ADAPTATION OF THXZ HELLENIC LEGACY IN
THE POETIC ART OF OSIP MANDEL'SHTAM

by Anne M, Iverson

Thesis presented to the Department

of 3Slavic Studies at the University

of Ottawa as partial fulfillment of

the requirements for the degree of
Doctor of Philosophy

N ~ 4

Ottawa, Canada, 1972

Anne M. Iverson, Ottawa, 1973

001760



UMI Number: DC53854

INFORMATION TO USERS

The quality of this reproduction is dependent upon the quality of the copy
submitted. Broken or indistinct print, colored or poor quality illustrations
and photographs, print bleed-through, substandard margins, and improper
alignment can adversely affect reproduction.

in the unlikely event that the author did not send a complete manuscript
and there are missing pages, these will be noted. Also, if unauthorized
copyright material had to be removed, a note will indicate the deletion.

®

UMI

UMI Microform DC53854
Copyright 2011 by ProQuest LLC
All rights reserved. This microform edition is protected against
unauthorized copying under Title 17, United States Code.

ProQuest LLC
789 East Eisenhower Parkway
P.O. Box 1346
Ann Arbor, Ml 48106-1346



ACKNOWLEDGEMENTS

This thesis was prepared under the consistently
helpful supervision of Professor Nicholas Pervushin, Ph.D.,
of the Department of Slavic Studies of the University of
Ottawa.

The writer is also indebted to Dr. Jean-Luc Mercié,

of the Department of Lettres frangaises, and to Dr. Willy A.

Borgeaud, of the Department of Classical Studies of the
University of QOttawa, for their reading of, and valuable
comments on, Chapters I and III, respectively.

Particular thanks is extended to Dr. Victor Terras,
Department of Slavic Languages, Brown University, Providence,
Rhode Island, whose writings influenced the choice of the
topic, and whose subsequent suggestions proved very helpful.

Sincere appreclation i1s expressed to Dr. C. Bida,
Head of the Department of Slavic Studies of the University
of Ottawa, who provided encouragement and advice during the
planning and execution of this project.

Assistance in the form of a Canada Council grant is

gratefully acknowledged.



CUBRICULUM STUDIORUM

Anne M, Iverson was born June 19, 1923, in Nelson,
British Columbia. She receilved the Bachelor of Arts
(Honours) degree in French Literature from the University
of British Columbia, Vancouver, British Columbia, in 1948.
She received the Master of Arts degree in Romance Studies
from the same university in 1963. The title of her thesis

was Proust et Mandel'shtam & la recherche du temps perdu.

She recelved the Master of Arts degree in Slavic Studies
from the University of Ottawa, Ottawa, Ontario, in 1966,
The title of this thesis was "0630p pas3BHTHA AKMEHMCTHYECKOTO

IBHXEHUA C OCOOHNM yUeTOM JAKTEepaTypHOH neATeabHOCTH OcHOa

MaugearmraMa", (A Survey of the Development of the Acmeist

Movement with Special Attention Given to the Literary Work

of Osip Mandel'shtam. )




Chapter

TABLE OF CONTENTS3
page

INTRODUCTI ON L] . L] L) . . . L] L] L] L d L] L] L] L] L[] L] v

I. - THE FRENCH PARNASSIANS AS IMMEDIATE PRECURSORS OF
THE RUSSTIAN ACMEISTS &« o o o o o o o o s o o 1

1.

2,
3.

L.

6.

Théophile Gautier: theory of "l'art pour
1tart® 2
The Hellenic Landscapes of Leconte de Lisle 9
Transmission of the Parnassian preoccupation
with form and objectivity to the Russian

Acmeists 27
Implementation of the Acmeist credo in

the poetry of Osip Mandel'shtam 33
An Acmeist Counterpart of Leconte de

Lisle: Nicolas Gumilyov 37
Significance of Greek antiquity for these
neo-classicists Lo

TI. - MANDEL'SHTAM'S HELLENISM AS MANIFESTED IN HIS
PO ETI C STYLE L] . [ ] L] L] * L] L] L . . L] [ * 42

1.
2.

Mandel'shtam as theoretician of the

Acmeist credo L6
Classical structuring of Mandel'shtam's
poetry: tone, genre, metre, verse-patterns,

language 52
III. - GREEK THEMES AND MOTIFS IN MANDEL'SHTAM'S VERSE 100
(representing):
1. Idea of man's impotence before fate and
his constant striving for immortality 102
2. Reverence toward primeval beauty 106
3, Notion of the power of love and desire 111
L, Concept of perpetuity in life 113
5. Notion of the 'death-aspect' of spring 118

Appendix

6.
7

8.
9.
10,
11.

Love of human reason, liberty and justice 122
The joyous act of recognition and

rediscovery in life 125
Notion of divination 127
Joy offered by the enduring work of art 128
Fear of death and oblivion 133
Perception of Time and Eternity 136

SUMMARY AND CONCLUSIONS ¢ o o o o o o o o o o o 142

BIBLI OGBAPHY L] L ] L ] . [ ] [ ] L[] L] L ] . * L] L[ ] L ] [ ] [ ] L] 154
1. ENGLISH TRANSLATIONS OF RUSSIAN PASSAGES 173
2. ENGLISH TRANSLATIONS OF GREEK PASSAGES 201
3. BENGLISH TRANSLATIONS OF GERMAN PASSAGES 215
Ly, ABSTRACT of Adaptation of the Hellenic

Legacy in the Poetic Art of Osip Mandel'-

Shtam L[] [ ] L] . L] L] L] L L] L] L] L] L * L] L] L] 217



A Note on the Translations and

Transliteration in this Thesis

Quotations from texts have been presented,

for the most part, in the original language
(with translations supplied in Appendices

1 - 3, pages 173 to 216).

Where titles or excerpts of texts have been
transliterated, this wrliter has adhered to

the schema of the sources from which the
quotations were taken,

The names of poets, e.g., Gumilyov, Annensky,
etc,, appear in a familiar form of orthography

rather than in scholarly transliteration.



INTRODUCTION

"We are all Greeks", wrote Shelley, stressing that
modern culture was largely formed by the rediscovery of the
classical civilization. Hellenlc art, anthropocentric in
substance, was the origin of & long humanist tradition which
was to endure up to the present time. To understand contem-
porary literature in depth, particular attention should be
given to the antique sources which have constituted such an
important organic element in the development of the modern
arts.

The most striking characteristic of the ancient Greeks
was their acute sense of beauty, consisting in harmony,
symmetry, and moderation. This ran through the whole aesthetic
texture of their existence: sculpture, architecture, literature,
ethics, and philosophy. The luminous clarity and transparency
of thought so characteristic of Hellenic poetry was generally
the result of a most painstaking and fastidious use of literary
devices and language, and it is this meticulous craftsmanship
which was to inspire the creative efforts of neo-classical

disciples.

The transience and sadness of human existence was made
more bearable for the ancients through the splendour of their

art. Consolation lay in human grace end beauty, and the Greeks

expressed their ideals with balance and harmony, seeking sanity
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and liberation through the artistic presentation of their
spontaneous outlook on life. The barren limestone ridges of
their native land were softened by descriptions of the lazy
hum of bees among the clover, and of the breeze wafting through
meadows of fragrant asphodel. Greek bards described, in in-
mortal fashion, placid oxen grazing on hillsides and the
subtle blending of grey mountain side and shimmering azure
sea., The dazzling light and sombre shade which marked much of
thelr landscapes presented an infinite variety of tones., In
its natural, direct expression of human feelings and aspira-
tions, the Greek lyric attained a vital and exqulsite pathos.
The modern lyric, although more subjective in character
than its ancient counterpart, and with a freer choice of
metrical patterns, varied from the Hellenic lyric only in minor
refinements or modifications. It was only through the skill
and craftsmanship of later masters of the lyric style that
Greek lyric utterance yilelded continuing fresh and brilliant

refractions.

An impeccable style was one of the more tangible

legacies of the Hellenic period. Modern poetic language was

enriched on the model of Pindar's odes, and many rhythmic and
prosodic devices, as well as imagery, were adapted from the
Greek Anthology. The classical influence brought into the
modern lyric a grave spirit and a subtle simplicity, giving
the lyric impulse fresh life, amplitude, and directness, free

from diffuseness and ornamentation.
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Greek rhythmical composition was a flexible art based
on organic unity, with leit-motifs subtly woven into the poetic
texture., In ancient poetry many different rhythms were employed
which were allied to the emotional quality of the poetry which
they accompanied. The Doric rhythm, for example, was felt to
be the most Greek and war-like in spirit and was employed for
the expression of courage and manliness; the Anacreontic was
tender and pathetic; the Lydian, voluptuous and tender; the
Paeonic and the Phrygian, wild and exciting. The musical Ionic
mode was considered non-Greek because of its relaxed, effeminate
quality. Midway between the Doric and the Ionic rhythms was the
Aeolic, neither solemn like the Doric nor sweet and melancholy
like the Ionic — reflecting turbulent chivalry, passion, or
grace, Pindar wove all these Greek lyric rhythms into his musical
designs, with each rhythm serving to throw into relief the
changing emotional waves of his poetry.

Many of our present-day rhythms appear to have evolved
from these ancient models in accordance with simple rhythmical
laws. Like the ancients, the modernists viewed form as a vessel,
and words as a vehicle of art, The incantatory power of words
became all-important to emerging neo-classical writers, many of
whom applied themselves particularly to the verbal aspect of their
craft,

We are aware of the significant impact of the Greek
lyric models upon two neo~classical schools in close succession:

the FPrench Parnassians and the Russian Acmeists. In these two
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modern schools the literature of antiquity served both as an
inner force and as a fertile seed for development, In con-
sldering the chief characteristics which linked the Russian
Acmeists with thelr immediate classical precursors, the French
Parnasslans, 1t is evident that the significance of Greek anti-
quity for these two literary movements was not merely as a
source of models to be slavishly imitated, but as a propagative
source for inspiration and development in the creation of new,
original works of art which were vibrant and innovative in their
own right.

We see in the poems of both the Parnassian and the
Acmeist schools a poetic universe where vigorous beauty, origi-
nating from implacable universal sources, is presented in such
a way as to ameliorate to some extent the human condition.

There existed in these modernists an unquenchable desire to
triumph over the lrrevoceble and the transitory, and to these
poets art represented a concrete means to that end. Their
contact with the world was physical, but the particular euphoria
induced in them through poetic intultions of space and time is
refracted endlessly in their chiselled verse,

The French Parnassian poets, in thelr return to anti-
quity, favoured the Hellenic tradition rather than the classical
Latin., Striving to emulate the calmness and serenity of their
Greek classical models, they often displayed what many critics

termed a "cold and impassive detachment" in their classical

imagery.
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Between the neo-classical works of Clément Marot,
du Bellay, and Ronsard of the sixteenth century, and those of
the nineteenth-century Parnassians, André Chénier represented
an important link in the French lyric trend. Leconte de Lisle,
2 leading Parnassian, took Chénler as one of his more immediate
models, imitating with care the plasticity and magical trans-
positions in art of his great eighteenth-century predecessor.

Leconte de Lisle was the accepted guide and literary
father of a new generation of classical writers. Along with
his fellow-writer and theoretician Théophile Gautier, he laid
down the Parnassian credo which sought perfection of form and
aspired to the elimination of the subjective personal element.
As in antique poetry, beauty was regarded as an independent
value, divorced from moral Jjudgement or utilitarian aims.

The Hellenic dream of both Gautier and Leconte de Lisle con-
sisted in the enshrinement in flawless form of the aesthetic
ideals and the elevated themes of ancient Greece,

Gautier, as the formulator of the well-known theory of
wltagrt pour l'art", launched the poetic strivings of the
Parnassians (and, subsequently, those of the Acmelsts in
Russia) toward the sculpture of verse in truly classical
fashion — an exalted art, remote or detached from the material
aspects of human existence. In the sculpturing of outward
forms the poet was to be a sedulous craftsman, employing all
the resources of verbal material (to be regarded as a difficult

and recelcitrant material like marble) which would fix his ideas
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in an enduring form, impervious to the inroads of time,

The plastic perfection of Gautier's own craftsmanship
as a versifier of exterior form exerted a substantial impact
on his fellow-Parnassians who proceeded to give close attention
to form, line, and colour in their objectively-viewed descrip-
tions of the exterior world. Greek exoticism in its double
form, that is, by its separation in time and space, furnished
new effects in poetic creativity — effects of relief, lines,
colour, and light.

Leconte de Lisle, like Gautlier, aspired to the complete
submergence of the poet's personality in his art, as well as to
artistic perfectlion in the deployment of poetic tools. Although
the adjective 'impassive'! was to cling to this poet throughout
his 1life, he was in actual fact capable of profound feeling.
The restraint of emotion apparent in his poetry did not lessen
the emotive effect on the reader.

Like his Greek masters, Leconte de Lisle shared the
universal sentiments of mankind. His philosophy was not abstract
or indifferent, but represented a sympathetic understanding and
love for living things. In addition to the traditionally
classical reverence for human reason, liberty, Jjustice, and
glory, Leconte de Lisle knew how to express the intimate
feelings of men, their interior longings, their despair and

helplessness before the implacable mortal fate which awaits

them.
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Leconte de Lisle's poetry did not always reflect the
Ionic grace of Chénier's, but more often revealed the austerity
and power of the Doric rhythm. His was not the cloyingly
sentimental manner of many neo-classical epigones, but a virile
representation of life and humanity. This poet saw the Hellenic
civilization as the unique conciliation of his ardent republican
ideals and his gentler pastoral dreams.

The composition of his poetry was rigorous and pain-
staking, with a harmonlous balance between line, colour and
sound. With regard to the last-mentioned quality, Leconte de
Lisle's acoustic effects are of particular interest: the long,
sonorous vowels of his verse were lengthened to resound more
strongly, and this euphonic deployment of sounds produced an
effect vibrant with antique timbre,

The Parnassian group performed a service not only in
the development of French lyric verse, but in their fundamental
impact upon the twentieth-century Russian Acmeists. In the
shaping of their programme, the Russian group was initially
guided by the thriving traditions laid down by the French
Parnasse, and 1t is for this reason that the first chapter of
the present study 1s devoted to the French Parnassians as the
direct precursors of the Russlian Acmelists. Like their French
forerunners, the Acmeists applied themselves to the shaping of
'‘resistent' material into works of art of an 'absolute' and

*timeless' perfection.
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Following the artistic injunctions of Théophile Gautier,
both Osip Mandel'shtam and Nicolas Gumilyov published articles
stressing style and craftsmenship in the poetic art of the
Acmeists, Mandel'’shtam emphasized the intrinsically Hellenistic
nature of the Russian language and asserted that Logos was an
all-important element in the fashioning of poetry — the Word,
that is, in its antique conception, as "a psyche, a live soul,
freely choosing its own sweet body". Gumilyov, attributing to
Théophile Gautier the revelation of earthly life presented in
fanltless artistic form, expounded with conviction the tenets
of hls Parnassian models. Striving, like Leconte de Lisle,
to be consistently impersonal in his poetic creation, Gumilyov
presented an objective world as the vehicle for expression of
his innermost thoughts and feelings.

Like Leconte de Lisle, Gumllyov clung, in moments of
existential despair, to the ideal of an art based on the beauty
of visible nature. In his African cycle of poetry we see many

parallels to the Podmes barbares of Leconte de Lisle — a

strong biological force directed toward earthly life, and a

deep love of nature and all its creatures. Both poets engaged

in a search for beauty and harmony through a return to the
primitive stages of nature and man. Their poetic art 1s strongly
reminiscent of the Sapphic attempt to confront nature directly

and to reconcile all forms of life in their essential and

spontaneous manifestations.
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It was largely due to the inspiration of Innokenty
Annensky, teacher and director of the Tsarskoselskoe Gymnasium
and a poet in his own right, that Gumilyov was attracted to the
newest current in Russian poetic art, namely, Acmeism, Emu-
lating the classlcal technique of versification of Annensky,
Gumilyov acclalmed the new Acmeist cult which insisted on a
harmonic balance between content and form, thus enabling a
precise embodiment of poetic experience. The most significant
element of Acmeism implemented by Gumilyov in his own work was
his approach to poetic 'moulding®' as to an elevated craft. In
this striving he was indebted not only to Annensky but also
to the canons lald down for the Parnasse by his esteemed
Gautier,

It should be noted, however, that although Gumilyov
subscribed in theory to the literary credo of Acmeism, or
'Adamism', as it was also known, his poetry did not always
present a clear-cut portrayal of the surrounding world. 1In
his exotic poetry Gumilyov revealed many traces of a strong
Romantic-Symbolist heritage, and, in fact, much abstract and
mystical-religious imagery pervades his later verse, Despite
these 1ncreasingly evident Symbolist traces throughout his
creative path, Gumilyov remained, nonetheless, a consciously
polished master of versification and poetic utterance,

The present study 1s concerned primarily with the more

profound Hellenlsm discernible in the poetic art of Osip
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Mandel®shtam, The antique influence was far from being an
exterior form of hellenization in the creative work of this
modernist. On the contrary, Mandel'shtam's poetry reveals the
expression of a strong inner Hellenism similar to the spiritual
integrity which characterized the creative work of the ancients.

Discovering within himself many enduring traits of
antique models — 1n particular, vital Hellenic attitudes and
an acute sense of proportion and harmony, — Mandel'shtam
composed his early collection, Stone, preserving at all times
an extraordinary rapport between content and form — a classical
fusion of the 'ideal' and the 'real' (CX0BO-mIOTH). The soul
of ancient Hellas 1s resurrected in the poignant reveries and
sonorous discourse of the writer, and we observe throughout
his verses a Homeric unsentimentalized stateliness completely
in keeping with their elevated spiritual and intellectual
content, It was not, as was generally the case with the
Parnassians, so much the colourful outward appearance of
antiquity which found expression in Mandel'shtam's work, but,
rather, its tragic emotional depth. Mandel'shtam was keenly
aware of the darker dimensions of life — of the underlying
transience and chaos which threaten to engulf man at every turn.
Although Mandel'shtam®s emotions are consciously masked by a
classical restraint in tone, nevertheless his readers are moved
by his trenchant presentation of the human condition.

A master of language, Osip Mandel'shtam handled the

lyric genre with sureness and epigrammatic precision, arriving
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at a blending of sound, rhythm and imagery which was completely
integrated with his poetic ideas. With the Logos, or "conscious
meaning of the word", as his chief creative tool, ifandel'shtam
created synthetic word-structures which constituted palpable
crystallizations of his intuitive poetic experience. It is the
fword-object! — embodied form itself — which is at the centre

of this poet's Weltgefllhl; we sense his reverence and love for

the word-as-such, The very power of Mandel'shtam's art lies in

its concreteness: his ideas are incarnated in the mythology of

his poetry, wherein the thought is indissolubly linked with the

imazge.
The slow, majestic movement of his verse is completely

attuned to the emotional and spiritual intensity of his thought.
Although his verses do not constitute in themselves faithful
imitations of accepted ancient models, nevertheless his poetic
rThythmics are linked in dynamic, organic fashion with these

models. The guantitative nature of the stress element figures

significantly in his poetry. tetre for Mandel'shtam consisted not
of a regular alternation of stressed and unstressed syllables but
of an even stretch of separated groups in time, Tt is this Aeolic
isochronism, in particular, which gives a strikingly antique
flavour to his versification.

This pervasive antique quality 1is further intensified by
his meaningful use of vocabulary derived from ancient mythology

which augments the elevated tone already inherent in nis rhythmics
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and general manner of poetic expression. Invocations to
ancient deities are never shallow embellishment in his verse
but arise spontaneously from the emotion which has inspired
the lyric. Much of Mandel'shtam's lexicon evokes clearly-
etched visions of antiquity and each of his *'Word-pPsyches'
serves, consequently, as a dynamic structural element in the
formation of organic word-syntheses.

The poet'’s ideas are externalized through many Greek-
inspired leading and supplementary motifs. Apart from the
lyrical 'I' (which, in Mendel'shtam's verse, is consciously
restrained), his prevailing themes consist of such strikingly
Hellenic notions as the impotence of man before fate, and his
constant striving for immortality; a deep reverence for pristine
beauty; the power of love and desire; the concept of perpetuity
or self-renewal in life; the association of spring with death;
love of human reason, liberty, and justice; the moment of
intuitive recognition; the notion of divination; the eternal
consolation and joy in the enduring work of art; and, finally,
the acute perception of Time and Eternity.

All the above concepts are brought into focus through
Mandel'shtam's wide range of evocative motifs, culminating in
integral poetic creations — consummate mythological incarnations
of his inner visions and ideas. The Hellenic view of poetry as

an aesthetic medium by which one could attain the Absolute (as
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developed in Plato's Phaedrus and Plotinus' The Enneads), played

a similarly dynamic r8le 1n Mandel'shtam's intultive approach,
He viewed poetry, as did these Greek philosophers, as the key
to privileged moments of recognitlion possible only through the
poetic medium — through the 'word-soul', with its transcendental
vision. In Mandel'shtam the spirit of Hellenism was focussed,
above all, upon the use of the word as a creative tool. Placing
stress on the word-as-such in poetical construction he attempted
through i1ts hard lucidity to transmute the temporal into the
timeless.

Mandeltshtam's poems, with respect to both composition

and subject-matter, reveal a distinctly polyphonic treatment.

In his verse we see a subtle harmonizing of varying rhythms as
well as a multi-dimensional interaction of emotional, intellectual
and aesthetic elements. This 'orchestral' blending of metre,
free verse, assonance and alliteration, on the one hand, with a
wide variety of national and classical subjects, on the other,
produces a complex but skilfully integrated effect. We see
throughout Mandel'shtam's work a delicate balance of structure
and movement, line and colour, ideas and motifs -— 1in short,
a marked affinity with the ancient Greek temper and artistic style.
In his article, "Culture and the Word", Mandel'shtam
stressed that classical poetry was “a poetry of the revolution",
that is, a medium in the interpretation of contemporary events.
In a world of apocalyptic upheaval, Osip Mandel'shtam perceived
art in its universal perspective, in the reappropriation of time

and culture through its continuous reincarnation.
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It is precisely the purpose of tnis dissertation to examine

Mandel'shtam's individual adaptation of the iellenic legacy to portray

his own country and his own times —- the mouldingz by a modernist poet
of new plastic forms of distinctively national idiom, drawing all the
while upon classical stylistic devices, thematics, motifs and imagery
to assist him in the crystallization of his inner visions.

In the first chapter of this study, an appraisal is made of
the implementation of the Greek heritage in the tenets and works of
the French Parnassian school, and, in particular, the works of Gautler
and Leconte de Iisle, its initial leaders and theoreticians. (' The
considerable influence of deredia and 3ully-Frudhomme, although felt
beyond the borders of their own country, is not readily discernible
in the formation of the Russian Acmeist credo and is therefore not

examined in the scope of the present thesis). A strictly chronological

approach has been implemented in this chapter in order to demonstrate

the direct transmission of a concrete, plastic technique of handling

verbal material through the French Parnassians to the Russian Acmeists.

This particular ordering appeared to ensure the most logical progression

to the problem, and, at the same time, would provide a framework for

the juxtaposition of two of the main representatives of the Parnassian

movement with two of their leading counterparts in the Acmeist school.
of particular relevance to thisstudy are the under-noted

bibliographical sources which give detailed assessments of the extent

of the Hellenic inspiration among the Parnassian writers:

Fernand Desonay's Le réve Hellénique chez les podttes parnassliens;

Jay Karl Ditchy's Le th®me de la mer chez les parnassiens
Leconte de Lisle et Heredia;

Henri Maugis' La Poésie de Leconte de Lisle.
In order to consider the specific indebtedness of the Russian

Acmeist literary programme to that of the French Parnasse, it was
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necessary to turn to articles published by the Acmeists them-
selves. In the work of these Russlan modernist poets, as well
as in that of their immediate preceptors, the French Parnassians,

poetic craftsmanship is one of the most tangible elements be-

queathed to them by the Ancients.

Chapter I1 is devoted to the individuel form or style
of Mandel'shtam's poetry, which reflects the strong sense of
proportion and harmony characteristic of the classics., Special
attention is given to the organic structuring of Mandel'shtam's
verse, namely, to the deployment of such essential compositional
elements as tone, genre, metre, rhyme, and poetic language —
all tensely linked in classical fashilon,

Irina Bushman, in her "llosTHueckxoe McCKyccTBO Marzeammrama",
emphasizes that a strong kinship with ancient poetry is evident
in Mandel'shtam's poetry —— not only in his content and lexic,
but also in the rhythmics and sound effects of his verse. This
author's detailled analysis of Mandel'shtam's stylistic devices
constituted a useful reference source and basic 'take-off' point
for the preparation of the second chapter.

In Chapter II1 of the present study, the ancient Greek
themes and motifs prevailing in Mandel'shtam's verse are traced
back to similar thematics and topoi in ancient texts ranging
through the Greece of various ages: a sampling of counterparts
igs furnished from a2 broad spectrum of Hellenic (epic and lyric),
Hellenistic, Alexandrian, and Byzantine sources. These examples

have been selected on the basis of some striking affinity with,
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or parallelling of, the various themes and motifs represented
in the present sampling of Mandel'shtam's verse. Although it
has been established that Mandel'shtam studied the Greek language
at St. Petersburg University, it is not known which texts were
included in his programme of study nor to what extent he later
read classical texts in the originel. However, the predominance
of Homeric thematics and imagery in his poetry suggests that he
drew much of his classlcal material from the epic period of
Greek literature.

With regard to the classical motifs and imagery occurring
in Mandel'shtam's poetry, two extremely relevant articles have
appeared: Gleb Struve's "HrarpduckHe 06pask ¥ MOTHBH B HO93HH

Ocuma Mamzexemrama", in Studi in Onore di Ettore Lo Gatto e

Giovanni Maver (Rome, 1962, 601-614, followed by a commentary in

the 1964 edition); and an article by Victor Terras entitled:
"Classlical Motives in the Poetry of Osip Mandel'gtam", published

in The Slavic and East European Journal (Vol. X, No. 3, 1966),.

While Professor Struve's work is concerned with the Roman cycle

of Mandel‘'shtam's poems and does not pertain directly to this
study, the second article considers both the Roman and Greek

motifs employed by Mandel'shtam. The format and method of this
latter article was of considerable assistance in the methodological
approach to this problem, that is, in determining a system of

rapprochement between the sampling of the modernist poet's verse

and that of the ancient texts.
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Victor Terras' article, "Classical Motives in the
Poetry of Osip Mandel'stam®™, is chiefly concerned with the
interpretation of certaln poems by Mandel'shtam which contain
classical thematics, vocabulary or imagery. At the same time
he examines the poet's 'hellenistic' view of language, his
'philologism', that is, "love and respect for the word as
such", However, stresses Terras, the language in which
Mandel'shtam's visions of classical antiquity are expressed
is authentically Russian, and not a hellenizing academic idiom.
The main object of Mandel'shtam's 'hellenistic® vision is the

word-soul — a frequently recurring motif in his poetry.

Terras does not deal with other aesthetic manifestations
of Mandel'shtam's hellenism, Jjudging these beyond the scope of
this particular article. However, while constantly emphasizing
that much of Mandel'shtam's style and thematics are distinctively
'Mandel'shtamian', he nevertheless observes: ", . . Mandel'Stam
the modernist poet deserves to be called a hellenist. He deserves
it for having stepped into the stream of time and retrieved from
it . . . genuine fragments of the ancient world, visions of Hellas
and Bome which are marvels of historical intuition in the Berg-
sonian sense. . "

Certainly, and as the present study also reiterates,

Mandel'shtam's adaptation of the Hellenic legacy is uniquely

his own. As a closer examination of Mandel'shtam'’s style,

thematics, motifs, and imagery will reveal, the significance
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of Greek antiquity for this poet lies, not in its use as
a direct model or pattern, but as a vitalizing focus for
the development of his own particular aesthetic.

The present thesls proposes to demonstrate how
classical antiquity constituted a "living seed" (to use a
metaphor of Tadeusz Zielinski's) in the poetic art of Osip
Mandel'shtam. A representative sampling of Mandel®shtam's
poems will be scrutinized with a view to ascertaining how
this fertile seed of Greek antiquity served in the creation
of new and original works of art (which would, in their
turn, serve as creative embryos for Mandel'shtam's literary
descendants and heirs).

In the opinion of the writer of this dissertation,
the continuing value of Mandel®shtam's contribution arises
from his individual method of fashioning ancient ideas into
new plastic moulds. 1Indeed, it is this modernist poet's
keen intellectual and emotional intuition, combined with a
skilled classical craftsmanship, which endow his verses with

renewed Hellenic beauty and timelessness.,



CHAPTER I

THE FRENCH PARNASSIANS AS IMMEDIATE

PRECURSORS OF THE RUSSIAN ACMEISTS

The long shadows of the sixteenth century lyric poets
Ronsard and du Bellay, and that of André Chénier (1762-1794),
extended over all the neo-Hellenic tentatives of the nineteenth
century French poets. The Parnassians, reacting against the
"poésie intime" of their Romantic predecessors, sought in
antique Greece loftler themes of 'eternal' essence, as well as
belance and plasticity of form. The Parnassians owed chiefly
to Chénier the revelation of a radiant Greece, and pleasure in
the contemplation of its harmonious beauty. Indeed, the Par-
nassian poets felt that their own age was morally base and
turned elatedly to the ancient world of Greece, with its
tranquil grace and nobility of spirit. They maintained that
the positive aesthetic and spiritual ideals of Hellas were the
foundation of all civilization and remained perpetually true,

As a group, the Parnassians (although differing indi-
vidually in temperament) envisaged the essence of classical
form not in the dogmatic use of traditional literary laws and
fixed art forms, but in the acceptance of discipline and in
the subordination of personal fancies to a supra-personal

tradition., The members of this neo-classical movement stressed

that although the expression in Greek poetry was laconic and
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restrained, its intrinsic emotion was nonetheless genuine and
intense. The Greek control of form and the consistent re-
Jection of all that was vague, extravagant or unbalanced were
impressive ideals, and the Parnassians set out resolutely to
cultivate precision and clarity in verse patterns which were
regular and traditionally classical. We observe in their work
a marked striving toward perfection of form, as well as the
cultivation of an impersonal art rather than a personal or
mystical medium — an aesthetic art form, rather than a
moral or utilitarian one.

In this neo-Greek epoch of transition, two writers
played a most significant r8le: Théophile Gautier (1811 -
1872) and Charles-Marie-René Leconte de Lisle (1820 - 1894),
In the work of these two theoreticians and poets we see the
unfolding of the Parnassian neo-Hellenlsm which sought to
enshrine in melodic verse the aesthetic ideals and sublime
themes of ancient Greece. The Greek dream of both Gautier
and Leconte de Lisle was founded on a vivid conception of
the springtime of humanity — "l'image idéale de vie et de
jeunesse". Paganism and exoticism were for them two im-

portant manifestations of a doctrine of "art for art's sake".
1. Théophile Gautier: theory of "l'art pour l'art",

It was under the aegis of Gautier that the French

Parnassians were to launch their artistic strivings.
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Gautlier emphasized that the aesthetic sense by which we
appreciate the beautiful is completely separate from our
moral Jjudgement and intellect. He opposed the concept of a
utilitarian art and asserted that beauty in art should be an
independent value like that manifested in antique poetry with
its deployment of disinterested activity}iiAccordingly the
poets of the generation of "l'art pour l'art" chose ancient
Greece as the ideal symbol of aesthetic beauty. It was not
so much the antique soul, with all 1ts nuances and subtle
genius, which was the object of their preoccupation, but
rather the exterior brilliance and glory of Greece. The
Parnassians concentrated on exalted visions of this land of
sculptured elegeance: the white marble of temples, the ivory
and gold of statues — 2all the dazzling effects of relief,
lines, colours, and light.

In the preface to his Emaux et camées Théophile

Gautier expressed his desire to achieve a transposition of
art, that is, to give through the medium of verse the plastic

effects of painting and sculpture:

Ce titre exprime le dessein de traiter sous
forme restreinte de petits sujets, tantdt sur
plaques d'or ou de cuivre, avec les vives couleurs
de 1'émail, tantdt avec la roue du graveur de
pierres fines, sur l'agate, la cornaline ou l'onyx.1

1 Théophile Gautier, Préface, Emaux etcamées, Paris,
G. Charpentier, 1881, xxvi,

la The conception of art as "disinterested activity® was
developed by Kant and then adopted by German idealist aesthetics
in general.
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The plasticity and colour of Gautler's verse reflect
his competent artistic craftsmanship:

Dans le fronton d'un temple antique,

Deux blocs de marbre ont, trois mille ans,

Sur le fond bleu du ciel attigue,

Juxtaposé leurs ré&ves blancs;

The poet's preoccupation with the transposition of
art from painting to verse is reflected in a flamboyant
poetic palette:

Sur une gamme chromatique,

Le sein de perles ruisselant,

La Vénus de 1'Adriatique
Sort de l'eau son corps rose et blanc.3

Comme un teint aristocratique
Noircit les fronts bruns de soleil,
De ses soeurs elle rend rustiqueu
Le coloris chaud et vermeil.

In Gautier's "Symphonie en blanc majeur" we are
presented with a juxtaposition of white on white — the
white of marble, of flesh, of precious stones:

Le marbre blanc, chair froide et pale,

Od vivent les divinités;

L'argent mat, la laiteuse opale
Qu'irisent de vagues clartes; 5

2 7. Gautier, "Affinités secrdtes™, Emaux et camées,
Paris, Biblioth®que Charpentier, 1902, p. 1.

3 "Sur les lagunes", "Variations sur le Carnaval de
Venise", II, Ibid,, pP. 25.

4 "La Bose"thé“, Ibid‘, po 154.

5 *"Symphonie en blanc majeur", Ibid,, p. 35.
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Transpositions of art are plentiful throughout the

Emeux et camées. In addition to the "Symphonie en blanc

majeur”, we find the "Po®me de la femme®™ with its subtitle
"Marbre de Paros", as well as other poems such as "Contralto"
and "Lied". Gautier chiselled and polished his poetic
miniatures, choosing such fragile subjects as music-boxes,
gultars, Chinese porcelains, Russian furs, Jjewels, dragon-
flieszaetc., and imprisoning these chimera of loveliness in
felicitous verse forms. Taking as the chief aim of his
poetry the faithful reproduction of shapes and colours, this
skilful poet gave to the Parnassians finished models of
artistic realism, He himself indicated the path of his
disciples in the following verse:

Point de contraintes fausses!

Mals que pour marcher droit

Tu chausses, [

Muse, un cothurne étroit.
This poem, entitled "L'Art", constituted in itself a paean to
the durability of this craft: "Tout passe., — L'art robuste/

Seul a l'éternité".7

We observe three distinct stages in the work of
Gautier: the visual image at the outset; minutiose description;
poetical interpretation as the literary parallel to engraving

or etching., We may then distinguish a concrete realization

of the poet's idea — 1its visible, palpable expression.

6 T. Gautier, "L'Art", op. cit., p. 223,
7 Ibid,, P. 225.
7a.  The dragonfly was one of Mandel‘'shtam's favourite images also.
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The image occupies the major position in the poem, with the
poet's idea serving to Jjustify the choice of the image. In
other words, ldeas came to Gautier when suggested by things.
For example, love can cause heartbreak, Jjust as a vigorously
growing plant can shatter the pot which contains its roots:

C'est un grand alo2s dont la racine brise
Le pot de porcelaine aux dessins éclatants.

8
In his exaltation of outward forms, Théophile

Gautier showed mastery both as sculptor and painter in verse.
In his poem, "L!Art", he summed up his credo that the artist
must be a painstaking craftsman who employs all the resources
of language and verse. He must, in order to implement his
technical skill, choose the most difficult and recalcitrant
material in order to fix his 1deas in a secure form
resistant to the destructive character of time:

Oui, l'oeuvre sort plus belle

D'une forme au travail

Rebelle,

Vers, marbre, onyx, émail. 9

In the last verse of this same poem, he reiterates:

Sculpte, lime, cisdle;
Que ton r®ve flottant
Se scelle
Dans le bloc résistant; 10

8 T. Gautier, "Le Pot de fleurs", Poésies compltes,
t. 1, Paris Charpentier, 1910, p. 254,

9 Gautier, "L'Art", Emaux et camées, p. 223,

10 Ibide, D. 226,
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Théophile Gautier concerned himself with two main
themes: love and the fear of death., However, it is a marked-
ly physical impression of these feelings which emerged in his
verse, For example, he presents only in outline the portrait
of hls beloved:
Avec son colliler d'or, avec sa robe blanche,
Et sa ceinture bleue, et la fralche pervenche
De son chapeau de paille, et le sourire fin 11
Qui découvre ses dents de perle.
When he is preoccupied with the thought of death, he
i1s haunted by macabre images in which hls conception of
death 1s presented in precise visions of reality:
Le sang quitte tes Jjambes roides,
Les ombres gagnent ton cerveau,

Et sur ton front les perles froides

Coulent comme agux murs d'un caveau. 12

Gautier loved the minutiae of details:

Pour les petites phquerettes,
Sournoisement lorsque tout dort,

I1 repasse des collerettes 13
Et cis®le des boutons d'or.

11 T. Gautier, "Elégie 1", Poésies (1830), Poésies
compldtes, Paris, Charpentier, 1896, p. 11,

12 Gautier, "Les Affres de la Mort", "Espaha",
Poésies nouvelles, Poésies compldtes de Théophile Gautier,
Paris, Firmin-Didot et Cie, 1932, p. 318.

13 Gautier, "Premier sourire du printemps", Emaux et
camées, P. 47.
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His meticulous scrutiny noted even the rosy tint of the
strawberry concealed in the grass, the wispy smoke issuing
from the chimney of a hovel:

Sous l'herbe, pour que tu la cueilles, 14

Il met la fraise au teint vermeil,

Un tire-bouchon de fumée,

Tournant son mince filet bleu,15

Although the poems in Emaux et camées (with the

exception of the last three) are written in a simple metrical
form, namely, the octosyllabic quatrain with alternating
rhyme, the poet achieves variety through an extensive

arsenal of poetic tools such as the adroit juxtaposition of
words, luminous 1mages, sonorous language, and vibrant
colours.,

The almost flawless perfection of Gautier's craftsman-
ship as a versifier of exterior form had a profound beariig
on the development of the poetry of his Parnassian contempo-
raries. Moreover, Gautier's consistent emphasis upon his
conception of "1l'art pour l'art" was to be reflected not only
in the poetic aspirations of the French Parnassians, but was
also to figure significantly in the formation of the poetic

credo of the Russian Acmeists of the twentieth century.

14 T. Gautier, op. cit., p. 49.
15 Ibide, p. 104.
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2. The Hellenic Landscapes of Leconte de Lisle.

Charles-Marie Leconte de Lisle (1820-1894) was hailed
as the esteemed guide and literary father of the developing
Parnassian generation of "l'art pour 1ltart®™, Many of his

poems, particularly the collections Po2mes antigues (1852)

and Derniers Po®mes (1895), influenced the poets of the

contemporary and succeeding generations with regard to
attention given to form, line and colour in the manifes-
tations of an objective world, as well as in relation to the

poet's intense feeling for the varying nuances of words,
a. The Hellenic Muse of Leconte de Lisle.

It was love of beauty which directed Leconte de Lisle
toward a philosophic conception of pagan antiqulty and
hellenic pantheism. Beauty 1s not simply an illusion of our
senses, stressed Leconte de Lisle, but the most substantial
of all realities ~-— the only thing on earth which can give us
consolation in the anguish of vulnerable mortality:

Depuis Homdre, Eschyle et Sophocle, qui repré-
sentent la poésie dans sa vitalité, dans sa

plénitude et dans son unité harmonique, la décadence 16
et la barbarie ont envahi l'esprit humain.

16 Leconte de Lisle, Préface, Po®mes antiques,
Paris, Librairie Alphonse Lemerre, 1929, p.l.
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Eternal beauty above all is celebrated in the poetry
of Leconte de Lisle., He sought in his 'antique' verses the
splendour of the models furnished him by Hellenic genius. Forxr
him the religion of beauty was not an artificial cult., He
found perfection in Hellenic dance and sculpture, inspiration
and discipline in Greek temples and statuary:
Que ta douleur est belle, d marbre sans pareill
Non, jamais corps divins dorés par le soleil,
Dans les cités d'Hellas Jamals blanches statues
De gréce et de Jjeunesse et d'amour revétues,
Du sculpteur inspiré songes harmonieux,
Muets & notre oreille et qui chantent aux yeux}17
Leconte de Lisle was a strong advocate of Gautier's
theory of "l'art pour l'art", In whatever he wrote, he
aimed at submergence of his personality in his art and at
artistic perfection. Poetry for him was a matter of labour
and erudition, with its own rules of harmony, colour, and
counterpoint. In describing the beauties in nature, he
manifested an acute sensitivity for subtle nuances and an
ability to fix his thought through appropriate figures of
speech. Observing things with the eye of both sculptor and

painter, he presented them in realistic fashion, without

deformation or exaggeration.,

17 Leconte de Lisle, "Niobé", Podmes antigues,

Oeuvres de Leconte de Lisle, Paris, Alphonse Lemerre, 1929, p.
159.
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b. Philosophy and themes of Leconte de Lisle,

Althouzh the adjective *'impassive' was applied to
Leconte de Lisle early in his career and clung to him through-
out his life, nevertheless this poet was capable of intense
feeling. He was 'impassive' only in the manner in which he
pursued his cult of plastic art and the way in which he con-
ceived his work in the aspect of eternity. It is true that
he did not display hls passions obviously, but the fact that
his emotion was contalned did not mean that it was less
profound.

This poet interested himself not so much in individual
(in the sense of egolstically orientated) emotion, but in
collective emotions which he shared with the rest of mankind,
His philosophy was not abstract or indifferent, but a warm
presentation of his love for living things. He shared the
emotions of his heroes and his beasts of prey. Niobé and
Cain alike represent the poet himself, welcoming the dawn of
better days when man would be liberated from the oppression
of established religions and theocracies:

O stupide vainqueur du divin Prométhée,

Puisse, du ciel, ta race avec tol rejetée,

De ton r¥gne aboll comptant les mornes Jjours,

Au gouffre originel descendre pour toujours!

J'al honte de ton sang qui coule dans mes veines,..
Mais toi-m&me as brisé ces détestables chatnes,

0 Zeus! toi que Jje hais! Dieu jaloux, Dieu pervers, 8
Implacable fardeau de 1'immense Univers! 1

18 Leconte de Lisle, "Niobé", Po®mes antiques, p. 155,
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In addition to love of human reason, liberty and
Justice, Leconte de Lisle knew how to express the intimate
sentiments of mankind, his interior world, and particularly
his anguish before the implacable onslaught of time:
La Jeunesse nous quitte, et les Grfaces aussi,
Les Désirs amoureux s'envolent avec elles,
Et le sommeil facile. A quoi bon le souci

Des espérances éternelles? 19

Jules Lemaltre, in his Les Contemporains, avers that

one does not find in the poetry of ILeconte de Lisle the Ionic
grace of Chénier's poetry but rather a cold and severe beauty.
De Lisle's poetry, he asserted, contains more of the Doric
element: virile, austere, powerful — without exaggerated or
laboured forms — and couched in a language fashioned by the
poet himself, replete with bold and vivid metaphors and epithets.
The poetry of Greek antiquity was 1n itself often rough
and realistic (rather than idyllic), as illustrated by the scenes
of carnage in Homer and Aeschylus — scenes of cruel vengeance,
violence and blood., For example, not content with disgorging his
enemies with sword and lance, Achilles crushes their bodies under

the hooves of his horses until blood spurts up from the rims of

the chariot wheels:

19 Leconte de Lisle, "Etudes latines“, Ibid., p. 247.

20 Jules Lemaitre, Les Contemporains, t. II, Paris,
Boivin et Cie, 1903, p. 30.

20
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bc Om’ ’AyLAAFog peyadluov pdvuxec Ymmou
gtetpov Spol vénvbe te nmal &onldac® alpate &6’ &Fwv
vEpBev &nag memdianto nal &vtvyee of nept &lopov, 21
(II’ u98"499)
Similarly, in "Le Vase", "Les Plaintes du Cyclope", "Le
Retour d'Addnis, and "Symphonie" (which are almost direct
translations from ancient models), we discern in Leconte de
Lisle a hard, clipped tone which is far removed from that of
the conventional idyll:
Sur ce roc, ol le pied parmi les algues glisse,
Trainant un long filet vers la mer glauque et lisse,
Un p&cheur vient en hate; et, bien que vieux et lent,
Ses muscles sont gonflés d'un effort violent. 22

However, in the Po®mes antiques, Leconte de Lisle

celebrated the Greece of various ages: prehistoric Greece
with "Niobé", Hellenic Greece with "Xhirén", Alexandrine
Greece with "Hypatie"”. His "L'Apollonide" is a eulogy
dedicated to the intelligence and artistry of Greece — an
apotheosis of art and beauty revealing this poet's inner
contemplation of the Greek ideal.

The Alexandrine period, of course, was characterized
by pastoral and bucolic genres, and to Theocritus, for
example, everything was rose-coloured, gentle, idealized,
(However, even the visions of Theocritus are much superior to

the puerile 'bergeries' of the eighteenth century).

21 Homer, The Iliad, Vol. II, Books XIII- XX1v, ed.
by Walter Leaf, Second Edition, Amsterdam, Adolf M. Hakkert,

Publisher, 1960, p. 381.
22 "Le Vase", Potmes antiques, p., 172.
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The 1idylls of Leconte de Lisle, like those of the Syracusan
poet, proceeded from a sentimental, but not honeyed or
shallow conception of Greece. There is little of the austere
Doric style in "Thyoné", where he portrays the indolent,
dreamy life of the shepherd. The rhythm itself is languorous
end redolent of Ionic grace:
e« s o o s o s o Je suls jeune, et ma main
Ve s'est pas exercée au combat inhumain;
Mais, sur la verte mousse accoudé des 1l'aurore,
J'exhale un chant sacré de mon roseau sonore; 23
Les tranquilles foréts protegent mon repos;
Furthermore, in reading "Kléarista", one may well ask in what
consists the purported rude Doric harshness of Leconte de
Lisle? This charmingly serene work moves with slow and
gracious mien:
L'Aube divine baigne au loin l1'horizon clair;
L'alouette sonore et joyeuse, dans 1l'air, 4
D'un coup d'alle stenvole au sifflement des merles; 2
In the manner of Theocritus, Leconte de Lisle extolled
in fresh, beauteous idylls Nature herself, without stressing
any philosophy apart from that of peaceful happiness. The
poet admires the maidens frolicking on the verdant river banks
and envies the shepherds who have no unsatisfied desires and

experience none of the stresses of modern life, The poet is

persuaded that the Hellenic civilization enjoyed a wonderful

23 "Thyoné", op. cit., p. 72.
24 "Kléarista", ibide, p. 238.
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harmony — the unique conciliation of his own republican
l1deals and pastoral dreams. He envisloned Greece as a land of
beauty, reason and liberty:

Au sol de notre Hellas notre Zme est enchalnée,

Et la terre immortelle ol dorment nos afeux

Est trop douce & nos coeurs et trop belle & nos yeux.
Les vents emporteront ta poussidre inféconde,

Iliost Mais Hellas illumine le monde!

Thus, in fleeing the ugliness of contemporary conditions, the
poet sought refuge in the "eternally pure®" sources of Greek
entiquity. For him art was not an amusement but a religion,
capable of being understood and practised by only a few.
Leconte de Lisle adhered rigidly to his cult of Beauty
— a Beauty containing in itself also Truth and Good. 26
He insisted that the poet, as a creator of Ideas, must realize
Beauty in the measure of its force through a complex synthesis
of lines, colours and sounds. The poet should, moreover, employ
all the resources of fantasy, passion, reflection, and science.

Finally, he maintained, any work which was lacking in sensitive

beauty could not be considered a work of art.

25 "Héldne", Podmes antigues, p. 100.

26 Hellenism itself could be defined as an attitude
toward 1ife in which an acute sense of beauty melds with a love
of freedom, humanism, moderation, and many-sidedness. In the
study of Hellenlism entltled: Hellenlc Influence on the English
Poetry of the Nineteenth Century, author Johanna Gutteling
presents the Hellenlc spirit and temperament as a "sane and
harmonious conception of the relation between man and God",
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Leconte de Lisle preferred to the ardent and volup-

tuous Greece of some of his fellow-Parnassians (e.g., Gautier
and Banville) a pilcturesque and chaste Greece, a Greece of
tranquil riverbanks and hills where young men and maidens
resembling gods and goddesses appear to be frozen in harmonious
and plastic attitudes. Hence, for this poet, Venus de Milo
was not the " joyous Aphrodite", nor the "amorous Kythérée",
nor an elogquent Muse, nor "la molle Astarté", but, rather,
the Goddess of Harmony and Serenity:

Du bonheur impassible 8 symbole adorable,

Calme comme la Mer en sa sérénité, 27

It is indeed the classical sea of the Greeks which

the poet sings in his Po®mes antiques. It is the southern

sea, blue and calm, sympathetic toward man (whereas the
northern seas were considered by Leconte de Lisle to be
hostile toward man, often perfidious, and violently cruel).28

In "Le Réveil d'H®lios" we observe a classical land-
scape in the purest Parnassian style:

Et Sélén® pl&lit, et les Heures divines

Font descendre l'Aurore aux lointaines collines.

Le Dieu s'écriet Il part, et dans l'ampleur du ciel
I1 pousse, eétincelant, le quadrige immortel,

L'air sonore s'emplit de flamme et d*'harmonie;
L'Océan qul palpite, en sa plalnte infinie,

Pour saluer le Dieu murmure un chant plus doux;

27 Leconte de Lisle, "Venus de Milo", Podmes antiques,

p. 135.
28 1In hls Pod®mes tragigues the sea plays a fatal
rdle, finally engulfing humanity.
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Et semblable & 1la vierge en face de 1'epoux,
La Terre, au bord brumeux des ondes apaisees, 29
S'éveille en rouglissant sur son 1lit de rosées,

Leconte de Lisle's own translations of Homer's Illad

breathe a truly placid quality:

f€Alrog ptv Emevto vEov mpooéBoiiev dpodpac,
EE dunohappelTtao BabBuppbov Queavolo
obpavdy eloavidv”

30

(Iliad, VII, 421-423)

H&lios, & son lever, frappalt les campagnes de

ses rayons, et, montant dans 1'Ouranos, sortait 31
doucement du cours profond de 1'0Okéanos . . .
Similarly serene passages are to be found throughout

his collection Derniers Potmes:

Sous les nappes d'azur de la mer d'Ionie

Qui soupire au matin sa chanson infinile,

Quand le premier rayon du ciel oriental

Etincelle en glissant sur l'onduleux cristal,
Puissions-nous contempler, o ch®res Néréides, 2
Vos longs yeux d'émeraude et vos beaux corps fluides!3

It is interesting to compare the following passage
from Leconte de Lisle with Homer's own images of a "“rosy-

fingered" Dawn or Morning, emerging from a cradle of sea-mist:

29 Leconte de Lisle, "Le Réveil d*Helios™, Podmes
antiques, p. 138.

30 Homer, The Iliad, Vol. I, Books I - XII, ed. by
Leaf, Second Edition, Amsterdam, Adolf M. Hakkert, 1960,p. 326.

31 Homtre, Iliade, Traduction nouvelle par Leconte de
Lisle, Paris, Alphonse Lemerre, Editeur, 1884, p. 130.

32 Leconte de Lisle, "Parfum des Néréides", Derniers
Po®mes, Qeuvres de Leconte de Lisle, t. &4, Paris, Alphonse
Lemerre, 1929, D. 23.
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Du limpide horizon, dans l'air tout embaumé,
1'Aurore, fleur céleste, et récemment éclose, 33
Semblalt s'épanowir sur le monde charmé,

~

*Hupoc 6° Apuyévera odvn Ppododbmnturog 'Hbg,

34

(Iliad XXIV, 788)

’Hbe pEv npoudmemrog &n’ ’Queavolo podwv &pvve’,35

(Iliad, XIX, 1-2)

o06€ piv Hdg

oatvopévn Affeonev dmelp Ao T’ Ardvac e, 36

Descriptions of Poseidon and Aphrodite arising from

the sea foam are frequently to be found among the images of

Leconte de Lisle:

Pour braver Poseid®n et les flots écumants . . . 37

0 Fille de 1'Ecume, &
Toi dont la chevelure

Déesse, qui naquis de

33 Leconte de Lisle,
Derniers Pod’mes, p. 31.

34 Homer, The Iliad,
XIITI - XXIv, p. 593.

35 Ibid,, . 538.

Heline universelle, 8
en nappes d'or ruisselle, 3

1'écume des mers . . 39

"L'Enl¥vement d'Européia",

ed. by W. Leaf, Vol. II, Books

36 The Iliad of Homer, by A. Lang, W. Leaf, and E.

Myers, London, Macmillan & Co. Ltd., New York, St. Martin's

Press, 1965, p. 430,

37 "Khirdn", Podmes antiques, p. 189.

38 *"Parfum d'Aphrodite", Derniers Podmes, p. 20.
39 "Héldne", Pod’mes antigues, p. 99.
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In "Nox", the sea is described in an austere, almost
cold fashion, characteristic of the 'impassive' Parnassian
style:
Mais sur le sable au loin chante la Mer divine,
Et des hautes for2ts gémit la grande voix,

Et 1'air sonore, aux cieux que la nuit illumine,

Porte le chant des mers et le soupir des bois. %0

In "Khirdn we see many references to the sea:

"Déja d'un voile épais couvre les flots d'A:lgée"""1

"Au deld des flots noirs par l'orage troublés" b2
"Du sein des flots féconds les humides vallées" 43
"Et 1'écume baisait ses pieds immaculés" bl
"sur le sable od la Mer vient bruire" Ls

"Et sur le bord des mers j'entends Hellas en pleurs"
eseo and many others,
The poet's poem "Dies irae™ shows his resentment
toward a triumphant Christianity and his sympathy for the

vanquished classical gods:

LO "Nox", Podmes antiques, p. 294.

41 "Xhirén", Ibid,,line 6, p. 184.
42 1Ibid,, line 12 on page 190,

43 1Ibide, line 1 on page 196.

kly Ibid,, line 16 on page 196.
45 1Ibid,, line 4 on page 197.
b6 Ibide line 13 on page 212,
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L'harmonieuse Hellas, vierge aux tresses dorées,

A qul l'amour d'un monde a dressé des autels,

Git, muette 2 jamais, au bord des mers sacrées, L

Sur les membres divins de ses blancs Immortels. 7
He searches, also, for a symbol of the sorrow which he feels
in seeing the muses of antiquity disappear:

Les Muses, & pas lents, Mendiantes divines,

Sten vont par les cités en proie au rire amer,

Ah! c'est assez salgner sous le bandeau d'épines

Et pousser un sanglot sans fin comme la Mert 4
In this passage, the endless sob of the sea symbolizes the
pain felt by the poet at the disappearance of this classic
beauty.

Leconte de Lisle's antique landscapes are focussed on
many learned myths and legends: Pan and Kybele, the death of
Hercules, the amorous rivalry of Alkm®ne and Héra, the fable
of the kidnapping of Europe, Hél®ne, Niobé, La Mort de Pentée,
Khirdn, Ekhidna. Allusions are also made to the myths of
Leda, the judgement of Paris, Artemis’ surprise, and others.

"Niobé" presents us not only with a picture of a
primitive life or of a history of conflict between two reli-
gious traditions, but is in itself the symbol of human reason

which has long been constrained by religious doctrine — and

which is now confident that its day willl come.

47 Leconte de Lisle, "Dies Irae", Podmes antiques,

p. 312.
48 Ibidey p. 314,
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The poem "Plaintes du Cyclope" clearly expresses
Leconte de Lisle's view that poetry is the sole remedy for
the troublesof mankind, a view which was to be re-echoed by
many Parnassian and Acmeist Write:t's."’9
In the verse of Leconte de Lisle, three layers of
ideas come to light: a mission to supersede modern society
(inspired by early Fourierist orientation of the poet);
a renewal of "le fonds pensant® of humanity (by studying the
past and evoking ancient gods); a complete adherence to the
credo of "1l'art pour l'art®.
Although he considered "la Beauté sensible" as a

prerequisite in art, nevertheless, he insisted, the work of

art must be at the same time an intellectual creation. All

real poetry should contain a philosophy, whether it be hope,
aspiration, or a definitive renunciation of human identity.
His own work was carried out with a markedly intellectual
passion, and even in moments of acute existential despair
this writer reached out toward an lmpeccable art containing

within itself the immortal dream of beauty.
c. Form and style of lLeconte de Lisle's verse.

Not only was the subject matter of his Greek poems

borrowed directly from Pindar and other antique poets, but

49 This particular concept of art as offering the
key to human survival 1s one of the underlying themes in the
poetry of Osip Mandel'shtam (as discussed in Chapter 3 of this

thesis).
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the very technique of his poems often preserves characteristic
methods used by his anclent masters., In "Hél®ne" and “Les
Erinnyes" Leconte de Lisle reintroduced the classical chorus,
and in his ode "Kyb®le" we find the strophe, antistrophe, and
epode,

As already mentioned, Leconte de Lisle was an artist
who was constantly preoccupied with the demands of form, He
was endowed with a feeling for true symmetry of contour, and,
in his hands, a poem represented a block of marble to be
shaped and hewn until its proportions were perfect,

The sonorous beauty of Leconte de Lisle's poetry
results in a magical effect which leaves the reader over-
whelmed by form rather than subject. In many of his poems
this poet was apparently less concerned with thought than
with line, colour and sound, resulting in *word-symphonies’
of resounding beauty. Nevertheless, although the poetic
preoccupations of this writer were those of the School of
Art, his good taste and self-restraint prevented a display of
the unfortunate virtuosity which characterized the work of
several of his fellow-Parnassians.

The archltecture of his poems — of carefully pro-
portioned symmetry — is made up of massive lines, basically
simple in contour. The poet did not hesitate, in order to

ensure the cohesion of the verse, to make the 'joints' so

solid that they are visible. He used heavy conjunctions and
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extended phrases, with this cohesive framework often creating
an effect of immobility and a degree of 'raideur':
Je ne quitterai point Sparte aux nombreux guerriers,
N1 mon fleuve natal et ses roses laurilers,
Ni les vallons aimés de nos belles campagnes
00 danse et rit encor l'essaim de mes compagnes,
Ni la couche d'Atride et son sacré palais. 50
Leconte de Lisle's rhymes are rich, often sumptuous,
especlally when he places at the end of his lines the vocalic
names of the Greek gods:

Et, s'élangant du sein des grottes de Nérée, 51
Suilvent la belle Ind, compagne vénérée,

Le puissant H®rakld®s, fils de Zeus et 4d'Alkm2ne,
Qui déploie en tous lieux sa force surhumaine.

Thanks to the rhythm of his verse, the long, sonorous
vowels are lengthened still more and resound strongly, con-
stituting an important euphonic tool. The antique names, put
into circulation, create a melodious quality of sounds, in-
tensified by the plastic deployment of these words by the
poet:

Le léger Méléagre, appul de Kalydon;

Bout®s & qui Pallas d'un glaive d'or fit don;
Pélée et Télamdbn, Amphidn de Palldne,

Et le bel Eurotos cher au Dieu de Kylldne;

Le cavalier Nestdr, et Lyncée aux grands yeux
Qui du regard péndtre et la terre et les cieux, 53

50 Leconte de Lisle, "Héldne", Po®mes antiques, p.1l03.

51 "Niobé", ibid,, p. 143,
52 "Khirén", ibid,, p. 191.
53 1Iblde P. 191 - 192,
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His enumeration of these names adds to the metrical beauty of
the verse because of their harmony and novelty — a boon in a
poetic language like French, which is deprived of short and
long syllables:
Chantez 1'immortel Zeus, jeunes Okéanides
Qui vous Jjouez en rond sur les perles humides,
Kéto, Kallirhoé, Klymene aux pieds charmants,
Kymathoé, Thétis, Glaucé, Kymatol2ge,
Elektre au cou d'alb&tre, Eunice aux bras de neige, L
Reine des bleus palais sous les flots écumants! 5
This onomastic cascade of names is often accompanied
by such patronymic periphrases as "fils d*Hypéridn®, "fils de
Kronos", "fils d'Aristée", etc, Geographical enumeration of
encient Greek toponyms also lends a historical or legendary

atmosphere to his poenms:

O cité de Tyndaret O rives de mon fleuve,

Salut, & mont Taygdte, 8 grottes, & vallées, 55

Ni la riche Milet gqu'habitent les Idnes,

Ni Syracuse oll crott 1'hélichryse aux fruits jaunes,

Ni Korinthe ol le marbre a la blancheur du lys,

N'ont vu fleurir au jour d'égale AThestylis. 56

His poetry abounds with pre-eminently classical
imagery: 1l'étalon, les cerfs, les colombes, les ramiers,
l*'abeille, la cigale; 1le laurier, le myrte, l'asphoddle,

le cypreés, l'hyacinthe, la mélisse, l'anémone, etc.

54 Leconte de Lisle, "Niobé", Podmes antiques, p. 149.

55 "Héléne", 1b1d., p. llu’ - 115.
56 ®Thestylis", ibide, P. 221.
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In addition to being a master of the exigencies of
metre, rhythm, and rhyme, Leconte de Lisle showed particular
imagination in his choice of tropes:

La Nuit divine, enfin, dans l'amgleur’des cieux clairs,
Avec sa robe nolre aux plis brodés d'eclairs,

Son char 4'ébdne et d'or, attele de cavales
De jals et dont les yeux sont deux larges opales,

[ ] . ] L] [} L] [ ] L] * . . . ] [ ] . [ ] [ ] . L] [} ] . ] . .

Sa gulrlande étoilée et 1l'écharpe des nues,
Descendit dans les mers des D&vas seuls connues . . .57

Many of his epithets reveal a strong antique flavour: la
grappe féconde, la violette sombre, 1l'hyacinthe pale, la
mélisse odorante, le cytise amer, le lin chaste, as well as

la pourpre de Phrygie, casque d'alirain, agrafes d'argent,

lin d'Egypte and épée aux clous d'or. In this way, Leconte

de Lisle evokes aspects of primitive nature in fluid effects
of light and freshness, resurrecting vanished images, forms,
and landscapes, and reviving them in their pristine grace,
Alexandrine verse predominates in his antique verses,
and in one of the most beautiful passages in “Le Réveil 4'H®lios",
dedicated to the radiant sun, brilliant alexandrines reflect
its glory:
Le Jeune Homme divin, nourrisson de Délos,
Dans sa khlamyde d'or quitte l'azur des flots;

De leurs baisers d'argent son épaule étincelle 5
Et sur ses pileds légers l'onde amdre ruisselle.

57 Leconte de Lisle, "Qunacépa", Polmes antiques,

p. 47.
58 "Le Réveil d'Helios", ibid.,p. 137.
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The odes of Leconte de Lisle are patterned on those

of Pindar, whose verse represents the true voice of Doric
poetry. In the extremely supple metric of his poetry,
Pindar treated a great variety of themes in grave, epic
fashion, His style was characterized by the use of striking-
ly extended metaphors, periphrases, vivid epithets and strong
impressions of the visible world., His poetry describes the
overpowering beauty of nature — the blaze of sunlight and
precious gold, the flashing of storms:

Xpvoéo @bputyZ, ‘AmbAlwvoc xal lomAoné&pwv e @

ohvdLuov Morodv ntéavov® 7Tdc &noder piv Béoig, dylafoc
apx&,

nelBovtar & &oudol céupaoiv,

&ynouvxbpwv 8mdtav mpoorplwv &uBoldc Tebyne &ieAifo-
wévo.

noet TV alypatdv uepavvdv ogBevvderg

&evbov mupbdg. €bder 6 &vd oubmty ALde aletdg, duelav
ntépvy’ duopotépwdev YoA&EaLc, 59

(IIYOIONIXATI A7)

(Pythian 0Ode I, "To Hiero the Aetnaean",
strophe 1, 1-10)

59 Pindar, QOlympian and Pythian Odes, by B. L.
Gildersleeve, Amsterdam, Adolf M. Hakkert, Publisher, 1965,

p. 59.
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In the subordination of personal sentiment to
picturesque representation, in his love for striking form,
objectivity, and plasticity, we see Leconte de Lisle as a
direct poetical helr of the great Pindar. The colour and
sonority of the French Parnassian's poetic language, the
melody and richness of his rhyme, the harmonious line of his
verse — all these elements reflect a true Greek sense of
form, Leconte de Lisle's vividly depicted ancient land-
scapes and his finely polished pocetic style were, in turn,
to serve as classic models — as a source of artistic
guidance and inspiration to contemporary and succeeding neo-
Hellenic writers.

3. Transmission of the Parnassian preoccupation with
form and objectivity to the Russian Acmelst group.

Just as the French Parnassians, reacting against their
Romantic antecessors, sought to subordinate personal ‘'fancies'
to an impersonal, aesthetic tradition, so the Russian Acmeists,
appearing in the first half of the second decade of the
twentieth century, presented themselves as an artistic reaction
against the "mystical obscurity" of their immediate pre-
decessors, the Russian Symbolists.

Members of this group included three leading "Crafts-

men of the Word"éo, Nicolas Gumilyov, Anna Akxhmatova, and

60 As they were designated in L. I. Strakhovsky's
work entitled Craftsmen of the Word. Three Poets of Modern
Russia (Cambridge, Mass., Harvard Univ, Press, 1949),
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Osip Mandel'shtam, as well as S. Gorodetsky, M. Zenkevich,
V. Narbut, I. Odoevtseva, G, Ivanov, G. Adamovich, and N.
Otsup. As foremost theoreticians and poets of the Acmeist
programme, Gumilyov and Mandel'shtam were initially guided
by the aesthetic traditions of the French Parnasse, and it
is their work, in particular, which is discussed in this
chapter. (Anna Akhmatova's exquisitely personal poetry,
although Sappho-like in its classic simplicity and brevity,
does not reveal any strongly discernible influence of the
French Parnassian credo, and 1s therefore not treated in the
present study).

The mouthpiece for this new literary trend, the

periodical Apollon, under the direction of S. Makovsky,
stated explicitly the determination of Acmelsm to replace

*sickly melancholy" with a strong and vital art form.

Mn 6yleM 60POTHCH 38 CHJIBHOE H XH3HEHHOE HCKYCCTBO
3a npegesaMu 6OJE3HEHHOI'O pacHala JYX& o «

announced the editorial staff in its first issue in January,
1913.

In this issue, two articles were published which were
to become the programme of the newly-formed Acmeist school:
"Hacaelue CHMBOJM3M2 X axMeH3M" by Nicolas Gumilyov, and
"HekOoTOpHEe TEYEHUA B COBPEMEHHOH PyCCKOH mO33HH", by Serge
Gorodetsky. In the former article, Gumilyov pointed out that
the Acmeists, like their models, the French Parnassians,

would seek a freer form of verse in order to shake off the


http://pacna.ua

THE FRENCH PARNASSIANS AS IMMEDIATE 29
PRECURSORS OF THE RUSSIAN ACMEISTS

fetters' of established metrical forms:

« « . Ilomo6HO TOMy, Kak (paHOy3H HCKajJHM HOBHH, Coxee
CBOOOJHHHA CTHX, AKMEHCTH CTPEMATCA pa3lbHBaTh OKOBH
MeTpa HPONyCKOM CIOrOB, 60OJjee uUeM KOrJa JHOO BOJbHOM
IepecTaHOBKO# yzapeHmit, 4 yXe e€cTb CTHXOTBODEHHA,
HaOXCaHHHE IO BHOBbL NPOLYMaHHON cuanabuueckol 61
CHCTEME CTHXOCHIOKEHHA . . o

Gumilyov stressed the indebtedness of the Acmeist
programme to the literature of Western Europe in general,
and, in particular, to the influence of such writers as

Shakespeare, Rabelais, Frangois Villon, and Théophile Gautier:

Beakoe HanpaBleHHE HMCIOHTHBAET BIKWOIEHHOCTH K TEM HJIH
HHHM TBOpPHAM ¥ 3I0XaM,., JOpPOTrHe MOTHJH CBA3HBAKT
aoned 6oxpme BCero. B Kpyrax, GJIH3KHX K aKMeEH3My,
yame BCEro NpoE3HocATcHs uMeHa llekcnupa, Pabue,
Buaaoua u Teoguad I'oTre . . . Haxioe U3 HHUX —
KpaeyroabHH#® KaMeHb [AJA 3HAHHA aKMEeH3Ma, BHCOKOe 62
HanpaxeHue TOH HJH HEHOE ero CTHUXHUH.

Shakespeare, said Gumllyov, revealed to us the inner world of
man, whereas Rabelals treated the outer or physiological side
of man, Villon dealt with the essence of life itself — 1love,
vice, death, and immortalit;%leo Théophile Gautier, Gumilyov

attributed the revelation of earthly life, presented in fault-

less artistic form; "Teoduadb I'oTre IAA 3TO¥ XUIHM Hamen B

ECKycCTBe JOCTOHHHEe oJexiH GeaynpedHuXx ¢gopm".

61 H. C. Tyumunes, "HacaeIHe CHMBOJM3M2 H akMeusMm",
Anoaaox, C. Ilerep6ypr, M 1, auBapp, 1913, cTp. 42 - 43,

62 Tam xe, cTp. 44 - 45,

62a In his article on Frangois Villon (II, p. 343 - 351),
Mandel'shtam lauds the medieval dynamism of this writer, contrasting
it with the sterile rhetoric of many of his contemporaries of the
XV century.
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The union of these four aspects was to be the aim of
the Aemeist school,63 forming a credo which would emphasize
plasticity in craftsmanship, as well as a return to realism
and to the substance and beauty of this world. 6%

Serge Gorodetsky's article developed still further

Gumilyov's concept of an objective, realistic art:

. « . Bopnba MexIy &KMEH3MOM H CHMBOJH3MOM, €CJH

3T0 Goprfa, & He 3aHATHE NOKHHYTON KpemocTHd, €cTh,
mpexJe Bcero, 6opeba 3a » T O T MUpP, 3Byvamui,
KpacouHH#, UMenmu# opMu, BeCc M BpeMmd, 32 Hamy
OR2HETY 3EMII « « o o+ o « s o o o o o o o o o o @

Y akMedcTOB po3a ONATEH cTaja XOopoma cama o cebe,
CBOMMH JjeeCTKaMH, 3a0aXOM H L BeTOM, & He CBOUMH
MECJAMMHMM HOOLOGHAMH C MHCTUUYUECKONH JWGOBDPHN HJIH UEM 65
HUOYIDb eme.

Even ugliness could be beautifull:
e « o HE TOJBKO XOPOWO BCE YyX€ JaBHO OPEeKpacHoe, HO
H YPOACTBO MOxeT OHTbL IpexpacHo. Ilocae BCHAKHX

HenpHATEH MMDP 6eCHOBODPOTHO NPHHAT 2KMEM3MOM, BO

BCce#l COBOKYIDHOCTH KpacoT H 6e3006pas3Hi. 66

The essential difference between the Symbolist and

Acmeist schools lay particularly in the question of style.

63 This ill-assorted grouping of Shakespeare, Rabelais,
Villon and Gautier, as cornerstones of Acmeism, received sharp
criticism from Briussov, as well as from modern critiessuch as
Weidle and Struve,

64 Maximilian Voloshin commenting in Apollon (No. 4,
1910) on the plasticity of the images in Henri de Regnier's
"Les medailles d'argile" stressed this necessity for transition
from symbolism to a strict realism,

65 C. T'opozenxm#, "HexoTOpHE TEeYeHHA B COBPEMEHHOH
pycckodl mossum", AmoamoH, M 1, 1913 r., cTp. 48.

66 Tam xe.
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The Russian Symbolists, heeding the exhortations of the French
poet Verlaine, laid particular stress on "la musique encore et
toujours”™, as well as on "rien que la nuance".67 The Acmeists,
however, repeating the arguments of Gautier, took a firm contra-
position:
CoszaHbe TeM mpekpacHeil,
YeMm B3ATHHR MaTepHaa

BeccrpacrHeli: —

CTHX, MpaMOp HJb METAJ. 68

This emphasls upon the shaping and moulding of rebellious,
resistant material is evident in the forementioned article of

Gumilyov:

+ +« o 2KMEHCTOM TpPyZHe€e OHTb YEM CHMBOJHCTOM,

KakKk TpyXHee NOCTPOHTH cob6op, ueM GamBw. A OJHEH

U3 OPHHOHIOB HOBOTO HANDABIGHHA —— BCETJa HATH g
00 JHUHHE HaubOoJbEEero CONPOTHBJIEHHS,

In the poetry of Gautier, Gumilyov saw the precise mani-
festation of the 'spontaneity' and first-handed 'Adamism’
extolled by the Acmeists. Gumilyov's own poetry presents many
parallels, also, to the virile, colourful verse of Leconte de
Lisle. Like their French models, Gumilyov and his fellow-
Acmeists, as objective literary architects, applied themselves

with dedication to the workmanship of 'impassive' material.

67 Paul Verlaine, "Art poétique", Jadis et Nagudre,
Paris, Cres et Cie, 1921, p. 29-30.

68 H. TI'ymmaen, "Hckyccrpo", lleperoau uz Teo¢uas ['oThe,
HabpaHHOE, llapHX, Librairie des cing continents, 1959, cTp. 227.

69 H. I'ymunes, “"HacieIde CHMBOJHM3M& M akMeHsM", ANGAJOH,
C. [lerepbypr, ¥ 1, ctp. 43.
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Technical principles governing Acmelst versification
consisted of: pictorial-sculptural elements in the presentation
of images; precision and restraint in descriptions; clarity and
solidity of compositional structure. The dominating principle
was that of dexterous craftsmanship in the representation of
thoughts and feelings.

Like the Parnassians (and their common ancestor, the
Greeks), the Acmeists strove toward a concrete realization —
a palpable crystallization — of the poet's idea. These poets
sought reality not so much in subjects of everyday life, but
in the word as such, that is, in a fusion of the 'ldeal' and
the 'real' ( CIO0BO - na0Th), In Hellenic fashion, they attempted
to minimize the distinction between things (as being real), and
ideas (as being incorporeal). It followed from this that the
'word-object! could be animate, and ideas - incarnate.

In Greek art, Hegel percelved a perfect balance of the
'ideal' and the *real’, of the infinite and the finite., By
virtue of idealizing the sensuous, poetry could present the
whole world of the human spirit:

Der Ton wird dadurch zum Wort als in sich

artikuliertem Laute, dessen Sinn es ist, Vor-
stellungen und Gedanken zu bezeichen . . . 70

The poetry of Mandel'shtam, in particular, is characterized by

this conscious return to the Greek Weltgefiihl of Word-Psyches,

and incarnate or *'fleshed-out' ideas.

70 G.W.F. gegel, :Entwicklung des Ideals zu den besonderen
Formen des Kunstschonen", Asthetik, Band 1, Frankfurt am Main,
Europalsche Verlagsanstalt GmbH, Berlin, 1955, p. 9%. (The italics
in the above quotation occur in the text itself).
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4. Implementation of the Acmeist Credo in the
poetry of Osip Mandel'shtam.
Osip Emilievich Mandel'shtam (1891 - 1938), in his
article, "On the Nature of the Word", spoke of the tangible
link between Russian nominalism or terminology and the Hellenic

philological tradition:

CioBO B RJIHMHHCTHYECKOM IIOHHMAHHM €CTH IJIOTh
IeATexbHadA, pas3pemapmadAci B COOHTHE . . . HHE OXHH
A3HK HEe NPOTHBHTCHA CHJIBHEE DPYCCKOIO HA3HBATEIbHOMY
H OPHKJIAJHOMYy Ha3HA4Y€HUW., PyccKU¥ HOMHHaJU3M, TO
€CcTh, IOpelCcTaBlEHHE O DPEaJbHOCTH CJIOBa, Kak TaKoOBOrO,
XHBOTBOPHUT IyX Hamero A3HKa M CBA3HBaET €ro C 3JJIHHCKOHR
QPHIONOTAUECKOH KyJAbTypoH He 3TUMOJOTHUYECKH H He
JHTEPaTypPHO, & uYepes NPUHUMIO BHyTPEeHHel CcBOGOJIH, 71
OJIMHaAKOro npucymef MM O60HM.
Placing stress on the "word as such", and on precise logic in
poetical construction, this poet created his own linguistic
instrument to transmit his extremely sensitive feelings and
impressions.,

On the surface, Mandel'shtam's poetry appears impersonal,
almost impenetrable at times. The laconism of his architectural
poems evokes a rarefled atmosphere, a severe objectivity in the
poet's perception of the world. However, as previously pointed
out, this studied detachment was very characteristic of Alexandrine
art, where art was elevated and exalted, often remote from the

material aspects of human existence. Like his Parnassian pre-

decessors, notably, Gautier and Leconte de Lisle, this poet

71 0. MangeabmraM, "O npupoze caosa", CoGpaHue
counHeHH#, ToM BTOpOoH, Inter-Language Literary Associates, New

York, 1966, cTp. 288.
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cultivated, in his early verse particularly, the disinterested
quality and objective restraint of antique models,

The classical influence is visible throughout his
work, not only in thematics and imagery, but also in tone,
rhythm, and metrics, In the following verse, for example, we
are aware of a stately progression of lines and internal har-

mony, completely in rapport with its Homeric content:

Becconnmna. I'omep. Tyrue napyca.

S coucor xopabae#l mpouea 4O CepeiUHH:

Ceil ZIMHHHY BHBOJLOK, cell moesk XypaBIHHHH,
Yro Hal daxaJ0n KOrZa-TO HOKHAJCH. 72

Seeking, like Théophile Gautier, to sculpture verse
from "le bloc résistant®, Mandel'shtam reverently employed
words as "bullding stones"™ in the construction of carefully
balanced verse structures .72%ign1finantly, his first volume of
poetry 1is entitled Stone.

Mandel*shtam's erudition permitted a keen historical
penetration of antiquity; the meditative, almost static,
atmosphere of many of his poems is reminiscent of classical
landscapes in ancient poetry. In conjuring up visions of
Hellas, he presents us with vividly authentic fragments of the
antique world.

His descriptions of contemporary architecture reflect

the grandeur of Greek design and frieze décor. Admiring the

72 0. MaHZexpmraM, KaMeHb, CofpaHue COuHHEHHH#, TOM 1,
Inter-Language Literary Associates, BamgHrToH, 1964, cTp. 48.

72a A 'lapidary' style, in which each element is polished
and hefted for balance (see Prof. Clarence Brown's The Prose of
Osip Mandelstam, Princeton Univ. Press, 1965, p. 57).
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architectural-sculptural symmetry of Saint-Sophia he writes;

[lpexpaced xpam, kynawmaiica B MUDe,
U copox OkOH — CBETa TOPXECTBO;
Ha mapycax, noxs KynoJoM, dYeTHpE
ApxXaHreja npexKpacHee BCEroO.

73

The transpositions of art which figured so largely in

the poetic aspirations of Gautier are

plastic effects of Mandel*shtam's verse:

EcThr meaoMyZpeHHHE YapH —
Bucoxuit nax, ray6oxuii MHD,
JajJexo 0T 9QHPHHX JHD
MHO# yCTaHOBJIECHHHE XapH.

Y TmaTeabHO OOMEHTHX HHN

B yacH BHEMATEJbHHX 338KaTOB
d cayman MOHX IEHaTOB
Bcergna BOCTODXEHHYN THNb.

74

also evident in the

As with Gautier, the theme of death permeates much of

the poetry of Mandel'shtam:

Ha cTexaa BEeUYHOCTH YyX€ JEerio
Moe inxaHHe, MOE€ TeNJo.

75

Me cMepTH XIeM, KaK CKa304YHOTO BOJKA,

Ho A 60wCch, 4YTO pPaHbmE BCEX yMpeT
ToT, ¥y KOTro TPEeBOXHO-KPaCHHN poT

¥ Ha raasa cnajapmaf YEJKa.

76

B Ilerponoae OpO3pauvuHOM MH yMDeM, ny
I'me BiacTeyeT HaJ HaMmH [[po3epnuHa.

[leTrepbypr! A eme He XOUy YMHPaTh:
Y TebAa TenepOHOEB MOHX HOMEpA. 7

73 MauZexnbmTam,
courHeHu#, cTp. &3.

74
75
76
77
78

TaM xe,
TaMm xe,
Tam xe,
TaMm xe,

cTpD.
CTp.
CTp.
CTp.

"JeHHHIpag?,

"Alla-Cogma", HKaMens», Co6GparHue

5.
6.
27.

6l. (Tristia)
CTHXOTBOPEHHA, CoOp.

Ccod.,

CTP.
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Mandel'shtam feared contemporary reality. His poetry is not so
much a direct reflection of life but a reflection of its re-
presentation in literary or artistic works of art like the
cathedrals of Saint Sophia and Notre Dame, the plays of Racine,
and the paintings of Monet and Van Gogh. 1In this poet there clearly
lay a deep love of culture — not merely ancient, but world culturg?

Mandel'shtam perceived world history and civilization in
1ts perpetual circulation. Consequently for him Petersburg re-
mained *Petropolis', and the superficial *'truth' or 'reality' of
actual l1life concealed a deeper reality, accessible only through
extra-temporal recognition. In his poetry there exists a constant
contrast between the fragility of present human existence and
the eternal span of time and life in general.

Unlike Marcel Proust, Mandel'shtam did not employ an
affective approach in his search for "le temps perdu".79a With
Mandel®shtam, it was a matter of intellectual pleasure and per-
ception rather than a mystical and subjective impression — a
concrete and objective approach to the Absolute, rather than a
purely emotional one. Historical intuition played a most

significant rdle in Mandel'shtam's Weltanschauung, and a deep

intellectual passion and love of aesthetic beauty pervaded his

creative work,

79 V&ctor Terras, "Classical Motives in the Poetry of
Osip Mandel'stam", The Slavic and East European Journal, Vol. X,
No. 3, 1966, p. 254.

792 (As discussed in the present writer's Master's thesis,
Proust et Mandel'shtam & la recherche du temps perdu, Univ. of

British Columbia, April, 1963).
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5. An Acmelst Counterpart of Leconte de
Lisle: Nicolas Gumilyov,

N. C. Gumilyov (1886-1921) played a particularly
significant rdle in the Acmeist movement both as theorist
and as poet. He was an avowed admirer of clarity and
artistic lmpassivity in art. Following the tenets of his
Parnassian precursors in France, he firmly asserted that
poetry was a craft and a "pure art", and as such should be
completely independent and apolitical. Striving toward
"BemHEOCT® " (the 'thing' in itself) in his poetry, Gumilyov
sought an objective of palpable 'things' as a vehicle for
the expression of his thoughts and feelings.

However, Gumilyov (like Leconte de Lisle) revealed
many traces of a strong Romantic heritage:s his poetic world
is intense and virile, filled with love for nature and man-
kind., We see in the poetry of this poet a fortitude and an
optimism very similar to the courage and moral strength which
characterize the verse of Leconte de Lisle. Both these poets
clung, in moments of despair, to the ideal of an art based on
the beauty of their visible world. Both judged social faith
inefficacious and searched for God and harmony in a return to
the primitive stages of nature and man.

Much of thelr poetry is devoted to the description of
luxuriant jungle settings and stately beasts of prey. The

African poetry of Gumilyov presents many parallels to the
Potmes barbares of Leconte de Lisle, We see in their poetry
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a "3mepdHHOCTB", that is, a biological pull toward life, as
well as a fervent admiration for nature and all earthly
creatures.,

In two poems, coincidentally entitled "Jaguar",
Gumilyov and Leconte de Lisle contemplated this menacing
animal through the eyes of artists., Not only do they present
this beast of prey in its sinuously majestic form but they
also endeavour to penetrate lts primitive soul and the natural
disposition which preordains its predatory rdle:

Dans l'acajou fourchu, lové comme un reptile,
C'est 1'heure oll, 1l'oeil mi-clos et le mufle en avant,
Le chasseur au beau poil flaire une odeur subtile,
Un parfum de chalr vive égaré dans le vent,
Ramassé sur ses reins musculeux, il dispose
Ses ongles et ses dents pour son oeuvre de mort;
Il se lisse la barbe avec sa langue rose; 8
I1 laboure 1l'écorce et l'arrache et la mord. 0
In another poem, "Le R&ve du Jaguar", the poet accepts this
function of predator as an integral quality of the jaguar:
C'est 124 que le tueur de boeufs et de chevaux,
Le long des vieux troncs morts & 1l'écorce moussue,
Sinistre et fatigué, revient & pas égaux. 81

We see a similar philosophical acceptance of the rdle

of this predacean in Gumilyov's "Jaguar":

80 Leconte de Lisle, "Le Jaguar", Podmes barbares,
Paris, Librairie Alphonse Lemerre, 1929,p, 209,

81 Leconte de Lisle, "Le R&ve du Jaguar", Ibid,, p. 216,
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CrpaHHHZ COH yBHJEX A CErojHA:
CHHJIOCM MHE, YTO A CcBepKax Ha Hebe,
Ho uTo X*M3HB, YyAOBUINHAA CBOLHA,
BukEHyna MHe HeJOoOGpHEl xpebuii.

[ L] . . . . - . - ] . L] * . . . * L]

U Kk anickoMy Kpajacd A XHJIHLY
Ilo nycroMy cyMpaduHOMy IOJD
JoOHBaTs NOJHOUHYH MHHNY, 82
boroM MHe H23HAYEHHYKW JOJN.
Similarly, man is unable to evade his own mortal destiny:

He cmacemscd OT AOJM KpOBaBO#, ggq
YT0 3€MHHM NpeJHA3HAUUIS TBEDPIAb.

The spectacle of the exotic landscapes of Leconte de
Lisle and Gumilyov, with their flashing light and colours,
full of perfume, movement, and sound, leaves the reader im-
pressed by the vivid descriptive power of these two poets.

We find ourselves in sympathy with thelr philosophical and
accepting attitude toward the primeval instincts of nature's
creatures,

Both poets felt strongly that our particular human
fate, with its sorrows and disillusionment, could be attenuated
through the contemplation of the forces and beauty of the world
which surrounds us. Thelir poetry resembles Greek poetry in

that 1t attempted to place itself directly before nature,

82 H. T'ymuaes, "Hryap", "PomaHnTHYecKHe LOBEeTH", CTHXH
1903-1907 rr., CoOpaHHe couMHeHM#, TOM mepBui, OOJN pelakmuei
I'. II. CrpyBe ¥ B. A. $HIHNNOBA, M3IZAaTeJbCTBO KHUXHOI'O Maras3dHS
Victor Kamkin, Inc., Bamuurrox, 1962, crtp. 69.

83 "“Bubop", Tam xe, cTp. 55.



http://pe.23.aKn.Hefi

THE FRENCH PARNASSIANS AS IMMEDIATE 4o

PRECURSORS OF THE RUSSIAN ACMEISTS
portraying her in her pristine charm and ingenuity and trying
to reconcile that which is graceful and soulful with that
which is passionate — in other words, loving all manner of
life which is wholesome and energetic, and, above all, simple
and spontaneous. Both Leconte de Lisle and Gumilyov, along
with many of their fellow Parnassians and Acmeists, endeavoured
to make of their verse a true mirror and failthful echo of all
around them as viewed through the prism of a first-hand, Adam-
like perception of 1life and the universe,

6. Significance of Greek antiquity for these

neo-classiclists.

In summing up the principal traits which linked the
Acmeists with their immediate precursors, the French Parnassians,
namely: (1) artistic craftsmanship as modelled on antique art

(2) the cult of beauty

(3) the credo of "l'art pour 1l'art"®
it should be stressed that the significance of Hellenic anti-
quity for these two literary movements was not simply as a
model, but as a "living seed".5 Classical art 1ived on in the
poetry of these neo-Hellenlsts, serving the creation of new
works of art which would, in their turn, serve as patterns

for posterity.

84 Tadeusz Zielinski, OQur Debt to Antiquity, London,
Rutledge and Sons, 1909,i-viii,
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The French Parnassians and the Russian Acmeists, like
thelr ancient masters, showed a strong, spontaneous empathy
for the life of external nature. They presented their central
ideas in lucid, sculptured outlines, attempting to dispense
with all ornament which might confuse or obscure their line of
thought., It was art which presented itself as the chief aim
of these neo-classicists, and in thelir burnished verse they
employed all the resources of verse and language in order to
express in lasting form their exalted visions of beauty and
eternity.

Particular emphasis will be given in this dissertation
to the considerable literary contribution of the Acmeist poet
Mandel'shtam. In his implementation of architectural-
sculptural poetic devices, vivid imagery, and harmonious,
rhythmic perfection patterned on antique models, this poet
played a most significant rbdle in the perfecting of artistic
form, It is owing to the painstaking artistic efforts of Osip
Mandel'shtam that the literary credo of the RBussian Acmeists
and that of their direct predecessors, the French Parnassians,
continue to be perpetuated in the poetry of many Soviet Russian
poets who have since revealed themselves to be worthy successors

85

of these assiduous verbal craftsmen of France and Russia.

85 Among those who drew upsmthe Acmeists® doctrine and
example were N, Tikhonov, N, Asseev, as well as V. Sayanov, B,
Slutsky, the Constructivist I. Selvinsky, and many other neoteroi
and epigones.



CHAPTER 1II

MANDEL'SHTAM'S HELLENISM AS
MANIFESTED IN HIS POETIC STYLE

The effect of antique influence upon Mandel'shtam's
poetilc sty1886 was not a superficial hellenization but the
expression of an inner hellenism which this poet believed was
already latent in the Russian language. This modernist poet
stressed above all the relationship of the Russian tongue and
that of the ancient Greek. The effect of this bond is strongly
visible not only on the content or motifs of hls verse, but
also on the form and artistic technique Wh;ch he employed.
Mandel'shtam was never an adherent of the theory of absolute
originality on the part of the poet; he believed that each
writer should begin to create by initially recognizing within
himself the enduring traits of great models of the past,

We do not find in his work grandiose frescoes which
have been externally imposed, nor do we find comparisons and
allegories which are not organically linked with the basic
text. The Parnassian techniques of Malkov, Fet, and Briussov
were not those of Mandel'shtam — especially the virtuosity of
Briussov, whose polished verses ranged from dionysian volup-

tuousness to the most abstract concepts (using symbols as

86 1In the Aristotelian sense of the word 'style', that
is, a distinctive manner or technique of writing.
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aesthetlic signs in his almost mathematical verbal systemn,
Briussov's poetry remains, in the opinion of many critics,
essentially scholarly):
fl mocemax cany JizkeeB, AxKaleMui,
Ha BocKe oTMedaJ pedYeH»A MyILpEloB,

Kax BepHHE yueHuk, # GHI lacKaeM BCEMH, gy
Ho caM Jo06HJI JIMDBP COYETaHbA CIOB.

In the poetry of his contemporary, Viacheslav Ivanov, we find

a notably deeper mystical perception and emotional depth:

U ¢ TmOero kpemid, Kak JpeBire, MelbOOMEHa
3puT, DBHE, CKOpGHafA, BOJMEOGHH# KpPyr HOYCTHHD 88
W Taprap, Izumamu# moJ BepTOrpajkoM NJieHA.

To this Symbolist poet Mandel’'shtam freely acknowledged the

indebtedness of the Acmeists: " . . « cam BAueciap HBaHOB

89
MHOTO CHOCOGCTBOB&J HNOCTPOEHHIN 8KMEHCTHUYECKOH TEODHH . . o"

Mandel *shtam resembles Pushkin in the pure, clear,
intellectual quality of his poetry, while a spiritual
affinity with Batiushkov and Tiutchev is discernible in the
profoundly philosophical bent of his poetry. Above all, we
see a vivid correspondence with the poetic strivings of
Innokenty Annensky, who wished to resurrect in Russia the

ancient soul of Hellas:

87 Valery Briussov, "I", Modern Russian Poetry, An
Anthology with verse translations, ed. by Viadimir Markov and
Merrill Sparks, Great Britain, MacGibbon & Kee Ltd,, 1966,

p. 32. 88 Viacheslav Ivanov, ibidee Pe 132,

8 O. MauzeasmraM, "0 opupoze caosa", Co6paHue
coudMHEeHH#, T. 2, CTp. 299.
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Mex z3ox0oYeHHX 6aHL U OGEJUCKOB CJaaBH
EcTr sneBa Gexam, a BKpyr rycTtHe TpPaBH.

He TemnT THMDPC €e, OHa He 6beT B THMOAH
U Geaompamopnuit ee He aw6uT [laH. 20

Mandel*shtam was completely in sympathy with the strong inner

integrity which characterized the creative work of Annensky:

"Ypok TBOpuecTBaZ AHHEHCKOrO XJA DPYyCCKON HO33UM He IANHURHIANUA,gq
& BHYTpPEeHHHH saxuuHuamM" . . .

Similarly, in Mandel'shtam's own poetry, the profound essence
of antique art is preserved, although the original stamp of
the poet himselfl is predominant. We see throughout a
92a

remarkeble fusion of form and human values achieved through the
supple resources and rhythms of hls own national idiom:

A QaeliTHCcT He y3HAET NOKOA —

EMy xaxercs, 4TO OH — OJXHH,

YTOo KOrza-To OH MOpe DPOJHOe

U3 CHpeHEeBHX BHJIENHA TIHH. 2

(CrrxoTBOpEHHsa, 1937. BOpOHEeX.)
Mandel'shtam's early verse, in particular the collec-

tion Stone, is characterized by a slow, stately movement and
a cool elegance of form. Just as we perceive a true Hellenism
of the spirit in his poignant contemplation of the transience
of mortal existence, similarly, the poet's emotions are chaste

and restrained throughout and are expressed in an objective,

90 Innokenty Annensky, "Pace", Modern Russian Poetry,
ed. by Markov and Sparks, p. 122.

91 O. MangeabmraM, "0 nDpepoXe caoma", TaM xe, CTp.
295.

92 0. ManzeapmraM, "QaeliTa rpeseckoit tsra m Hora",
Co6paHMe couneHH#, T. 1, cTp. 252.

92a See footnote 93a on following page,
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laconic fashion. A strong sense of proportion and harmony,
an epigrammatic conciseness of expression, as well as a master-
ful handling of rhythmics and language reveal Mandel'shtam as
a poet in the best traditions of classical literature, where
there has always existed a perfect rapport between content and
form.93a

In his Philosophy of Fine Art, Hegel viewed art and

poetry as exclusive forms in which Greek artists could bring
to life and expression the ideas which were fermenting in
themselves, The classical (and not symbolic) art form re-
presented the appropriate free embodiment of the poet’s Idea
in a shape which was uniquely adapted to the notional concept
itself:
.., Als Auflodsung dieses gedoppelgen Mangels ist die
klassische Kunstform die freie adaguate Einbildung der
Idee in dile der Idee selber eigentiimlich ihrem Begriff
nach zugehbrige Gestalt, mit welcher sie deshaldb in
freien, vollendeten Einklang zu kommen vermag. Somit
gibt erst die klassische Form die Produktion und
Anschauung des vollendeten Ideals und stellt dasselbe
als verwirklicht hin, .. 93
Because of its clarity, the classical type of art could
comprehend the true content of Art and present us with the

complete Ideal in a concretely realized formg

93 Georg Wilhelm Friedrich Hegel, "Entwicklung des
Ideals zu den besonderen Formen des Kunstschdnen", Asthetik,

(Zweiter Teil), Band 1, p. 84,
93a PForm, that 1s, in the sense of the structure into

which the elements of an experience are organized (G. Gestalt,
as opposed to content, Inhalt).
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« « «Klar namlich ist das klassische Ideal dadurch,
dass es den wahren Inhalt der Kunst, d.i. die
substantielle Subjektivitit, erfasst und damit

eben auch die wahre Gestalt findet, die an sich
selbst nichts anderes ausspricht als jenen echten
Inhalt; so dass also der Sinn, die Bedeutung keine
andere ist als diejenige, welche in der ausseren
Gestalt wirklich liegt, indem sich beide Seiten 9l
vollendet entsprechen . . .

Similarly, in Mandel'shtam's ability to contain
the general in the concrete, we see a conscious return to
the Hellenic Weltgefilhl as a natural condition of the poetic

9ba
world. Like the Greeks, he strove toward an art representing

a perfect interpenetration of ideal content and sensible form.,

1. Mandel'shtam as theoretician of the
Acmelst credo.

Osip Mandel'shtam was not only a practising Acmeist
in his work but was equally deserving of the designation of
able theoretician of the Acmeist school. 1In several literary
articles he laid particular stress on "the word as such",
insisting that lLogos for the Acmeists played as vital a rble
in their poetic creation as d4id music for the Symbolists.

In "The Morning of Acmeism" he postulateselearly this vital

Cult of the Word:

+ + o MexnesHo poxgasoch "ciaoBO, Kak TakoBoe",.
llocTrenerHo, OJHH 3& JAPyruUM, BCE 3JAEMEHTH CXOBa

94 Hegel, "Entwicklung des Ideals zu den besonderen
Formen des Xunstschdnent op. cit., p. 304.

94a German idealistic philosophy, esp. Schelling, Fichte,
and Hegel, exerted a considerable influence on Russian intellectual

circles.
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PTATUBAJIKCE B NOHATHE (JOPMH, TOJLKO CO3HATENbHHIN
cMHCJX, Jloroc, IO CHX HNOp OmHMGOYHO H HPOH3BOJIBHO
novyuraercsas colepxaHueM. OT 3TOro HEHYXHOTO
noyera JOoroc TOABKO NpOMrpuBaeT; Joroc TpebyeT
TOJBKO PAaBHONDABEA C JDYIEMH 3JeMEeHTaMd CJIOBa

e ¢« o JlnA aKMEHCTOB CO3HATEJNBLEWH OMHCA CJIOBa,
Joroc, TakaA xe npexpacHad ¢opuma, KaKk My3HKa g5

AN CHMBOJHCTOB, (Qmambn_ng_anzgpamxn§_§_pﬁnﬁﬂaxa,
He coOpaHHHE B KHHUIH,

In "On the Nature of the Word" and "Culture and the

Word" (articles published in the book On Poetry in 1928),
Mandel'shtam emphasized the Hellenistic character of the
Russian language and the necessity of freeing Russian verse
from the strictures of rhetoric. This, he asserted, could be
done only by reinstating the antique conception of the Word as

"a Psyche, a live soul, freely choosing its own sweet body":

Pycckulfi A3nk — H3HK 3JAJEHMCTHYeCKHE. B cuxay
OEeJOro pAja HCTOPDHYECKHEX YCHOBHH, RHBHE CHJIH JJJAHH~-
CKO# KyJbTYpPH, YCTYNUB 3amal JA2THHCKEM BJIHAHHAM H
He HAJOJAr0 3aram@Baichk B 6e3ZeTHOH BH3aHTHE,
JCTPEMHIHUCE B JOHO Pyccko# peur, coo6mEB ed camo-
YBEPEHHY® TallHy BJINHHHCTUYECKOr0 MHPOBO33DEHHA,
rafiHy cBOGOJHOI'O BONJOmMEHHA, ¥ I O 3 T O MY

PyYyccrku# A a3uk CcTaux M e€HHDO 96
3 Byuame# H roBopaAnKei O0JIXO0OTD5H B,
(O_noazum)

This again brings to mind Hegel's statement that poetry is
separated from the content of consciousness — 1in other words,

poetry is a universal art of the mind which has become free in

95 O. MaezexpmTaM, "Yrpo akmMeusma', CoGpaHue
counHeHut, ToM BTOPOE, Inter-Language Literary Associates,N.Y.,1966,
cTp. 363.

96 "O npepose cayoma", Tam xe, cTp. 287.
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its own nature. This art form represents a truer, more
genuine representation than a merely natural sensible thing,
"because its existence is not the finite self-external
existence of the *'detached' object perceived and *understood’
in everyday thinking as qualified and related within a
context of other finite objects, but the moment of external

objective reality (Wirklichkeit) which the Idea gives itselfr".97

(Hegel defines the above "finite objects" as the mere stones
of a cathedral, the pigments on a canvas, or the audible words
of a poem),

Mandel*shtam's concept of the Word-Psyche as an
independent, disinterested entity presents a striking parallel
to the above notion, namely, that poetry does not depend for

its realization upon external sensuous matter:

PazBe Bemp x03sHH caoma? Croeo Ilcuxes.
HrBOoEe caoBO He o6o3HavaeT nperMeTa, a CBOGOJHO
BHOEpaeT, Kak OH JIif XHJbA, Ty HIAU HHYHD Npejl-
METHYHO 3HaYHMOCTh, BEMHOCTHL, MHJIOE TejJo. MU
BOKPYr Bem#d CXOBO OayxiaeT cBOSOZHO, Kak ZAyma 98
BOKpPYr OpPOmMEHHOr0, HO He 3abHTero Texa. '
{0 mossmm, 1928)

While Mandel'shtam concurred that an understanding of
'Acmeism'® necessarily contained within itself an understanding

of classicism, he did not insist that the former adhere to

97 Hegel, "Art", "Philosophy of Spirit II" (quoted
from The Philosophy of Hegel, by G.R.G. Mure, London, Oxford
University Press, 1965, p. 185).

ﬁ98 O. ManneasmraM, "CioBo B KyabTypa", Cobpanue
COUYHEeHHH, T. 2, CTpP. 268,



MANDEL*'SHTAM'S HELLENISM AS L9
MANIFESTED IN HIS POETIC STYLE

classical tenets in a narrow and uncompromising fashion:

B nossunm HyxeH KJIacCCHUH3M, B NOI3UH HYXEH HAAMHHUBM,
B NO33UHM HYXHO NOBHEEHHOE UYYBCTBO 06paA3HOCTH, MamHHHHH
PHUTM, TOpPONCKOH KONNEKTUBH3M, KDPECTBHSHCKHI (OIBKJIOP « o

« o o 0, uynopumuasa HeOxarozapHocTb: KyasmuHy, MasfkoB-
CKoMy, XneCHUKOBY, AceeBy, BauecaaBy WUpasoBy, Coxory6y,
AxuaroBoH, IlacTepHaky, I'ymEaeBy, X0oZaceBHUy —— yX Ha
YTO OHH HE€ NIOXOXHM JApyr Ha Jpyra, H3 pasHO# raiuHuH. DBels
9TO BCE pPyCCKHEe IO3TH HEe Ha BYepa, He Ha CEroiHi, a
HaBCErja . . o

« « o BCA COBpeMeHHasd DpycCKasd NO33MA BHINIA M3 POZOBOIO CHM-
BOJHMYECKOT'O JOHAa., 99
(O_nossuu, 1928)

e « o AKMeHCTHYECKHH! BeTep NEpPEeBEPHYA CTPAHHLH KJIACCHKOB
X POMAaHTHKOB, ¥ OHM DACKPHJHCH H& TOM CaMOM MecTe, Kakoe

BCero HyXHee OHJO IJA SHN0XH . . . 100

(TaM xe. )

As an Acmeist theoretician, Mandel'shtam considered
that the distinction and strength of Acmeist poetry lay in
its style, rather than in a distinctive world outlook or
innovative ideas:

» + o He Hzer, a BKyCH aKMEHCTOB OKa3aJHCh
yOu#CcTBEHHH JAXA CHMBOJH3MA .« .« .

e« o o [lOX'eMHaA cHJ2 aKMEH3Ma B CMHCIE HAefATelb-
HO#f Ji0wb6BH K JHTeparType, ee TAXECTAM, €€ Ipysy —
HeoOGHYaiHO BeJHKa, M PHUATOM 3TOff XeATeabHOM
Jio6BM M OHA EMEHHO HOBHH BKyC, MyXecTBEeHHafd
BOJA K NO33HH M HOO3THKE, B IEHTpe KOTOpPOH# CTOHT
YeJOBeK, Hé CHJKNMEHHHH B JeNemKy JXeCHMBOJH-
YEeCKHMH yXacaMH, a KaK XO03dHH y cebsa Joma,
HCTHHHHE CHMBOJU3M, OKPyX€HHHM CHMBOJAMH, TO €CTbh,
yTBapEL, Obnazawme# ¥ CIOBECHHMH NPEACTABICHHAME, 444
KaK CBOMMH OpraHaMH.

(0 moeaum, 1928.)

99 "Bunax", rtam xe, cTp. 270, 272.

100 "O mpmpoxze cxoma", ram x%e, cTp. 300.
101 rTam xe, cTp. 299.
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Mandel'shtam considered Acmeism to be not only a literary but
a social phenomenon in Russian history. Poetry had, therefore,
a moral obligation to view man at the centre of all existence,
as an individual who is stronger and more steadfast than the
material world which surrounds him., In Mandel'shtam's own
poetry we see attention and concern given to human welfare,
values and dignity — all the traits of a dedicated humanist.
In view of the thoroughness with which this writer

expounded his critical views with regard to the basic aims
of Acmelsm, it is interesting to determine the methodology by
which he incorporated these same concepts in his own creative
work. In Mandel'shtam's hands, poetry became a "quintessence
of literature" — "la perfection marmoréene” so sought after
by his Parnassian predecessors., His poetry 1s expressedin
'mythology', and in his art, as in Greek art, the divine is
not merely symbolized but perfectly embodied. The infinite
for him was not remote, abstract, or unreal — only the
infinite could be present, concrete and real.

It was in the human form that Greek art gave the

spiritual world its full expression. Hegel points out
that Fate 1s a moment of spirit where, in the Greek aesthetic
religion, i1t passes into the various gods of Olympus and the
nether world:
.+ o Wo dle Kunst jedoch in ihrer héchsten Vollendung
vorhanden ist, da enthdlt sie gerade in ihrer bild-

lichen Welse die dem Gehalt der Wahrheit entsprechendste
und wesentlichste Art der Exposition. So war bei den
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Griechen z.B. die Kunst die h8chste Form, in welcher

das Volk die G8tter sich vorstellte und sich ein
Bewusstsein von der Wahrheit gab., Darum sind die
Dichter und Kfinstler den Griechen die Sch8pfer ihrer
G8tter geworden, d.h. die Klnstler haben der Nation

die bestimmte Vorstellung vom Tun, Leben, Wirken des
GBttlichen, also den bestimmten Inhalt der Religion 102
gegeben . . .

For Hegel,

the Greeks were the only pure artists, and with

the advent of Christianity, art ceased to be the dominating

form of spirit.103 (The divine is still expressed in an

ancillary art, but is represented in inward devotion, rather

than in tranquil aesthetic vision).

For Mandel'shtam, however, Hellenic art remalns a

powerful, indestructible force in man's continuing cultural

development:

SANMHA3M — B3TO CO3HATeJbHOE OKDyXeHHe uYeJOoBeKa yTBaphi,
BMECTO 6e3pa3jUYHHX NpeIMEeTOB, NpeBpalieHHe JTHUX Hpej-

METOB B yTBapb, OUEJOBeUEHUE OKPYXaWEero MUpa, COTPEBaHHE, )
ero ToHYalmMM TeJeOoNOTrHYEeCKHM TEelJOM.

( 0 _mossmm, 1928)

It is a system in the Bergsonian sense of the word, liberating

man from the dehumanizing effect of contemporary hardships:

ONJAMHM3M, — 3TO CHCTeMa B BeprcoOHOBCKOM CMHCJIE CJOBA,
KOTOpYL 4YEeJOBEK pas3BepTHBaeT BOKDyr cebd, Kak Beep
ABneHu#l, 0CBOGOXIEHHHX OT BPEMEHHOH 3aBHCHMOCTH, CO- 108
OOAUYMHEHHHX BHYTPeHHEH CBASH 4Yepes 4YeJoBedeCKoe .

( Tam xe)

102
103
104
1056

Hegel, "Die Stellung der Kunst im Verh#ltnis zur
Religion und Philosophie", #sthetik, p. 109.(Erster Teil)
G.R.G. Mure, The Philosophy of Hegel, p. 200,

O. MaugexpmTam, "O npupole caosa", Tam xe, CTp. 295,
Tam %e, CTp. 296.
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Mandel*shtam's own poetry abounds with symbols
employed as tools, With the Logos, or reason incarnate,
he bullds up an organic poetry — a 1living poetry of the
'word-object', His mythical deities and imagery, far from
being superficial ornamentation, serve as major motifs or
'idea~carriers', embodying in markedly Hellenic fashion the
content motivating his lyrics.,

In studying Mandel'shtam's poetic craftsmanship, we
are struck by the harmonious classlical style in which many of
his verses are structured. Striving, as did the Greek ancients,
toward a perfect balance of content and form, Mandel'shtam skil-
fully combined his compositional elements in a plastic embodi-
ment completely adequate to the spiritual content of his poetry.

2, Classical structuring of Mandel'shtam's verse:
tone, genre, metre, verse-patterns, language.

a, Tone.

The initial tone of this poet's verse is one of sonorous
discourse, virtually without any raising or lowering of the
voice. We see throughout his early poetry, in particular, a
slow, ceremonial tempo, rich in spiritual and intellectual
content but at the same time characterized by a cool aloofness
and detachment:

B croaune cepepHOM TOMMTCH NHMALHHE TONOAL,
3anytaJcA B JHCTBE Npos3pauHu#l nupepbaar,
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U B TeMHOZ szeseHH ¢peraT HJIM 8KPONOIB
Cuser uajanu, BOJe u HeGy OpaT. 106

(KamMenb, 1913.)
Historical intultion and culture play a sighificant

part in this writer's Weltanschauung and an intellectual

passion and love of aesthetic beauty pervades his creative
work. His rapturous visions are often fixed in the static

attitudes and frozen design of antique art:

4 xax HoBHE BcTaer I'epkynanyM,
CnAmu# ropol B CHAHbBY JYHH,

U y6ororo pHHK& JauyyrH,

A Moryumi nopuueckuit cTBOJ. 107

(Tristia, 1918)

A X0n0ZKOM NOBEAJO BHCOKHM

OT BHOYKJIO-IEeBHYECKOro xba,

Y7T06H pPACKPHAHCH NPABHYKaM JIaJE€KHM

Apxunejara HexHHe rpoba. 108
(Tristia, 1919)

OrpoMEHY Dapk. BoKzaja map CTEKJIAHHHH.

HexesHH¥ MUDP OHATH B32BOPOXEH.

Ha 3By4YHHH nUp B 3JH3HUYM TYMaHHHU

TopxeCTBEHHO YHOCHTCH BAaTrOH. 109
(CrtuxoTBOpPEHHA, 1921 )

Y30p OTTOuYEHHHH ¥ Mexkuil,

3acTHaa TOHEHbKadA CeTKa,

Kak Ha ¢apgopoBo#t Tapeaxe

PECYHOK, BuuepuemHmii merko, 110 (p.. ... 1909)

Much of his quiet, cool poetry exudes the pale radiance of the

classical world.

106 O. Manzeavmram, "Azmumpanredcrso", CobGpaHue
cOYyuBeHu#, ToM HepBu#, crp. 9.

107 "“Horma B TemHO# Houm szammpaer”, Tam xe, CTP. 41
- 720

108 "“Ha kaMeHHHX oTporax [mepmu", Tam xe, CTIpP. 74.

109 "HonmepT Ha Boksaxe", Tam xe, CTp. 95.

110 "Ha 6aesHo-roxy6oft smaiu", Tam xe, CTp. 5.



MANDEL *SHTAM'S HELLENISM AS 54
MANIFESTED IN HIS POETIC STYLE
In the following excerpt, very reminiscent of a
stylized Greek landscape, we are aware of silence and a certain
stasls in the empty sea and the *'soundless' choir of birds:
Cayx uyrkuft mapyc Hanparaert,
PacmupeHHnE nycreeT B3OD

¥ temMRy nepenausaer
lIonHOYHHX NTUL HesBy4YHHH xop.111

(Kamens, 1910)

It was not (as was the case with Gautier and Leconte
de Lisle) the picturesque outward appearance of antiquity
which appealed to Mandel'shtam, but its tragic depth. 1In his
verse we see a darker, harder world, where fate is a dominant
factor and man's brief existence is chaotic. Understandably,
this poet was no optimist — his own difficult life circum-
stances precluded this}lﬁxlfact, the menacing atmosphere and
constant political persecution suffered by many writers during
the twenties and thirties found genersl expression in notes of
pessimism, fear, and anguish.) A predominant mood of Mandel'-
shtam's verse is one of sadness and constant anxiety, however
masked these emotions were by a classical restraint in tone:

HaM nu, OpomeHHHM B NPOCTPAHCTEE,
O6pevyeHHHM yMepeTh,

0 OpexpacHOM IOCTOAHCTBE
H o BepHOCTH XEajeTh! 113

(Kamesn, 1915.)

111 O. Manzeaepmram, "CayxX uyTkHi# mapyc Hamparaer",
TaM Xe, CTp. 9.

112 Mme Mandel'shtam's memoir, Hope Against Hope, is
a moving account of the persistent subjugation of intelligentsia
through terror and bribery, and, in particular, the harassment
suffered by herhlsband and herself.

113 Mangearmram, "O cBoGoZe HeGHBaJoOR", TaM %€, CID. 48,
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While many of his classical forerunners and contem-
poraries sang the ephemeral or erotic pleasures of the senses
and the visible loveliness of the Hellenic pagan world, Osip
Mandel'shtam lamented in poignant tones the fact of man's

mortallity:
MH B KaxXZOM B3J0XE€ CMEDPTHHE BO3AyX IbeM,

¥ xaxJu# wac HaM CMepTHad TrOJHHA.
Boruus mops, rposHasA AduHa, 114
CHMME MOryuui#i KaMeHHHH# WmeJOM.

(Tristia, 1916)
The accents of Mandel'shtam's Muse are often those of appre-
hension and despair. A melancholy elegaic strain appears in
a neo-Pindaric ode in the Tristlia cycle, entitled “The Twilight

of Liberty*:
[lpocaapumM, 6paTed, CYMEpPKH CBOGOIH, —
Besukui#z cymepeuHu# rozg.
B xunamye HOYHHE BOJMH
OnymeH TDy3HHH# lIeC TEHET,
BocxoaumEys TH B rayxue rOJnH,
0 coznme, CyZud, Hapox.11d
( MockBa, Maii 1918)

115a
A note of irony 5 becomes plainly manifest in a later poenm

where he queries the capricious century:

Koro eme y6remb? KOro eme NpPOCJIABHEL?
Kakyo BHIyMaemb JOXbL?

114 "B IlleTponone npoapauHoM Mu ympeM", Cobpanue
COYMHEHHH, cTp. 61.

115 "Cymepku cBoGOZH", TaM xe, CTp. 72.

115a (Greek eironeia, or manner of speech of early
Greek comedian, the eiron or 'underdog', revealing a mocking
intent and a tendency to perceive life in terms of the incon-
gruities that exist between appearance and reality).
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To yHIepByZa XPAm: CKOpEe BHDBA KJIABHON —
H myusw xocTouky Halfiemb; 116

(CruxoTBOpEeHuA, KHMra 1928 r.
Pazsea "1921-1925", 1924. )

We hear notes of increasing fear and anguish in
these later verses which reveal the painful consciousness
of the poet as contemporary reality presses in on him. His tragic
lamentation is no longer moderated by the classical restraint

of the earlier cycles, Stone and Tristia:

[lerepOypr! & eme He XOuYy yMHpaTh:
Y TebA TenedOHOB MOHX HOMEDE. 117

(CTuxoTBODPEHUA HECOOGDaHHHE B KHHUTH
CTHXOB &BTOP& ¥ HEONYGJHKOBaHHHE,
Jekabpb, 1930, JeHHHTpPaL. )

lomoru, I'ocnolib, 3Ty HOYb HOPORHUTH:
i 3a xu3Hb 6och —3a TBOBL paby —
B Ilerep6ypre xXuTh — CJIOBHO CHATh B rpo6¥.118
AuBaps, 1931)
The desolate sadness in Mandel'shtam's poetry is
sugmented by the movement and measure of his verse, which is
completely attuned to the emotional and spiritual intensity
of the poetic content. He dbes not always contain his
tragic verse in the strict confines of classical meters:
his syllabo-tonic patterns yield to verse in which it is
difficult, if not impossible, to discover a syllabo-tonic
basis. His rhythms become harsher, less fluid. The lines of
his poetry begin to differ considerably in length, and in the

absenee of a regular metrical structure, these rhythmic

factors come to the fore in a not too irregular distribution

116 MaHZespmTam, "1 axBapa 1924", Tam xe, CcTp. 118,
117 ‘“JlenuHrpan", ram xe, CTp. l1l44.
118 T"lloMoru, Tocnoib, 9Ty HOYL HOpPOXHTH", cTp. 146.
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of stresses line by line, with intervals carefully balanced:

llorsour B MockBe. POCKOmMHO OyLIUKECKOE JETO.

C Bpo60OTOM MEIKHM PacCXOLATCA YAHUH B 4060TaX Y3KUX
XEJNE3HHX.

B uepHO# ocme 6aaxeHCTBYOT KoJabOa OyJibBapoB,

Her Ha MOCKBY ¥ HOYBK YTOMOHY. (1931)

119
AN N e N e
TN Y TN N T T N N —— NS —
AN N
—_— L N == N NS
—_— U ) ™ = N N
The poetry of Mandel'shtam does not display the open
eroticism which characterizes much of the poetry of antique
models as well as that of later epigones. Perhaps only a very

few poems may be considered as 'impassioned' amatory outbursts:

H 6oxrme He peBHYD, W, cnoBHO HmpecTynaeHbe,

Ho A Teba xoOwy, Mensn B tebGe BaeyeT

¥ cam ceba Hecy 4 HckyocaHnHHil, B CMATEHbH, 120
Kax xepTBy naxady. BumHeBH# HeXHHH pDOT.

+ 6 e e s s o s u (Tristia, 1920)
Nevertheless, it is not so much an erotic declaration of love,

but fear and pain of loss felt by a lover, which is etched
clearly and poignantly in the above poem.

Even though the emotion in Mandel'shtam's later verses
appears heightened, it nevertheless remains under the control

of the intellect. The characteristic tone of his poetry

119 0. MavgeabmrTaMm, "[oarour B Mockme", Tam Xe, CTD.
155.
120 "#d svapaBHe ¢ npyrumu", Tam xe, cTp. 89.
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is predominantly reflective, There is an autumnal quality
in the gravity of the poet's utterance, akin to the tempered

dignity and tenderness which we find in Sappho and Simonides:

Henn# HLeHb CHPOH oceHHME BO3AyX

A BEHXGJ B CMATEHbBY ¥ TOCKE;

fl X04Yy HOy%HHATL, H 3BE3IH

30J0THE B TEMHOM KOmEJabKe! 121

( Kameusn, 1912)

&otepeg piv &uol udAav oerdvvav
% dmunpdnTtorol gdevvov eldoc
énmota mARBoLox pEALoTA A&umnL
y&v ( )

122

(Sappho, frag. 34)

‘A MoTow vdp obn &mnbpwg velel T mapdv pbvov,
AN’ EmépyeTar
Ve F 4 [ 23
navta fepLEouEva
(Simonides, frag. 46)
The critical, intellectualist strain of Simonides is
1234

reflected in the controlled timbre of Mandel'shtam's work. 2

From time to time, however, an inherent Jole de vivre in the

latter poet surmounts his personal setbacks, and the tone of

his poetry is then reminiscent of the more ringing tones of

121 O. MamzesbmraM, "30i0TO#", Co6pauue COYHHEHHH, T. 1,
cTp. 21.

122 Sappho, frag. 34, Lyrica Graeca Selecta, ed. by D.L.
Page, Oxford Universlty Press, 1968, p. 105.

123 Simonides, frag. 46, "The Muse's Harvest", Greek Melic
Poets, by H. W. Smyth, New York, Biblo and Tannen, 1963, p. 02,

123a In his "Conversation about Dante®™ (II, p. 437), Mandel'shtam
describes timbre as a structural basis, similar to the alkalinity or
acidity of a chemical mixture: it is a sound-colouring which reflectsg
acoustically the subject matter of a poem.
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"honey~-smiling" Sappholzuof whom he sings with elation:
bexuT BecHa TomTaTh JAyra 9SaaalH,
O6yna Cago necTpH# camoxox,
W MomOTOUKaMH KYWT LKKaIH,
Kax B nmeceHke noercda, NepCTEHEK. 125

The poet presents a rhapsodic vision of Greek islands, blessed
with peace:

I'me He elxAT HaIJNOMIEHHOrO XJjeba,

I'me TOABKO Men, BHHO M MOJOKO,
Ckpunyyu# Tpyh He ompayaeT Hebo,

M Kozneco BpamaeTCH JErKo. 126

We often see in the poetry of Mandel'shtam a con-
bination of Apollonian joy in the contemplation of beauty, and
Dionysian intoxication. These two spirits are coupled in
his work in traditionally Hellenic fashlon, reinforcing each
other through a mysterious union into harmonious, integral

artistic creations, or as Nietzsche in his Birth of Tragedy

describes this Apollonian-Dionysiac duality:

e « o S0 dass wir hier, wo diese gleichsam durch
den Gelist der Musik beschwingt und emporgetragen
war, die h8chste Steigerung ihrer Krffte und somit

in jenem Bruderbunde des Apollo und des Dionysus
die Spitze ebensowohl der apollinischen als der 127
dionysischen Kunstabsichten anerkennen mussten. . .

To this "fraternal union" Nietzsche ascribes the contlnuous

evolution of art, culminating, in the case of lyric poetry,

in an efflorescence of music in images and ideas.

124 ’Iémhon’ &yva perliyduelde Zédmoor, (E Ale. 124,5a.119)

125 O. MamnenrmraM, "Ha kxameHHHX oTporax Imepun", Colp.
c04o, CTP. 74,

126 Tam xeq CcTp. 75.

127 Priedrich Nietzsche, Die Geburt der Trag8die, Werke in
Drei B#nden, Erster Band, Mlnchen, Carl Hanser Verlag, p. 129.
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b. Genre,

In 1ts pure form, the epic occupies a negligible
place in Mandel'shtam's work. To this genre belongs his
0ld French epos, "The Sons of Aymon", based on a fragment

from the geste "Doon de Mayence":

lpaman veTHpe OpaTa, HECXOXKHE JHLOM,

B 6onpmo#i nZBOpPEH~-CKBOPEMHAK C BHCOKUM NOTOJKOM.

Tak cyxw ¥ moZxape, UTO BOPOH MM KapKHeT "6pHch",

OT yauBmeHbd GPOBM y JaMh OOLHAJHCH. 128

(lepeBogH ¥ nojpaxaHug, 1923)

In this same category we may place a poem in trans-
lation by Mandel'shtam from the epic tale of the Georgian
poet, Vazha Pshavela. It extols the virtues of the hero,
Gogotur, who although possessing 'bogatyr'-like strength, is
gentle and peace-loving by nature:

lprnoguaxca GeXHHH AnmuHa,
llochueBmu#t, Bech B cJjaesax:

* . . L L L] * L L L . ® . L]

l'ororyp, HZai nouegym B JOO
3a uyymecHH¥ HOABUI JACKOBHH", —

Obuanucy, YNPOUHJE COK3. 129

( HepeBoJH M ODOLpaxaHHA, 1923 )

The major portion of Mandel'shtam's poetry, even his
verses dedicated to historical personages, are of a clearly

expressed lyrical character. NKevertheless, the lyric of this

128 "Cunosba A¥MoHa", Co6GpaHue coyuHeHuit, cTp. 310.
129 "lorotTyp m AmnmueHa", TaM Xe, cTp. 322.
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writer is penetrated with elements of the epos (particularly
the antique Greek epos) not only in theme, but in tone, com-

parlisons, metaphors, epithets, etc:

Similes:

"Hak pakoBdHa 6e3 XeMuyxuu" 130

"Ho, kax MeZysa, HeBCKasg BoaHa" 1s1

" rTak xe 6eJeH Kak NpUpPoLa
H rakx xe mpocr kak Heleca,"

- » . . . [ [ ] - . . . [ o [ ] 32
Kak nTyy DOJHOYHHX roxoca" 1

Metaphors:

"[IpEDPOZE — TOT %€ PHM. . " 188

"Tlocox Mo#f, MOZ cBOGOAa," 134
135

"BepHOCTh UJjakKaJa B Houu"

" . . . IlpospauyHaa BecHa 6
B sexenuil nyx Ierpomoap ozemaer" 13

Conventional epithets:

"Boxbe UMA," 137

"gaKk CKazOuHOTO BoJgkal 138

130 O. MaHjgeabmTaM, CofpaHHe couMHeHHii,"PakoBuHa", CTP. 1.
131 "MHe xoxnozHO. IlpospayHas BecCcHa...", TaM xe, CTp. 61,
132 "Gayx uyTku# napyc Hanparaer," rTaM xe, CTP. 10.

133 "“Ipupole - TOT Xe PuM M oTpasuHjach B HeM", cTp. 40.

134 "Ilocox", TaM %e, CTp. 42.
135 "Q cBofoxe HebuBaJoOi", TaMm Xe, CTP. 48.

136 "MHe X oOxoZHO. IlpospausHaa BecHa", Tam xXe, CTp. 61.
137 "06pas TBOH, MyudTenbHHH M 3uOKH#", cTp. 18.

138 "Or Zerxkoi XH3HM MM comay c yma", cTp. 27.
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"IloroBopEM 0 PuMme -— ZEBHHE rpaz!" 139
"BOruHA MOpHA, rposzHad AdumHa," 140
"Halx uepHoo Hesoi#" 141
"8a Muc TyMasHHE MerarxowM,

¥ uepHH# napyc BO3BpaTHTCA" 142

Recurrent formulae;

"lloezem B llapckoe Ceno!

L] . . L] - - L] . - . . L

oepnem B llapckoe Cexo! ™ 143

"Tsoux, HKaccanzpa, ry6, teoux KaccaHzpa, raas," 144

"3a TO, YTO A PYKH TBOM He CyMeJ yJhepxaTsb,
3a To, 4YTO A Ipejay COJEHHEe HexXHHe IryO6H,

[ . . . . . . . . . . . . L] . . . . . L] . 45

: 1
T'ze vujasa Tpoa? rxe umapcku#t, rie gesuuuis goM?"

Introduction of supernatural characters:

"OcTaHbCA meHO#, Adporura," 146
"CeameHHOH maaune# I'epakia" 147
"Béway Baxyca. cayxOu" 148
"Yxe Gocaa Jeanda aeTHT!" 149
"CeaToro Jlyxa KpenocTh" 150
“"leTanT BaabKHpHH" 1581

139 ‘“llorosopum o Pume — ZWBHHE rpag", Tam xe, CTP. 35.
140 "B Ilerpomose npo3padHOM MH yMpem", cTp. 61.

141 ""CoaomuHKa", Tam %e, cTp. 59.

142 "“Eme paxexo acdormeaeii", ram ke, cTp. 65.

143 T"llapckoe cexo", Tam %e, cTp. 20.

144 “Kaccauzpe", Tam xe, cTp. 67.

145 "““3a TO, 4TO A PYKH TBOH He cyMmea yrepxarp", CTDP.87.
146 "Silentium®, CTP. 9. 147 "3Bepunen", cTtp. 56.

148 "3070THCTOrO MeJLa CTPyH K3 OyTHaku Texia", CID. 64.
149 “Tristia%, TaM Ee, CTp. 73.

150 "B XpyCTaJIBHOM OMyTe Kakasg KpyTHsHa!", cTp. 7D.

151 "erawT BaibKUpHH, HOWT CMHYKAY, TaM xe, CTp. 3D.
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In structure, Mandel'shtam's verses belong chiefly to
the lyric genre. They are for the most part strophic, and not
in continuous lines of the same metrical structure. They are
often 'logaoedic', that is, written not in continous feet of
the same metrical length, but l1n some combination of dactylic
and trochaic rhythms, iambic and anapaestic, etec.

The deep commitment so necessary for true lyrical
expression can be keenly felt in his poetry, despite an apparent
aloofness of temper. A master of language, Mandel'shtam handled
lyric utterance with skill and precision, attaining an extra-
ordinary coalescence of sound, rhythm and imagery, thus creating

a vehicle 1deally sulted to the lyric expression of his thoughts

and feellings:

Her, HUKOrrZa HUUYed A He OHJ COBPEMEHHUK,
MHe He ¢ PYKH noyeT Takoi.
0 Kax NpoTHBEH MHE KaKO#-TO COUMEHHHK,

To 6ua He #, TO GHA APYTOH. 152

(CtuxoTBOpeHHA, 1924)

f BaZparuBap OT XOJOHLa —

Mre xoueTcA OHEeMeTbh!

A B Hebe TaHIyeT 30JO0TO —
[[pgxkasHBaeT MHE IeTh. 133

(Kamenn, 1912.)

152 O. Maujexabmram, "HeT, HUKOrZa HHUueld A He OHJI
coBpeMeHHuK", cTp. 113.

153 0. MengeapmraMm, "{ B3ZparuBa® OT xXoxoza — ",
cTp. 16.
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In the two foregoing examples, we sense the strong
restraint of emotion on the part of the poet. The first
stanza, especially, reveals an intensive underlying anguish
In the poet's rejection of contemporaneit%jzi- he does not
wish to be identified with his troubled times., 1In the
second excerpt, however, the poet's alienation and with-
drawal are overcome by the seductive beauty of a golden sky
which summons him to sing and rejoice.

In these two stanzas we see implicitly reflected
Mandel'shtam's own strong personal ambivalence, which at
times prompts him to disassociate himself altogether from
present reaglities while, at other times, urges him to live
this earthly l1ife to the fullest, despite all its disillusions
and reverses,

While his own age constitutes a period of tragic
upheaval, nevertheless, for Mandel'shtam, nihilism for
Russia is a "separation from the word". It is the word-object,
embodied form itself, which is the central sun of the whole
system and the master of chaos. Mandel'shtam removes poetry
and culture from a temporal perspective and insists upon the
tclassical!' as the central element of his poetry. Material
things are not to be disassociated from their spiritual and
holy beginnings. Just as the soul, for Mandel'shtam, 1s
contained in the material, similarly he envisions Eternity

contained in time, in contemporaneity.

153a cf. the author's desperate cry in The Egyptian Stamp:
"Tord! Do not make me like Parnok! Give me the strength to
distinguish myself from him," (transl. by Clarence Brown, in The
Prose of Osip Mandelstam, Princeton Univ. Press, 1965, p. 171.)
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c., Metre,

In Mandel'shtam's poetry we see many metres which, in
the framework of the tonic-syllabic system, exist chiefly with
the help of tension or severance., Rather than being the
indifferent result of the many tonic metres he employs, the
number of unstressed syllables in his verse holds tremendous
significance, Not only do they produce variety and a feeling
of innovation, but they distinctly reproduce the impression of

Greek lyric metre:
PoxcrBo ¢ aHTHuHO# moosmel HameuaeTca yxe B "Kamue",
ZoctHraet pacnsera B "Tristia®™ u ganee He mnokujaer
nog3KH MaHJeammTamMa JO CaMOro ee NOrpyxkeHHA B "JjeTeHckyn
cTyxy" szaMajuuBaHui. YXe NpY NePBOM BHEMATEIbHOM UTEHHH
ACHO, 4YTO 3TO CXOJCTBO OCYyCIOBIE€HO OTHHAb HE TOJBKO

COAeDpXaHNEM H JIGKCHKOﬁ, YTO CBO€ OCHOBHOE€ BHPpaxXeHHEe OHO 154
HaXOlINT B PHTMHKE H 3BYY&HHH CTHXAa.

Although his verses do not constitute in themselves
imitations of generally-accepted antique models, nevertheless
his poetic rhythmics are dynamically linked with these models.
In Mandel'shtam's metrical system, although the basic unit of

measure is the accented and non-accented syllable, he nonethe-

less looked upon the accent in the Russian language as a

154 Mpuna BymMan, "II09THYECKOE HMCKYCCTBO MaHIedb-
mraMa", MHCTHTYT mo H3ydeHun CCCP, MoExeH, 1964, crp. 35-36.
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quantitative element. In his article, "Notes on Chénier",

Mandel'shtam stated his view that it is time which is the

vital component of the alexandrine:

AnexcaHIpufcKuA CTHX BOCXOIMT K aHTUPOHY, TO €CTh K
IepeKyndIKe Xopa, pasjfeJeHHOT'0O Ha JhBe OOJOBHHH, pac-
norarawmue OIVMHAKOBHM BpeMeHeM IJf H3'ABIE€HUSA CBOe# BOXH.

o « . BpemA — uHCTag ¥ HempuKpameHHad CyOCTaHIHUA
anekcanjpuiina. PacnperxeneHHe BpEMeHH IO xeao6aM rjarorna,
CYHMECTBHTEJLHOTO ¥ SHETETa COCTABAAET ABTOHOMHYN BHYTPEHHKD
XM3HP aJEeKCAHIPHHECKOro cTHXa, peryaupyeT ero ZHXaHHe, ero
HAOpAXEHHOCTE H HaCHHEEHHOCTDL. 155

The above lines support his contention that the alexandrine harks
back to ancient antiphonic or responsive singing of the chorus.
This quantitative aspect figures largely in his own verse:

kEcTyr mBOAr¥Y B Jnecax, / H TJacCHHX JI0JIoTa

B ToHHYeCKHX cTHXaxX €INHCTBEHHasA Mepa.

Ho ToaxbkKO pas B rogy / 6nBaeT pasJHATa

B npupolie ANHTEABHOCTH, /xaK B Merpuke 'oMepa.

Kakx 6m mesypow J smser 5TOT ZeHsb:

Yxe c yrpa noxoﬁ‘l H TPyJAHHE FAVMHHOTH;

Bosx BHa nDacTbEme, / H 30J0Taf JAE€HBb 156
N3 TpOCTHHKA H3BJIEYb l’ﬁoramcrao HeJod HOTH.

Here the caesura acts as a braking device15? by means of which the

poet obtains the rhythmic grouping best suited to his particular

155 "“3amerxd o [Denre", Cob6pamue couyuHeHHi#, T. 2, CID.

337.

156 "EcT, HBOJrH B jJecax, ¥ rjaacHux joarora", Tam xe,
r. 1, cTp., 38.

157 Particularly in the first two lines, where the
hemistichs are rhymed. This use of internal rhyme strengthens
the caesura significantly. (In this poem, the day "yawns like a
caesura"® — the long notes of the shepherd's reed and the orioles!
song, and the length of vowels in tonic versification — the day's
lazy tempo 1s reminiscent of the slow, measured movement of the

quantitative Homeric hexameter), (See V. Terras, op. cit., p. 258),
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purpose — 1in thls case, to procure a slow, measured sonority
attuned to the subject of the poem: a long, lazy summer's day.
The poet consciously chose words and combinations of
words in which the quantitative nature of the stress is felt
very clearly, yet where the power of the stress element is
definitely diminished,
C BeceanM pxaHMeM nacyTcs TaGyHH,
¥ puMcKko# pxaBuUMHOH OKpa&CHIAChH HOJHHA;

Cyxoe 30X0TO KIACCHYECKOH BeCHH
YHOCHT BpeMeHE NpO3pavHafd CTpPeMHuHa. 198

( Kamenp, 1915.)
O —lvufu-|uuju~
U—|VUju—|uuju—|u

U —j U—|v U"u-,uu'U,_
U—|u U||U..1UU'U__’U

U —|

U~ |

U —|
It is obvious from this example that Mandel'shtam obtained
variation in his rhythmics through the strategic use of
pyrrhic feet, For Mandel'shtam, the metre consisted not of
a regular alternation of stressed and unstressed syllables,
but of an even stretch of separated groups of words in time,
(In this he differed from many poets, who, in their imitations
of antique metres, assiduously replaced the long syllables of
the Greek with stressed syllables, and the short, with un-

158a
stressed,) This explains the special character of his

158 "“C BecexuM pXaEHeM macyrca TabyHH,", ColpaHze
COUYHHEHHH, T. 1, CTp. 49.

158a Competent critics, among them, Tynyanov and
Mochul'sky, have remarked on the tancient' guality of Mandel®*-
shtam's poetry. (V. Terras, op. cit., p. 264-265). Ryszard
i%%?ylski in his "Arkadia Osipa Mandelsztama", Slavia orientalis,

(p. é53) remarked on this poet's return to thé ancient molpé or
musicality of poetry. B




MANDEL'SHTAM'S HELLENISM AS 67
MANIFESTED IN HIS POETIC STYLE

rhythmics, and it is this isochronism, particularly, which

8lves an antique Aeolian flavour to his versification. In
the poem quoted, we see (as in Aeolic verse) an essential
similarity between lines of varying lengths, as well as an
invariable nucleus. There are perceptible 'holds' in tempo

so that one phrase occupies the same time in performance as

another: m m
. .I. nacyrca TabyHH T

V—v VU~

N — (temporally

. .l? OKpacHIach ALOJHHA; | equivalent units)

- U—u
vyt

Although the passage may be divided into feet (in this case,

iambi), nevertheless the vital rhythmical unit consists of

phrases and suitable cadences. The phrase in Mandel'shtam's

verse represents (as it does in Greek metre), an organic
unit of measurement. This pensive, meditative rhythm is in
itself a tool in the realization of the poet's contemplation,

and as such, represents an important component in his stylistic

approach,

Another example, showing an even more distinctive
rhythmic treatment (in its digression from the metrical 'norm!),
iz very reminiscent of antique thematics:

CeCcTpH — TAXECTDb K HEXHOCTh -— OJHHQKOBH Balld npime'.m.159

MeIyHHIOH H OCH TAXEJy® PpO3y COCYyT.
o (HoxTebeanr, 1920.)

—ul—uul—ujjuvu —luu —juu —J U

ou —lvu —lullu —luu “lUU -
159 "(CeCcTpH — TAXECTb H HEXHOCTH — OJMHAKOBH Balld

npEMeTH", Tam xe, CcTp. 76.
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These two lines, excerpted from a poem written in a basic

angpaestlic metre, illustrate the rhythmical deviations which

are so prevalent in Mandel'shtam's syllabo-tonic system.,

However, (as I. Bushman points out), this isochronal treatment

is no innovation in Russian versification - on the contrary,
isochronism constitutesan organic element in Russian folk

poetry such as the 'bylina', and has consistently appeared in

the *dol'niki' of Russian poets. Bushman, in describing
Mandel'shtam's work on his rhythmics, calls him "a painstaking
gardener" who achleves unusual results through grafting onto

the wilding of the *'dol'nlk' his own native metrical system of
versification.léo Indeed, the poem from which these lines were
taken represents, in its entirety, a subtle interblending of
antique and Russian phonetic patterns, It reflects Mandel'shtam's
continuous preoccupation with the observance of a stable equi-
librium between ancient Greek sonority and the acoustic elements
peculiar to his own language. For him, Hellenism was an integral
component and tool in his poetic arsenal; he stressed the strong
inner bond between ancient and modern poetry, yet always insisted

on the individuality of the latter:

Tak B NO93HH PaspymapTCA I'PAHE HAUUOHANBHOrO, H CTHXHUHA
OJHOro A3HKA NEepeKJHKaeTCA ¢ JApyrol vepes roJoBH HPOCTPAHCTBA
¥ BpeMeHH, H60 BCe A3HKH CBA3aHH OPaTCKHM COW30M, yTBEpEIan-
mEMCHA Ha CBOGOJe M JLOMamHOCTH KaXAOr0, W BHYTPH 3T0# cBOGOZH

6pATCKHE DORCTBEHHH H NO-ZOMamHEMy ayKanTCH. 161

160 HMpuna Bymman, Tam %e, CTp. 40.

161 O. MangeapmTaM, "3ameTkr o lleHpe", Co6paHHE COUMHEHHH,
T. 2, CTP. 34Z2.
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0f the traditional classical metres in Mandel'shtam's
prosodic treatment, it is the iambic which occupies first
place, His lambics, however, were often modulated: for him,
the pure, clear-cut iambic was too loud and resounding — 111-
suited to the low-keyed tone of his poetry. He most often
adapted this metre in his four to six-foot verses, frequently

adding an unstressed syllable for rhythmical variation { as was the
norm in Russglan verse); 162
HavaoT marxku#ft "mMup" CMyThAHH,

o-fu=lu=Ju=
OrpaBieH xae6 M BO3ALyX BHIOHT. 163
u—lu - Ju—lu—]|u

In combination with regular four-foot lines, the extra un-

stressed syllable not only offered variety but also moderated

164a
the pace of the movement:

Kakx TeH: BHezamHHX 06J8KOB,
Mopcxas rocThda HajJeTeJa
H, OpOCKOJNBL3HYyB, OpomEIECTeJa

CMymeHHHX MEMO Geperos. 164
U—lu—luu|u—|
u—lu—luulu—1lu
vulu—luulu—1u
v—lu—-Juuly—|

162 O. Mauzemsmram, "O 3TOT BO3AYyX, CMyTHOH NbLAHHH",
Co6paHde couMHEHHH#, T. 1, cTp. 76.

163 "OrpaBieH Xie6 ¥ BO3XYyX BHOHT", TaM xe, CTP. 34.
164 "Kakx TeHb BHE3aNHHX 06JaKOB", Tam xe, cTp. 10.

164a 1t should be noted, however, that there is no real
agreement among prosodists as to the validity of *feet' as rhythmic
units in Russian poetry. (James BRailey, in his article, "The Baslic
Structural Characteristics of Russian Literary Meters® (Jakobson-

Festschrift, 1968, p. 17-34) stresses the persistence of the dol'nik
in Russian verse, alongside the classical meters).
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Another device employed by Mandel'shtam to obtain =

slow-measured sonority was that of the caesura. His six-foot

iambics, constituting almost ideal Alexandrine verse, show g

stable centre caesura which at once enriches the simpler pattern

of the metre, and at the same time holds the regularly recurring

beat of the foot from monolithic control of the movement of the

line:

JaIpd Bo3IymHaf/ M MauTa-HeZOTPOTa, 165

Boan Ha nacm6nme,// X 30J0Taf JEHb 166

{ B Pume po,m.nc&,// ¥ OH KO MHE BEpHyJCH:; 167

llymens Mexpuuna,/ u B mecmax yparana 108

[Ilposapaunasn saeana//ﬁ.nyxcxazomnﬁ Or'OHb, 169

fl B xopoBOA TeHe#d,// TONTABEHX HeXHu .uyr,l?O

[lpaposa — TOT X€ an,//n,rcaxerca, onAaATh

HaM HeszaueM 60ToB j/ HampacHO GECNOKOHTE:

EcThr BHYyTPEHHOCTH XepTB, / uT06 O BO¥He rajarhb, 171
Pa6u, uTo6H MOJYATH, / m maMmEM, YTO6H CTPOHTH!

165 "Azummpaareiicrso", TaM Xe, CTp. 29.

166 "EcTep MBOJI'H B Jecax, ¥ rJacHHX jgoarorta', cTp. 38.
167 "“C BeceanM pxaHueM nacyrca Ttabymu", ecrp. 50.

168 "B ToT Beuep He ryiex cTpeibyaTH# jec opraHa",CTp.67.

169 "Ha crpamHo# BHCOTe Gayxjiabmui oross,", crp. 70.

170 "fi B XOpOBOJ TeHelf, ToNTaBHEX HexHH# xayr", ctp. 90.
171 " [lpupoZa — TOT Xe PuM o oTpasmiach B HeM.", cTp. 40.
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We find the caesura not only in Mandel'shtam's sizx-
foot lambics but constantly in five-foot lines, and occasion-
ally in four-foot lambics (where it may appear in one line, but
not necessarily in another):

Six-foot lines:

Kyia niusere Bu? J Korza 6u He ErneHa,
Yro Tpos BaM oxHa, Jaxelickue Myxu? 172

Five-foot lines:

Ho # Gomcs, / 4To pamsme Beex ymper 179
3Besla ¢ 3Beafoll / — Morywmit cTHK, 174
Ksaptupa Texa, // kax 6ymara — 175
Four-foot lines:

176

0 3TOT BO3ZyX, / cMyTo#ft mpHHI
o/ o=+ —=u /=0
(caesura facllitated by insertion of extra syllable)

Ha vepHo#l naomaxu Kpemud! 177

(no caesura)

The trochee, another classical metre employed by Osip

Mandel!'shtam, often appears in five-foot lines, along with a

172 "Beccourrma. [I'omep. Tyrue mapycal, crTp. 48.
173 YOt anerxo#fl xmsHE MH coma# ¢ yma", crp. 27.
174 "“3Besza ¢ 3Be3jOoE —~— MoOryum#f crTuk", crp. 107.
175 "“KsapTHpa THXa, Kak Oymara'", cTp. 18R2.

176 "0 sTOT BOBEYX, CMyTOoH OBAHHWK", cTp. 76.
177 Tam xe.
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caesura:

O06pas TBOE, J MyuuTenbHHE u 3HOKHIH,

Boxbe HMf, // kak Goabmas nruna, 170

However, in four-foot trochaic verse (as in the four-foot

iambic) the caesura is much less stable:

MoxeT, /MHe Bcero LOpoxe
but: HanpAxeHHO JHMET IPYAB « «

While the rhythmic pattern in ternary verse is usually

179

close to the metrical scheme, in Mandel'shtam's poetry truly
regular dactyls and anapaests are rare. These basic metres
are often replaced —in the case of the anapaest, by the
lambic, and in the case of the dactyl, by the trochee, and in

both, by unaccented tribrachs:

0
Regular IMKafd KOmKa -— aDMAHCKAA peUYb —— 18
dactyl:
—Uu|—uU  U|l— VvUy| —
181

Dactyl C Ba&XHOCTHK rayHo#, HACyNUBMEChH, B MUTpe 606pOBOH
and trochee: UU|—=~UUI-——UU|—-—UU'~——U

C MMpOM JepXaBHHM A OHJ JHHb peOSYECKH CBH3aH, 182

Yerpuy 6oAxnca ¥ Ha reapiefineB cMoTpes HCHOINOOBA.

—UUU|— Uy | —uUuU | —uvU|l—U

—yuUl—vlyvuy | —vul_uvu|-u
(unaccented tribrach)

178 "Q06pas TeOif, MyuuTeapHm# u 3u6xuii", TaM xe, cTp. 17-18.
179 Y ]Jymeum# cympak kpoeT xoxe", cTp. 11.

180 "“JmkKas Komka -—apMAHCKafA peub", cTp. 142.

181 "C MHPOM JEpPXE&BHHM A OHJ JHMNb pebaduecKH CBA33H"
CTD. 146.

182 Tam xe.
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The amphibrach in Mandel'shtam's verse, however,
shows more regularity:
"Mopoxenno!" (Coxnue. Bo3liymHH# 6HCKBHT.
[lpospaunnii cTakaH ¢ JIeJAHON BOJLOW.,

I B Mup mokxosaza ¢ pyMAHOMH aapezo1
B MOJNOYHME AJNbIH MEUTaHbE JETHT.

v —u Ju—u|lu—ulu —
U—uvlu—ulu—-—uUju—wu
u—ulu—uju - Uy — U
U—ulu—ulu —u|lu —

It should be noted that the *'logaoced', or combination
of binary and ternary metres, did not represent an innovation
on the part of Mandel'shtam, Imitations of antiqgue metres,
which were attempted in Russia from the middle of the eighteenth
century to the middle of the nineteenth (latterly, in the poetry
of Fet and Polonsky in particular) often culminated in accentual
verse. Blok may be considered the creator of modern accentual
verse in Russia; other poets, among them Akhmatova, Gumilyov,
Esenin and Mayakovsky, developed and consolidated the work of
Blok, 1832

Mandel'shtam's frequent deviations in his syllabic-
accentual verse, namely, the combining in one and the same line
of binary and ternary metres, gave way to an increasing im-
plementation of accentual verse, This type of verse, based on

stress, offered Mandel'shtam greater possibilities for both

quantity and tempo, for its rejection of syllable counting

183 0. MaeHzeasmram, "MopoxeHHO!", TaMm ®e, CTp. 39.
’ ? ?

183a B. 0. Unbegaun, Russian Versification, Oxford at
the Clarendon Press, 1966, p., 88-89,
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had the effect of enriching the verse considerably.lsu

Metrically speaking, his verse began to disappear
altogether, with lines of very different lengths maeking their
appearance, along with an increasingly unstable number of stresses,
This free verse, or "rhythmic prose®" of Mandel'shtam's, is well

i1llustrated in the following example:

Tak,
Hameamulf nolkxoBy
CiysaeT Cc Hee OHIB

A pacTupaeT ee mepcThio, NOKAa OHA He 3a6AECTHT,
Torxa

OH BemaeT ee Ha mopore,
YTOOH OHA OTAOXHYyIa, 185
i Goxbme yx el He NpUZeTCA BHCEKATh HCKDH H3 KDEMHA.

V —uvu—wvu

UV — U v — —

V VU~ —m—uUu—\U— U —
g-_

VUV gy v— VU TNy

In the above poem, "The Horseshoe Finder"™, it will be
noted that the stanza (which belongs essentially to the syllabic-
accentual tradition) has lost its importance. In this purely
accentual verse, it is very difficult to discover any syllabic-
accentual basis at all: many different cadences are combined in
the same line; there are unstressed intervals of one, two, and
three syllables; the total number of syllables in each line varies
considerably — from one to seventeen,

In the absence of a uniform metrical structure, the poetic

character of the verse is maintained by means of rhythmic factors:

firstly, lines two and three contain six syllables each, —

while lines four and eight demonstrate a total of seventeen

184 Roman Jakobson, O cheshskom stikhe preimushchestvenno
v sopostavlenii S russkim, Providence, Brown Univ,Press, 1969, xvi,
185 "Hemeimu# mOJKOBY", TaM #€, CTp. 106.
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syllables each; secondly, a careful syntactical arrangement
whereby the lines form small semantic groups; thirdly, a

transfer of the syntactical break (enjambement), notably, from

the third line to the middle of the fourth. The word itself
thus receives progressive emphasis, and it was precisely the
increasing preponderance of the word in Mandel'shtam's later
poetry which gave rise to considerable criticism of *abstruse-
ness' or impenetrability ('saymp'), and 'obsessive' phonic
repetition (' akycruka'),

186a
Nevertheless, this pronounced word autonomy in the

verse of Mandel'shtam revealed a consummate skill of acoustic
phrasing which maintained the rhythmic cohesion of the verse.
Its effect could, of course, be greatly enhanced by the manner
of its recitatiogf”7As we see in the undernoted example of
this 'free verse' of accentual poetry, the different lengths
of the lines derive precisely from the care of the poet to
make the rhythmic structure of the line conform to its syn-
tactical structure:

Ozuu

Ha MoHeTaX u300paxawT abBa,

Apyrue —

T'OJIOBY 3
PazHoOGpasHue MeIHHE, 3I0JOTHE H GPOH3OBHE JEIEemKH
C onuH&aKOBOM NOUYECTHH JEeXAT B 3EMiE.
Bex, npo6ydA HX HEperpHsTh, OTTHCHYN H& HUX CBOH 3YOH.
BpemMss cpesaeT MeHs, Kak MOHeTy, 186
¥ MHe yx He XBaTaeT MeHA CaMOTO. ( Mocksa, 1923.)

186 "HameRmui nozxosy", TaM xe, cTp. 106.

186a A marked word autonomy is also characteristic of
Mayakovsky®s verse (See Roman Jakobson, 0 cheshskom stikhe
preimushchestvenno v sopostavlenii s russkim, Providence, Brown
Univ., Press, 1969).

187 (See footnote on next page).
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From the foregoing, we see how meticulously Mandel'shtam

187

paid attention to the quantitative value of the stress. ' As he

emphasized in his articles, he regarded the stress element in the
Russian language as based to a considerable extent on the alter-
nation of long end short, rather than accented and unaccented,
syllables., His frequent substitutions of one metric foot for
another, his numerous pyrrhics, slurred accents, hypermetrical
stresses, and enjambements all represent clear-cut devices in the
production of special rhythmic effects. As we shall see, these
metrical contrivances were complemented by Mandel®shtam's equally
painstaking attention to the phonetic¢ structure of his verse. He
undertook all this experimentation with a fixed purpose — that of

a rapprochement and synthesis of elements pertalning to both antique

and Russian versification.
d. Verse-patterns.

In early classical Greek, of course, rhyme was a rare
convention. Although we do find rhyme in Mandel'shtam's verse,
it is extremely innocuous and almost insignificant. Owing to the
exceptional sonority of his verses, the dearth of original rhyme
goes almost unnoticed by the reader, but, as I. Bushman points out,
under this apparently casual indifference to rhyme there is a szs%gg?

Mandel'shtam was keenly aware of the extent to which many of the

leading contemporary poets (Pasternak, Mayakovsky, Bal'mont, Briussov)

187 In Hope against Hope, Nadezhda Mandel'shtam makes
several references to her husband's manner of *interpretative!
reading. He used his poetic text as a conductor uses a score,
carefully observing the vowel quantity and timbre of voice required
by the phonlc arrangement of his verse. Other poets in their memoirs
or reminiscences (e.g. G. Ivanov, M, Tsvetaeva, I. Odoevtseva) noted

that Mandel'shtam 'sang' his verses, with full-throated melodic shrill-
187a K. bBymMaH, TaMm ®e, CTp. 47. ness.
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cultivated rhyme but he felt that a striking rhyme might turn
attention to the end of the lines. He obviously strove toward
a 'dying down' of the sound, a withdrawal into quiet harmony
more in keeping with the low-keyed tone of the lines themselves,
These innocuous rhymes, therefore, constitute an organic part
190a

of his careful phonic arrangement, and may be considered a *'classical!'
trait.

For the most part, the rhyme in Mandel'shtam's verse

is of the alternating type:

0, MaATHEK Iym CTpOT,

HavaeTcd, rayx, Opam,

M cTpacTHO CTYYHT pPOK 188
B sanpeTHy® ABephr K H&M . . .

oo

It is sometimes an encircling rhyme:

3ByK OCTOpPOXHHH M TIyXoH

[lnoza, copBaBmErocA ¢ Apesa,
CpelH HEMOJYHOI'O Halesa 189
l'ny6oko#f THNHHH JECHOH . . .

o o'op

Only rarely does he employ the scheme of rhyming pairs:

3anevyaTtieeTcd HaA HEM y30D, a
HeysHaBaeMHi ¢ HeZaBHUX OOD. & (two-line

stanz
[lyckaifi MIrHOBEHHS CTEKAET MyTh — 190 b anzas)
Yaopa MHJOrO HEe 3aUYEPKHYTb. b

188 O. MauzenbmTam, "Ceroins nypHo# neHs", cTp. 1l4.

189 "3Bykx ocrTopomuu# u rayxoi#", crp. 3.
190 "JaHO MHe TeJO — YTO MHe JejaTh C HHM", CTp. 6.

190a While there is obviously no *Hellenic' influence in
Mandel'shtam's use of rhyme, nevertheless this important compositiona
ingredient will be considered here in its organic function as an
integral part of Mandel'shtam's poetic structuring.
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Hu o ueM He HYy%HO I'OBOPHUTH,
HuueMy He caelyeT yuUTh,
¥ nevanpHa TaAK ¥ XOpoma
TeMHas 3BepHHasA Iyma:

(quatrain)

o'o'Ppp

191

Usually in his quatrains there is an alternation of

masculine and feminine rhymes:

lymHEP cyMpak KpoeT JOXe, (xeHcraa pugma)
HanpAxeHHO JHmeT TPYAL . . . (Myxckasa puMa)
MoxeTr, MHe BCero IOpOXe 192 (xeHCKaA pupma)
TOHKHE KpecT H TalHHE OyTb. (Myxcxas pugma)

More rarely, we observe masculine rhymes throughout:

CeroZna IypHOH XeHb,
Ky3HEeYHKOB XOp CIHT

K cyMpauHHX CKaJ CeHb 193
MpauxHe# rpo6OBHX HJIHT,

Purely feminine rhymes are much more infrequent:

rhymes.

i Ha nOporyiake nOXOPOHH BCTDPETHUJ

Baus mporecTaHTCKON KHPKH, B BOCKPECEHBE.
PacceAHHH# NPOXOXHK, A 3aMETHJ 194

Tex DpUXOxaH CypoBO€ BOJHEHbE.

Mandel'shtam did not always employ consonantal

Rhymes similar to the undernoted are often in evidence:
raanejaa - OKaMeHela
TEeMHO - OHO
bt - TEMH
ypoX& - Hapox

191 "HuM o uem He HYXHO rosopute", crp. 7.
192 "JymHHHE cyMpak Kpoer Jjgoxe", cTp. 1l1.

193 "CerojnzHa AypHO® XeHs", cTp. 13.
194 “ioTepaHHH", CTP. &22.
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195
Many of his rhymes are merely grammatical:

nopr - oTAZRT

0CcA3aTh - CKa3aTh

3aMeTHmb - OTBETHIb

In his later poems the line endings are often

jmperfectly rhymed, and the unrhymed verse line(6eaHii CTHX)

makes its appearance:

YesoBeueckue ryb6u,
KOTOpuM 6GOJbEE Heuero ckKasarTh,
CoxpaHAnT ¢opMy nocaelHEero CKas3aHHOI'0O CJOBa,

K B pyke ocraercd omymeHMEe THARECTH,
XoTA KyBIHH

HaNOJOBHHY pacCIIeKalcs, 96
IIOKa €ero HecJHu nomoﬁ.l

195 According to an account by G. Adamovich, ("Heckoabko
(caoB o MamjexapmTame", BosILymHHe HYTH, AJBRMaHax £, CTP. 94, )

the poet 3. Zsenin is purported to have shouled at a poetry
reading given by Mandel'shtam in Moscow: "Bd He mosT, y B&cC
rararoJbHue pHEGMHI"

196 O. MamgeavmTaMm, "HameImu# nojzkosy", cTp. 106.
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Unrhymed or blank verse, although considered foreign to the
tradition of learned poetry in Russia, was deemed compulsory
in the imitations of ancient verses, particularly of the hexa-
meter and elegiac couplet which prevailed in the second half
of the eighteenth century and at the beginning of the nineteenth%97
It is significant, however, that Mandel'shtam evidently
felt that some presence of rhyme (even that which was toned down
and almost imperceptible) was essential to his phonetic pattern,
and we see in his poetry only isolated instances of unrhymed verse.
Rather than seeking innovations in rhyme, Mandel'shtam
obtalned variety through an internal modulation of vowels, and
contented himself with only a lightly reverberating terminal
harmony. This manipulation of vocalic sounds played an important

semantic-rhythmic rdle and provided a syntactical rhythm internally,

as well as at the end of the lines:

Hexnee HexHOTO

Hag ruo#iHo#¥ KHHrow, Hal TAIHHOK xoporgglgg

B orpomMEQ¥ kKOMHaTe Hal YEPHQOK Heagﬁ,zoo

201
Jajexo B majalle roxoca. . .

197 B. O, Unbegaun, Russian Versification, p. 152.

198 O. Maugzearmram, “"HexHee HexHOro", Tam %e, CTp. 4.
199 "asypr Za rauya, riHHa XKa Jaas3ypb," cTp. 141.

200 "CoxomuHka", crtp. 59.

201 "3oxoTHCTOro Mejza CTpyf u3 OYyTHJAKH Tekaa", cTp. 64.
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The use of consonant patterns as a rhyming device

also plays a part in the phonic arrangement of his verses.

In the following examples, we are presented with numerous

murmuring sibilants:

CMy THO - IHEAMAME JUCTHAMU

YepHLH# BeTep MENEeCTHUT

¥ Tpenmemymas IacTouYKa

B remMHOM HeGe Kpyr ue

3a rpeMydyn ZOGIeCTb

PTHT. 202

rpaIymEX BEKOB,

3a BHCOKOE NIeMA Jaofei
f aumuicA ¥ Yald Ha NUpEe OTLOB,

i BeceapA M YECTH CBO

YyeHHE nJamUK OEepunT
A 4YemnuuK 4YEepHHM Kpaco

L] L] . - . . . L] . - .

KiepemeT xeployka H MNOJaHKAa,

i 203

3Jjo0ba,
BHT.

204

KneBemeT kaeTka CcOTHe# cnuy —

From the sampling presented in
to the rhyming system of Mandel'shtam,
a conscious striving toward a fullness

the conventional rhyme-schemes as well

this section devoted
we may readlly discern
of sound-patterns through

as through internal vowel

modulation and consonance. Through melody Mandel®shtam still

further enforced the antique effects of

202 "CMyTHO-ZHmAMHME AMCTBAME",

his poetry.zona

TaM %e, CTp. 14.

203 "3a rpemyuyno jzobrecTb I'pAlymuX BekoB", cTp. 148.

204 "Korzaa meroa B BO3ZymHOH cxmobe", crtp. 219 - 220.

204a Hegel stressed that the musical factor of rhyme

recompensed modern poetry for the loss

of the ancient quantity.
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e. Poetic language.

As has been already emphasized, a distinctive charac-
teristic of the poetry of Mandel'shtam is its relative stasis
or lack of movement., This deliberate suspension of activity
is achieved not only through the slowing-down of the pace of
his verse (as indicated in the section on metre), but also
through his fastidious choice of the various parts of speech.,

For example, the rdle played by verbs in his poetry is
a studied one, In his early poetry, particularly, the predi-
cate is of indeterminate form: passive and ebstract, rather

than active and concrete.

JaHO MHe TeJjoO -— UTO MHe JeJaThb C HHM, 205
W 6upwsoBag ByaJab 206
He6pexHo 6GpomeHa Ha CTyJe.
Kak paxoBHHa 6e3 XeMUYyXUH, 207
f BHOpOmEH Ha 6Geper TBOH.
OKpyXeHa BHCOKHMH XOJMaMH, <08

A CMepTHHM BJI2CTh J8HA JOOHTHh H y3HABATH. 209

We see many verbs employed in the infinitive form:

TonrbKO JEeTCKHE KHHI'Y YHTATH,
ToabKO LETCKHE IyMH JEJEeATH,
Bce 6oxapmoe Lalexko pasBeATh,

V3 rayGokxo#f newaj# BOCCTATh. 210

205 "laHO MHe TeJO --UTO MHE JZeJaTh C HUM,", CTp. 6.
206 ""MezamTexbHee CHeXHu# yaeH,", crp. 8.

207 ""pPakoBuHa", ctp. 15.

208 "geogmocua", crp. 79.

209 "d cxoso mosabma, uTO & XO0Tea ckasarh", cTp. 81l.

210 "ToapKO ZLEeTCKHE KHUI'H 4uTaTb", CcIp. 3.
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The verb appears frequently in participial forms:

U tuxu#t 3BYK
Heyuupawmmx
Peued, 211

HeyroMuMu# MafTHMK KadaeTcH

212

Mexbpkaomuii Ha BHI[BETHNHX JHUCTBaX, 213

Verbs appear in the interrogative, imperative and

subjunctive forms, rather than in the direct indicative mood:

Yro MHe JZezaThb ¢ nrunefl paHeHOH? 214
ByZbTe Tak JWCGE3HH, pasMeHAliTe —

&o;b;o.uée.6éuéxéx.né éa;aémé,.- 215
Kakes AMHEA Moria G6H mepelarTh 216

O ecau 6H BepHYTb H 3DAYNX NAABILEB cmux,217

The element of action in the verb is weakened, not
only grammatically, but through other means. As I. Bushman

roints out, we see verbs indicating condition, feeling, and

211 "HexHee HexHoro", Tam Xxe, CTDP. 4.

212 "Horza yzap c¢ yzapamy BcTpeuaerca'", cTp. 8.
213 "lemexox", cTp. 18.

214 "CkyZHHE xy4 xonoljHO# Mepon", cTp. 12.

215 "3oaoroi#", cTp. 21.

216 "B XpycTalbrHOM OMyTe Kakaf KpyTHsHal", crp. 75.

217 "d cnoBo mosabmi, uyTO & XOTEex ckasarb", crtp. 81.
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218

i 4yBcTByKR HemoGezmMuil cTpax 219

Ho 8 awbiw Ha LOHAX Ka3HHO,

3 . * L] . . . . . . . .

6w cIeAUTH 88 uaiikon KpHAATOH! 220

221

d Tak u 3HaJ, KTO 3A€Ch IPDHCYTCTBOBaJ HE3PHMO:

Mu OGouMcH, MH HE CMEEM

l'opo mapckoMy NOMOUb. 222

i He 3Haw, C KakKHX Nop

* o

223

A XotTeq OH HH O YEeM . o .

Impersonal verbs also present another means of evasion

of action:
MHe

yxe

HamM

TPYZHO PaHH BpaueBaTh

xXoyercd oHemeThs! 224
cBeTNO, 225
1 226

227
He3ayeM 60roB HanpacHO OeCHOKOHTHh:

218 4., Bymmar, TaM xXe, cTp. 5l.

219
220
221
222
223
224

8250
826

287

0. MaHZespmraM, TaMm xe, cTrp. 18, "llemexox" ,
“"Kaszuno", cTp. 19.

"M HAOPAXKEHHOIO MOJYaHbA HE BHHOCHM —", CTD.
"Kak 9THX NOKpHBaa ¥ @TOoro ybopa", crp. 55.

" He 3Haw, C Kakdx mop", cTp. 99.

"4 Bajaparusap oT xoxoza ~", crp. 1l6.
"Crapux", cTp. 24.

"OrpaBieH xjae6 ¥ BO3AYyX BHOHT.", CcTp. 34.

"[lpupoZa -- TOT Xe PUM M OoTpasujachk B HeM",
cTp. 40,

29.
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In one of his poems there exists a complete stanza
without any verb whatsoever:

Hexnee HexXHOIo
Juno TBOE,
EBenee 6Geaoro
TBoAa pyka,

Or mMuMpa peaoro
Te manexa,

¥ Bce TBOE —

OT HEeM3O6EXHOro. 228

It should be observed that in Mandel'shtam's later
poetry the verb-forms assume a rdle of increasing importance

and become more dynamic:

OH ZMpPUXHDOBaJ K2BKa3CKHMH IOpaMu
¥ Mamyud BCTymaJ Ha TECHHX AJXbN TpPONH,
A o3upanuMCch, LOyrJ¥BHMA maraMh

llex yepes pasaroBop OeCUYHCIEHHOH TOJNNH, - 29
JeHp OymeBan, Kak XeHb OymyerT. 230
3amyMeJsa, s3aXpoxana, 231

The nouns used by Mandel'shtam constitute the chief
means of imagery. As well as noun-things, we find a great
many nouns denoting activity, state, condition, quality, and

other abstract meanings:

228 "HexHee HexXHOro", Tam xe, CTp. 4.
229 "A. Beamomy", cTp. 193.
230 ‘“T'pudpeasvras oxa", crp. 108. (The verbum finitum is

particularly dominant in this poem),
231 "3amymesa, sajpoxana", crp. 175.
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B cosnauud muHyTHO# CHJH,

B 3a0BeHHHM nevaabHO# cMmepTH. 28e

llagenre -—Hew3MeHHull cOyTHMK cTpaxa,
! camu#f cTpax e€CTH UYBCTBO HYyCTOTH.

233

XpaHd MOJAYaHbe ¥ NOPHJIHYLE., 234

Cyxoe 30J0TO KI&CCHYECKO# BECHH
YHOCHT BPEMEHH NpO3payHafd CTDEeMHHHa, 299

The adjective, also, plays a significant rdle.
It exlists in great variety, from the most commonplace:
“sanajHH#t BeTep", "coarme xearoe", "O nmaabum rubxue",
“"orpouuu# napyc", "Tpu ckameiiku", "xecrokad suma", "B TeMHOH

HouH", "Ha JIMHHO# naxke", "Gejuili, Gejui cHer", "oceHrH

cyMpax", "agerxu#t Zmum", H.T.Z.

to the most extraordinary and unexpected epithets:

i 6ayxjanl B HIDymeuYHOHX vyame 236

HcymacmeAmHX CK&J KOJKWYHe COO6O0pH 237

Capbzano# nepemoHvaTHii jec. 299

239
PazopBaHHHR, CKPHNUYHNHE BO3AYX CJIHT.

Ipospaunas secua?39a

232 "Ha G6aezno-roaybo# smanu", crp. 5.
233 “""[laxeHbe — HeH3MeHHHH cmyTHUK cTpaxa,", cTp. 19.
234 "“A66at", cTp. 46.

235 "Y“(C BecejgHM pXaHHeM nacyTcA TabyHu", cTp. 49.
236 "“Oruero gyma Tak nesyva", cTp. 15.

237 "B XpycTalibHOM OMyTe Kakaf KpyTrusHal", cTtp. 75.

238 "BeTep HaM yTemeHbe npuHec", crp. 101.

239 "KoeumepT Ha BOK3axe", crp. 95.
239a "MuHe xoaozuo. Ilpospaurnas BecrHa", cTp. 61.
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The 'ancient'quality in Mandel'shtam's poetic
art (as noted by critics Tynyanov, Mochul'sky, and
Bushman) is further intensified by his lexical sources.
A great deal of hils poetic vocabulary is derived from
ancient mythology which serves to augment the solemn
atmosphere already inherent in the rhythmics and general
manner of utterance.
In the following sampling of invocations to
ancient deities, it 1s not simple ornamentation which
strikes the reader, but a sense of the genuine emotion

underlying each lyric:

Ocransca neHo#, Adpozura,
¥ caoB0o B My3HKy BEpHHCH,

U cepapue cepiua yCTHAKUCH, 240
C nepBOOCHOBOH XU3HH CAHUTO!

Note the tautness of restrained feeling in the

poetts address to Cassandra:

# He HCKaa B NBeTymHeé MI'HOBEHBA

Tsoux, Kaccauupa, ry6, TBoux, Haccaunipa, raas,
Ho B jexabpe -— TOpXeCTBEHHOE OJeHbhEe -——
BocnoMuHaHee MyuHT Hac!

H B jpexabGpe CeMHaAIHATOrO roja
BcE noTepaxm Mu, J0GAC

OnuH orpabiaeH BOJEK Hapoxa, 241
Jpyro# orpa6ux cam ceba . .

dexkabps 1917.

His poetry is pervaded by a keen historical and

240 *3ilentium", TaM xe, CTpP. 9.

241 "Kaccargpe", cTp. 67.
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universal grief;

Boruua Mopa, rpossasa AduHa,

CHEME MOrywd#i KaMeHHHZ meJyoM.

B Ilerponose npospaunoM mu yMpeM, 242
3Zecr napcTByemb He TH, a llposepnHha.

1916.

Much of his vocabulary evokes visions of antiquity,

and these words constitute in themselves integral structural

units which act in an auxiliary capacity to the leading motifs
of his poetry. A sampling of some of these words in context
reveals the poet's deployment of these 'building-stones' in

the artistic structuring of his poetry:

30J0T0€ pyHO, r'Ae %€ TH, 30J0TOE PyHO?

Bco zopory myMea¥ MODPCKHE TAXEIHE BOJHH

M noxuys kxopabab, HaTpyZHBmHE B MOPAX HOJNOTHO, 243
Ozucceli BO3BpaTHICA, OPOCTPAHCTBOM X BpEMEHEM HOJHHH.

HepacToponxHa uepenaxa-jupa,
ExBa-exBa Gecnasas moJaserT,
JexuT cebe Ha COJHHmKE JmHpa,
TUXOHBKO I'PE€A 30QJOTOH XKHBOT.

244

C posoBof neso# ycrazocTu y MArux ryé
HpocTHO BOJHH 3eJeHHEe poeT OHK,
$upkaeT, rpeOiH He JOWOHT — XEHOJING,
Homa xpe€Ty HeNpHBHYHE, M TDPYJL BeJHK.

245

242 "B lleTponoae Opo3pavHOM MH yMpeM", TaM Xe, cTp. 61.
243 "30XOTHCTOro Meja CTPyAa H3 OyTHJIKM Texia", CTp. 64.
244 "Ha kxaMeHHHX oTporax [mepmu", cTp. 74.

245 "C posoBo#l mero# ycrasocTH y MATKEX ry6", crp. 97.
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Thus, proportion is of the utmost importance in Osip

Mandel'shtam's poetic utterance. The various parts of speech
are assembled and balanced in systematic fashion, resulting in
a complete harmony of rhythmic, syntactical and linguistic
elements. This regular rhythamic-syntactic structuring of his
stanzas produces a uniformity in the intonational movement, that
is, in the melodics of the verse, Mandel'shtam was at all times
concerned with the organic quality of his poetry and the final
synthesis of his internal image and his verbal craftsmanship is
most harmonious.

An observation made by the late Professor Renato Poggioli
aptly capsulizes this ability of Mandel'shtam to capture the essence
of existence in the poetic medium: ". . . to embalm forever the
worm of life within that amberlike matter which is the very
substance of his poetry . . . n2H6 The critic here refers to
the superb lyric in which the poet offers to his loved one a gift
of honey which has been transformed into sunlight by dead bees:

Bo3pMH Ha& pajoCTh M3 MOHX JajfoHeH

HeMHOro cOaHIa U HEMHOTO Mejla,
HKak HaM BeJeaud nuegn [lepcedoHH.

He oTmBAzaTh HEUNPHKPENJEHHOH JOILKH,
He ycamxaTh B Mexa 06yTO# TeHH,
He opeBo3MOYb B jApeMyuefl XH3HH CTpaxa.

Ham ocTamwTCA TOJBKO NOLEIYH,
MoxHaTHe, KakKk MaJeHbKHE NYeJH,
Yr0 yMHpPawT, BHJIETEB H3 YJIbH.

246 Renato Poggioli, The Poets of BRussia, 1890-1930,
Cambridge, Mass., Harvard University Press, 1960, p. 312.
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OHM mypmaT B IPO3PaYHHX LeOpAX HOUH,

Hx porzuHa — Jgpemyuuil jgec Taiirera,

UX numa -— BpeMA, MeAyHAO2, MATA.

BosbpMM %X Ha pajocTh BUKAK MO¥ OOXApOK,
HesspauHoe cyXxoe oOxepeibe 247
M3 MepTBHX mYel, MeJ NPEBPATHBIMX B COXHIE.

( Hos6pp 1920. )
(Tristia)

Since the poem quoted above illustrates many of the
points which have been raised with regard to Mandel'shtam's
poetic style, it warrants a close analysis, representing,
moreover, an excellent example of the classical Greek spirit
which pervades his poetic art., We shall therefore examine

this poem in its purely compositional aspect, without dwelling

on the antique motifs which also constitute an integral
component in the structuring of these verses. (A detailed
scrutiny of these important motifs will be undertaken in
Chapter III).

The general structure of this poem illustrates the

proportion and harmonics of Mandel'shtam's poetic art:

Bo3bpMH Ha pamocTh . . o .
(first stanza)

. 3 . . . . . . . . . . .

L] * L4 L L4 L] * * L4 . L . L

* * L] L4 L4 * * L d * . . . L d (last Stanza)

247 "DBospME Ha pPajOCTb M3 MOMX JaJoHeid", TaM me, CTp. 84.
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Tone:

"BosrMM Ha paJoCTh M3 MOMX JaZoHeH" . . . . . . ,

The opening line of thils lyric already sets a mood
of quiet contemplation. The approach is low-keyed and re-
strained: the poet offers a little honey, a little sun —

a modest gift which will suffice for the gratification of his
friend.

We hear a note of negation and of resignation in the
second stanza:

He orBA3aTh . . .

He ycamxarTb « .« .«

He npeBosMoOUb . .

In the third stanza, the poet reflects in melancholy
fashion that only kisses are left to them, which will perish
like small, shaggy bees upon leaving the hive, These 'bee-
kisses' rustle in the limpid labyrinths of the night. They
are sustained by time, lungwort, and mint.

A poignant note, as well as a quiet elation, can be
sensed in the poet's appeal toc accept his unattractive
necklace of dried bees -— bees which have perished while
transforming honey into sunlight. (The bees, of course,

represent words, the honey — poetry, the sunlight — immortal
beauty).

Genre:

This poem represents a classic example of Mandel'shtam's
favourite genre: a lyric form permeated with elements of the



MANDEL'SHTAM'S HELLENISM AS 92
MANIFESTED IN HIS POETIC STYLE

epos — 1n this instance, the antique Greek epos.

The poem is in the form of an address or supplication.
We sense a remoteness, an almost oratorical element, rather
than an intimately personal involvement on the prart of the
poet. The emotional content is cool and controlled by the
poet's intellect: learned references are made to the mythical
Persephone and to the primeval forest of the mountain, Talgetos,
where Persephone's *'bees' feed on time, lungwort, and mint,
to produce a dark, wild honey.zl"'8

Each simile and metaphor is chosen to embellish the
idea or leading motif:

. . . . . . . . L] ] noneﬂyn 1]

MoxHaTHe, Kak MaJeHbKHE NUeJH,

Ux numa -— Bpem#, MeAyHHna, MATa.

(with Time ( XpdUog) as one of the vital ingredients of honey-
poetry)
The recurrent formulae of the epic are also present:

BosbMM Ha pajocCTh . . .

] . . . . 3 . . . [} L] .

Bo3bMH X% Ha& palocTbh . .

HEeMHOro CoJHUa ¥ HEMHOI'O Mega,

248 Not the proverbial sweet honey of Mt. Hymettos,
points out Nils Zxe Nilsson ("Osip Mandel'shtam and his poetry",
Scando-Slavica, Tomus IX, Copenhagen, Munksgaard, 1963, p.37-52.)
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He ormBazares « . .

He ycauxatep . . .

He mpesosMoch . .

Ux pomuua —. . .
Hx numa @~ —. . .

The image or'conceit* (without the derogatory connota-
tion of this latter term) of the transformation of honey into
sunlight by Persephone's sacred bees is lengthily developed --
in fact, it occupies the whole poem, with a lesser conceit of
'bee-kisses' (which represent the moulding of the poet's words
by the bees into poetry — words, or 'word-souls', which are then
transformed into 'sunshine').

This particular genre is admirably suited to the poetic
interpretation of Mandel'shtam. It is eloguent, belonging in
tradition to the declamatory style of Derzhavin and Tiutchev,
end evokes vividly the internal image of the poet himself,

The poetic 'I' of this lyric 1s subordinated to a
lofty, detached level. The poet's personal intuition is re-
inforced by his intellect, and in this way, his work of art

serves to crystallize the essence of his inner vision or idea,

It is the work of art which is all-important to Mandel'shtam:

his prime objective lies in transforming the historical or
temporal into the eternal or extra-temporal. We sense in his
poetry a metaphysical experience perceived through the meta-

morphosis of intellectual contemplation and identification with
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both the past and the universal. At the same time, this poet
never ceased stressing the loglical and concrete nature of the
work of art, and his poetic vehicle reflects at all times an
unceasing preoccupation with form.

Metre;

In studying the prosoedic treatment in this poem, we
observe that it is written in Mandel'shtam's preferred classical
metre — the five-foot iambic —- with an unstressed syllable
added at the end of each line:

BoseMu Ha paXocTh M3 MOMX JAaIOHel
HeMHOro coOxHua M HEMHOTO Meza,

Kax nHaM Bexeau nvean I[lepcedoHH.

N T R R N O A
— | Y —| v \/l\_}._|\J—_YxJ
puJU_MJ_Lun_K/

Revealing himself in many of his critical articles as a capable
theoretician of versification, Mandel'shtam gave constant
attention to both rhythmics and metre. 1In the poem under dis-
cussion we note not only the additional unstressed syllable at
the end of each line, but also numerous pyrrhic feet within the
lines themselves., These not only provided variety in the
regular metrical pattern but also served to slacken the pace of
the verse., 1In this way, as already pointed out in this chapter's

larger section on metre, Mandel'shtam achieved the slow-moving

stateliness and measured pace which is so characteristic of his

poetic art.
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The rhyme-scheme in this poem (as in Mandel'shtam's
poetry in general), plays a secondary rdle insofar as line
endings are concerned. However, similar assonant sounds
provide a marked euphonic-rhythmic pattern, as 1s apparent

from the harmony and resonance of the following:

BoapMy Ha pafocTh H3 MOMX JajOHei

HeMHOT'O cOJHOa M HEMHOro Mela,

Kax Hau BeJgesu nuesan IlepcedOHH.

In Mandel'shtam's phonic arrangement of the third
stanza, we see similar consonant patterns used as a rhyming

device, Through the repetition of several sibilant consonants,

harmonics simulating the rustling of bees are obtained:
OHE Eypmar B OPO3PaIHHX Lebpax HOuH,
Hx poruna —JpeMyuuii zec Tafirera

HX muma — BpeMA, MeIXyHHIa, MATa.

With the exception of the last line in the third
stanza, all the endings are in feminine rhyme., These low-

keyed endings, together with internal unstressed syllables

end frequent pauses, all tend to produce the effect of a
slow, quiet harmony and a classical serenity completely in
keeping with the elevated idealogical content.

Poetic language:

The verbs employed in this poem also reinforce the

antique landscape effect of stillness and languor:

"BosbpMu" "BozpMmu X" (imperative mood)
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"He OTBA3ATE « . "

"He ycamxaTb . . " (infinitive mood)

"He mpeBO3MOUL . "

"HenpHKpenJeHHou"

"pHaeres" (participial constructions)

"npeBpaTH BOUX"

One verb is impersonal:

"HoaM OCTANTCH .« o "

Only three verbs are in the direct indicative mood:

(however, none of these represents any sort of energetic activity)

"peaesn"
"ymupaoT"

Many abstract nouns are to be found in Mandel'shtam's

verse, and in this particular lyric we find the following:

"Ha pajgocTh", "B gpeMmyyed xusHH", "crpaxa", "ppema®.

Other nouns have an ephemeral quality:

"HeMHOT'O COJIHIAa ¥ HeMEOro Meza", "HenpUKpenjaeHHo#t Jozku"

"o6yTo# TeHH", "B npospauHnx Xe6pax Houu", "cyxoe oxepeabe

H3 MepTBHX nuexa", as well as "pozuHa" and "omma'.

Possessing somewhat more substance are the small, shaggy bees,

but even these become lifeless upon leaving the hive.
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An antique aura of somnolence and suspended activity
prevails throughout — redolent of mint, lungwort and time.
This lyric emanates the radiance of primeval Greece where the
presence of Persephone can be felt on the sun-drenched slopes
of Mount Tallgetos in the Peloponnesos. Bees hum and rustle
in the primeval forest, perishing as they transform honey into
sunlight. It is in this way that the futility of life is
dissipated by the loving work of art. It is this immortal
gift which the poet offers to his friend.

Mandel'shtam's assiduous strivings toward harmony and
proportion in his poetry represent a completely classical
technique. The spirit of Hellenism in his work is focussed
on the use of the word as a creative tool in the artistic
interpretation of the surrounding world. The lyrics of this
poet serve, moreover, as a vehicle of prophetic vision wherein
he, like his ancient models, endeavours to penetrate to the
essence of things and to eternal truths.

Just as in his prosodic workmanship and general poetic
style Mandel'shtam strove toward a reincarnation of antique
form, so (as will be outlined in Chapter III) he aspired to a
reappropriation of antique culture in his poetry:

Hos3uA — nOayr, B3pHBabmEi BpeMA Tak, 4TO rayCHHHHE
CJOH BPEMEHH, €r0 YepHO3eM OKA3HBAKTCH CBEPXY. « . »+ s o
Bpemsa BcOaxaHo NAYrOM X po3a 3eMien OHIS8. . « o « o
Tax ¥ 00®T He 6GOMTCHA HOBTOPEHUH M JEerKo NbAHEET 249
KJaCCHUYEeCKHM BHHOM.

249 0. ManzeasmraMm, Tam xe, T. 2, CTp. 266-267.
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Mandel'shtam's lyric could be described as an

"orchestral form": a subtle blending of varied metres,
free verse, and internal rhyming devices., Far from being
'‘opaque® or incoherent, each poem is essentially an organic
unit, with each part performing a definite function in
relation to the whole, The metrical composition is not
haphazard; it is artistic, being based on definite principles
of musical form. His poetr& 1s not made up of metrical feet

but of rhythmic units which are the constituent elements of

his verse,

Except where the metre repeats itself, the poet
assembles the various rhythmic elements wlth a view to
obtaining a complete coincidence of rhythm and idea, His
phrases must be taken together as components of a single
musical sentence — that is to say, the natural rhythm is
dictated by the sense of the words. A markedly syntactical

rhythm is particularly evident in the poem, "Tloxsods B Mockse':

[lonxnour B Mockse. PockomHO GyAIuMiCKOe JNETO.
C IZpoGOTOM MEJKHMM DacxXoiATcA yJauOH B 4oboTax
Y3KHX XeJNEe3HHX.

B uepuo#f ocne GiakeHCTBYOT KOabLa GynAbBapoB,
HeT Ha MOCKBY ¥ HOUBK yTrOMOHY.250

(Ma#t - 4 uoHa 1931.)
Here, semantic units take the place of purely musical rhythm,

250 Q. MangeasmTaM, "IlonHoub B MockBe", Tam x€, CTp. 155.
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"Mandel'¥tam's poems may be called polyphonic verbal
compositions", comments V. Terras, “"with a multidimensional
(rhythmic, architectonic, euphonic, synaesthetic, emotional

251 These poems are

and intellectual) expressive effect™.
characterized by a delicate balance of structure and movement,
line and colour, ldeas and motifs, intellectual and emotional
elements — In short, the ideal in poetry, as stressed by

Theophil Spoerri in his analytic work, Der Weg zur Form:

"Sinn und BRewegung und Bild klingen in der Poesie zussunmen".zS2

For Spoerrl, poetic language is balanced precariously
between that which is within, and that which is without. It is
simultaneously an expression of the soul and an impression of
the world. Its inmost core, however, is to be found in the idea
or spiritual meaning behind man's existence:

e ¢« o Nun werden wir hingerissen durch die Gewalt der
Bilder, den Rhythmus der Linien, die Leuchtkraft der
Farben, die unendliche Spannung des menschlichen
Schicksals.

The living Word, continues Spoerri, is a 'happening' in
life, a ringing movement, a music which accompanies with its
melody the eternal flow of life and the fluctuations of the soul.

Finally, this brings to mind Mandel®shtam's emphasis on the

Hellenistic nature of the Russlan language, and his insistence

on the reinstatement of the antique conception of the Word as a
'*Psyche', a live soul — a truly organic fusion of the 'ideal!’

and the 'real' ( CIOBO = IJIOTH).

251 Victor Terras, op. cit., p. 253.

252 Theophil Spoerri, "Das Gedicht", Der Weg zur Form,
HAamburg, Druck J. J. Augustin Glickstadt, 1954, p. 23 - 28,




CHAPTER TII
GREEK THEMES AND MOTIFS IN MANDEL'SHTAM'S VERSE

As well as existing in the verbal composition of his verse,
Mandel'shtam's multi-dimensional or polyphonic treatment extends to
his subject-matter. Emotional, intellectual and aesthetic elements
are closely intertwined, producing a complex expressive effect very
reminiscent of the complicated system of associations and contrasts
characteristic of the poetry of Pindar. A synthesis of national
and classical elements in the modern lyrics of Mandel'shtam is crys-
tallized, as in Pindar and Alkalos, in a series of organic poens
which reflect moments of recognition at their strongest intensity.

If one accepts the definition of a *'theme' as a conceptual
element which is concretized in dynamic motifs (or 1dea-carr1ers)‘f‘53
then, apart from the lyric poet's 'I', we perceive several main
themes in the poetry of Osip Mandel'shtam: the idea of man's help-
lessness before fate, and his yearning for immortality; a feeling
of reverence toward pristine beauty; the notion of the power of
love and desire; a dichotomous attitude toward spring; and, above
all, the poet's joy and consolation in the enduring work of art.

All these themes, as well as many of the recurring motifs in his

poems, are of ancient provenance.

253 Sophle Irdne Xalinowska, Les motifs décadents dans les
potmes d'Emile Verhaeren, étude précédée d'un essail sur la théorie
du motif littéraire, Wroclaw, 1967, p. 44-69, and a summation on

P. 765

"on a défini le motif littéraire comme une unité-limite
structurale, en fusion indissoluble de son élément idéal général et
des porteurs concrets de celui-ci, sensoriels, imaginatifs,
émotionnels et appétitifs.®
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Mandel'shtam'’s inner vislons or experiences, and

the motifs which exteriorize them, constitute the real

framework of his poetic universe. In his poetry we find
serious thought welded with powerful imagery, and it is
this perfect fusion which results in the poet's creative act,

Professor Paul Wyczynski, in examining the relation-
ship between poetic themes and motifs,223% likens it to the
organic relationship which exists between the roots and the
trunk and branches of a tree: "C'est dans le monde de
l1'expression que le thd®me poétique trouve sa preuve, pareil
% la sive des racines épanouie dans les branches,"253b
Thls analogy may be readily applied to Mandel'shtam's poetic
art, wherein his themes are brought to fruition in a wealth
of expressive motifs,

His motifs or images (often derived from Greek myths)
serve to embody large ideas and thus bring them into the
range of daily experience, These solid, compelling forms give
immediate and striking relevance to issues troubling the poet,
enabling him to confront these personal or national problems

through a contemplation of world history in its constant renewal,

253a Paul Wyczynski, III, "Thématique", "Introduction
de 1'Oeuvre d'Emile Nelligan, Emile Nelligan, Ottawa, Editions
Fides, 1967, p. 63 - 106.

253b Ibid., p. 65.
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Rather than isolating Mandel'shtam's leading motifs and
those which acted in a supplementary capacity as concrete carriers
of the poet's maln ideas, a2 sampling will be given in this
chapter of several Greek-insplred poems, with each belng viewed

as an integral whole. Only in this way will it be possible to

observe the strikingly organic nature of each of these synthetic
word-structures,

Osip Mandel'shtam's Hellenism manifested itself not only
in the darker undertones of the ancient Greek conception of man's
subjection to inexorable fate, but also in a Dionysiac delectation
of beauty and an irrepressible love of 1life. There is a joy in
poetic creativity in the aesthetic classical tradition of Pushkin:

n
25
"BaaxeH, KTO 3HaeT CJIaZOCTPACThLE / Bucoxux Muciae#f ¥ CTHXOB + . o

Through his poetic art, Mandel'shtam aspired to a higher
order and harmony, a liberation from chaos and from the tyranny
of the earthly duration of time, Facing a world in flux, a
dynamic reality of contradictions and tensions, this poet,
through his personal vision, attempted to create an illusion of

balance in human exlistence and of immortality of the human Sou1.254a

254  Axnekcangp Cepreesuu llymkHH, "HykoBCKOMy",
CounHeHuda Axekcanipa [lymkuna, WOuiefiHOe M3ZaHKe NYMKUHCKOTO
KoMHTETa, Berlin, Speer & Schmidt, 1937, p. 70.

(In his clarity of thought and rediant, flexible expression,
Pushkin was most akin to the Greeks).

2545 For Mandel'shtam, Hellenism offered the 'tools' for
the humenization of the world around him. We observe in his work
both a 'lofty' and a 'homely' Hellenism, commenbts Lydia Ginzburg, in
"T[logTEka Ocuna ManjzeasmTama'", "H3BecTHa Axkajemuu Hayk CCCP", rom XXXI,
H3jarearcTBOo "Hayka", 1972, sun. 4, crp. 309-327.
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1. Idea of man's impotence before fate:
his constant striving for immortality.

A crucial theme 1in Mandel'shtam's poetry consists of
the contrast between the brevity and fragility of human
existence and the eternity of time and life beyond their
earthly limitations.

In some of his early poems the poet's fear of reality
is sublimated in unreal, fantastic imagery. He perceives the
menacing eyes of toy wolves in tinsel-like forests,255 or it
i1s an inexpressible sadness which gazes upon him with hyper-

256

bolically huge eyes. People and objects are wrapped in a

dreamn-like, often bizarre falilry-tale atmosphere.
a. Juxtaposition of motifs of soul and
dolphin in perilous passage through life.
A strong pathos pervades the description in "HrH 0 4eM
He HYyXHO rosopuTs" ?52 poem describing the difficult journey
of the soul through the terrifying shoals of life; "H nevaibH2
TE&K M Xopoma / TeMHad 3BepuMHad Jyma'., A concrete or strongly
expressive motif is provided in the classically Greek image
of a dolphin (to which the Psyche is likened): "H nJumBer
IenbPUHOM MOJOJIHM / OO0 ceJHWM OyuMHaM MUPOBEMY ... In early
Greek lore this marine animal, sacred to Poseidon, symbolized

swiftness, dexterity and great intelligence.

255 O. MaugeapmTaM, "CycaJbHHM 30JOTOM ropaAtT", CTP. 3o

256 '"HesupasumMasa nevanb", CTp. 6.

257 "“HH O UeM He HYXHO roBOpudT", CTp. 7 - 8.
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Apollo was sald to have assumed the form of a dolphin

when seeking founders for his cult on the island of Delos:

e . . adTdkp & TOTOUL OUVAVTETO BoTBoc “AMOAAWY®
gv mévTw 67 &mbpovoe dépac dehgpivi £oLndc

258

vt Bof), nal ueito néhwp péyo Te dsiLvdv Te”

(Hymn IITI -~ "To Pythian Apollo",
lines 399 - 401)

In a sepulchral epligram, Archias mourns a dolphin:

OdnéTL magA&Zovta dratoowv Buddv &png

2
derplc « « >9

(Archiasf Epigram 214)
Like this dolphin, which has been hurled ashore by the sea-
waves, so the soul is in imminent peril as 1t navigates "mo celuM
Oyu¥HaM MHPOBHM".
The classlcal theme of an implacable fate is the 260
dominating motian of the poem "Koria yzap ¢ yZAapaMd BcTpevaerca'.
In his poetry Pindar often spoke of Destiny, which he considered

all-powerful and unalterable., Man's fortune depended solely

upon the will of the Gods themselves., (It is interesting to

258 Hymn III - "To Pythian Apollo", The Homeric
Hymns, Hesiod, The Homeric Hymns and Homerica, The Loeb
Classical Library, ed. by T.E. Page and W.H.D. Rouse, with an
English translation by Hugh G. Evelyn-White, London: William
Heinemann; New York: The Macmillan Co., 1914, p. 352.

259  Archias, Epigram 214, Sepulchral Epigrams, The Greek
Anthology, Vol. 2, Loeb Classical Library, ed. by E. Capps,

T.E. Page, W.H.D., Rouse, London: Wm. Heinemann, 1917, p. 120.
#(attributed to either Archias of Antioch or of Mytilene).
260 ® Korpa yJap ¢ yiapaMu BcTpevuaeTrca", Tam xe, CTp. 8.
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note that Pindar's gods were of unflinching morality, whereas

those of Homer were often capricious and vengeful).
b. Motifs of Moerae and distaff of Fate.

Mention of the three Destinies, or Moerae, and the dis-
taff of Fate was frequently made in antique poetry, and, more
particularly, of Clotho, who carried the spindle and spun the

"thread of life":

fihooev elc *Axépovta o1& mAaTd ulpa napdviwv,
Motpa, AivorAdotov deomdtig HArouding® 261
Mandel'shtam also speaks of the "spindle of fate":

Toponurca ¥ rpy6o ocraHoBuTcHd,
K ynaleT BEepeTEHO -
¥ HeBO3MOXHO BCTPETHTBLCA, YCAOBHTHCHA,

M yxnOHHTBCA HE JLAaHO. 262
(l1ines 5 - 8)
cf. Antipater's "On Sappho™: . o o a TPLEALUTOV
Motpat divedoot vijpo uat’ Hrandtog, 263

Hesiod presented man's fate as fixed from birth by both

Fates and Furies:
ol Molpag nal Kfipag éyelvato vnieomolvoug,
e e e e 4 s e e e e e e e e e s s wal TtE BpoTOTOL
vewvopévorotr Si1dololv Exevv &yabdv te noandv te, 26k

(Theogony, lines 217 - 219)

261 "On Erinna", 12, Sepulchral Epigrams, op.cit., p. 10.

262 O. ManzeabmTaM, TaM Xe, CTP. 8.

263 Antipater of Sidon, "On Sappho", 14, Sepulchral
Epigrams, p. 10.

264 Hesiod, Theogony, Hesiod, The Homeric Hymns and
Homerica, p. 94.
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2., Reverence for primeval beauty.

InfSllentium?268 we perceive an apparently paradoxical

Juxtaposition of primeval sllence and the logos. The poet im-
plores the divine Aphrodite to remain in her state of pristine
beauty: "OcTaHbca nmeHo#t, A¢poimTa,".
a, Motlif of Aphrodite - symbol of pristine grace.
This primary motif, based on the classical myth of the
*foam-sprung' goddess, finds many counterparts in the classics,

as, for example, in the Theogony of Heslod:

Egn 6° EBn oldoln nahd 6ebg, &upl 8% moln

nooolv Hmo Padivololv &éZeto® v &’ A e p o d ltn v
(dppoyevéa te 0edv nal évotépavov KuBEpelav)

nimAfjonovor Beol te nal &vépeg, oliven &v o ¢ p B

OpkeBn, &tdp K v 8 £ p e v av, 8TL mpooEuupoe

KvOAHhporcg.

(Kumpoyevéa 6°, 811 vévto molvmhboty &vl Kbmpg® 269
452 @uhopundéo, BtL undéwv £Ee0advin.) (1ines 194 - 200)

and in Sappho's "To Aphrodite®:

MowntAd8pov’ &bavét’, ’'Appbddita,

natl Alogc doAbdmAone, Alooopal oe* 270

One of the most celebrated deities of the ancients, Aphrodite

was revered as the goddess of beauty and as queen of laughter.

268 O. ManjzeabmraM,"Silentium", TaM %e, CTpP. 9.

269 Hesiod, Theogony, Hesiod, The Homeric Hymns and
Homerica, p. 92.
270 Sappho, "To Aphrodite", Book I, The Poems of Sappho,

transl. by J.M. Edmonds, London:; William Heinemenn, New York:
G.P. Putnam's Sons, 1922, p. 182.
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For Pindar, Aphrodite represented one of the principal
divinities of the Hellenic Olympus. Insplred by the "severe
Muse of the hymn", his imagination found the most noble
language:

. % v&p Elvudnidoc ' AppodlTac
&povpav § Xapltwv

* anodoos’

271

&vamorlZonev,

dmédento &’ &pyvpdner’ ’Avpodita
AdArvov Ectvov Beodudtwv

2 , ] 2 L4 [ 2?2
Ox€wv egantoptva xepl nobog

(Pindar, Pythian IX, 8-11)

dtugpa mavdelovg &tdEcvvov peliyédpvac Buvovg,
Botic v noAdg elxev’ ’AppodlTac
edBpbvov pvdoterpav &diotav dndpov. 273

(Pindar, II, Isthmian Odes,
6-8)

When Pindar sings the happy life, celebrating youth,
beauty, and love through the power of Aphrodite, he seeks to

271 Pindar, Pythian VI, "For Xenocrates of Acragos",
The Odes of Pindar, Loeb Classical Library, ed. by T.E. Page

and W,H.D. Rouse, with introduction and English translation
by Sir John Sandys, London: William Heinemann; New York:
The Macmillan Co., 1915, p. 248,

272 Pindar, Pythian IX, "For Telesicrates of Cyrene",
op. eit., pP. 272,

273 Pindar, Isthmian II, "For Xenocrates of Acragas",
OE. C].t'., po 4“’8.

(273 - 275)
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prove that all things essential to man's happiness come from
the gods, and, in particular, from Aphrodite and her constant
attendants, the three Graces: Euphrosyne (Joy), Aglaia

(Brilliance), and Thalia (bloom of life).
b. Motif of primeval ‘'muteness’,

The following lines provide the key to many of the

poetic aspirations of Mandel'shtam;

OcraHbCcA neHO¥, A¢porurta,
W croBO B My3HKy BEpPHHCH,

¢Silentium", lines 13-14)

The invocation to Aphrodite to "remain as foam" is
followed by a supplication to the word to return to its
primeval state: that of harmony and melody. As a symbol of
the regenerative force of nature, Aphrodite, above all, is
empowered to animate the word-soul and to endow the poet's
verse with a resonant intensity parallelling the crystal

notes of pristine *'muteness':

Cnoxko#HO ZHmAT MOPA I'DYEH,

Ho, xax 6esyMHui#l, cBeTen XeHb,
1 neHm O6JleEZHaf CHPEHD

B MyTHO-J230peBOM coOcCyle.

Ja o6peTyT MOM ycTa
[lepBoHavYaAbHyH HEMOTY,
Kax KpUCTAJIHYECKYHO HOTY,
YTO OT POXLEeHHA vyucra!

("Silentium®, lines 5-12)
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The imagery of a quiet sea and the dazzling brilliance
of the day is classical, as is the description of the pale-
lilac foam in the lacklustre azure vessel. These topol serve
to reinforce the main motlf of a primeval beauty wherein mute-
ness relgns. c. Soundless choir of night birds.

A similar juxtaposition is to be found in the striking

paradox of a 'soundless' choir which is presented in the poem,

"Cayx 4yTKH# mapyc Haunparaet": 275

4 TUNHEY nepenJHBaer
IIONTHOYHHX NTHI HE3ByYHHH# XOp.

This motif of music juxtaposed with silence again finds ex-

pression in "CMyTHO-InmamuMu aECThAM" 327 O

OT4ero Tak Majo MY3HKH
U rakas THmHHA?

Many of Mandel'shtam's poems are built up on contrasts
and paradoxes like the above examples., In the poem "1914" 277
we are similarly presented with an antithetic analogy - on

the one hand, between Solon's appeal to the Athenians to

275 "Cayx uyTkH# napyc Hampdaraer," Tam xe, CTp. 9.

276 "CMyTHO-JHEAMAMA JUCTBAMH", CTp. 14.
277 "1914", cTp. 43.
(In Tristia, the date given is "1916")



GREEK THEMES AND MOTIFS IN MANDEL'SHTAM'S VERSE 110

liberate Salamis:

Topev elc Sohapiva woxnobuevor mepl vficou
tpeptiic, xohemwdv t’aloyog &mwobucvol. 278

(l1ines 1 - 3)

and, on the other hand, with a plea on the part of the poet
himself to the new Hellas — Europe — to repulse the en-

croachment and blandishments of the islanders of Britain:

Cobupanuch 3JIJIHHH BOHHOD
Ha npesmecrHn#t ocrpos CaramMuu, — (l1ines 1-2)

. . . . . . . . . . L] . L] [ . .

O EBpona, HoBaf Janajza,

OxpaHa#i Axpomoas u [upeit! (lines 9-10)

He warns of the danger presented by their treacherous gifts

-— a forest of uninvited shipst

Ham IIogapKOB C OCTPOBEZ HEe HALO

= (lines 11-12
Lenn# nec HezBaHHX Kopabaeii. ( )

1914.

A poem in which Mandel'shtam's exalted Apollonian
vision 1s vividly revealed is that entitled: "Beccouxuna.
279
Tomep. Tyrme mapyca. Here the poet evokes a dazzling antique

scene inspired by the Iliad of Homer.

278 Solon, Book i, Elegies, Elegy and Iambus with the
Anacreonta, vol. 1, ed. by J.M. Edmonds, London, William Heine-
mann Ltd., New York: G.P., Putnam's Sons, 1931, p. 116.

279 0. Maupzeabpmram, TaM xXe, CTpP. 48 - 49,
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3. Notion of power of love and desire.
Love is the moving force of this poem. The poet

280

refers to Homer's "catalogue of ships", and envisions the

crane-like wedge of their procession into foreign waters —

Emtesam  Gmmmasy  etsg— ———— wt—

This power of love and desire is often stressed in

anclent classical works:

. . « N0’ "Epog, Bg ndAAiotog Ev &Bavé&TtoLol Beolou,
Avorperfic, mwhvtwv dE Bedv mhviwv T° &vBphnwv
dduvatar &v othAbeoor vbov nal Enlopova BouAfv. 281

(Hesiod, Theogony, 120 - 122)
"Eooc nYTé w’ & AvouLuBAng 6dvel

L4 2 2 2 282
yAvrdmunpov dpdyavov dprnetov,

(Sappho)

i 6> "Epog wudptnoe nal “Ipepoc €ometo HaAdG
vetvopévn td mplta Bedv T’ &g @Uhov loboy.

tootnv &’ EE doxfic Tiufv Eyer H5E Aéhovxe

potpav &v &vophmoior ual &Bavéroiror Seolou,

napBeviovg 1’ ddpouc peldfuatd T’ EEanbrtag Te 2873
tépPpLv TE YAUnepHV @LAbTnTé TE pelduxinv Te.

(Hesiod, Theogony, 200 - 205)

280 Homer, Iliad, Book II, lines 494 -~ 877.

281 Hesiod, Theogony, Hesiod, The Homeric Hymns, and
Homerica, p. 86,

282 Sappho, Poems of Alcman, Sappho and Ibycus,
Alfred A. Knopf, New York, 1945 (no pagination){approx. p. 52).

283 Hesiod, Theogony, op. cit., p. 94.
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a, Motif of Helen of Troy and her power to inspire love,
Helen's power to inspire love is well brought out in

the words of the three elders as they observe her bemusedly

from the Trojan wall:

(4

‘ob vépeoic Tphog nal dumviuLdag *Axetodg
toufid” &ugl yuvarul moAdv xpbvov Ehyea mboxeLv-
alvag &Bavétnol Befic elc Gna Eovnev . . .7

284

(Iliad, III, 156 - 158)
b. Auxiliary motifs,
Supporting motifs are to be found in such characteristi-

cally Greek appellations and topol as: Homer, taut sails,
the catalogue of ships, a 'crane-like' procession, Hellas,
sea-foam, Helen, Troy, the Achaeans, the churning, black sea.
A flock of cranes as a classical topos occurs frequently, for
example, in the Iliad iltself:
eeee 5 SpviBec Hg,
H0Te mep MAoyyd vepbvwv méher obpavdbi mpb,
af 1’ &mel odv yeiubva @bhyov uat &bEogatov BuBpov,

Wy Tal ye nétovtal &n’ ‘Queavolo Podwv,

&vopbot IMuypaloirol @bvov nal uijpa @épovont’® 285

(I1iad, III, 2 - 6)

The concluding image of the black sea crashing into

the steep promontories is to be found in innumerable ancient

284 Homerus, Ilias, The Original Iliad, II, 191-193,

p. 34.
285 Homerus,ibid,JI, 2-6, p. 28,
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sources;
odu€TL 6% omuAbdeoor mepLrAacbeloa B8Aaooa
€y &vtendc medg B&Boc elodyeTal.

(Agathias Scholasticus, 3 - 4)

286

‘Qc 67 &17 v alyLaAd molunxEt ulux Bardoong
Spvut’ Enacgoltepov Zegbpov Bmo nivfoavrtog®
névty pév te mpdta nopbooetar, adTlkp Encito
xépow pnyvbuevov ueybha Bpéuer, duel 6& ©° Bupog

noptdv Ldv nopvpoltar, &romtder &’ dAdc &yvnv® 287

(BEomerus, Ilias, Book IV,
b22-426)

4, Concept of perpetuity in 1life.
Two poems wlth similar leading themes are "MHe xoaozuO.

llpospauHasa BecHa" 288 and "B IleTpomone OpPO3payvyHOM MH yMpeMm" 289

In these poems, Mandel'shtam garbs his experience of apprehen-
sion on the eve of the revolution (both poems were written in
1916) in images of classical history and mythology.
Mandel'shtam perceived world history in its perpetual
circulation, with the result that Petersburg becomes "Petro-
polis“.Z&%iapped under the pressure of a new reality of apo-

calyptic upheaval, the poet views the waves of the Neva as

286 Agathias Scholasticus, A Greek Garland, a Selection
from the Palakine Anthology, Greek text with translation by F.L.
Lucas, London, Cohen & West Ltd., 1949, p. 42,

287 Homerus, Ilias, The Original Iliad, IV, 422-426,

[y 68.
P 288 0. ManzexpmTaM, "MHe XO0XNOIHO. I[[po3payHasd BECHa) CTp.61.

289 "B llerpomoane mpospayHOM MH yMpem", cTp. 61.

289a The designation 'Petropol' had already been employed
by Pushkin in his "Bronze Horseman®.
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threatening 'Medusas', while a 'transparent' or unreal spring
shrouds the capital in downy green. Not even the shimmering

clusters of stars can dispel the constant menace of the dark

waves;:
MepuanT 3Be3x OyJlaBKH 30JOTHE,

Ho uumkakue 3Be3ZH He yOBNOT
Mopcko# BOJHH Taxeau# maympyx. <90

(lines 8 - 10)

(compare with:
alel 6% Bpoufovta, mal &v veubeoo., Buddoong

$ TAfpwv 4w Sobmov &ney0bpevov. 291
(Archias of Byzantium, lines 5 - 6)

The nature-morte quality of
Petersburg-Petropolis, as well as the spring, is phantom-like

and grotesque. The citizens breathe 'deadly' air, and each
hour is mortal and calamitous., Uneaslness and fear of death

pervades both these poens,

a., Motif of Proserpina (Persephone) - symbol of renewal
of nature.

In desperation, the poet calls upon Proserpina, the
goddess of Spring, to throw her protection over his beloved
Petropolig?lfi the same time, he rejects the aegis of Athena,
the awesome deity of War. For the poet, Proserpina symbolizes
the renewal of nature and perpetuity of life, just as many

classical poets envisaged in this dichotomous mythical figure the

290 O. MangzeasmTam, “"MHe X0JOXHO. [Ipo3pauHad BecHa',

cTp. 61.
291 Archias of Byzantium, A Greek Garland, p. 48.

(lines 5-6)

291a The concept of Persephone as a giver of Life, no
less than of Death, was very strong among the Greeks (see GHUnther
zuntz, Persephone, Oxford at the Clarendon Press, 1971, p. 413.)
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negative aspects of life resolved with the positive. Describing
the radiant return of the goddess from the dark land of Hades,

Sappho writes: "I heard the footfall of the flower spring . .2?3
b. Antipode of Persephone and Aphrodite: Athena,

Athena, on the other hand, in her "kaMeHHH# mesoMmM", is
represented in numerous classical sources as 'awesome' and 'war-
like', In these ancient texts (as in Mandel'shtam's poem) she
is presented as the antithesis of such benevolent deities as
Persephone and the 'golden' Aphrodite:

nobpnv T alyidyoro ALde YAovubmiv ’ABfAvnv°

ob v&p ol ebadev Epya moAvypdoov ’A@pgéﬁtng,
AN &po of mdAepol te &dov wmol Epyov Apnoc,
doutval te péyxotr Te mal &yhad Epy’ &Aeyﬁvsuv.2

(*To Aphrodite", 8-11)

MoAAN&S’ "ABnvainv &pvolnToiwy &pyou’ &elbdeuv,
devvfiv, 1§ obv “ApnT pérer molepfito Epya
nepBbueval te mwdAneg &UTAH Te mTbdAepol 18,294

(*"Hymn to Athena%, 1-3)

292 Quoted from Edith Hamilton's Mythology, New York,
The New American Library of World Literature, 1953, p. 54.

293 "To Aphrodite", The Homeric Hymn to Aphrodite,
translated by F. L. Lucas, Cambridge at the University Press,
1948, p. 10,

294 XI, "Hymn to Athena", The Homeric Hymns, Hesiod,
The Homeric Hymns and Homerica, p. 436,
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c. Supplementary motifs.
The *'fireflies' mentioned in Mandel'shtam's poem in

connection with the speeding automobiles along the river-

shore, as well as the 'dragon-flles' and 'steel-like beetles®

are common topol, forming a veritable swarm of insects in the
Greek anthology, as does the group which includes the cicada,
grasshopper, locust, cricket, etc.
neta y&p, oddE tavumtepbyov uvlog 295
ofitwe & pet&otaoic.
(Simonides, Frag. 22, 2 - 3)

pebyete navdapldeg® Adnoc &yproc Ouppe Suduer 296
(38A, Averting Songs)

In this latter fragment we hear the poet warning the beetles

to flee from the 'wolfish' spider (probably a venomous arachnid

specles) which preys on other insects.

A languorous Dionysian rapture pervades the poem

"30J0THGTOTO MeXa CTPyA U3 OYyTHJIKH Tekaa" . 297 The poet

savours ecstatically a moment of personal identification with

the antique past and with the returning Odysseus, "sated with

time and space”,

295 Simonides, Frag. 22, Dirges, Lyra Graeca II, ed.
by E. Capps, T.E. Page, W.H.D. Rouse, newly ed. by J.M. Edmonds,

tondon: William Heinemann, N.Y.: Putnam's Sons, 1924, p. 290.
296 38A, Book V, Averting Songs, Lyra Graeca, III,

p. 542,
297 O. MazgmeabmTaM, "30JOTHCTOro Meja CTPyA H3

Gy THAKH Tekaa", CcTp. 63 - 64.
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The atmosphere in this poem is truly Greek and abounds
in classical imagery: "3oaoTucroro Meza cTpya", "B nevuanbHoH
TaBpuze", "Beoxy Baxyca cayx6u", "Mamo GeiHX KOJOHH", "COHHHE
ropu", B kameHdcTo#t TaBpuZe Hayka Ddanaiu", "Exena", "soxorToe
pyuo", "Mopckue TAxesHe BOAHH", "Kopabanp", "moaoTHO",

"Onucce#t BO3BpaTHACA, NPOCTPAHCTBOM H BpeMeHeM HOJHHU".

We sense the poet's search for joy behind the appearances.

There is a colourful, sensual element in these verses.
The days are lazy and trundle past like heavy barrels. In a
brownish-hued garden beyond the white columns, vines grow in
fcurly-headed’ rows. Rust-coloured strips of cultivated
golden earth intersect the rocky Taurlan slopes. In a white
room the poet finds silence, "standing like a spinning-wheel",
The air reeks of vinegar, paint, and fresh wine in the cellar.

The lines of thls poem resound with the recurrent
breaking of sea-waves; "BCO JN0OpOry myMejsH MOPCKHE TAXEAHE BOJHH"
as Odysseus returns once again to the unchanging shores of his
native Greece,

In the imagery mentioned above, we find a favourite
topos of the anclents — the distaff:

ToupbEve noAALTGonLe nbpn &’ épfl, Toxe ovvepybv

Ahomdtnv, &ouelv nthuc névntr Blwe, 298

(193 - 194)

298 Antipater of Thessalonica, Epigram XXI, Anthologia
Graeca, The Garland of Philip and some Contemporary Epigrams,
ed. by A.S.F. Gow and D.L. Page, Cambridge, the University Press,
1968, p. 26.
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299

M\ouna p&tep, ob tou dbvapxt npéunv tdv fotov . . .
5. Notion of the 'death-aspect' of spr&%%epho) 200
The poem, "Eme zanexo acporenei / [lpospauHo-cepad BecHa",

takes up once again one of the underlying ideas of "lue xoxozHO!.

and “B [leTpomoJe npospauHoM MH yMpeM", namely, the association

of spring with death.

A bitter-sweet tonality found constant expression in

301

ancient sources with regard to love and nature., One may

consider, for example, the idyllic picture of spring presented
by Ibykos, which is cruelly shattered by the sudden onslaught
of the North Wind:

THou piv al e Kvdhviat

uoAldeg &pddusvar Pobv

gunotéuwy CTva MupBEvwv

nénog &ufpatog, of t° olvavdideg

adEbpeval ontéporowv V¢’ Epveciv

olvapéoLg BaAéBoloLv™ . . .

(AN’ &(8’ Hmd otepondc gAéywv

epntuiog Bopéac &foowv

napd Kdimpidoc &ZorEarg poaviaioiv £pepvdg
&BouBhg

Eynpoatéwg médobev galbooet

duetépac opévag. 502

(Frag. 1)

299 Sappho, Poems of Alcman, Sappho, Ibycus (unpaged)

300 O. Maugexvmram, "Eme gaieko acdonene#", crp. 64-65.

301 James J. Wilhelm, The Cruelest Month, New Haven,
Yale University Press, 1965.

302 Ibycus, Frag. 1, The Poems of Ibycus, Lyra Graeca,
ed. by J.M. Edmonds, 1924, p. 84.
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In Mandel'shtam's verse, also, spring is referred to
in this ambivalent manner — as a time for flowers and
rejoilcing, as a time for mourning and death. Why, the poet
asks, do we think of death when it is spring — a time for
dancing and pleasure? Why decorate the tombs with black roses?
He observes wryly that in the land of Hades, there will be no
"lovely, sun-tanned hands",

Notwithstanding his horror of death, the funeral of
the bard is foretold in the burial urn, the black ship of fate,
the bird of wailing, and the black flag of memories trailing
behind the cypress craft. The poet's soul lingers wistfully
over the seashore on the promontory where the amulet of his

happiness is buried, a. Spring flower of the dead.

All the flowers so beloved of the Greeks: the crocus,
the narcissus, the purple hyacinth — although lighting up the
darkness of early spring - nevertheless carry in their heady
scents a whiff of the mouldering grave. Oneof the favourite
spring blooms of the chthonic deitles, the asphodel, is the
prime symbol of this 'death-aspect' of spring. In Greek myth-
ology the asphodel represented the flower of the dead, and grew

in profusion in the meadows of Hades:

e o « OGuxd 82 modlucog Alanldouo

polta pomupd BLBIcw nat’ &ogodeldv Aeiudva,
(1ines 538 - 539)

503

303 Homerus, Odyssey, XI, The Odyssey of Homer, Books
I - XIT, text by G.H. Palmer, Boston: Houghton, Mifflin and

Company, 1884, p. 394.
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. e ey a€¢a 65’ Tnovto uat’ &opoderdv Aecipdva,

EvBa te valovor ¢uyal, e¥dwia napdviwv, 504

(Homer, Odyssey, Book XXIV, 13-14)

Here, in the fields of asphodels, the shades of heroes wander

disconsolately, awaiting their final judgement,

b. Black sail.
The ship with a black sall easily finds a counterpart

in classical sources:

e o . BLd nal pEiav fotlov Exovoav, dg &ml
cuppopq TPodAAwW, Thv valv Enepmov”
P V17,84 {Je fod
dmootpépovio cwlopévov tol enctwg &ndpacbal

Td Aevubv, el 6% pf, Td pélave mAelv ual &moon-
pxlveirv Td mé&bog.

(Plutarch, "Theseus", XVII, para. 4)
¢c. Bird of mourning.
The topos of the bird of "death and mourning” is similar-

505

ly common in classical ornithomancy. Hearing a large black bird
screaming overhead, the warrior in Timotheus' "The Persians®
senses that hlis end is near:

(tooad)t’ Zoo o(ad)p(dc, Omtp HEgOA)&vte

uenpoy (Viov elbev 8)pviv uerar(vév,)
(lines 56 - 57)

306

3O4Homerus, Odyssey, XXIV, ed. by D. B. Monro, Oxford,
The Clarendon Press, 1901, p. 263.

305 Plutarch, "Theseus", XVII, para. 4, Plutarch's Lives,
Vol. I, The Loeb Classiceal Library, ed. by T.E. Page and W.H.D.
Rouse, London: Wm. Heinemann, 1914, p. 34.

306 Timotheus, Frag. 19, "The Persians", Lyra Graeca,
Vol. ITII, newly ed. by J.M. Edmonds, p. 312,
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A mother, like the mournful holy bird of spring, the
halcyon, bewails her son at his tomb:
« « o 8v mépL Tpoundig
phTne, Avyefl Govibr ndtuov eluéln,

alal nondber OV &dv ybvov Huxta mhvra,

AEyovoa 1OV mpdwpov tg &népdito. 507

(Phalaecus, Epigram 27)
d. Persephone,

As in the poem, "B llerponose npospauyHoM MH ympem"“,
Persephone is regarded in this poem as a symbol of the renewal
of life after death; "HKak Ilepcedona, B merkuit xpyr" (line 6).
The poet's soul, like the mythical Persephone, will undergo a
migration to the land of Hades, and, subsequently, a return to
life with the renewal of spring on earth.

The notionof the transmigration of souls is an impor-
tant classical theme and has many ancient counterparts. In
Pindar, for example, the doctrine of metempsychoslis 1is developed
several times, Pindar bvelieved that, following the death of
the body, the soul was judged in Hades, If considered guiltless
in its earthly life, it passed on to the Elysium. Then it was
required to return twice to the earth and suffer two more deaths

of the body. Finally, Persephone released it from its detention

307 Phalaecus, Epigram 27, Greek Anthology, Vol. 5,

p. 18.
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below, from whence it returned to the earth to inhabit the body
of a king, a hero, or a sage. One of Pindar's verse fragments
describes Persephone washing ancient soil from the souls, and
at the end of nine years, sending these souls up to the sun to
be reborn in the form of illustrious men:

oloL 6% depoegdva morvdkv moharod mévOeog
6€Zetat, £ Tdv Umepbev &Avov nelvwv &véty Etel

&vdiLdot Pux&e mALV® 308

(Pindar, frag. 133(98)

The souls were now lliberated from their wanderings, and could

proceed forthwith to the Islands of the Blest.

6., Love of human reason, liberty, and justice,

a. Motif of the "foundering
ship of state”.

In Mandel'shtam's poem, "Cywmepxm caodonu"?o?khe poet's
sorrow and despair resound dolefully as he bewails the "twi-
light of freedom", 1In this poem we see a distinct parallel
with Alkalos' "foundering shlp of state", with both poets be-
moaning the distressed conditions in thelr respective nations.

The Lesbian poet Alkaios nourished a vigorous hatred

for oppression and for all tyrants in the making. The state

308 Pindar, Frag. 133(98), "Dirges", The Odes of
Pinder, including the Principal Fragments, The Loeb Classical
Library, ed. by T.E. Page and W.H.D. Rouse, intrvduction by 3Sir
John Sandys, London: Wm. Heinemann, N.Y.: the Macmillan Co.,
1915, p. 590.

309 O. ManmeapmraM, “"CyMmepku cBOGOZH", CTp. 72.
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is referred to metaphorically in his verse as a ship thrashing

through heavy weather and engulfing waves:

XX
’ ~ 2 Ié .
Aogvvvérnur Thv dvépwv otdoLvy

70 pdv vd&p EvBev ulpo nvAlvbeto,
td &’ EvBev® &uupec 6 Bv 1d péooov
vat gopfinebo obv pelaivy’

xelpwve poyxdelvrec peyéhy péia’

wtp pEv vdp &vthoc lotomédav Eyxen,
Aatooc 6& mhv Z&S5nhov o1
nol Aénideg péyodal uat’ adto”

xébAaror 6’ &ynovva.

XXT

10 6nVte udua TRV mpoTépwv Bvw
otelyer, mopéfelr &' &uupt mdvov mdAvv
&vtAnv, énel ue vioc EBBg”

vilata) . 310

(Alkaios, frags. XX, XXI)

A similar fate appears to be in store for the father-

land of the modernist poet:

310 Alcaeus, Fragments XX and XXI, "Longer Fragments®™,
The Songs of Alcaeus, ed. by James Easby-Smith, Washington,

W.H. Lowdermilk and Company, 1901, p. 66,
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IIpocaaBuM pokoBOEe Opemd,

HKoTopoe B crnesax HapOAHH# BOXIb OepeT.

IlpocaaBrM BaacTH cyMpayHoe O6pewd,

Ee HeBHHOCHMHH T'HEeT.

B koM ceprme ecTh, TOT JOJXEH CJHNA&TH, BpeMmd,

Kax TBOM KOpabak KO JLHYy HIET. 311

(Tristia, 1918)

Minor motifs which accentuate the atmosphere of turmoil
which accompanies the foundering are the seethlng waters at
night: "B KunAmue HOUHHE BOJH", and the disappearance of the
sun: "He BuZHO coxHNa} The song of the swallows is stilled by

the warring legions (cf. the swallow topos which appears in a
very ancient folk song welcoming spring):

~

"m\G’, ANOE YeALOBvV
noAde Bpac &yovoo
nal nododc &viovtodeg
Eml yaotEpo Aevud

uATY viTta pEAxLvo. 12

(*The Rhodian Swallow-song", No. 20)

The silencing of the swallows is accompanied by the
"twilight of freedom". The poet's country, represented by the
endangered ship, 1s rocked by waves of adversity which threaten

to submerge it, plunging its people into chaos and doomn.

311 O. ManzexpmTam, "CyMmepkH csob6oau", ctp. 72.

312 Ritual folk-song No. 20, Other Ritual Songs, Lyra
Graeca, III, ed. by J. M. Edmonds, p. 526.
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7. The joyous act of recognition

and rediscovery in life.

The poem "Tristia" speaks of the sorrows of parting,
but one may perceive a strong undercurrent of hope which was
so characteristic of the poet. The third stanza, particularly,
epitomizes Mandel'shtam's innate Joyous philosophy that all that
went before will repeat itself — how reassuring to him is this

moment of intuitive recognition and anticipation:

Bcé Guamo Beraps, BCE DOBTOPUTCA CHOB&,
I caafoxk Ham JUmb y3HaBaHbA Mnr.1918 813

(lines 23-24)

Again we see the Pythagorean-like metempsychosis which underlies
much of the poetry of Mandel'shtam, and which constituted such a
strong sustaining force during the tribulations of the social
upheaval which surrounded him.Blua

The oxen and the cock mentioned in the first stanzas of
the poem are well-known ancient topoi, and present a sharp
contrast of shade and light(a chiaroscuro effect).

The oxen, chewing placidly beneath the trees are a re-

current image ln ancient works, as for example, in Adaeus' verse

honouring this faithful animal:

AVhanr mal Yheg tetpupévov pyativny Boﬁﬁ
sy od oovinv Hyaye mpde nomida, -t

Homer, too, mentions the ox in his works, and it is

obvious that neither he nor his successors spurned this beast

313 O. Mamzeapmram, "Tristia"™, cTp. 73 - 74,

314 Adaeus of Macedonia, Greek Garland, A Selection

from the Palatine Anthology, p. 74.
314a This poet's consistent rejection of *evolutiont or

' ' .&. "Vokrug naturalistov") could be considered a 'classical
progress' (e.g. "Vo g paturas et trait.
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as too lowly for mention in thelr artistic work:

00b€ oev &u nohpwv nepool Bdeg &8Y ubiiopa

S€EovtaL . . o 315 '

(Erycias, Epigram 174)

The cock, in ancient Greece, was sacred to the Sun and
to all the deities of light. He was beloved of Ares because of
his bravery and pugnacious vigilance, and sacred, as well, to
Aesculapius, the god of healing and medicine,

In the following epigram, the poet Anyte mourns the

death of his favourite:
obuéty p’ &g Td mhpog munivale mrepdyeociv Epéoowv
Bpoevc £E edviic &pbproc Eypbuevog® 316
(Anyte, Epigram 202)

Simonides refers to the cock as a "delightsome-voiced

chanticleer":
¢ 2 ? 2 317
Tuepbowv’ &Aéutop

(Simonides, Frag. 81)
Once agaln we meet with the distaff motif, as the
poet remarks how he loves the whirr of the loom and the

spindle. So, too, the Greeks eulogized the sacred household

315 Erycias, Epigram 174, "On Therimachus", Sepulchral
Epigrams, The Greek Anthology, II, p. 99.

316 Anyte, "On a Cock", Eplgram 202, Sepulchral Epi-
grams, The Greek Anthology, II, p. 11l4.

317 Simonides, Lyra Graeca, (Frag. 81), p. 328.
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tasks:
. o« o ¢ 8% yvvatueg

tot®dv texviiooar®  mepl vé&p opror SBuev ‘ABAuN

€pya ' énloTacbar mepumadléa ol ppévac édex&g.BIS

(Homer, VII, 109 - 111)

Kepnlda t&v bpBpLvi, xehibovldwv Hua guv,
peAnmopévav, totdv MaAA&docg &Kuvéva,slg

(Antipater of Sidon,
Epigram 159)

8. Notion of divination.

Divination played an important rdle in the legends of

Apollo, for example, in the case of his gift of unconvincing
prophecy to Cassandra.

In Mandel'shtam's final stanza of "Tristia" we see
this classical Greek preoccupation assigned to women, whereas
human fate is determined not in wax, but in bronze, on the

battlefield by men:

He HaM rajgatrs O rpeueckom 3pebe,

IAfA XeHmUH BOCK, UYTO XHJA MYXUHHH Melb.
HaMm TonskO B OGHTBax Bunagagm xpebuit,
A HEM JaHO rajaf yMepeTh. 2

This concluding antithesis recalls the bidding of Hector to

Andromache to return to her household tasks, while he goes off

318 Homer, Book VII, The Odyssey of Homer, ed. by G,H,
Palmer, Boston: Houghton, Mifflin and Company, 1384, p. 220.

319 Antipater of Sidon, The Dedicatory Epigrams,
The Greek Anthology, Vol. I, ed. by W. B. Paton, p. 380,

320 O. MangeasmTam, “"Tristia“, p., 73 - 74,
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to do battle:

&AL elg oluov lofoa & o’ adtfic Zpyo nbéuile,
LoToév T’ Ahom&Tny TE, Mol &peLmdroilor uEheve
Epyov &nolxeoBul® mdhepog &’ &vdpeoor peAfioel
ndouv, &uol &% u&hiota, Tol "IA® Eyvevboouv. 321
(Homer, Iliad, VI, 490-493)
9. Joy offered by the enduring work of art.
One of the richest of Mandel'shtam's poems in terms of
ancient Greek imagery 1s the one entitled: "Ha xaMeHHHX
orporax [lmepuu". A rhapsodic joy pervades the entire poem as

the poet describes a spring festival in ancient Hellas, and the

inspiration of national bards by the dancing Muses:

Ha xaMerHHX oTporax [Mepnu
Boruam Mysm nepsuH#t xopomog,
YTOOH, KaK UYEJH, JUPHHKH CJEOHe 322
Ham nomapuauw mouHmfickuil Mex.

a. Honey-poetry.
The poets are likened to bees, their poetry — to Ionian honey.

These motifs were ever-present in early Greek lyrics, as, for
example, in the reference to the poetess Erinna as a maiden
*honey-bee’:

HopBevindv ve&oirdov &v dpvomdloiror péAiLooav

"Hpivvav, Movodv &vbea Spemtopévav, 323

321 Homerus, The Iliad of Homer, I, ed. by W. Leaf, M.A,
Bayfield, London, Macmillan and Co, Limited, 1931, p. 140.

322 O. MangzenrmraMm, "Ha KaMeHHHX OTpOrax I]'zepnz;i crgé

323 Leonidas or Meleager, "On Erinna®", No. 13,
Sepulchral Epigrams, The Greek Anthology, Vol. II, p. 10.
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The Lesbian Sappho, when pressed, yielded honey:

» 2 . . 324
En Témowg 766’ &ueiybduevog pEAL Tour @épw 3

(Anon. Fragments, no., 49)

Antipater of Sidon eulogized the ‘melody' of the bees:

od péroc eloatwv POEYEaLS nev, g &nd Movodv
Ev K&dpov Bal&porve oufivoc &memAdoato.
(Epigram 34)
while Antipater of Thessalonica versified in similar vein, de-

325

scribing the bees moulding the lips of Pindar with honey:

o0dE u&tnv &morolc Eouvbdc mepl yelleowv &oubde

, ~ rd 26
Emnhaoce unpbddetov, Iivdape, cgeclo péiu. 3

(Antipater of Thessalonica,
b. Auxiliary motifs.
The bitter-sweet tonality of the ancient spring,

already referred to in the sampling of poems, 1s agaln alluded
to with regard to the chill of the spring morning, and the cold
underground source which waters the oaks. The cruelty of
spring 1s accentuatedby a description of the killing of hens,
the stretching of ox-~hides, and the vulnerability of the tor-
toise as he is pounced upon while sunning himself on the rocks.
Spring's positive qualities are represented in the colourful
shodding of Sappho, the happy, industrious hum of the cicadas,

324 Anon. Fragments (Sappho or Alcaeus), No. 49, Lyra
Graeca, Vol. III, newly ed. and transl. by J.M. Edmonds, 1927,

p. 438, 325 Antipater of Sidon, "On Pindar", Epigram 34,
Sepulchral Epigrams, op. cit., p. 22.

326 Antipater of Thessalonica, LXXV, The Garland of
Philip, op. cit., p. 58.
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the rustle of grasses, and the intoxicating scent of lungwort,
The cicada, in ancient literature, represented the

voice of nature:

~

Hxt oe nal Zegbpoiro TLvacoopévn nitue abparg
8&NEeL, TeTTlvwveloatovta pérog, 327
(Anono ] lineS 3 - L")

Also represented frequently in ancient literature is its close
relative, the cricket. The death of one of these insects is

sung by Leonidas of Tarentum:

e o o THV YEp dOLOOV-
dupldax, Thv edoav Td mptv &navBoBéTLv,
dimholc &c AvndBovtac dollato THv HoAapTTLv,
dpvidly xenoopévny matdye* 328
(Leonidas of Tarentum)

The tortoise, warming its golden underside in the
sunshine of Epeiros, is mentioned in connection with the
invention of the lyre:

Zvoo xEAvv edpiv Entficato pupfov 8ABov®
‘Boufic Tov mpdriota xEAvv tentfivat’ &oiddv®

IV - "To Hermes",
(lines 24 - 25)

329

327 Anonymous, A Greek Garland, A Selection from the
Palatine Anthology, p. 52,

328 Leonidas of Tarentum, ibides P. 2.

329 IV - "To Hermes", the Homerlc Hymns,
Hesiod, The Homeric Hymns and Homerica, p. 364.
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In the last stanza of his poem "Ha KaMeHHHX oTporax
[lvepun ", Mandel'shtam mentions the hallowed isles of the Archi-
pelago where honey, wine and milk replace wretched daily bread,
and where life is free and untrammelled by earthly cares.
As indicated by Professor Terras in his article on the classical

motifs of Mandel'shtam, this last stanza is very reminiscent of

0
Pindar's paeon to the Isle of the Blest:33

e o o« Evba ponbpwv
v&oov Gureavldeg
agpau nepunvEoLolv®  &vbepa &% xpvool gAEyeu,
& piv xepodbev &n’ &ydadv Sevbpbwv, B6wp 6’
&\ oépBer,
Spporor Tdv xEpac &vamiénovti ual otegdvouc
En. &7

Bovhalcg &v 4pbaloL ‘Padau&vbvoc, 331

(0Olympian II, 71 - 83)

Their heads wreathed in garlands, the inhabitants live in
tranquility under the righteous laws of Rhadamesnthos. Gentle

ocean breezes waft the scent of flowers (cf."DaXHer MeZyuuma')’322
(1ine 27)

Owing to a striking similarity in imagery with "Ha
KaMeHHHX orporax Imepuu", we should consider at this point
another poem of Mandel'shtam's, "Bo3sMH Ha pPaloCTh H3 MOHX

ﬁanoaeﬁ".ssz

330 Victor Terras, op. cit., p. 261.

331 Pindar, Olympian II, The Olympian Odes, The Works
of Pindar, ed. by L.R. Farnell, London, Macmillan and Co.
Limited, 1930, p. 13.

. " PMH H& PajoCTh H3 MOHX JXaloHei"
332 O. Manjgeavmram, "Bos pag ey

332a See Ryszard Przybylski's description of mythic space

in his "Arkadia Osipa Mandelsztama", Slavia orientalis, XIII,
p. 243-262,
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Thls poem begins in a quiet, restrained tone of joy as
the poet offers his personal gift of 'honey-poetry'. Although
the poet is resigned to the reality of a world in flux:

He oTBA3aTh HeOPUKDENNEHHOH JOLKH,

He ycamxares B Mexa o6yTo# TemH,
He mpeBoaMous B ZpeMyueil XU3HH cTpaxa.

(lines 4 - 6)
nevertheless, he senses the power of the work of art as a means
of liberation from the mortal condition:

BospMu % Ha pafocTh IMKHE MO# mogapox,

HeBapauHoe cyXxoe oxepeabe
Ha MepTBHX nvues, MeJ NPEBPATUBEMX B COJHIE.

(lines 13 - 15)
Honey, and its fermented derivative, hydromel or mead,

have long been equated with death and, at the same time, with
rebirth: « +» + "la boisson d'immortalité, 1'Hydromel -
*médhu des Indo-Européens , . . 332

In the bees' nourishment of lungwort, mint, and Time,
we see a striking oxymoron of bitter and sweet qualities.
Time, as an ingredient, puts the honey-poetry in its proper

historical perspective.

The bees, presented as transformed "shaggy kisses", are
perhaps assoclated wlth a recurring Greek image of bees playing
about the lips of great poets, and moulding on them their "wax-

bound honey" (cf. Antipater of Thessalonica, p. 129). Just as

333 W. A. Borgeaud, "Hibernica: Echu - Echoch, Echoid -
Echdach, Temair", BeltrBge zur Namenforschung, Carl Winter,
Universit8tsverlag, Heidelberg, Band 6 (1971) Heft 1, p. 40-44,
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the bees die, so do words themselves, having been pronounced.
However, prior to perishing and forming a necklace of dead
'bee~words', they have transformed their *'honey', that is, the

essence of the words, into sunshine — into immortal poetry.384

10. Fear of death and oblivion.

With respect to the two poems, "Horiza IllcuxeA-xU3HbBb 3
336

335
cuyckaeTca K TeHAM" and "# caoBo mosabua, 4YTO A XOTea CKasarTh",

Victor Terras observes that these are related 'contrapuntally’,
presenting, as it were, "two sides of a coin: the first 1s the
image, the second, its metaphoric development, the 'legend"h337
The first poem describes the sensations of the bewildered soul
immediately following death, and its fearful Journey to the
nether wor16237?ts counterpart, the second poem, has as its
focus the fallure of the poet to grasp a word which he sought.
This word, like the lost soul in the first poem, retreats to
the realm of shadows, to oblivion. The poet's intuition or
Joyous "act of recognition® is frustrated, as the word-soul,
unborn and sterlle, vanishes forever.

The minor motifs or imagery in both poems are very

much in the Greek tradition. The wing®d psyche, like a blinded

334 Nils #ke Nilsson, "Osip Mandel'shtam and his poetry",
Scando-Slavica, p. 37 - 52,

335 "“Korza licuxed-xH3Hb CHyckaeTcA K TeHaM", cTp. 80.

336 “i caoBo mosalHi, 4YTO A XoTexa ckazaTh', cTp. 8l.

337 Victor Terras, op. cit., p. 261.

337a Critic Mochul'sky commented on the strange, unusual
music which resounds in this poem, together with an ancient and
ceremonial language similar to the language of Pindar (see Vol. I

of Mandel'shtam's collected poems, p. 365),
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swallow, gropes its way through unknown, phantom-like woods.,
Lost in the shadows of this unreal forest, 1t presents an
ambiguous image, associated, as it usually was in ancient lyrics,

with the joy and exuberance of spring:

btav %pog Bpg nehadf xeAidhv. 338

(stesichorus, frag. 38)

and, at times, with its keening sorrow: a Locrian folk song
(frag. 2) conteins dark, melancholy passages related to the
appearance of the swallow in spring.

Heslod presents the swallow as the "shrilly walilling
daughter” of Pandion, a king of Athens, who died of sorrow

following the transformation of his daughters into these birds:

TOv 6% pét’ dpboydn Mavdiovic BpTo YEALBHV
&g obog &voplmoic, Eaxpog vEov totapévoro. 339
(Hesiod, Works and Days,568-569)

340
The confusion of the little soul in Mandel'shtam's poem

upon crossing the Styx, finds an antique counterpart in which
the dread ferryman 1s exhorted to lend a sympathetic hand to

a forlorn ghost who shrinks from setting foot on the dread

338 Stesichorus, Frag. 38, Lyra Graeca, Vol. II,
(newly ed. by J.M. Edmonds), p. 52.

339 Heslod, Works and Days, Hesiod, The Homeric Hymns,
and Homerica, p. 44,

340 A feminine soul (as it was in the Greek concept).
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shore of the Styx:
TA&GZeL y&p TOV maldo T& o&vdoda® yvpuvd d& BELval
Txvia serpalver dbppov €n’ fovinv.
(Zonas of Sardis, lines 5 -~ 6)

341

The grieving souls meking the crossing are required to
pay their fare (often, an obol) to the formidable boatman:

"AYbog b veuvnyE&, uexappEve démnpvor mhvtwv,
8c BxBd moplBuebeig Tolt’ ’Axépoviog Vdwp,
el ual cou RERpLBev Ym’ elddhoiror napdvtwv

OAHEC, o o o o o o o o 6 4 e e e . 342
e e e e e . . 0fpw . . , nal ool vavTiAing dBordv.

(Archias, Epigram No. 68,
"On Diogenes" )

In Mandel'’®shtam's poem, the little psyche offers a
343

honey-cake in payment for safe crossing. Numerous references
to honey-cakes as offerings for favours occur in ancient texts,
as, for example, in the following verse of Rufinas:
?AyxLéiov Ppnyutvog E&nlonone, ocol thde mépmw
parotlo ual Avtiic 6&pa Bummoiing®
abiprov 'IToviov y&p é&nt mAatd ubpa mephow, Sl
onehdwv fuetépne nbAmov &g Eldobéng.

(Rufinas, "IgitouvAlxouv")

341 Zonas of Sardis, A Greek Garland, p. 4.

342 Archias, Epigram No, 68, "On Diogenes"™, Sepulchral

Epigrams, The Greek Anthology, Vol. II, p. 41 - 42,
*%K%EHTES o Antioch or of ﬁytilene).

343 Once again we see the 'honey' motif, with its ancient
connotation of death, and at the same time, lmmortality.

344 Rufinas, XVI, Anthology of Rufinas, Anthologeae
Graecae erotica, ed. by W.R. Paton, London: David Nutt, 1898,p.1l.
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In the second poem, "# CA0BO HO3albHi, 4TO A XOTeX
ckaszaTb", the motif of the blind swallow is repeated, entering,
like the wing®d Psyche of the first poem, into the realm of
shades. No birds are to be heard; the immortelle does not
bloom, Visible only are the transparent manes of night steeds
and an empty boat drifting in a dead river.

The word fades into '*forgetfulness!among a swarm of
grasshoppers?uéﬁhis topos of the grasshopper, like that of the
clcada, cricket, and locust, is particularly prolific in Greek

anthology:

*Anpldr nal TETTLYL Mupd TOOe BAMxTO OFjua,
ALtV dppotépoie xepol Baioloa ubviv, 545

(Marcus Axgentarius, 364)

The poet fears the wailing and sobbing of the Aonides,
the vengeful Nymphs of Boeotia (cf. Pausanius, 9.5, 1f.)
He longs for a return of the graphically acute moment of
recognition, the ectasy of poetic intuition which lights up

the dark, resounding emptiness of mortal existence.

11. Perception of Time (XPONOZ)

The final poem of the sampling presented in this

346
dissertation, namely, "BOT IapHOCHLAa, KakK COJHIE 30J0TOE,"

presents Time as its gonceptual element. We have seen, in

345 Marcus Amgentarius, 364, The Greek Anthology, II,

p. 195 346 Ocun ManHZeasmTaM, "BOoT JapHOocuLa, KaK COJHIE
soaoToe,", TaM Xe, CTp. 85,

346a cf. Plato's Phaedrus, where grasshoppers are described
as human beings who died in forgetfulness (always singing, they
never thought of eating or drinking as a means of survival),.
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the poem, "Bosasmu uHa pazocTh", how time, along with lungwort
and mint, provides the nourishment for the 'honey-poetry' of
the 'bee-poet'. Mandel'shtam perceived time concretely, that
1s, through his senses — he saw it, heard it, smelled it,
and even felt its constricting pressure:

Bex Moii, 3aBeps MOH, KTO cyMeeT 347
3arafdHyTh B TBOH 3PAYKH . . .

Ha cTekysa BEYHOCTH yXe Jerao 348
Moe JxHxXaHME, MOE€ TENJoO.

Y. BEeUYHOCTH BODPyeT BCAKHH,

A BEYHOCTH -— K&K MOPCKOH IEecok: 849

¥ meus cpesaeT Bpems, 350
Hakx ckocHao TBOK Kabayk.

Kro BpemA nmesoBaJ B U3MyYeHHOE TeMa —

. . . . . . . . . . . . . . . ] . L] . [ . [ 2 .

On 5y28T BCOOMEHAaTE, K&K CIIaTh JOXHJIOCEL BpPEMA

L] . . [ . L] - o . [} L] . . . L] L] L] . . [ . L] L]

KTo Beky DOIHHM2J GOJE3HEHHHE BEKH —
L] * L] - . * * L] * L] [ ] L] L L] L . * * - L] . > L]

OH CJHNNHT BEYHO myM, KOrJa B3pEBeJH PEeKd

BpeMen O6GMaHHHX H IJIyXHX. 351

He likens the century to a wolf-hound which leaps on his shoulders:

(a tfcutthroat! wolf century)
3562
MHe Ha OJeud KUAAeTCA BeK-BOJKOJZaB,

347 O. Mauzexpmram, "Bek", ram xe, cTp. 10&.

348 "JaHO MHE€ TeJO - YTO MHE HeJaThb C HHM", CTp. 6.
349 "B TaBepHe BOpoBCckKadA makika", crp. 30.

350 "XoaoZOoK mekouer Tema", crp. 98,

351 "1 auBapsAs 1924", cTtp. 1lil.

352 "3a rpeMyuyn Ro6iecThs I'pPALYEHX BEKOB,", CTp. 148.
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The foregoing examples reveal Mandel'shtam's intense
preoccupation with questions of time and eternity. His
extremely sensitive Rergsonian perception of Time is interwoven
throughout his poetry. Like Bergson, he viewed time as a con-
tinuous flow, a temporal whole, without differentiation into
distinct parts. Both distinguished between real time or

duration (la durée réelle) and the mathematical view of time,

For him, as for Bergson, all reality was a manifestation of the

élan vital — the reality and moving principle of individual

life and of the cosmos as a whole,

With respect to Hellenic counterparts, it should be noted
that Time (XPONOT) played an important rdle in the poetic art of
Pindar. For him, Time represented not a simple abstraction, but
a true divinity. In the fragment of one of his hymns (Prag. 10
(Bergk.), he refers to Time as "the most powerful of the
fortunate",

Mandel'shtam, also a mythologue, strives to 'materialize!
his vivid conception of time. In his poetry we are presented
with concrete images which embody his vislons of *reality' —
Saint Sophia and Notre Dame, for example, constitute symbols of
earthly eternit;?zaﬁnwilling, like Marcel Proust, to accept the
superficial 'reality' of actual life, Mandel'shtam similarly

searched for a deeper reality through intense contemplation of

contemporary phenomena and through 'privileged’ moments of extra-

temporal recognition.

352a N. A. Nilsson, "Osip Mandel'Stam's Poem The Admiralty,"
Scando-Slavica, XVII, 1971, p. 21-26; "0sip Mandel'Stam and his

poetry", Scando-Slavica, IX, 1963, p. 37-52.
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Like Plato and hls followers, Mandel'shtam devoted
himself to the attainment of the Divine through the 'miracle-
working' medium of poetry. The Platonic artist, seeking to
reproduce the ideal in concrete form, became a conscious
'‘philosopher~-craftsman', If this artist happened to be among
the particularly gifted, his work was believed to transcend the
temporal order and to enter into a realm of a linked past,
present, and future. He drew upon enduring well-springs of
inspiration, and, in this way, produced works of universal
human significance,

According to Plato, transcendental idealism ensured
physical realism. The soul, with its transcendental insight,
was essentially 'prior' to the motions of the space~-time world.
In the Phaedrus, we are presented with the universal Hellenic
view that art is divine in origin. Art was regarded as a gift
of Apollo and the Muses, and the artist had only to submit
himself, with all his trained powers of expression, to the
divine influence, Exalted and inspired, the artist was magically
transportedto that which is beyond. Endeavouring to re-
present the reality of the 'idea', a great artist would attain
a beauty which was not merely mimetic or transitory, but a
beauty which would be both permanent and absolute: "for the
most part the myth is the vision of a poet whose images are not

disguised doctrine but spring from a non-rational 1ntuition...”353

353 Plato's Phaedrus, transl., with introduction and conmentary
by R. Hackforth, The Bobbs-Merrill Company, Inc., 1969, p. 72.
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The word-soul thus regains its divine purity through the poet's
intense contemplation of the Form of Beauty.

A similarly vital rdle was assigned by Plotinus to the
"returning upon oneself", Unity of the soul with the Absolute
was possible only through a mystical union or vision. The
artist had only to concentrate on giving himself back to the
Divine:

« » any skill which, beginning with the observation of

the symmetry of living things, grows to the symmetry of

all life, will be a portion of the power There which

observes and mediates the symmetry reigning among all

beings in the Intellectual Cosmos.
It followed that all music, poetry and other forms of art would
be, in effect, the earthly representation of art forms already
existent in the Ideal Realm. In the field of arts and crafts
all that was relevant to the needs of human nature were to be
found in the Absolute Man, and, before that, the Absolute-Soul.355

This vital Hellenic concept was at the very core of
Mandel'shtam's aesthetic, and his poetry was the realization of
an intense inner experience, expressing with power and pathos

feelings and ideas which the world at large can clearly recognize

as its own?

bBorocayxesnus TOpReCTBEHHHN 3eHUT,

CeBeT B Kpyrao#l XxpamMuHe NOJ KyHOJAOM B HKIE,
Y106 mnoaHOH TPyABH MH BHE BpPEMEHH BagOXHyHH
0 JayrosuHe TOH, rige BpeMA He OEEUT.

354 Plotinus, The Enneads, v. 9, translated by 3tephen
MacKenna, London, Faber and Faber Limited, London, 19469, bp. 441.

355 Ibid., p. 442,

356 0. ManzeabpmTaMm, "BoT ZapHOCHUZ, Kak COJHLE 30Jx0TOe",
TaMm xe, cTp. 85.
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An all-pervading sense of beauty and a sane and
harmonious conception of the relation between ian and Nature
as well as between Man and God characterized the Greek genius,
and particularly that of the Hellenic period. Mandel'shtam
displayed a natural affinity with the mind and temper of these
ancient Greeks, and we see throughout the themes and motifs of
his poetic art flashes of luminous and rapturous insight,

Mandel *shtam's ideas, embodied as they are in concrete
and expressive myth form, are pregnant with the very spirit of
ancient Greece. His own particular brand of Hellenism was an
integral part of his being. It sprang naturally from his own
spiritual depths, and the influence of ancient poetic art served

to strengthen the bent of his own intuitive genius,
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"A thing of beauty is a joy for ever®

This particularly relevant line from John Keats'
WENDYMION" sums up a predominant notion in ancient Greek art
which was to be re-echoed throughout the creative efforts of
many modern neo-classical schools. As has been stressed in the
present analysis, the worship shown by the ancients toward
Beauty in art found adherents among lyric writers of both the
Frencn Parnassian and Russian Acmelist movements.,

Théophile Gautier, constantly stressing, as did his
antecessors, that the aesthetic sense by which we appreciate
the beautiful is completely independent of our moral judgement
and intellect, formulated his well-known theory of art for art's
sake, One of his poems, itself entitled "L'Art", illustrates
his strong conviction in the indestructibility of a noble work
of art. In his own skillful representation of outward forms,
Gautler fixed his 1deas in the most intractable material possible
so as to preserve his art for all time.

Leconte de Lisle, also, continued to propagate in his
work the antlque passion for beauty. His classical models
inspired him with a desire and need for absolute perfection of

form. Throughout his poetry we perceive the interior contemplation

of his Greek ldeal, and his verse is redolent of Doric rhythmical
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beauty — a virile, powerful verse form. Eternal beauty,
above all, is celebrated in his poetry, and his Hellenic
pantheism is clothed in brilliant colours and vibrating melodies.
This beautiful plasticity of form reproduces authentically the
effects furnished him by Hellenlc genius. Although his art
cannot be said to completely revivify Greek art, it is never-
theless a superbly consummated art form.

The Greek influence 1s visible in Leconte de Lisle's
subjects as well as in his methodology. His recourse to age-
0ld myths 1s understandable, as classical mythology was filled
with thought, feeling and distilled experience., It had already
been shaped by artists into tangible creations of ineffable
beauty and pathos. With mythology as his base, Leconte de
Iisle explored new areas of thought and feeling, with the
significance of his works being greatly enhanced by the long
perspective of time separating him from his anterior models,

The creation by the Greeks of a wonderful language, full
of nice distinctions and nuances, stimulated the efforts of both
the Parnassian and Acmeist groups who whole-~heartedly engaged in
meticulous and lengthy preparation of the verbal element of thelr
versification, The poetry of many of their members resounded
harmoniously with antique timbre owing to a painstaking search
for just the right acoustic quality in their word phrasing. The
ancients exerted a salutory chastening influence on the choice
of epithets, comparisons, and classical allusions of many of

these writers, instilling a desire for severe and scrupulous
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self-restraint.

Like the anclient Greeks, the Parnassians and Acmeists
loved nature for her own sake, and not as a "“veil of the un-
seen™ (as did the Symbolists). Nicolas Gumilyov, like his
Parnassian counterpart, Leconte de Lisle, created poetry of
intense colour and virility based on the beauty of the visible
world. Both Leconte de Lisle and Gumilyov endeavoured to
confront nature in its Adam-like state, and to convey its
primeval beauty in the most expressive and enduring resources
of verse. Much of Mandel'shtam's poetry recalls the beauty of
Attic sculpture in its serene and passionless repose, but this
poet often revealed a vivid and spontaneous sympathy for the
beauty of external nature.

Wladimir Weidle, in his Les abellles d'Ariste, refers

to the pure poetry of the Parnassians, and to that of Osip
Mandel'shtam of the Acmeist group, as a "qulintessence of
literature*., He notes, however, that the latter poet goes even
further in eliminating from his verse all that is 'non-poetry’'.
There is little rhetoric in Mandel'shtam. Hlis contrapuntal
verbal compositions resemble the intricate expressive effects
of Pindar and the Aeolic poets. Each word has a significance
transposed from the ordinary world to the poetic world — from
the plane of reality to that of the spirit: a conscilous return

to the Greek conception of word-souls. Beauty in poetry for

Mandel'shtam was a cult -— poetry was his unique aim and the

focus of his existence,
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Many poets have approached the Greek ideal in
their exquisite skill but have departed from it in a lack
of spontaneity and sincerity, in their avoldance of genuine
emotion or contemplation., Osip Mandel®shtam was not one of
these. Although virtuosic in his architechtonic techniques,
he possessed at the same time the depth and unaffected
directness of his Greek masters. The perfection of his
personal style does not lie in brilliant constellations of
words but in an organic union of clear, original thinking
with lucid and harmonious phrasing.,

In Mandel'shtam's art, as in Greek art, the 'ideal'
is concretely embodied. His poetic world consists of a fine
balance of the 'ideal' and the ‘real', of the 'infinite' and
the *'finite', His mythical divinitlies are not ornamental

devices but represent ideas incarnate. His words become word-

souls -~ a logical and concrete approach to the Absolute,

In studying the classical craftsmanship with which
this poet's verses are constructed, one notes the adroit
balancing of various compositional elements, producing a
cohesive tension similar to that which characterizes the work
of Greek genius. Most of his poetry is of a lyrical character
but this lyricism is penetrated with Greek epic elements in
its tone, similes, metaphors, epithets, recurrent formulae,

etc. In general structure, however, his verses clearly belong

to the lyric genre, being for the most part strophic and often
logaocedic,
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The initial tone of Mandel'shtam's verse is one of
solemn discourse and grave reflection, akin to the autumnal
quality evident in the poetry of such ancients as Simonides.
From time to time, however, Mandel'shtam's inherent élan
flashes through in whimsical fashion, reminiscent of the
gayer, more capricious accents of Sappho and Anakreon.

A majestic tempo pervades Mandel'shtam's early verse,
which 1s generally held in the regular confines of classical
metrics. Although his basic unit of measure is the accented
and unaccented syllable, nevertheless, in his rhythmics the
power of the accented stress element is significantly diminished
and the quantitative nature of the stress is clearly felt.

For Mandel'szhtam, metre consisted not of a regular alternation
of stressed and unstressed syllables, but of even stretches of
separated groups in time. This very special character of his
rhythmics, namely, an Aeolic lsochronism, gives a perceptibly
antiquarian ring to his versification.

Mandel'shtam employed many traditional classical metres
in his prosodic system such as iambic, trochaic, dactylic,
anapaestic, amphibraic, etc, He often introduced a caesura and
numerous pyrrhic feet to augment or reinforce the slow-measured
sonority of his classical verse. In Mandel'shtam's later poetry,
however, we find metres differing greatly from the types which
regulate the flow of his earlier poetry. His frequent deviations
in his syllabic-accentual verse, such as the combination in one

and the same line of binary and ternary metres, led inevitably
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toward purely accentual verse. Metrically speaking, his verse
ceded to free verse forms, with lines of very different lengths
and an unstable number of stresses.

The poetic character of Mandel'shtam's later verse is
maintained through the use of a careful syntactical arrangement
wherein the lines form balanced semantic zgroups, as well as
through the implementation of acoustic phrasing designed to
promote rhythmic cohesion of the verse, Mandel'shtam's
painstaking phonic arrangement was undertaken with one purpose:
that of the rapprochement and synthesis of prosodic elements
existent in both antique and Russian poetic art.

Conventional rhyme-schemes are employed in hls early
verse, but this rhyme is innocuous and subdued, implementing
the effect sought, namely, that of a 'dying down' of sound at
the end of each line, and a qulet harmony more suited to the
poet's reflective contemplation. However, he achieved a
remarkable fullness of sound through the euphony of internal vowel
modulation, and in this way the antique effect is reinforced
through melodic, as well as through rhythmic devices,

Mandel'shtam's ingenious treatment of poetic language
intensifies the lofty atmosphere already attained through his
rhythmics and internal harmony. We find a wealth of lexlcal
elements which waft a distinctly antique aroma through his
verses. Much of his vocabulary taken from nythology evokes
vivid images of antiquity, but these words constitute in them-

selves integral structural elements which act in a vital supportive
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capacity to the leading motifs, or 'idea-carriers® of hls poetry.
The sampling provided in the second chapter of this dissertation
reveals his skillful handling of these *'building-stones' in the
artistic structuring of poems. This poet's obviously palnstaking
efforts toward harmony and proportion represent an authentically
classical approach to poetic art. The classical spirit permeates
his style to a degree of complete attunement with the prevailing
themes and motifs of his verse.

Mandel'shtam's distinctly polyphonic treatment of versi-
fication - consisting in carefully balanced rhythmic, archi-
techtonic, verbal, and euphonic effects — extends also to his
subject-matter, in which emotional, intellectual, and aesthetic
elements are closely intertwined. This complex synthesis is
strongly reminiscent of the complicated blending of national
toplcs and aesthetic ideals visible particularly in the works
of Pindar and Alkalos. To sum up, his poems are characterized
by a delicate balance of structure and movement, line and colour,
ideas and motifs, intellectual and emotional elements =-- the
ideal in poetry, as expounded by Theophil Spoerri in his work,

Der Weg zur Form,

Mandel'shtam's underlying ideas or subjects are given
vivid and concrete expression through a hierarchy of motifs
carefully selected as 'idea-carriers'. The poet took many of
his leaeding and supprlementary motifs from Greek mythology:
the human soul, for example, in its hazardous voyage through

life and death, 1s likened to a dolphin buffeted by the cruel
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shoals of the sea. The spindle of Fate,and the Fates and Furies,
all represent the poet's inner conception of the inevitability
of predestination. Aphrodite and Persephone serve as powerful
symbols of perpetuity in life, of a return to primeval harmony
as a constant source for self-renewal. "Remain as foam, Aphro-
dite", implores the poet, in his longing for pristine harmony
and melody. Many such motifs and images of Hellenic provenance
give vivid expression to Mandel'shtam's intrinsically Greek
aspirations.

Imagery of the sea plays a major rdle in his poetry,
as it did in that of his precursors, the French Parnassians,
and their mutual artistic ancestors, the ancient Greeks.
Various topol support and reinforce the main motifs: waves,
like threatening Medusas, black sea churning at the foot of
rocky promontories, ships with taut sails, sandy shores, etc.

Mandel'shtam's 'reality' is a mirrored reality, viewed
through the prism of his own erudition and experience. Modern
events and the apprehension inspired by them in the poet are
garbed in 1lmages of classical history and mythology. He per-
ceived world history in its perpetual circulation and, in one
of his poems written on the eve of the revolution he earnestly
invokes Persephone (Proserpina) to throw her protection over his
beloved !'Petropolist.

A particular attitude of this neo-classical poet re-
garding the duality of spring is a most striking counterpart

of the bitter-sweet tonality which we find in a great deal of
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ancient literature when love and spring are sung. The asso-
ciation of spring with death is a characteristically Greek
conception — a time for love and rejoicing and a time for
death and mourning. The asphodel epitomizes this particular
death-~aspect of spring: blooming in the springtime fields of
Greece, it 1s also to be found in profusion in the fields of
Hades, where shades await their final judgement, The cruel
north wind symbolizes the treacherous nature of the spring
season, bringing, as it does, lightning and shrivelling cold.
The halcyon, or holy bird of spring, is at the same time a
bird of weeping and death. Even the swallow, one of the most
ancient harbingers of spring, is often presented in this
strangely ambivalent manner,

Mandel'shtam's classical theme of the transmigration of
souls is a notion which finds many ancient counterparts, for
example, 1n Pindar's doctrine of metempsychosis, as portrayed
in his "Isle of the Blest". Persephone was regarded by both
Pindar and Mandel'shtam as the symbol of rebirth — a return
to life with the renewal of spring on earth, HMany of Mandel'-
shtam's verses reveal fear and sorrow, but this poet's innate
joyous philosophy flashes through from time to time, particular-
1y in his strong belief that all in nature, like Persephone,
renews itself:

All was before, all will return reviving
And recognition be our one brief bliss,

(*Tristia®*, 1918)
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This intense joy finds a particular expression in
Mendel'shtam's motifs representing the immortal work of art.
Poets are likened to bees -- poetry to honey (which has long
been equated with both death and rebirth: Indo-European *médhu),
- such images were ubiguitous in early Greek lyrice, where we
find recurring references to bees moulding poets' lips with
honey, Just as the bees die as they leave the hive, so do
words, once they have left the poet's lips, but, before perishing,
the sacred essence of the words, like that of the bees, has been
transformed into honey-poetry, namely, an art form of durability
and a source of eternal felicity.

All these motifs reveal Mandel'shtam's profound interest
in the universal questions of eternity and immortality. In a
truly Platonic fashion, Mandel'shtam applied himself to the

attalnment of the Divine through the magic of the Word. Like

the Platonic artist, who sought to reproduce the 'ideal' in
concrete form and thus aspire to a beauty which would be both
permanent and absolute, Mandel'shtam similarly believed that the
work of art could transcend the temporal and spatial order and
enter into a realm of a bonded past, present, and future, The
word-soul would thus regain its pristine beauty. Eternity for
Mandel*shtam, of course, was linked with the primeval 1life, and
in his poetry we see a constant contrast between the ephemerality
of present human existence and the eternal span of time and life
in general. Hls poetry reveals throughout an unrelenting con-

viction that worldly reality holds the promise of a greater reality.
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In an attempt to find symbols of eternity in his
surrounding tenuous realm of ‘reality', Mandel'shtam intro-
duced the material forms of stones and buildings. St. Sophia,
for example, is for him a concrete gsymbol of this earthly
eternity. Glving the impression of upward flight, the Admiralty
Building, also, appears to conguer solidity and the laws of
physical nature. Similarly, Notre Dame, although an earthbound
object of reality, offers a dual aspect of immobllity and flight,
creating the illusion of solldity struggling with weightlessness,
All these bulldings contain the promise of spiritual beauty and
celestial freedom,

To recapitulate, it might be said that Mandel'shtam
considered art as a 'miracle-workling' element of immense power
which could loosen the bonds of the three dimensions which fetter
man. The artist through the magic of his art (whether he builds
with stones or with words) has the power to create works of
beauty and immortality. 1In other words, a continued reincar-
nation of form and a reappropriation of time and culture through
poetry ensures the removal of this poetry from its temporal
perspective: poetry alone can heave up time 1in such a way that the
deeper layers of time emerge,.

Seeking to keep his poetlc distance from the new and
intrusive *'reality' of his era, Mandel'shtam observed these
contemporary phenomena with an attitude of quasi-detachment,
and even, at times, trenchant irony. In the apocalyptic upheaval

of a revolution, Mandel'shtam made art and poetry his main concern.
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Bewildered and fearsome, he wandered through contemporary events
seeking "the word without meaning" -— not the words of speeches

and proclamations, but the disinterested word of poetry, which

alone offers hope of human survival. With the world in constant
flux and everything adrift, only art, he felt, had the power to
offer solidity. Mandel'shtam considered that poetry lived on
in historical perspective because it 1is moved by love — not love
in the narrow sense of the word - but an ardent emotion conceived
by the senses and the intellect. To his readers the poet accord-
ingly offers his unique gift of joy — the immortalized expression
of his intense inner experience: ldealism cast in a new plastic mould.
Like the great epic and lyric poets of Greece, this
modernist poet grasped the fundamental issues of life and por-
trayed with deep sensitivity the tragic facets of man's
mortality. We sense in the poetry of Osip Mandel'shtam the tense
thrill and striving toward an ideal of classical beauty which 1is
empowered to console man with the everlasting splendour of pure

artistic form:

Korza ero XyZOXHHK MHJHR
BuBOIHMT Ha CTEeKAAHHOM TREpIH,
B cozHaHMH MEHYTHOH CHJM,
B 3a6BeHHM OevuaabHOH CMEpPTH.

("Ha G6aegHo~-roayGoii smaxu")

This poet's Hellenlsm consisted in a genuine ecstasy at
the sight of all that 1s beautiful. The Hellenic stimulus was at
all times a natural and creative force in his poetic art. With-
out an acute awareness of Mandel'shtam's profoundly classical

roots, 1t is hard to understand and appreciate the subtly distilled

essence of his Greek-inspired verse,
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(L. Mythology, Greek; 3. Mythology in literature; 4. Litera-
ture, Comparative — Ancient and modern).

Zielinski, Tadeusz, "Peaurua saaueusma", Ilerporpang,
"Academia”", 1922, 11 p.

Zimmerman, J.E., Dictionary of Classical Mythology,
N.Y., Bantam Books, 1965, xix~-300 p.

C. SECONDARY ANTIQUE SOQURCES:

(with direct bearing on thesis)

Bolgar, R.R., The Classical Heritage and its Eene-
ficiaries, Cambridge, University Press, 1957, v1i-592 p.

Useful data regarding the classical legacy of Western
Europe. This book emphasizes other aspects of knowledge and
art rather than literature, but supplies useful appendixes on
classical authors and detailed notes.

Bowra, C.M., Pindar, Oxford at the Clarendon Press,
1964, xvi-Lu46 p.

This book provides a helpful introduction to Pindar,
a difficult poet whose work calls for considerable elucidation.
The author examines closely the important aspects of Pindar's
work and presents a unified view of Pindar and his art. Bowra
quotes amply from the Theban poet, showing to great effect Pindar's
deep conviction 1n his poetic mission.

Burton, Reginald W. B., Pindar's Pythian Odes; essays in
interpretation, London, OUP, 1962, 202 p.

This detalled study of Pindar's odes provides insight into
his works, of which the fourth Pythian, in honour of the victory in
the chariot race of Arcesilas, King of Cyrene, is considered to be
the finest. 1In the judgement of this critic, Pindar's poems belong
to the most beautiful remnants of ancient literature. They are
marked by profundity of thought, elevation of diction and majesty
of rhythm. Pindar's standards were so high, and his achievements
so sure, that the modern world has benefitted zreatly by his
tradition of consistent excellence.
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Croiset, A., La poésie de Pindare, Paris, Librairie
Hachette, 1880, xiv-454 p.

Informative analysis dealing with the spirit and com-
position of Pindar's poetry, and the complex laws of Greek
lyricism applicable to it. This work also stresses the im-
portance of Khronos (Time) for Pindar.

Dain, A., Legon sur la métrique grecque, Paris, 1944,

104 p.
Comprehensive study of the quantitative syllabic rhythm
on which Greek metrics are based.

Graves, Robert, The Greek Myths, New York, Braziller,
1959, 2 vols.

This work stresses the significant place occupied by
mythology in the odes of Pindar. Histories of gods and heroes
formed the chief material for hls songs. Robert Graves' study of
the Panhellenic mythology of the Greek poets demonstrates an
extenslive hlerarchy of divinities: those who were wise, just,
powerful, friends of the good, enemies of the bad (e.g., Nemesis).

Gutteling, Johanna F., Hellenic Influence on the English
Poetry of the Nineteenth Century, Amsterdam, G. Van Dorssen, 1923,
145 p.

Author glves definitlion of Hellenism and discusses the
characteristic qualities of the ancient Greeks. She envisions
the Hellenlc spirit and temperament as a sane and harmonious
conception of the relation between man and God.

Hadas, Moses, The Greek Poets, N.Y., The Modern Library,

Introduces reader to the works of several representative

Greek lyric poets,

Highet, Gilbert, The Classical Tradition, Oxford,
Clarendon Press, 1956, XXXViil-703 pP.

The following pages were of particular relevance to the
present study: p. 401 (André Chénier and the classical tradition);
D. #2?-465 (Parnassus and Antichrist); p. 443 (Théophile Gautier);
p. 441-456 (Leconte de Lisle). This author traces the develop-
ment of the classical literary tradition and its impact on Western
Buropean literature from early until modern times,

James, Henry R., Our Hellenic Heritage, London, Macmillan

The enduring splendour of the Greek heritage is discussed

in its many ramifications.

Livingston, Sir Rlchard, The Pageant of Greece, Oxford at
the Clarendon Press, 1961, 436 p,

Economy and directness of Greek style is particularly
emphasized in this work.
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Lucag, F.L., Greek Poetry, London, Dent, Everyman's
Library, 1966, 250 p.

Part I of this volume is devoted to the Hesiodic and
Homeric hymns of the 8-7th centuries B.C. From Homer's epic
fictions, Hesiod turned to homely truths, the virtues of peace,
hard work, honesty and thrift. With all his realism, Heslod
remained a Greek, sensing the loveliness as well as the harsh-
ness of nature,

Part II of Greek Poetry covers the period from Archi-
lochos to Alexander, and we find in this section translations
from Semonides, Alkaios, Simonides, Solon, Pindar, and many
others. These works provide pertinent examples of the Greek
gift for sublety and simplicity, plainness and dignity, and
the conslstently tense yet unadorned style.

Maas, Paul, Greek Metre, translated by Hugh Lloyd-Jones,
Oxford, Clarendon Press, 1962, 116 p.

A detalled survey of the numerous Greek metres. It was
of particular value to this thesis in that it gives much
attention to the impeccable artistic methods of the Greeks.
Imitation of many of these devices by the Parnasslans and
Acmeists resulted in an unusual plasticity of versification and
a pure, musical tonslity.

Mackall, J.W., "The Lyric Poets", Lectures on Greek
Poetry, Longmens, Green and Co.,, 1910, p. 83-138.

This well-presented series of lectures provides both
general and detalled information regarding the Greek lyric
poets. It was particularly useful as a source of reference in
the introductory section of this thesis.

Martin, Emile, Essal sur les rythmes de la chanson
grecque antigue, Paris, Librairie C. Klinckseeck, 1953, 365 p.

Stages of the development of lyricism are discussed
here, as 1is the quantitative nature of Greek rhythm.

Méautis, Georges, Pindare le Dorien, Paris, Editions
Albin-Michel, 1962, Neuch&tel (Suisse), Editions de la Bacon-
nidre, 1962, 474 p,

Méautis points out that Pindar represents simultaneously
an epoch, a city, and a race, Thanks to this great poet, we are
acquainted with the glorious era of Hieron and Theron. In Pindar's
work is reflected the Doric ideal, impregnated with a sublime
vision of religion similar to its expression in the sculptures
of the temple of Zeus at Olympia.

Oates, Whitney Jennings, and Murphy, Charles Theophilus,
Greek Literature in Translation, New York, David McKay Company,

Inc., 1967, xvi-1072 p.
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In this publication the authors have sought to present
total units, rather than short selections from larger wholes,
The edlitors have divided Greek literature into different cate-
gories, among which the first includes Homer., Other categories
present representative works in various fields, but it is the
concluding section of the book which is of specific value to this

thesls, devoted as it is to the didactic poetry of Hesiod, the
hymns of Homer, the satire of Semondies, the pastoral poeéry of

Theocritus, the lyric and reflective poetry of Alcman, Sappho,
Solon, Simonides, Pindar, and many others.

Paulys, A.F., Realencyclopfidie der classischen Altertums-
Wissenschaft, Stuttgart, Alfred Druckenmliller Verlag, 1964, J.B.
Metzlerscher Verlag, 1894-1963, in 24 vols,

-------- s Supplement, ed. by Georg Wissowa, Stuttgart,
J.B. Metzler, (1903 - )e

This most comprehensive collection was a constant source
of reference with regard to the classical motifs discussed in the
present study.

Raven, D.S., Greek Metre, An Introduction, London, Faber
and Faber, 1968, 127 p.

Discusses two main types of Greek verse: stichic and lyric,
as well as structure, basic rhythms, and principles of quantity.

Rose, H.J., A Handbook of Greek Literature, London,
Methuen & Co. 1.td., 1950, viii-4s54 p.

Reliable source for orientation and preliminary under-
standing of Greek literature.

Séchan, Louls, et Delebecque, Edouard, Essal de Stylistique
Grecque, Publications des annals de la Faculté des Lettres, Aix-en-
Provence, No. 30, 1961, 199 p.

Examines use by the Greeks of concrete notions, as well as
abstract ones, thus giving clarity and substance to thought.

Thompson, George, Greek Lyric Metre, Cambridge at the
University Press, 1929, vii-164 p.

This study stresses the need for a sense of rhythm and
poetry in order to grasp the principles of Greek metre. The
significance of rhythm in Greek poetry is developed at length.
Various types of rhythm are discussed: Doric, Ionic, Aeolic,
Anacreontic, etc,

Zielinski, T., Our Debt to Antiquity, London, Rutledge %
Sons, 1909, wiii-240 p.

A collection of lectures delivered by Prof. Zielinski of
St. Petersburg University in 1903. They place particular stress
on the importance of classical tradition in Russla,
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D. PRIMARY PARNASSIAN SOURCES:

. Chénier, André Marie, Qeuvres compldtes, texte
établi et annoté par Gerard Walter, Paris, Editions de la
Nouvelle revue francaise, 1950, xxxix-1005 p.

-------- » Oeuvres poétiques de André Chénier,

précédées d'une étude sur André Chénier par Sainte-Beuve,
Nouvelle édition mise en ordre et annotée par M. Louis Moland,
Paris, Garnier fr®res, 1878-79, 2 vols.

Gautier, Théophile, Complete Works, tranl. and ed. by
F.C, de Sumichrast, N.Y., Bigelow Smith, 1910, 12 vols.

eeew===-, Emaux et camées, Paris, G. Charpentier, 1881,
228 p.

-------- , Emaux et camées, Paris, G. Charpentier, 1902,
228 p.

-------- , Bmaux et camées, Perls, Garnier, 1943,
1xxx-347 p.

-------- , Poésies compl2tes, Paris, Charpentier, 1896,
2 vols.

-------- s Poésies compldtes, Paris, Charpentier, 1910,
2 vols.

-------- , Poésies compldtes de Théophile Gautier, pub-

liées par René Jasinski, Paris, Firmin-Didot et Cie, 1932, 3
vols.

Leconte de Lisle, Charles Marie René, "L'Apollonide",
Paris, Alphonse lLemerre, Editeur, 1888, 80 p.

-------- , Derniers Bodmes, "L'Apollonide", Paris, A.
Lemerre, 1895, 305 p.

-------- , Héslode, Hymnes Orphiques, etc., traduction
nouvelle par Leconte de Lisle, Paris, A. Lemerre, 1893, 367 p.

-------- y Osuvres de Leconte de Lisle, Parlis, A. Lemerre,
1929, 4 vols.

Verlaine, Paul, "Art poétique", Jadis et Nagulre,
Paris, Cr&s et Cie, 1921, p. 29-30.
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E. SECONDARY PARNASSIAN SOURCES:

Bernds, Henri, "Le 'Quain' de Leconte de Lisle et ses
origines littéraires", Revue d'histoire littéraire de la France,
Paris, 1911, No. 8, p. ¥85-502,

Author Bernds traces the genesis of Leconte de Lisle's
Cain back to the famed hero of antiquity, Prometheus., De Lisle's
Cailn 1s presented as a more knowing and more sensitive person than
was Aeschylus' hero,

Berthon, Henry Edward, Nine French Poets, 1820-1880,
London: Macmillan & Co. Ltd., 1930, 1xxiv-298 p.

A particularly helpful introduction to this work deals
with the structure of French verse.

Brown, I.H., Leconte de Lisle: a study on the man and
his poetry, New York, AMS Press, 1966, xiii-270 p.

Canat, René, La Renaissance de la Gr&ce antique, (1820-
1850), Paris, 1911, vii-291 p.

The Parnassian movement of the nineteenth century is
traced back to its beginnings in thls comprehensive study.

Cassagne, A., La Théorie de l'art pour l'art chez les
derniers romantiques et chez les premiers realistes, Paris,
Dorbon, 1959, 1x-487 p.

This work presents a general view of the development of
this theory.

Desonay, Fernand, Le ré&ve Hellénique chegz les podttes
parnassiens, Louvain: Librairie universitaire, 1928, xxxii-429 p.
(Recuell de travaux publiés par les membres des conférences
d'histoire et de philologie, ser. 2).

This assessment of the Hellenic inspiration among the
Parnassilan poets is a most important source for the present
thesis. In Section I, French Parnassian poetry is discussed;
in Section I1II, Desonay treats the Hellenic influences evident
in the poetry of Leconte de Lisle.

Ditchy, Jay Karl, Le thd®me de la mer chez les parnassiens
Leconte de Lisgle et Heredia, “Paris, "Les Belles-lettres", 1927,
vi-118 p.

In considering the works of the principal representatives
of the Parnassian school, Ditchy stresses that the theme of the
sea holds a predominant place. De Lisle attributed to the sea
the awakening of his poetic inspiration, and this natural element
plays a réle throughout his Podmes antiques. In his poems we
perceive the sea of the classical writers, together with all the
conventional classical epithets and invocations, for example, to
Poseidon, and to Aphrodite, arising from the sea foam.
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Flottes, Pierre, "Bréves remarques sur le vocabulaire
de Leconte de Lisle", in Mélanges de philologie, d'histoire et
de littérature offerts & Joseph Vianey, Paris, 1934, p. GH1-GL6,

Not only did Leconte de Lisle search diligently for the
most picturesque word and the most applicable epithet but in his
verse nothing was left to chance. The whole movement of his
verse glves the impression of complete unity; the music of his
language is the perfect accompaniment to his ideas. His
'marble-like' poems reveal his devotion to his antique models.

Henry, Stuart Oliver, French essays and profiles, New
York, E.P. Dutton & Co., 1921, viii-334 p.

Among his various profiles of French authors, this
writer presents us with a reliable and perceptive analysis of
the poetic legacy of Leconte de Lisle.

Ireson, J.C., "Leconte de Lisle and the ideal in
external nature", in Currents of Thought in French Literature,
oxford, B, Blackwell, 1965, p. 67-87.

Contemplation,for Leconte de Lisle, was productive of
great satisfaction. In the natural world he intuitively dis-
cerned a beauty assoclated with the universal and the ultimate,

Kramer, C., André Chénier et la poésie parnassienne,
Paris, H., Champion, 1925, 300 p.

A study of the profound influence of Chénier and the
inspliration which he gave to Leconte de Lisle.

Lanson, G., Histoire de la Littérature frangaise, Paris,
Hachette, 1928. po 1059‘10650

A source of much assistance in this project, particularly
Chapter III, dealing with V. Hugo and the Parnasse, and the
poetry of the Parnassians themselves,

Lemaltre, Jules, Les Contemporains, t. II, Paris,
Boivin et Cie, (1903 - ), 8 tomes, (1899 - 1918).

Volume II of this collection throws much light upon the
Doric element in Leconte de Lisle's austere and powerful verse,

Maugis, Henri, La Poésie de Leconte de Lisle, Montrouge,
Imprimerie du Commerce, 1926, 1i-738 p.

Contalns essential material for a complete comprehension
of the work of Leconte de Lisle. Mauglis points out that in the
Potmes antliques Leconte de Lisle celebrated the Greece of all
ages: prehistoric Greece with "Niobé", the Greece of Hellenic
thought with "Khirdn", Alexandrine Greece with "Hypatle", the
intelligent, artistic Greece with "L*Apollonide" (ending with
an evocation of the chaste and mejestic chorus of the Muses).
Leconte de Lisle preferred to the voluptuous Greece of Gautier
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and Théodore de Banville, a lovely, chaste Greece, one of pic=-
turesque riverbanks and hills, with choirs dancing on white
mountains. Leconte de Lisle was a lyric poet in the classical
sense: he loved human reason, liberty, justice, and glory, and
expressed in his poetry the intimate sentiments of mankind,

Parton, James, A Book of French Poetry, Boston, Osgoode
and Company, 1872, xxii-515 p.,

Deals With French poetry since 1500. Selections of
French poetry are arranged in this work according to themes,
Two sections are particularly relevant: that on the vocation
of poets, the other, on classical themes.

Priou, Jules, Leconte de Lisle, un tableau synoptique
de la vie et des oeuvres, paris, P, Seghers, 1967, 192 p.

“Review of the works of Leconte de Lisle, together with
illustrative selections.

Peyre, Henri, "What Greece means to Modern France",
Historical and Critical Essays, University of Nebraska Press,

1968, p. 100-112.
Evaluation of the Greek legacy in modern French literature.

Schaffer, Aaron, Parnassus iln France, Currents and Cross-
currents in nineteenth-century French Lyric Poetry, Austin, The

University of Texas, 1929, x-291 p.

This book traces the development indicated, beginning
with the Romantic period, and ending with the Symbolist period.
Chapter III discusses Théophile Gautier and his aesthetic theory.
Chapter V deals with the work of Leconte de Lisle and his
disciples. Indicates much pertinent bibliography.

Spronck, Maurice, Les artistes littéraires; études sur
le 19© sidcle, Paris, C. Levy, 1889, 353 p.

This work is concerned with the artistic qualities of
Théophile Gautier and Leconte de Lisle (among other writers),
and assesses the particular importance of these two poets in the
Parnassian nmovement.

Rudler, Madeleine G., Parnassiens symbolistes et décadents,
Esquisse historigue, Paris, A. Messein, 1930, p. 79-82,

Author Rudler examines French poetry of the nineteenth
century from both a historical and a critical point of view.
A useful source of reference,

"I'antiquité dens 1l'oeuvre de Leconte de Lisle",
Littérature Frangalse, publiée sous la direction de Joseph
Bedier et Paul Hazard, Tome second, Paris, Librairie lLarousse,
1949, p. 333. Concise assessment of antique influence in

Leconte de Lisle's poetic art,
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F. PRIMARY ACMEIST SQURCES:

1. Huuruy u crarbd QOcuna MaHIeabmTaMa:

Maugeasmram, O., "HKameun", lleTepGypr, Haz-Bo "AxMa",
1913, 95 ctp.

-------- , "Kamenn, IlepBasd kHura ctuxon", Mockma, I'oc-
uspar, 1923, 95 crTp.

-------- y "CruxoTBOoperua", "Boszymewe nyra", 3, 1963,
CTpo 19_230

-------- s "CobOpanre couuHeHH#", nojy pelaxnuelé u co
BcTyn. crarThAMu I'. JI. CTpyBe ¥ B. A. $uaunmosa, Ual. uUM.
Yexosa, Hpbw Hopk, 1955, 414 cTp.

-------- , "Co6panue couUHHEHUH", B Tpex TOMax, 0O
penaknue#t I'. II. Crpyee u B. A. duaunnosa, BCTyH. CTATBH
Kiaapesnca Bpayna, I'. II. Crpyse ¥ 3. M. Palica, BamdHITOH, Inter-
Language Literary Associates, 1964-66, 3 vols.

------ s, "CoG6panue couuHeruii", ToM Tpernii, BCTyI. CTaThA
npog. lpus HBacka, HukuTH cTpyBe ¥ bopuca Puaunmosa, New York,
Inter-Language Literary Associates, 1969.

-------- s, "O opupoze cxmopa", Xapbkos, U3x. "Hcroxu",
1922.

-------- s "O mossuu", "C6opruk crarei", Msjg. "Academia”,
1928, 97 p.

2. HKHHI'H ¥ CTAaThbl JIPYIrHEX AKMEHCTOB:

lopojgenkuft, Ceprei, "HeKOTOpHe TEUYEHHS B COBDEMEHHOH
pycckoi# mossuu", "AnoamoH", M 1, 1913 r.

I'ymuneB, Hukoxma, "Hacaezme cuMmBoauama u akmeusm", "Anoanou",
C.-llerepbypr, 1913, ¥ 1, cTp. 42-46.

-------- , "HckyccTBOo", "Ilepemomu u3 Teoguasa loTne",
"jis6panHoe"”, [lapux, Librairie de Cing Continents, 1959, 227 p.

-------- , "ImceMa o pyccko# mossum", "Amoaaor", [lerporpax,
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Tymunes, H., "CoGparue couunHeHuii", B ueTHpeX TOMax, MOJ
pefakuuef I'. II. CrpyBe ¥ B. A. Puaunnosa, BammHrTOH, M3ZaTeabCTBO
KHAXHOTO MaraswHa Victor Kamkin, Inc., 1962 - 1964,

-------- s "Co6paHHe COYMHEHHU", B YeTHpeX TOMaX, IOL
pedakoued I'. II. Crpyse u B. A. $uamnonoBa, TOM UeTBEepTHH#, CO BCTYyI.
crarbi B. B. Be#iine, BamuHIrTOH, H3JaTelbCTBO KHHMEHOTO MaHa3HWHA
Victor Kamkin, Inc., 1968, xxxvi-654 p.

G. SECONDARY ACMEIST SOURCES:

BypaakoB, H., [eaucos, I'., YxanoB, HU., "Pycckas amTeparTypa
XX B.", Mockma, l'oc. yuebHO-mejgaror. usj-Bo, 1961, 214 crTp.

A somewhat blassed view of the 'decadents' of the
twentieth century who followed the theory of "art for art's
seke", 1In the opinion of these critics, the writings of the
Acmelsts revealed excessive subjectivity,

BymMaH, HpmuHa, "IlosTHYecKoe HCKyccTBO MaHzexbmTama",
MionxeH, HHcTHTyT no m3ydenno CCCP, 1964, 73 ctTp.

The enalysls of Irena Bushman of Mandel'shtam®s artistic
style 1s original and useful. This survey of the prosodic and
linguistic devices employed by the Acmeist poet provided a
constent source of reference for Chapter II of the present thesis,

BepkoBckuit, H., Tekymas JguTepaTypa", CTaThbl KPDHTHUECKUE H
TeopeTHyeckhe, Mockma, Hsx. "Pemepamua", 1930, 109 crTp.

Good general source of information which touches on the
literary quality and nature of Mandel'shtam's work.

BragucaaBuneB, H. (TynGpuHCKHII), "JEHTepaTypa BEJIHKOTO
gecArtaxernd, 1917 - 1927", Tom 1, Mockma, Tlocusgar, 1928.
(Microfiche, 6 cards)

Helpful from the point of view of providing a detailed
survey of literature in Russla during the decade of 1917-1927.

"BosAymHne nyTH", AibmaHax l1-4, Hew Hopk, pelakTop-
uzgatear P. H. I'puebepr, 1960.

Excellent source of critlical articles throwing additional
1light on the cereers and literary output of Mandel'shtam and his
fellow-Acmeists,

Brown, Clarence, The Prose of QOsip Mandelstam, Princeton
Univ. Press, 1965, viii - 201 p.

Mandel'shtam's prose, like his peetry, reveals a search

for personal identity in the face of contemporary events., This 1is
particularly evident in Prof. Brown's sensitive translations of

The Noise of Time and The Egyptian Stamp.
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#MpMyHCKHH, B. M., "3agaud nosTHku", "BomopoCH TeEOpHH
auTeparypu", 's-Gravenhage, Mouton, 1962, 356 p.

Victor Zhirmunsky, one of the most prominent members of
the Formalist group of critics, presented moderate and objective
views 1in his literary criticism. He interested himself in
questions of poetical style in a teleological manner, concerning
himself chiefly with the final aesthetic effect obtained by the
poet,

-------- y "llpeozoxesmue cumMBOoxuaM", "Pycckasg MuCJAB"Y,
¥ 12, Mockma, 1916.

In this article, Zhirmunsky evaluated the work of the
Acmeist poets and designated them as worthy continuers of the
Pushkinian tradition.

Hysmuu, Mamxama, "O npexpacHo#t Acrocrtu", "Anoaaorn",

AHBAapPBH, 1910 r.
........ s "IlucemMa O pyccko#t nossuu", "Anoxaon", M 2,

1912 r.

In the foregoing two articles, Kuzmin helped to formu-
late the credo of the Acmelsts and indicated a means of over-
coming the ascendance of the Symbolist tradition.

Carllsle, Olga, Poets on Street Corners, adapted by
Stanley Kunitz,

Competent translations are provided in this anthology,
among them, several poems of Mandel'shtam's.

Dunham, Vera 3., "Poems about Poems: Notes on Recent
Soviet Poetry", Slavic Review, Vol. XXIV, No. 1, March, 1965.

This article was helpful in assessing the extent of
the Acmelst influence up until the present day.

A Book of Russian Verse, transl. by C.M. Bowra, London,
Macmillan & Co. Ltd., 1943, 118 p.

Bowras translation of an important passage in the poem
*"Tristia" hes been used in Appendix I to this thesis,

Lowell, Robert, "Poems by Osip Mandel'shtam", The
Atlantic Monthly, vol. 211, No. 6, 1963, p. 63-68.

Mr. Lowell's adaptations of Mandel'shtam's poems are
very close in tone and content to the original, and have been
helpful in compiling Appendix I.

Lur je, Artur, "leTckui#t pai", "BosaymHue myTH", AJbMaHax 3,
cTp. 161-172.

Stresses Mandel'shtam's love for concrete reality and his
empathy for words per se.
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Mandelstam, Nadezhda, Hope against Hope, A Memoir, transl.
by Max Hayward, with intro. by Clarence Brown, N, Y., Atheneum,1970,

397p.
Not only is this a moving exposé of living conditions under

Stalin — it is a vindication of Mandel'shtam's belief that life
should be savoured and is worthwhile even in the vicissitudes of
history.

Mickiewicz, Denis, Phoebus Apollo or Musagetes: the position

of Apollon in Russian Modernism, Yale University, (Ph.D. thesis),
1967, vii - 271 p.

A section of this thesis dealing with Mandel®shtam's treat-
ment of objective reality was of particular relevance to the present
thesis.

0

Nilsson, Nils Ake, "Qsip Mandel'gtzim.and his poetry", Scando-
3lavica, Tomus IX, Copenhagen, Munksgaard, 1963, p. 37-52.

-------- s "0sip Mandel®$tam's Poem The Admiralty" s Scando-
Slavica, XVII, 1971, p. 21-26.

These articles proved most relevant. They discuss Mandel'-
shtam's classical landscapes and deal with 'time' as the food of
poetry (i.e. putting the latter in its proper historical perspective).
Buildings like St. Sophia, Notre Dame, and the Admiralty Building are
for Mandel'shtam concrete symbols of earthly eternity.

Poggioli, Renato, The Poets of Russia, 1890-1930, Cambridge,
Mass., Harvard University Press, 1960, xix-383 p.

A detailed study of poets and their work as noted in the
title. Professor Poggioli's depth of analysis makes this book a
necessary research item.

PaHoBuu, A. B., "JJXJIHHEU3M M €ro HCTOpPHYECKaA poJan",
OTBETCTBEHHHE peJakTopu: B. H. [IpAKOB ¥ fd. A. JleHOMaH, MockBa,
H3gz~-BO Akaj. Hayx, CCCP, 1950, 381 crp.

This book deals with the historic rdle of Hellenism and its
rich legacy to Western literature,

Strakhovsky, L.I., Craftsmen of the Word. Three Poets of
Modern Russia, Westport, Comn., Greenwood Press, 1969, 114 p.

-------- s "0sip Mandel®*shtem, Architect of Words", Hussian
Review, I, 1948,

Two "in depth" studies of the particular approach of the
three leading Acmeists to their craft of the Word. The latter item
was of speclal value to this theslis, in that it deals with Ogsip
Mandel'shtam®’s skill in the architectonic structuring of his poetry.

TapaHoBckui#t, Kupuan, "CruxociaoxeHue QcHna Manieabmrama
(c 1908 mo 1925 rogx) ",

International Journal of Slavic Linguistics and Poetics, V,
1962, Mouton & Co., - 'S - Gravenhage, p. 97 -~ 123,

Detailed analysis of Mandel'shtam's metrics. K. Taranovski
has demonstrated, for example, that 2/3 of Mandel'shtam's verses are
iambic, 1/6, trochaic, and 1/6 consists of the remaining metres.
This distribution applies, of course, to the early period of the
poet's creative work, that is, from 1908 to 1925,
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Struve, Gleb, Introduction to the Collected Works of
Osip Mandel'shtam, New York, Chekhov Publishing House, 1955.

Struve, G., and Philippoff, B., introduction to Mandel'-
shtam's Collected Works, Washington, Inter-Language Literary
Associates, 1964,

In addition to the significant contribution made by these
two authors in the compilation of Mandel'shtam's complete works,
the above-noted introductory sections assist greatly in under-
standing the difficult Muse of this poet.

Terras, Victor, "Classical Motives in the Poetry of Osip
Mandel®'¥tam", The Slavic and East European Journal, Vol. X, No. 3
(1966), p. 251-267.

Victor Terras' insight into the classical motivations
(both Greek and Latin) of Mandel'shtam's poetic art, as projected
in the above article, was a primary source of inspiration through-
out the present thesis. Many of the bibliographical references
indicated therein proved indispensable (particularly in Chapter
III which deals with the Hellenic motifs of Mandel'shtam).

Weidle, Wladimir, Les abeilles d'Aristée, essal sur le
destin actuel des lettres et des arts, Paris Gallimard, 1954, 343 p.

Mandel'shtam's contrapuntal verbal compositions, Weidle
asserts, are strongly reminiscent of the intricate counterpoint
rhythms of Pindar and the Aeolic poets. According to Weidle, each
word in Mandel'shtam's verse has a significance transposed from the
ordinary world to the poetic world — from the plane of reality to
that of the spirit. Beauty for Mandel'shtam was a cult, and his
poetry 1s a pure poetry: a true "quintessence of llterature".

Yarmolinsky, Avrahm, Russians: then and now, New York,
The Macmillan Company, 1961, 1963,

These incisive translations make Mandel'shtam's poems
more accesslible to Western readers. One of these adaptations is
included in Appendix 1; it is very close to the original,

Zavalishin, Vyacheslav, BEarly Soviet Writers, New York,
Frederick A. Praeger, 1958, ix~394 p,.

A useful source of both general and detailed information
concerning the development of the Acmeist movement,

Modern Russian Poetry, "Osip Emilyevich Mandelstamm", ed,
by V. Markov and M. Sparks, Great Britain, MacGibbon & Ker Ltd.,
1966, p. 282-323,

Several translations in Appendix 1 of this thesis are
taken from this comprehensive anthology.

Be#zane, Brazumup, "O nocaeiHMX CTHXax ManHgeapmrama',
"Bosgymsue nyTtu", 2, Hso Hopx, 1961, crp. 70-86.

This article pertains to Mandel'shtam's later poetry.

Przybylski, Ryszard, "Arkadia Osipa Mandelsztama®”, Slavia

orientalis, XIII, p. 243-262.
Treats "mythic space™ in Mandel'shtam's verse.
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H. REFERENCE SOURCES — RUSSIAN VERSIFICATION:

(employed for general reference only)

KupMmyHckuit, B, M., "BBelleHHe B MeTpHUKy. Teopus
cruxa", "“Bomnpocwm mostaku", VI, J., 1925, 286 crTp.

Tumopees, Ji. M., "lpobiemu CTUXOBeZeHHA", "MaTepHaiu
K comwojorum crexa", M., 1931, 232 crp.

TomameBckd#, B. B., "Pycckoe cruxocioxenre", "Merpuka",
"Bonpocu nostuku", I1, Ilerporpax, 1923, 156 crp.

likarosckuit, B., "O nmossuu ¥ 3ayMHOM A3HkKe", "[losTHKA",
"COOpHHKHM II0 TEOPHM HO3THYecKoro Asumka", [lerporpaxn, 1919, 28 cIp.

dfixenbaym, B. M., "Menozuka pPyCCKOT'O JHPHYECKOro cTuxa",
[lerporpaxg, 1922, 199 cTp.

Unbegaun, B, 0., Russian Versification, Oxford at the
Clarendon Press, 1966, vi - 161 p.

Bailey, James, "The Basic Structural Characteristics
of Russlan Literary Meters", Studies Presented to Professor
Roman Jakobson by his Students, Slavica Publishers, 1968,

po 17 - 3“"

Bailey points out that dol'nlki have existed in Russian
literary verse alongside classical meters since the 18th c., when
classical meters were introduced. Acute hearing and rhythmical
perception of poets have led them constantly to explore seeming-
1y hidden aspects of classicel meterss older, even archalc forms
have been revived,

Taranovski, Kiril, "PycCkee AByZOJbHHE pasMmepu",
Ruski dvodelni ritmovi, I - II, Belgrade, 1953, p. 333 -~ 351.

-------- s "The Identity of the Prosodic Bases of Russian
Folk and Literary Verse", For Roman Jakobson, The Hague, 1953,

553 - 558.

Deal at length with theoretlical problems relevent to
Russian verse,

Halle, Morris,"Zirmunski j's Theory of Verse: A Review
Article", SEEJ, XII, 1968, p. 213 - 218,
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I. MISCELLANEQUS SOQURCES:

Baring, Maurice, Landmarks in Russlan Literature,
London, Methuen & Co. Ltd., and New York, Barnes & Noble Inc.,
1960, xii - 210 p.

A most relevant observation to the present thesis is
Baring's assertion that the characteristics of both Russian
poetry and Russian music are Greek, despite other influences, In
poetry such as that of Pushkin we see a strong sense of balance
and proportion blended with a rooted common sense "which reminds
the reader of Greek art", He adds that Russian poetry resembles
Greek poetry in its absence of ornament, its beauty of structure,
of rightness and simplicity.

Borgeaud, Willy A., "Hibernica: Echu - Echoch, Echoid -
Echdach, Temair", Beitr#ge zur Namenforschung, Carl Winter,
Universitdtsverlag, Heidelberg, Band 6 (1971) Heft 1, p. L4O-4i4,

In this article Prof. Borgeaud comments upon the Indo-
European equation of honey with death, and at the same time, with
rebirth. This concept, so recurrent in Greek literary works,
is re-echoed in several of Mandel'shtam's poems,

Frénkel, Hermann Ferdinaend, Wege und Formen fr#h-
griechischen Denkens, M#inchen, C.H. Beck, 1960, xxil - 376 D,

Traces evolution of the Greek spirit from its origins,

I'uusbypr, Juzua, "losTtuka Ocuna MangzeapmTama", "lMaBecTHA
Axagemru Hayk CCCP", CepusA auTepaTypH ¥ A3HKa, TOMXXXI , H3ZAQTElIb-
creo "Hayxa", 1972, BuOD. 4, CcTp. 309-327,

The well-known critic, L. Ginzburg, emphasizes that
Hellenism for Mandel'shtam was not only a nourishing medium
but also a source of beauty. However, this Hellenism leaves its
stamp on all phenomena of life — it is expressed not only in
the lofty citizenship of "The Twilight of Freedom", but also
in his deplctions of everyday life, e.g., where the tennis
player is likened to an Attic soldier who loves and honours his
opponent. The Hellenism in "Tristia", continues Ginzburg,
consists in a beautiful form chosen by the poet to describe
the flow of time and of death and of love,

Hegel, Georg Wilhelm Friedrich, "Entwicklung des
Ideals zu den besonderen Formen des Kunstsch®nen", Asthetik,
Band 1, Frankfurt am Main, Buropalsche Verlagsanstalt GmbH,
Berlin, 1955, (Zweiter Teil, p. 295-583).

In Greek art, Hegel perceived a perfect fusion of the
'ideal' and the 'real', of the 'infinite' and the 'finite',
This concept is most pertinent to the present study of Mandel'-
shtam's poetic art in that we see a conscious return by the
Acmeist poet to the Greek Weltgeflhl of incarnate ideas and

animate things. The "word as such" constitutes a delicate
balance ( CJIOBO=-UJOTH ),
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I. MISCRELLANEOUS SOQURCHES (Cont'd):

Jakobson, Roman, O cheshskom stikhe preimush-
chestvenno v sopostavlenii s russkim, Providence, Brown
University Press, 1969, xix - 118 p.

The section dealing with Mayakovsky's verse and
its marked word autonomy is of direct relevance to the
present study.

Kalinowska, Sophie Irdtne, Les motifs décadents dans
les podmes d'Bmile Verhaeren, étude précedee d'un essai sur

la théorie du motif 1littéraire, Wroclaw, 1967, 215 p.

There are varying definitlons of the term 'theme' and
its relation to the 'motif' element. For the purposes of this
thesis, the definition most applicable is that of the 'theme!’
as a conceptual element concretized in the 'motif', that is,
the latter serves as an all-important idea-carrier.,

Mansuy, M., "L'imagination du Bachelard, théoricien
de 1'imagination”, L'Information littéraire, 1965, Paris,
Bailli®re et fils, éditeurs, p. 54-63.

Contrary to Bergson, who considered the élan vital
as a durée continue, Bachelard views 'becoming' as discontinued
and alternative, made up of successes and fallures, progressions
and pauses. The Bachelardian imagination descends into the
depth of substances — through his interest in substances,
Bachelard is led to substantialize even abstract notions, e.g.
“nocturnal matter® for "obscurity".

Mure, G.R.G., The Philosophy of Hegel, Oxford Univ.
Press, 1965, x~207 p.

A concise and helpful elucidation of Hegel's aesthetlc
concepts.

Nietzsche, Friedrich, Die Geburt der TragBdie, Werke
in Drei B#nden, Erster Band, Minchen, Carl Hanser Verlag, 1966,
134 p.

In this work Nietzsche discusses the Apollonlan-
Dionysiac duality which characterized much of Hellenic art.
This same "fraternal union" of Apollonian contemplation and
joy, along with Dionysian intoxication, is visible in the lyric
verse of Mandel'shtam — culminating in harmonious and integral
artistic wholes.

-------- s Bcce homo and the Birth of Tragedy, transl. by
Cclifton P, Fadiman, N.Y., The Modern Library, 1927, x - 340 p.

Pépin, Jean, Mythe et Allégorie, Aubier, Editions
Montalgne, 1958, p. 81-485,
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I. MISCELLANEOUS SOURCES (Cont'd):

-------- , Dante et la Tradition de 1'Allégorie,
Biblioth2que nationale du Québec, 1971, 153 p.

In the foregoing works, Pépin makes important
distinctions between the frequently confused terms: myth,
allegory, and symbol. The author remarks that many ancient
texts did not distinguish between allegory and symbol, and
this assimilation of the symbol and the allegory continued
well into the Middle Ages, Pépin treats myth as a totality
of history and culture, representing a concrete expression
of reality in images.

Plato's Phaedrus, translated, with introduction and
commentary by R. Hackforth, Indianapolis, The Bobbs-Merrill
Company, Inc., 1969, vii-172 p.

Plotinus, The Enneads, translated by Stephen Mac-
Kenna, London, Faber and Faber Limited, London, 1969 (V.9).
The Platonic artist, seeking to reproduce the ideal
in a concrete form, believed that his work could transcend
the temporal order and enter that of the universal and eternal.
In a similarly insplred fashion, Mandel'shtam applied himself
to the attainment of the Absolute through the linguistic
medium of poetry.

[lymkun, AxexcaHip Cepreesud, "COUHHEHHA AjexcaHipa
llymkuna", O6uxeiiHoe M3XaHEE NYMKMHCKOrG. KOMHUTET2 , Berlin,

Speer & Schmildt, 1937, 1091 p.

Schelling, Friedrich Wilhelm Joseph von, Introduction
& la Philosophie de la Mythologie, tome I, Paris, Aubier,
Editions Montaigne, 1946, x-307 p.

One of Schelling's main conclusions on the subject of
myths is that it is theogony which constitutes the kernel or
principel element of all mythology. The myths then arise from
the linking of a particular historical event with a certain
divinity. The source of these theogonies is to be found, not
so much in the imagination of poets or other inventive indivi-
duals, but in the soul or human conscience. Rather than re-
presenting subjective creations, these theogonies are actually
the objectivation of that which is experienced in the collective

soul,

Schuhl, Pierre-Maxime, Essal sur la formation de la
pensée grecque, Paris, Presses universitaires de France, 1949,
xxiii-382 p.

Schuhl discusses at length the dual quality of the Greek
soul with its opposition of positive and mystical tendencies,
Through reason or the logos the Greek philosophers sought to
transcend this opposition and realize the unity which lies
behind all things. It 1s language which permits us to arrive
at a true knowledge of reality.
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Spoerri, Theophil, Der Weg zur Form, Dasein und
Verwirklichung des Menschen im Spiegel der eurapfischen
Dichtung, Hamburg, Druck J.J. Augustin Gl#ckstadt, 1954, 171 p.

To Theophil Spoerri a poem represented a precarious
balance between the interior and exterior worldss it was simul-
taneously an expression of the inner soul and the outer world.
Similarly, for Mandel'®shtam, the 'living Word' (Logos) signified
a perfect interpenetration of ideal content and sensible form.

Vernant, Jean Pierre, mythe et pensée chez les grecs,
études de psychologie historique, Paris, Francois Maspero,
1966, 314 p.

Reason, for the Greeks, was not to be sought in the
transformation of nature but to be formed through techniques
such as language, art, law, politics, rhetoric, etc. (For Greek
thought, nature represented the domain of 'l'a-peu-pré&s', to
which could not be applied either measure or rigorous reasoning.)

Wyczynski, Paul, "Thématique", III, "Introduction de
1'0euvre d'Emile Nelligan®, Emile Nelligan, Ottawa, Editions
Fides, 1967, p. 63-106.

In this study the relationship is posed between themes
and motifs in art, and the organic connection between the roots
and trunk of a tree, In Mandel'shtam's art this organic
function between themes and motifs constitutes (to use Prof,
Wyczynski's metaphor) "la vrale charpente de l'univers poétique",

Zuntz, GUnther, Persephone, Three Essays on Heligion
and Thought in Magna Graecia, 0xford at the Clarendon Press,
1971, 413 p.

Kybele, the Mother Absolute, represents the eternal
vis vitalls persisting vis-a-vis the irrevocable transientness
of all creatures. The concept of Persephone as a giver of Life,
no less than of Death, was very strong among the Western Greeks.
This myth constitutes a complete and profound image and inter-
pretation of exisgtence and its continual renewal,

Zuntz' study of Greek amulets is of particular interest
and is of relevance to one of the poems discussed in the present
study. Gold lamellae were often deposited in graves (with gold
symbolizing perpetuity in life), and their inscriptions were
intended to provide direction and comfort to the departing soul.
A common inscription was a plea to Persephone for her favour
toward the suppliant in the nether world,

Fr8nkel, Hermann, "Man's 'Ephemeros' Nature According
to Pindar and Others", XII, Transactions and Proceedings of the
American Philological Assodation, Vol, LXXVII, Lancaster, Penn.,
1946, p. 131-145,

Applied to man in general, the term 'ephemeros' reflects
the thesis that inconstancy is inherent in human nature. The idea

of the passive and pliable self was a major element in th e
feeling of human helplessness (&uﬂxavﬁa){ e general
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English translations of Russian passages

(A1l translations by A.M. Iverson,
unless otherwise indicated).,

Footnote Page
61 29

« « o Just as the French sought a new, freer verse, so the
Acmeists are endeavouring to break the fetters of metre through
the omission of syllables rather than by means of some sort of
rearrangement of stresses, and there are already verses in
existence which have been written according to a newly concelved
syllabic system of versification . . .

62 29

Each trend becomes enamoured of some or other authors and epochs,
Beloved tombs unite people more than does anything else., In
circles close to Acmeism one hears most often the names of Shake-
speare, Rabelais, Villon and Théophile Gautier . . . Each of
these writers is a corner-stone for a knowledge of Acmeism, a
source of high tension in this or that verse.

65 30

e« « « The struggle between Acmeism and Symbolism, if 1t can be
considered a struggle and not an occupation of an abandoned fort,
is above all a struggle for this world — vibrating, colourful,
possessing form, welght and timey-a struggle for our planet
Earth . . . For the Acmeists a rose became once again beautiful
for itself, for its petals, its scent and colour, and not because
of fancied resemblances to mystical love or to anything else.

66 30

e « o« 8and not only is that good which has long been considered
beautiful, but even ugliness has its charms. After all its mis-
fortunes, the world is accepted without question by Acmeism =
in all its totality of beauty and disgrace.

68 31

The creation of a beautiful work of art
is more readily achieved
through an impassive material:
verse, marble, or metal,
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Footnote Page
69 31

e« ¢« o it is more difficult to be an Acmeist than to be a
Symbolist, just as it is more difficult to construct a
cathedral than a tower., But one of the principles of this new
movement is to always follow the lines of greatest resistance.,

71 33

The Word, in 1ts Hellenistic sense, is a living flesh,
declaring itself in the event . . . No other language resists
more strongly than does the Russian a fixed nomenclature,
Russian nominalism, that is, its notion of the reality of the
word as such, gives life to our language and links it with the
Hellenic philologlical culture — not etymologically, nor in a
literary sense, but through the principle of an inner freedom
which 1s manifested equally in both.

72 34

Insomnia. Homer, And sails drawn tight.

I've read half-through the catalog of ships:
That long-extended flock, that flight of cranes
Which once rose over Hellas to the sky.

(Modern Russlian Poetry, An Anthology with verse translations,
ed., and with an introduction by Vliadimir Markov and Merrill
Sparks, Great Britain, MacGibbon & Kee Ltd., 1966, p. 291)

73 35

Beauteous is the temple, bathed in peace,
And forty windows -— an exultation of light;
Beneath the dome, in full flight,

Four archangels, surpassing all.

(o 35

Chaste spells exist —

A lofty harmony, profound peace,
Far from ethereal lyres

Are my established lares.
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Footnote Page
74 35 (cont'd):
In well-scrubbed corners
In the pensive hours of sunset
I harken to the ever-rapturous
Silence of my penates.
75 35

My breathing and my warmth have been impressed
Upon the windows of unendingness.,

(Leonid I. Strakhovsky, Craftsmen of the Word: Three Poets of
Modern Russia, Cambridge, Harvard University Press, 1949, p. 85.

76

77

78

35

We await death, like a fairy-tale wolf,

But I fear that he will dle first of all,
He,who has the entrancing mouth,

And the fringe of halr falling over his eyes,

35

In translucent Petropolis we shall die,
Where over us rules Proserpina.

35

St. Petersburg, say that I need not die yet:
You still 1list the number of my telephone.

(Adapted by Rose Styron, in 0lga Carlisle's Poets on Street
Corners, New York, Random House, p. 139.)

82

39

Today I had an unusual dream:
I dreamt that I sparkled in the sky,
But life, that monstrous procuress,
Had cast for me an evil fate,
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Footnote Page
82 39 (cont'd):

On a deserted, gloomy plain
From humans I hid my abode,
To stalk my midnight repast,
To fulfill my God-appointed destiny.

83 39

Inevitable is the bloody fate
Implacably assigned to earthly creatures.

87 43

I visited the groves: academies, lyceums.
I wrote down on the wax wlse speeches that I heard...
A loyal student there, all treated me with kindness,
But I loved only their groupings of words.

(Valery Briussov, “I")

(Modern Russlan Poetry, An Anthology with verse translations,
by Vliadimir Markov and Merrill Sparks, p. 33)

88 L3
And from your citadel, Evius, Melpomene
Who grieves can see again the deserts' maglc circle
And Tartarus breathing gardened captivity.
(Viacheslav Ivanov)

(Modern Russian Poetry, translations by Markov and Sparks, p.)
133.

89 43

e « o Viacheslav Ivanov himself contributed greatly to the
formulation of the Acmeist theory.

90 4

With gilded baths and glory's obelisks to bound her,
A stone-white girl stands — with tall, thick grass
around her,
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Footnote Page
90 by (cont'd):

Her thyrsus glves no Joy; her tambourine won't stir;
Even white-marbled Pan is not in love wlth her,

(Innokenty Annensky, "Pace")

(Modern Russian Poetry, transl. by Markov and Sparks, p. 123)

91 Ll

The lesson which Russian poetry learned through
Annensky's creative work was not that of Hellenization, but an

inner Hellenism ., . .

92 i

But the flutist knows no pesce,

It seems to him that he is alone,

That he once carved out hls native sea
From lilac-coloured clays.

95 hé-47

e s« « The "word as such" came slowly into being. Graduailly,

one after the other, all the elements of the word geathered to-
gether into some notion of form, but the conscious sense of the
word, the Logos, has up until now been erroneously and arbltrarily
considered the content. Owing to this needless honour, the Logos
loses out; all that the Logos requires is an equal standing with
other elements of the word . . . For the Acmeists the conscious
sense of the word, namely, the Logos, constitutes a beautiful
form which is as important to them as is music for the Symbolists.

96 b7

The Russian language 1s a Hellenistic language. Owing to
a whole series of historical conditions, the 1living forcesof the
Hellenic culture (having yielded the West to Latin influences and
flaring up only for a short while in childless Byzantium) turned
to the RBussian language, communicating to it the self-assured secret
of the Hellenistic world-outlook, its secret of incarnation at will,
- and it is precisely in this way that the Russian language became
a vibrant and articulate flesh.
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Footnote Page
98 48

Is the thing really master of the word? The word is a Psyche,
The 1living word does not designate an object, but chooses freely as
its dwelling this or that significance, this or that substance,
its own sweet body. The word hovers around the thing freely, like
a soul hovers over an abandoned, but not forgotten, body.

99 b9

Classicism is necessary in poetry, as is Hellenism, a heightened
sense of imagery, a machine-like rhythm, urban collectivism, peasant
folklore . . .
¢« « o O monstrous ingratitude: toward Kuzmin, Mayakovsky, Khlebnikov,
Aseev, Viacheslav Ivanovr, Sologub, Akhmatova, Pasternak, Gumilyov,
Khodasevich -~ really so unlike one another, from different clay.

All the same, these are Russian poets belonging not to yesterday,
nor to today, but to eternity . . .

e« o« « 8l]l contemporary Russian poetry emerged from the familial
bosom of Symbolism.

100 4o

o o+ +» The Acmeist breeze riffled the pages of the classics and the
romaentics, unearthing the Acmeists at the very place most necessary

to the epoch . . .

101 k9

e« « « Not ideas, but style, proved fatal for Symbolism . . .

« o« o« The increasing power of Acmeism in the sense of an active

love for literature, its weight, its burden, was extraordinarily
great, and a key factor in this active love was precisely a new
style, a fearless approach toward poetry and poetics — 1in the
centre of which is Man, not flattened like a cake by pseudo-
symbolic horrors, but a master in his own house — a true symbolism,
surrounded by symbols, that is, utensils, possessing philological

notiong as organs.

104 51

Hellenism — this is a conscious encirclement of man with utensils,
instead of indifferent articles, the conversion of these articles
into tools, the humanizing of the surrounding world, warming it with
the most delicate teleologicsl warmth,
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Footnote Page
105 51

Hellenism —— this 1s a system,in the Bergsonian sense of the
word, which man deploys around himself like a fan of events
which are liberated from temporal bondage, subordinated to an
inner causation through the human self,

106 52-53

In the northern capital the dusty poplar languishes,
A translucent dlal-plate entangled in the foliage,
And in the murky green, a frigate or an acropolis
Shines from afar - a brother to sea and sky.

107 53

And Herculaneum will rise anew,

A sleeping city in the radiasnce of the moon,
And the hovels of the wretched market-place,
and the mighty Doric column.

108 53

A lofty chill wafted

From the prominent maldenly brow,

In order to reveal to remote descendants
The dear graves of the Archipelago.

109 53

An enormous park. The glass sphere of the station.
The iron world is again bewitched,

To a nolsy feast in a misty Elysium

The carriage ceremoniously speeds away.

110 53

The delicate netting has settled

Into a diminutive pattern,

As on a china plate, a tracery,
minutely engraved.
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Pootnote Page
111 54

The sensitlive sail strains to hear,
Emptiness greets the dilated gaze,
And through the silence, sailing,
A soundless choir of midnight birds.

113 Hurled into space, is it our lot
To be destined to die,
To regret beautiful constancy
and faithfulness!

114 55

With each breath we inhale deadly air,
And each hour is a fatal time for us.
Goddess of the sea, menacing Athena,
Remove your great helmet of stone.

115 55

Brothers, let's glorify the twilight of freedom
The great crepuscular year.

A heavy forest of nets has been dropped

Into the seething waters of the night,

You are rising during gloomy years,

O sun and judge, o people,

(Modern Russian Poetry, ed. by V. Markov and M. Sparks, p.297)

116 55-56

Whom will you still destroy? Whom will you yet
glorify?
What falsehood will you invent?
That 1s the cartilage of an Underwood: go ahead,
tear out the key,
So what do you find -— the small bone of a pike.

117 56
(See footnote 78)
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Footnote Page
118 56

My God, help me to live through this night.
I fear for my life, my life, your slave ——
Living in Petersburg is to sleep in a coffin.

(Adapted by Robert Lowell, taken from O. Carlisle's Poets on
Street Corners, p. 147)

119 57

It is midnight in Moscow. A splendid Buddhist summer.
The streets resound with sharp strokes of iron shod boots,
A ring of boulevards shines blissfully in smallpox black,
There is no tranquillity in Moscow at night.

120 57

I am no longer Jjealous,
But I desire you,

And I mske my way about
Like a hangman's prey.

And, as if it were a crime,

I am attracted to you

By your bitten, 1n confusion,
Tender, cherry mouth.

121 58

All day I breathed the raw autumn air
In confusion and in yearning;

I wish to dine, and in a dark purse
The gold of the stars beckons.

125 59

Spring hastens to tread the fields of Hellas,
Sappho shods herself in colourful style,

The cicadas throb, like little hammers,

And the little ring sings, as in the ditty.



Footnote

126

128

129

130
131
132

133
134
135
136

137
138
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Page
59

Where wretched bread does not exist,
Only honey, wine, and milk,

Hard labour does not cloud the sky,
And the wheel will turn like silk.

60
To a palace with a lofty dome,
Arrived four brothers, unlike in mien,

So wizened and burned, the raven croaked !'shoo!'
And the ladies, marvelling, raised theilr brows,

60
Ralsing himself, poor Apshina,
Blue in visage, wept and pleaded:
Gogotur, please kiss my forehead

To mark your wondrous, tender deed —
They embraced with warmth — the bond was sealed.

61 Like a pearl-less shell, , .
61 But like a Medusa, the Nevsky wave ., . .
61 I am poor as nature

I am plain as the sky,

L] L ] [ ] L] [ ] L] [ ] [ ] . L .

Like the voices of midnight birds.
61 Nature is Rome itself . . .
61 My staff, my freedom,
61 Faithfulness wept in the night. . .

61 « « « A trensparent spring
Clothes Petropolis in pale green down,

61 Holy name,

61 Like a fairy-tale wolf . . .




Footnote Page
139 62
140 62
141 62
142 62
143 62
144 62
145 62
146 62
147 62
148 62
149 62
150 62
151 62
152 63
153 63
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Let's talk about Home — a marvellous city!

Goddess of the sea, menacing Athena,
« » o Over the black Neva , . .

Beyond the misty promontory of Meganom,
That is a black sall returning . . .

Let us go to Tsarskoe Selotl

Let us go to Tsarskoe Selo!
Your, Cassandra, lips; your, Cassandra, eyes,

Because I could not hold your hands,
Because I betrayed your tender, salty lips,

L] ] * L] [ ] L ) . ] [ ) . L] L] L L] . L L] L] . . .

Where i1s beloved Troy? where is the royal,
the maiden's, dwelling?

Remain as foam, Aphroditel

The sacred club of Heracles
Everywhere the services of Bacchus
Already bare-footed Delia fliest

e« « o« the fortress of the Holy Ghost,

The Valkyries fly . . .

No, never, with no-one, was I a contemporary,
I never had such an honour bestowed on me,
Oh, how repugnant to me is such a namesake,
It was not I - it was another,

I shiver with cold —

I wish to remain silentt

But in the sky gold dances —
It beckons me to sing.
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Footnote Page
154 64

Kinship with ancient poetry already makes its appearance in
Stone, reaches its acme in Tristia, and does not later forsake
Mandel®'shtam's poetry even at the point of immersion into the
"Lethean deep-freeze" of suppression. It i1s already evident
from the first careful reading that this likeness is by no
means dependent only upon content and lexic, but that a basic
manifestation is to be found in the rhythmics and sound of the
verse,

155 65

Alexandrine verse can be traced back to the antiphon,
that 1s, to the responsive exchange of the chorus, divided
into two halves, with equal time at their disposal for the
expression desired . . .

« « Time 1s the pure and unadorned substance of the alexandrine,
The distribution of time through the channels of the verb, the
noun, and the epithet, constitutes the autonomous inner life of
alexandrine verse, regulates its breathing, its tension, and its
saturation.

156 65

Orioles live in the elms, and in classlical verse

The length of the vowels alone determines the measure.
Once and once only a year nature knows quantity
Stretched to the limit as in Homer's meter,

O this is a day that yawns like a caesura:

Serene from the start, almost painfully slowed.

Oxen browse in the field, and a golden languor

Keeps me from drawing a rich, whole note from my reed.

(Adapted by Stanley Kunitz, publ. in Olga Carlisle's Poets on
Street Corners, p. 127) -

158 66

The herd grazes, with joyous neighing,
Phe vale is tinted with Roman rust.

The transparent chute of time carries off
The dry gold of the classlical spring.
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Footnote Page
159 67

Sisters -—- heaviness and tenderness -—— your markings
are the sanme,

Bees and wasps suck the heavy rose,

(Modern Russian Poetry, transl. by Markov and Sparks, p. 299).

161 68

Thus, 1in poetry national boundaries are done away with,
and elements in one language respond to those in another
through the heads of space and time; for all languages are
bound together in a fraternal union, strengthening themselves
freely and characteristically, and within this freedom these
tongues are related in a brotherly fashion and respond to one
another without ceremony.

162 69 The shaky 'world' of trouble rocks,
163 69 Bread is poisoned and there is no air.
164 69 Like the shadow of sudden clouds,

The sea visitor swooped down,
And, stealing along, rustled up
Disturbed ones along the shores.

165 70 Aerial vessel and inviolate mast,

166 70 Oxen at pasture, and golden languor . . .

167 70 I was born in Rome, and it has returned to me;
168 70 The mill resounds, and in the hurricane's songs
169 70 Transparent star, flaming comet,

170 70 I, in a round dance of shades,

stamping the delicate meadow,
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Footnote Page
171 70

Nature i1s Rome itself, and it seems agaln

We should not disturb the gods needlessly!
Sacrificlal viscera will tell of war,

Slaves, to keep silence, and stones, to build!

172 71

Where are you salling to? Were there no Helen,
Achaeans, then what would Troy be to you?

(Modern Russian Poetry, Markov and Sparks, p. 291)

173 71
But I fear that, before all others, will die . . .

174 71
Star with star —— mighty Jjunction,

175 71
The room is quiet, like paper —

176 71 O this air, trouble-intoxicated,
177 71 On the black square of the Kremlin!
178 72

Your image, tormenting and inconstant,

[ ] L L] L] [ L] L] * L ] L . L] . ] L] [ ] L] L) *

The holy name, like a huge bird,

179 72

The breast strains to breathe . . .
1t may be, that dearest of all to me



APPENDIX 1 187

Footnote Page
180 72

A wild cat — the Armenian language —

181 72

But how could I sulk in the foolish beaver miter of a
bishop. . .

182 72

I spoke with a child's gibberish to authority,
I was afraid to eat oysters,
I looked at guardsmen out of the corner of my eye,

(Robert Lowell, "Poems by Osip Mandelstam", The Atlantic
Monthly, vol. 211, No. 6, 1963, p. 65.

183 73

"Everything's frozen!" The sun., Ple-in-the-sky.
A transparent glass filled with ice water,

And in a world of chocolate with red evening glow,
My fancy takes me to the frosted Alps.

185 73

So,

The horseshoe finder

Blows the dust from it,

Bubs it with wool till it shines,
And then

Hangs 1t over the threshold

So that it can rest

And no more have to strike the flint,

(Modern Russian Poetry, Markov and Sparks, p. 314-315)

186 75
Some

on colins portray a lion,
Others —

a head;



APPENDIX 1 188

Footnote Page
186 75 (cont'd):

Various copper, gold, and bronze tablets

With llke honours lie in the earth.

The era, trying to gnaw them in two, left the marks of its
teeth on then.

(Modern Russian Poetry, Markov and Sparks, p. 315)

188 77

0, the severe pendulum of souls,
It swings, implacable, unswerving,
And fate knocks inslistently

On a door forbidden to us.

189 77

The cautious, muffled sound

of fruit, falling from the tree,
Amidst the unceasing melody

a forest silence reigns.

190 77

Their pattern will be set 1in rigid rhymes
Unrecognizable from recent times.,

And let the moment's turbidness flow down
The lovely pattern's lines it could not drown.

(Transl. by L. I. Strakhovsky, Craftsmen of the Word, p. 88.)

191 78

One need not speak of anything,
It 1s futile to study anything,
And both sad and beautiful

is the unfathomable, savage soul:

192 78
A sultry gloom obscures the bed,
The breast must strain to breathe . . .



Footnote

193

194

196

198

199

200

201
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Page
78

Today is a loathsome day,

The cholr of grasshoppers sleeps,
And the overhang of gloomy cliffs
Holds more menace than tombstones.

78

I encountered a funeral while on a stroll,
Near the Protestant Church - it was Sunday.
Casually sauntering by, I noticed

The parishioners' extreme agitation.

79

Human lips,
which will say nothing more,
Preserve the form of the last uttered word,
And in the hand remains a sensation of weight,
Although the pitcher
spilled out half,

while it was carried

home,

80

Tender than tender

[} [ L] L] [ ] L] L] [ ] [ ] .

Whiter than white

80

Over the mouldering book, over the road of clay

80

In a huge room, overlooking the black Neva,

80

Far away, in a hut, voices . . .
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Footnote Page
202 81

The black wind rustles
slugglishly blowing leaves,
And a trembling swallow
circles in the gloomy sky.

203 81

In the name of the higher tribes of the future,

in the name of their foreboding nobility,

I have had to give up my drinking cup at the family feast,
my Jjoy too and my honor,

(Transl. by Robert Lowell, "Poems by Osip Mandelstam", The
Atlantic Monthly, vol. 211, p. 64).

204 81
Malice peppers his learned feathers
And his little cap flaunts its black.
The little perch and lath calumniate,
As does the cage with a hundred spokes,
205 82
A body's given me — what then to do with it.
206 82 And a turquolse-coloured veil
carelessly thrown on the chair.
207 82 Like a pearl-less shell
I am thrown on your shore.
208 82 Encircled by steep hills,
209 82 And to mortals has been given the power

to love and to know.
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Footnote Page
210 82

Only children's books to read,

Only children's thoughts to cherish,
All that's great to cast adrift,

And from endless grief to perish.

(Transl. by L. I. Strakhovsky, Craftsmen of the Word, p. 92)

211 83

And the low murmur
of @ nrancorous

conversations,

212 83

The untiring pendulum swings

213 82
Flashing in the fading folliage

214 82
What am I to do with a wounded bird?

215 82

Be so kind, give me change, —

Only don't give me paper money, —

216 What line could transmit ....

217 82

Oh, if one could only recover even the shame
of sighted fingers,



220

221

222

223

224

225

226

227
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Footnote Page
219 84

I feel an insurmountable fear , , .

84

But I love the casino on the dunes,
I love to follow the flight of the wing?d gull,

84
I thus knew who was invisibly present:
84

We fear, we do not dare
To _help the royal sorrow.

84

I do not know from when

would like . . . about nothing

o]

8k

I wish to remain silent:

84

It 1s already daylight,
8l
How difficult it 1s to doctor wounds!

84

192

There is no point in our disturbing the gods in vain!
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Footnote Page
228 85

Tenderer than tender
Your face,

Whiter than white
Your hands,

From the whole world
You are far,

And all yours -
From the inevitable,

229 85

He directed the symphony of the Caucasus,

And, waving, marched on the narrow Alpine paths,

And, looking around, with fearful steps

Strode through the conversations of numberless crowds,

230 85
The day raged, like a day rages.

231 85

It murmured, it trembled,

232 86

In the recognition of momentary strength,
In the oblivion of grievous death.

233 86

A fall — unfailing companion of fear,
And fear itself is a feeling of emptiness,
234 86

Preserving silence and decorun,
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235 86

The transparent chute of time carries off
the dry gold of the classical spring.

236 86

I wandered about in a toy thicket

237 86
And the prickly cathedrals of the insane cliffs

238 86

The webbed mica forest.

239 86

The violin-torn air outpoured

240 87

Remain as foam, Aphroditet

Word, become again music,

And, heart, take shame from another heart
which originated in a pristine life,

241 87

I did not seek, in better times,

Cassandra, your lips, Cassandra, your eyes,
But in December - a solemn vigil —

We are tormented by reminiscencel

And in December of the seventeenth year,
While loving, we lost all:

One was robbed by the will of the people,
Another was robbed by himself.
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Footnote Page
242 88

Goddess of the sea, menacing Athena,
Remove your great stone helmet.

In transparent Petropol' we shall die,
Where not you, but Proserpina, relgns.

243 88

Golden fleece, where are you, golden fleece?

All the way along the heavy sea-waves seethed,
And leaving his ship, with its well-worn sails,
Odysseus returned, replete with space and time,

244 88

Sluggish tortoise~lyre,

Toeless, barely crawls along,
Stretches out in the Epirean sunshine,
Tranguilly warms his golden underside.

2Ls 88

With the rosy froth of fatigue on his soft lips,
Fiercely the bull burrows through the green waves;

He snorts — he does not like the crests — woman-lover,
Straining his spine — his task is great.

89-90
247 Take for joy from my outstretched palms
A little honey and a little sun
As we were implored by the bees of Proserpine.

No one can loose a boat that l1s unmoored.
No one can hear the shadow shod in fur,
One cannot track down fear 1ln the dense forest of life.

We are left only with kisses,
Prickling like tiny, fuzzy bees
Which die, having left the hive.

In the translucent underbrush of night they rustle ...
Their homeland: Taygeta's impenetrable wood,
Thelr nourishment: clover, and mint, and Time.
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Footnote Page
247 89 (cont'd):
-90

Take for joy, then, my wild present,
This simple necklace of dry dead
Bees who turned their honey into sun.

(Adapted by Bose Styron, taken from O. Carlisle's Poets on
Street Corners, p. 135.

29 97

Poetry is a plough, heaving up Time so that its deep
layers, its black earth layers, appear on top . . .
Time was tilled by the plough, and the *'rose' was the

earth . . .
So, also, the poet does not fear recapitulation, and

becomes easlly intoxlcated on the wine of classiclism.

250 98 (See translation for footnote 119)

254 101

Blissful is he who knows the voluptuousness
of elevated thoughts and lofty verses . . .

257 102
One need not speak of anything . . .

262 104

It quickens, halts abruptly,

And the spindle falls -

Impossible to meet with it, to come to terms,
And it cannot be evaded.

105 (omitted)
And still more swiftly

Fly the poisoned darts
From the hands of bold savages . . .
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Footnote Page
108

Remain as foam, Aphrodite!
And, Word, become music again,

(*Silentium", lines 13-14)

108
And my lips find
A primeval silence,

Like a crystal note,
Pure since birtint

("Silentium", lines 9-12)
109

And across the silence salls
A soundless cholr of midnight birds

109

Why is there so l1little music
And such silence?

110

The Hellenes prepared for war
On the lovely island of Salamis, —

L L] ] . L] ] L] e L] [ ] ] ] . ] L] L] L] .

0 Europe, the new Hellas,
Guard the Acropolis and Plraeust
110

Gifts from the isle we do not need —
A forest of uninvited ships.

279 110
“Insomnia, Homer., Taut sails".

288 113

"I'm cold. The transparent spring., . . "



Footnote

289

290
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113

"In transparent Petropolis we shall die"®

114

But stars can never mortally transfix
the heavy emerald of the sea water. . .

("The air strikes chill. Transparent Spring")
{ lines: 8 - 10)

(Russlians: then and now, ed. by Avrahm Yarmolinsky, New York,

The Macmilian Company, 1961, 1963, p. 218)

297

300

309

311

116
"From the vial flowed a stream of golden honey"

"A stream of golden honey", "in melancholy
Tauris"”, "Bacchus' services everywhere",
"Past white columns", "somnolent mountains",
"In rocky Tauris the science of Hellas",
"Helen", "golden fleece", "heavy sea-waves",
"ship", canvas sail®, "(Odysseus returned,
sated with space and time",

118

"3Still far off is the transparent-grey spring
of asphodels"

122
"The Twilight of Freedom"

124

Let's glorify the destined burden

Which the people*s leader tearfully assumes.
Let's glorify the sombre burden of power,
Its unbearable yoke.

He who has a heart, O time,

Must hear your ship sinking to the depths.

(Modern Russian Poetry, Markov and Sparks, p. 297)




Footnote

313
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Page

125

All was before, all will return reviving,
And recognition be our one brief bliss.

(Transl. by C. M., Bowra, A Book of Russian Verse, p. 118)

320

127

Wax is for women what bronze is for men.

We, who cannot prophesy of Erebus,

Only in battle dare confront our fate

But their gift is to die whlile telling fortunes.

(Adapted by Kunitz, taken from O, Carlisle's Poets on Street
Corners, p. 129)

322

332

335

336

346

128

On the stony spurs of Plraeus

The Muses conducted the first round dance,
So that, like bees, the blind lyric bards

Could present us with sweet Ionian honey.

131
»Pake for joy from my outstretched palms"

133

"When Psyche-Life sinks into the realm of shades”

133
"] forgot the word, which I wanted to say®

136

"There is a bearer of gifts, like a golden sun"
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347 137

My age, my beast, who will be able
To look into the puplils of your eyes . . .

348 137 (See footnote 75)

349 137

Everyone steals from eternity,
But eternity is like the sand of the sea:

350 137

And time has left its mark on me,
Just like your worn-down heel.

351 137

He who has kissed time on its worn-out pate ~—

L] * L L] L L J L * L L] L 4 [ . L ] L ] L ] L] L L L [ L] L J [ ]

He will recall how time went off to sleep

] . L] [ ] [ 4 ] Ld . ] L] ] L} L] [ ] ] [ ] L] [ ] . [ ] L] ] [ ] .

He who has raised the sick eyelids of the century -—

He listens eternally to the roar of the rivers
Of deaf and treacherous times.

352 137
This cutthroat wolf century has jumped on my shoulders,

(Transl. by Robert Lowell, "Poems by Osip Mandelstam", in
The Atlantic Monthly, Vol. 211, No. 8, p. 64)

153 (Conclusion)

While the dear artist
Crystallizes the design,
Conscious of momentary strength,
Oblivious to grievous death,

200
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Footnote Page
356 140

The solemn zenith of divine service,

Light in the round temple under a dome in July,

So that, chests inflated and beyond time, we breathe
the air of meadows where time does not fly.
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English translations of Greek passages

Footnote Page
21 13

e« « o thus beneath great-hearted Achilles hlis whole-hooved
horses trampled corpses and shields together; and with blood
the axletree below was sprinkled and the rims that ran around
the car . . .

(Iliad XX, The Iliad of Homer, done into English prose by A.
Lang, W. Leaf, and E. Myers, London, Macmillan & Co. Ltd.,
New York, St. Martin's Press, 1965, p. 372, lines 498-500).

30 17
Now the sun was newly beating on the fields as he climbed
heaven from the deep stream of gently-flowing Ocean . . .

(Iliad VII, The Iliad of Homer, Lang, Leaf and Myers, p. 125,
421"'""23 . )

34 18

But when the daughter of Dawn, rosy-fingered Morning,
shone forth . . .

(Iliad XXIV, The Iliad of Homer, Lang, Leaf and Myers, p. 452,
788- 789 ) .

35 18

Now Morning saffron-robed arose from the streams of Ocean . .

(Iliad XIX, The Iliad of Homer, Lang, Leaf and Myers, p. 355,
1-2).
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Footnote Page
36 18

Nor would he be unaware of the Dawn when she arose over
the sea and shores . . .

(Iliad XXIV, The Iliad of Homer, p. 430, 12-13).

59 26

Behold the gold, thils lyre:; you, Apollo's wealth in common
With the Muses (their hair inwoven violet): harkens

Dance, the source of festival, while

Poets yield to rhythms

You so finely flashing

Fashion, yours the step in prelude

To the chorus —~ you who quench the lightning's spear

of ever-flowing fire: sleeps

The eagle, swift wings folded,

Upon the staff of Zeus,

(Pythia I, Selected Odes, translated by C.A.F. Ruck and W.H.
Matheson, Ann Arbor, the University of Michigan Press, 1963,
p. 161, lines 1-10)

122 58

The stars hide away their bright faces around the beautiful
moon, when she is full and most radiant over the earth . . .

(Sappho and Alcaeus, an introduction to the study of Ancient
Lesbian Poetry, by Denys Page, Oxford at the Clarendon Press,

1955, p. 139).

123 58
The Muse moves onward, gathering all things to her harvest;
prithee stay her not.

(Mackall, J.W., "The Lyric Poets", Lectures on Greek Poetry,
London, Longmans, Green and Co., 1910, p. 83-138)
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258 103

But Phoebus Apollo met them; in the open sea he sprang
upon their swift ship, like a dolphin in shape, and lay there,
a great and awesome monster,
(Hesiod, The Homeric Hymns and Homerica, Loeb Classical Library,

with English translation by Hugh G. Evelyn-White, London:
William Heinemann, New York: The Macmillan Co., 1914, p. 353).

259 103

No longer, dolphin, darting through the bubbling depths of
the salty brine . . .

261 104

Fate, mistress of the distaff that spins the thread, prodded

thee over the wide lake of the dead to Acheron ., . .

263 104

. 0, Ye Fates, twirling the triple thread on the spindle., . .

(Sepulchral Epigrams, The Greek Anthology, Vol. II, transl. by
W. R. Paton, p. 11).

264 104

. and the Destinies and ruthless avenging Fates . . . wWho

give men at their birth both evil and good to have . . .

(Theogony, transl, by H. G. Evelyn-White, p. 95).

(264 - 269) (104 - 106)
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Footnote Page
269 106

« + « and came forth an awful and lovely goddess, and grass
grew up about her beneath her shapely feet. Her gods and men
call Aphrodite, and the foam-born goddess and rich-crowned
Cytherea, because she grew amid the foam, and Cytherea because
she reached Cythera, and Cyprogenes because she was born in

billowy Cyprus, and Philommedes because she sprang from the

members.

(Hesiod, The Homeric Hymns and Homerica, with an English

translation by Hugh G. Evelyn-White, London: Wm, Heinemann,

N.¥.: The Macmillan Co., 1914, p. 93-94),

270 106

Aphrodite, splendour-throned immortal, wile-weaving

child of Zeus, to thee. 1s my prayer.

¢#The Poems of Sappho", Lyra Graeca, Vol. I, translated by

J.M. Edmonds, London, Wm, Heinemann, 1922, p. 183).
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271 107

Listent for, in very deed, are we once more ploughing
the field of bright-eyed Aphrodite or of the Graces . . .

(VI - *"PFor Xenocrates of Acragos" (winner in the chariot-
race, 490 B.C.), The Odes of Pindar, The Ioeb Classical
Library, English translation by Sir John Sandys, London:

Wm, Heinemann; N,Y.: Macmillan Co., 1915, p. 249),

272 107

And silver-footed Aphrodité welcomed the Delian guest,
while with 1light hand, she touched the car of workmanship
divine . . .

(IX - "Por Telesicrates of Cyrene", The Odes of Pindar,
translated by Sir John Sandys, p. 273).

273 107

e o » lightly shot forth their honey-sweet songs in
honour of their loves whensoever one fair in form had that
precious bloom which turneth the thoughts to Aphrodite on
her beauteous throne.

(ITI - "For Xenocrates of Acragas", Isthmian Odes, translated
by Sir John Sandys, p. 449)

(273 - 278)

278 110

Let us away to Salamis, to fight for a much-longed-for
isle, and put away from us dishonour hard to bear.
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281 111

+ « o and Love, who is most beautiful among immortal gods,
Love that relaxes the 1imbs, and in the breasts of all gods
and all men, overcomes their reason and prudent counsel.

(Theogogx, transl. by Bank (Davies), James, The Works of Hesiod,
Callimachus and Theognis, London, Henry G. Bohn, 1856, p. 8.

282 111

Eros, melter of limbs, whirls me on again,
a bittersweet, inescapable reptile.

283 111

And her Eros accompanied and fair Desire followed, when
first she was born and came into the host of the gods. And
from the beginning this honour hath she, obtained by lot among
men and immortal gods, the amorous converse of maidens, their
smiles and wiles, their sweet delights, their love and blandish-

ments,

(Bank (Davies), James, The Works of Heslod, Callimachus and
Theognis, p. 12).

284 112

"Small blame is it that Trojans and well-greaved Achaeans
long suffer woes for such a woman. She is wondrously like the
immortal goddesses in feature . . . "

(The Original Iliad, ed. by Robinson Smith, p. 35).

285 112

e« « « like birds, even as the shrieking of cranes mounts up
before the sky. They flee the winter and insufferable rain,
flying in chorus toward the streams of Oceanus, bearing death
and destruction to the race of Pygmies . . .

(The Original Iliad, ed. by Robinson Smith, p. 29).
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286 113

No more around the headlands the surges crash in thunder,
Then backward flung go swirling out to the deep again.

("Spring Sailing®™, A Greek Garland, translated into English
verse by F, L. Lucas, p. 43).

287 113

As when on the loud-resounding shore the waves of the
sea are driven in close succession beneath the flaw of the
west wind — out in the open sea it first takes its crest,
and then breaking on the beach it bellows mightily, coming
to a head about the promontories and spewing afar the foam

of the sea --

(Homer, The Original Iliad, ed. by Robinson Smith, p. 69)

291 114

And, ever wretched that I am, even among the dead the
hateful roar of the billows sounds in my ears,

(The Greek Anthology, I1I, 278, transl. by W. R. Paton, p. 153).

293 115

First is the daughter of Zeus who holds the aegis,
bright-eyed Athene; for she has no pleasure in the deeds of
golden Aphrodite, but delights in wars and in the work of Ares,
in strifes and battles and in preparing famous crafts.

(V. - "To Aphrodite", The Homeric Hymns, Hesiod, The Homeric
Hymns and Homerica, transl, by Hugh G. BEvelyn-White, p. 407).
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294 115

Of Pallas Athene, saviour of the city, I begin to sing.
Dread is she, and with Ares she loves deeds of war, the sack
of cities, and the shouting and the battle . . .

(XI - "Hymn to Athena", Hesiod, The Homeric Hymns and Homerica,
transl. by H. G. Evelyn-White, p. 437.)

295 116

For swift is change — nay, not even so swift the changing
course of the wide-wing2d fly* ., . .
(* apparently, the dragon-fly)

(Frag. 22, Dirges, Lyra Graeca II1, transl. by J. M. Edmonds,
P. 291.)

296 116

Away wlth you beetles; a fierce 'wolf'# is after you.
(# this 'wolf' probably being some kind of venomous spider).

298 117

"Pretty maiden, my little girl, keep your distaff as your work-
mate, a possession that suffices for the 1life of poverty . . ."

(Epigram XXI, "A Dying Man's Advice to his Daughter®™, Anthologla
Graeca, The Garland of Philip and some contemporary epigrams,
ed, by A.S.F. Gow and D. L. Page, Cambridge, the Univ, Press,

p. 25).

299 118

"No longer can I draw the shuttle through your loom, sweet
mother!"

(Poems of Alcman, Sappho, Ibycus, rendered from the Greek by Olga
Marx and Ernst Morwitz, unpaged).
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302 118

'Tis but in Spring the quince-trees of the Maids' untouched
garden grow green with the watering rills from the river, and
the vine-blossoms wax 'neath the mantling sprays of the vines
+ « « and like the Northwind from Thrace aflame with the
lightning, comes with a rush from the Cyprian, with shrivelling
frenzies gloomy and bold, and with masterful power agitates me
from the bottom of my heart.

(The Poems of Ibycus, Lyra Graeca, Vol. II, transl by J.M.
Edmonds, p. 85).

303 119

« « o+ and the spirit of the swift-footed Aiakides departed
with long strides across the field of asphodel, . . .

(The Odyssey of Homer, XI, English version in rhythmic prose
by George Herbert Palmer, Boston, Houghton, Mifflin and Company,

1884, p. 395).

304 120

« o » and soon they came to the mead of asphodel where dwell
the souls, the phantoms of men outworn.

(The Iliad and the 0Odyssey, The Complete Works of Homer, done
into English Prose by S. H. Butcher and Andrew Lang, New York,
The Modern Library, 1935, p. 366).

305 120

e o o« therefore they sent the ship with a black sall, con-
vinced that their youth were going to certain destruction; . . .
ordering him, 1f he returned with Theseus safe, to holst the
white sail, but otherwise to sail with the black one, and so
indicate the tragedy.

(XVil, "Theseus", Plutarch's Lives, Vol. I, Loeb Classical

Iibrary, with Eng. transl. by Bernadotte Perrin, London: Wm.
Heinemann, N.Y.: G.P. Putnam's Sons, 1914, p. 35).
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306 120

So spake he, in broken accents, when overhead he heard the
scream of a black and baeleful bird.

(Frag. 19, "The Persians", Lyra Graeca, Vol. III, transl. by J.M.
Edmonds, p. 313).

307 121

« « « and by it his mother, Promethis, like in her tragedy
to the mournful bird halcyon, bewalls evermore her son, calling
'alai', telling how he perished before his time.

(Ep. ??, X111, Greek Anthology, Vol. V, transl. by W.R. Paton,
P. 19).

308 122

But, as for those from whom Persephone shall exact the penalty
of their pristine woe, in the ninth year she once more restoreth
their souls to the upper sunlight ., . .

(Frag. 133(98), "Dirges", The Odes of Pindar, including the
Principal Fragments, transl. by Sir John Sandys, p. 591).

310 123

The quarrelling winds perplex me. On this side
One wave rolls up, on that a different tide,
And the black ship, whereon we sail

Shifts with the shifting of the gale.

We are exhausted by the fearful blast:

Round the mast®'s foot the bilge 1s rising fast.
And all the sail is thin and worn,

With great holes gaping, rent and torn.

(The Oxford Book of Greek Verse in Translation, ed., by T. F.
Higham and C.M, Bowra, Oxford at the Clarendon Press, 1950,
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312 124

See! gseel! the swallow 1s heret!

She brings a good season, she brings a good year;
White is her breast and black her crest;

See, the swallow is here.

(No. 20, Book II, Other Ritual Songs, Lyra Graeca, ed. by
J- M. Edm0nd.S, p. 526) »

314 125

His yoke-ox, growing feeble with age and years of ploughing,
Alcon its master pitied, and saved from the blood-stalned knife.

("The Pensioned 0x", A Greek Garland, A Selection from the
Palatine Anthology, transl. by F. L. Lucas, p. 75).

315 126

Nor shall the horned kine listen again to the sweet music
thou didst make . . .

(Epigram 174, "On Therimachus”, Sepulchral Eplgrams, The Greek
Anthology, transl. by W. R. Paton, p. 99).

316 126

No longer as of old, shalt thou awake early to rouse me from
bed, flapping rapidly thy wings . . .

(Epigram 202, Sepulchral Epigrams, The Greek Anthology, Vol. II,
transl. by W. R. Paton, p. 115).

317 126
Delightsome-voicedd chanticleer . . .

(Lyre Graeca, Frag., 81, transl. by J.M. Zdmonds, p. 329).
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318 127

So are the women practised in the loom, for on them in
large measure Athene has bestowed skill in fair works and noble
minds,

(The Odyssey of Homer, Book VII, transl. by G. H. Palmer, Boston:
Houghton, Mifflin and Company, 1884, p. 221).

319 127

« « o her weaving-comb, the halcyon of Pallas' loom, that
sings in the morning wlth the swallows . . .

(Epigram No. 159, The Dedicatory Epigrams, The Greek Anthology,
Vol. I, with Eng. transl. by W. R. Paton, p. 381).

321 128

But do thou, going home, take care of thy own works, thy web
and distaff, and command thy maids to perform their task; but
war shall be a care to all the men who are born in Ilium, and
particularly to ne,

(The Iliad of Homer, transl. by Theodore A. Buckley, New York:
Harper & Brothers, 1857, p. 119).

323 128

As Erinna, the maiden honey-bee, the new singer in the poet's
quire, was gathering the flower of the Muses . . .

("on Erinna%, 13, Sepulchral Epigrams, The Greek Anthology,
transl. by W. R. Paton, p. 11).

324 129
From Sappho pressed is this honey that I bring thee . . .

(Lyra Graeca, Vol. III, transl. by J. M. Edmonds, p. 439)
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325 129

« « «» Whose melody when thou hearest thou wouldst exclaim
that a swarm of bees from the Muses fashioned it in the bridal
chamber of Cadmus.

("On Pindar", Epig. 34, Sepulchral Epigrams, The Greek Anthology,
transl, by W. R. Paton, p. 23).

326 129

e « o it was not for nothing, Pindar, that the whistling
swarm moulded its wax-bound honey about your tender lips.

327 130

Where the pine tree, shaken by the breath of Zephyr, will
charm you, whilst you listen to the song of the cicadas.

328 130

Me, her singing locust, that used to walk on thistles, a
thing that looked like a straw, she loved and cherished for

two years, because I made a melodious noise,

(Greek Anthology, II, transl. by W. . Paton, p. 113)

329 130

e o« » he found a tortoise there and gailned endless delight.
For it was Hermes who fashioned a singer from the tortoise.

331 131

e« « o Tthere

winds sweep from the Ocean

across the Island of the Blessed. Gold flowers to flame
on land in the glory of trees; 1t is fed 1n the water,
whence they bind bracelets to their arms and go chapleted
under the straight decrees of Rhadamanthys . . .

(Olympia 2, The Odes of Pindar, transl. by Richmond Lattimore,
The University of Chicago Press, Chicago, Illinois, 1947,

Pe 7).
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338 134

« + « When the swallow babbles in the Springtide.

(Frag. 38, Lyra Graeca, transl. by J. M. Edmonds, p. 53).

339 134

After him the shrilly walling daughter of Pandion, the
swallow, rose to the light for men when spring was Just
beginning.

341 135

For his sandals make the little one stumble; he fears to
place hls bare feet on the sand of the beach,

342 135

O Boatman of Hades, conveyor of the dead, delighting in
the tears of all, who dost ply the ferry o'er this deep water
of Acheron, though thy boat be heavy beneath its load of shades
v « ¢« 1 carry . . . the obol, thy fare,

("On Diogenes"™, Epigram No. 68, Sepulchral Epigrams, The
Greek Anthology, Vol. II, p. 41-42),

344 135

Near the sea, at the edge of the shore, I visit thee,
I offer honey-cakes and prayers, sacrificial gifts;

Tomorrow I shall cross the vast billows of the Ionian sea,
Hurrying home to Idothea's breast.,

(Rufinas)

345 136

Myro made this tomb for her grasshopper and clcada,
sprinkling this poor dust over them both. . .
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Footnote Page
70 32

« « o« and this is how sound develops into the Word, as
essentially articulate volce, whose intention it is to
Indicate ideas and thoughts . . .

(G.W.F. Hegel, Part III, The specific arts: poetry, The
Philosophy of Fine Art, p. 119).

93 ks

The classical art-type solves both these difficulties (i.e.,
the two-fold defect of symbolic art). It is, in fact, the free
and adequate embodiment of the Idea in the shape which,
according to its notional concept is uniquely appropriate to
the Idea itself. The Idea is consequently able to unite in
free and completely assonant accord with it. For this reason
the classical type of art is the first to present us with the
creation and vision of the complete Ideal, and to establish the
same as realized fact.

(6.W.F. Hegel, Vb, Introduction, The Phllosophy of Fine Art,
transl, with notes, by E.P.B. Osmaston, Vol. 1, London, G. Rell

and Sons Ltd., 1920, p. 104-105).

9l 46

And this clarity of classlcal art consists in this that it
comprehends the true content of Art, in other words substantive
subjectivity, and thereby discovers at the same time the true
form, which essentlally expresses nothing less than this
genuine content, so what it appears to mind, the significance
that is of it is just that, which 1s veritably expressed in the
external form, both the ideal aspect and the plastic shape
being entirely adequate to each other . . .

(¢.W.F., Hegel, Second Part, "Evolution of the Ideal in the
Particular types of Fine Art, The Philosophy of Fine Art,

vol. II, p. 15).
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102 50-51

At the same time where art is found in most exalted
perfectlon, in that case no doubt it unfolds in plastic guise
the mode of exposition most adequate and essentially necessary
to the content of the truth accepted. Among the Greeks, for
example, Art was the highest medium under which the community
conceived its gods, and became conscious of truth, For this
reason we may justly say that the poets and artists of Greece
created the gods of thelr people . . . The truth of this
artistic production is rather to be found in this, that art
and poetry were the exclusive forms in which these creative
artists could bring to life and expression the ideas which
fermented in themselves.

(G.W.F. Hegel, First Part, "The Idea of Fine Art or the Ideal",
The Philosophy of Fine Art, Vol. I, p. 140).

127 59

« « o« S0 that here, where this art was as if winged and
borne aloft by the spirit of music, we had to recognize the
highest exaltation of its powers, and consequently, in the
fraternal union of Apollo and Dionysus, the climax of the
Apollonian as well as of the Dionysian artistic aims,

(Friedrich Nietzsche, Ecce Homo and the Birth of Tragedy, (Fadiman),
New York, The Modern Library, p. 332-333).

252 99

The sense, the movement, and the image ring out together in
poetrye. o+ o

99

Now we shall convey through the power of lmages, the rhythm
of lines, and the light-energy of colours, the infinite tension

of human fate,
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ABSTRACT OF

Adaptation of the Hellenlc Legacy in the Poetic Art
of Osip Mandel‘*shtaml

Particular attention is given in this dissertation to
the significant impact of ancient Greek models upon two modern
neo-classical schools: the French Parnassians and the Russian
Acmeists. In these two literary trends, the literature of
antiquity lived on as a strong compelling force and as a seed
for the development of new and original lyric expression.

In considering the chief characteristics which linked
the Russian Acmeists with their immediate classical precursors,
the French Parnasslans, we observe above all a poetic universe
in which the vigorous beauty and reality of this earthly world
hold the promise of a greater reality — the reality and moving
principle of individual life and of the cosmos as a whole. For
the writers of these two groups, art was considered as an element
of enduring strength which in its substance could transcend the
transitory nature of human existence. Like their Hellenic and
later Greek models, the Parnassians and Acmeists strove toward an
jdeal of classical beauty which could offer solace and joy to man

through the everlasting splendour of perfect art forms — in
brief, 2 "plastic idealism®.

1 Anne M., Iverson, doctoral thesis presented to the
Department of Slavic Studies of the University of Ottawa, ontario,
December 1972, xxii-220 p.
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As formulators and implementors of the Parnassian credo,
Théophile Gautier and Charles Marie René Leconte de Lisle stressed
the independent value of beauty and art — the aesthetic, rather
than the utilitarian aims of literature. Choosing ancient Greece
as the ultimate in artistic perfection, these adherents of "l'art
pour l'art" advocated the development of a vivid plastic style
employing all the resources of language and versification in
order to fix their ideas in indestructible art forms.

Following the tenets of their immediate Parnassian models,
the Acmeists Nicolas Gumilyov and Osip Mandel‘®shtam sought to
chisel and sculpt 'recalcitrant' verbal material in a similar
classical fashion, with utmost attention being given to line,
colour, and sound. In thelr poetry we perceive vital Hellenic
attitudes, as well as a strong sense of proportion and harmony in
composition. A perfect rapport between content and form is one
of the most salient traits in the painstakingly structured verse
of these two modernists.,

As Acmeist theoretician, Mandel'shtam considered that the
distinctive strength of Acmelst verse lay in its style rather than
in the presentation of a different world outlook. In examining
Mandel*shtam's own poetic craftsmanship, one is struck by the
skill with which this poet combined his compositional elements in
a plastic verse form. A master of language, Mandel'shtam handled
his 1lyric utterance with painstaking preclision, attalining an
extraordinary coalescence of sound, rhythm and imagery which was

jdeally suited to convey the thought content.
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Mandel'shtam lald particular emphasis upon the Hellenistic

nature of the Russian language and continually insisted on the
reinstatement of the antique conception of the Word as a
'Psyche', a living word-soul, which would ensure the fusion of
the 'ideal' and the 'real'. With the Logos as his chief creative
tool, he created solid word-structures constituting tangible
crystallizations of his profound intuitive experience. He saw
the action of the artist as a visionary and interpretative
action, a creative act. Sense perception and the abstractions
formed through this were tensely combined in his own art forms.
Mandel'shtam's multi-dimensional or polyphonic treatment
was evident in his subject-matter as well as in his poetic style.
In his poems we see emotional, intellectual, and aesthetic
elements in a complex interaction. Through his poetic art
Mandel'shtam aspired to a higher order and harmony, a liberation
from earthly 'reality' in the magical suspension of human time,
This poet dliscerned beyond the external aspect of nature a beauty
that was not finite, and a universal spirit promising great joy.
The prevailing ideas in Mandel'shtam's poetry were given
concrete expression through many ancient elassical motifs, or
tidea-carriers'. We discern strikingly Greek notions such as
the helplessness of man before fate and his constant yearning
for immortalitys a reverence for primeval beauty; the power of
love and desire; the concept of perpetuity or self-renewal in
1ife; the association of spring with death; love of human reason,

liberty, and justice; the moment of intuitive recognition; the
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notion of divination; the eternal consolation of the enduring
Work of art; and the ancient reverence for Time and Eternity.

All these ldeas find personification or embodiment in
main and auxiliary motifs such as Greek deities or classical
images. The Moerae, for example, represent predestination;
Aphrodlte 1s the symbol of original beauty; Persephone symbolizes
renevwal in life; Athena augurs war and strife., Supporting motifs
consist of such Hellenic imagery as the churning black sea,
Medusa-like waves, sailing-ships, flocks of cranes, meadows of
asphodel, and many others.

Mandel*shtam's great joy in the contemplation of a
beautiful work of art finds expression in his motif of ‘'honey-
poetry', this honey being equated simultaneously with the death
of the 'bee-words' and its own transformation into the 'sunshine'’
of immortality — in other words, the transmutation of the temporal
into the timeless.

The sampling of verses presented in this thesis reveals
the remarkable organic unity which characterizes Mandel'shtam's
poetry. The power of his art lies in 1ts concreteness: his ideas
are incarnated in the mythology of his poetry wherein the thought
js indissolubly linked with the image.

In his ideal balance of content and form, we perceive the
vital Hellenic stimulus which 1s at the very focus of Mandel'-
shtam's aesthetic. It is precisely this fusion of intellectual
end spiritual apprehension with an ingenious craftsmanship which

endows his poetry with a genulnely integral Hellenism.



