥʥʫʰʢʝ ʰʝʧʪʘʣ: 

çʉ ʪʘʢʠʤ ʙʳ ʚʦʪ ʧʦʩʧʘʪʴ!è 

ʀ ʣʝʛʢʠʡ ʪʨʝʩʢ, ʠ ʩʠʥʠʡ ʟʚʦʥ, 

ʀ ʦʛʦʥʴʢʠ ʢʨʫʛʦʤ, 

ɿʝʣʝʥʳʡ ʠ ʭʦʣʦʜʝʳʡ ʩʦʥ 

ʆʢʫʪʘʣ ʩʧʷʱʠʡ ʜʦʤ. 

ʆʥʘ ʛʦʨʠʪ ʠ ʩʣʝʟʳ ʣʴʝʪ, 

ʄʦʣʠʪʴʩʷ ʝʡ ʥʝʚʤʦʯʴ. 

ɸ ʦʥ ʩʪʦʠʪ, ʦʪʚʝʪʘ ʞʜʝʪ . . . 

ɿʚʝʥʠʪ ʪʠʭʦʥʴʢʦ ʥʦʯʴ . . . 

ðɹʳʪʴ ʤʦʞʝʪ, ʜʫʰʫ ʷ ʛʫʙʣʶ, 

ʊʳ, ʤʦʞʝʪ,ðʩʘʪʘʥʘ: 

ʅʦ ʷ ʪʘʢʠʤ ʪʝʙʷ ʣʶʙʣʶ, 

ʊʚʦʷ ʥʘ ʩʤʝʨʪʴ ʞʝʥʘ! 
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She glanced about both here and thereð 

Herself she scarcely knew . . . 

Whereôs the forty-year mariner,
12

 

With whom her lifeôs to be? 

He is noble, he is tall,  

No wrinkles mar his face, 

Lashes, brow and foreheadðwell! 

She canôt avert her gaze! 

A charming blush began to play 

Making his cheeks turn redð 

No one had seen him ever this way 

Even in childhood. 

And hair as fine as beaten flax, 

And a passionate red mouth, 

Of him the green lightôs sparkle makes 

A miracle of strength. 

And after all these years recalled  . . . 

Here . . . at the castle . . . his sorrow . . . 

The youthful-looking baron died 

Just at the break of the marrow. 

Flowers strewed the grave where he lay, 

The mother sore did weep, 

And Annieôs voice did speak softly: 

ñWith the likes of him must I then sleep!ò 

With a gentle crash and dark-blue peal, 

And small lights all around, 

Hers was a dream both green and cold, 

As covered she slept at home. 

Her body burns, her eyes shed tears, 

Unbearable, she prays. 

And there he stands to answer her . . . 

Amid nightôs dimest rays . . . 

ðLike SatanðI can destroy your soul 

If I should so desire; 

But likes of you, love I will, 

Till death, my wife, transpires! 

 

 

                                                 
12

  Forty is also used in section 11. 
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9 

 

ʉɽɼʔʄʆʁ ʋɼɸʈ 

 

 

ʅʝʚʝʜʦʤʳʡ ʢʫʧʘʣʴʱʠʢ 

ʂʫʧʘʝʪʩʷ ʪʘʡʢʦʤ. 

ʆʥ ʚʦʜʠʪ ʧʨʦʩʪʦʜʫʰʥʦ 

ʆʙʠʞʝʥʥʳʤ ʛʣʘʟʢʦʤ. 

ʅʘʧʨʘʩʥʦ ʧʨʠʢʨʳʚʘʝʰʴ 

ʉʪʳʜʣʠʚʦʩʪʴ ʥʘʛʦʪʳð 

ʇʨʦʭʦʞʠʤ ʜʝʨʝʚʝʥʩʢʠʤ 

ʅʝʠʥʪʝʨʝʩʝʥ ʪʳ. 

ʇʝʨʝʢʨʝʩʪʠʣʩʷ ʤʝʣʢʦ, 

ʅʳʨʥʫʣ ʩ ʦʙʨʳʚʘ ʚʥʠʟ . . . 

ɸ ʙʳʣ ʙʳ ʪʳ ʫʥʠʝʝ, 

ʊʘʢ ʩʪʘʣ ʙʳ ʩʘʤ ʅʘʨʮʠʩʩ. 

ʀ ʤʦʰʢʠ, ʠ ʩʪʨʝʢʦʟʳ, 

ʀ ʩʝʣʴʩʢʠʡ ʩʦʣʥʮʝʧʝʢ . . . 

ʊʳ ʚ ʥʝʙʦ ʧʨʷʤʦ ʩʤʦʪʨʠʰʴ 

ʀ ʦʪ ʟʝʤʣʠ ʜʘʣʝʢ . . . 

ʅʘʤʝʢ?  ɺʦʩʧʦʤʠʥʘʥʴʝ? 

ɺʩʸ ʪʝʣʦ ʧʦʜ ʚʦʜʦʡ 

ɹʣʝʩʪʠʪ ʠ ʦʪʣʠʚʘʝʪ 

ɿʝʣʝʥʦʶ ʩʣʶʜʦʡ. 

ɼʝʨʞʠ ʩʢʦʨʝʡ ʥʘʣʝʚʦ 

ʀ ʥʘʧʣʳʚʝʰʴ ʥʘ ʤʝʣʴ! . . 

ʉʝʨʝʙʨʷʥʷʘ ʙʴʝʪʩʷ 

ʌʦʨʝʣʴ, ʬʦʨʝʣʴ, ʬʦʨʝʣʴ! . . 

 

10 

 

ɺʆʉʔʄʆʁ ʋɼɸʈ 

 

ʅʘ ʩʦʩʪʘʚʥʳʝ ʯʘʩʪʠ ʨʘʟʣʘʛʘʝʪ 

ʂʨʠʩʪʘʣʣ ʣʫʯʠðʠ ʨʘʜʫʛʘ ʚʠʜʥʘ, 

ʀ ʟʘʡʯʠʢʠ ʚʝʩʝʣʳʝ ʞʠʚʫʪ. 

ʏʪʦʙ ʚʥʦʚʴ ʨʦʜʠʪʴʩʷ, ʥʘʜʦ ʫʤʝʨʝʪʴ. 

ʗ ʚʳʰʝʣ ʥʘ ʢʨʳʣʴʮʦ; ʪʝʤʥʝʣʠ ʨʦʟʳ 

ʀ ʧʘʭʣʠ ʨʦʟʦʚʦʶ ʧʣʘʱʘʥʠʮʝʡ. 

ɿʘʢʘʪʥʦʝ ʤʘʣʠʥʦʚʦʝ ʥʝʙʦ 

ʏʝʨʪʠʣʠ ʣʘʩʪʦʯʢʠ, ʠ ʧʨʫʜ ʙʣʝʩʪʝʣ. 

ɺʜʘʣʠ ʧʳʣʠʣʦ ʩʪʘʜʦ.  ɺʜʨʫʛ ʷ ʚʠʞʫ: 

ɸʚʪʦʤʦʙʠʣʴ ʥʝʩʝʪʩʷ ʢʘʢ ʩʪʨʝʣʘ 

(ɼʣʷ ʟʜʝʰʥʠʭ ʤʝʩʪ ʨʝʜʯʘʡʰʝʝ ʷʚʣʝʥʴʝ), 

ʀ ʨʘʟʚʝʚʘʝʪʩʷ ʟʝʣʝʥʳʡ ʧʣʘʱ, 
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Seventh Stab
 
 

 

An unexpected swimmer 

Mysteriously swims. 

He drives toward an opening 

That compels and maddens him. 

Embarrassed you try to hide 

Your nakedness in vainð 

And take no interest in 

The surrounding rural scene. 

Making the sign of the cross 

He dove straight down from a cliff . . . 

Then cleverly was standing 

Like Narcissus himself. 

 With the gnats, and dragonflies, 

 And a blazing country sun . . . 

 From the heavens you look down 

 As if from a distant land . . . 

 Premonition?  Memory? 

His body underwater 

 Sparkles and is shot through 

 With a mica green color. 

The current near the bank 

Swiftly runs, keep left! . . . 

Silvery bright and beating 

The trout, the trout, the trout! . . 

 

10 

 

Eighth Stab 

 

The crystal spreads out beams into distinct
13

 

And separate partsða rainbow then appears 

Refracting merrily as if alive. 

If one is born again, one first must die. 

I stepped on to the porch; the roses dimmed 

Beneath a cloak of rosy furrowed clouds. 

The sunset spattered swallows out across 

The crimson sky, and sparkled on the pond. 

A far flock glowed.  And suddenly I see:   

A motorcar that darts up arrow-like 

(A rare phenomenon around these parts), 

And out of it unfurls a bright green cloak, 

                                                 
13

  The refraction of light into the spectrum appears also in sections 11 and 12. 
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ʗ ʥʝ ʧʦʩʧʝʣ ʝʱʝ ʩʦʦʙʨʘʟʠʪʴ, 

ʂʘʢ ʫʞ ʩʤʦʪʨʝʣ ʚ ʟʝʣʝʥʳʝ ʛʣʘʟʘ, 

ʀ ʨʫʢʫ ʞʘʣʠ ʤʥʝ ʜʨʫʛʠʝ ʨʫʢʠ, 

ʀ ʧʳʣʴʥʦʝ ʫʩʪʘʣʦʝ ʣʠʮʦ 

ʇʦ-ʧʨʝʞʥʝʤʫ ʜʦ ʙʦʣʠ ʙʳʣʦ ʤʠʣʦ. 

ðɺʦʪ ʷ ʧʨʠʰʝʣ . . .  ʅʝ ʚ ʩʠʣʘʭ . . .  ʇʦʛʠʙʘʶ. 

ʅʘʰ ʘʥʛʝʣ ʧʨʝʚʨʘʱʝʥʠʡ ʦʪʣʝʪʝʣ, 

ɽʱʝ ʥʝʤʥʦʛʦðʷ ʩʦʚʩʝʤ ʦʩʣʝʧʥʫ, 

ʀ ʩʪʘʥʝʪ ʨʦʟʘ ʨʦʟʦʡ, ʥʝʙʦ ʥʝʙʦʤ, 

ʀ ʙʦʣʳʰʝ ʥʠʯʝʛʦ!  ʊʦʛʜʘ ʷ ʧʨʘʭ 

ʀ ʚʦʟʚʨʘʱʘʶʩʴ ʚ ʧʨʘʭ!  ɺʦ ʤʥʝ ʠʩʩʷʢʣʠ 

ʂʨʦʚʴ, ʞʝʣʯʴ, ʤʦʟʛʠ ʠ ʣʠʤʬʘ.  ɹʦʞʝ! 

ʀ ʧʦʜʢʨʝʧʣʝʥʴʷ ʥʝʪ ʠ ʥʝʪ ʦʙʤʝʥʘ! 

ʅʝʩʦʢʨʫʰʠʤʦ ʦʢʨʫʞʝʥ ʩʪʝʢʣʦʤ ʷ 

ʀ ʙʴʶʩʴ ʢʘʢ ʨʳʙʘ!  çɸ ʟʝʣʝʥʳʡ ʧʣʘʱ?è 

ðɿʝʣʝʥʳʡ ʧʣʘʱ?  ʂʘʢʦʡ? ð çʊʳ ʚ ʥʝʤ ʧʨʠʝʭʘʣè. 

ðʊʦ ʧʨʠʟʨʘʢ, ð ʥʝʪ ʟʝʣʝʥʦʛʦ ʧʣʘʱʘ.ð 

ɸʤʝʨʠʢʘʥʩʢʦʝ ʧʘʣʴʪʦ ʦʪ ʧʳʣʠ, 

ʇʝʨʯʘʪʢʠ ʣʘʡʢʦʚʳʝ, ʩʝʨʳʡ ʛʘʣʩʪʫʢ 

ʀ ʢʝʧʢʘ, ʮʚʝʪʦʤ ʥʝʞʥʦʡ rose champagne.
xxi

  

çʆʩʪʘʥʴʩʷ ʟʜʝʩʴ!è ð ʊr  ʚʠʜʠʰʴ: ʥʝ ʤʦʛʫ! 

ʗ ʧʦʛʨʫʞʘʶʩʴ ʩ ʢʘʞʜʳʤ ʜʥʝʤ ʚʩʸ  ʛʣʫʙʞʝ! ð  

ɽʛʦ ʣʠʮʦ ʧʦʢʨʳʣʦʩʴ ʤʝʣʢʦʡ ʜʨʦʞʴʶ, 

ʂʘʢ ʙʫʜʪʦ ʨʷʜʦʤ ʩ ʥʠʤ ʙʳʣ ʚʠʚʠʩʝʢʪʦʨ. 

ʇʦʮʝʣʦʚʘʣ ʤʝʥʷ ʠ ʙʳʩʪʨʦ ʚʳʰʝʣ, 

ɺʥʠʟʫ ʤʘʰʠʥʘ ʫʞ ʜʘʚʥʦ ʧʳʭʪʝʣʘ. 

ɼʥʝʡ ʯʝʨʝʟ ʧʷʪʴ ʷ ʧʦʣʫʯʠʣ ʧʠʩʴʤʦ, 

ʉʪʦʷʣ ʚʩʸ ʪʦʪ ʞʝ ʩʪʨʘʥʥʳʡ ʰʪʝʤʧʝʣʴ: çɻʨʠʥʦʢè. 

ð ʗ ʚʩʸ ʭʦʪʝʣ ʪʝʙʝ ʧʠʩʘʪʴ, ʥʦ ʟʥʘʝʰʴ, 

ɿʘʙʳʚʯʠʚʦʩʪʴ ʧʨʦʩʪʠʪʝʣʴʥʘ ʧʨʠ ʩʯʘʩʪʴʝ,  

ɸ ʩʯʘʩʪʴʝ ʜʣʷ ʤʝʥʷ ʪʦ ð ʕʣʣʠʥʦʨ, 

ʂʘʢ ʨʦʟʘ ð ʨʦʟʘ ʠ ʦʢʥʦ ð ʦʢʥʦ. 

ɺʝʜʴ, ʥʘʜʦʙʥʦ ʧʨʠʟʥʘʪʴʩʷ, ʙʳʣʦ ʙ ʛʣʫʧʦ 

ʋʧʨʷʤʦ ʫʪʚʝʨʞʜʘʪʴ, ʯʪʦ ʟʘ ʩʣʦʚʘʤʠ 

ʉʢʨʳʚʘʝʪʩʷ ʢʘʢʦʡ-ʪʦ çʚʳʩʰʠʡ ʩʤʳʩʣè. 

ʀʪʘʢ, ʷ ð ʩʯʘʩʪʣʠʚ, ʧʨʷʤʦ, ʧʨʦʩʪʦ ð ʩʯʘʩʪʣʠʚ.ð 

ʇʨʠʭʦʜʷʪ ʧʠʩʴʤʘ ʢ ʥʘʤ ʥʘ ʧʷʪʳʡ ʜʝʥʴ. 

 




