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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 writer 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. Hellenic art, anthropocentric in 

substance, was the origin of a 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 existences 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 and 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 im­

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 

their 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 exquisite 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 yielded 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 French 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

sidering the chief characteristics which linked the Russian 

Acmelsts with their immediate classical precursors, the French 

Parnassians, it 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 irrevocable 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 intuitions of space and time is 

refracted endlessly in their chiselled verse. 

The French Parnassian poets, in their 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 Clement Marot, 

$u Bellay, and Ronsard of the sixteenth century, and those of 

the nineteenth-century Parnassians, Andre" Chenler represented 

an important link in the French lyric trend. Leconte de Lisle, 

a leading Parnassian, took Chenler 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 Theophile 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 judgement 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 

"l'art 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 recalcitrant 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 Gautier, aspired to the complete 

submergence of the poet's personality in his art, as well as to 

artistic perfection in the deployment of poetic tools. Although 

the adjective 'impassive' was to cling to this poet throughout 

his life, 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, justice, 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 Chenler'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 harmonious 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 Acmelsts. In the 

shaping of their programme, the Russian group was initially 

guided by the thriving traditions laid down by the French 

Parnasse, and it is for this reason that the first chapter of 

the present study is devoted to the French Parnassians as the 

direct precursors of the Russian Acmelsts. Like their French 

forerunners, the Acmelsts applied themselves to the shaping of 

'resistant' material into works of art of an 'absolute' and 

'timeless' perfection. 
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Following the artistic injunctions of Theophile Gautier, 

both Osip Mandel'shtam and Nicolas Gumilyov published articles 

stressing style and craftsmanship in the poetic art of the 

Acmelsts. Mandel'shtam emphasized the intrinsically Hellenistic 

nature of the Russian language and asserted that Logos was an 

all-important element in the fa&hioning 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 

Theophile Gautier the revelation of earthly life presented in 

faultless artistic form, expounded with conviction the tenets 

of his 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, Gumilyov 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 Poemes 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 is strongly 

reminiscent of the Sapphic attempt to confront nature directly 

and to reconcile all forms of life in their essential and 

spontaneous manifestations. 



INTRODUCTION xiii 

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 classical technique of versification of Annensky, 

Gumilyov acclaimed 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 laid 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. In 

his exotic poetry Gumilyov revealed many traces of a strong 

Romantic-SjMttbolist heritage, and, in fact, much abstract and 

mystical-religious imagery pervades his later verse. Despite 

these increasingly evident Symbolist traces throughout his 

creative path, Gumilyov remained, nonetheless, a consciously 

polished master of versification and poetic utterance. 

The present study is concerned primarily with the more 

profound Hellenism 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 — in 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' (caoBO-njiOTb). The soul 

of ancient Hellas is resurrected in the poignant reveries and 

sonorous discourse of the writer, and we observe throughout 

his verses a Homeric unsentimental!zed 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, Mandel'shtam 

created synthetic word-structures which constituted palpable 

crystallizations of his intuitive poetic experience. It is the 

•word-object' — embodied form itself — which is at the centre 

of this poet's Weltgefuhl; 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 

image. 

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 

rhythmics are linked in dynamic, organic fashion with these 

models. The quantitative nature of the stress element figures 

significantly in his poetry. i!<.etre for Mandel'shtam consisted not 

of a regular alternation of stressed and unstressed syllables but 

of an even stretch of separated groups in time. It is this Aeolic 

isochronism, in particular, which gives a strikingly antique 

flavour to his versification. 

This pervasive antique quality is further intensified by 

his meaningful use of vocabulary derived from ancient mythology 

which augments the elevated tone already inherent in his 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-Psyches' 

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 Mandel'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 r&le in Mandel'shtam's intuitive approach. 

He viewed poetry, as did these Greek philosophers, as the key 

to privileged moments of recognition 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 its hard lucidity to transmute the temporal into the 

timeless. 

Mandel'shtam'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 — in 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 moulding 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 Gautier 

and Leconte de Lisle, its initial leaders and theoreticians. (The 

considerable influence of deredia and 3ully-Prudhomme, 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 Acmelsts. 

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 this study 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 reve Hellenique chez les poetes parnassiens; 

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

Henri Maugis' La Poesie 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 Russian 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 II is devoted to the Individual 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 fashion. 

Irina Bushman, in her "noanmecKoe HCKyccTBO MaĤ ejibniTaMa", 

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 detailed 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 III 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 

is furnished from a 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 original. However, the predominance 

of Homeric thematics and imagery in his poetry suggests that he 

drew much of his classical 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 "HiajiBHHCKHe o6pa3H H MOTHBH B no93HH 

Ocana MaHflejibniTaMa", m Studi in Onore dl Ettore Lo Gatto e 

Giovanni Maver (Rome, 1962, 601-6l^, followed by a commentary in 

the 196^ edition); and an article by Victor Terras entitled: 

"Classical Motives in the Poetry of Osip Mandel•stam", 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 certain poems by Mandel'shtam which contain 

classical thematics, vocabulary or imagery. At the same time 

he examines the poet's 'hellenlstic* 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, judging 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 Rome 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 



INTRODUCTION xxii 

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 thesis 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. Indeed, 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 A3 IMMEDIATE 

PRECURSORS OF THE RUSSIAN ACMEISTS 

The long shadows of the sixteenth century lyric poets 

Ronsard and du Bellay, and that of Andre Chenler (1762-179*0, 

extended over all the neo-Hellenic tentatives of the nineteenth 

century French poets. The Parnassians, reacting against the 

"poesie intime" of their Romantic predecessors, sought in 

antique Greece loftier themes of 'eternal' essence, as well as 

balance and plasticity of form. The Parnassians owed chiefly 

to Chenler 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 ancl©nt 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 rfile: Theophile Gautier (1811 -

1872) and Charles-Marie-Rene Leconte de Lisle (1820 - 189^). 

In the work of these two theoreticians and poets we see the 

unfolding of the Parnassian neo-Hellenism 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 — "1'image ideale 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. Theophile Gautier: theory of "l'art pout l'art". 

It was under the aegis of Gautier that the French 

Parnassians were to launch their artistic strivings. 
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Gautier emphasized that the aesthetic sense by which we 

appreciate the beautiful is completely separate from our 

moral judgement 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 

la 
its deployment of disinterested activity. Accordingly 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 its 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 elegancei the white marble of temples, the ivory 

and gold of statues — all the dazzling effects of relief, 

lines, colours, and light. 

In the preface to his Emaux et camees Theophile 

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 restrelnte de petits sujets, tantOt sur 
plaques dfor ou de cuivre, avec les vives couleurs 
de 1*email, tantdt avec la roue du graveur de 
pierres fines, sur 1*agate, la cornaline ou l'onyx,^ 

1 Theophile Gautier, Preface, Emaux etcamees, Paris, 
G. Charpentier, 1881, xxvi. 

la The conception of art as "disinterested activity" wa 
developed by Kant and then adopted by German idealist aesthetics 
in general. 
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The plasticity and colour of Gautier*s verse reflect 

his competent artistic craftsmanship: 

Dans le fronton d'un temple antique, 
Deux blocs de marbre ont, trois mllle ans, 
Sur le fond bleu du ciel attique, 
Juxtapose leurs rSves blancs;2 

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 Venus de l'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 rustique^ 
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, 
Ou vivent les dlvinites; 
L'argent mat, la laiteuse opale 
Qu'irisent de vagues clartes; 5 

2 T. Gautier, "Affinites secretes", Emaux et camees, 
Paris, Bibliotheque Charpentier, 1902, p. 1. 

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

k "La Rose-the", Ibid,, p. 15^. 

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

Emaux et camees. In addition to the "Symphonie en blanc 

majeur", we find the "Poeme 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, 

guitars, Chinese porcelains, Russian furs, jewels, dragon-
7a 

flies, etc., 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! 
Mais que pour marcher droit 

Tu chausses, 5 
Muse, un cothurne etroit. 

This poem, entitled "L'Art", constituted in itself a paean to 

the durability of this craft: "Tout passe. — L'art robuste// 

Seul a l'eternite".? 

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 — its visible, palpable expression. 

6 T. Gautier, "L'Art", op. clt.. 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 justify the choice of the image. In 

other words, ideas came to Gautier when suggested by things. 

For example, love can cause heartbreak, just as a vigorously 

growing plant can shatter the pot which contains its roots: 

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

In his exaltation of outward forms, Theophile 

Gautier showed mastery both as sculptor and painter in verse. 

In his poem, "L'jArt", 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 ideas 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, email. " 

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

Sculpte, lime, cisele; 
Que ton reve flottant 

Se scelle 
Dans le bloc resistant; 1 0 

8 T. Gautier, "Le Pot de fleurs", Poesies completes, 
t. 1, Paris Charpentier, 1910, p. 25^. 

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

10 Ibid- p. 226. 
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Theophile 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 his beloved: 

Avec son collier d'or, avec sa robe blanche, 
Et sa ceinture bleue, et la fralche pervenche 
De son chapeau de paille, et le sourire fin ,, 
Qui decouvre ses dents de perle. 

When he is preoccupied with the thought of death, he 

is haunted by macabre images in which his conception of 

death is presented in precise visions of reality: 

Le sang quitte tes jambes roides, 
Les ombres gagnent ton cerveau, 
Et sur ton front les perles froides _ 
Coulent comme aux murs d'un caveau. 

Gautier loved the minutiae of details: 

Pour les petites paquerettes, 
Sournoisement lorsque tout dort, 
II repasse des collerettes . ~ 
Et cisele des boutons d'or. -* 

11 T. Gautier, "Elegie I", Poesies (1830), Poesies 
completes, Paris, Charpentier, I896, p. 11. 

12 Gautier, "Les Affres de la Mort", "Espana", 
Poesies nouvelles, Poesies completes de Theophile Gautier, 
Paris, Firmin-Didot et Cie, 1932, p. 318. 

13 Gautier, "Premier sourire du printemps", Emaux et 
camees, p. ̂ 7. 
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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, ,^ 
II met la fraise au teint vermeil, 

Un tire-bouchon de fumee, 
Tournant son mince filet bleu,-"-5 

Although the poems in Emaux et camees (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 images, sonorous language, and vibrant 

colours. 

The almost flawless perfection of Gautier»s craftsman­

ship as a versifier of exterior form had a profound bearing 

on the development of the poetry of his Parnassian contempo­

raries. Moreover, Gautier's consistent emphasis upon his 

conception of "l'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 Acmelsts of the twentieth century. 

14 T. Gautier, op. cit., p. ̂ 9. 

15 Ibid,, p. 104. 
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2. The Hellenic Landscapes of Leconte de Lisle. 

Charles-Marie Leconte de Lisle (1820-189^) was hailed 

as the esteemed guide and literary father of the developing 

Parnassian generation of "l'art pour l'art". Many of his 

poems, particularly the collections Poemes antiques (1852) 

and Derniers poemes (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 antiquity and 

hellenic pantheism. Beauty is 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 Homere, Eschyle et Sophocle, qui repre­
sented la poesie dans sa vitalite, dans sa 
plenitude et dans son unite harmonlque, la decadence ,g 
et la barbarie ont envahi 1'esprit humain. 

16 Leconte de Lisle, Preface, Poemes antiques, 
Paris, Librairie Alphonse Lemerre, 1929, p. 1. 
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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. For 

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, 6 marbre sans pareili 
Non, jamais corps divins dores par le soleil, 
Dans les cites d'Hellas jamais blanches statues 
De grace et de jeunesse et d*amour revStues, 
Du sculpteur inspire songes harmonieux, 
Muets a notre oreille et qui chantent aux yeuxj1? 

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, "Niobe", Poemes antiques, 
Oeuvres de Leconte de Lisle. Paris, Alphonse Lemerre, 1929, p. 
139. 
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b. Philosophy and themes of Leconte de Lisle. 

Although 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 his passions obviously, but the fact that 

his emotion was contained did not mean that it was less 

profound. 

This poet interested himself not so much in individual 

(in the sense of egoistically 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. Niobe 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: 

0 stuplde vainqueur du divin Promethee, 
Pulsse, du ciel, ta race avec toi rejetee, 
De ton regne aboli comptant les mornes jours, 
Au gouffre originel descendre pour toujours! 
J'ai honte de ton sang qui coule dans mes veines... 
Mais tol-meme as brise ces detestables chalnes, 
0 Zeus! toi que je hais! Dleu jaloux, Dieu pervers, „ 
Implacable fardeau de 1*immense Univers! i y 

18 Leconte de Lisle, "Niobe", Poemes 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 Graces aussi. 
Les Desirs amoureux s'envolent avec elles, 
Et le sommeil facile. A quoi bon le souci 

Des esperances eternelles? 19 

Jules Lemaitre, in his Les Contemporalns, avers that 

one does not find in the poetry of Leconte de Lisle the Ionic 

grace of Chenler'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 in 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. 2^7. 

20 Jules Lemaitre, Les Contemporalns, t. II, Paris, 
Boivin et Cie, 1903, p. 30. 
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G)Q tilt' 'AXIAATJOQ u.SYa0uu.ou U-WVUXSQ £ THIOL 

axei^ov 6|iou vinv&c, TS nat aOTctSac* a'CjiaTi 5' â cov 

vepOev ficTrag TC£7caA.aH*ro Hat ScvTuyeQ a'£ Trepl 6C9POV, 2 1 

(II, 498-499) 
Similarly, in "Le Vase", "Les Plaintes du Cyclope", "Le 

Retour d'AdSnis, 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, ou le pied parmi les algues glisse, 
Tralnant un long filet vers la mer glauque et lisse, 
Un pecheur vient en hate; et, bien que vieux et lent, 
Ses muscles sont gonfles d'un effort violent. 2 2 

However, in the Poemes antiques, Leconte de Lisle 

celebrated the Greece of various ages: prehistoric Greece 

with "Niobe", Hellenic Greece with "Khiron", 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- XXIV, ed. 
by Walter Leaf, Second Edition, Amsterdam, Adolf M. Hakkert, 
Publisher, i960, p. 381. 

22 "Le Vase", Poemes antiques, p. 172. 
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The idylls 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 "Thyone", where he portrays the indolent, 

dreamy life of the shepherd. The rhythm itself is languorous 

and redolent of Ionic grace: 

Je suis jeune, et ma main 
Ne s'est pas exercee au combat inhumain; 
Mais, sur la verte mousse accoude des l'aurore, 
J'exhale un chant sacre de mon roseau sonore; 2 T 
Les tranquilles forets protegent mon repos; 

Furthermore, in reading "Klearlsta", 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 1*horizon clair; 
L'alouette sonore et joyeuse, dans l'air, 

D'un coup d'aile s'envole au sifflement des merles; ^4 

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 "Thyone", op_;_ cit., p. 72. 

24 "Klearlsta", ibid., p. 238. 
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harmony — the unique conciliation of his own republican 

ideals and pastoral dreams. He envisioned Greece as a land of 

beauty, reason and liberty: 

Au sol de notre Hellas notre ame est enchalnee, 
Et la terre immortelle ou dorment nos aieux 
Est trop douce a nos coeurs et trop belle a nos yeux. 
Les vents emporteront ta poussiere infeconde, 
Ilios! Mais Hellas illumine le monde! 25 

Thus, in fleeing the ugliness of contemporary conditions, the 

poet sought refuge in the "eternally pure" sources of Greek 

antiquity. 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. t D 

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 "Helene", Poemes antiques, p. 100. 

26 Hellenism itself could be defined as an attitude 
toward life in which an acute sense of beauty melds with a love 
of freedom, humanism, moderation, and many-sidedness. In the 
study of Hellenism entitled: Hellenic Influence on the English 
Poetry of the Nineteenth Century, author Johanna Gutteling 
presents the Hellenic 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 picturesque 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 Kytheree", 

nor an eloquent Muse, nor "la molle Astarte", but, rather, 

the Goddess of Harmony and Serenity: 

Du bonheur impassible 6 symbole adorable,. 
Calme comme la Mer en sa serenity, ' 

It is indeed the classical sea of the Greeks which 

the poet sings in his Poemes 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).2" 

In "Le Reveil d'Helios" we observe a classical land­

scape in the purest Parnassian style: 

Et Selene palit, et les Heures divines 
Font descendre l'Aurore aux lointaines collines. 
Le Dieu s'eerie! II part, et dans l'ampleur du ciel 
II pousse, etincelant, le quadrige immortel. 
L'air sonore s'emplit de flamme et d'harmonie? 
L'Ocean qui palpite, en sa plainte infinie, 
Pour saluer le Dieu murmure un chant plus doux; 

27 Leconte de Lisle, "Venus de Milo", Poemes antiques, 
p. 135. 

28 In his Poemes tragiques the sea plays a fatal 
role, finally engulfing humanity. 
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Et semblable a la vierge en face de l'epoux, 
La Terre, au bord brumeux des ondes apaisees, 
S'eveille en rougissant sur son lit de rosees. ^ 

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

breathe a truly placid quality: 

f)£\ioc, p.sv 'ineita vsov Tcpoae8aXA.ev apoupaQ, 

kZ, axaXappetTao 3a6uppoou *QKeavoto 

oupavbv etaaviwv" 

(Iliad, VII, 421-423) 

Helios, a son lever, frappait les campagnes de 
ses rayons, et, montant dans l'Ouranos, sortait on 
doucement du cours profond de l'Okeanos . . . 

Similarly serene passages are to be found throughout 

his collection Derniers Poemes: 

Sous les nappes d'azur de la mer d'lonie 
Qui souplre au matin sa chanson infinie, 
Quand le premier rayon du ciel oriental 
Etincelle en glissant sur l'onduleux cristal, 
Puissions-nous contempler, o cheres Nereides, ~2 
Vos longs yeux d'^meraude et vos beaux corps fluides!^ 

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 Reveil d'Helios?1, Poemes 
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 Homere, Illade, Traduction nouvelle par Leconte de 
Lisle, Paris, Alphonse Lemerre, Editeur, 1884, p. 130. 

32 Leconte de Lisle, "Parfum des Nereides", Derniers 
poemes, Oeuvres de Leconte de Lisle, t. 4, Paris, Alphonse 
Lemerre, 1929, P. 23. 
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Du limpide horizon, dans l'air tout embaum£, 
l'Aurore, fleur celeste, et recemment eclose, ~~ 
Semblait s'epanoUlr sur le monde charmed 

'HU-OQ 6* fipuyEvsia cpavr) ($O5O56:KTUXOQ 'HWQ, ^ 

(Iliad XXIV, 788) 

*H(bQ u-£v HpoK^TtenXoc, OJZ' 'Qnsavoto ^oawv u>pvu0',35 

( I l i a d , XIX, 1-2) 

ou6£ uav T'I&Q 

cpoavou-£vr) Xf\deauev uTcstp ak<x %* fVc6va<; T E , 36 

( I l i a d , XXIV, 12-13) 

Descriptions of Poseidon and Aphrodite arising from 

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

Leconte de Lisle: 

Pour braver Poseiddn et les flots ecumants . . . 37 

0 Fille de l'Ecume, 5 Reine universelle, _ 
Toi dont la chevelure en nappes d'or ruisselle, 3° 

Deesse, qui naquis de l'ecume des mers . . . 39 

33 Leconte de Lisle, "L'Enlevement d'Europeia", 
Derniers Poemes, p. 31. 

34 Homer, The Iliad, ed. by W. Leaf, Vol. II, Books 
XIII - XXIV, p. 593. 

35 ibid- p. 538. 

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. ̂ 30. 

37 "Khiron", Poemes antiques, p. 189. 
38 "Parfum d'Aphrodite", Derniers Poemes, p. 20. 
39 "Helene", Poemes antiques, p. 99. 



THE FRENCH PARNASSIANS AS IMMEDIATE 19 
PRECURSORS OF THE RUSSIAN ACMEISTS 

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 forets gemit la grande voix, 
Et l'air sonore, aux cieux que la nuit illumine,. 
Porte le chant des mers et le soupir des bois. ^ 

In "Khir6n we see many references to the sea: 

"Deja d'un voile epais couvre les flots d'Algee"^1 

"Au dela des flots noirs par l'orage troubles" 2 

"Du sein des flots feconds les humides vallees" J 

"Et l'ecume baisait ses pieds immacules" ** 

"sur le sable ou la Mer vient bruire" ^5 

46 
"Et sur le bord des mers j'entends Hellas en pleurs" 

.... and many others. 

The poet's poem "Dies irae" shows his resentment 

toward a triumphant Christianity and his sympathy for the 

vanquished classical gods: 

40 "Nox", Poemes antiques, p. 294. 

41 "Khiron", Ibid,, line 6, p. 184. 

42 Ibid,, line 12 on page 190. 

43 Ibid,, line 1 on page 196. 

44 Ibid,, line 16 on page 196. 

45 Ibid- line 4 on page 197. 
2+6 ibid- line 13 on page 212. 
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L'harmonieuse Hellas, vierge aux tresses dorees, 
A qui 1'amour d'un monde a dresse des autels, 
Git, muette a jamais, au bord des mers sacrees, . 
Sur les membres divins de ses blancs Immortels. ̂ ' 

He searches, also, for a symbol of the sorrow which he feels 

in seeing the muses of antiquity disappear: 

Les Muses, a pas lents, Mendiantes divines, 
S'en vont par les cites en prole au rire amer. 
Ah! c'est assez saigner sous le bandeau d'epines, 
Et pousser un sanglot sans fin comme la Mer! 48 

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 Alkmene and Hera, the fable 

of the kidnapping of Europe, Helene, Niobe, La Mort de Pentee, 

Khirfin, Ekhidna. Allusions are also made to the myths of 

Leda, the judgement of Paris, Artemis*surprise, and others. 

"Niobe" 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 will come. 

47 Leconte de Lisle, "Dies Irae", Poemes antiques, 
p. 312. 

48 Ibid,, 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 troubles of mankind, a view which was to be re-echoed by 

many Parnassian and Acmeist writers. 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 "l'art pour l'art". 

Although he considered "la Beaute* 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 impeccable art containing 

within itself the immortal dream of beauty. 

c. Form and style of Leconte 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 is 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 ancient masters. In "Helene" and "Les 

Erinnyes" Leconte de Lisle reintroduced the classical chorus, 

and in his ode "Kybele" 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 architecture 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, 
Ni mon fleuve natal et ses roses lauriers, 
Ni les vallons aimes de nos belles campagnes 
05 danse et rit encor 1*essaim de mes compagnes, 
Ni la couche d'Atride et son sacre" palais. 50 

Leconte de Lisle»s rhymes are rich, often sumptuous, 

especially when he places at the end of his lines the vocalic 

names of the Greek gods: 

Et, s'elangant du sein des grottes de Neree, -_ 
Suivent la belle Ind, compagne veneree. -* 

Le puissant Herakles, fils de Zeus et d'Alkmene, 
Qui deploie en tous lieux sa force surhumaine. 52 

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 leger Meleagre, appui de Kalydon; 
Boutes a qui Pallas d'un glaive d'or fit don; 
Pelee et Telamfin, Amphidn de Pallene, 
Et le bel Eurotos cher au Dieu de Kyllene; 
Le cavalier Nestfir, et Lyncee aux grands yeux ^ 
Qui du regard penetre et la terre et les cieux, ̂ 3 

50 Leconte de Lisle, "Helene", Poemes antiques, p.103. 

51 "Niobe", ibid,, p. 143. 

52 "Khiron", ibid,, p. 191. 

53 Ibid-p. 191 - 192. 



THE FRENCH PARNASSIANS AS IMMEDIATE 24 
PRECURSORS OF THE RUSSIAN. ACMEISTS 

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 l'immortel Zeus, jeunes Okeanides 
Qui vous jouez en rond sur les perles humides, 
Keto, Kallirho£, Klymene aux pieds charmants, 
Kymathoe, Thetis, Glauce, Kymatolege, 
Elektre au cou d'albatre, Eunice aux bras de neige, . 

Reine des bleus palais sous les flots ecumants! -> 

This onomastic cascade of names is often accompanied 

by such patronymic periphrases as "fils d'Hyperidn", "fils de 

Kronos", "fils d'Aristee", etc. Geographical enumeration of 

ancient Greek toponyms also lends a historical or legendary 

atmosphere to his poems: 

0 cite de Tyndare! 0 rives de mon fleuve, 

Salut, 6 mont Taygete, 6 grottes, 6 vallees, 55 

Ni la riche Milet qu'habitent les Iones, 
Ni Syracuse ou crolt l'helichryse aux fruits jaunes, 
Ni Korinthe ourie marbre a la blancheur du lys, 
N'ont vu fleurir au jour d'egale aThestylis. 56 

His poetry abounds with pre-eminently classical 

imagery: l'etalon, les cerfs, les colombes, les ramiers, 

l'abeille, la cigale; le laurier, le myrte, l'asphodele, 

le cypres, l'hyacinthe, la melisse, 1'anemone, etc. 

54 Leconte de Lisle, "Niobe", Poemes antiques, p. 149. 

55 "Helene", ibid,, p. 114 - 115. 

56 "Thestylis", ibid- 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'ampleur des cieux clairs, 
Avec sa robe noire aux plis brodes d'eclairs, 
Son char d'ebene et d'or, attele de cavales 
De jais et dont les yeux sont deux larges opales, 

Sa guirlande etoilee et l'echarpe des nues, 
Descendit dans les mers des DeVas seuls connues . . .->' 

Many of his epithets reveal a strong antique flavour: la 

grappe feconde, la violette sombre, l'hyacinthe pale, la 

melisse odorante, le cytise amer, le lin chaste, as well as 

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

lin d'Egypte and epee 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 Reveil d'Heli 

dedicated to the radiant sun, brilliant alexandrines reflect 

its glory: 

Le Jeune Homme divin, nourrisson de Delos, 
Dans sa khlamyde d'or quitte l'azur des flots; 
De leurs baisers d'argent son epaule etlncelle to 
Et sur ses pieds legers l'onde amere ruisselle. 

57 Leconte de Lisle, "qunacepa", Poemes antiques. 

58 "Le Reveil 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: 

Sup. a' 
Xpuc£a cp6pu-LY5» 'ATC6A.X(OVOQ nat to7uA.OHau.a)vi 

cruvStHov Moiaav HTSOCVOV* TOCQ CCHOUSI \ihv BaaiQ, ayXcc'CaQ 

TusC0ovuat 6* aoi6ot aaiaaaiv, 

aynaixSp^v 67r&Tocv TCpooiu-tcov a(j.Bo\aQ Teuxt)Q tXeXit^o-

u-£va. 

nal T6V atxM-ocTav nepauvbv OBEVVUEUQ 

asv&ou 7TUP6Q. eflSei 5' ava anaTTTO) AL6Q ateTOQ, <I)Hstav 

nxtpvy' au.cpoi;£pa)0ev xa^&5ai'Qi 

(IKeiONIKAI A') 

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

59 Pindar, Olympian 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 heir 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 poetic 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 Acmeist 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"60f Nicolas Gumilyov, Anna Akhmatova, 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). 



THE FRENCH PARNASSIANS AS IMMEDIATE 28 
PRECURSORS OF THE RUSSIAN ACMEISTS 

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 is 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 Acmeism to replace 

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

MH 6yp,eu 6opoiBca sa cnjibHoe H acH3HeHHoe HcieyccTBO 
3a npê ejiaMH SojiesHeHHoro pacna.ua ayxa • . . 

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: 

"HacneflHe cnMB0JiH3Ma H aKMeH3M" by Nicolas Gumilyov, and 

"HeKOTopHe Tê ieHHa B coBpeMeHHofi pyccxofi no93HH", by Serge 

Gorodetsky. In the former article, Gumilyov pointed out that 

the Acmelsts, like their models, the French Parnassians, 

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

http://pacna.ua
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fetters' of established metrical forms: 

. . . IIOAO6HO TOMy, KaK $paHijy3H HCKajiH HOBHH, 6ojiee 
CB06o,HHHH CTHX, aKMeHCTH CTpeMaTCH paa6HBaTB OKOBH 
Meipa nponycKOM CJIOTOB, 6ojiee neu Kor.ua JIH6O BOJIBHOH 
nepeciaHOBKofi y^apeHHfi, H yace ecTB CTHXOTBopeHHH, 
HanHcaHHHe no BHOBB npo^yMaHHofi cmiJiadimecKofi ^ 
CHCTeMe CTHXOCJIOJKeHKH . . . 

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, Francois Villon, and Theophile Gautier: 

BcaKoe HanpaBJieHHe HcnHXHBaeT BJiio6jieHHOCTB K Tea* HJIH 
HHHM TBOpU,aM H 3HOXaM. JlbporHe MOrHJIH CBa3HBaiOT 
jno^efi 6ojiBme Bcero . B Kpyrax, 6JIH3KHX K aKMeH3My, 
qame Bcero npoH3HOCHTOH HMena leKcirapa, Pafijie, 
BHjî OHa H Teo$HJis ToTBe . . . Kaacnoe H3 HHX — 
KpaeyrojiBHBifi KaMeHB RJISI 3HaHHs aKMeH3Ma, BHCOKoe gg 
HanpasceHHe TOH HJIH HHOH e ro CTHXHH. 

Shakespea re , s a i d Gumilyov, r e v e a l e d t o us t h e i n n e r world of 

man, whereas R a b e l a i s t r e a t e d t h e o u t e r o r p h y s i o l o g i c a l s i d e 

of man. V i l l o n d e a l t w i th t h e essence of l i f e i t s e l f — l o v e , 
62a 

v i c e , d e a t h , and i m m o r t a l i t y . To Theophi le G a u t i e r , Gumilyov 

a t t r i b u t e d t h e r e v e l a t i o n of e a r t h l y l i f e , p r e s e n t e d i n f a u l t ­

l e s s a r t i s t i c fornu HTeo<J>HJiB ToTBe Rjia. 9Toii XH3HH Hameji B 

HCKycciBe .nooTOHHHe ofleagna Ge3ynpeqHHx $opM". 

61 H. C. TyMHjieB, "HacjieflHe cHMB0JiH3Ma H aKMeH3M", 
AnojuiOH, C. I t eTepdypr , $ 1 , AHBapB, 1 9 1 3 , c i p . 42 - 4 3 . 

62 TaM ace, cip. 44 - 45. 
62a In his article on Francois 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. 

http://Kor.ua
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The union of these four aspects was to be the aim of 

the Aomeist school, 3 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.64 

Serge Gorodetsky's article developed still further 

Gumilyov's concept of an objective, realistic art: 

. . . EopBda uexxy aKMeH3MOM H CHMBOJIHSMOM, ecjia 
3TO dopBda, a He 3aHHTHe noKHHyioS KpenocTH, ecTb, 
npexae Bcero, dopBda 3a 3 T O T nap, 3By*iamHH, 
xpaco^HHS, HMeiontHH $opMH, Bee H BpeMH, 3a Hamy 
njiaHeiy 3eMjno 
y aKMeHCTOB po3a onaTb ciajia xopoma caMa no cede, 
CBOHMH jienecTKaMH, 3anaxoM H i(BeTOM, a He CBOHMH 
MHCJIHMHMH nOJJOdHflMH C MHCTH^ieCKOH JLB06OBBE) HJIH qeM . _ 

HHdy^B eme. 

Even ugliness could be beautiful! : 

. . . He TOJIBKO xopomo Bee yace jjaBHO npeKpacHoe, HO 
H ypoflciBO MoaceT 6HTB npeKpacHO. nocjie BCHKHX 
HenpHaTHH MHP decnoBopoTHO HPHHAT aKiaeH3M0M, BO 
Bcefi coBOKynHOCTH Kpacoi H de30dpa3Hfi. °° 

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 critics such 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. ropo,n,en.KHH, "HeKOTopne TeMeHHfl B coBpeMeHHofi 
pyccKofi no33HH", AnojuioH. B 1, 1913 r., d p . 48. 

56 TaM ace. 
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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". ' The Acmelsts, 

however, repeating the arguments of Gautier, took a firm contra­

position: 
Co3AaHBe TeM npeicpacHeH, 
Heu B3-HTHH MaTepaaji 
BeccTpacTHefi: — 
CTHX, MpaMop HJIB MeTajui. 

This emphasis upon the shaping and moulding of rebellious, 

resistant material is evident in the forementioned article of 

Gumilyov: 

. . . aKMeHCTOM ipyjjHee 6BITB qeia CHMBOJIHCTOM, 
KaK TpyjjHee nocipoHTB c o d o p , *ieM damHio. A OJJHH 
H3 npHHunnoB HOBOTO HanpaBjieHHJi — Bcer.ua HATH 6 g 
no JIHHHH HandojiBmero conpoTHBJieHHa. 

In the poetry of Gautier , Gumilyov saw the prec i se mani­

f e s t a t i o n of the ' spon tane i ty ' and f i r s t -handed 'Adamism' 

ex to l led by the Acmelsts. Gumilyov's own poetry presents many 

p a r a l l e l s , a l s o , to the v i r i l e , colourful verse of Leconte de 

L i s l e . Like t h e i r French models, Gumilyov and h i s fellow-

Acmeists, as object ive l i t e r a r y a r c h i t e c t s , applied themselves 

with dedica t ion to the workmanship of ' impass ive ' ma te r i a l . 

67 Paul Ver la ine , "Art po^t ique", Jadis e t Naguere, 
P a r i s , Cres e t Cie, 1921, p . 29-30. 

68 H. TyMHJieB, "HcicyccTBo", IlepeBojm H3 TeoffiHjia ToTBe, 
H3dpaHHoe, IlapHsc, L i b r a i r i e d e s c i n q c o n t i n e n t s , 1 9 5 9 , c r p . 2 2 7 . 

69 H. TyMHJieB, "Hacjie^He CHMB0JiH3Ma H aKMeH3M", AHQJIJIOH, 
C. n e t e p d y p r , Jfe 1 , CTp. 4 3 . 

http://Bcer.ua
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Technical principles governing Acmeist versification 

consisted of: pictorial-sculptural elements in the presentation 

of imagesj 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 'ideal' and 

the 'real' ( CJIOBO - HJIOTB). 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 perceived 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 bezelchen . . . '° 

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

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

and incarnate or 'fleshed-out' ideas. 

70 G.W.F. Hegel, ̂ Entwicklung des Ideals zu den besonderen 
Formen des Kunstschonen", Xsthetik, Band 1, Frankfurt am Main, 
Europal'sche Verlagsanstalt GmbH, Berlin, 1955, p. 94. (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: 

CJIOBO B SJIJIHHHCTHqeCKOM nOHHMaHHH eCTB HJIOTB 
fleaiejiBHaa, pa3pemaiom,aaca B codHTHe . . . HH OJJHH 

K3HK He npoTHBHTca CHJiBHee p y c c K o r o Ha3HBaTejiBHOMy 
H npHKJiaflHOMy Ha3Ha*ieHHJ0. PyCCKHH H0MHHaJIH3M, TO 
e c T B , npe^cTaBJieHHe 0 peajiBHOOTH cjiOBa, KaK TaKOBoro , 
xHBOTBopHT jryx Hamero H3HKa H cBH3HBaeT e r o c SJIJIHHCKOH 
$HJIOJIOrH^eCKOH KyjIBTypOH He 3 THMOJIOrH^ieCKH H He 
jiHTepaiypHO, a *iepe3 npHHnnn BHyTpeHHefi CBodojnj, _ 
oflHHaKoro npHcym.eS HM odOHM. l 

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 rarefied 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. MaHflejiBiiiTaM, "0 npHpojje cjiOBa", CodpaHHe 
couHHeHHfi, TOM BTopofi, Inter-Language Literary Associates, New 
York, 19b6, cip. 288. 

http://npHcym.eS
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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: 

EeccoHHHn,a. ToMep. Tyrne napyca. 
fl cnacoK KopadJiefi npô eji JJ,O cepejjHHH: 
Cefi JJJJHHHHH BHBO.HOK, cefi noe3fl SCypaBJIHHHH, 

HTO Ha,n 3juiafloio Korjja-To noflH-ajica. ^2 

Seeking, like Theophile Gautier, to sculpture verse 

from "le bloc resistant", Mandel'shtam reverently employed 
words as "building stones" in the construction of carefully 

72a. balanced verse structures, significantly, his first volume of 

poetry is 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 decor. Admiring the 

72 0. MaHflejiBmTaM, KaMeHB. CodpaHHe coqHHeHHfi, TOM 1, 
Inter-Language Literary Associates, BamHHrTOH, 1964, cip. 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; 

EtpeKpaceH xpaM, Kynaiomnficji B MHpe, 
H copoK OKOH — cseTa TopxecTso; 
Ha napycax, no,n KynojiOM, ̂ eTHpe _„ 
Apxanrejia npeKpacHee Bcero. 

The transpositions of art which figured so largely in 

the poetic aspirations of Gautier are also evident in the 

plastic effects of Mandel'shtam's verse: 

ECTB n.ejioMy,npeHHHe iapH — 
BNCOKHH Jiajj,, rjiydoKHfi MHp, 
J^ajieKO OT 3$HpHHX JlHp 

MHofi ycTaHOBjieHHue j i apu . 

y TmaiejiBHO odMUTbix HHHI 

B ^aCH BHHMaTejIBHUX 3aKaTOB 
fl cjiymaa MOHX n e H a i o s _ . 
Bcer.ua BocTopsceHHyro T H E B . 

As w i t h G a u t i e r , t h e theme of d e a t h p e r m e a t e s much of 

t h e p o e t r y of M a n d e l ' s h t a m : 

Ha cieKJia se^HOCTH yace Jierjio 
Moe jjjixaHHe, Moe Tenjio. "& 

MH cMepTH x,p,eut KSLK cica30*iHoro sojiKa, 
Ho & doiocb, ^ T O paHBme s c e x yupeT 
T O T , y Koro TpeBoscHo-KpacHHfi POT 
H Ha r j ia3a cnajjaiomafl: *iejiKa. " 6 

B IleTponojie npo3pa*iHOM MH yMpeM, 77 
r\ne BJiacTByeT HaA HaMH IIpo3epnHHa. 

n e i e p d y p r ! H enje He xo^iy yMHpaTt: 
y Teds Tejie$OHOB MOHX HOMepa. ^8 

73 MaHflejiBniTaM, "Afia-Co^HH", KaMeHi, CodpaHHe 
CO^HHeHHfi, CTp. 2 3 . 

74 TaM ace, d p . 5 . 
75 TaM see, c i p . 6 . 
76 TaM ace, c i p . 2 7 . 
77 TaM ace, d p . 6 1 . ( T r l s t i a ) 
78 "JleHHHrpafl", CTHXQTBopeHHg, Co6_p_j_cp_q., d p . 144. 

http://Bcer.ua
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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. In this poet there clearly 
79 

lay a deep love of culture — not merely ancient, but world culture. 

Mandel'shtam perceived world history and civilization in 

its perpetual circulation. Consequently for him Petersburg re­

mained 'Petropolis', and the superficial 'truth' or 'reality* of 

actual life 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".™a 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 role in Mandel'shtam's Weltanschauung, and a deep 

Intellectual passion and love of aesthetic beauty pervaded his 

creative work. 

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

79a (As discussed in the present writer's Master's thesis, 
Proust et Mandel'shtam a la recherche du temps perdu, Univ. of 
British Columbia, April, 1963). 
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5. An Acmeist Counterpart of Leconte de 
Lisle: Nicolas Gumilyov. 

N. C. Gumilyov (1886-1921) played a particularly 

significant role in the Acmeist movement both as theorist 

and as poet. He was an avowed admirer of clarity and 

artistic impassivity 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 

"BemHocT*" (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: 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 their 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 

Poemes barbares of Leconte de Lisle. We see in their poetry 



THE FRENCH PARNASSIANS AS IMMEDIATE 38 
PRECURSORS OF THE RUSSIAN ACMEISTS 

a "3BepHHH0CTb", 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 its primitive soul and the natural 

disposition which preordains its predatory role: 

Dans 1'acajou fourchu, love" comme un reptile, 
C'est l'heure ou, l'oeil mi-clos et le mufle en avant, 
Le chasseur au beau poil flaire une odeur subtile, 
Un parfum de chair vive egare dans le vent. 

Ramasse sur ses reins musculeux, il dispose 
Ses ongles et ses dents pour son oeuvre de mort; 
II se lisse la barbe avec sa langue rose; _ 
II laboure 1'ecorce et l'arrache et la mord. a o 

In another poem, "Le Reve du Jaguar", the poet accepts this 

function of predator as an integral quality of the jaguar: 

C'est Ik que le tueur de boeufs et de chevaux, 
Le long des vieux troncs morts a 1'ecorce moussue, 
Sinistre et fatigue, revient a pas egaux. 81 

We see a similar philosophical acceptance of the role 

of this predacean in Gumilyov's "Jaguar": 

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

81 Leconte de Lisle, "Le Reve du Jaguar", Ibid., p. 216. 
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CTpaHHHfi COH yBHfleji R ceroflHa: 
CHHJiock MHe, qTo A cBepKaji Ha Hede , 
HO MTO SCH3HB, qy flO BHffl,Hafl CBOJJHH, 
BHKHHyjia MHe HejjodpHfi scpedafi. 

H K jiioACKOMy Kpajica a acajunmy 
Ho nycTOMy cyMpa^HOMy nojuo 
^odHaaTk nojiHÔ Hyio nnmy, g 2 
EoroM MHe Ha3Ha^eHHyio JJOJIIO. 

Similarly, man is unable to evade his own mortal destiny: 

He cnacemBca OT JJOJIH KpoBaBofi, 8 3 
HTO 3eMHHM npe,n,Ha3Hâ Hjia TBepjjb. 

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 their 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. Their poetry resembles Greek poetry in 

that it attempted to place itself directly before nature, 

82 H. TyMHjieB, "Sryap", "PoMaHTmiecKHe n.BeTH", G.THXH 
1903-1907 rr., GodpaHHe co^HHeHHfi. TOM nepsnfi, no« pe.23.aKn.Hefi 
r. n. C-TpyBe H B. A. $HjrannoBa, H3j;aTejii.cTBO KHHacHoro Mara3HHa 
Victor Kamkin, Inc., BanmHnoH, 1962, d p . 69. 

83 "Bwdop", TaM ace, cip. 55. 

http://pe.23.aKn.Hefi


THE FRENCH PARNASSIANS AS IMMEDIATE 40 
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 Acmelsts, endeavoured 

to make of their verse a true mirror and faithful echo of all 

around them as viewed through the prism of a first-hand, Adam­

like perception of life and the universe. 

6. Significance of Greek antiquity for these 
neo-classicists. 

In summing up the principal traits which linked the 

Acmelsts 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 l'art" 

it should be stressed that the significance of Hellenic anti­

quity for these two literary movements was not simply as a 

84 
model, but as a "living seed". Classical art lived 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, Our Debt to Antiquity, London, 
Rutledge and Sons, 1909,1-vili. 
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The French Parnassians and the Russian Acmelsts, like 

their 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 their 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 role in the perfecting of artistic 

form. It is owing to the painstaking artistic efforts of Osip 

Mandel'shtam that the literary credo of the Russian 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 

of these assiduous verbal craftsmen of France and Russia. 

85 Among those who drew upcaathe Acmelsts* 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 II 

MANDEL'SHTAM'S HELLENISM AS 

MANIFESTED IN HIS POETIC STYLE 

The effect of antique influence upon Mandel'shtam's 

poetic style"" w a s 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 his verse, but 

also on the form and artistic technique which 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 Maikov, 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 In the Aristotelian sense of the word 'style', that 
is, a distinctive manner or technique of writing. 
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aesthetic signs in his almost mathematical verbal system, 

Briussov's poetry remains, in the opinion of many critics, 

essentially scholarly): 

fl nocemaji caflw JlHKees, AKafleMHfi, 
Ha BOCKe OTMeqaji peqeHB* Myjrpen,OB, 
KaK sepHHfi y^eHHK, a 6UJI jiacnaeM sceMH, 37 

Ho caM jirodHJi jiHniB cô ieTaHBa CJIOB. 

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

a notably deeper mystical perception and emotional depth: 

H c TBoero KpeMjia, KaK jjpeBjie, MejiBnoMeHa 
3pHT, 9BHH, CKopdnaa, BOJimedHHfi Kpyr nycTHHb QQ 
H TapTap, flnmamHfi nojj BepTorpaaoM njieHa. 

To this Symbolist poet Mandel'shtam freely acknowledged the 

indebtedness of the Acmeists: " . . . caM Ba*iecjiaB HBaHOB 
89 

MHOTO cnocodciBOBaji nocTpoeHHio aKMencTHqecKofi TeopHH . . «>" 

Mandel'shtam resembles Pushkin in the pure, clear, 

intellectual quality of his poetry, while a spiritual 

affinity with Batiushkov and Tlutchev 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 Vladimir Markov and 
Merrill Sparks, Great Britain, MacGibbon & Kee Ltd., 1966. 

88 Viacheslav Ivanov, ibid., p. 132. 

go 0. MaHflejibmTaM, *0 npHpcue catOBa", CodpaHHe 
CQ^HHeHHH, T. 2, cip. 299. 
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Meac 30Jio^eHHX daHB H odejiHCKOB cjiaBH 
ECTB jjeBa dejiaji, a BKpyr r y c r a e TpaBH. 

He TemHT THpc e e , OHa He d t e T B THMnaH 
H dejiOMpaMopHHfi ee He jiiodHT IlaH. 

M a n d e l ' s h t a m was c o m p l e t e l y i n sympathy w i t h t h e s t r o n g i n n e r 

i n t e g r i t y wh ich c h a r a c t e r i z e d t h e c r e a t i v e work of Annensky: 

"ypoK TBopqecTBa AHHeHCKoro JJJIA pyccKofi no3 3HH He 3JuiHHH3an.HA,cn 
a BHyTpeHHHfi 3JIJIHHH3M" . . . 

Similarly, in Mandel'shtam's own poetry, the profound essence 

of antique art is preserved, although the original stamp of 

the poet himself is predominant. We see throughout a 
92a 

remarkable fusion of form and human values achieved through the 

supple resources and rhythms of his own national idiom: 

A $JiefiTHCT He y3HaeT noKO« — 
EMy KaaceToa, ^TO OH — OJJHH, 
HTO Korjja-TO OH Mope po^Hoe 
H3 CHpeneBHx BHJienHji TJIHH. $Z 

(CTHxoTBopeHHfl, 1937. BopoHeac.) 

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 0. MaHjjejifcfliTaM, "0 npHpojje cjiOBa", TaM ace, d p . 
295. 

92 0. MaHjjejibniTaM, "$jiefiTH rpeqecKofi T3Ta H fioia", 
CodpaHHe co^HeHHfi, T. 1, CTpQ 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 Auflbsung dieses gedoppelten Mangels 1st die 
klassische Kunstform die freie adaquate Einbildung der 
Idee in die der Idee selber eigentumlich ihrem Begriff 
nach zugehSrige Gestalt, mit welcher sie deshalb 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 form* 

93 Georg Wilhelm Friedrich Hegel, "Entwicklung des 
Ideals zu den besonderen Formen des Kunstschohen", Asthetik, 
(Zweiter Teil), Band 1, p. 84. 

93a Form, that is, 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 1st das klassische Ideal dadurch, 
dass es den wahren Inhalt der Kunst, d.i. die 
suhstantielle Subjektivita't, 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 1st als dlejenige, welche in der ausseren 
Gestalt wirklich liegt, indem sich beide Seiten Q^ 
vollendet entsprechen . . . 

Similarly, in Mandel'shtam's ability to contain 

the general in the concrete, we see a conscious return to 

the Hellenic Weltgefuhl as a natural condition of the poetic 
94a 

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 
Acmeist 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. In several literary 

articles he laid particular stress on "the word as such", 

insisting that Logos for the Acmelsts played as vital a role 

in their poetic creation as did music for the Symbolists. 

In "The Morning of Acmeism" he postulates elearly this vital 

Cult of the Word: 

. . . MefljieHHO poxjjajiocb "CJIOBO, KaK TaKOBoe". 
IIocTeneHHO, O;U*H 3a apyrHM, Bee ajieMeHTH cjiOBa 

94 Hegel, "Entwicklung des I d e a l s zu den besonderen 
Formen des KunstschSnen", op. c i t . , p . 304. 

94a German idea l i s t i c philosophy, esp. Schelling, Fichte, 
and Hegel, exerted a considerable influence on Russian in te l lec tua l 
c i r c l e s . 
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BTHrHBajlHCb B HOHHTHe $OpMH, TOJIBKO C03HaTejIBHHfi 
CMHCJI, JlOrOC, RO CHX nop OfflHdÔ IHO H np0H3B0JIBH0 
no^HTaeTCH cojjepacaHHeM. 0 T 3Toro HeHyacHoro 
n o q e i a J loroc TOJIBKO npoarpbiBaeT; J loroc i p e d y e T 
TOJIBKO paBHOnpaBHH C ApyrHMH 3JI6MeHTaMH CJIOBa 
. . . JDifl aKMencTOB co3HaTejibHMfi CMHCJI cjiOBa, 
Jloroc, TaKaa ace npeKpacHaa cJopMa, KaK My3HKa 95 
fljifl CHMBOJIHCTOB. I CTaTbH no jTHTepaType H peneHagHr 

He codpaHHHe B KHHrn.) 
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": 

PyCCKHH A3HK — S3HK 3JHJIHHHaTHqeCKHH. B CHJiy 
ne j ioro pfl.ua HCTopa^iecKHX ycjioBHfl, acHBHe CHJIH GJIJIHH-
CKofi KyjiBTypH, ycTynHB 3ana,n jiaTHHCKHM BJiHaHHHM H 
He Haflojiro 3aram,HBaflCb B 6e3fleTHofi BHsaHTHH, 
yCTpeMHJIHCb B JIOHO pyccKofi pe^H, coodmHB efi caMO-
yBepeHHVE) TafiHy 3JIJIHHHCTH*ieCK0r0 MHp0B033peHHfl, 
TafiHy cBodo^Horo BonjiomeHHH, H n o s T O M y 
p y C C K H f t J J 3 H K C l a i H M e H H O 96 
3 B y * i a m , e f i H r o B o p f l m e f i H J I O T B I O . 

(0_nO33HH) 

This again brings to mind Hegel's statement that poetry is 

separated from the content of consciousness — in other words, 

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

95 0. MaĤ ejibinTaM, "yipo aKMeHSMa", CodpaHHe 
coqHHeHHH, TOM BTopofi, Inter-Language Literary Associates,N.Y.,1966, 
CTp. 363. 

96 "0 npHpo#e cjiOBa", TaM ace, d p . 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 (Wirklichkelt) which the Idea gives itself". 

(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). 

M a n d e l ' s h t a m ' s c o n c e p t of t h e Word-Psyche a s an 

i n d e p e n d e n t , d i s i n t e r e s t e d e n t i t y p r e s e n t s a s t r i k i n g p a r a l l e l 

t o t h e above n o t i o n , n a m e l y , t h a t p o e t r y d o e s n o t depend f o r 

i t s r e a l i z a t i o n upon e x t e r n a l s e n s u o u s m a t t e r : 

Pa3Be Bemb XO3HHH cjiOBa? CJIOBO IIcHxefl. 
]fCHBoe CJIOBO He odo3HaqaeT npejjMeia, a CBOGOAHO 
BHdnpaeT, KaK da JJJIH XHjiba, Ty HJIH HHyio npe j j -
MeTHVK) 3HaiHMOCTb, BefflHOCTb, MHJIOe T6JIO. H 
BOKpyr Bem,H CJIOBO djiyacjjaeT cBodo#HO, KaK jryma 98 
BOKpyr dpomeHHoro, HO He 3adHT©ro Tejia. 

tO no33HH, 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). 

93 0. MaHJjejibmTaM, "CJIOBO H KyjibTypa", CodpaHHe 
CO^IHeHHH, T. 2, CTp. 268. 
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classical tenets in a narrow and uncompromising fashion: 

B n033HH HyaceH KJiaCCHnH3M, B n033HH HyaceH 3JIJIHHH3M, 
B n033HH HyXHO nOBHIEeHHOe *iyBCTBO 0dpa3H0CTH, MaiBHHHHfi 
PHTM, ropOJJ,CKOfi K0JIJieKTHBH3M, KpeCTbflHCKHH $OJIbKJIOp . . 

. . • 0 , qyj],OBHmHaa HedjiarojjapHOCTbj Ky3MHHy, MaflKOB-
CKOMy, XjiedHHKOBy, AceeBy, Bfl^ecjiaBy HBaHOBy, Gojiorydy, 
AxMaTOBofi, IlacTepHaKy, TyMHJieBy, XoflaceBHqy — yac Ha 
*ITO OHH He noxoacH Jjpyr Ha j j p y r a , H3 pa3Hofi TJIHHH. Bejjb 
3TO Bee pyccKHe nosTH He Ha Bqepa , He Ha ceroflHfl, a 
HaBcer^a . . . 

. . • BCfl coBpeMeHHaa pyccKaa no33HH BHnua HS po^oBoro CHM-
BOJiH^iecKoro JiOHa. 99 

(P_no33HH, 1928) 

. . . AKMeHCTĤ iecKHft Beiep nepeBepHyji cipaHHina KjiaccHKOB 
H pOMaHTHKOB, H OHH pacKpujiHCb Ha TOM caMOM Mecjre, KaKoe 
Bcero HyacHee dHJio RJLH snoxn . . . 1 0° 

(TaM ace. ) 

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: 

. . . He Hflen, a BKycH aKMencioB 0Ka3ajiHCB 
ydHHCTBeHHH flJIfl CHMB0JIH3Ma . . . 

. . . nojj'eMHaa cHjia aKMeH3Ma B CMHCJie jjeflTejib-
Hofi ji»dBH K jiHTepaType, ee TaacecTflM, ee rpy3y — 
Heodn^afiHO BejiHKa, is. pn^iaroM 3Tofi aeHTejibHofi 
jiiodBH H dim HMeHHO HOBHH BKyc, MyacecTBeHHas 
BOJXfl K n033HH H H03THKe, B H,eHTpe KOTOpofi CTOHT 
qej ioseK, He cnjiromeHHHH B jienemKy jiacecHMBOJiH-
xiecKHMH yacacaMH, a KaK XO3AHH y c e d s AOMa, 
HCTHHHHfi CHMB0JIH3M, OKpyaceHHHfi CHMBOJiaMH, TO e d b , 
yTBapbio, odjiajjaiomeH H cjioBecHHMH npejjciaBJieHHflMH, ^ Q -
KaK CBOHMH opraHaMH. 

(0_noeaiHH, 1928.) 

99 "Bttnajj", TaM ace, CTP„ 270, 272. 

100 "0 npnpofle cjiOBa", TaM ace, cip. 300. 
101 TaM ace, d p . 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 Acmeism, 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 marmoreene" so sought after 

by his Parnassian predecessors. His poetry is expressed in 

•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 is a moment of spirit where, in the Greek aesthetic 

religion, it passes into the various gods of Olympus and the 

nether world: 

... Wo die Kunst jedoch in ihrer hochsten Vollendung 
vorhanden 1st, da enth'alt sie gerade in ihrer bild-
lichen Weise 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 hOchste Form, in welcher 
das Volk die Gutter sich vorstellte und sich ein 
Bewusstsein von der Wahrheit gab. Darum sind die 
Dichter und Kflnstler den Griechen die SchBpfer ihrer 
Gfitter geworden, d.h. die Kunstler haben der Nation 
die bestimmte Vorstellung vom Tun, Leben, Wirken des 
GOttlichen, also den bestimmten Inhalt der Religion ^02 
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 remains a 

powerful, indestructible force in man's continuing cultural 

development: 

3JIJIHHH3M — 3TO co3HaiejibHoe OKpyaceHHe ^ejioBeKa yTBapbio, 
BMecTO de3pa3JiH^HHx npeflMeioB, npeBpameHHe STHX n p e # -
MeTOB B yTBapb, o^ejiOBe^ieHHe OKpyacawmero MHpa, corpeBaHHe^ 
e r o TOH^afiniHM TejieojiorH*iecKHM TenjioM. 

( 0_no33HH, 1928 ) 

I t i s a s y s t e m i n t h e B e r g s o n i a n s e n s e of t h e word , l i b e r a t i n g 

man from t h e d e h u m a n i z i n g e f f e c t of c o n t e m p o r a r y h a r d s h i p s : 
3JIJIHHH3M, — 3T0 CHCTeMa B BeprCOHOBCKOM CMHCJie CJIOBa, 
KOTopyio qejioBeK pa3BepTHBaeT BOKpyr cedfl , KaK Beep 
HBJieHHfi, OCBOdOacHeHHHX OT BpeMeHHOfi 3aBHCHMOCTH, CO- . „ , 
noA^HHeHHHX BHyipeHHefi C B « 3 H qepe3 ^ejiOBe^ecKoe flo 

( TaM ace ) 

H e g e l , "D ie S t e l l u n g d e r Kuns t im V e r n a l t n i s z u r 
1 0 2 Religion und Phi losophie" , Asthet ik , p . i 09 . (Er s t e r Te 
103 G.R.G. Mure , The P h i l o s o p h y of H e g e l , p . 2 0 0 . 
104 0 . MaHjjejibniTaM, "0 npapojje cjiOBa", TaM ace, CTp. 295o 
105 TaM ace, d p . 2 9 6 . 
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Mandel'shtam's own poetry abounds with symbols 

employed as tools. With the Logos, or reason incarnate, 

he builds up an organic poetry — a living 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 classical 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 CTOJiHue ceBepHofi TOMHTOH nHJibHHH Tonojib, 
3anyTajicfl B JIHCTBC npo3pa^HHfi UHcJepdJiaT, 
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H B TeMHofi 3ejieHH cjjperai HJIH aKponojib 
CHfleT H3flajiH, Bo^e H Hedy dpaT . 1 ^ 6 

(KaMeHb. 1 9 1 3 . ) 

Historical intuition and culture play a significant 

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: 

H KaK HOBHH BCTaei TepKyjiaHyM, 
CnflmHH ropoji; B CHAHBH jiymi, 
H ydororo pHHKa jiaqym, 
H MoryniHS flopH^ecKHfi CTBOJI. 1 0 7 

(Tristia, 1918) 

H XOJIOJJKOM noBefljio BHCOKHM 
OT BHnyKjio-fleBH^ecKoro Jida, 
HTOdn pacKpnjiHCb npaBHyKaM jjaoieKHM 
Apxnnej iara neacHHe r p o d a . i y ° 

(Tr is t ia , 1919) 
OrpOMHHfi napK. BoK3ajia map cTeKJiaHHHfi. 
jKejie3HHfi MHp onflTb 3aBopoaceH. 
Ha 3By^HHfi nHp B 3JIH3HyM TyMaHHHfi 
TopacecTBeHHO yHocHTCfl BaroH. ^-^9 

( CTHXOTBOpeHHfl, 1921 ) 
v 3 0 p OTTOqeHHHfi H MejIKHfi, 
3acTHJia TOHeHBKaa ceTKa, 
KaK Ha $ap$opoBOH TapejiKe 
PHcyHOK, BH^epqeHHHfi MeTKO, 1 1 0 (• KaMeHb, 1909) 

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

c lass ical world. 

106 0 . MaHJj;ejibniTaM, "AjjMHpajiTeficTBo", CodpaHHe 
coqHHeHHfi, TOM nepBHfi, d p . 2 9 . 

107 "Korna B TeMHofi HO^IH 3aMHpaeT", TaM ace, c i p . 71 
- 7 2 . 

108 "Ha KaMeHHbix oiporax IlHepHH", TaM ace, c i p . 74. 
109 "KoHijepT Ha BOK3ajie", TaM ace, d p . 95. 
110 "Ha djieflHO-rojiydofi 3MajiH", TaM ace, c i p . 5. 
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In the following excerpt, very reminiscent of a 

stylized Greek landscape, we are aware of silence and a certain 

stasis in the empty sea and the 'soundless' choir of birds: 

Gjiyx qyTKHfi napyc HanparaeT, 
PacmHpeHHHfi nycieeT B3op 
H THmHHy nepenjiHBaeT 
IIOJIHÔ HHX nTHH. He3By-qHHfi xop.111 

(KaMeHb, 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. In 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-
112. stances precluded this. /In fact, the menacing atmosphere and 

constant political persecution suffered by many writers during 

the twenties and thirties found general 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 JIH, dpomeHHHM B npocTpaHCTBe, 
OdpetieHHHM yMepeTb, 
0 npeKpacHOM nocToaHCTBe 
H o sepHOCTH scajieTb! 113 

(KaMeHb, 1 9 1 5 . ) 

111 0 . MaH,nejibniTaM, "CJIVX qyTKHfi napyc Hanpa raeT" , 
TaM ace, c i p . 9 . 

112 Mme Mandel'shtam's memoir, Hope Against Hope, i s 
a moving account of the p e r s i s t e n t subjugation of i n t e l l i g e n t s i a 
through t e r r o r and b r ibe ry , and, In p a r t i c u l a r , the harassment 
suffered by her husband and herse l f . 

113 MaHJjejibniTaM, "0 CBodo,n,e HedHBajiofi", TaM ace, c i p . 4 8 . 
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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 

mortality: 
MH B Kaac#OM B3floxe CMepTHHfi Bosflyx nbeM, 
H Kaaĉ bifi xiac HaM CMepTHas rojn*Ha. 
EorHHfl Mopa, rpo3Has A$HHa, 
CHHMH Moryqnfi KaMeHHHfi mejioM.114 

(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 Tristia cycle, entitled "The Twilight 

of Liberty": 
npocjiaBHM, dpaibfl, cyMepKH CBodo^bi, — 
BejiHKHfi cyMepe*iHHH ro,n. 
B KHHAHlHe HO^HHe BO^H 
OnymeH rpy3Hufi Jiec TeHeT. 
BocxoflHmb TH B rjiyxne roflH, 
0 cojiHije, cyjj,HH, Hapofl.115 

( MocKBa, Mafi 1918) 

115a 
A note of irony becomes plainly manifest in a later poem 

where he queries the capricious century: 

Koro eme ydbemb? Koro e^e npocjiaBHinb? 
KaKyio BHflyMaemb Jioacb? 

114 "B IleTponojie npo3pa^HOM MH yMpeM", CodpaHHe 
COUHHeHHfi, dp. 61. 

115 "CyMepKH cBodo^bi", TaM ace, d p . 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 yHflepBy.ua xpam.: CKopee BHPBH KjiaBHm — 
H mjniMO KOCTO^Ky Hafi^embj 116 

( CTHxoTBopeHHH. KHHra 1928 r. 
Pa3Beji "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: 

neiepdypr! a eme He xoqy yMHpaTb: 
y Teda TejiecJOHOB MOHX HOMepa. H ' 

(CiHxoTBopeHHa HecodpaHHHe B KHHrn 
CTHXOB aBTopa H HeonydjiHKOBaHHHe, 
.HeKadpb, 1930. JleHHHrpajj. ) 

noMorn, rocnoflb, 3Ty Ho^b npoacHTb: 
H 3a acH3Hb doiocb — 3 a TBOIO pady — 
B neiepdypre acHTb — CJIOBHO cnaTb B rpody.H8 

(HHBapb, 1931) 
The desolate sadness in Mandel'shtam's poetry is 

augmented by the movement and measure of his verse, which is 

completely attuned to the emotional and spiritual intensity 

of the poetic content. He does 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 syllabD-—t.onic 

basis. His rhythms become harsher, less fluid. The lines of 

his poetry begin to differ considerably in length, and in the 

absence of a regular metrical structure, these rhythmic 

factors come to the fore in a not too irregular distribution 

116 MaHflejibmTaM, "i aHBapa 1924", TaM ace, cip0 113< 
117 "JleHHHrpafl", TaM ace, cip. 144. 
118 "IIOMorH, Tocnoflb, 3Ty HO*ib nposcHTb", cip. 146. 

http://By.ua
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of stresses line by line, with intervals carefully balanced: 

IIOJIHO^b B MOCKBe. PoCKOfflHO dyflflHHCKOe JieTO. 
C flpodOTOM MeoiKHM pacxoflflTca yjiHnbi B *iodoTax y3KHx 

acejie3HHX. 
B qepHofi ocne djiaaceHCTBy»T KOJibn.a dyjibBapoB, 
HeT Ha MocKBy H HOMBIO yroMOHy. (1931) ^ 

The p o e t r y of M a n d e l ' s h t a m d o e s n o t d i s p l a y t h e open 

e r o t i c i s m which c h a r a c t e r i z e s much of t h e p o e t r y of a n t i q u e 

mode l s a s w e l l a s t h a t of l a t e r e p i g o n e s . P e r h a p s o n l y a v e r y 

few poems may be c o n s i d e r e d aB ' i m p a s s i o n e d ' ama to ry o u t b u r s t s ; 

H dojibme He peBHyio, H, CJIOBHO npecTynjieHbe, 
Ho a Teda xo^iy, Mena K fcede Bjne^ei 
H caM c e d a Hecy a HcKycaHHHfi, B CMaieHbH, 1 2 0 
KaK acepTBy na j i a^y . BHmHeBHfi HeatHHfi p o T . 

(Tr is t ia , 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. MaHjjejibniTaM, "nojiHÔ ib B MocKBe", TaM ace, CTp. 
155. 

120 "A HapaBHe c jjpyrHMH", TaM ace, d p . 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: 

HejIHH ^eHb CHpOH OCeHHHH B03,HyX 
H Bjnjxaji B cMaieHBH H TocKe; 
fl xo^y noyacHHaTb, H 3Be3^H 
3ojioTHe B TeMHOM Komejii.Ke! 121 

( KaneHb. 1912 ) 

a a x s p s c \xbv dficpt xaXav aeXavvav 

*o:<|> SmvHpvn'zoioi, cp&svvov eZ&og 

o7moTa Tc\f)8oLaa \x6Xiaia X&\inr)i 

yav ( ) 
( S a p p h o , f r a g . 34) 

'A Mo tea Y&P OUK &7r6pco$ yeusi T6 Tuapbv n&vov, 

&XX' ^Trepxeuat 

123 
TidvTa 0spL^o(ieva* 

(Simonides, frag. 46) 

The critical, intellectualist strain of Simonides is 

reflected in the controlled timbre of Mandel1 sht am's work.12"3a 

From time to time, however, an inherent joie de vlvre in the 

latter poet surmounts his personal setbacks, and the tone of 

his poetry is then reminiscent of the more ringing tones of 

121 0. MaHflejibmTaM, "3ojioTofi", CodpaHHe coqHHeHHfi, T. 1, 
cip. 21. 

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

123 Simonides, frag. 46, "The Muse's Harvest", Greek Mellc 
Poets, by H. W. Smyth, New York, Biblo and Tannen, 1963, P. °2. 

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 reflects 
acoustically the subject matter of a poem. 

file:///x6Xiaia
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"honey-smiling" Sappho1 of whom he sings with elation: 

BeacHT BecHa l o n i a i B Jiyra SjiJiajnj, 
Odyjia Gacjo necTpnfi canoacoK, 
H MOJIOTO^KaMH KyMT UHKajUi, 
KaK B neceHKe noeica, nepcieHeK. ^^ 

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

Tfle He ejiST HajjjioMjieHHoro xjieda, 
Tfle TOJIBKO ueRf BHHO H MOJIOKO, 
CicpHnŷ Hfi Tpyji; He OMpasaeT Hedo, 
H KOjieco BpamaeTca jierKo. *26 

We often see in the poetry of Mandel'shtam a com­

bination of Apollonian joy in the contemplation of beauty, and 

Dionysian intoxication. These two spirits are coupled in 

his work in traditionally Hellenic fashion, 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: 

. . . so dass wir hier, wo diese gleichsam durch 
den Geist der Musik beschwingt und emporgetragen 
war, die hBchste Steigerung ihrer Krafte 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 continuous 

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

in an efflorescence of music in images and ideas. 

124 *I6TZXOH' Scyvcc p.eA.\tx6M-ei6e S&TtcpoL," (E Ale. 124,Sa.119) 

125 0. MaHJjejibinTaM, "Ha KaMeHHHX OTporax IlHepHH", Godp. 
cos., d p . 74. 

126 TaM ace, d p . 75. 
127 Friedrich Nietzsche, Die Geburt der TragBdje, Werke in 

Drei Banden, Erster Band, Munchen, Carl Hanser Verlag, p. 129. 



MANDEL'SHTAM'S HELLENISM AS 60 
MANIFESTED IN HIS POETIC STYLE 

b. Genre. 

I n i t s pure form, t h e ep ic occupies a n e g l i g i b l e 

p l a c e i n Mande l ' sh tam ' s work. To t h i s genre be longs h i s 

Old French epos , "The Sons of Aymon", based on a fragment 

from t h e g e s t e "Doon de Mayence": 

HpHinjiH q e m p e d p a i a , Hecxoacne JIHD;OM, 
B dojibmofi ABopem-cKBopemHHK c BHCOKHM HOTOJIKOM. 
TaK cyxH H noaacapH, STO BOPOH HM KapKHeT "dpHCb". 
0 T yjyiBjieHba dpoBH y xauu noflHajincb. I 2 8 

(nepeBQjaj H noapaacaHHa, 1923) 

I n t h i s same ca t ego ry we may p l a c e a poem i n t r a n s ­

l a t i o n by Mandel 'shtam from t h e ep i c t a l e of t h e Georgian 

p o e t , Vazha P s h a v e l a . I t e x t o l s t h e v i r t u e s of t h e h e r o , 

Gogotur , who a l though p o s s e s s i n g ' b o g a t y r ' - l i k e s t r e n g t h , i s 

g e n t l e and p e a c e - l o v i n g by n a t u r e : 

npanoflHajica dejjHHH AnmHHa, 
nocHHeBniHH, Becb B cjie3ax: 

ToroTyp, saft noijejiyro B jiod 
3a qy^ecHHfi nojjBHr jiacKOBHfi". — 1 g q 
OdHajiHCb, ynpoiHjm co»3 . 

( nepeBojja H no.upaacaHHa, 1923 ) 

The major p o r t i o n of Mande l ' sh tam ' s p o e t r y , even h i s 

v e r s e s d e d i c a t e d t o h i s t o r i c a l p e r s o n a g e s , a r e of a c l e a r l y 

e x p r e s s e d l y r i c a l c h a r a c t e r . N e v e r t h e l e s s , t h e l y r i c of t h i s 

128 "CHHOBba AfiMOHa", OodpaHHe co^HHeHHfi, C T P . 310. 
129 "ToroTyp H AnniHHa", TaM ace, d p . 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

parisons, metaphors, epithets, etc: 

Similes: 

"KaK paKOBHHa de3 aceM^yacHH" -^Q 

131 "Ho, KaK Mefly3a, HeBCKaa BOJiHa" 

"fl TaK ace dejjeH KaK npnpo.ua 
H TaK ace npocT KaK H e d e c a , " 

KaK man . nojiHoiHbix ro j ioca" 132 

133 

M e t a p h o r s : 

" n p n p o a a — TOT ace PHM. . . " 

"IIocox Mofi, Moa cBOdofla," I 3 4 

"BepHocTb njiaKajia B HO^OI" ^ 

npo3pa^Haa BecHa 
B 3ejieHHfi nyx neTponojib ojjeBaeT" 

Conventional epithets: 

137 
"Boatbe HMa," 

"KaK CKa30^Horo BOJiKa" 

130 0 . MaHflejiBimaM, CodpaHHe co*iHHeHHH,"PaKOBHHa", c i p . 15o 
131 "MHe XOJIOJJHO. IIp03paqHaa B e c H a . . . " , TaM ace, c i p . 6 1 . 

132 "Gjiyx qyTKHfi napyc H a n p a r a e T , " TaM ace, C T P „ 1 0 . 

133 "HpHpo^a — T O T ace PHM H OTpa3Hjiacb B HeM", c i p . 4 0 . 
134 " I Iocox" , TaM ace, c i p . 4 2 . 
135 "0 CBodo^e HedHBajiofi", TaM ace, c i p , 4 8 . 
136 "MHe sojioflHO. npospaqHaa BecHa", TaM ace, d p . 6 1 . 
137 "0dpa3 TBOfi, My t̂HTejIBHblfi H 3HdKHfi" , d p . 1 8 . 
138 " O T jierKofi atH3HH MH COEIJIH c yMa", CTp. 2 7 . 

http://npnpo.ua
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139 "IIoroBopHM o PHMe — jHBHHfi rpa ,n!" 

140 "BorHHa Mopa, rpQ3Haa A$HHa," 

"Has qepHQKi HeBofi" * 

"3a MHC TyMaHHHfi MeraHOM, 
H ^tepHHfi napyc B03BpaTHTca" 1*2 

R e c u r r e n t f o r m u l a e ; 

"IIoe,neM B l^apcKoe Oejio! 

143 
IIoefleM B UapcKoe Cejio! " 

144 
" T B O H X , KaccaHJjpa, r y d , TBOHX KaccaH^pa, r j i a 3 , " 

"3a T O , ^ITO a pyKH TBOH He cyMeji yjjepacaTb, 
3a T O , HTO a npeaaji cojieHHe HeacHHe r y d n , 

145 
Tjje MHjiaa Tpoa? r,n,e n,apcKHfi, r ^ e jjeBH^Hfi AOM?" 

I n t r o d u c t i o n of s u p e r n a t u r a l c h a r a c t e r s : 

"OcTaHbca neHofi, A$po,nflTa," ^ ° 

"CBameHHofi najiHi;efi TepaKJia" 147 

148 "B«8K>,ny Baxyca cjiyacdn" 

"yace docaa flejma jieTHT!" ^ 4 * 

"CBaToro Ayxa KpenocTb" 1 5 ° 

"JleTaioT BajibKHpHH" 151 

139 "IIoroBopHM o PHMe — JJHBHHH r p a j j " , TaM ace, c i p . 3 5 . 
140 "B ne iponoj ie npo3pa^HOM MH yMpeM", c i p . 6 1 . 

141 ""CojiOMHHKa", TaM ace, c i p . 5 9 . 

142 "Erne ji;aJieKO accjcuejieft", TaM ace, d p . 6 5 . 
143 "HapcKoe c e j i o " , TaM ace, c i p . 2 0 . 
144 "KaccaHflpe", TaM ace, c i p . 6 7 . 
145 " " 3 a T O , I T O a pyKH TBOH He cyMeji yjjepacaTb", c i p . 8 7 . 
146 " S i l e n t i u m " * , c i p . 9 . 147 "3BepHHen", c i p . 5 6 . 

148 "3ojiOTHCToro Me.ua CTpya H3 dyiHJiKH TeKjia", d p . 6 4 . 
149 " T r i s t i a " , TaM * e , d p . 7 3 . 
150 "B xpycTajibHOM OMyie KaKaa KpyTH3Ha!", d p . 7 5 . 
151 "JleTaioT BajibKHpHH, HOIOT C M H ^ K H " , TaM ace, d p . 3 5 . 

http://Me.ua
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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 in some combination of dactylic 

and trochaic rhythms, iambic and anapaestic, etc. 

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 ideally suited to the lyric expression of his thoughts 

and feelings: 

Hei, HHKorjja HĤ efi a He dnji coBpeMeHHHK, 
MHe He c pyKH nô tei TaKofi. 
0 KaK npOTHB6H MHe KaKOfi-TO COHMeHHHK, 
To dnji He a , TO dnji .npyrofi. 1 5 2 

(CTHXOTBopeHHa, 1924) 

H B3Jj;parHBaK) OT xojio.ua — 
MHe xo^eTca OHeMeTb! 
A B Hede TaHnyeT 30JIOTO — 
npHKa3HBaei MHe n e i b . 1 5 ^ 

(KaMeHb, 1 9 1 2 . ) 

152 0 . MaHJj,ejibmTaM, " H e i , HHKor.ua HHqefi a He dbui 
COBpeMeHHHK", d p . 113. 

153 0 . MaHjjejibniTaM, "H B3JjparHBaio OT xojiofla — " , 
c i p . 1 6 . 

http://xojio.ua
http://HHKor.ua
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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 
153a 

in the poet's rejection of contemporaneity — he does not 

wish to be identified with his troubled times. In 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 realities while, at other times, urges him to live 

this earthly life 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 

'classical* 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, is 

contained in the material, similarly he envisions Eternity 

contained in time, in contemporaneity. 

153a cf. the author's desperate cry in The Egyptian Stamp; 
"Lord! 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: 

PO,HCTBO c aHTĤ iHofi no33Hefi HaMeqaeica ysce B "KaMHe", 
jjocTHraeT pacn,Beia B "Tristia" H jjanee He noKHjj,aei 
H03 3HH MaHjjejibniTaMa ao caMoro ee norpyaceHHa B "jieieficKyio 
cTyxy" 3aMaji^HBaHHa. yace npH nepBOM BHHMaiejibHOM MTCHHH 
aCHO, *ITO 3TO CXO.H.CTBO OdyCJIOBJieHO OTHIOflb He TOJIbKO 
co^epacaHHeM H jieKCHKofi, m o CBoe O C H O B H O 6 nnpaaceHne OHO 1 _ 
HaXOJJHT B pHTMHKe H 3By^aHHH CTHXa. X 

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 HpHHa ByniMaH, "IIosTHqecKoe HCKyccTBO MaHJjejib-
mTaMa", HHdHTyT no H3ŷ eHHio CCCP, MroHxeH, 1964, cip. 35-36. 
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quantitative element. In his article, "Notes on Chenler", 

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

vital component of the alexandrine: 

AjieKCaHflpHfiCKHfi CTHX BOCXOjptT K aHTH$OHy, TO 6CTB K 
nepeKjunnce xopa , pa3^ejieHHoro Ha jjBe nojioBHHH, p a c -
nojiaraiomHe oĵ HaKOBHM BpeMeHeM jjjia H3'aBJieHHa cBoefi BOJIH. 
. . . BpeMS — qncTaa H HenpHKpameHHaa cydCTaHn.Ha 
ajieKcaH^pHfiiia. Pacnpe#ejieHHe BpeMeHH no acejiodaM rjiarojua, 
eymecTBHTejibHoro H snHTeia cociaBjiaeT aBTOHOMHyio BHyTpeHHK>ro 
acH3Hb ajieKcaHflpHficKoro d H x a , peryjinpyeT ero jnaxaHHe, ero 
HanpaaceHHOcib H HacnmeHHocTb. 155 

The above l i n e s suppor t h i s c o n t e n t i o n t h a t t h e a l e x a n d r i n e harks 

back t o a n c i e n t a n t i p h o n i c or r e s p o n s i v e s i n g i n g of the cho rus . 

This q u a n t i t a t i v e a s p e c t f i g u r e s l a r g e l y i n h i s own v e r s e : 

E d b HBOjirH B jiecax, / H rjiacHnx jjojiroia 
B TOHH^ecKHx d H x a x / e^HCTBeHHaa Mepa. 
Ho TOJIBKO pa3 B rojry / dHBaeT pasjiHTa 
B npHpofle fljiHTejibHOdb, /KaK B MeipHKe ToMepa. 

KaK da D;e3ypoio / 3HaeT 3TOT jjeHb: 
yace c y i p a noKofi // H TpyjjHHe JJJIHHHOTH; 
BOJIH Ha n a d d z m e , / H 30JioTaa jieHb . e g 
H3 TpociHHKa H3Bjie*iB / doraTdBO uejiofi HOTH. 

Here t h e c a e s u r a a c t s as a b r ak ing dev i ce *' by means of which t h e 

poe t o b t a i n s t h e rhythmic grouping b e s t s u i t e d t o h i s p a r t i c u l a r 

155 "3aMeTKH 0 lIIeHbe", CodpaHHe coqHHeHHfi, T . 2 , c i p . 
337 . 

156 "ECTB HBOjirH B j iecax, H rjiacHbix jjojiroTa", TaM ace, 
T . 1 , d p , 38 . 

157 P a r t i c u l a r l y in the f i r s t two l i n e s , where the 
hemistichs are rhymed. This use of i n t e r n a l rhyme strengthens 
the caesura s i g n i f i c a n t l y . (In t h i s poem, the day "yawns l ike a 
caesura" — the long notes of the shepherd 's reed and the o r i o l e s ' 
song, and the length of vowels in ton ic v e r s i f i c a t i o n — the day 's 
lazy tempo i s reminiscent of the slow, measured movement of the 
q u a n t i t a t i v e Homeric hexameter). (See V. Ter ras , op. c i t . , p . 258). 
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purpose — in this 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 diminishedi 

0 BecejiHM pataHHeM nacyica TadyHH, 
H pHMCKofi pacaB̂ HHofi OKpacHjiacb aojiHHa; 
Cyxoe 30JIOTO KjiaccH^ecKofi BecHH 
yHOCHT BpeMeHH npo3paqHaa dpeMHHHa. 158 

( KaMeHb, 1915. ) 

u - uu u — 
U _ I U — I U U || u -1 u u j u - I u 
u —j u - | y 0| |u- |uu|u— 
u _ | u ~ | u U || U — j u uju—I o 

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 BecejiHM pacaHHeM nacyica TadyHH,", CodpaHHe 
coqHHeHKfi, i. 1, cip. 49. 

158a Competent critics, among them, Tynyanov and 
Mochul'sky, have remarked on the 'ancient' quality of Mandel'­
shtam's poetry. (V. Terras, ££. clt., p. 264-265). Ryszard 
Pratoylski. in his "Arkadia Osipa Mandelsztama", Slavia orientalig. 
XIII (p. 253) remarked on this poet's return to £ne ancient molpg or 
musicality of poetry. SL~ 
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rhythmics, and it is this isochronism, particularly, which 

gives 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: rj, -^ 
. . |. nacyica TadyHH | 

^ — s - — ^ **—'''* , (temporally 
. . |." OKpacHJiacb AOJiHHa; 1 e q u i v a l e n t u n i t s ) 

U u U — u 

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'^ 

is very reminiscent of antique thematics: 

CecTpH — TaacecTb H HeacHOdb — ojjHHaKOBH BamH npHMeTH. 
MeayHHUbi H OCH Taxejiyro p03y cocyT. 

(KoKTedejib, 1920.) 
— ul—UU !—U||U U — |UU —|uu —| U 
uu —luu — I u II <j —I u u —lu U — 

159 "CecTpn — TaacecTb H HeacHOdb — ô HHaKOBH BamH 
npHMeTH", TaM ace, d p . 76 . 
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These two lines, excerpted from a poem written in a basic 

anapaestic 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 constitutes an 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 achieves unusual results through grafting onto 

the wilding of the 'dol'nlk' his own native metrical system of 

versification. Indded, 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 nos3HH pa3pymaioTca rpaHH HanHOHajibHoro, H CTHXHH 
oflHoro a3HKa nepeKJiHKaeica c apyrofi qepe3 TOJIOBH npocipaHCTBa 
H BpeMeHH, Hdo Bee a3HKH CBa3aHH dpaiCKHM CO1030M, yTBepscflaw-
sjHMca Ha CBOdo^e H jjOMamHOCTH Kaac^oro, H BHyipH dTofi CBodo^H 
dpaiCKH po,RCTBeHHH H no-flOManiHeMy ayKaKTca. 1° 

160 HpHHa BymMaH, TaM ace, d p . 40. 
161 0. MaHJjejibiHTaM, "3aMeTKH o IfleHbe", CodpaHHe cogHHeHHfi, 

T. 2, dp. 342. 
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Of the traditional classical metres in Mandel'shtam's 

prosodic treatment, it is the iambic which occupies first 

place. His iambics, however, were often modulated: for him, 

the pure, clear-cut iambic was too loud and resounding ill-

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 Russian verse)j 

Kâ aioT maTKHfi "MHP" cMyibaHH, 1 6 2 

U-| U — I U — U — I u 
OTpaBJieH xjied H B03jryx BHnHT. ^& 

U - | u - J U — I U — I U 
I n combina t ion w i th r e g u l a r f o u r - f o o t l i n e s , t h e e x t r a un­

s t r e s s e d s y l l a b l e no t only o f f e r ed v a r i e t y but a l s o moderated 
164a 

t h e pace of t h e movement: 

KaK TeHb BHesanHHX odjiaKOB, 
MopcKaa r o c i b a HajieTejia 
H, npocKOJib3HyB, npomejiedejia 
CMymeHKbix MHMO deperoB. I 6 4 

U - l u - I u u I u — I 
U — I U — I u u I u — I u 
u u | u ~ l u u i u - l u 
u - l u - | u u l u - i 

162 0 . MaHJjejibfflTaM, "0 STOT BOSJTVX, cMymofi nbaHHfi", 
CodpaHHe co^HHeHHfi, T . 1, d p . 76 . 

163 "OTpaBJieH xjied H Bosjryx BHHHT", TaM ace, d p . 34. 

164 "KaK TeHb BHesanmax odjiaKOB", TaM ace, c i p . 10. 

164a I t should be n o t e d , however, t h a t t h e r e i s no r e a l 
agreement among p r o s o d i s t s as t o t h e v a l i d i t y of ' f e e t ' a s rhythmic 
u n i t s i n Russ ian p o e t r y . (James B a i l e y , i n h i s a r t i c l e , "The Bas ic 
S t r u c t u r a l C h a r a c t e r i s t i c s of Russ ian L i t e r a r y Meters ' ' (Jakobson-
F e s t s c h r i f t , 1968, p . 17-34) s t r e s s e s t h e p e r s i s t e n c e of t he doJJjiik_ 
i n Russ ian v e r s e , a l o n g s i d e t h e c l a s s i c a l m e t e r s ) . 
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Another dev ice employed by Mandel 'shtam t o o b t a i n a 

s low-measured s o n o r i t y was t h a t of t h e c a e s u r a . His s i x - f o o t 

i a m b i c s , c o n s t i t u t i n g almost i d e a l Alexandr ine v e r s e , show a 

s t a b l e c e n t r e c a e s u r a which a t once e n r i c h e s t h e s imple r p a t t e r n 

of t h e m e t r e , and a t t h e same t ime ho lds t h e r e g u l a r l y r e c u r r i n g 

b e a t of t h e f o o t from m o n o l i t h i c c o n t r o l of t h e movement of t h e 

l i n e : 

Jlajjba BoapjmH&si// H Ma^Ta-Hefldpora, * 6 5 

BOJIH Ha nacidHme,// H 30JioTaa jieHb 

^ ^ // 167 
fl B PHMe poJ5HJica,# H OH KO MHe BepHyjicaj 

lyMejia MejibHHua,/^ H B necHax yparaHa 1 6 8 

npospa^Haa 3Be3Jja,̂ dJiyac,B,aioifl[HH oroHb, 169 

fl B xopoBOJj TeHefi,)/ TonTaBmHX HeacHHfi Jiyr, 

Etpapofla — TOT ace P H M , ^ H , Kaaceica, ona ib 
HaM He3atieM doroB // HanpacHO decnoKOHTb: 
E d b BHyTpeHHOdH acepTB, / ^ T o d o BOHHe ra^aTb, ^^ 
PadH, HTOdH MOJUiaTb, // H BaMHH, ÎTOdH CTpOHTb! 

165 "AaMHpajiieficTBO", TaM ace, d p . 29 . 
166 " E C I B HBOjirH B Jiecax, H rjiacHux jjojiroTa", CTp. 38 . 
167 "C BecejiHM pacaHHeM nacy ica TadyHH", d p . 50. 
168 "B TOT Be^ep He ryaeji dpejibqaTHfi jiec o p r a H a " , d p . 6 7 . 

169 "Ha dpamHofi BHCde dJiyac#aiom.HH oroHb," , d p . 70. 

170 "H B XOPOBOJJ; TeHefi, ToniaBHiHx HeacHHfi Jiyr", d p . 90. 
171 " npnpojja — TOT ace PHM O dpa3HJiacb B HeM.", c i p . 40. 
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We find the caesura not only in Mandel'shtam's six-

foot iambics but constantly in five-foot lines, and occasion­

ally in four-foot iambics (where it may appear in one line, but 

not necessarily in another): 

Six-foot lines: 

Ky.ua njiHBeie BH? / Kor.ua 6u He EjieHa, 
HTO Tpoa BaM oflHa, /axeficKHe Myacn? 172 

F i v e - f o o t l i n e s : 

Ho a do»cb, / *ITO paHbme Bcex yMpei 

3Be3Jj,a c 3Be3Ji;ofi / —• Moryrafi CTHK, 

KBapTHpa iHxa, //KaK dyMara —— 

F o u r - f o o t l i n e s : 

173 

174 

175 

176 0 3 TOT B03Jryx, II cMyioft nbannfi 
U _ / KJ - / + {J _ u / — u 

(caesura facilitated by insertion of extra syllable) 
177 

Ha TiepHofi njioma,nH KpeMjia! 

(no c a e s u r a ) 

The t r o c h e e , ano the r c l a s s i c a l metre employed by Osip 

Mandel ' sh tam, o f t en appears i n f i v e - f o o t l i n e s , a long wi th a 

172 "EeccoHHHn,a. ToMep. Tyrae napyca!1, c i p . 4 8 . 

173 "OT JierKofi acH3HH MH comjiH c yMa", d p . 2 7 . 

174 "3Be3fla c 3Be3Jiofi — Mory^mfi CTHK", d p . 107, 

175 "KBapTHpa THxa, KaK dyMara", cTp. 182. 

176 "0 3T0T B03Jryx, CMyiofi nbaHHfi", d p . 76 . 

177 TaM x e . 

http://Ky.ua
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c a e s u r a : 

0dpa3 TBOfi, / MyqHTejIBHHH H 3HdKHH, 

Boacbe HMa, // KaK dojibmaa nTHn,a, 1 ' ° 

However, i n f o u r - f o o t t r o c h a i c v e r s e (as i n t h e f o u r - f o o t 

iambic) t h e c a e s u r a i s much l e s s s t a b l e : 

MoaceT, /MHe Bcero sopoace 
b u t : HanpaaceHHO jjjuneT rpyjjb . . . l ' y 

While the rhythmic pattern in ternary verse is usually 

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 

iambic, and in the case of the dactyl, by the trochee, and in 

both, by unaccented tribrachs: 

Regular .BjaKaa KomKa — apMaHCKaa pê ib — 
dactyl: 

—-uu| — u u|— u u | — 
181 

Dac tv l ^ B a s t H O C T ; b I 0 rjiynofi, HacynHBBiHCb, B MHTpe dodpoBofi 
and t r o c h e e : u U | _ (J U | — U U I — U U I — U 

C MHPOM Ji;epacaBHHM a dHji jonnb peda^iecKH cb\H3aH, .go 
ycipnn, doajica H Ha rBapjtefiqeB CMOTpeji HcnoflJiodba. 

— u u | — U' u I — u u I— u u I— u 

u u l - u l ! £ } i y I— u u u u u l - u 
(unaccented tribrach) 

178 "Odpas TBOH, MyqHTejibHHfi H 3HdKHfi", TaM ace, c i p . 17-18. 

179 "JlymHHfi cyMpaK KpoeT jioace", d p . 1 1 . 

180 "flHKaa KomKa —apMaHCKaa p e ^ b " , c i p . 142. 

181 "C MHPOM êpacaBHHM a dnji jramb pedatiecKH CBa3aH", 
d p . 145 . 

182 TaM ace. 
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The amphibrach i n Mande l ' sh tam 's v e r s e , however, 

shows more r e g u l a r i t y : 

"MopoaceHHo!" CojiHne. Bo3jrymHHfi dHCKBHT. 
npo3paqHHfi ciaKaH c jieaaHOK) BOJJOIO. 
H B MHp moKOjia.ua c pyMaHoft 3ape». 
B MOJio^HHe AJibnn Me^TaHbe jieTHT.183 

U — U | U - U | U — U | U -

U — KJ I U — VJ I \J — U | U — \j 

u - u I u - u I U — U | U — u 
\J — u I u - u l u — u I u — 

It should be noted that the 'logaoed', or combination 

of binary and ternary metres, did not represent an innovation 

on the part of Mandel'shtam. Imitations of antique 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.l83a 

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. MaHsejibnuaM, "MopoaceHHo!", TaM see, dp. 39. 
183a B. 0. Unbegaun, Russian Versification, Oxford at 

the Clarendon Press, 1966, p. 88-89. 

http://moKOjia.ua


MANDEL'SHTAM'S HELLENISM AS 74 
MANIFESTED IN HIS POETIC STYLE 

had the effect of enriching the verse considerably.18^ 

Metrically speaking, his verse began to disappear 

altogether, with lines of very different lengths making their 

appearance, along with an increasingly unstable number of stresses, 

This free verse, or "rhythmic prose" of Mandel'shtam's, is well 

illustrated in the following example: 

TaK, 
HamejniiHH noflKOBy 
CjryBaeT c Hee nnjib 
H padHpaeT ee mepcTbio, noKa OHa He 3adjiedHT, 
Tor.ua 
OH BemaeT ee Ha nopore, 
^Todn OHa oTfloxHyjia, 
H dojibme yac eft He npH^eica BHceKaTb HCKPH H3 KpeMHa. B ^ 

\J — v̂> KJ — <o 
KJ W \J 

W ^J KJ — \JU 'oJ KJ — \J — KJ W <J — 

W — 
KJ — %j \̂ / V_> — S_> W — \J 
— KJ *±j — O O — V^ 
Ĵ V ^ s ^ K_J ^j \J \J \U — KJ <J ^ 

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, 0 cheshskom stikhe preimushchestvenno 
v sopostaylenli s russkim, Providence, Brown Univ.Press, 1969, xvi, 
" 185 "HamejnnHfi nbjucoBy", TaM ace, d p . 106. 

http://Tor.ua
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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 ('3ayMb'), and 'obsessive' phonic 

repetition (' aKycTHKa'). 
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 
•I Ory 

of its recitation. As 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: 
OflHH 

Ha MOHeTax H30dpaacaBT jibBa, 
flpyrne — 

rojiOBy; 
Pa3H00dpa3Hne MeflHHe, 30JiOTHe H dpoH30Bne jienemKH 
C ojjHHaKoaofi no^ecTbio jieacaT B 3eMjie. 
BeK, npodya HX neperpH3Tb, oiTHCHyji Ha HHX CBOH sydH. 
BpeMH cpe3aeT MeHa, KaK MOHeTy, 1f i f i 

H MHe yac He x s a i a e i Mena caMoro. ( MocKBa, 1923.) 

186 "HameflfflHfi noflKOBy", TaM ace, d p . 106. 

186a A marked word autonomy i s a l s o c h a r a c t e r i s t i c of 
Mayakovsky's v e r s e (See Roman Jakobson, 0 cheshskom s t i k h e 
pre imushches tvenno v s o p o s t a v l e n i i s ru s sk im, P rov idence , Brown 
Univ. P r e s s , 1969) . 

187 (See f o o t n o t e on nex t p a g e ) . 
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From the foregoing, we see how meticulously Mandel'shtam 
T ft"7 

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 and 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 pertaining 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, 
187a 

under this apparently casual indifference to rhyme there is a system: 
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 phonic 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. BymMaH, TaM ace, cip. 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, MaaTHHK jrym cipor, a 
KemaeTca, rjiyx, npaM, b 
H dpacTHO CTyiHT poK igQ a 
B 3anpeTHyio jjBepb K HaM . . . b 

It is sometimes an encircling rhyme: 

3syK odopoacHHH H rjiyxofi a 
njiofla, copBaBmeroca c jjpeBa, b 
CpeaH HeMOJî Horo HaneBa .g9 b 
TjiydoKofi THEIHHH jiecHofi . . . a 

Only rarely does he employ the scheme of rhyming pairs: 

3anesaTJieeica Ha HeM y3op, a 
Hey3HaBaeMHfi c HejjaBHHX nop. a (two-line 
„ i, stanzas) 
IlycKafi MrHOBeHHa cieKaeT MyTb — . b 
y3opa MHjioro He 3a*iepKHyTb. i y u b 

188 0. MaHflejibniTaM, "CeroflHa flypHofi aeHb", dp. 14. 

189 "3ByK OCTOPOSHHM H rjiyxofi", cip. 3. 

190 "J3,aHO MHe Tejio — ^TO MHe jjejiaTb c HHM", dp. 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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HH O ^eM He nyacHO r o B o p H T b , a 

HnxieMy He cjiejryeT yqHTb, a ( q u a t r a i n ) 
H neqajibHa TaK H xopoma b 
TeMHaa 3BepHHaa ayma: 1 9 1 b 

Usua l ly i n h i s q u a t r a i n s t h e r e i s an a l t e r n a t i o n of 

mascu l ine and feminine rhymes: 

JiymHHfi cyMpaK Kpoei jioace, (acencKaa pH$Ma) 
HanpaaceHHO jnjmeT rpyjjb . . . (Myaccicaa pnc^Ma) 
MoaceT, MHe Bcero flopoace ^92 (aceHCKaa pn$Ma) 
ToHKHfi Kpeci H TafiHHH nyTb. (MyaccKaa pH$Ma) 

More r a r e l y , we observe mascu l ine rhymes th roughou t : 

CeroflHa jrypHofi fleHb, 
Ky3He^HK0B XOp CHHT 
H cyMpa^HHX CKaji cenb ^93 
Mpa^Hefi rpodoBHX njiHT. 

Pure ly feminine rhymes a r e much more i n f r e q u e n t : 

fl Ha nporyjiKe noxopoHH BCipeTHji 
BJIH3 npoTedaHTCKofi KHPKH, B BOCKpeceHbe. 
PacceaHHHfi npoxoacHfi, a 3aMeTHji ^ . 
Tex npnxoacaH cypoBoe BOJiHeHbe. 

Mandel'shtam did not always employ consonantal 

rhymes. Rhymes s i m i l a r t o t h e undernoted a r e o f t e n i n ev idence : 

rjia,n;ejia - OKaMeHejia 

T6MH0 - OHO 

MH - TbMH 

ypofl - Hap_pj, 

1 9 1 " H H O qeM He HyacHO r o B o p H T b " , d p . 7 . 

192 "ftrfflHHfi cyMpaK KpoeT jioace", d p , 1 1 . 

193 "CeroflHa aypHofi aeHb", d p . 13. 
194 "JlKTepaHHH", d p . 22. 



MANDEL'SHTAM'S HELLENISM AS 79 
MANIFESTED IN HIS POETIC STYLE 

195 
Many of his rhymes are merely grammatical: 

noioT - 0T#aroT 

oca3a_Tb - cKa3aTb 

3aMeiHfflb - oTBeiHmb 

I n h i s l a t e r poems t h e l i n e e n d i n g s a r e o f t e n 

i m p e r f e c t l y rhymed , and t h e unrhymed v e r s e l ine(de j iHf i CTHX) 

makes i t s a p p e a r a n c e : 

HejiOBe^ecKHe r y d n , 
KOTOPHM dojibme Heqero CKa3a ib , 

CoxpaHaioT $opMy nocjieflHero CKa3aHHoro cjiOBa, 
H B pyKe o d a e i c a om.ym.eHHe TaacecTH, 
XOTa KyBDIHH 

HanojiOBHHy pacnjieKajica, 
noKa e r o HecjiH JJ.OMOH. 

195 A c c o r d i n g t o an a c c o u n t by G. Adamovich, ("HecKOJibKO 
(CJIOB o MaHJjejibinTaMe", Bo3jrymHHe nyTH, AjibMaHax 2 , d p . 9 4 . ) 

t h e p o e t S . S s e n i n i s p u r p o r t e d t o have s h o u t e d a t a p o e t r y 
r e a d i n g g i v e n by M a n d e l ' s h t a m i n Moscow: " B H He n o s T , y Bac 
rjiarojibHHe PHCJJMH!" 

196 0 . MaH^ejibmiaM, "Hameflmnfi no^KOBy", d p . 1 0 6 . 

http://om.ym.eHHe
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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 

197 of the eighteenth century and at the beginning of the nineteenth. 

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 

obtained 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 role and provided a syntactical rhythm internally, 

a s w e l l a s a t t h e end of t h e l i n e s : 

HeacHee HeacHoro 

Bejiee d e j i o r o ^ 9 8 

Hafl rHofiHofi KHHroK, Hajj, rjiHHofi floporofi 

B orpoMHOjS Kp_MHaie Ha,n xjejpHojs HeBOji, 

201 
JIajieKO B majiame r o j i o c a . . . 

197 B . 0 . Unbegaun, R u s s i a n V e r s i f i c a t i o n , p . 1 5 2 . 
198 0 . MaHj];ejibmTaM, "HeacHee HeacHoro", TaM ace, d p . 4 . 

199 "JIasypb && rjiHHa, rjiHHa ,na J i a 3 y p b , " d p . 1 4 1 . 

200 "CojiOMHHKa", d p . 5 9 . 

201 "3oj iOTHdoro Mesa d p y a H3 dyTtuiKH TeKJia", d p . 6 4 . 
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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: 

CMyTHO-flHmamHMH JIHCTbaMH 
HepHHfi Be iep mejiecTHT 
H Tpenemvm.aa j i a d o ^ K a 
B TeMHOM Hede Kpyr H e P T H T » 

3a rpeMyqyio flodjiedb rpajrymHx BCKOB, 

]3a BH£OKoe njieMa jnojjefi 
H jiHmHjica H qamn Ha mipe OTUOB, 

H Be£ejiba H *iecTH £BOefi 

y^ieHHfi njiamHK nep^HT 3Jioda, 

A ^en^HK tiepHHM KpaCOBHT. 

203 

KjieBemeT acep^o^Ka H njiaHKa, 
KjneBemeT KjieiKa coTHefi cmin. 204 

From the sampling presented in this section devoted 

to the rhyming system of Mandel'shtam, we may readily discern 

a conscious striving toward a fullness of sound-patterns through 

the conventional rhyme-schemes as well as through internal vowel 

modulation and consonance. Through melody Mandel'shtam still 

204a further enforced the antique effects of his poetry. 

202 "CMyTHO-flHmamHMH jiHdbaMH", TaM ace, cip. 14. 

203 "3a rpeMyqyio flodjiedb rpajrymnx B6K0B", dp. 148. 

204 "Kor.ua meroji B Boŝ ymHofi c,n,ode", d p . 219 - 220. 

204a Hegel stressed that the musical factor of rhyme 
recompensed modern poetry for the loss of the ancient quantity. 

http://Kor.ua
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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 abstract, rather 

than active and concrete. 

flano MHe Tejio — *ITO MHe aejiaib c HHM, 2 0 5 

H dHp»30Baa Byajib 2 Q 6 

HedpeatHO dpomeHa Ha dyjie. 

KaK paKOBHHa de3 aceM̂ ystHH, 
H BHdpomeH Ha deper TBOS. 

OKpyacena BHCOKHMH xojiMaMH, 

A CMepTHHM BJ iadb flaHa JIIOdHTb H 

We s e e many v e r b s employed i n t h e i n f i n i t i v e form: 

TojibKO fleicKHe KHHTH *n*TaTb, 
TojibKO ^eTCKHe JJVMH J i e j i ea tb , 
Bee dojibmoe flajieKO p a 3 B e a i b , 
H3 rjiydoKofi ne^iajin B o c c i a i t . 

205 "J3,aHO MHe Tejio — H T O MHe j je j ia ib c H H M , " , d p . 6» 
206 ""Me^jiHTejibHee CHeacHHfi y j i e f i , " , d p . 8 . 
207 ""PaKOBHHa", d p . 1 5 . 
2 0 8 "$eoj jocHa", d p . 7 9 . 
209 "H CJIOBO no3adnj i , q i o a xo i e j i cKa3aTb" , d p . 8 1 . 
210 "TojibKO jjeTCKHe KHHrH qHTaTb", d p . 3 . 

207 

208 

209 y3HaBaTb. 



MANDEL'SHTAM'S HELLENISM AS 83 
MANIFESTED IN HIS POETIC STYLE 

The verb appears frequently in participial forms: 

H THXHfi 3ByK 
HeyHHBaiomHX 
Pexiefi", 2 1 1 

HeyTOMHMHfi MaaiHHK Kanaeica 2 ^ 2 

MejibKa»fflHfi Ha BHitBennHX jiHdBax, 

Verbs appear i n t h e i n t e r r o g a t i v e , i m p e r a t i v e and 

s u b j u n c t i v e forms, r a t h e r t han i n t h e d i r e c t i n d i c a t i v e mood: 

214 HTO MHe .geaaTb c nTHn,efi paHeHofi? 

Eyflbie TaK ji»de3HH, pasMenafiie — 

TojibKO MHe dyMaxeK He j jasafi ie, — 2 1 5 

KaKaa JIHHHH Morjia dn nepeaa ib 2:*-6 

0 ecjiH <§», BepHyib H 3pa^nx najibueB CIHJJ;, ^ 

The element of action in the verb is weakened, not 

only grammatically, but through other means. As I. Bushman 

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

211 "HeacHee HeacHoro", TaM ace, cip. 4. 

212 "Korjj;a yjjap c y^apaMH Bdpe^aeTca", d p . 8. 

213 "nemexofl", d p . 18. 

214 "CKyjjHHfi jiy*i XOJIOJJHOH Mepo»", d p . 1 2 . 

215 "3ojnoTofi", c i p . 2 1 . 

216 "B xpycTajibHOM OMyie KaKaa KpyTH3Ha!", c i p . 7 5 . 

217 "fl CJIOBO no3adHJi, *ITO a xo ie j i c K a 3 a i b " , d p . 8 1 . 
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p i Q 

p e r c e p t i o n , f a r more f r e q u e n t l y than a c t i o n v e r b s : 

fl qyBoiByK HenodejjHMHfi c ipax 219 

Ho a joodJiio Ha jnoHax Ka3HH0, 

JbodjiiQ cjiejoiTb 3a ^afiKoro KpHJiaiofi! 2 2 ^ 

221 
fl TaK H 3Haji, KTO 3^ecb npHcyTCTBOBaji He3pHMo: 

MH doHMca, MH He CMeeM 
Topio n.apcKOMy noMO^b. 2 2 2 

fl He 3Haio, c KaKHx nop 

223 
fl xoTeji 6u HH o *ieM . . . 

Impersonal ve rbs a l s o p r e s e n t ano the r means of evas ion 

of a c t i o n : 
224 MHe xoqeTca oHeMeib! 

y»ce cBeTJio, 225 

KaK TpygHO paHH BpaqeBaibl 

227 
HaM He3a^eM doroB HanpacHo decnoKOHTb: 

218 Ho BymMaH, xau ace, d p . 51, 
219 Oo MaHflejibimaM, TaM ace, d p . 18, "nemexofl" . 

220 "Ka3HH0M, cip. 19. 

221 "MH HanpaaceHHoro MOjmaHba He BHHOCHM —", d p . 29. 

222 "KaK 9THX noKpHBaji H 9Toro ydopa", d p . 55. 

223 "fl He 3Ha», c KaKHX nop", d p . 99. 

224 "fl B3,nparHBaKi OT xojiofla — " , c i p . 16 . 
825 "dapHK", c i p . 24 . 
£26 "OTpaBJieH xjied H B03J*yx BHI IHT." , C T P . 34 . 

227 "npHpo^a — TOT ace PHM H dpa3HJiacb B HeM", 
c i p . 40 . 
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I n one of h i s poems t h e r e e x i s t s a complete s t a n z a 

wi thou t any ve rb whatsoever : 

HeacHee HeacHoro 
JIHH,O TBoe, 
Bejiee dejioro 
iBoa pyKa, 
OT MHpa itejioro 
TH Aaj ieKa, 
H Bee TBoe — 
OT HeH3deacHoro. 228 

I t should be observed t h a t i n Mande l ' sh tam ' s l a t e r 

p o e t r y t h e verb- forms assume a r&le of i n c r e a s i n g importance 

and become more dynamic: 

OH jHpHacHpoBaji KaBKa3CKHMH ropaMH 
H Mamy^H Bdynaji" Ha TecHHx AJIBH iponn , 
H Q3HpaioqHCb, nyrjiHBHMH maraMH 
Ulejn ^epe3 pa3roBop dec^racjieHHofi TOJinn, — 

JfeHb dymesaji, KaK fleHb dymyei. 

3amyMejia, 3a,npoacajia, 231 

The nouns used by Mandel 'shtam c o n s t i t u t e t h e ch ie f 

means of imagery. As we l l as n o u n - t h i n g s , we f ind a g r e a t 

many nouns deno t ing a c t i v i t y , s t a t e , c o n d i t i o n , q u a l i t y , and 

o t h e r a b s t r a c t meanings: 

228 "HeacHee HeacHoro", TaM ace, d p . 4 . 

229 "A. BejiOMy", d p . 193 . 

230 'TpH$ejibHaa o,na", d p . 108. (The verbum f i n i t u m i s 
p a r t i c u l a r l y dominant i n t h i s poem). 
231 "3amyMejia, 3ajtpoacajia", d p . 175. 
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B C03HaHHH MHHyTHOfi CHJIH, 
B 3adBeHHH ne^ajibHofi CMepTH. 

HajteHbe —HeH3MeHHHfi cnyTHHK c i p a x a , 

H caMHfi d p a x e c i b qyBCTBO nydOTH. 2 " 

XpaHa MQjpiaHbe H npHjunibe, 2 ^ 4 

Cyxoe 3OJIOTO KJiaccn^tecKofi BecHH 
ynocHT BpeMeHH npo3pa*iHaa cipeMHHHa. 2 3 5 

The a d j e c t i v e , a l s o , p l ays a s i g n i f i c a n t r o l e . 

I t e x i s t s i n g r e a t v a r i e t y , from t h e most commonplace: 

"3anaj.HHft Be iep" , "cojiHije acejuoe", "0 najibiua rndKHe", 

"orpoMHHfi napyc" , "Tpg CKaMefiKH", "acecTQKaa 3HMa", "B TeMHofi 

HO^IH", "Ha fljiHHHofi najiKe", "dejmfi, dejmfi CHer", "oceHHHfi 

cyMpaK", "jierKHfi JJHM" , H.T.JD;. 

t o t h e most e x t r a o r d i n a r y and unexpected e p i t h e t s : 

fl 6jiyx,naji B nrpyme^Hofi tiame 
037 

HcyMacmejj;mHx cxaji KOJno^He codopn 

CJDOJjaHofi nepenoH^iaTHfi j iec . 2 3 8 
239 

Pa30pBaHHHfi, CKpHnH^HHfi BO3AyX OJIHT. 
IIpo3paqHaa BecHa2^9a 

232 "Ha djieflHO-rojiydofi oMajra", c i p . 5 . 

233 ""najjeHbe — HeH3MeHHHfi cnyTHHK d p a x a , " , c i p . 19 . 

234 "AddaT", d p . 4 6 . 
235 "C BecejiHM pacaHHeM nacy ica TadyHH", d p . 4 9 . 
236 "OTtiero jryma iaK neBy^a", d p . 1 5 . 
237 "B xpyciajibHOM OMyie KaKaa KpyTH3Ha!", c i p . 75. 

238 "Beiep HaM yiemenbe npHHec", c i p . 1 0 1 . 
239 "KoimepT Ha BOK3ajie", c i p . 9 5 . 
239a "MHe XOJIO^HO. IIpo3paqHaa BecHa", d p . 6 1 . 
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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 his 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 is not simple ornamentation which 

strikes the reader, but a sense of the genuine emotion 

underlying each lyrict 

O d a H b c a neHofi, AcJipoflHTa, 
H CJIOBO B My3HKy BepHHCb, 
H cep jwe cepjjna ydHf lHcb , 2 4 Q 
C nepBOOCHOBOfi XH3HH CJIHTO ! 

Note the tautness of restrained feeling in the 

poet's address to Cassandra: 

fl He HCKaji B n.BeTym,He MrHOBeHba 
TBOHX, KaccaHJjpa, r y d , TBOHX, KaccaHJjpa, r j i a 3 , 
Ho B fleKadpe — TopacedBeHHoe djoteHbe — 
BocnoMHHaHbe Mŷ iHT H a d 

H B aeKadpe ceMHajmaToro roj ja 
Bee noTepajiH MH, jnoda: 
OJJHH orpadJieH BOJieio Hapojja, 2 4 1 
jTj>yrofi orpadHji caM ceda . . . l 

^eKadpb 1917. 

His poetry is pervaded by a keen historical and 

240 "Silentium", TaM ace, d p . 9. 

241 "KaccaHJjpe", cip. 67. 
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u n i v e r s a l g r i e f : 

BorHHa Mopa, rpo3Haa A$HHa, 
OHHMH Mory^Mifi KaMeHHHfi mejiOM. 
B Heiponojie npo3pa^HOM MH yMpeM, p . p 
3,necb itapcTByemb He TH, a npo3epnHHa. * 

1 9 1 6 . 

Much of h i s vocabu la ry evokes v i s i o n s of a n t i q u i t y , 

and t h e s e words c o n s t i t u t e i n themselves i n t e g r a l s t r u c t u r a l 

u n i t s which a c t i n an a u x i l i a r y c a p a c i t y t o t h e l e a d i n g mot i f s 

of h i s p o e t r y . A sampling of some of t h e s e words i n con tex t 

r e v e a l s t h e p o e t ' s deployment of t h e s e ' b u i l d i n g - s t o n e s ' i n 

t h e a r t i s t i c s t r u c t u r i n g of h i s p o e t r y : 

3ojiOToe pyHO, rj;e ace TH, 30JioToe pyHO? 
Bcx> jjopory myMejiH MopcKHe Taacejme BOJIHH 

H noKHHyB Kopadjib, HaipyflHBmHfi B Mopax HOJIOIHO, 243 
OflHccefi B03BpaTHjica, npocipaHCTBOM H BpeMeHeM nojiHHfi. 

HepacToponHa ^epenaxa-jrapa, 
EflBa-ejjBa decnajiaa noji3eT, 
JleacHT cede Ha cojiHHmKe Simpa, 
THXOHBKQ rpea 30JioTofi XHBQI . 

C po3QBofi neHofi yc ia j iodH y Marnx ryd 
flpOCTHO BOJIHH 3ejieHH6 poeT dHK, 
$apKaeT, rpedjm He juodHT — aceHOJiiod, 
Homa xpedTy HenpHBH^Ha, H Tpyjj BejiHK. 

242 "B IleTponojie npo3pa*iHOM MH yMpeM", TaM ace, c i p . 6 1 . 

243 "3ojiOTHCToro Me.ua c ipya H3 dyTbuiKH TeKjia", d p . 64. 

244 "Ha KaMeHHHX oiporax naepHH", dp. 74. 

245 "C p03OB0fi neHofi yc ia j iodH y MarKHx r y d " , d p . 97 . 

http://Me.ua
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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 rhythmic-syntactic structuring of his 

stanzas produces a uniformity in the intonational movement, that 

is, in the melodies 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 

246 substance of his poetry . . . " 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: 

B03BMH Ha paflOCTb H3 MOHX JiaflOHefi 
HeMHoro cojiHn,a H HeMHoro Me.ua, 
KaK HaM BejiejiH nqejiH nepce$OHH. 

He OTBa3aTb HenpHKpenjieHHofi JIOJJKH, 
He ycjnjxaTb B Mexa odyiofi TeHH, 
He npeBOSMO^b B jjpeMyqefi acH3HH c i p a x a , 

HaM o d a » T c a TOJIBKO nou,ejiyH, 
MoxHaine, KaK MajieHBKHe n^iejin, 
HTO yMHpaKT, BHjieTeB H3 yjiba» 

246 R e n a t o P o g g i o l i , The P o e t s of R u s s i a , 1 8 9 0 - 1 9 3 0 , 
C a m b r i d g e , M a s s . , H a r v a r d U n i v e r s i t y P r e s s , I 9 6 0 , p . 3 1 2 . 

http://Me.ua
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OHH BiypmaT B npo3pa*iHHX ^edpax HO*IH, 
Hx poflHHa — Ji,peMyinHfi jiec Tafireia, 
Hx nnma — BpeMa, MejryHHn.a, MaTa. 

B03BMH ac Ha pa,nocTb jnaKHfi MOH nojxapoK, 
HeBspa^Hoe cyxoe oscepejibe 247 
H3 MepTBHX nqeji, Meji; npeBpaTHBnmx B cojiHn.e. 

( Hoadpb 1920. ) 
( T r i s t i a ) 

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: 

B03bMH Ha paflOCTB . . . . 
(first stanza) 

B03bMH ac Ha paaocTb . . . 

(last stanza) 

247 "B03BMH Ha paflodb H3 MOHX jiaflOHefi", TaM ate, d p . 
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T o n e : 

"B03bMH Ha paflOCTb H3 MOHX JiaflOHefi" , 

The opening line of this 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 OTBa3aTb . . . 

He ycjiHxaTb . . . 

He npeB03Moqb . . 

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 to 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 
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epos — in 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 part 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, Taygetos, 

where Persephone's 'bees' feed on time, lungwort, and mint, 

to produce a dark, wild honey.2/*8 

Each simile and metaphor is chosen to embellish the 

idea or leading motif: 

non,ejiyH, 

MoxHaTHe, KaK MajieHbKHe n̂ iejin, 

Hx nama — BpeMa, MejryHHna, MaTa. 

(with Time ( XpdvoQ) as one of the vital ingredients of honey-
poetry) 

The recurrent formulae of the epic are also present: 

B03BMH Ha paflOCTb . . . 

Bo3bMH ac Ha paflodb . . 

HeMHoro cojiHna H HeMHoro Me.ua, 

248 Not the proverbial sweet honey of Mt. Hymettos, 
points out Nils 2ke Nilsson ("Osip Mandel'shtam and his poetry", 
Scando-Slavica, Tomus IX, Copenhagen, Munksgaard, 1963, p.37-52.) 

http://Me.ua
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He OTBasaTb . . . 

He ycjinxaib . . . 

He npeB03Mocb . . 

Hx pojjHHa — . . . 
Hx mama — . . . 

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 eloquent, belonging in 

tradition to the declamatory style of Derzhavin and Tiutchev, 

and evokes vividly the internal image of the poet himself. 

The poetic 'I* of this lyric is 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 logical 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 prosodic 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: 

B03bMH Ha pajJOCTb H3 MOHX JiajJOHefi 
HeMHoro cojran,a H HeMHoro Mejja, 
KaK HaM BejiejiH n^iejiH IIepce<J)OHH. 

V_> — | \_j — | K^I \^J | y_j — I / — I \_j 

' ^ - | u —| vy v^ | ^ — | u — \ w 

w — I \j — | KJ _ | -^j KJ\ KJ — \\~; 

Revealing himself in many of his critical articles as a capable 

theoretician of versification, Mandel'shtam gave constant 

attention to both rhythmics and metre. In 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. In 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 role insofar as line 

endings are concerned. However, similar assonant sounds 

provide a marked euphonic-rhythmic pattern, as is apparent 

from the harmony and resonance of the following: 

B03bMH H a pa f lOCTb H3 MOHX JiaflOHefi 

HeMHoro cojiHD,a H HeMHoro Mejja, 

KaK HaM BejiejiH nqejin nepce$OHH. 

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: 

OHH mypmai B npo3pa^HHX aedpax HO^IH, 

Hx pcmma —.upeMŷ rafi Jiec Tafireia 

Mx mana — BpeMa, Me^yHHua, 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 

and 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* 

"B03BMH" "B03BMH ac" (imperative mood) 
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"He OTBa3aib . . . " 

"He ycj iHxaib . . . " ( i n f i n i t i v e mood) 

"He npeBQ3M0*ib . . " 

"HenpHKpenjieHHofi" 

"BHJieieB" ( p a r t i c i p i a l c o n s t r u c t i o n s ) 

"npeBpaTHBmHx" 

One v e r b i s i m p e r s o n a l : 

"HaM ocTaiQTca . . . " 

Only three verbs are in the direct indicative mood: 

( h o w e v e r , none of t h e s e r e p r e s e n t s any s o r t of e n e r g e t i c a c t i v i t y ) 

"BejiejiH" 

"yMHpaiOT" 

"mypmaT" 

Many a b s t r a c t nouns a r e t o be found i n M a n d e l ' s h t a m ' s 

v e r s e , and i n t h i s p a r t i c u l a r l y r i c we f i n d t h e f o l l o w i n g : 

"Ha paf locTb" , " B jjpeMy*iefi acH3HH", " c i p a x a " , "BpeMa". 

O t h e r nouns have an e p h e m e r a l q u a l i t y : 

"HeMHoro cojiHn,a H HeMHoro Me^a", "HenpHKpenjieHHofi JIQJJ.KH" 

"odyTofi TeHH", " B npo3pa^HHX .gedpax HaqH", " c y x o e oatepejibe 

H3 MepiBHx nqe j i " , a s w e l l a s "po^HHa" and "nnma" . 

P o s s e s s i n g somewhat more s u b s t a n c e a r e t h e s m a l l , shaggy b e e s , 

b u t e v e n t h e s e become l i f e l e s s upon l e a v i n g t h e h i v e . 



MANDEL'SHTAM'S HELLENISM AS 97 
MANIFESTED IN HIS POETIC STYLE 

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 Taygetos 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: 

no3 3Ha — njiyr, B3pHBajomHfi BpeMa TaK, ̂ TO rjiydHHHHe 
CJIOH BpeMeHH, ero *iepH03eM 0Ka3HBa»Tca cBepxy. . . . . . 

BpeMa BcnaxaHo njiyroM H po3a 3eMjieK> dHJia 
TaK H no3T He domca noBTopeHHfi H jierKO nbaHeeT „4C 

KJiaCCH^eCKHM BHHOM. " 

2 4 9 0 . MaHJj;ejibfflTaM, TaM ace, T . 2 , d p . 2 6 6 - 2 6 7 . 
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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 poetry is 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 with 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, "IIojiHoqb B MocKBe": 

nojiHoqb B MocKBe. POCKOEIHO dŷ flKHCKoe Jieio. 
C #PO6OTOM MejiKHM pacxoaaica yjiHnbi B qodoiax 

y3KHX acejie3HHx. 

B tiepHofi ocne djiaaceHdByioT KOJibua dyjibBapoB, 
HeT Ha MocKBy H HO^BK yroMOHy.250 

(Mafi - 4 H»Ha 1931.) 

Here, semantic units take the place of purely musical rhythm. 

250 0. MaHflejibimaM, "IIojiHô b B MocKBe", TaM ae, dp. 155. 
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MANIFESTED IN HIS POETIC STYLE 

"Mandel'¥tam*s poems may be called polyphonic verbal 

compositions", comments V. Terras, "with a multidimensional 

(rhythmic, architectonic, euphonic, synaesthetic, emotional 

and intellectual) expressive effect". -* These poems are 

characterized by a delicate balance of structure and movement, 

line and colour, ideas 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: 

252 "Sinn und Bewegung und Bild klingen in der Poesie zusammen". •* 

For Spoerri, 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: 

. . . Nun werden wir hingerissen durch die Gewalt der 
Bilder, den Rhythmus der Llnien, 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 

HellenlstUo nature of the Russian 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' ( CJIOBO - njioTb). 

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

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



CHAPTER III 

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 Alkaios, in a series of organic poems 

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 idea-carriers)2^ 

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 Sophie Irene Xalinowska, Les motifs decadents dans les 
poemes d'Emlle Verhaeren, etude pr^cedee d'un essai sur la theorie 
du motif litteraire, Wroclaw, 1967, p. 44-69, and a summation on 
p. 76: 

"on a d^fini le motif litteraire comme une unite-limite 
structurale, en fusion indissoluble de son element ideal general et 
des porteurs concrets de celui-ci, sensoriels, imaginatifs, 
emotionnels et appetitlfs." 
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Mandel'shtam's inner visions 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, " a 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 

1'expression que le theme poetique trouve sa preuve, pareil 

a la seve des racines epanouie dans les branches."253° 

This 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, "Thematique", "Introduction 
de l'Oeuvre d'Emile Nelllgan, Emlle Nelllgan. Ottawa, Editions 
Fides, 1967, p. 63 - 106. 

253D 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 main ideas, a sampling will be given in this 

chapter of several Greek-inspired poems, with each being 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 life. There is a joy in 

poetic creativity in the aesthetic classical tradition of Pushkin: 
"254 

"EjiasceH, KTO 3HaeT cjiajjocTpadbe / BHCOKHX MHCJiefi H CTHXOB . . . 

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 existence and of immortality of the human soul. -> 

254 AjieKcaHJjp CepreeBHq nymKHH, "lyKOBCKOMy", 
CoqHHeHHH AJieKcaHflpa IlymKHHa, KdHJiefiHoe HSJjaHHe nymicHHCKoro 
KOMHTeia, Berlin, Speer & Schmidt, 1937, p. 70. 

(In his clarity of thought and radiant, flexible expression, 
Pushkin was most akin to the Greeks). 

254a For Mandel'shtam, Hellenism offered the 'tools* for 
the humanization of the world around him. We observe in his work 
both a 'lofty' and a 'homely' Hellenism, comments Lydia Ginzburg, in 
"noaTHKa OcHna MaHflejibmiaMa", "H3BedHa AKajjeMHH HayK CCCP", TOM XXXI, 
H3JjaiejibCTBO "HayKa", 1972, BHn. 4, cip. 309-327. 
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1. Idea of man's impotence before fate: 
his constant striving for immortality. 

A crucial theme in 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, -^ or it 

is an inexpressible sadness which gazes upon him with hyper-

bolically huge eyes. -* People and objects are wrapped in a 

dream-like, often bizarre fairy-tale atmosphere. 

a. Juxtaposition of motifs of soul and 
dolphin in perilous passage through life. 

A strong pathos pervades the description in "HH Q *ieM 
257 

He HyacHO roBopHTb" , a poem describing the difficult journey 

of the soul through the terrifying shoals of life: "H neqajibHa 

TaK H xopoma / TeMHaa 3BepHHaa jryma". A concrete or strongly 

expressive motif is provided in the classically Greek image 

of a dolphin (to which the Psyche is likened): MH njiHBeT 

Aejib$HHOM MOJIOXHM / no cejiHM nytoraaM MHPOBHM "... In early 

Greek lore this marine animal, sacred to Poseidon, symbolized 

swiftness, dexterity and great intelligence. 

255 0. MaHflejibiHTaM, "CycajibHHM 30JIOTOM ropaT", d p . 3. 

256 "HeBHpa3HMaa neqajib", cip. 6. 

257 "HH O qeM He HyacHO roBopHT", d p . 7 - 8 . 
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Apollo was s a i d t o have assumed t h e form of a d o l p h i n 

when s e e k i n g founders f o r h i s c u l t on t h e i s l a n d of Delos : 

. . . auTap 8 T o t a l o"uvf)VT6To 3?OIBOQ 'ATTOAACOV* 

sv TIOVTO) 6* STcopoucfe 6£u.ag &s\cpivi SOLK&C; 

vnl* 0of), n a l neixo TieXcop (isyct T6 6sLVOV T£* 

(Hymn I I I - "To Py th i an Apo l lo" , 
l i n e s 399 - 401) 

I n a s e p u l c h r a l epigram, Archias mourns a do lph in : 

OUHETI 7iacpA.a£ovTa Stat'aaiov Bu0bv &X\ir)Q 
OEACptQ . . . 

(Archias, Epigram 214) 

Like this dolphin, which has been hurled ashore by the sea-

waves, so the soul is in imminent peril as it navigates "no cejjHM 

nyqHHaM MHPOBHM". 
The classical theme of an implacable fate is the 

&60 

dominating notion of the poem "Korsa yflap c yaapaMH BCipeiaeica". 

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, Heslod, The Homeric Hymns and Homer!ca. 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 " Korjja yflap c ysapaMH Bdpe^aeTca", TaM ace, d p . 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": 

fjXaaev etc; 'Axspovra 6 t a TCXOCTU wup.a Hap.6vTcov, 

Motpa, XIVQHX&OXOV 6ecnr6Ttc; r)Xa.H&XT)Q* 1 

Mandel 'shtam a l s o speaks of t h e " s p i n d l e of f a t e " : 

ToponHTca H rpydo ociaHOBHTca, 
H y n a a e i BepeieHO — 
H HeB03M0acH0 BdpeTHTbca, ycjiOBHTbca, 
H yKjioHHibca He JjaHO. 2 6 2 

( l i n e s 5 - 8 ) 

of. A n t i p a t e r ' s "On Sappho": . . . & xpitXwxov 

MoTpou bivedaai vfju-a wxx' ^Xaxarac;, 2 ° 3 

Hesiod presented man's fate as fixed from birth by both 

Fates and Furies: 

Hal MotpaQ Hal KrjpotQ eystvaTO vnXeoitotvouc;, 

aft xe BpoToiai 
Ysivou-svoiai Si&ouaiv exsiv aya06v xe xaxov TE, 2 ° ^ 

(Theogony, lines 217 - 219) 

261 "On Erinna", 12, Sepulchral Epigrams, op.cit., p. 10. 

262 0« MaHfleJibnuaM, TaM ace, d p . 8. 

263 Antipater of Sidon, "On Sappho", 14, Sepulchral 
Epigrams, p. 10. 

264 Hesiod, Theogony, Hesiod, The Homeric Hymns and 
Homerica, p. 9̂ -
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2 . Reverence f o r pr imeval b e a u t y . 

?68 
I n " S i l e n t i u m " we p e r c e i v e an a p p a r e n t l y p a r a d o x i c a l 

j u x t a p o s i t i o n of pr imeval s i l e n c e and t h e l o g o s . The poet im­

p l o r e s t h e d i v i n e Aphrodi te t o remain i n her s t a t e of p r i s t i n e 

b e a u t y : "OdaHbca neHofi, A$pofflHTa," . 

a . Motif of Aphrodi te — symbol of p r i s t i n e g r a c e . 

This pr imary mot i f , based on t h e c l a s s i c a l myth of t h e 

' f oam-sp rung ' goddess , f i n d s many c o u n t e r p a r t s i n t h e c l a s s i c s , 

a s , f o r example, i n t h e Theogony of Hesiod: 

ex 6* £8n aiboir) naX^ 0e6c;, cqicpl 6e Tcotn 

Tcodalv frrco (*>a5ivotaiv ae^eTo* xi\v 6* 'A 9 p o 6 i x T) V 

(foppoyevea xe 0eav n a l eua-recpavov Ku0£petav) 

HixXfjaxouai Qeot xe x a l avSpec;, ouvex ev a 9 p cp 

0pe90ri, 6Vc&p Z u 0 e p e t a v , '6x1 npoOEHVpoe 

K v 0 T) p o L Q. 

(KuTrpoyevea 6 ' , '6x1 yevxo TCOXUXXUOTCO I v l KuTcpci)* 2£~ 

•f|6e cptXoix|an5ea, 8TL U-T)5£COV e^ecpadvOn.) ( i j , n e s 194 - 200) 

and i n Sappho ' s "To Aphrod i t e " : 

no ix iA60pov ' a0avaT*, *A9p66LTa, 

raxt ACOQ 6O\6TC\OH£, Xiaao[x.ai ae* 

One of t h e most c e l e b r a t e d d e i t i e s of t h e a n c i e n t s , Aphrodi te 

was r e v e r e d as t h e goddess of beau ty and as queen of l a u g h t e r . 

268 °« MaHAejibMTaM,"Silentium", TaM ace, d p . 9 . 

269 Hesiod, Theogony, Hesiod, The Homeric Hymns and 
Homerica, p . 92 . 

270 Sappho, "To A p h r o d i t e " , Book I , The Poems of Sappho, 
t r a n s 1 . by J.M. Edmonds, London: Will iam Heinemann, 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. Inspired by the "severe 

Muse of the hymn", his imagination found the most noble 

language: 

'AxouaaT' * r) Y&P eXiH&niboQ *A9po6tTac; 

apoupav r\ Xaptucov 

dva7ro\t^onsv, 2'1 

(Pindar, Pythian VI, 1-2) 

uTr£6eHTo 6* apYupoTie^' *A9po6CTa 

AOCXLOV £E£VOV deob\i&xu>v 

6xecov i^anTou-sva x^pt xo^kpa* 

( P i n d a r , P y t h i a n IX, 8-11) 

(5C|i9a KaiSeCouQ STO^SUVOV u-e^LyapuaQ UU-VOUQ, 
f6cxic, ecbv xaXbQ elxev' *A9po6CTaQ 

eu0p6vou y-vaOTetpav dSCauav 6n;copav. 2'3 

(Pindar, II, Isthmian Odes, 
STffT 

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. clt., p. 272. 

273 Pindar, Isthmian II, "For Xenocrates of Acragas", 
op. clt., p. 448. 

(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: 

OdaHbca neHoa, AcJpoflHTa, 
H CJIOBO B My3HKy BepHHCb, 

(•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': 

CnoKOHHO ^Hinai Mopa rpyja,H, 
Ho, KaK de3yMHHli, cBeiej i aeHb, 
H neHU djie^Haa cnpeHi 
B MyTHo-Jia3opeBOM c o c y a e . 

fla odpe iyT MOH y c i a 
IlepBOHa^ajibHyK) H e M d y , 
KaK KpHCTajuiHtiecKyio HOTy, 
q i o OT poxfleHHa ^ H d a ! 

( " S i l e n t i u m " , l i n e s 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 topoi serve 

to reinforce the main motif of a primeval beauty wherein mute­

ness reigns. c# soundness 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, 

"CJIVX qyTKHfi napyc Hanparaei": 

H THinHHy nepenjiHBaei 
nojiHÔ Hbix nTHn, He3By*iHHH xop. 

This motif of music juxtaposed with silence again finds ex-

276 
presslon in "CMyTHo-flHmamHMH jiHdbaMH": 

Oiiero TaK Majio My3HKH 
H TaKaa THnrana? 

Many of Mandel'shtam's poems are built up on contrasts 
277 

and paradoxes like the above examples. In the poem "1914" 

we are similarly presented with an antithetic analogy — on 

the one hand, between Solon's appeal to the Athenians to 

275 "Cjiyx qyTKHfi napyc HanparaeT," TaM ace, cip. 9. 

2 7 6 "CMyTHO-JUJUiaiUHMH J i H d b a M H " , d p . 1 4 . 

277 "1914", d p . 43 . 

(In Tristia, the date given is "19l6") 
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liberate Salamis: 

I-OU-EV etc, EaXa\iivcc \xa.xr\ob[i,evoi rcepl vfjoou 

t^epTfJQ, x^Xenbv x'cdoxoQ a7rooa6u-svoi. 2 ? 8 

( l i n e s 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: 

CodHpajiHCb ajuiHHH BOHHOK) (lines 1 2) 
Ha npejiecTHHH ocipoB CajiaMHH, — K } 

• • • • 
0 EBpona, HO Baa 3juia.ua, 
OxpaHafi AKponojib H IlHpeH! ^-Lines y - i u ; 

He warns of t h e danger p r e s e n t e d by t h e i r t r e a c h e r o u s g i f t s 

— a f o r e s t of u n i n v i t e d s h i p s ! 

HaM nojjapKOB c ocipoBa He Ha.no — / , . n i l o s TT ii _ ._> ^xines jLx—\c) 
UejiHH jiec He3BaHbix KOpadjieS. 

1914. 

A poem in which Mandel'shtam's exalted Apollonian 

vision is vividly revealed is that entitled: "BeccoHHHna. 
279 

ToMep. Tyrne napycai' 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. MaHflejibmiaM, TaM se, d p . 48 - 49. 

http://3juia.ua
http://Ha.no
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3. Notion of power of love and desire. 

Love is the moving force of this poem. The poet 

refers to Homer's "catalogue of ships", and envisions the 

crane-like wedge of their procession into foreign waters — 

all in the name of love • • . "Bee jjBHaceica jiiodoBbio". (line 9) 

This power of love and desire is often stressed in 

ancient classical works: 

. . . ̂ 6' ̂ BpoQ, ldq naXXioxoc, EV adavaxoiai GEOLOI, 

A.uai,|j.£A.fJQ, irdvTcov 5s 0etov TrdvTtov x' dvOpuracov 

&du-vaT:ai EV o'Tf|0EO'cH v6ov x a l STct9pova Pou\f)v. 281 

(Hesiod, Theogony, 120 - 122) 

"Epoc; br)Zx£ \i' 6 Xvoni&Xr)C, 66vs i 
YA-UXUTCtxpov d|adxavov '6pnexov, 

(Sappho) 

xr\ 5 ' "Epog co^dpTTids x a l "ln,epo<; Zonexo xa \6g 

Y£L.vo(j.evr) xa Tcpcoua 0s55v x* he, 9U\ov touar). 

xojvxr)V b* e£ dpxfJQ Ti(J.t)V f x s i "H ê XiXoyx^ 

u-oipav ev dvOp&TtoLtfi x a l aBavaxoioi Q e o i a t , 

7iap0EvCouQ x* 6dpouQ iiei5f)u.aTd x* E^CCK&XOLC, xe 

Tspcjuv xe yXvnep^v (piX6xr)x& xe u.eiAixt'nv TE* 

(Hesiod, Theogony, 200 - 205) 

280 Homer, I l i a d , Book I I , l i n e s 494 - 877. 

281 Hesiod, Theogony, Hesiod, The Homeric Hymns, and 
Homerlca, p . 8 6 . 

282 Sappho, Poems of Alcman, Sappho and I b y c u s , 
Al f red A. Knopf, New York, 1945 (no p a g i n a t i o n ) ( a p p r o x . p . 52) . 

283 Hesiod, Theogony, op . c l t . , 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: 

**ou vSp.sai,Q TpSaQ xal euxvf||ai6aQ 'AXOCLOUQ 

TourlS* dtJixpi Yuvai-ttl noXbv xP°vov aA.Y£a n&oxeiv' . 

atvcoQ d0avaTT)ai 6srJQ elq uma eooxev . . . " 

(Iliad, III, 156 - 158) 

b. Auxiliary motifs. 

Supporting motifs are to be found in such characteristi­

cally Greek appellations and topoi 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 itself: 

.... , (5pVL0EQ fi)Q, 

•fjuTE nep xAxxYY?) Yspdvcov niXei oupav60i Tupo, 

aft x* ETCEI ouv x^M-wva 91JYOV x a l dOScKpatov ou-Bpov, 

x\aYY^ Tttfc Ye TcfiTov-uai in' 'Qxsavoto (Sodeov, 

dvSpdca IIuYM-aCoLaL 90VOV xa l xfjpa 9epouaai* 2 8 * 

( I l i a d , I I I , 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,ibidem , 2-6, p. 28. 
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sources: 

OUXSTI 6e aniX&beoai nepwXaoQelect QaXaooa. 

ejwraXiv dvTcoTibc; nphc, 8d0OQ Eio*dY£Tai. 

(Agathias Scholasticus, 3 - 4 ) 

*QQ 5 ' &x' EV a ^ Y ^ 0 ^ noXvr\xi'£ xuu-a 0aXdcraT)Q 

ftpvux* ETtaaauuEpov Z£9upou UTTO xtv^aavTOQ* 

TIOVTO) u.£v TE TipwTa xopucciETa i , auxap 'fneixa. 

Xspcfcp [5riYvu(i£vov u.£YdA.a Ppejist , d[jupl 5e T ' axpag 

xupxbv tov xopu90TJi:at, c\nonx\>ei 5 ' dA.bc; axvt)v" ' 

(Homerus, I l i a s , Book IV, 
422-426) 

4. Concept of perpetuity in life. 

Two poems with similar leading themes are "MHe XOJIOJJ;HO. 

288 2fiQ 

Hpo3paqHaa BecHa" and "B neiponojie npo3pa*iHOM MH yMpeM" • 

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-

289a 

polls". Trapped 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 Palajfeine 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, 
p. 68. 

288 0. MaHflejibnuaM, "MHe XOJIO^HO. UpospaqHaa BecHa1,1 dp 061, 
289 "B neiponojie npo3paqHOM MH yMpeM", cip. 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: 
Mepn,a»T 3Be3.11; dyjiaBKH 30j ioTHe, 
Ho HHKaKHe 3Be3jnj He ydbioT 
MopCKOH BOJIHH THXejIHH H3yMpyfl. 2 ^ 0 

(lines 8-10) 

(compare with: 

atsl 6E 3pop,eovxa, xal ev vexueom, 0aA.daaric; 

6 xXf)\xu>\> dl'co SOUTIOV d7rex06(i£vov. 2 ^ 

(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. Uneasiness and fear of death 

pervades both these poems. 

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 
291a 

Petropolis. At 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 dlchotomous mythical figure the 

290 0. MaH^ejibnuaM, "MHe XOJIO.JI.HO. np03pa^Haa BecHa", 
cip. 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 Gttnther 
Zuntz, Persephone, Oxford at the Clarendon Press, 1971, P. 413.) 

http://3Be3.11
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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, 
292 

Sappho writes: "I heard the footfall of the flower spring . . ." 

b. Antipode of Persephone and Aphrodite: Athena. 

Athena, on the other hand, in her "KaMeHHHH mejioM", 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: 

xoupr|v T'atYi.6xoLO Auocj yXavnGmiv 'A0f)vr)v* 

ou Ydp ot Eua&ev gpYa TioAuxpuaou 'A9po6trnQ, 

6,XX' 8cpa ot 7r6A.eu.ot xe &6ov xal gpYov Apr)OQ, 

uau-Tvat xe u-dxai TE xal a.yXct& e*pY' dAeYUveiv. yy 

("To Aphrodite", 8-11) 

naA.XdS* 'AQr\\>a.ir)v ipvolnxoXiv &pxo\i' de t6e iv , 
6EIVT)V, rj auv "April* iJ.eA.EL 7toA.£iif)l*a SpYa 

294 7C£p06ii£vaC xe n6Xr\ec, dtHf) xe nxbXe\ioi xe, 

("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 Homerlca, p. 436. ~ 

http://7r6A.eu.ot
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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-flies' and 'steel-like beetles' 

are common topoi, forming a veritable swarm of insects in the 

Greek anthology, as does the group which includes the cicada, 

grasshopper, locust, cricket, etc. 

o)X£La Ydp, ovbe Travu7ruepuYov u-utac 

OUTOOQ d \xexaaxaoic,. 

(Simonides, Frag. 22, 2 - 3) 

296 
yetiyexe xav0apt6eQ# AUXOQ &YPI,OQ (5|i(i£ 6i&xei 

(38A, Averting Songs) 

In this latter fragment we hear the poet warning the beetles 

to flee from the 'wolfish' spider (probably a venomous arachnid 

species) which preys on other insects. 

A languorous Dionysian rapture pervades the poem 
297 "3ojiOTHdoro Me.ua cipya H3 dyiHjiKH TeKJia" • 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, 
London: William Heinemann, N.Y.: Putnam's Sons, 1924, p. 290. 

296 38A, Book V, Averting Songs, Lyra Graeca, III, 
p. 5^2. 

297 0 . MaHflejibnuaM, "3ojioTHCioro Mejja c i p y a H3 
dyTHJiKH TeKJia", d p . 63 - 6 4 . 

file:///xexaaxaoic
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The atmosphere In t h i s poem i s t r u l y Greek and abounds 

i n c l a s s i c a l imagery: "3ojiOTHdoro Me.ua d p y a " , "B ne^ajibHOH 

TaBpHfle", "Bciojry Baxyca onyacdn", "MEMO dejinx KOJIOHH" , "coHHHe 

r o p n " , B KaMeHHCTofi TaBpHfle HayKa ajijia#H", "EjieHa", "30JioToe 

pyHO", "MopcKHe Taacejme BOJIHH", "Kopadjib", "nojiOTHo", 

"OflHccefi B03BpaTHjica, npocTpaHCTBOM is BpeMeHeM UOJIHHH" . 

We sense t h e p o e t ' s s e a r c h f o r joy beh ind t h e appea rances . 

There i s a c o l o u r f u l , s e n s u a l element i n t h e s e v e r s e s . 

The days a r e l a z y and t r u n d l e p a s t l i k e heavy b a r r e l s . I n a 

brownish-hued garden beyond t h e whi te columns, v i n e s grow i n 

' c u r l y - h e a d e d ' rows . R u s t - c o l o u r e d s t r i p s of c u l t i v a t e d 

golden e a r t h i n t e r s e c t t h e rocky Taur i an s l o p e s . I n a whi te 

room t h e poet f i n d s s i l e n c e , " s t a n d i n g l i k e a sp inn ing -whee l " . 

The a i r r e e k s of v i n e g a r , p a i n t , and f r e s h wine i n t h e c e l l a r . 

The l i n e s of t h i s poem resound wi th t h e r e c u r r e n t 

b r e a k i n g of sea-waves : "Bcio jjopory myMejiH MopcKHe TascejiHe BOJIHH" 

as Odysseus r e t u r n s once a g a i n t o t h e unchanging shores of h i s 

n a t i v e Greece . 

I n t h e imagery mentioned above, we f i n d a f a v o u r i t e 

topos of t h e a n c i e n t s — t h e d i s t a f f : 

7cap0eve xaAAiTCapijiE xopr) 5 ' eu^ , Zoxe CJUVEPYOV 

flAaxdrnv, dpxEuv xxfjiaa nivr\xi Btcoi, ^ 

(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.E. Page, Cambridge, the University Press, 
1968, p. 26. 
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rA.tix'na u.6h;ep, o$ T O I 8uvau-ai, xp£xr)v xbv 'taxov . . . •'-' 

5 . Not ion of t h e ' d e a t h - a s p e c t ' of s p r l n g ? p 

The poem, "Eme flajieKO accfo^ejieH / IIpo3pa*iHO-cepaa BecHa", 

t a k e s up once a g a i n one of t h e u n d e r l y i n g i d e a s of "MHe xojioflHo'.' 

and MB neiponojie np03pa*moM MH yMpeM",namely, t h e a s s o c i a t i o n 

of s p r i n g w i t h d e a t h . 

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: 
THpt u-ev aft xe KuScoviat, 

u.aA.t6£Q dp66p,evau poav 

exrcoTdncDV tva nap0evcov 

ndnoQ dxfjpaTOQ, aft x' otvav0C6ec; 

au£6u-evai. axi£poicHv 69' gpVEcav 

oivap£oiQ 0a\£0ot,cHv" . . . 

(aXX' fic(0' uub aTepoTtaQ (pXiymv 
* t i t 

0pr)l'xi/OQ Bopsac; ai'cratov 
Ttapa KUTUPL5OQ aZ,a,XiaiQ p-avtaicriv sp£u.vbQ 

d0au-Bt)Q 
EYxpaTewc TU£5O0£V aaAdaaei 
« * A 302 
du-etepac; 9psvac;. 

(F rag . 1) 

299 Sappho, Poems of Alcman, Sappho, Ibycus (unpaged) 

300 0 . MaHflejibmiaM, "Erne JtajieKO ac$ojjejieH", c i p . 64-65, 

301 James J . Wilhelm, The C r u e l e s t Month, New Haven, 
Yale U n i v e r s i t y P r e s s , 1965. 

302 I b y c u s , F r a g . 1 , The Poems of I b y c u s , Lyra Graeca, 
ed . by J.M. Edmonds, 1924, p . W. 



GREEK THEMES AND MOTIFS IN MANDEL'SHTAM'S VERSE 119 

In Mandel'shtam's verse, also, spring is referred to 

in this ambivalent manner — as a time for flowers and 

rejoicing, 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 deities, 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: 
. . . <l>uxf) be nob&neoc, Ataxt6ao 

qoixa. |aaxpa Bi-Bcoaa xax' dcKpodeAbv A-ecu-cova, ^ * 
(lines 538 - 539) 

303 Homerus, Odyssey, XI, The Odyssey of Homer, Books 
I - XII, text by G.H. Palmer, Boston: Houghton, Mifflin and 
Company, 1884, p. 394. 
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. . . , a 19a 6' 'CXOVTO xai' dcKpo5eAbv Aeuu-cova, 
£v8a xe vaCouat 4>uxaC, euSooAa xap.6vTcov, 

(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 sail easily finds a counterpart 

in classical sources: 

. . . bib x a l u.£Aav laxCov e*xouo*av, &Q enl 

auuxpopqt TtpoSfjAto, Tf)v vauv e'Tten-Tuov" 

xeAeuaaQ 

uTtoaTpe9ovca acô oiaSvou TOU 0r)a£a)c; eitdpaaOai 

xb Aeux6v, el 5e \if), TOO u-£Aavu rcAeiv xal a.noar\-
' 305 

u-atvetv xb 7id0OQ. 

(Plutarch, "Theseus", XVII, para. 4) 

c. Bird of mourning. 

The topos of the bird of "death and mourning" is similar­

ly common in classical ornithomancy. Hearing a large black bird 

screaming overhead, the warrior in Timotheus' "The Persians" 

senses that his end is near: 
(T0Cal3)T, &9a a(a0)p(£5c;, urcep XE9aA)dvT£ 

xexpaYCuiav et6ev 6)pviv xeAai(vdv,) ^ 
(lines 56 - 57) 

304Homerus, 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 Classical 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. Ill, 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: 

. . . 8v nipi npou-r)0lQ 

|i.f)Tnp, AUYPT) (5pvt,0i TU&TP-OV eix£Ar), 

atai xcuxuet Tbv sbv Y6VOV f̂ u-axa Tcdvxa, 

Xiyovaa. xbv 7cp6copov &Q dTt£90LTo. * ' 

(Phalaecus, Epigram 27) 
d. Persephone. 

As in the poem, "B neiponojie npo3pa*iHOM MH yMpeM", 

Persephone is regarded in this poem as a symbol of the renewal 

of life after deathj "KaK nepce$OHa, B jierKHfi Kpyr" (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 notion of the transmigration of souls is an impor­

tant classical theme and has many ancient counterparts. In 

Pindar, for example, the doctrine of metempsychosis is developed 

several times. Pindar believed 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: 

oto*i Se ^epae9ova Tioivav raxAatoti ir£v0£OQ 

6e^£Tat, £Q Tbv urcep0£v c&Auov xstvcov Evaxco ETEV 

dvStSot <|>DX&Q n&Xiv' ^ 
(Pindar, frag. 133(98) 

The souls were now liberated 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". 
309 

In Mandel'shtam's poem, "CyMepKH CBO6OJHJ", the poet's 

sorrow and despair resound dolefully as he bewails the "twi­

light of freedom". In this poem we see a distinct parallel 

with Alkaios' "foundering ship of state", with both poets be­

moaning the distressed conditions in their 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 
Pindar, including the Principal Fragments, The Loeb Classical 
Library, ed. by T.E. Page and W.H.D. Souse, introduction by Sir 
John Sandys, London: Wm. Heinemann, N.Y.: the Macmillan Co., 
1915, P- 590. 

309 0. MaHflejibmTaM, "CyMepKH CBodo,HH", d p . 72. 
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is referred to metaphorically in his verse as a ship thrashing 

through heavy weather and engulfing waves: 

XX 

*AauvveTn(JLi uc5v dv£u-cov cfudoiv* 

xb u.&v ya,p £V0EV xufxa xuACvSeTat, 

xb b' gv0ev* dp-|j.£Q 5* o\> xb \iioaov 

val* 9opf)u.£0a o*uv u-eAatva' 

xeCp.a)vt iaox0euvTeQ \iey&X<$ u-dAa* 

nep \xev ya.p SCVTAOQ taT07i£5av e*xeo, 

Aat90Q 6s uav £d5r)Aov r^br] 

x a l AdxtSec; u-eYaAai nax' auxo* 

XoAauat 6 ' &YXOvvat. 

XXI 

Xb 6r)UT£ xuu-a TtOV TupoTepcov 8vco 

oxeixei, ruape^EL 8 ' ciqj.u.1 novov noXvv 

avrAnv, inel XE vdoc sBBa* 
., , ' 3 1 0 

vf)(aTa). 
(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-Smlth, Washington, 
W.H. Lowdermllk and Company, 1901, p. 66. 

file:///iioaov
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IIpocjiaBHM poKOBoe dpeMa, 
KoTopoe B c j ie3ax HapoflHHH BOXAB d e p e T . 
IIpocjiaBHM BjiadH cyMpa^Hoe dpeMa, 
Ee HeBHHOCHMHH r H e i . 
B KOM cep,nn,e e d b , TOT jjojiaceH cjiHmaib, BpeMa, 
KaK TBOH KopadJib KO flHy HJteT. 311 

(Tr i s t ia , 1918) 

Minor motifs which accentuate the atmosphere of turmoil 

which accompanies the foundering are the seething waters at 

night: "B KHnamne HO^HHe BOJXH" , and the disappearance of the 

sun: "He BHAHO cojiHna'i 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): 

7HA.0', ̂ A0e xeXib&v 

xaAaQ ffipac; &Youo*a 

xal xaAouQ evtauxout; 

enl Ycco'irSpa Aeuxa 

nr\nl vwra laSAaiva. 

("The Rhodlan 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, is rocked by waves of adversity which threaten 

to submerge it, plunging its people into chaos and doom. 

311 0 . MaH^ejibniTaM, "CyMepKH cBOdoflH", d p . 72 . 

312 R i t u a l f o l k - s o n g No. 20, Other R i t u a l Songs, Lyra 
Graeca , I I I , 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: 

Bee dnjio Bciapb, Bee noBTopHTca CHOBa, 
H cjiajjoK HaM jranib ysHaBaHba MHr. 3 1 s 

1918 
(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.^1 

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 in ancient works, as for example, in Adaeus* verse 

honouring this faithful animal: 

AuAaxi xal yt)pa. xexpv\iivov epYaTtvrjv Bouv 

"AAxiov ou 90vCr)V f̂ crye npbq xoTtiSa, ^ 

Homer, too, mentions the ox in his works, and it is 

obvious that neither he nor his successors spurned this beast 

313 0. MaHAejibfflTaM, "Tristia", d p . 73 - 74. 

314 Adaeus of Macedonia, Greek Garland, A Selection 
from the Palatine Anthology, p. 74. 

314a This poet's consistent rejection of 'evolution* or 
•progress' (e.g. "Vokrug naturalistov") could be considered a 'classical 

TTT r, 9DC)\ trait. 
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as too lowly for mention in their artistic work: 

Q-bbi aev in xaAdp.cov xepaal Boeg d6u \xiXia\xa 
be^ovxai . . . 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: 

OUXETL \l' &Q Xb TtdpOQ TCUXlVaiQ TCTEpUYEOO IV EpSaOCOV 

Zpaeiq ££ EUVTJQ 6p0puoQ £YP6M.£VOQ* 316 

(Anyte, Epigram 202) 

Simonides refers to the cock as a "delightsome-voiced 

chanticleer": 
317 

'llxEp69cov' dA£xTop 

(Simonides, Frag. 81) 

Once again 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", Epigram 202, Sepulchral Epi­
grams, The Greek Anthology, II, p. 114. 

317 Simonides, Lyra Graeca, (Frag. 81), p. 328. 
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t a s k s : 
. . . COQ 6e yvvaweQ 

taTcov Texvfjaoai,* 7iepl Ydp 09101 6coxsv 'kdr)vr\ 

£pYa x' inicxaaQai nepinaXXicc x a l 9p£vag lo*0Adg. 

(Homer, V I I , 109 - 111) 

KepxC5a irav 6p0pivd , x s ^ o o v t & ^ v flc(xoc 9iova, 
neArcou-Svav, taxcov IlaAA&6oQ dAxu6va, " 

(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 rajjaTb 0 rpe^iecKOM 3pede, 
Ana xeHQHH BOCK, m o jjjia MV&^HHH Mejjb. 
HaM TOJibKO B dHTsax BHnajiaei acpednfi, 
A HM aaHO raflaa yMepeTb.^*0 

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, 18~B4, p. 220. 

319 Antipater of Sidon, The Dedicatory Epigrams, 
The Greek Anthology, Vol. I, ed. by W. R. Paton, p. 380. 

320 0. MaHflejibmTaM, "Tristia", p. 73 - 74. 
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to do battle: 

dAA' elq, otxov touaa TO: a' auTfjc; fpYa x6u.t,£e, 

laxov x' t)Xa.H&xr\\) xe, xal du^tTUoAoiai xeAeue 

epYov InotxeaBai' nbXe\iOQ b' 'dvbpeooi \ieXr)oei 

Tiaaiv, i\iol be [i&Xioxa, r o l 'IAC$ EYYeYdaotv. 3 2 1 

(Homer, I l i a d , 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 Is the one entitled: "Ha KaMeHHbix 

OTporax IlHepHH". 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 KaMeHHHx oiporax rinepHH 
BojnajiH My3H nepBHH xoposofl, 
HTodn, KaK n̂ ejiH, JIHPHHKH cjienne ,,„„ 
HaM nojxapnjiH HOHHHCKHH UBA. 

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': 

Ilap0£vixav vsdoiSov EV uu-voTroAocai, u-eAcaaav 
"Hpivvav, Mouacov av0ea 6p£7n;ou-evav, 3 

321 Homerus, The I l i a d of Homer, I , ed. by W. Leaf, M.A. 
Bayfield, London, Macmillan and Co. Limited, 1931, p . 140. 

322 0. MaHjjejibmiaM, "Ha KaMeHHbix OTporax IlHepHH", c i p . 
74 - 75. 

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: 

EX SdmpcoQ T O 5 ' dixeAY6ixsvoQ u-£At xot 9spco* ^ 

(Anon. Fragments, no. 49) 

Antipater of Sidon eulogized the 'melody' of the bees: 

o5 u-eAoc; etotal*cov 90£Y^ai6 XEV, &Q &nb Mouocov 
EV Kd6p,oi) 0aAdp,otQ au-fjvoQ dixETrAdoaTO. ^ 5 

(Epigram 34) 

while Antipater of Thessalonica versified in similar vein, de­

scribing the bees moulding the lips of Pindar with honey: 

ou6e \ia.xr\v SinaXoiq £ou0bQ nepl x^CAeoiv eo"n,6c; 

girAace XT)p65ei:ov, ntv5ape, aeto \ieXi. 

(Antipater of Thessalonica, 
LXXV, 489 - 490) 

b. Auxiliary motifs. 

The bitter-sweet tonality of the ancient spring, 

already referred to in the sampling of poems, is again alluded 

to with regard to the chill of the spring morning, and the cold 

underground source which waters the oaks. The cruelty of 

spring is accentuated by 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. Ill, newly ed. and transl. by J.M. Edmonds, 1927, 
p. 438. 

325 Antipater of Sidon, "On Pindar", Epigram 34, 
Sepulchral Epigrams, op. clt., p. 22. 

326 Antipater of Thessalonica, LXXV, The Garland of 
PMltp, op. clt., 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: 

ijixt ere xal Ze9upouo TLvacraop.£vr) TTCTUQ atfpaiQ 

0eA£ei, ueTTtYwvetBra'i'ovTa p-eAog, -* ' 
(Anon., lines 3 - 4 ) 

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: 

. . . xx\\> Ydp doi5bv-
dxptSa, xr\v euaav xb np\v dxav0oBdTiv, 

StTtAouQ eg AuxdpavTag i^tAato xx\v xaAauauiv, 
uiiViStcp xPr)°*a^v'r)v' TCaxdYCO* 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: 

£v8a x ^ u v euptov £xrf|0*aTo u-uptov SASov* 
*Epu.rjc; TOI TtpcoTiOTa x ^ u v xenxf\vax' dotSov* 

IV - "To Hermes", 
( l ines 24 - 25) 

327 Anonymous, A Greek Garland, A Selection from the 
Palatine Anthology, p. 52. 

328 Leonidas of Tarentum, lbid,»p. 2. 

329 IV - "To Hermes", the Homeric Hymns, 
Hesiod, The Homeric Hymns and Homerica, p. 364. 
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In the last stanza of his poem "Ha KaMeHHHX oiporax 

IlHepHH ", 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 
330 

Pindar's paeon to the Isle of the Blest: 

. . . e"v0a u-axdpcov 

vaaov coxeavtSec; 

aupat, nepmvioioiv' &v0£p,a be xpvoov 9AeYCt, 
Ta (lev xepaoQsv Arc' byXaMv 5ev6p£cov, (J6cop 6' 

CxAAa 9epBet, 

6p(i.oiau TCOV X^POCQ dvauA^xovTi xal cPre9dvoi)Q 

in. 6' 
BouAaiq ev 6p0atai 'Pa6a|idv0uoQ, 331 

(Olympian II, 71 - 83) 

Their heads wreathed in garlands, the inhabitants live in 

tranquility under the righteous laws of Rhadamanthos. Gentle 

ocean breezes waft the scent of flowers (cf. "namex Me,nyHHn.a")332a 

(line 27) 

Owing to a striking similarity in imagery with "Ha 

KaMeHHHX oiporax IlHepHH", we should consider at this point 

another poem of Mandel'shtam's, "B03BMH Ha paflocib H3 MOHX 
jiaaoHeH".332 

330 Victor Terras, oj>. cit,, p. 26l. 

331 Pindar, Olympian II, The Olympian Odes, The Works 
of Pindar, ed. by L.R. Farnell, London, Macmillan and Co. 
Limited, 1930, p. 13. 

332 0. MaHJi,ejibfflTaM, "B03bMH Ha pajjodb H3 MOHX jia^OHeH", 
cip. 84. 

332a See Ryszard Przybylski*s description of mythic space 
in his "Arkadia Osipa Mandelsztama", Slavia orientalis, XIII, 
p. 243-262. ~ 



GREEK THEMES AND MOTIFS IN MANDEL'SHTAM'S VERSE 132 

This 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 0TBa3aib HenpHKpenjieHHGft JIO,HKH, 
He ycjiHxaib B Mexa odyTOH TeHH, 
He npeB03MOMb B flpeMynefi SH3HH c i p a x a . 

( l i n e s 4 - 6 ) 

nevertheless, he senses the power of the work of art as a means 

of liberation from the mortal condition: 

B03BMH xc Ha pajjoeib JJCHKHH MO ft noaapoK, 
HeB3pa^iHoe cyxoe oscepejibe 
H3 MepTBHx nqeji, Mea npeBpaTHBrnnx B cojiHite. 

(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'immortalite, l'Hydromel -

*m^dhu des Indo-Europeens . . . 333 

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 associated with 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", Beltrage zur Namenforschung, Carl Winter, 
Universltatsverlag, Heidelberg, Band 6 (197D 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.33^ 

10. Fear of death and oblivion. 

With respect to the two poems, "Korjja HcHxea-acH3Hb 
335 33** 

cnycKaeica K TeHaM" and "H CJIOBO no3adnji, ^TO a xoieji CKa3aTb", 

Victor Terras observes that these are related 'contrapuntally', 

presenting, as it were, "two sides of a coin: the first is the 

Image, the second, its metaphor!c development, the 'legend' ".337 

The first poem describes the sensations of the bewildered soul 

immediately following death, and its fearful journey to the 
337a 

nether world. Its counterpart, the second poem, has as its 

focus the failure 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 sterile, vanishes forever. 

The minor motifs or imagery in both poems are very 

much in the Greek tradition. The winged psyche, like a blinded 

334 Nils fike Nilsson, "Osip Mandel'shtam and his poetry", 
Scando-Slavica, p. 37 - 52. 

335 'lKor.ua neHxea-xH3Hb cnycKaeica K TeHaM", dp. 80. 

336 MH CJIOBO nosadHJi, *ITO a xoieji CKa3aTb", cip. 81. 

337 Victor Terras, op. clt., p. 26l. 

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, it presents an 

ambiguous image, associated, as it usually was in ancient lyrics, 

with the joy and exuberance of spring: 

<5xav iipoQ &pa xeAaSrj xeAt6<ov. 338 

(Stesichorus, frag. 38) 

and, at times, with its keening sorrow: a Locrian folk song 

(frag. 2) contains dark, melancholy passages related to the 

appearance of the swallow in spring. 

Hesiod presents the swallow as the "shrilly wailing 

daughter" of Pandion, a king of Athens, who died of sorrow 

following the transformation of his daughters into these birds: 

xbv 6E u-ex' 6p0oY6r) riavSiovlg Spxo xe^ofov 

EQ 9aoQ dv0pa)7toic;, lapog v£ov Eoxan.£voio. 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 is 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 Hesiod, 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: 

nXaZ,ei Y&P TOV rcatda T"a adv&aAa* Y^M-vd be 0£ivai, 
t x v i a 6£t |aatveL (pdjiu-ov 'in' riovtriv. 3 

(Zonas of Sardis, lines 5-6) 

The grieving souls making the crossing are required to 

pay their fare (often, an obol) to the formidable boatman: 

"AI '6OQ & vexuriY^, xsxapii£v£ Sdxpuau TOXVXCOV, 

5Q Ba0u Tcop0(i£U£UQ xoux ' 'AxepovxoQ uScop, 

£ t x a l oo i B£Bpi0sv tin' Et5coAoicri xau-6vxtov 

oAxdQ, 3 ^ 2 

9^pco . . , x a l cfol vauxuAtrjg oBoAov. 

* (Archias, Epigram No. 68, 
"On Diogenes" ) 

In Mandel'shtam's poem, the little psyche offers a 

343 
honey-cake in payment for safe crossing. J Numerous references 

to honey-cakes as offerings for favours occur in ancient texts, 

as, for example, in the following verse of Rufinas: 

'AYXi'dAou p:r)YlJ'£voc; eutaxoTiE, ao l xa5s TÛU-TCCO 

9 a u a x t a x a l Atxf)Q Scopa 0u-nTuoAtT)Q* 
aup tov 'iovfcou Ydp in\ nXaxb xua-a TiEpf̂ aco, 

Gnevbwv r)\iexipr\c; noXnov eq Et6o0£TiQ. 

(Rufinas, 'TaLXOuAtxou" ) 

344 

341 Zonas of Sardis, A Greek Garland, p. 4. 

342 Archias, Epigram No. 68, "On Diogenes", Sepulchral 
Epigrams, The Greek Anthology, Vol. II, p. 4l - 42. 
*\ Arcnias or Antloch or of Mytilene). 

343 Once again we see the 'honey' motif, with its ancient 
connotation of death, and at the same time, immortality. 

344 Rufinas, XVI, Anthology of Rufinas, Anthologeae 
Graecae erotica, ed. by W.R. Paton, London: David Nutt, l898,p.ll. 
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In the second poem, "H CJIOBO no3adnji, ^TO a xoieji 

CKa3aib", the motif of the blind swallow is repeated, entering, 

like the winged Psyche of the first poem, into the realm of 

shades. No birds are to be heardj 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. This topos of the grasshopper, like that of the 

cicada, cricket, and locust, is particularly prolific in Greek 

anthology: 

'AxptSt xal xSxxiYt Mupcb x66e 0f)xaxo afju-a, 

Atxf)v d(i90xepotg xepal BaAoutfa x6vtv, ^ ^ 

(Marcus Aigentarius, 364) 

The poet fears the wailing and sobbing of the Aonides, 

the vengeful Nymphs of Boeotia (cf. Pausanius, 9.5, If.) 

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 (XPOfaoS) 

The final poem of the sampling presented in this 
346 

d i s s e r t a t i o n , namely, "BOT aapHOCHn.a, KaK cojmne 30JioToe," 

p r e s e n t s Time as i t s concep tua l e lement . We have s e e n , i n 

345 Marcus Aigen ta r ius , 364, The Greek Anthology, I I , 
P . 195 . 

346 Ocnn MaHjjejibinTaM, "BOT jjapHOCHija, KaK cojiHije 
30JioToe,", TaM x e , d p . 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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t h e poem, "Bo3bMH Ha p a a o d b " , how t i m e , a l o n g w i t h l u n g w o r t 

and m i n t , p r o v i d e s t h e n o u r i s h m e n t f o r t h e ' h o n e y - p o e t r y ' of 

t h e ' b e e - p o e t ' . M a n d e l ' s h t a m p e r c e i v e d t i m e c o n c r e t e l y , t h a t 

i s , t h r o u g h h i s s e n s e s — he saw i t , h e a r d i t , s m e l l e d i t , 

and e v e n f e l t i t s c o n s t r i c t i n g p r e s s u r e : 

BeK Moft, 3Bepb MOH, KTO eyMeeT „Af7 
3aroiaHyTb B TBOH 3pa^KH . . . 

Ha d e K J i a Be^HOdH yace jierjio 3 4 g 

Moe JibixaHHe, Moe l e n j i o . 

y. Be^HociH BopyeT BcaKHft, 3 4 9 

A Be^HOdb — KaK MopcKofi necoK: 

H Mena c p e s a e T BpeMa, 
KaK CKOCHJIO TBOH KadJiyK. 350 

KTO BpeMa u,ejioBaji B H3My*ieHHoe TeMa — 

OH dyaeT BcnoMHHaTb, KaK c n a i b JioacHJiocb BpeMa 

KTO BeKy noJtHHMaji dojie3HeHHHe BeKH — 

OH CJIH]HHT Be^HO myM, Kor.ua B3peBejiH peKH 
BpeMeH odMaHHHX H r j iyxnx . 

He likens the century to a wolf-hound which leaps on his shoulders: 
(a 'cutthroat' wolf century) 

352 
MHe Ha njieiH KHjjaeica BeK-BOJiKo^aB, 

347 0 . MaHflejibmTaM, "BeK", TaM ace, d p . 1 0 2 . 
348 "^aHO MHe Tejio -— ^ T O MHe a e j i a i b c HHM", c i p . 6 . 
349 "B TaBepHe BopoBCKaa mafiKa", d p . 3 0 . 

350 "XojiOflOK meKO^eT TeMa", d p . 9 8 . 

3 5 1 " 1 aHBapa 1 9 2 4 " , d p . 1 1 1 . 
352 "3a rpeMyqyio .nodjiecib rpajrynnix BeKOB,", c i p . 1 4 8 . 

http://Kor.ua
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The foregoing examples reveal Mandel'shtam's intense 

preoccupation with questions of time and eternity. His 

extremely sensitive Bergsonian 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 duree reelle) and the mathematical view of time. 

For him, as for Bergson, all reality was a manifestation of the 

elan 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 (XPONOS) 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 (Frag. 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 visions of 'reality' — 

Saint Sophia and Notre Dame, for example, constitute symbols of 
352a 

earthly eternity. Unwilling, 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; "Osip Mandel*stam and his 
poetry", Scando-Slavica, IX, 1963, p. 37-52. 
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Like Plato and his 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 absolutet "for the 

most part the myth is the vision of a poet whose images are not 

disguised doctrine but spring from a non-rational intuition..."353 

353 Plato's Phaedrus, transl., with introduction and commentary 
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 role 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. 354 

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. J 

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? 

BorocjiyaceHHa TopxecTBeHHHH 36HHT, 
CBeT B Kpyrjiofi xpaMHHe nos KynojioM B mojie, 
HTod nojiHOH rpyflbio MH BHe BpeMeHH B3,goxHyjiH 
0 JiyroBHHe Tofi, r#e BpeMa He desHi.356 

354 P l o t i n u s , The Enneads, v . 9 , t r a n s l a t e d by Stephen 
MacKenna, London, Faber and Faber L imi ted , London, 1969, p . 4 4 l . 

355 I b i d . , p . 442. 

356 0 . MaH^ejibinTaM, "BOT ^apHOCHna, KaK cojiHn.e 30JiOToe", 
TaM x e , d p . 8 5 . 
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An all-pervading sense of beauty and a sane and 

harmonious conception of the relation between Man 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. 



SUMMARY AND CONCLUSIONS 

"A thing of beauty is a joy for ever" 

This particularly relevant line from John Keats' 

"ENDYMION" 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 

French Parnassian and Russian Acmeist movements. 

Theophile 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, 

Gautier fixed his ideas 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 antique 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 ideal, 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 Hellenic genius. Although his art 

cannot be said to completely revivify Greek art, it is never­

theless a superbly consummated art form. 

The Greek influence is visible in Leconte de Lisle's 

subjects as well as in his methodology. His recourse to age-

old myths is 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 

Lisle 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 their 

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 ancient Greeks, the Parnassians and Acmelsts 

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 "quintessence 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. His 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 spiritt a conscious 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 avoidance 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 divinities 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 
logaoedic. 
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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 elan 

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 is 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'shtam, 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 isochronism, 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 groups, 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 his 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 quiet 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 lexical 

elements which waft a distinctly antique aroma through his 

verses. Much of his vocabulary taken from mythology 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 his 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 painstaking 

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 

topics and aesthetic ideals visible particularly in the works 

of Pindar and Alkaios. 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 leading and supplementary motifs from Greek mythology: 

the human soul, for example, in its hazardous voyage through 

life and death, is 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 role in his poetry, 

as it did in that of his precursors, the French Parnassians, 

and their mutual artistic ancestors, the ancient Greeks. 

Various topoi 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 images 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 'Petropolis'. 

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 is 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, in 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. Many of Mandel'­

shtam's verses reveal fear and sorrow, but this poet's innate 

joyous philosophy flashes through from time to time, particular­

ly 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 

Mandel'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 *medhu), 

— such images were ubiquitous in early Greek lyrics, 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 

attainment 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 life, 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. His 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 symbol of this earthly 

eternity. Giving the impression of upward flight, the Admiralty 

Building, also, appears to conquer solidity and the laws of 

physical nature. Similarly, Notre Dame, although an earthbound 

object of reality, offers a dual aspect of immobility and flight, 

creating the illusion of solidity struggling with weightlessness. 

All these buildings contain the promise of spiritual beauty and 

celestial freedom. 

To recapitulate, it might be said that Mandel'shtam 

considered art as a 'miracle-working' 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. In 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 in such a way that the 

deeper layers of time emerge. 

Seeking to keep his poetic 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 is 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 experiences idealism 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 is 

empowered to console man with the everlasting splendour of pure 

artistic form: 

Kor.ua e r o xyjjoxHHK MHJIHH 
BHBOflHT Ha CTeKJiaHHOH TBepflH, 
B O03HaHHH MHHyTHOH CHJIH, 
B 3adBeHHH neiajibHOH cMepTH. 

("Ha djieflHO-rojiydOH sMajiH") 

This poet's Hellenism consisted in a genuine ecstasy at 

the sight of all that is 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, it is hard to understand and appreciate the subtly distilled 

essence of his Greek-inspired verse. 

http://Kor.ua
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Pittsburgh, University of Pittsburgh Press, 1958, 255 P. 
(1. Mythology, Greek; 3. Mythology in literature; 4. Litera­
ture, Comparative — Ancient and modern). 

Zielinski, Tadeusz, "PejiHrna 3JiJiHHH3Ma", neiporpafl, 
"Academia", 1922, 11 p. 

Zimmerman, J.E., Dictionary of Classical Mythology, 
N.Y., Bantam Books, 1965, xix-300 p. 

C. SECONDARY ANTIQUE SOURCES: 

(with direct bearing on thesis) 

Bolgar, R.R., The Classical Heritage and its Bene­
ficiaries, Cambridge, University Press, 1957, vii-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, CM., Pindar, Oxford at the Clarendon Press, 
1964, xvi-446 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 in his poetic mission. 

Eurton, Reginald W. B., Pindar's Pythian Odes; essays in 
interpretation, London, OUP, 1962, 202 p. 

This detailed 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. In 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 greatly by his 
tradition of consistent excellence. 
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Croiset, A., La poesie 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. 

Daln, A., Lecon sur la metrique grecque, Paris, 1944, 
104 p. — a 

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 his songs. Robert Graves' study of 
the Panhellenic mythology of the Greek poets demonstrates an 
extensive hierarchy 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, 
144 p. 

Author gives definition of Hellenism and discusses the 
characteristic qualities of the ancient Greeks. She envisions 
the Hellenic 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, 
1953, viii-426 p. 

Introduces reader to the works of several representative 
Greek lyric poets. 

Highet, Gilbert, The Classical Tradition, Oxford, 
Clarendon Press, 1956, xxxvii1-7&3 P. 

The following pages were of particular relevance to the 
present study: p. 401 (Andre Chenier and the classical tradition); 
p. 437.465 (Parnassus and Antichrist); p. 443 (Theophile Gautier); 
p. 441-456 (Leconte de Lisle). This author traces the develop­
ment of the classical literary tradition and its impact on Western 
European literature from early until modern times. 

James, Henry R., Our Hellenic Heritage, London, Macmillan 
and Co., 1927-30, 2 vols. 

The enduring splendour of the Greek heritage is discussed 
in its many ramifications. 

Livingston, Sir Richard, The Pageant of Greece, Oxford at 
the Clarendon Press, 196l, 436 p. 

Economy and directness of Greek style is particularly 
emphasized in this work. 



BIBLIOGRAPHY 160 

Lucas, 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, Hesiod 
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 consistently tense yet unadorned style. 

Maas, Paul, Greek Metre, translated by Hugh Lloyd-Jones, 
Oxford, Clarendon Press, 1962, 116 p. 

A detailed 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 Parnassians and 
Acmeists resulted in an unusual plasticity of versification and 
a pure, musical tonality. 

Mackail, J.W., "The Lyric Poets", Lectures on Greek 
Poetry, Longmans, Green and Co., 1910, p. 83-138. 

This well-presented series of lectures provides both 
general and detailed information regarding the Greek lyric 
poets. It was particularly useful as a source of reference in 
the introductory section of this thesis. 

Martin, Emile, Essai sur les rythmes de la chanson 
grecque antique, Paris, Librairie C. Klinckseeck, 1953, 365 p. 

Stages of the development of lyricism are discussed 
here, as Is the quantitative nature of Greek rhythm. 

Meautis, Georges, Pindare le Dorien, Paris, Editions 
Albin-Michel, 1962, Neuchatel (Suisse), Editions de la Bacon-
niere, 1962, 474 p. 

Meautis 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 editors 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 
thesis, devoted as it is to the didactic poetry of Hesiod, the 
hymns of Homer, the satire of Semondies, the pastoral poetry of 
Theocritus, the lyric and reflective poetry of Alcman, Sappho, 
Solon, Simonides, Pindar, and many others. 

Paulys, A.F., Realencyclopadle der classischen Altertums-
wissenschaft, Stuttgart, Alfred Druckenmttller Verlag, 19647 J.B. 
Metzlerscher Verlag, 1894-1963, in 24 vols. 

, Supplement, ed. by Georg Wissowa, Stuttgart, 
J.B. Metzler, (1903 - 5T~ 

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. Ltd., 1950, vili-454 p. 

Reliable source for orientation and preliminary under­
standing of Greek literature. 

Sechan, Louis, et Delebecque, Edouard, Essai de Stylistlque 
Grecque, Publications des annals de la Faculte 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, -Kiii-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 Russia. 



BIBLIOGRAPHY 162 

D. PRIMARY PARNASSIAN SOURCES: 

Chenier, Andre Marie, Oeuvres completes, texte 
etabli et annote par Gerard Walter, Paris, Editions de la 
Nouvelle revue franchise, 1950, xxxix-1005 p. 

, Oeuvres poetiques de Andre Chenler, 
precedees d'une £tude sur Andre Chenler par Sainte-Beuve. 
Nouvelle edition mise en ordre et annotee par M. Louis Moland, 
Paris, Garnier freres, 1878-79, 2 vols. 

Gautier, Theophile, Complete Works, tranl. and ed. by 
F.C. de Sumichrast, N.Y., Bigelow Smith, 1910, 12 vols. 

, Emaux et camees, Paris, G. Charpentier, 1881, 
228 p. 

, Emaux et camees, Paris, G. Charpentier, 1902, 
228 p. 

, Emaux et camees, Paris, Garnier, 1943, 
lxxx-347 p. 

--, Poesies completes, Paris, Charpentier, I896, 
2 vols. 

, Poesies completes, Paris, Charpentier, 1910, 
2 vols. 

— , Poesies completes de Theophile Gautier, pub-
liees par Rene Jaslnski, Paris, Firmin-Dldot et Cie, 1932, 3 
vols. 

Leconte de Lisle, Charles Marie Rene, "L'Apollonide", 
Paris, Alphonse Lemerre, Editeur, 1888, 80 p. 

f Derniers Poemes, "L'Apollonide", Paris, A. 
Lemerre, 1895, 305 p. 

, Heslode, Hymnes Orphlques, etc., traduction 
nouvelle par Leconte de Lisle, Paris, A. Lemerre, 1893, 367 P. 

, Oeuvres de Leconte de Lisle, Paris, A. Lemerre, 
1929, 4 vols. 

Verlaine, Paul, "Art poetlque", Jadis et Naguere, 
Paris, Cres et Cie, 1921, p. 29-30. 
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E. SECONDARY PARNASSIAN SOURCES: 

Bernes, Henri, "Le 'Quain' de Leconte de Lisle et ses 
origines litteraires", Revue d'hlstoire litteraire de la France, 
Paris, 1911, No. 8, p. 485-502. 

Author Bernes traces the genesis of Leconte de Lisle's 
Cain back to the famed hero of antiquity, Prometheus. De Lisle's 
Cain is 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, lxxiv-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, Rene, La Renaissance de la Grece antique, (1820-
1850), Paris, 1911, vii-291 p. 

The Parnassian movement of the nineteenth century is 
traced back to its beginnings in this comprehensive study. 

Cassagne, A., La Theorie de l'art pour l'art chez les 
derniers romantiques et chez les premiers realistes, Paris, 
Dorbon, 1959, ix-487 p. 

This work presents a general view of the development of 
this theory. 

Desonay, Fernand, Le reve Hellenique cheg les poetes 

farnassiens, Louvain: Librairie universitaire, 1928, xxxli-429 p. Recueil de travaux publies par les membres des conferences 
d'hlstoire et de philologie, ser. 2). 

This assessment of the Hellenic inspiration among the 
Parnassian poets is a most important source for the present 
thesis. In Section I, French Parnassian poetry is discussed; 
in Section III, Desonay treats the Hellenio influences evident 
in the poetry of Leconte de Lisle. 

Ditchy, Jay Karl, Le theme de la mer chez les parnassiens 
Leconte de Lisle et Heredla, 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 rdle throughout his Poemes 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, "Breves remarques sur le vocabulaire 
de Leconte de Lisle", in Melanges de philologie, d'hlstoire et 
de litterature offerts a Joseph Vianey, Paris, 1934, p. 441-446. 

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 gives 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, vii1-334 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 associated with the universal and the ultimate. 

Kramer, C , Andre Chenier et la poesle parnassienne, 
Paris, H. Champion, 1925, 300 p. 

A study of the profound influence of Chenier and the 
inspiration which he gave to Leconte de Lisle. 

Lanson, G., Hlstoire de la Litterature franqalse, Paris, 
Hachette, 1928, p. 1059-1065. 

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. 

Lemaitre, Jules, Les Contemporalns, t. II, Paris, 
Boivin et Cie, (1903 - ), 8 tomes, U»99 - 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 Poesle de Leconte de Lisle, Montrouge, 
Imprimerie du Commerce, 1926, il-78 p. 

Contains essential material for a complete comprehension 
of the work of Leconte de Lisle. Maugis points out that in the 
Poemes antiques Leconte de Lisle celebrated the Greece of all 
ages: prehistoric Greece with "Niob3", the Greece of Hellenic 
thought with "Khirftn", Alexandrine Greece with "Hypatie", the 
intelligent, artistic Greece with "L'Apollonide" (ending with 
an evocation of the chaste and majestic chorus of the Muses). 
Leconte de Lisle preferred to the voluptuous Greece of Gautier 
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and Theodore 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 In 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 Theophile 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 litteraires; etudes sur 
le 19e siecle, Paris, C. Levy, 1889, 353 P. 

This work is concerned with the artistic qualities of 
Theophile Gautier and Leconte de Lisle (among other writers), 
and assesses the particular importance of these two poets in the 
Parnassian movement. 

Rudler, Madeleine G., Parnassiens symbollstes et decadents, 
Esqulsse historlque, 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. 

"L'antiquite dans l'oeuvre de Leconte de Lisle", 
Litterature Frangalse, publiee sous la direction de Joseph 
Bedier et Paul Hazard, Tome second, Paris, Librairie Larousse, 
1949, p. 333. Concise assessment of antique influence in 
Leconte de Lisle's poetic art. 
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P . PRIMARY ACMEIST SOURCES: 

1 . KHHrH H d a i b H Ocnna MaHflejibmaMa; 

MaHflejibnuaM, 0 . , "KaMeHb", ne i epdypr , H3J;-BO "AKM9", 
1913, 95 c i p . 

, "KaMeHb, nepBaa KHHra CTHXOB", MocKBa, Toc-
H3flaT, 1923, 95 c i p . 

, "CTHXOTBopeHHa", "B03J^ymHHe nyTH", 3 , 1963, 
d p . 1 9 - 2 3 . 

, "CodpaHHe coqHHeHHH", noj; pe.naKn.HeH H co 
B d y n . daTbaMH r . n . CipyBe H B. A. <£HjrannoBa, itefl. HM. 
HexoBa, HBJO HopK, 1955, 414 c i p . 

, "CodpaHHe co^HHeHHS", B ipex TOMax, noj; 
pejjaKijHeH r . n . CipyBe H B. A. $HjiHnnoBa, B d y n . ciaibH 
KnapeHca Bpayna, r . n . CipyBe H 3 . M. Pafica, BamHHnoH, I n t e r -
Language L i t e r a r y A s s o c i a t e s , 1964-66, 3 v o l s . 

, "CodpaHHe co^HHeHHH", TOM TpeTHfi, B d y n . ciaTba 
npo$. JOpHa HBacKa, HHKHTbi cipyBe H Bopnca $HJiHnnoBa, New York, 
In t e r -Language L i t e r a r y A s s o c i a t e s , 1969. 

, "0 npHpofle cjiOBa", XapBKOB, H3#. "HCTOKH", 
1922. 

, "0 no93HH", "CdopHHK daTef t " , H3fl. "Academia", 
1928, 97 P . 

2. KHHrn H ciaTbH apyrnx aKMencTOB: 

ropo^eiiKHH, CepreH, "HeKOTopbie Te^eHHa B coBpeMeHHofi 
pyccKofi no33HH", "AnojuiOH", J* l , 1913 r . 

TyMHjieB, HHKOJiaH, "Hacjie^He cHMB0JiH3Ma H aKMeH3M", "AnojuiOH", 
C . - n e i e p d y p r , 1913, » 1, c i p . 42 -46 . 

, "HcKycdBo", "nepeBOjnj H3 Teo$HJia ToTbe", 
"H3dpaHHoe", napnac, L i b r a i r i e de Cinq C o n t i n e n t s , 1959, 227 P. 

, "IlHCbMa o pyccKofi no3 3HH", "AHOJIJIOH", neTporpaA, 
1914 r . Jfe 1-2, 1923. 
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TyMHJieB, H., "CodpaHHe co^HHeHHH", B qempex TOMax, nofl 
pe.naKn.HeH r . n . CipyBe H B. A. $HjrannoBa, BamHHnoH, H3flaTejibdB0 
KHHXHoro Mara3HHa Victor Kamkin, I n c . , 1962 - 1964. 

, "CodpaHHe co^HHeHHH", B qeTHpex TOMax, nos 
peflaKitHefi r . H. CipyBe H B. A. <3?HjmnnoBa, TOM qeTBepTHH, co Bciyn. 
c i a iba B. B. Befijjjie, BamHHnoH, H3AaiejibciB0 KHHXHOTO MaHa3HHa 
Victor Kamkin, I n c . , 1968, xxxvi-654 p . 

G. SECONDARY ACMEIST SOURCES: 

EypjiaKOB, H., nejiHcoB, r . , yxaHOB, H., "PyccKaa jiHTepaiypa 
XX B . " , MocKBa, Toe. y^edHO-nesaror. H3A-BO, 1961, 214 d p . 

A somewhat biassed view of the 'decadents' of the 
twentieth century who followed the theory of "art for art's 
sake". In the opinion of these critics, the writings of the 
Acmeists revealed excessive subjectivity. 

BymMaH, HpHHa, "no9TH*iecKoe HCKycdBO MaH^ejibnuaMa", 
ItoHxeH, HHCTHTyT no H3yqeHH» CCCP, 1964, 73 c i p . 

The analysis of Irena Bushman of Mandel'shtam's artistic 
style is original and useful. This survey of the prosodic and 
linguistic devices employed by the Acmeist poet provided a 
constant source of reference for Chapter II of the present thesis 

BepKOBCKHfi, H., TeKymaa JiHTepaiypa", CTaTbH KpHTHqecKHe H 
TeopeTH^ecKHe, MocKBa, H3JJ. "$e,nepanB:a", 1930, 109 c i p . 

Good general source of information which touches on the 
literary quality and nature of Mandel'shtam's work. 

BjiajndcjiaBJieB, H. (TyjidbHHCKHH), "JiHTepaiypa BejiHKoro 
jjecaTHJieTHa, 1917 - 1927", TOM 1, MocKBa, rocH3,naT, 1928. 

(Microfiche, 6 cards) 

Helpful from the point of view of providing a detailed 
survey of literature in Russia during the decade of 1917-1927. 

"B03jrymHbie nyTH", AjibMaHax 1-4, Hbio HopK, peaaKTop-
H3flaiejib P. H. TpHHdepr, 1960. 

Excellent source of critical articles throwing additional 
light on the careers and literary output of Mandel'shtam and his 
fellow-Acmeists. 

Brown, Clarence, The Prose of Osip Mandelstam, Princeton 
Univ. Press, 1965, viii - 201 p. 

Mandel'shtam's prose, like his poetry, reveals a search 
for personal identity in the face of contemporary events. This i 
particularly evident in Prof. Brown's sensitive translations of 
The Noise of Time and The Egyptian Stamp. 
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JKHpMyHCKHH, B. M., "3a,n;aqH noaTHKH", "BonpocH TeopHH 
jiHiepaiypH", '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 in his literary critioism. He interested himself in 
questions of poetical style in a teleologlcal manner, concerning 
himself chiefly with the final aesthetic effect obtained by the 
poet. 

, "npeoflOJieBnnie CHMBOJIH3M", "PyccKaa MHCJIB", 
$ 12, MocKBa, 1916. 

In this article, Zhirmunsky evaluated the work of the 
Acmeist poets and designated them as worthy continuers of the 
Pushkinian tradition. 

Ky3MHH, IdHxaHji, "0 npeKpacHofl acHOdH", "AnojuiOH", 
HHBapb, 1910 r. 

, "HHCbMa O pyCCKOH n033HH" , "AnOJIJIOH", $ 2, 
1912 r. 

In the foregoing two articles, Kuzmin helped to formu­
late the credo of the Acmeists and indicated a means of over­
coming the ascendance of the Symbolist tradition. 

Carlisle, 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 Acmeist influence up until the present day. 

A Book of Russian Verse, transl. by CM. Bowra, London, 
Macmillan & Co. Ltd., 1943, 118 p. 

Bowrafe translation of an important passage in the poem 
"Tristia" has 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. 

Lurje, Artur, "fleTCKHH pafi", "B03flyniHHe nyTH", AjibMaHax 3, 
d p . 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 expose 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. 

Mlckiewicz, 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. n 

Nilsson, Nils Ake, "Osip Mandel'stam and his poetry", Scando-
Slavica, Tomus IX, Copenhagen, Munksgaard, 1963, p. 37-52. 

, "Osip Mandel'stam's Poem The Admiralty", 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, I960, 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. 

PaHOBHM, A. B., "3JIJIHHH3M H ero HdopHqecKaa pojib", 
OTBeTCTBeHHbie pejjaKTopbi: B. H. JIBSIKOB H fl. A. JIeHn,MaH, MocKBa, 
Hsfl-BO AKafl. HayK, CCCP, 1950, 381 cip. 

This book deals with the historic r61e of Hellenism and its 
rich legacy to Western literature. 

Strakhovsky, L.I., Craftsmen of the Word. Three Poets of 
Modern Russia, Westport, Conn., Greenwood Press, 1909, 114 p. 

--• , "Osip Mandel'shtam, Architect of Words", Russian 
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 special value to this thesis, in that it deals with Osip 
Mandel'shtam's skill in the architectonic structuring of his poetry. 

TapaHOBCKHH, KHPHJIJI, "dHxocjioaceHHe OcHna MaHJtejibmTaMa 
(c 1908 no 1925 rojj ) ", 

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'stam", 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'Aristee, 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 is a pure poetry: a true "quintessence of literature". 

Yarmolinsky, Avrahm, Russians: then and now, New York, 
The Macmillan Company, 196l, 1963. 

These incisive translations make Mandel'shtam's poems 
more accessible to Western readers. One of these adaptations is 
included in Appendix 1; it is very close to the original. 

Zavalishin, Vyacheslav, Early 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. 

Befifljie, BjiajndMHp, "0 nocjieflHHx dHxax MaH^ejibmiaMa", 
"Bo3JiyiHHHe nyTH", 2, Hbio HopK, 1961, cip. 70-86. 

This article pertains to Mandel'shtam's later poetry. 
Przybylski, Ryszard, "Arkadia Osipa Mandelsztama", Slavia 

orientails, 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) 

ffinpMyHCKHH, B. M., "BBe^eHHe B MeipHKy. Teopna 
dHxa", "Bonpocu noaTHKH", VI, Jl., 1925, 286 cip. 

THMo$eeB, JI. H., "HpodjieMM CTHX0Be,a,eHHa", "MaiepHajiH 
K conHOJiorHM dHxa", M., 1931, 232 dp. 

ToMameBCKHH, B. B., "PyccKoe dHxocjioxeHHe", "MeipHKa", 
"Bonpocbi nosTHKH", II , Heiporpafl, 1923, 156 cip. 

DIKJIOBCKHH, B., "0 n033HH H 3ayMH0M a3HKe", "IIOSTHKa", 
"CdopHHKH no TeopHH no3TH*iecKoro a3HKa", neiporpa^;, 1919, 28 cip. 

SfixeHdayM, B. M., "MejiojjHKa pyccKoro JinpĤ iecKoro dHxa", 
neTporpaji;, 1922, 199 cip. 

Unbegaun, B. 0., fiussian Vers!fication, Oxford at the 
Clarendon Press, 1966, vi - 16T p. 

Bailey, James, "The Basic Structural Characteristics 
of Russian Literary Meters", Studies Presented to Professor 
Roman Jakobson by his Students, Slavlca Publishers, 1968, 
P. 17 - 34. 

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
ly hidden aspects of classical metersi older, even archaic forms 
have been revived. 

Taranovski, Kiril, "PyccKHe JtBŷ ojibHue paaMepbi", 
Ruski dvodelni rltmovl, I - II, Belgrade, 1953, P. 333 - 351. 

, "The Identity of the Prosodic Bases of Russian 
Folk and Literary Verse", For Roman Jakobson, The Hague, 1953, 
553 - 558. 

Deal at length with theoretical problems relevant to 
Russian verse. 

Halle, Morris,"Zirmunskij's Theory of Verse: A Review 
Article", SEEJ, XII, 1968, p. 213 - 218. 
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I. MISCELLANEOUS SOURCES: 

Baring, Maurice, Landmarks In Russian Literature, 
London, Methuen & Co. Ltd., and New York, Barnes & Noble Inc., 
I960, 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 Tightness and simplicity. 

Borgeaud, Willy A., "Hibernica: Echu - Echoch, Echoid -
Echdach, Temair", Beitrage zur Namenforschung, Carl Winter, 
Universitatsverlag, Heidelberg, Band 6 (1971) Heft 1, p. 40-44. 

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. 

Frankel, Hermann Ferdinand, Wege und Formen frtth-
grlechischen Denkens, Mtlnchen, C.H. Beck, I960, xxii - 376 p. 

Traces evolution of the Greek spirit from its origins, 

THH3dypr, JlHflHa, "HoaTHKa Ocnna MaHAejibnnaMa", " H s B e d H a 
AKaaeMHH HayK CCCP", Oepna JiHTepaiypa H a3HKa, TOMXXXI , H3,a;aTejib-
CTBO "HayKa", 1972 , Bbin. 4 , d p . 3 0 9 - 3 2 7 . 

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 depictions 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 Kunstschftnen", Asthetlk, 
Band 1, Frankfurt am Main, Europalsche Verlagsanstalt GmbH, 
Berlin, 1955, (Zweiter Tell, 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 Weltgeftlhl of incarnate ideas and 
animate things. The "word as such" constitutes a delicate 
balance ( cjiOBO-njioTb ), 
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I. MISCELLANEOUS SOURCES (Cont'd): 

Jakobson, Roman, 0 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 Irene, Les motifs decadents dans 
les poemes d'Smile Verhaeren, etude precedee d*un essai sur 
la theorie du motif litteraire, Wroclaw, 1967, 215 P. 

There are varying definitions 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, theoricien 
de 1•imagination", L'Information litteraire, 1965, Paris, 
Bailliere et fils, editeurs, p. 54-63. 

Contrary to Bergson, who considered the elan vital 
as a duree continue, Bachelard views 'becoming* as discontinued 
and alternative, made up of successes and failures, 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 aesthetic 
concepts. 

Nietzsche, Friedrich, Die Geburt der TragPdie, Werke 
in Drei B&nden, Erster Band, Munchen, Carl Hanser Verlag, 1966, 
134 p. 

In this work Nietzsche discusses the Apollonian-
Dionysiac duality which characterized much of Hellenic art. 
This same "fraternal union" of Apollonian contemplation and 
joy, along with Dlonysian Intoxication, is visible in the lyric 
verse of Mandel'shtam — culminating in harmonious and integral 
artistic wholes. 

, Ecce homo and the Birth of Tragedy, transl. by 
Clifton P. Fadiman, N.Y., The Modern Library, 1927, x - 340 p. 

Pepin, Jean, Mythe et Allegorie, Aubier, Editions 
Montaigne, 1958, p. 81-485. ~ 
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I. MISCELLANEOUS SOURCES (Cont'd): 

, Dante et la Tradition de l'Allegorle, 
Bibliotheque nationale du Quebec, 1971, 153 P. 

In the foregoing works, Pepin 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. Pepin 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 inspired fashion, Mandel'shtam applied himself 
to the attainment of the Absolute through the linguistic 
medium of poetry. 

nymKHH, AjieKcaHflp CepreesH^, "Cô iHHeHHa AjieKcaHJjpa 
IlymKHHa", BdHJieHHoe H3*aHHe nyntKHHCKoro KOMHieia , Ber l in , 
Speer & Schmidt, 1937, 1091 p . 

Schelling, Friedrich Wilhelm Joseph von, Introduction 
a 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 
principal 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 
pensee grecque, Paris, Presses universitaires de France, 1949, 
xxili-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 is language which permits us to arrive 
at a true knowledge of reality. 
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I. MISCELLANEOUS SOURCES (Cont'd): 

Spoerri, Theophil, Der Weg zur Form, Dasein und 
Verwlrkllchung des Menschen im Spiegel der eurapaischen 
Dichtung, Hamburg, Druck J.J. Augustin Gltlckstadt, 1954, 171 p. 

To Theophil Spoerri a poem represented a precarious 
balance between the interior and exterior worlds: 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 pensee chez les grecs, 
etudes de psychologie historique, Paris, Frangois 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-pres', to 
which could not be applied either measure or rigorous reasoning.) 

Wyczynski, Paul, "Thematique", III, "Introduction de 
l'Oeuvre 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 betxieen 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 vraie charpente de l'univers poetique". 

Zuntz, Gttnther, Persephone, Three Essays on Religion 
and Thought in Magna Graecia, Oxford 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 existence 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. 

Frankel, Hermann, "Man's 'Ephemeros' Nature According 
to Pindar and Others", XII, Transactions and Proceedings of the 
American Philological Association, 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 the general 
feeling of human helplessness (&(j,r)xavCa). 
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English translations of Russian passages 

(All translations by A.M. Iverson, 
Footnote Page unless otherwise indicated). 

61 29 

. . . 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 conceived 
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 Theophile 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 

. . . The struggle between Acmeism and Symbolism, if it 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, weight and timer- 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 resemblanoes to mystical love or to anything else. 

66 30 

. . . and 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 

. . . 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 its 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 philological culture — not etymologically, nor in a 
literary sense, but through the principle of an inner freedom 
which is 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 Russian Poetry, An Anthology with verse translations, 
ed. and with an introduction by Vladimir 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. 

74 35 

Chaste spells exist — 
A lofty harmony, profound peace, 
Far from ethereal lyres 
Are my established lares. 
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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 35 

We await death, like a fairy-tale wolf, 
But I fear that he will die first of all, 
He,who has the entrancing mouth, 
And the fringe of hair falling over his eyes, 

77 35 

In translucent Petropolis we shall die, 
Where over us rules Proserpina. 

78 35 

St. Petersburg, say that I need not die yet: 
You still list the number of my telephone. 

(Adapted by Rose Styron, in Olga 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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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 wise 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 Russian Poetry, An Anthology with verse translations, 
by Vladimir Markov and Merrill Sparks, p. 33) 

88 43 

And from your citadel, Evius, Melpomene 
Who grieves can see again the deserts' magic circle 
And Tartarus breathing gardened captivity. 

(Viacheslav Ivanov) 

(Modern Russian Poetry, translations by Markov and Sparks, p. 
133.) 

89 43 

. . . Viacheslav Ivanov himself contributed greatly to the 
formulation of the Acmeist theory. 

90 44 

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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90 44 (cont'd): 

Her thyrsus gives no joy; her tambourine won't stir; 
Even white-marbled Pan is not in love with her. 

(Innokenty Annensky, "Pace") 

(Modern Russian Poetry, transl. by Markov and Sparks, p. 123) 

91 44 

The lesson which Russian poetry learned through 
Annensky's creative work was not that of Hellenization, but an 
inner Hellenism . . . 

92 44 

But the flutist knows no peace, 
It seems to him that he is alone, 
That he once carved out his native sea 
From lilac-coloured clays. 

95 46-47 

. . . The "word as such" came slowly into being. Gradually , 
one after the other, all the elements of the word gathered to­
gether into some notion of form, but the conscious sense of the 
word, the Logos, has up until now been erroneously and arbitrarily 
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 47 

The Russian language is a Hellenistic language. Owing to 
a whole series of historical conditions, the living forces of the 
Hellenic culture (having yielded the West to Latin influences and 
flaring up only for a short while in childless Byzantium) turned 
to the Russian 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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98 48 

Is the thing really master of the word? The word is a Psyche. 
The living 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 49 

Classicism is necessary in poetry, as is Hellenism, a heightened 
sense of imagery, a machine-like rhythm, urban collectivism, peasant 
folklore . . . 
. . . 0 monstrous ingratitude: toward Kuzmin, Mayakovsky, Khlebnikov, 
Aseev, Viacheslav Ivanov, 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 . . . 
. . . all contemporary Russian poetry emerged from the familial 
bosom of Symbolism. 

100 49 

. . . The Acmeist breeze riffled the pages of the classics and the 
romantics, unearthing the Acmeists at the very place most necessary 
to the epoch . . . 

101 49 

. . . Not ideas, but style, proved fatal for Symbolism . . . 

. . . 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 — in 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 
notions 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 teleologlcal warmth. 
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105 51 

Hellenism —- this is 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 dial-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 radiance 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 maidenly 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 noisy 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. 



APPENDIX 1 180 

Page 

54 

The sensitive sail strains to hear, 
Emptiness greets the dilated gaze, 
And through the silence, sailing, 
A soundless choir of midnight birds. 

Hurled into space, is it our lot 
To be destined to die, 
To regret beautiful constancy 
and faithfulness! 

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. 

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, 
0 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 is 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) 

Footnote 

111 

113 

114 

115 
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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 0. 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 jealous, 
But I desire you, 
And I make my way about 
Like a hangman's prey. 

And, as if it were a crime, 
I am attracted to you 
By your bitten, in 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. 
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126 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. 

128 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 their brows. 

129 60 

Raising 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. 

130 6l Like a pearl-less shell. . . 

131 6l But like a Medusa, the Nevsky wave . . . 

132 6l I am poor as nature 
I am plain as the sky, 

Like the voices of midnight birds. 

133 61 Nature is Rome itself . . . 

134 6l My staff, my freedom, 

135 6l Faithfulness wept in the night. . . 

136 6l . . . A transparent spring 
Clothes Petropolis in pale green down, 

137 6l Holy name, 

138 6l Like a fairy-tale wolf . . . 
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139 62 Let's talk about Rome — a marvellous city! 

140 62 Goddess of the sea, menacing Athena, 

141 62 . . . over the black Neva . . . 

142 62 Beyond the misty promontory of Meganom, 
That is a black sail returning . . . 

143 62 Let us go to Tsarskoe Selol 

Let us go to Tsarskoe Selo! 

144 62 Your, Cassandra, lips; your, Cassandra, eyes, 

145 62 Because I could not hold your hands, 
Because I betrayed your tender, salty lips, 

Where is beloved Troy? where is the royal, 

the maiden's, dwelling? 

146 62 Remain as foam, Aphrodite! 

147 62 The sacred club of Heracles 

148 62 Everywhere the services of Bacchus 

149 62 Already bare-footed Delia flies! 

150 62 . . . the fortress of the Holy Ghost, 

151 62 The Valkyries fly . . . 
152 63 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. 

153 63 I shiver with cold —-
I wish to remain silent! 
But in the sky gold dances — 
It beckons me to sing. 



APPENDIX 1 184 

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 is 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 is, to the responsive exchange of the chorus, divided 
into two halves, with equal time at their disposal for the 
expression desired . . . 
. . . Time is 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 classical 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. 

0 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, 
The vale is tinted with Roman rust. 
The transparent chute of time carries off 
The dry gold of the classical spring. 
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159 67 

Sisters — heaviness and tenderness — your markings 
are the same. 

Bees and wasps suck the heavy rose. 

(Modern Russian Poetry, transl. by Markov and Sparks, p. 299). 

161 68 

Thus, in 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, 



APPENDIX 1 186 

Footnote Page 

171 70 

Nature is Rome itself, and it seems again 
We should not disturb the gods needlessly! 
Sacrificial viscera will tell of war, 
Slaves, to keep silence, and stones, to build! 

172 71 

Where are you sailing 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 junction, 

175 71 

The room is quiet, like paper — 

176 71 0 this air, trouble-intoxicated, 

177 71 On the black square of the Kremlin! 

178 72 

Your image, tormenting and inconstant, 

The holy name, like a huge bird, 

179 72 

The breast strains to breathe . . . 
It may be, that dearest of all to me 
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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. Pie-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. 

l85 73 

So, 
The horseshoe finder 
Blows the dust from it, 
Subs it with wool till it shines, 
And then 
Hangs it 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 coins portray a lion, 

Others — 
a head; 
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186 75 (cont'd): 

Various copper, gold, and bronze tablets 
With like honours lie in the earth. 
The era, trying to gnaw them in two, left the marks of its 

teeth on them. 

(Modern Russian Poetry, Markov and Sparks, p. 315) 

188 77 

0, the severe pendulum of souls, 
It swings, implacable, unswerving, 
And fate knocks insistently 
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 in 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 is 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 . . . 
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Today is a loathsome day, 
The choir 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 

Whiter than white 

80 

Over the mouldering book, over the road of day 

80 

In a huge room, overlooking the black Neva, 

80 

Far away, in a hut, voices . . . 
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202 81 

The black wind rustles 
sluggishly 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, 
W joy too and my honor. 

(Transl. by Robert Lowell, "Poems by Osip Mandelstam", The 
Atlantic Monthly, vol. 211, p. 64). 

204 81 

205 82 

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. 

A body's given me — what then to do with it, 

206 82 And a turquoise-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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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 tin rancorous 
conversations, 

212 83 

The untiring pendulum swings 

213 82 

Flashing in the fading foliage 

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 
o? sighted fingers, 
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219 84 

I feel an insurmountable fear . . . 

220 84 

But I love the casino on the dunes, 
I love to follow the flight of the winged gull, 

221 84 

I thus knew who was invisibly present: 

222 84 

We fear, we do not dare 
To help the royal sorrow. 

223 84 

I do not know from when 

I would like . . . about nothing 

224 84 

I wish to remain silent: 

225 84 

It is already daylight, 

226 84 

How difficult it is to doctor wounds! 

227 84 

There is no point in our disturbing the gods in vain! 
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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 decorum. 
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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, Aphrodite! 
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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242 88 

Goddess of the sea, menacing Athena, 
Remove your great stone helmet. 
In transparent Petropol' we shall die, 
Where not you, but Proserpina, reigns. 

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, 
Tranquilly warms his golden underside. 

245 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 ray 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 is unmoored. 
No one can hear the shadow shod in fur. 
One cannot track down fear in 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, 
Their nourishment: clover, and mint, and Time. 
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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 Rose Styron, taken from 0. Carlisle's Poets on 
Street Corners, p. 135. 

249 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 easily intoxicated on the wine of classicism. 

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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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 birth! 

("Silentium", lines 9-12) 
109 

And across the silence sails 
A soundless choir of midnight birds 

109 

Why is there so little music 
And such silence? 

110 

The Hellenes prepared for war 
On the lovely island of Salamis, — 

0 Europe, the new Hellas, 
Guard the Acropolis and Piraeus! 

110 

Gifts from the isle we do not need — 
A forest of uninvited ships. 

279 H O 

"Insomnia. Homer. Taut sails". 

288 113 

"I'm cold. The transparent spring. . . " 
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"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) 

(Russians: then and now, ed. by Avrahm Yarmollnsky, New York, 
The Macmillan Company, 196l, 1963, p. 218) 

297 116 

"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". 

300 118 

"Still far off is the transparent-grey spring 
of asphodels" 

309 122 

"The Twilight of Freedom" 

311 124 

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, 0 time, 
Must hear your ship sinking to the depths. 

(Modern Russian Poetry, Markov and Sparks, p. 297) 

Footnote 

289 

290 
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313 125 

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 while telling fortunes. 

(Adapted by Kunitz, taken from 0. Carlisle's Poets on Street 
Corners, p. 129) 

322 128 

On the stony spurs of Piraeus 
The Muses conducted the first round dance, 
So that, like bees, the blind lyric bards 
Could present us with sweet Ionian honey. 

332 131 

"Take for joy from my outstretched palms" 

335 133 

"When Psyche-Life sinks into the realm of shades" 

336 133 

"I forgot the word, which I wanted to say" 

346 136 

"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 pupils 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 — 

He will recall how time went off to sleep 

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. 
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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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21 13 

. . . thus beneath great-hearted Achilles his 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, 
421-423.) 

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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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, this 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, 

(j>ythia I, Selected Odes, translated by C.A.F. Ruck and W.H. 
Matheson, Ann Arbor, the University of Michigan Press, 1963, 
p. l6l, 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. 

(Mackail, 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 . . . 

26l 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 . . . who 

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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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 Phllommedes 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.Y.: The Macmillan Co., 1914, p. 93-94). 

270 106 

Aphrodite, splendour-throned immortal, wile-weaving 

child of Zeus, to thee' is my prayer. 

(The Poems of Sappho", Lyra Graeca, Vol. I, translated by 

J.M. Edmonds, London, Wm. Heinemann, 1922, p. I83). 
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271 107 

Listen! for, in very deed, are we once more ploughing 
the field of bright-eyed Aphrodite or of the Graces . . . 

(VI - "For Xenocrates of Acragos" (winner in the chariot-
race, 490 B.C.), The Odes of Pindar, The Loeb Classical 
Library, English translation by Sir John Sandys, London: 
Wm. Heinemann; N.Y.: Macmillan Co., 1915, p. 249). 

272 107 

And silver-footed Aphrodite welcomed the Delian guest, 
while with light hand, she touched the car of workmanship 
divine . . . 

(IX - "For Telesicrates of Cyrene", The Odes of Pindar, 
translated by Sir John Sandys, p. 273). 

273 107 

. . . 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. 

(II - "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 

. . . and Love, who is most beautiful among immortal gods, 
Love that relaxes the limbs, and in the breasts of all gods 
and all men, overcomes their reason and prudent counsel. 

(Theogony, transl. by Bank (Davies), James, The Works of Hesiod, 
Callimachus and Theognis, London, Henry G. Bonn, 1856, p. 8. 

282 111 

Eros, melter of limbs, whirls me on again, 
a bittersweet, inescapable reptile. 

283 H I 

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 Hesiod, 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 

. . . 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, II, 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. Evelyn-White, p. 407)T~ 
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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-winged fly* . . . 

(* apparently, the dragon-fly) 

(Frag. 22, Dirges, Lyra Graeca II, transl. by J. M. Edmonds, 
P. 291.) 

296 116 

Away with 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 life 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 

. . . 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 

. . . and soon they came to the mead of asphodel where dwell 
the souls, the phantoms of men outworn. 

(The Iliad and the Odyssey, 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 

. . . therefore they sent the ship with a black sail, con­
vinced that their youth were going to certain destruction; . . . 
ordering him, if he returned with Theseus safe, to hoist the 
white sail, but otherwise to sail with the black one, and so 
indicate the tragedy. 

(XVII, "Theseus", Plutarch's Lives, Vol. I, Loeb Classical 
Library, 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. Ill, transl. by J.M. 
Edmonds, p. 313). 

307 121 

. . . and by it his mother, Promethis, like in her tragedy 
to the mournful bird halcyon, bewails evermore her son, calling 
'aiai', telling how he perished before his time. 

(Ep. 27, XIII, 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 is 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 CM. Bowra, Oxford at the Clarendon Press, 1950, 
p. 199-200). 
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312 124 

See! see! the swallow is here! 
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. Edmonds, p. 526). 

314 125 

His yoke-ox, growing feeble with age and years of ploughing, 
Alcon its master pitied, and saved from the blood-stained knife. 

("The Pensioned Ox", 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 Epigrams, 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-voiced chanticleer . . . 

(Lyra Graeca, Frag. 81, transl. by J.M. Edmonds, 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 

. . . her weaving-comb, the halcyon of Pallas' loom, that 
sings in the morning with 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 me. 

(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. Ill, 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 

. . . 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. R. Paton, p. 113) 

329 130 

. . . he found a tortoise there and gained endless delight. 
For it was Hermes who fashioned a singer from the tortoise. 

331 131 

. . . there 
winds sweep from the Ocean 
across the Island of the Blessed. Gold flowers to flame 
on land in the glory of trees; it is fed in 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, 

P. 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 wailing 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 his bare feet on the sand of the beach. 

342 135 

0 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 
, . . I 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, 
1 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) 

3^5 136 

Myro made this tomb for her grasshopper and cicada, 
sprinkling this poor dust over them both. . . 
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70 32 

. . . and this is how sound develops into the Word, as 
essentially articulate voice, 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 45 

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. 

(G.W.F. Hegel, Vb, Introduction, The Philosophy of Fine Art, 
transl. with notes, by E.P.B. Osmaston, Vol. I, London, G. Bell 
and Sons Ltd., 1920, p. 104-105). 

94 46 

And this clarity of classical 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 essentially expresses nothing less than this 
genuine content, so what it appears to mind, the significance 
that is of it is just that, which is veritably expressed in the 
external form, both the ideal aspect and the plastic shape 
being entirely adequate to each other . . . 

(G.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 
perfection, 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 their 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 

. . . so 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, Bcce 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 
poetry. . . 

99 

Now we shall convey through the power of images, 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 Hellenic Legacy in the Poetic Art 
of Osip Mandel*shtami 

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 Parnassians, 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 

ideal of classical beauty which could offer solace and joy to man 

through the everlasting splendour of perfect art forms — in 

brief, a "plastic idealism". 

1 Anne M. Iverson, doctoral thesis presented to the 
Department of Slavic Studies of the University of Ottawa, Ontario, 
December 1972, xxi1-220 p. 
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As formulators and implementors of the Parnassian credo, 

Theophile Gautier and Charles Marie Rene 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 their 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 Acmeist 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 lyric utterance with painstaking precision, attaining an 

extraordinary coalescence of sound, rhythm and imagery which was 

ideally suited to convey the thought content. 
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Mandel'shtam laid 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 discerned 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 classical motifs, or 

•Idea-carriers'. We discern strikingly Greek notions such as 

the helplessness of man before fate and his constant yearning 

for immortalityj a reverence for primeval 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 
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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 ideas find personification or embodiment in 

main and auxiliary motifs such as Greek deities or classical 

images. The Moerae, for example, represent predestination; 

Aphrodite is the symbol of original beauty; Persephone symbolizes 

renewal 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 its concreteness: his ideas 

are incarnated in the mythology of his poetry wherein the thought 

is indissolubly linked with the image. 

In his ideal balance of content and form, we perceive the 

vital Hellenic stimulus which is at the very focus of Mandel'­

shtam's aesthetic. It is precisely this fusion of intellectual 

and spiritual apprehension with an ingenious craftsmanship which 

endows his poetry with a genuinely integral Hellenism. 


