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Joy Helene Bache

"Word Return to Music...

The Gradual Erosion of Overt Mythic Reference in Mandelstam's Poetry

Beginning with a cursory survey of critical approaches to myth and
mythology in Mandelstam's work, this thesis proceeds to investigate
whether the poet's outlook is dominated by one or more myths.

Mandelstam appears to reject his Judaic background. He acknowledges
the insubstantiality of his home city, St. Petersburg, which resembles 'a
glittering veil thrown over the abyss', but experiences internal division
rather than certainty and consolation from a personal faith in
Christianity. Visual forms and architecture become a bridge between the
tangible and transcendent, with Rome briefly occupying a central place
in the poet's thought. Rome too, the poet realises, is within history and
must perish. This may cause Mandelstam to consider the essence of
Christianity from & more philosophical and universal perspective than
previously. If at the heart of Christianity lies the 'very real fact of
redemption' then the artist is released from the role of apologist or of
redeemer - all that remains is the imitation of Christ. An integral part
of this experience is that of catharsis. Without undermining tragedy
Mandelstam views it through the Christian pattern of resurrection in
which death is vanquished.

In the early 1920s, Mandelstam's notion of the word and of language
is obviously sacramental, being understood in the light of Hellenism and
Christianity. If language is allowed to develop freely, and if the poet
responds to it without manipulation, then it becomes a wvital, living
element of timeless aspect.

From early in his creative life the poet 1longs for universal
harmony. Music, the 'primal muteness' prior to creation, is seen as the
origin of the word. Mandelstam also perceives the spirit of Greek
tragedy snd Christianity to be inherent in music. Possibly the concept
of primal harmony is more important than any single, more elaborate
myth, encapsulating the timeless mystery of redemption. Paradoxically
the artist derives inspiration from this 'primal muteness', expressing

himself in a language of music and words.
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I have seen the burden God has laid on men. He has made
everything beautiful in its time. He has also set eternity in the hearts of
men; yet they cannot fathom what God has done from beginning to end.

Ecclesiastes 3 vv 10,11
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Preface: Critical approaches to Mandelstam and myth

The preface is not intended as & comprehensive survey of critical
standpoints with regard to Mandelstam and myth; instead it aims to look at
a few examples chosen for their diversity in handling this theme.

Contemporary critics were often struck by the ambience of antiquity
created by the language, style and theme of Mandelstam's poetry. Typical
are remsrks such as those made by N. L. Stepanov - "BoaBpamenue K
AHTHYHMM  TIDPHMHLUWIAM  IapMOHMUECKOT'O  CTHXA, MOXeT  BhTE, TIJaBHOE
sapoeBaHMe MaHnenvurama"l (1920) [Possibly Mandelstam's main achievement
was the return to the classical principles of harmonious versel or in 1945
by the critic K. V. Mochulsky - "KaxeTcs, UTO HAaNMC8HL OHHM H& UYYXKOM
S3BIKE, NPEBHEM W TODPXECTBEHHOM, Kak Sank [luHnapa"2 [It seems that they
(the poems) are written in an alien language, an ancient and solemn one,
resembling Pinder's languagel. The apparent obfuscation of meaning in
Mandelstam's poetry led several critics to associate him with the Futurists.
Bukhshtab in his article 'The Poetry of Mandelstam' (1929) identifies
Mandelstam as a 'classicist’ who is close to Futurist principles of 'msaywmrb'.
In the poet's style he discerns an imitation of the Russian poetry of the
classical age, of its solemn, archaic and rhetorical diction and polished
syntax. Bukhshtab argues that context 1is of little importance in
establishing meaning in Mandelstam's poetry and that words form more of a
mosaic, many evoking whole cultures and epochs. Although Mandelstam does
not reproduce the story of a myth, Bukhshtab notes how he borrows
characteristic objects and details from mythology. Real possibility for
general or biographical commentary or the existence of an underlying
theme is, in Bukhshtab's opinion, entirely lacking.

An official Scviet critic, A. Selivanovsky, praises a desire on the
poet's part to approach Soviet reality but is less enamoured with his
references to the past - "Ho 3T0 Xxenanne nepenmbaeTcsi CTAPHHHBIMU
BOCIMOMMHAHUAMKM of  yueameM TIpPONJIOM.. W  COLMANLHEA KOHKPETHOCThL
ofiBONAKMBAETCH TMEeJIEHOM BCe TeX Xe CTAPMHHBIX KHUMXHBIX YCJOBHOCTEH'3
(1934) [but this desire is shattered by old-fashioned reminiscenses of the
by-gone past... and the social concreteness is smothered by all these

antiquated, bookish conventionalitiesl.



Selecting poems with an obvious classical background, V. Terras
elucidates individual references in the context of ancient myth and
culture in one of his earlier articles, 'Classical Motives in the Poetry
of Osip Mandelstam' (1966). For example, he relates that the as..phodel,
a flower used on several occasions in Mandelstam's poetry, is both a
spring flower, sacred to Apollo as a symbol of the first fresh food, and
a flower of the dead, sacred to chthonic deities.

In Essays on Mandelstam (1976) K. Taranovsky defines two ways of

interpretation, the ‘closed’ method which limits one to the semantics of
the given text and the 'open' method which investigates the context in
the light of works by other poets and writers. He regards these two
methods as complementary, observing that sometimes the key to
deciphering is not given in the text. Taranovsky has done much to
unravel the ‘'subtexts' which may appesr in such forms as obvious
reminiscences, enciphered subtexts and even quotations. The method of
incorporating other texts to interpret references and allusions in
Mandelstam's poetry has been adopted by others.

O. Ronen, in 'Jlekcuueckull TOBTOpP, TOATEKCT ¥ CMECH B TO3THKE
Ocuna Mangenvmrama' (1973), draws attention to Mandelstam's use of
anagram. One example he gives is 'kameHnr', an anagram of akme, the credo
of the Acmeists. He uncovers what he judges to be & virtual lift from

Zhukovsky's translation of a line from The Odyssey - JANKO pacTeT
llepcehoHMH WHPOKMH fec M3 PpakuT, cBOKM Tepsommx ok as the model
of, "M cHoBa sfGnoHa Tepsier aukupt ron'. All these elements make up
Mandelstam's method, which Ronen perceives to function like an original
examination in Russian literature, based on guessing the literary subtext
pertly as a poetic joke and partly as self-parcdy.

In the article, 'Pycckas ceMaHTHMUYeckasl MO3THMKa KaKk TIOTeHUMAanLHas
KynbTypHas mnapanurma’ (1974) written by Y. Levin and others,
Mandelstam's poetry is described as manifesting a mythological nature in
the way certain words carry a specific Mandelstamian meaning, for
example Bek, aB/OKO, COJb, JIACTOUKSE, COJHLE, HexXHbM, which then become
mythologemes in their own right. The overlap of words with ancient
mythology, such as the swallow being a symbol of the soul, makes

individual mythologisms refer the reader to a more stable, universal

circle of mythological images.
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Steven Broyde in 'Osip Mandelstam's 'Nashedshij Podkovu" (1973
examines the significance of the subtitle "llmurnapunueckuit orprsok”. He
works on the assumption that: "Even in his appearently most obscure
poems Mandelstam never attempts to 'trick' his reader; he merely forces
him to relate to the poem in a somewhat new way. The concepts of
‘subtext' and 'context' used in relation to Mandelstam's work presuppose
that most, if not all, of a given work can be accounted for; a safe
working hypothesis is that little in Mandelstam is unmotivated."4 In
Broyde's opinion, Mandelstam may never have read Pindar in the original.
Their pcetic kinship lies not in Mandelstam's imitation of the old master
but in their use of genre, the ode often signifying a topic of more than
personal importance, and in a similar omission of the obvious, which
compels the listener to be attentive in order to understand how such
disparate elements can be related. For both artists the essence of poetry
was timeless, and thus the dying horse of 136."Hawenuuit [lonkoBy" is a
classical image and an emblem of ancient Greece.

A number of critics have made individual studies of Mandelstam's
poems in the light of Greek myth. C. Turner, in 'On Osip Mandelstam's
Poem 'Vek" (1976), explores 135."Bex" through its allusions to the myth
of Orpheus and Eurydice. He observes that although the poem is
reminiscent of Virgil's account in several details, not least the viper in
the grass and the releasing power of music, essentially Mandelstam's use
of myth is unsystematic and shows an apparent disregard for the time-
scheme. Alongside myth, Turner notes how the poet has integrated two
other planes, namely the image of the animal and the poet's age.

L. Burnett's essay 'Heirs of Eternity: An Essay on the Poetry of
Keats and Mandelstam' (1981), considers why these two poets should
return to classical times. In both poets he perceives a “distinct
awareness of return'. It becomes necessary for the poet to enable the
mythological past to touch his own age. In reference to Mandelstam,
Burnett writes: "For him, the past is felt to be at once a norm and a
Geist that pervades the present. It is a norm in the sense that the
present is in some way measured against the past and a Geist in so far
as the culture he usurps is regarded as possessing abiding values that
survive the ravishment of time."5

In the same year W. Schlott published a systematic study which



concerns thirteen poems, chosen from what he considers to be three
different stages in Mandelstam's creative development. He outlines his
methodology and specifies the one formal feature common to each poem:
“In ihnen treten GO&tternamen auf, die sowohl in der griechischen als
auch in der r8mischen Literatur eine bedeutende Rolle spielten und in
einem Zeitraum von iiber tausend Jahren in verschiedenen europdischen
Literaturen - aufgrund der an sie geknlipften Vorstellungsinhalte -
einer vielf&ltigen Rezeption unterzogen worden sind."6 As a result the
thesis covers not only poems by Mandelstam but an analysis of the
mythological names in & historical and literary context. Schlott's
investigation does not attempt to question why Mandelstam introduces
mythological names.

0. Ronen's more general article on myth entitled 'A Function
Technique of Myth Transformation in Twentieth-Century Russian Lyrical
Poetry' (1983) includes ©poets such as Zinaida Hippius, Kuzmin,
Khodasevich, Annensky, Khlebnikov, Pasternak and Akhmatova. He
identifies two basic principles which underlie the treatment of myth in
twentieth century Russian poetry, namely Ivanov's myth of Dionysus
which calls for "an ahistorical reversion to the primeval, presumably
synthetic, source of poetry" and what Ronen terms as Annensky's
"metapoetic myth of the eternal return of artistic eidole in changing
historical shapes". Mandelstam, he observes, uses myth for thematic
purposes and not for referring to a perticular ideological standpoint.
Ronen notes the tendency in Mandelstam's poetry to give literary and
scientific subtexts such a degree of universality that they function as
"mythological metatexts”, while accepted myths can be divested of their
universal or sacral significance. He concludes: "Eventuslly, the eternal
recurrence became the fulcrum and justification of Mandelstam’'s pan-
poetic world view.. The myth of the suffering Logos, because of its
‘metapoetic value' was of special importance for Mandelstam'.?

A Coat of Many Colors (1987), by G. Freidin, approaches myth on

different levels. Firstly as the title suggests there is the author's
mythological conception of Mandelstam as Joseph. This parallel is also
significant in the light of the 'Ode to Stalin' for it underlines the
identity between the tormentor, Stalin, and himself by the common root

of their first name - "ocp". Secondly Freidin interprets Mandelstam's use



of mythology through the socioclogical approaches to myth as expounded
for example by Max Weber and Marcel Mauss. Thus a gift must be
returned otherwise the one who has received remains under the 'spell' of
the giver. Freidin relates this idea of the need to return the gift to the
thanksgiving in the Eucharist and to the Christian mertyr who gives
himself. At the back of Freidin's mind appears to be the notion of the
poet as & charismatic centre - one who is imsgined in "the collective
memory of the culture" in terms of "the archetypal poet-healer, poet-
megician, poet-shaman, in short, the omnipotent poet".8 Mandelstam seems
to fit this description for Freidin.

Freidin draws our attention to the conflict experienced by Mandelstam
as a Jew who chooses to become a Russian poet, one who would remind
the people of the forgotten myth of Christianity. The myth of incest,
Freidin suggests, is able to bring together the disparate elements.
Mandelstam's adoption of Christianity, he attributes to the poet's feeling
of ‘otherness' and to his fear of being detached from Russian poetry
because of his rejection of a myth which was the ultimate souce of
reference for much of the Symbolist vocabulary and imagery.
Christianity is primarily seen by Freidin through the ‘central myth"
"What was specifically Mandelstamian about this mnemonic imitato Christi
was the plot about which it revolved, namely, the myth of incest."9

The 'Phaedra' cycle, with its obvious allusion to the incest myth, is
interpreted biographically; the poet identifies with the persona of
Hippolytus, a son who has been ill-used by the incestuous step-mother,
a hypostasis of Russia, who in the light of the convention of the
"mystical marriage” between the poet and his land, has abused her poets.
However the turning-point, according to Friedin, is reached when the
incest myth is interpreted in terms of Christian martyrdom. Phaeedra is
now perceived as innocent, & martyr prepering the way for the historical
Christ, who returns at the beginning of "Tristia’ to ‘“recapitulate the
Christian drama of history”". A similar pattern is traced in the prince of
the 'Moscow' poems, who was promised the crown of Moscow but dies the
redeeming death of a martyr. In the same way Hippolytus pays a high
price to redeem Rus-Phaedra from her transgression. The incest myth
develops into the figure of Oedipus, a Hippolytus who has become

"tolerant and accepting in his old age". This persona is detected later in



wall

the assertion "Ho He BONK & mno KpoBu cBoed”, a sign that Hippolytus
rejects the incestuous advances of Soviet Phaedra Russia.

In Freidin's opinion the century's central myth of uncertainty and
pervasive eroticism, the centrality of the theme of "mystical marriage" and
the general cult of sensuality "made the choice of the incest myth well-
nigh inevitable".

Petra Hesse's critical study Mythologie in moderner Lyrik: Osip E.

Mandelstam vor dem Hintergrund des “Silbernen Zeitalter” (1989 looks

briefly at myth and poetry in the light of philosophy, religion and
psychology, outlining the response to myth in Russian lyric at the turn
of the century. Individual poems are examined, particularly those which
allude to elements of the ancient, Homeric underworld ruled by Persephone
and are connected to the cycle of death and birth. Hesse observes that
placed in this context death and temporality do not lead to the end of
existence but are a transition to another timeless mode of existence. By
showing how features of the underworld signify art, she concludes that art
is given the qualities of the mythic 'other world'; timelessness, autonomous
existence and a shadowy ‘transparent’' immateriality thus giving man a
symbolic expression of the transcendent.

After the 1920s, Hesse notes that Mandelstam portrayed the winged
being of the word-psyche as injured, a sign that the transcendent,
otherworidy 'Bildlichkeit' had become threatened and questionable when
confronted with a totalitarian regime. Unable +to withdraw into an
autonomous, transcendent realm, the poet increasingly looked to a 'space-
time-continuum', his own interpretation of Bergson's 'durée' and to the
present world: " - die Pflug-Metapher flir die Dichtung zeigt eine
Orientierung auf das Diesseits an, die die vom Menschen und filr den
Menschen geschaffene Kultur an die Stelle eines mythischen Jenseits

setzt."10

Some articles and books have been omitted here because they are
referred to in notes or are discussed in the subsequent work. General
trends in criticism on Mandelstam and myth are discernible. From concern
with the classical style and ambience of Mandelstam's poetry, attention

shifts to the quest for meaning, the continuity of theme and purpose.



Whereas some esarlier critics deny a meaningful pattern or connection of
theme and imagery, later critics brush aside the assumption that
Mandelstam's work is futuristic or teasingly obscure and burrow into the
labyrinth of various allusions and subtexts underlying the poetry. In
addition to numerous articles on different aspects of myth and
mythology, there emerges a questioning of why Mandelstam was so drawn
to myth and the classical world in the first place and its significance

for his life and outlook.
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An Uneasy Feaith

In our discussion of myth in Mandelstam we shall consider myth
primarily in the light of religion. The three 'myths' which appear to
have iInfluenced Mandelstam's thought are Judsism, Hellenism and
Christianity. Mandelstam's rejection of Judaism and his subsequent
turning towards Christianity and Hellenism has been extensively studied.1
Our investigation seeks to explore possible reasons for Mandelstam's
gravitation towards religious myth and the different stages in his
approach to it. We 1look at the way he integrates Christianity and
Hellenism and question whether both of these mythological systems are
not, in his eyes, of the same essence, belonging to one all-encompassing
point of unity. Finally we note the use of Christian and Hellenic myth
in Mandelstam's poetry of 1937 and its implications for our earlier
thesis.

Let us address the question of why Mandelstam did not embrace the
first religion in his life - Judaism. "llym BpemeHu" hints at the nature
of the poet's early contact with Judaism. His parents were erratic in
their practice of the Jewish faith and we learn that at the age of
fifteen his father abandoned his rabbinical training in Berlin, preferring
to find work in a leather factory and pursue his previously forbidden
love of Seventeesth Century German writers. Significantly Mandelstam did
not associate his father with religion.

“Ilo cymecTBYy, OTel, NEPeHOCHJ MeHs B COBEPHNEeHHO UyXoW Bek M
OTha/eHHYK OBCTAHOBKY, HO HHKAK He eBpeHcKkyk... PenurvosaHsle MHTEpecH
BLITpaBlieHH coBeplieHHo. [IlpoceseruTenbHass $unocodusi mnpeTBOpPUNECL B
3aMHCJIOBaTHH TanMyaMueckuil maHTen3M.'2

[In essence, my father carried me into & completely alien age and
remote environment, though never Hebraic... Religious interests were
totally eradicated. Enlightenment philosophy had become a complex
Talmudic pantheism.)

Mandelstam's instinctive recoil from Judaism manifests itself in his
neglect of the Jewish books on the bottom shelf of the family bookcase
which contrasts with his delight in his mother's school copy of Pushkin.
His remark, "3T0 Bua MOBEPrHyTHH B Nbib xaoc uynerickui"3 [All this was

Judaic chaos flung down in the dust], associates Judeism with inanimate,
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formless matter rather than with harmony and life. Whereas his mother
speaks "C HECKOJBKO DPBCHMPEHHEMY M UYpe3MepHO OTKPEHTHMM TIJIACHBIMM,
nUTEepaTYyTHas BenMkopycckast peus” [with somewhat pronounced and
excessively open vowels, the literary speech of Great Russial, he depicts
his father as having no language, "3T0 GHAO KOCHOSI3HYME M Beabasuiume’4
[it was inarticulate and dumbl,

The life and culture of St. Petersburg appear to present a
contrasting image to the Judaism of home-life:

"Beck cTpodiHbHI Mupax [leTepGypra 6u TONMBLKO COH, BMCTATE/BHEIM TOKPOB,
HaKMHYTHI Held Ue3nHOM, a KPpyroM NPOCTHPAa/CH XaoC WyJercTBa, He poJHHa,
He I1OOoM, He Quar, a MMEeHHO X80C, He3H8KOMBIH yTpPOOHLNH MHUpP, OTKyOa 4
Bhllles, KOTOoporo s Bosijicst, © KOTOPOM CMYTHO JoraiwBalcs W Gedxarsn, Bcerna
Bexan."5

{The harmonious mirage of 8St. Petersburg was all only a dream, a
glittering veil thrown over the abyss, while the chaos of Judaism
engulfed everything around and was neither a motherland, nor a home, nor
a hearth but simply chaos, the unknown uterine world whence I came, of
which I was afraid and about which I dimly guessed and fled, constantly
fled.]

No refuge, however, is found in the dream-like reality of St. Petersburg.
Whether the poet's recoil from the chaotic, uterine world of Judaism was
so radical as the above excerpt suggests, is perhaps questioned by the
speaker of 17."M3 oMyTa 3zsoro u Bsiskoro”, who displays a more ambivalent
attitude towards his origin. One critic has suggested that the 'pool’

(omyT is & central image and metaphor for Judaic chaos.6

Wa oMyTa 3aoro 1 BsI3KOro
51 BHpOC, TPOCTHMHKOFM uWypua,
U cTpacTHO, M TOMHO, M JIACKOBO

3arnpeTHOl XM3HLK Ablua.

U HUKHY, HHMKEM He 38MeUeHHKH,
B xonoOHBEIY M TONKMI TNIPHKT,
[IpMBETCTBEHHHM WENECTOM BCTPEeUEHHLIH

KopoTKHX OCEeHHHUX MHHYT.

_12~



The pool resembles the 'unknown uterine world' (HeaHakoOMHM yTPOGHBIH
Mup): in its form as an enclosed world which nurtures, but because it
has neither outlet nor inlet, also stagnates. In such an environment the
speaker breathes the ‘forbidden 1life', possibly a reference to the
culturel and secular life of Petersburg. The juxtaposition of
'passionately, and languidly, and tenderly' indicates the fluctuation in
his feelings, both his desire for the 'forbidden life' and his apparent
relief at returning to the cold, boggy pool where he finds s ‘shelter'
and a 'welcoming whisper'. Life's resemblance to a dream may refer to the
dream-like world of St. Petersburg, a world of which he naturally is not

part. The poem continues:

9 cyacCTAIUB XECTOKO# obunow
N B xm3HM, TTOXOXEWM Ha COH,
S kaxzgoMmy TeHMHO 38BUIYI

U B kaxaoro rtaviHo BAwBGJEH.

The dream-like quality of life appears to be at odds with the acuteness
of his feelings. Though he claims to be happy with the ‘cruel offence’,
conflicting signals from the words 'happy' and ‘cruel’, 'to envy' and 'to
be in love', communicate that this resolution may be too categorical to
be convincing. A fourth stanza, published in 'Apollon' though not included

in the 1928 edition of CruxorBopeHus, confirms this impression.?

Hu cnagocTH B mHTKe He Benamw,
Hu cMmiicia 1 B HeHW He umy;
Ho 6ausxoi, nocneaHert nobenoio,

BHTEL MOXeT, 38 BCe OTOMILY.

The sgpeaker's isolation, apparent both in the fact that he remains
unnoticed by those he loves and envies, and, as it were, only half-
emergent from the obscurity of ‘the pool', may not only be the result of
'‘existential' isolation but of his origin, of his Judaic background.

A further attempt to come to terms with himself and his origins
appears to lie at the heart of 18."B orpoMHOM OMyTe NpO3payHO K TEMHO"

In this instance the pool is not evil and viscous but enormous with a

_13_



possible exit indicated by a window.8 He does not struggle to escape the
pool but wonders how to exist within its confines, contending with a
heart which stubbornly sinks before resurfacing like a piece of straw.
As in 17. tension arises from his simultaneous longing for the 'dear

silt' and recoil from it.

To BCcew TAXECTLI OHO HMAET KO AHY,
COoCKYUMBIIMCE TTO MMJIOM MIe,
To, kak CONOMHMHKA, MUHYS T'yOUHY,

Hapepx scrninbBaeTr Ge3s ycuimm.

Rather than be at the mercy of the fluctuastions caused by this inward
division, the speaker tries to avoid either plummeting to the depths or
reaching for the window, end opts for a compromise which requires less

effort., This position is reflected in stanze II1I:

C IpUTBOPDHOM HEXHOCTBH Y W3roJIOBLS CTOW
U cam cebst BCcw XM3aHb Oawkaw,
Kak Hebnmuew, CBOEH TOMHUChH TOCKOM

U nackoB 6ynkb ¢ HeAMEHHOM CKYKOM.

The image of himself, standing at the foot of his bed, lulling himself to
sleep, suggests his complicity in deceiving himself and stifling
awakening life. Feelings are repressed and any tenderness is contrived,
while the exhortation to be loving is undermined by the arrogant
boredom. The speaker does not escape the dream-like quality, life as a
fairytale.

St. Petersburg does not appear to offer & secure refuge for the
young poet fleeing his Jewish origin. In 189."[lBopuoBasi momans"

imperialist St. Petersburg is intertwined with the colours of Judaism.®

UMnepaTopckuit BMCCOH

U MOTOpPOB KOJNIECHMILH, -~

B uepHOM oMyTe CTOMHILI
CTOo/NNMHUK—@HIre/l BO3HECEH.

B TeMHOM apke, Kaxk IJIOBLLH,
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HcuezawT newexonwl,

M Ha mnowmeny, xaxk BORH,
nyxo mnewyTcst TOPLH.

Tonwko TaM, rie TBepOb CBeTNa,
YepHO—XenTuH JIOCKYT 3JIUTCH,
CnoBHO B BO3OYXe CTDPYMTCS

¥enyr nByrsiaBoro opiJa.

"UmniepaTopckHii BuccoH" conveys delicacy and fragility and is perhaps an
image of the glittering cover thrown over the abyss of St. Petersburg. A
similar sense of repression and lifelessness as experienced in 17. and
18. pervades the image of the pool, which additionally carries the
sinister epithet ‘black'. The chariots and the angelic statue which
crowns Alexander's column, symbolise imperial power. Although the angel
is raised up and by implication exalted, its figure is trapped within the
confines of the pool, suggesting that it is not symbolic of a dimension
which reaches beyond time and space but of a power created from within.
Against this background, pedestrians vanish. There is a touch of irony in
the original title of the poem "3Sumum#t [IBopeun"”, perhaps alluding to
Bloody Sunday, an occaesion when pedestrians alsco vanished. The
pedestrian's likeness to swimmers and the splashing noises of words such
as "mnosBur", "mnomaau”, "nnemyTtcs”, and "nemexonn" convey a sensation of
being engulfed by the waters, by a second flood. Even the wooden paving
blocks underfoot splash like water and may indicate that the foundation
is not as firm as it appears. In this literal and spiritual picture of
gloom and derkness one would expect the gleam of brightness in the
firmament to symbolise hope. Instead the black and yellow stripe of sky
looms rather as a threat and the two-headed eagle is a clear reference
to the imperial standard. As in 17. and 18. a sense of claustrophobia
affects the speaker and now also the city.

91."9ta Houb HemonpaBHMa" was probably triggered off by the news
Mandelstam received in the summer of 1916 of his mother's death. Gloom,
darkness and a sense of imprisonment are intensified in the image of
irremediable night. The 'brightness' found in "y Bac eme ceerno" and the

repeated phrase "B cBernom xpame uyneu', offers no relief and seems to
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represent, as in 189. (roe TBepabs cBerna, / YepHo—xenThit nockyT), a light

which is inimical and threatening, Stanze IT readsa:

ConHue xenrtoe crTpamHee -
Eaw BGawuxky Dawo -
B cBeTtnoM xpame uyeu

XOpOHM]’IH Ma8TE MO,

The 1lullaby is reminiscent of stanza III of 18. with its association of a
life-long deceit of illusory comfort and stultified growth. Perhaps this
elucidates why the speaker pictures himself as a baby, who has woken up
and is illuminated by the black sun, Phaedra's sun of guilt, an emblem of

incestuous love.

W nHan MaTepriw aBeHenM
I"'onoca nMapauALTIAH.
d npocryJscsi B Koakbenw,

YUepHEIM COJIHLIEM OCHSH.

The interweaving of imperialism and Judaism becomes more intricate.
Yellow and black colours connect the Judaic theme of 91. with the
imperialism of St. Petersburg in 189. The gates of Jerusalem could refer
also to those of St. Petersburg (VY Bopor Epycenuma / ConHue uepHoe
Baowsio). Perhaps in the death of the poet's mother he also pictured the
death of St. Petersburg, which in a sense had been a mother to him. In
1917 Mandelstam composed 100."Cpeny CBHIEHHMKOB JeBHTOM MonoarM" which

may mirror the fall of St. Petersburg in the fall of Jerusalem.

A. B. Kapraueny
Cpenu CBAWEHHMKOB JIEBUTOM MOJONLIM
Ha cTpaxe yTpeHHeH OH LOJATO OCTAaBAaJCH.
Hour uy.nedickasi crymwanacsa Hal HHM

U xpaMm pazpyuleHHBH YT'PIMO CO3MWOaNCH.

OH roBOpHIL Hebec TPEBOXHE Xe&JITHM3Ha.

Yw Han EdPpatoM Houn, Berute, mepeu!
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A cTapusl dymaliri: He Hala B TOM BHHEG,

Ce uepHOXenTe@ cBeT, ce panocTs Myneu.

OH ¢ Hamu B, Korga Ha fepery pyubnd
Msl B nparoueHHut nen CyGBoTy neneHanM
M cemMMCBEWHHMKOM TSXE/bIM OCBelany

Epycanuma Houb M uan HeGbITHS.

Mandelstam dedicated this poem to A. V. Kartashev, president of the
Religious-Philosophical Society, who was active in calling the Church
Council of November 1917 that restored the Patriarchate. Perhaps it is a
coincidence that, according to the poet's wife Nadezhda, Mandelstam wrote
100. during the same month.10 The dedication to Kartashev may hint at
the conflict within the Orthodox Church evident at that Council, between
those more conservative elements who wanted to ‘'rebuild" the
Patriarchate, perhaps reminiscent of the Jews in their backward-looking
after Christ's death, and those who hoped to return to the originel
vision of Christianity. If Jerusalem fell because the Jews tried to
suppress the death of Christ and to replace it with their own authority
which the poet regards as unlawful - "Enaronatw ne umes / M ceawmeHcTRa
nuueHn", St. Petersburg may suffer the same fate at the hands of her
priests. Unlike those in the temple of 91. to whom the poet refers as
Jews or Isreaselites but no longer as priests, the young Levite is still
‘among priests' (Cpeam ceameHHMKOB) and addresses them as such (uepew).
It is uncertain for how much longer this will be their rightful title.
The elders choose to ignore the Levite's warning against the tell-
tale black and yellow signs. They not only misinterpret but reverse the
significence of the black and yellow light, which they regard as a joy
rather than as a threat. Although the elders disclaim responsibilty, the
injunction which the young Levite gives to run, advice which in "lllym
Bpemenu" the writer heeds (xaoc wuyanercrea... oTkyna .. Oexan, Bcerna
Bexan), indicates the possibilty of choice. However the elders reject the
new and determine to cling to the old forms and to rebuild what has
been destroyed. There is an echo of the single charge that could be made
consistently by the evidence of witnesses - "I am able to destroy the

temple of God and rebuild it in three days".11
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The speaker includes himself in the group who 'swaddled the Sabbath
in costly linen'. This act is reminiscent of Moses' parents who preserved
a saviour for the Jews by wrapping the baby in a basket of reeds and
placing it on the river; more overtly of those who welcomed Christ at
his birth when they wrapped him in swaddling clothing; of those who
anointed his body with costly spices; and also of those who were waiting
at the early morning watch on the Sabbath to see the risen Lord
Associations of viscosity, gloominess and chaos permeate the images of
the 'Judaic night' and the 'fumes of non-existence’. Only by a true
acceptance of the risen Christ is light shed. The use of the menorah
suggests, not an abolition of old forms, but an integration of old and
new.

Claustrophobia, often associated by the poet with Judaism, is perhaps
most poignantly felt in 109."BepHuck B cMecuTensHoe nono" (1920). Here
return to the incestuous womb, the immersion into the ‘unknown uterine
world' (HezaHakoMBIlt YTpOGHEM MMP), represents compliance not to a second

birth but to enclosure.

BepHuch B CMECUTENILHOE JIOHO,
OTkyna, Jlusa, To npuuna,
3a To, uTo conHuy Wnuona

ThH WenTot cyMpak npenrouna.

It had been in just such a state of isolation that Lot's daughters
resorted to incest. The Leah to whom the speaker refers, is the
summation of Lot's daughters, who are unnamed, and the unloved and the
uncomely wife of Jacob by the name of Leah. She is responsible for this
reversion to the womb because she preferred the yellow dusk of Judaism
to the sun of I.lium.

The 'dumb night' of stanza II implies a night which is unable to
respond. His declaration - "Tw Gyneusr Jlua - He Enena" - highlights the
consequence of choosing the 'yellow dusk' and reinforces Leah's contrast
to Helen, a symbol of Hellenism in all its beauty, fasme and influence.
For Leah the parting words of the spesker are ambiguous: "HeT, Th
nmoawBuue wuynes, / McuesHemr B Hem - u Bor c roBGoit.'"12

The desire to return to his origins, to the womb, is evident in
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Mandelstam's early poetry. If the poet returns to the womb of Judaism he
fears suffocation. His rejection of Judaism seems to stem partly from
its oppressive nature which manifests itself in its association with
imperialism and the symbolic yellow sun, in its rejection of Christ and

also in the way it stifles raether then inspires his art.

AV I

Christian motifs begin to appear in Mandelstam's poetry during his
lonely period in Paris and in the course of his visits to Switzerland and
Finland followed by two terms at the university of Heidelberg 1908-10,
which were interspersed by travel. It is not easy to pinpoint direct
influences which may have led him to an appreciation of Christianity.13

As & Jew, it appears that Mandelstam was not obliged to attend
‘Divinity' classes at school. Literary trends of the day would probably
have played a part in directing the poet's attention towards religion,
both Greek and Christian, as would his visits to Vyacheslav Ivanov.i4 In
the autumn of 1908 Mandelstam attended sessions of the Religious-
Philisophical Society and we know that while living in Finland during the
summer of 1910 he became aquainted with S. P. Kablukov, who was the
secretary of the Society 1909-13. From Kablukov's diery we learn that
their main topic of conversation was poetry and it i1s evident thet
Kablukov greatly admired the young poet's work, even attempting through
his literary contacts, such as the poet Zinaida Hippius, to help him
publish. Undoubtedly Kablukov also had a profound interest in religion.
Almost without exception the poems by Mandelstam which he entered into
his diary have religious content and Morozov observes that, judging by
Kablukov's articles published in "MysmkanpHult coBpeMeHHUK", he was
fascinated by spiritual music.15 Perhaps his interests filtered through
to Mandelstem. The poet's response to his older friend is unclear,
although a poem which Kablukov recorded, originally composed in Berlin
as a letter to him, shows that, at least in the early stages of their
friendship, Mandelstam considered him to be a man of spiritual

discernment and a judicious critic:
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. B OCTPLIX Baopax BH28HTHWILA,
OroHr AYXOBRHOM KPBCOTHL..

Bu uyBCTBOB&JIM TEMHB HHTE,
Bel uysnu pox.aoeHbe CAOBA...
JMus TOT yMeeT NOXBaIMTb,

Hre ocyxneHume cypoBo.l6

Mandelstam's magpie neture probably enabled him to pick out what caught
his eye about Kablukov, without sdopting his world-view in its entirety.
It may be also of value to recall the poet's attitude towards a world-
view, as expressed in one of his early prose works: "MUpoolyuweHue OIHA
Xy LOXHHWKa opyaue u cpencreo”"l? [for the artist his world-view is a tool
and instrumentl. In October 1912 Kablukov records in his diary that he
has spent a long time trying to locate Mandelstam, but without success.
Meanwhile Mandelstam had begun to attend the University of
St. Petersburg in the autumn of 1912. Perhaps his need for Kablukov's
approval and criticism was no longer so immediate, particularly as in
December 1912 Kablukov notes that Mandelstam has found a new direction
in Acmeism. There 1is, however, no direct evidence that Kablukov
influenced the poet in converting to the Orthodox Church.18
Interestingly Kablukov does not appear 1o mention Mandelstam's
baptism into a Non-conformist Church in 1911, We know that he was aware
of Mandelstam's Jewish background. Within a month of their initial
acquaintance he records that Mandelstam entered the University of
Heidelberg after finishing at Tenishev because his Jewish nationality
barred him from the University of St. Petersburg. For Mandelstam the
Protestant Church was perhaps a natural choice. It was not associated
with the GState, demanded no confession and entailed minimum obligation
and, incidentally, would facilitate his entry into the University of
3t. Petersburg.19 Nevertheless compared to 1910, the poetry written in
1911 has little 'religious' content and appears to shed no light on the
motivation for his baptism. Perhaps 30."CBpaz TBOM, MYUMUTENBHEN K

a2pIOkMH" (1911) is an exception.

OfBpaa TBOM, MyUMTENbHEH W 3IBOKMWH,

94 He Mor B TYMa8HEe 0CHA38Thb,
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«Tocnoau!» ~ ckazan s 1o omubke,

Cam TOro He AyMas CKa3aThb.

Boxbe ums, kak Bonpmast NTUHLg,
Brinereno ma Mmoeyt rpy.au.
Bniepenu rycTo¥ TymaH kiayBuTCH,

U nycTras kJjeTka nossnu.

Isolation and distress are experienced by the speaker for he is
unable to discern or reach the imasge in the mist. The absence of a
capital letter in "rBo#" could indicate that the image is not one of the
Lord but of another.20 In such a position of helplessness, in which he
finds no solace in the tangible, his instinctive cry is directed to the
Lord. Though the fog still swirls around him, the involuntary utterance
of the neme has a palpable effect and the 'empty cage' would suggest
release. No conclusion is reached and one is left with a feeling of
uncertainty, perhaps because by its nature such an experience evades
definition. We are left to wonder whether the bird is associated with
the Holy Spirit as the spiritusl life which finds s temporary dwelling in
our bodies - a way of reaching what is imperceptible to the naked eye,
or whether a sense of emptiness and disconnection is part of his early
experience of the Christian faith.

In view of Mandelstam's baptism into a Non-conformist Church, the
position of the spesker in 37."JlwtepaHun" is at first noticeably distant.
He is out for a stroll and chances to come across a Lutheran funeral,
observing the mourners, as 'an absentminded passer-by' (paccesaHHuM
npoxoxui). Their foreignness is evident by the term "mnocTparuun" and in
their alien speech. The incongruity of the occasion is reflected by the
proximity of 'stern agitation' to 'the festive streetway'. Compulsion
rather than sponteneity marks the proceedings and the apparent 'leader’
appears in the form of the coechman - "ynopHo / Ham HMMM Kyuep npaBus B
nenb, ynpsiMpi'. While their foreignness and apparent lack of a spiritual
leader may indicate a poor connection with tradition and history, perhaps
more disturbing for the speaker is the shallowness of their grief, the
insipidness of their faith and an absence of historical perspective in

which they regerd themselves as neither prophets nor forerunners. In the
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final stanza the speaker refers no longer to 'them' but to 'us'. Although

he does not compliment them, he seems momentarily to identify with them.

U nyMan s: BUTHUICTBOBATEL HE HaOo.
M He mpopokM, Oaxe He TIpelTeud,
He nwbum pas, He fouMcs ana,

M B nmonaeHr MaTOBHIH rOpHrM, Kak CBeYH.

Our clearest perspective of his early experience of Christianity is
seen best perhaps in the poetry written between 1909-1910. According to
the Soviet edition, 183."B MoposHOM Boaayxe pacTads Jerkuit nweM" was
written in 1909. The picture of the warm smoke rising and melting into
the frosty eir could be an image of the speaker's desire to rise ‘in a
cold, quiet hymn / To disappear forever' (8 XoA0OOHOM, THXOM T'MIMHe,
/ HecueanyTe HaBceraia). Although there is passivity in the desire to
disappear, the reference to the cold, quiet hymn is unexpected and may
indicate that the speaker longs not simply to escape but to be a part of
an ell-embracing harmony. 'Sad freedom' has little appeal for him2! and
he seems to feel strangely detached from the world,

In 19."Aywneit cympak kpoetr noxe" the speaker is being smothered by
the twilight. He desires not to vanish but turns to the cross and 'secret

way

OyuHeE cyMpak KpoeT noxe,
HanpsixeHHO O HNHWT TPy .Ukb...
MoxeT, MHe BCero Jnopoxe

ToHkMI KpecT W TaWHHN NYTh.

Uncertainty expressed by the word 'perhaps' and the description of the
cross as 'slender' suggest that the speaker both values and questions
the Christian faith. The cross is the first object that the speaker of
162."Korna wmo=zamk HUKHYT TpaBh' (1910) sees on entering a church. He
envisages himself as & cunning snake dragging himself to the foot of the
cross (kak 3melM nykaBwi, / Braauyck x noaHoxup Kpecrta). The snake does
not exclusively belong to the Christian tradition, though in apposition

to the cross it is a reminder of fallen man and the need for the Son of



Man to be lifted up as the serpent was in the wilderness. Presentation

of self in the form of a snake occurs also in 162.;

B camoMm cefie, kak 3Mel, TadaCh,
Bokpyr cefisi, xak Mnapl, BHSCH,

9 noanMawch, Han cobow,—

Cefist xouy, x cefe sneuy,
OMOKCE MOJIHMU OT'HEM,
W, saxnMHas TIXKUE Tpowm,

B xononnoM oBnake ucuesny!

The spesker displays a paradoxical desire to hide in himself, like a
snake, and simultaneously to reach himself by winding around himself
like ivy, an implicitly self-destructive action reminiscent of a coiling
sneke. Evidently this does not provide a satisfactory answer. In his
flight above himself he has no clear destination and on returning to his
nest he discovers that it has been torn down into the abyss. The
disappearance of the speaker into a cold cloud is reminiscent of 183,
where his ‘'answer' comes in the form of escape from rather than
attachment to this world.

The speaker of 161."OceHHuit cyMpak - pxeBoe xene3o - " also compares

himself to a snake.

S, kak 3Meel TaHUYywBUWEM, U3MYUYEH
M mepen Hel, TOCKyYS, Tpeneumy.
Y He xouy AOyuM cBOeM M3JIYUMH,

W pasyma, u Myswn He xouy.

Perhaps this is the sneke which the Gnostics value as the symbol of
wisdom. The windings of the soul echo A. Blok's "Hezsnakomka" - "W Bce
aoymy Moert uanyumus / [lposamno repnkoe BUHO", where the wine enables the
speaker to visualise his Muse, the Stranger. Both the Gnostic Muse and
reason 8re renounced by the speaker of 161, as he begins to turn

towards Christianity, which is seen here as an entirely transcendental
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religion, leading away from intellectualisation and creativity. The
suffering of Christ however, is real to him, and he asks "Yro Bech
cobnasn w Bce BGorarcrea Kpeaa / [lpen nessueMm TBoer Ttockwu, [N'ocnoas?"
Suffering he can identify with and the final imege is of & prisoner
facing an ecstatic death.

There are instances when the speaker does not wish to disappear into
a cloud, when suffering no longer makes the transcendental real, and he
prefers instead to wvalue the threads which connect him to the world.
From a collection probably written 1909-1022, 18.,"Mue cTano cTpamHO
XHM3Hb OTXMTR", expresses this preference. A leaf detached from the tree
becomes a metaphor for the horror of disconnection from 1life. The
illustration of the tree implies that the speaker sees himself as part
of an organic whole, desiring to love and not to remain nameless. Visions

of disappearing into a cloud and into emptiness become unattractive:

U B nycrore, Kak Ha KpecTe,
XuByw aymy pacnuHes,
Kax Moucert Ha mycroTe,

HcuesnyTr B ob6nake CHHas.

For the speaker, the experience by implication of Christ on the cross,
and of Moses on Mt. Sinai, has a frightening aspect of transcendence and
disconnection from the world. The similar nature of their experience is
reflected in the pattern "na kpecrte" and "Ha nycrtote", "B nycrore" and "B

oBnake". What is tangible consoles the speaker:

U a caexy - co BceM MHUBHM
Mens cesiaywouue HHUTH,
W OpiTHST YSOpHHIM ObIM

Ha MpaMopHO¥M ciuuanw naure;

The smoke does not melt in the frosty air as in 183. but is carefully
recorded on & marble slab. This tangible record provides a point of
reference and stability for the speaker, connecting him to life. In

8MMaHo MHe TeNo ~— uTO MHe JgejnaTh ¢ HuM?' (1909) the speaker is
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consoled by the pattern that his warm breath leaves against the cold

glass of eternity:

3aneuaTseeTcs Ha HEM Y30D,

HeysHaBaeMbllt ¢ HemaBHMX TOP.

[lyckalt MrHoOBeHMSI CTEK&eT MYTh —

Y:aopa MHJIOT'O HEe 38UYEePKHYTh.

This could be read as a metaphor for the poet's art. To be of
significence art must leave a tangible trace like the pattern on the
window. Perhaps this is why the experiences of Christ and Moses seem so
distressing to him, for they leave no personal, tangible trace, but tend
rather to dissolve in an all-enveloping God - the cloud of Sinai.
21."Y6uTH Menbw BeuepHei",23 reveals a conflict between the demand of
the body for thorns and of faith for ‘insane flowers'. This may reflect a
clash between the way in which the body and faith wish to find
expression. The speaker longs to immerse himself in the experience and

to be confident of God's response.

YnacTs Ha apeBHUE NWTEH
H k crpactHOoMy Bory Bo33BaTh,
M 3HAaTH, UTO MONMTBOM CHAMTH

Bce uyBcTB& B OoMHY DjaroaaThk!

Once this state of harmony is reached and the wave of glorification
swells (PacTeT npuaumB caeBocnoBuit), there is a realisation that its crest
is temporary and in anticipation of the end hearts grow hesvy. "B
naronoBbM YepHoe Pacrnsithe"24 also depicts an inward division between the
intellect and emotion: "B cepaue xap, W B MHcasix nycrora”. The crucifix
which hangs above the speaker's bed does not radiate a confident
salvation but has & shadow cast on it by the dusty mark of & subtle
malediction - "W noxuTca ToHkoe npokasTee / TlBILHHE cijlen Ha .[epeso
KpecTa". He is unable to take comfort in the reality of the world around.
The pattern of the frosted smoke on the glass retains neither the

permanence of the patterned smoke on the marble slab nor of the breath
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on the glass of eternity but resembles a 'mosaic dream' which the stark
voice of silence is unable to penetrate: "Ax, 3auem MOJL UBHBA TI0OJOC
rposHut / EesnanmexHod Hero#t pacteopen”. In this state of dislocation
from reality the speaker does not cry out to be enveloped by a 'wave of
glorification' for he is afraid that he will literally be carried away by

the wave:

U cnoBa e€BaHTeNLCKOM JaThHM
[IlposByuany, Kax MODPCKOM mpuSo#,
U pBonHoOM HaxIbHyBlEH CBSATHHU

HomHuaT Bn1 Kopabnr HeayMHBIH MOH.

HeT, ne mapyc, pacnsaThIt U CcephH,
B HeusBeCTHHIM KpaM MeHs BleueT:
CrpamneH MHe TOABOAHLIM KaMeHb Beph,

Pokomo# ee KpyroBopoOT.

His fear of shipwreck is greater than his hope of salvation. Perhaps it
is significant that in the first draft the second line of the final
stanza began "C wnHewusbexHocThwo...”, which implies that the poet felt
strongly drawn to follow this course. A crucified and grey sail echoes a
poem written in the same period, 19."d BuUXY kaMeHHoOe Hefio"25, where the
soul is trapped hopelessly in loathsome Erebus. Its dominating grip is
seen in the unchangeable nature of the environment. Though the sky falls
it does not crack and though the water splashes it is without foam. Even
the growth evident in the stipule is abortive - "M mapyca TPUIMCTHHK
cepui¥i / PacnaTwiéi, kak Mod Tocka". The wooden mast of the sail mirrors
the image of the cross. Although the cross would eppear to symbolise a
‘fixed point' in a literal as well as in a metaphoric sense, the sail of

Sl

the spirit in 21."¥Burn Menwnio BeuepHel" fails to experience it as such

and remains homeless, open to follow all winds:

M napyc ayxa GesnoMHEIM

Bce BeTPL HM3BenaTh roros.



Ambiguity permeates the depiction of the crucified Christ in

182."HeyTonumele caosa... " (1910),

HeyToaumile cnosa...
OxameHena Uyanes,

M, ¢ xaxarM MHUIOM TAXenes,
Ero nonmkna ronosa.

CTosiNny BOMHBI KPYI'OM

Ha cTpaxe cThHywmero Tens;
Kaxk BeHuMK, rojoea BHCENE
Ha crefne TOHKOM M UYXOM,
W uwapcr_BoBan u HukHyn OH,
Kak nunusi, B poOuMbLIK OMYT,
W rny6una, rnoe crebnu TOHYT,

TOP)KGCTBOBB]IB CBOM 38KOH.

The unquenchable words, possibly referring to the mysterious cry "I
thirst", remain hidden and the emphasis falls on the image of the body
being drained of life. The scene of the crucifixion is indicated by the
detail of the guards standing around the body. Just as the rule of
Christ was preceded by the experience of death, His descent to the
depths of everything that opposed His resurrection, so the imagery in
182. follows a pattern of descent and ascent; the drooping head, the
stalk, and the depths of the pool are transformed by the comparison of
the head to a halo and lily. Traditionally the lily is the flower of
Easter and is symbolic of purity, peace, resurrection and royealty. The
juxtaposition of the verb 'to reign' (uapcreBoBaTh), suggesting the reign
of a king, and 'to droop', intimates that the image of drooping is not
necessarily one of defeat. Whether the 'native pool' could be taken as a
reference to Judaism as the home of Christianity, and whether this is
supported by the notion of the stem being 'alien' to the head and of
Judaism continuing to celebrate the 'law’, is uncertain. The final image,
however, is not of the lily but of the depths where stems drown. This
echoes the speaker's earlier desire to return to his origin, to the 'pool'
(oMyT> whence he came. A similar ambiguity is apparent in a pool which

both drowns and nourishes the 1lilies' stems.
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Faith appears not to satisfy the artist because of its transcendent
nature which allows no foothold in the tangible world., The poet has come
almost full circle. At times even the tangible world appears to be dim
and fragmented, resembling & ‘'mosaic dream’. In & world of dislocation

from reality and of faith, Mandelstam turns to visual works of art, to

architecture and to sculpture.
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Notes for chapter one

1. Teranovsky, K. Essays on Mandelstam, (1976), Harvard University
Press, p.48

"One may say that the Hellenic—Christian spirit determined
Mandelstam's intellectual and emotional outlook and perspective in the
period of Tristia. As compared with Kamen, the poet's model of the
world in his second book, Tristia, has undergone considerable change. The
themes of Christianity and Hellenism in Tristia are in harmony with each
other, while the Judaic theme is strongly antithetic, if not even
antagonistic to both of them."

2. II, p.67
3. II, p.57
4, II, p.66
5. II, p.55

6. Teranovsky, op. cit. p.52
O. Ronen is cited by Taranovsky as the first critic who envisages 17.
and 18. as a comment on Mandelstam's Jewish background in an article
in Encyclopaedia Judaica: Yearbook 1972.

7. As a young poet it seems that Mandelstam waes given a cool
reception precisely as a Jew and foreigner. Nadezhda tells us that
Zinaida Hippius "nucana o HemM BprocoBy M MHOMM 4ADYIMM, B B ee Kpyry
MsHpenbuwTaMa cranu Ha3wBaTb (3uHauAWMH xMASHOKY' (Bropas KHura, p.34).
Gumilev faulted the poet for his uncertain knowledge of Russian and
remarked in & review of the second edition of 'Kamenr' that "B 'Kamne'
eCcTb T[IOr'PEHOCTH, cJiabhie M 3IaMyTaHHBE CTUXOTBOPEMHS, PpPexXyliMe YXo
oMbk nporuB si3wka" (I, p.385). Noticeably Mandelstam's Acmeist
manifesto was not published along with Gumilev's and Gorodetsky's
essays in the first issue of Apolion’ for 1913 but appeared for the first
time in 1919 in Siren. This may reflect the poet's lack of recognition
by his fellow poets.

8. Taranovsky, ibid.
Taranovsky discerns the image of the pool and the window in several
later poems. The presence of the window in the pool, in his mind's eye,
evokes the visusl image of a room filled with water. In 86."ConomMmHka",
the pool reappears as a mirror hung in a room which is invaded by the
Neva, and in 78."Becconmua., TI'omep. Tyrue mnapyca" the black ses
approaches the head of the bed, threatening to engulf the speaker.



9. While the poet was staying as a small boy with his Jewish
grandparents in Rigs, his grandfather pulled out of the chest of drawers
a tallith which he placed on his grandson's shoulders. Though talliths are
normally white, the writer destrives this one as black and yellow, "uepHo-
wenTtet wenxkoewi naaTok" (JI, p.68). The young boy stumbled over the
strange words which his grandfather tried to make him say, longing to
escape - "MHe cTas0 LYWHO M CTpamuHO"

10. Mandelstam, N. Bropas Kuwura, (Paris, 1972), p.121

11. Matthew 26 v 61

12. In A Coat of Many Colors (p.128> Freidin interprets 109."BepHuce
B cMmecHTensHoe JsnoHo" in the light of NMNadezhda's comments which point
to the identity between herself and Leah. Nadezhda must become the
devoted Leah who renounces her own identity in order to be fused with
the poet.

13. The 'facts' of Mandelstam's religious experience are not easy to
establish. There are however pointers for us to follow.

From Mandelstam's autobiographical work "llym Bpemeuun", it is possible
to infer the nature of his childhood exposure to Judasism. Visits to the
synagogue were evidently few and far between: "Pas wuiau noBa B XM3HH
MEHSs BO3WJM B CHHarory, kak B KoHuepT..." (II, p.65). During a period of
‘national repentance' a Hebrew teacher was hired for the young boy.
Clearly the lessons were short-lived and he felt no kinship with his
teacher: "B a2TOoM MankuMke S He y3HaBa/l cefd M BCeM CYWeCTBOM
BOCCTaBaJll Ha KHUry u Hayky." (II, p.57>

1900-7 In September Mandelstam began at Tenishev school
which he left in March seven years later. N. Struve notes in his book
Ocun MsHaenrutam that no mark was recorded in Divinity: "B aaxkone
Boxuem oTmeTkm Her" (p.296). As & Jew it appears that Mandelstam was
not obliged to study this subject.

1908 Attendance is recorded at one of the autumn meetings
of the Religious—Philosophical Society.

1909 In the spring Mandelstam attended another session of
the afore-mentioned society.

1909 N. Struve relates that during the month of November
Mandelstam travelled to Switzerland and then to Itely. There is no
evidence that this visit included Rome. S. P. Kablukov wrote under the
poem "korma mozauk", Lugano, a Swiss town of Italian character situated
virtually on the border with Italy. It is possible that Mandelstam's
travels took him no further South.



1910 July Mandelstam lived in Hango and made the aquaintance of
Kablukov.

1910 October Mandelstam attended another session of the Religious-—
Philosophicel Society. In Kablukov's words recorded in his diary
Mandelstam is now considered "unenHoM-copeBHOBaTeneMm'.

1911 May, 14 According to N. Struve Mandelstam was baptised into
the Methodist Church in Finland by pastor N. Rozen. A. Cchen states
that Mandelstam was baptised into the Lutheran Church (cp. note 19,

Although Mandelstam's poetry displays some knowledge of
ecclesiastical architecture and a degree of familiarity with the order of
worship, there is no record of regular church attendance or of allegiance
to a particular denomination. During 1922-1929 Mandelstam's poetry
makes little reference +to Christianity. Naturally there was strict
censorship on any religious themes. Following the Mandelstams' journey
to Armenia in the summer of 1930, Christian themes and imeges re-
emerge. A prayer, dated January of the following vyear, which the poet
hid even from his wife, reveals the depth of his distress and perhaps
reflects faith:

[Tomoru, lNocrmons, 3TY HOYE TMPOXMTE:
9 3a xusHp Gowck — 3a Teow paby -
B TNerepBypre xXuTb — CJAOBHO CHaTk B rpoly.

Whenever Mandelstam faced a separation from his wife in later years
it was a traumatic experience and daily letters, telephone conversations
or telegrams were exchanged. His letters to his wife mostly end with
phrases such as - "Xpanu Tefs Bor, conHbiko Moe" (III, p.205, begin.
Nov. 2b), "Ha Hour rosBopw: cnacu, [ocnons, mow Hanmenwky" (III, p.225,
Feb. #Z6) and "Xpuctoc c Tofor, xM3Hb MOsd. Her cmeprty, panocTs mos"
(ITI, p.256, Feb. 30). Clearly God was not absent from his thoughts.

14, A postcard from Mandelstam to V. Ivanov dated 20 June 1910
begins: "OueHb yBaxaeM:ul M goporod Bsuecnas HeanoBuu!" and continues,
"Bamm cemeHa rnyBoko 3amanM B MOW Ayliy M 0§ OYrawck, IJIAOS Ha
rpomanHye poctku'. (II, p.485

There is evidence that Mandelstam visited V. Ivanov's 'Tower' on
several occasions. Nadezhda notes, however, that he never took to
visiting the 'Tower' regularly. (Bropas KhHura, p.37)

15. Kablukov, S. 'MaHmencmTaM B 3anucax gHeBHura C. [, KeBnyxosa',
ed. A. Morozov BectHuK Pycckoro XpucrtuaHckoro [swxenms, No. 129 IV
(Paris, 1979). Herafter referred to as 'Kablukov's diary'.

Kablukov may have discussed some of his ideas on the concept of
Christian time with Mandelstam. Morozov comments in his introduction to
'Kablukov's diary"

"Peur waAET ©O YEM-TO CBA3AHHOM C TOHKOM M TapMOHMUECKOW -~
MY3BIKAJILHOM — OpraHu3auMer, BOSMOXHOM TOJNILKO H8 OCHOBE XPHMCTHAHCKOIO
ITOHMM8HNA BpPeMeHM M CYIeCTBYWIEeM B TOM COBMEIEHHOM TPOCTPS8HCTBEHHO




BpPeMEHHOM M3MEPUHMM, THAe 'AYyXOBHOE MOCTYIHO B30paM W OYEepPTaHUS
xusyT." (p.134)

16. op. cit. p.138

17. II, p.320

18. Nadezhda speaks of the shift toward Russian Orthodoxy as already
taking place under the influence of Kablukov and even prior to this
time. “MaHnencmTeaM yXe HaYAN OTXOOHUTE OT  PHMCKO-K8TOJHWUYECKOH
KOHUEMUMM M CKJOHSATLCH K mnpaBocyaBui. CABUr mpoM3omes Mol BIAWSTHUEM
KaBinykoBa, HO HaMmeuaJsicd eme 10 BecTrpeur ¢ HuMm." (Bropas Kuwra, p.438).

19. Cohen A. A. Osip Emilievich Mandelstam: An Essay in Antiphon
(1974, Ardis
According to Cohen's interpretation, Mandelstam reacted ageinst his
Jewish descent '"chafing to the point of inexcusable pragmatic conversion
to Christianity (the Lutheran Church) in order to gain admission to the
university". (p.36>
Freidin, in A Coat of Many Colors, observes that it may be significant
that Mandelstam was baptised neither into the Russian Orthodox Church
nor the Roman Catholic Church - "Given the position of the Methodists
in the religiously intolerant Russian Empire, they were an unlikely choice
for someone in search of & fictitious baptismal certificate, which
suggests that Mandelstam's baptism was more of a conversion than a pro
forma cermony for a Russian Jew seeking to enroll at the University of
St. Petersburg." (p.300

In 'XpucrtueHckas Tlossus MeHmencmrama' G. Ivask concedes the
ambiguity of the motives of Mandelstam's baptism but concludes, "Ocumn
IMUNIBEEeBUY He KpPecTH/ICs BOoIOo¥, HO Ohi KpeweH B Jyxom, M HHMKTO U3
PYCCKHMX TOSTOB TAKOIO MBCX&JBHO—-eBXapPUCTUUECKOI'O CTUXOTBOPEHMS He
Hanucan" (p.114)

20. S. 5. Averintsev pointed out to me the absence of a capital
letter in the reference to the image "OBpasa TBO¥", comparing this with
the poet's use of a capital letter in his prayer "Y1 3a xusHb Howck - 38
Teow paBy - "

21. The early references to freedom appear to be made more in the
context of ‘existentialist thought'. Once freedom acquires a religious
connotation it is often placed in conjunction with ‘'joy' (Becenwe). When
culture has become the church then Mandelstam writes "mn of6penu
BHYTpPeHHWK cBofiony, HacTosmee BHYTpPeHHee Becenwe." (11, p.223)

22. ‘'Isanuatr .OB& HeM3OAHHHX CTHUXOTBOpeHMs', BectHWk Pycckoro
CcTyneHTUYeckoro XpuctuaHckoro [suxenust, 97-98 (1970), pp.107-117




23. 'IpanuaTk nIBA HEMSIOAHHHYX CTMXOTBOPEeHMS', op. cit.

24. This poem is recorded in Kablukov's diary (p.141).

25. 'leaanaTh 4OBAa HEM3OaHHHBX CTHMXOTBOPeHHs', op. cit.



Visual Art, Architecture and Rome

Architecture and the visual arts offered a sensual, physical approach
to reality and to Christianity, which was evident neither in Judaism nor
in Protestantism, both of which eschewed the image.

The Acmeist movement may have guided Mandelstam towards & deeper
appreciation of the tangible world of architecture and construction, with
its ideal of craftsmanship in relation to the artist. Acmeism sprang up
partly as a reaction against Symbolism which flourished under the banner
of ‘@ realibus ad realiora  Gumiliev, one of the founding members of the
Acmeist movement, acknowledged their debt to Symbolism but distinguished
it in the following ways: Acmeists do not reject the symbol but bring it
into balance with the other elements; they attempt to take the line of
greatest resistance and would construct a cathedral rather than a tower;
the unknowable by definition can not be known but should be respected;
hierarchy is not a question of the greater or lesser but of each part
having a specific gravity; and all become brothers in the confrontation
with non-existence.l Gorodetsky, a fellow Acmeist, followed a similar
line, maintaining that art was solidity and artists honest craftsmen in
love with order and solid forms.

Mandelstam's Acmeist manifesto, "YTpo Axmenama" (1913), was not
published until 1919. It can be seen partially as an attempt to resolve
the dislocation previously experienced in the subjective nature of faith
and in the dreamlike quality of 'reality'. by providing an objective point
rooted in the tangible world. Mandelstam embraced the three-dimensionel
world with its specific gravity, accepting it as a 'God-given pealace'. The
artist was to be regarded as an architect and craftsman, his art as the
stones and building. Reality became a concrete phenomencn, residing solely
in the work of art itself (ennmHCTBEHHO peanpHOe ~ 3TO CAMO
nmporaBeneHue).2 Similarly the reality of poetry was rooted in the word
(9Ta peaiLHOCTbL B TOD3MM ~ CNOBO, Kak Takosoe).3 One did not need to
seek for the metaphysical elsewhere when proof, (MeTapuamueckoe
nokasaTenscTBO), could be heard physically in the sound of & chisel
splitting rock. Far from static, the craftsman's material had dynamic
potentiel and already longed for another existence.

Architecture - art: the poet saw both as a means to fight with the



emptiness and to 'hypnotise space', just as the Gothic spire reproached
the sky for being empty (Xopomas cTpena roTvueckosl KOJIOKONEHM — 37a8d, —
TOTOMY 4UTO BeCk €€ CMBIC/ YKOJIOThH Helo, TMOMNPEeKHYTh €ro TeM, YTO OHO
nycro).4 For Mandelstam the Gothic cathedral, such as Notre Dame, was
built on the concept of an organism, which expressed the 'divine'
physiological nature of humanity. As mankind, like architecture, conspired
together against emptiness and non-existence, each person could be
valued as a part of the whole.

The artist was not obliged to approach the tangible world wearing
the spectacles of ‘'a realibus ad realiora’ but with the law of identity
and of logic. This became the poet's tool in order to be astonished
(HempepHBHO yaouBngThcA) and was, in Mandelstam's opinion, the principle
underlying Bach's music. The artist no longer needed to draw on his
faith for inspiration and affirmation but on those tangible things which
surrounded him, using construction and logic as his tools:

"llokaauBaTL, M NOKA3LBATE §es KOHLA! NPUHUMAaTE B MCKYCCTBE UTO-HMDY b
Ha Bepy HeOOCTOWMHO XYINOXHHKAa, JIerko M CKy4yHo.. Mu He rneraeMm, Mt
MOLHUMAEMCST TOMLKO Ha Te GamHM, KakMe CaMu MOXEeM IMOCTPOMTE."S

[Endlessly to prove, this is the artist's task. It is beneath him to
accept something on faith in art, it is easy and boring... We do not fly,
we ascend only those towers which we ourselves are able to build.]

The artist was not free, however, to exalt the rational and tangible
world to the exclusion of belief in the transcendent, for in Mandelstam's
eyes the very neture of the former expressed the latter. Perhaps this is
the reason for Mandelstam's sense of kinship with the Middle Ages, for
they too had this 'noble mixture of rationslity and mysticism, a sense of
the world as a living equilibrium' (EnaroponHas cMeckr pacCylOYHOCTH U
MUCTHMKM W OIWYWEeHHEe MHP8, K8K XWBOro peBHOBEcHs).6

39."Notre Dame" and 38."Ans Codusa" appear to embody the rationalistic
and mystical aspects of Christianity respectively. The speaker of
38."Aa-Codua" does not speak from a direct encounter in a specific
moment of time but from the evidence of an eye-witness. This indirect

testimony creates a sense of awe and distance:

Aa—Codhuss — 30ech OCTAHOBUTLCH

Cyanun lNocnonb HapogaMm M napsm!



Beny xymnon TBOH, IO CJOBY OUeBW.NLAE,

Kak Ha uenu nouasemeH K Hebecaw.

The way that Haghia Sophia dominates the opening of the first stanza
reflects something of her unquestionable authority and stature. Without
mediation the Lord ordains where the great cathedral is to be built. The
architecture expresses her direct attachment to the heavens and her
sustenance through uninterrupted communion with the divine. Her timeless
and universal relevance are evident by the divine order, which is
directed to nations and kings alike, and by the fact that she will
outlive nations and centuries. The purposes of the builder are
inscrutable and the question, "Ho uto xe myman TBOM cTpouTent menpsiT",
is left unanswered. Beauty, peace, light and wisdom suffuse the temple
which seems destined to defy man's comprehension and time's corrosive
action.

Notre Dame belongs to a different tradition and century. Her
inspiration arises from the rational and physiological rather than from
the mystical and sublime. The Gothic cathedral does not sustain a direct
connection with the divine and it is a Roman judge, not the Lord, who
judges. Delight in human experimentation and effort, embodied in the
archetypal image of Adam, characterises the architecture of Notre Dame
- "Kak Hexkorngs Agnawm, pacnJjacThBasig HepBh, / WUrpaeTr MblLEaMM KpPecTOBLIH
nerkuyt ceon'. Perhaps Adam refers obliquely to 'Adamism', a form of
doctrine propounded by Gorodetsky, which advocated a return to the
values of the natural and primitive world. In its immediate context the
image intertwines archetypal man discovering the complexiity and power of
his own physioclogical organism with the comparable dynamic potential in
the arch. Notre Dame is inscrutable, though in a different way to Haghia
Sophia. The reference to the 'ineffable forest' (HenmocTUxXMMHM nec) is
reminiscent of the denser forest which in "¥Tpo Axmeumama" Mandelstam
discovers, not in a stroll through the 'forest of symbols' (necy
cumBonon), but in 'divine physiclogy, the infinite complexity of our dark
orgaenism' (GoxecTBeHHas Pramonorus, BeckoHeuHad CIOKHOCTL HENEro TEMHOI'O
opraHuama.?

Notre Dame is constructed in such a way that the speaker's attention

is caught not by the weightlessness of the cupola but by the sheer



weight which is in part supported by the ‘audacious arch'. This principle
in architecture is reflected also in the equilibrium of "Erunerckes Momb
M XpucTuaHcTBa pofiocts, / C TpOCTHMHKOM psinoM — ayfH, M BCoAy lLapk —
orBec". Its design is paradoxical in the way the secret plan is revealed
by the outer structure - "BhlaeT cefis cHapyxu TaWHbM naax". The speaker

is able to study the cathedral diligently.

Ho uem BHuUMaTenbHeH, TBepLbiHs Notre Dame
9 uayuan TBOM Uy OJOBHIULHEIE pebpa,
TeM uame nyman s1: M3 TAXECTHM Henobpor

W s xorna-HubyRE MPEKPACHOE cO3.aM.

As an artist he can identify with the craftsmanship necessary to
fashion the weight of material into something beautiful. The cathedral's
beauty lies partly in the way that craftsmanship, aided by human
ingenuity, can imitate & ‘pattern’ of an organism which has been divinely
given.

The poet appears to have had a greater affinity with Notre Dame
than Haghia Sophia, perhaps identifying more readily with the emphasis
on human craftsmanship and effort. Notre Dame may mark the way forward
to the 'Roman Cycle', begun the following vyear, in its pursuit of an
order and a centre which is human and divine, the intangible experienced
tangibly.

Rome is central to & number of Mandelstam's poems between 1913-
15¢172).8 In "llym Bpemenn" the writer refers to an ambitious project he
embarked on, which aimed to assess the reasons for the disintegration of
the Roman empire.8 He describes it as a 'futile task'. However the poet's
interest in Rome clearly ran deeper than a clinical dissection of its
history. From his poetry it is evident that he viewed Rome both as the
vortex of the Roman Empire and of the Catholic Church, a centre of the
Christian and pagan worlds and of contemporary Italy.

Without attempting to wunravel the complexities of historical
references in the poems belonging to the 'Roman Cycle', it is
illuminating to observe the position of the spesker and trace his
shifting attitude towards Rome. Underlying 56."lloroBopum o Pume — OMBHEIHN

rpan”, tentatively dated 1913, is a tension between the speaker's
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experience of Rome first as & place of harmony and beauty and then as

one of shadows and chill.

forosopuM o PuMe — nuBHLIE rpan!
OH yTBepauJ/cs Kynona nobelon.
MocnymaeM arnocTonkCcKoe credo:

Hecercqa moiip ¢ panyrm BHCHAT.

Unequivocal approval is expressed in the archaic words ‘'divine city'. No
hint of dissent is evident in the 'victory' of the cupola, a victory that
is not won by the machinations of war but is as natural and universal
as the cupola of the sky. The picture of spray snd rainbows, signifying
amongst other things abundant life and hope, is 1like a tangible
expression of faith that is heard in the ‘credo'. Clearly the speaker
participates in this harmony.

The other side of the 'coin' is revealed in the final stanza:

Ha nonvuniit Mup Gpocaer nenen Gypbidd
Han dopymom orpomMHas JnyHa,
W ronoma mMosi oBHaxeHa -

O xonon KaToJIMUeCKOW TOH3yphl!

Though the setting is still Rome, implicit in the reference to the Forum,
the archaism of "ausBHmuit rpan” is replaced by that of "mosneHwrki Mup“, the
nether world, The vitality and colours of the spray and rainbows have
faded and instead brown ash descends. Contrary to the sense of
correlation between what is heard and seen, here the moon dominates and
appears to be impervious to the speaker. The chill of the Catholic
tonsure may be a reminder of the persecuted Christians who were
martyred in the Roman world.10

Whether Rome as an ever-present 'ideal' can be maintained when one is
physically absent, is a consideration raised in 60."O BpeMeHax NpPOCTHX H
rpy&sx". Here the rhythm of the horses' hooves, thick furs and the
yawning doorman conjure up a picture of the exile's lot. Ovid too was

exiled from Rome and cast among barbarians.

_38_



Korna, ¢ npsaxnepuert nw0GOBLI0
Memag B mecHsax PHUM M cHer,
OBuaui nen apfy BOJOBLD

B moxo.ne BapBapCcKMX TeJer.

Without the physical presence of Rome, it is impossible to sustain a
pure love,l1 and the imaege of Rome becomes mingled with the hue of the
surrounding snow, the song following the rhythm of the ox cart.

Vitality and immediacy distinguish one of the cathedrals in 61."Ha
nnouwant BhBexap, cBoBonen". According to the Soviet edition, 'the Lord's
temple' signifies the Kazan cathedral and the ‘giant', St. Issacs.12 There
is apparent confusion in the description of the architect as a 'Russian
in Rome', for if the Kazan cathedral is taken to be the referent then the
architect is the Russian born Andrei Nikiforovich Voronich (1759-1814)

and the building is in Russia.

A 3onuM¥ He 6nJ1 HMTaAILAHEl,
Ho pycckuit B Pume; HY Tak uTto X!
Te KaxabM pas Kak HMHOCTpPaHell

CkBO3b POLY TOPTHKOB HIOElb;

Perhaps the answer to the riddle is the way in which the cathedral so
powerfully recalls Rome that the architect himself feels like a
foreigner. Also the poet may have in mind his own ‘foreignness’, which
enables him to understand the exiled Ovid and the 'foreign' architect. He
can take heart from the way that Ovid adapts to an alien environment
eand from the construction of an authentic Roman cathedral by a Russian.

Two different natures characterise the cathedrals of 61. Whereas the
'‘giant' is immobile and helpless, a mass of rock (ckanow ueno#t / K semne
BecrtomomHo npuxart!), the Kezan cathedral is compared to a garden spider.
Light and mobile, the image of a spider imbues the building with a
sense of freedom and dynamics - "Ha nnomwans BrBexas, csofoneH / Cran
KOJIOHHans noaykpyr - ", Its association with the Kazan cathedral also
gives the impression of the nearness and mobility of a Rome which has
come to be visually present in Russia through architecture,

Rome's emergence as a symbol coincides with a revival of interest in



P. Chaadaev. This may be partly attributed to the publication of his
collected works, edited by M. O. Gershenzon, which appeared in a bi-
lingual Russian-French edition in 1913~14.13 Undoubtedly Mandelstam
would have read the work with interest and this assumption is not
unfounded in view of his article entitled "llerp Yaamaer". Here Chaadaev
is depicted as a man who recognised that Russia belonged to a world
without organisation and therefore he sought an organising principle, a
point of wunity which could clear the way for historical synthesis.
History, for Chaadaev, had no 'beginnings' but was in itself a unity and
continuity, resembling Jacob's ladder down which angels descended from
heaven to earth. He became fixated with the one point where, in his
opinion, this unity had become flesh - the Pope, an omnipotent symbol of
time. During Chaadaev's two-year visit to the West, he came to see the
‘birthplace of the spirit, embodied in the Church and in architecture'
(poMHY nOyxa, BOMJOWMEHHOrO B LEPKBH W apxuTexkType).l4 Ultimately
Cheadaev discovered his own West, "3amnan, KOoTOpH# CcryleHHee, KOHKpPeTHee
caMoro ucrtopuueckoro 3anana"tS [A West which is denser and more
concrete than the historical Westl, The vital ingredient that made
Chaadaev's West more concrete was, in Mandelstam's eyes, the peculiarly
Russian gift of the freedom of choice, of moral freedom. Even the Pope
rose to greet this freedom. Chaadaev took it as his holy staff and set
out for Rome.

69."locox Mo¥, Mos cBofiona" concerns the spesker's own pilgrimage to
Rome. Threads of the article "llerp Uesanaep" eare intertwined in 69. and
Morozov suggests that both the poem and the article were written in

November 1914.16 The first stanza reads:

Tocox Mo#, Mosi cBofona,
CepaueBuHa GHTHUS —
Cxkopo /b MCTHHOM Hapoa

CraHeT MCTHHa MOA~?

Like Chaadaev, the spesker takes Russia's gift of freedom, as one would a
sacred staff and sets off for Rome.,17 Significantly Rome is not depicted
as the source of the staff, freedom or truth, for the personal pronoun

'my' qualifies each reference. The speaker's concern is not primarily
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patriotic for he seeks truth which is universael.18 Nevertheless Rome is
central as a place of pilgrimage to which the speaker comes on behalf of
the people, "llpaB Hapon, BpyuuBmuit nmocox / MHe, yBuneBmemy Prm!".

In 71."K 3uuukauke [lanu BenenmkTa'" the position of the speaker is of

one who has heard about Rome. The 'Roman priest' recalls Chaadaev.

EcTe obuTtaemast Ayxom
CpoBona - uabpaHHBX YOel.
OpJ/IMHEIM 3PeHbEM, HUBHEM CJIYXOM

CeBsieHHWK PUMCKHH Yylenes.

Chaadaev regarded himself as belonging to the elect (usbpannuuecTBO) 8nd
thought he had discovered a freedom which was more far-reaching than
anything created by a 'material culture":
"21o cBoBona CTOMT BeJWUMS, 3ECTHBIETO B PXUTEKTYPHBEX (dopmax, OHa
PEBHOLIEHHa BCeMy, UTO coanas 3anman B oGaacTH MaTepHanbHOM KYJNbTYpPhHL..".19
[This freedom is worth the magnificence, petrified in architectural
forms - it equals all that West had crested in terms of material
culture.]
The eagle's eyesight and marvellous hearing are indicative of a person
who is able to see events within the context of historical perspective -
a man like Chaadaev. In stanza II the dove retains its connotations of
the Holy Spirit, of peace and freedom but in a sense is also projected

as an image of Chaadaev.

U rony€s He BouTcs rpoma,
KoTopHM LEPKOBb I'OBOPHT;
B amocTonbckoM cozByusH: Roma!

OH TOJIBKO cepnue BECeJIMT,.

The dove does not fear the thunder of the church20, Unlike the Russians
Boris Godunov sent abroad, compared in "llerp Yaaneep" to the first doves

sent from the ark who did not return, Chaadeev finds his way back to the

ark with a message of hope.
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S nmoBTOpPSI® 33TO HMMS

[Ton BeuHmM KymnonoM Hebec,

Although the 'Romen priest' hes disappeared and the speaker is not in
Rome, the name "Roma", the Latin form of Rome noted by one critic to be
the anagram of 'amor', suggests that the essence may not be found in s
literal place but in the name. The speaker need not look to the cupola
of St. Peter's but can dwell under the eternal cupole of the sky.

Mandelstam shared Chaadaev's longing for a timeless point of unity, a
point perhaps not wunlike the intersection of the tangible and
transcendent embodied in the ladder that Jacob saw in his dream.
Chaadaev was exemplary because like others he too had tasted 'the
immortal springs of eternal Rome' yet had returned to Russia in a
literal and psychological sense, thus retsining his freedom. The poet's
attitude towards Rome remained ambivalent for clearly she was not the
ultimate goal.

Written in 1914 or 1915, 74."AGB6ar", indicates a gradual shift away
from the fascination with Rome. This change is highlighted if we compare
the original draft with the omissions and variants of subsequent drafts.
Stanza I of the original draft serves as the final stanza in the first

published version and is later omitted altogether:

[lepeMenuiocr BCe 3eMHOe,
N nuue He cBpocuna semnst
CyTaHY DPHMCKOI'O IOKOSI

W Bame s3ojoTO, nons.

W, caMmbiit cKPOMHHH COBPEMEHHUK,
Kak xaBopoHOK, XaMm noeT, -
Benr kaTonnueckHil CBANEHHMK

EMy coBeTH monaerT!

Rome is considered to be a centrifugal point on the earth, its
incorruptible nature suggested by the golden border. The priest is
sensitive to the poetry of the French Catholic poet "Xamm", who shares
the first two letters of his name with the Russian word for skylark,

"waBoponok”. This underlines their common world of song. In 74. the
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subject is not simply & humble priest but an abbot who comes from the

French secular literary tradition:

O CryTHHK BEYHOI'O POMEHS,
A6Bar ®aobepa u 3ons -

Ot 3HOS pHXEs CyTaHa

W mnsnet kKpyrase TMoas;

OH Bce eme npoxXoLUT MUMO,

B TymMaHe nonaHs, BIOOJbL MEXH,
Bneua octaTok BsAcTHM PuMa

CpenM KOJNIOCLEB Crieno pXH.

Rome is no longer invincible and the soutane has turned red from the
stifling heet. Compared to the field of ripe rye, Rome is in decline and
has only a remnent of her former power. Her association with power
contrasts with the Rome of the original draft as 'the home that awaits
us', a home where 'canonical happiness' is experienced like the shining
sun - "Kaxk conHUe, cTaso Ha 3eHUT, / W HUukakoe caMomiscThe / EMY CHSATH
He sanperur." In the final draft, heat takes on connotations of
oppression. The atmosphere is overhung by the sultry mist of midday and
the abbot is «clearly affected by the heat for following his
pronouncement, "Karosukom ympere Bhr!", he exclaims - "Kak HbIHUe Xapko'.
Concern with the physicel wundermines his former declaration and,
exhausted by the conversation, he retires to the castle to eat. The
abbot's show of gelf-conscious condescenson towards the speaker and
others, his shielding of 'the honour of his shining tonsure' with secular
garb, contrasts with the priest of the original draft whose 'splendour’

and 'honour' ere sustained by his attention to the living messages of

the birds' song:

CBSIIEHHMK CJIBIIMT TIE€HREe TITHYbEe
7| BCSIKYKW XHWUBYHW BECTh,
[lraeT BCE ero BeJHMUYbLE

Cusiomer TOH3YPH YEeCTb.
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Although both drafts are only a response to a single representative of
Rome, the tone of the speaker would appear to reflect something of the
poet's unease with an authoritarian Rome.

Rome, as a point of unity and sauthority, comes under scrutiny in
65."lpupoga ToT Xe PuM U orpasuyace B Hem" and in 66."[lycTe 1MeHa
nperynux ropoaoB”. It is uncertain whether this pair was completed in

1914 or November 1917.21 Stanza one of 65. reads:

llpupona - ToT xe Pum U oTpasuiack B HeM.
Mpe BuAMM O6pask ero rpaxiaHcKoy MOULU
B npoapauyHoOM BO34yxXe, KaKk B LIMPKe rojytowm,

Ha ¢dopyme nosiet ¥ B KOJOHHALE DO,

If nature is Rome, irrepressibly alive through growth and renewal, it
suggests a universality and continuity common to both. Images of Rome's
civil might are present in the circus, the forum and in the colonnade -
all symbolic of Rome's cultural elements and which, as one critic has
observed,22 mirror nature in the images of the sky, the fields and
groves. Stanza II of the original draft casts a shadow over the

confident tones of the first stanza:

A HpHe uesioBeK — HHM pab, HM BJIACTEJIHH ~
He omnbsiHeH cofioit, a8 TOMBKO OTYMAaHEeH.
HeBosibHO roBopuM: «BCeMMpHBIM rpaxaaHuHD,

A xoueTcst ckasaTb: «BceMHpPHBIF TIOpPOXaHHH).

Man is neither slave nor master and is uncertain of his place in the
universe. By comparison with ‘'town-dweller', 'citizen' has a fine ring and
indicates empire and authority. However a note of disquiet is heard in
the involuntary nature of the collective proclamation. In a subsequent
draft of stanza II there is evident unease with an authoritarian system
which has evolved without reference to the 'gods' and is built up with
silent slaves and stones - "PaBn, uyToBH WMONUYaTL, W KaMHH, UTOBH
crpoutk".23 A later article by Mandelstam names a superior concept to

that of citizen - '"... HO ecTb 6oJlee BLHICOKOE Hauyalo, ueM (rpaXxgaHHH),

noHsitve «Myxan'24 [but even more exalted than the principle of 'citizen'
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is the concept of 'man')l. An inkling of this second concept, which Gumilev

held dear, is perhaps evident in 66.

TlycTs mMmeHa wUBeTYW WX TOpONOB
JlackawT c/yx 3HaUMTEeNnLHOCTLhI BPeHHOM.
He ropon PuM xuBeT cpellM BEKOB,

A MecTO ueioBeKa BO BCE/eHHOH.

Rome's relation to nature is no longer that of an equal but like all
cities, she too is doomed to fade. Man's place in the universe is the
pivotal point of history. The ’'superstructure’ of kings and priests,
houses and altars are like wretched rubbish (kak xankurt cop), without an
understanding of that place. Figures of divine and temporal authority try
to restrict man's freedom, priests justify wars by the 'place of man', and
kings try to seize that 'place', the verb "osnapert" indicating not merely

a desire to rule but to capture and possess.

Just as Mandelstam's interest in Rome and the Roman Catholic Church
has been labelled his 'Catholic period,25 so his interest in Moscow and
her churches has been regarded as a sign of his conversion to the
Orthodox Church. According to Nadezhda, the poet Marine Tsvetaseva was
instrumental in introducing Mandelstam to Moscow and thus providing a
bridge to the Orthodox Church. She cites the quotation from 85, "U
HMKOrna oH Pume He mwbun”, as evidence of Mandelstam's renouncing Rome
in favour of Orthodoxy.26

Firstly we shall try to trace the nature of Tsvetaeva's influence. In
the months between February and June of 1916 Tsvetaeva and Mandelstam
made several visits together to Moscow, described in her own words as
"nHM, xoraae s MeHpesnpwramy .nmapuiaa MockBy'"27 {Days, when I gave Moscow
to Mandelstaml. Whether Tsvetaeva gave Mandelstam ‘her Moscow' is

another question. In an article written a few years later, Mandelstam

expresses his dislike of her Moscow verse, "@GiesBrkycHLa KM MCTOPHUECKEA
dancmb cTHUXOB  MapuHb llBeTaeBoit o PoccHM - nXeHaPOOHEIX M
JxeMOCKOBCKMX... "28 [the tastlessness and historical inaccuracy of Marina
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Tsvetaeva's poems about Moscow — pseudo—populist and pseudo-Muscovitel
90."He Beps BockpeceHbss uyay", inspired by Mandelstam's visit to
Tsvetaeva in the summer of 1916, makes reference to the days when they

were in Moscow exploring the city's churches.

W k Cnacy GenHoMy mpuilia,
He oTprBasice uLenomana,

A ropnow B MockBe Brina.

Tsvetaeva suggests that these lines allude to an occasion when she
kissed the crucifix in one of the churches. Although the speaker
mentions her devotion, he associates Tsvetaeva in Moscow with pride,
which contrasts with the humility of the poor Saviour. Kablukov's record
of a conversation which took place on the last evening of 1916 throws
an interesting light on Tsvetaeva's impact on the poet:

"Kakasi—-TO XEeHWMHa8 S$SBHO BOMJA B ero XH3Hbk, Peaurusa W 3poTHKa
COUeTaWTCd B €ro Aylie... IJTy CBA3b IPH3HaN M OH caM... ¥ (OH) He BHUIAWT
BHIXOOA M3 DTOrO TIOJIOXEHMS, KPOMe CKopelillero nepexona B NpasBocnaBue,29

[Evidently some woman or other has appeared on the scene. Religion
and eroticism are intertwined in his soul... He himself admits to this
connection... and sees no way out of this predicament except for a rapid
conversion to Orthodoxy.]

This hints that Tsvetaeva may have influenced the nature of his
religious appreciation, though not necessarily its 'content'

Secondly we shall look at two poems composed in 1916, 84."B
pasHorosocuue aeerueckoro xopa" and 85."Ha poaBanrHsx, YHAOXEHHEBX

o H

conomoit”, which belong to the 'Tsvetaeva' cycle. In 84. the speaker has a
bird's eye view of the city and hears the girlish choir of the churches'
dissonant voices. By contrast the speaker of 85. must travel through the
huge city in a sledge, its runners diving into the black potholes. His
fate appears to be linked to that of the Tsarevich mentioned in stanza

four, "llepesuua BeayT, HemeeT cTpauHo Teno — . This is suggested by the
parallel construction in the second stanza - "llo ynwuaM MmeHst BeayT Geaz
manxkM', Such & connection is also indicated by the fateful bast matting
and straw lining of the sledge which presage the burning straw of the

final stanza. It is not, however, possible to identify a historical
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Tsarevich as no single character fits all the details implied in the

poem.30

.............

W rennarTcs B uacoBHe TPH CBeYH.

He Tpu cBeuw ropenu, a TPH BCTPEUM —
Onny M3 HUX caM Bor GaarocnoBMi,
YerBepTolt He GuBaTE, a PUM maneue, -

M nukorma oH Puma He nwbun.

It is as though a 'second voice' re-interprets the three candles to
signify three meetings. His reasoning that God has blessed one meeting
but never loved Rome, divests Rome of authority with the result that
Moscow can legitimise her own authority, which proceeds to justify even
murder.31 Judging by the comment Mandelstam picks out from Chaadaev, he
is unlikely to subscribe to the idea of Moscow as the third Rome:

"YasnaeB M caoBoM He oBmoneuica o «Mockse Tperbem Pumen. B aToi nnee
OH MOT YBMIAETE TOJBbKO UaXJYKW BHIAYMKY KHEeBCKHMX MOHaxoB."32

[Chaadaev makes no reference to Moscow as the third Rome. He could
only see in this idea a worthless fantasy of the Kiev_an monks.]

Like Rome before her, Moscow cannot legitimately claim to be the eternal
city. She too ultimately tramples on man's place in the universe, whether
he be slave or prince, and is doomed to temporality.

Perhaps there follows a more conscious search for what is universal
and transcendent, no longer to be realised in the tangible and
particular, for as we have seen every city and system tends towards
authoritarianism and is destined to perish. In several depictions of the
Church the poet does not look to the tangible nature of for example,
ecclesiastical architecture, to embody the universal and transcendent but
sees her as s timeless expression of these things. It is as though
Mandelstam was searching for a foundation of eternal significance, one
which could exist independently of man's effort, an 'unshakable rock of
values' and an inexhaustible source of life that flows from within.

Kablukov records that on 24 June 1915 Mandelstam showed him three

poems; "EBxapuctua', "MMma Boxue" and "CmobBona". All three poems emphasise
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the ’inward' aspect of religion. We shall discuss the first one, 117."Bor

IapoHOCHLaE, KakK CoJiHUe 3oJj0Toe, in more detail:

Bor mapoHocHLa, Kak COJIHLE 30JI0TOe,
lloBucaa B BO3nyXe — BeJWKOJNSNHBIKH MUT,
3nece NOMXEeH NpOoaByuaTh ML FPEYECKHUM S3LIK:

BzaTe B pyKM uesbl MUp, Kak siBJ0OKO TNpocToe.

No one denomination is professed. The Greek language 1is perhaps
specified because of its significance as the true ancestor of the
liturgy and of Russian poetry. The imagery speaks neither of a specific
time nor place, but of wholeness, perfection and eternity. Both the
golden sun and the simple apple are abstract yet concrete images and
their circularity is echoed in the references to the ‘'round temple' and
the ‘'cupola’. The internal echoes in ‘"mapoHocmua" and ‘"conHue",
"ropxecTBeHHHH" and '"BoxecTBeHHHIH" also reflect harmony. Time is no

longer an enemy, which a building need defy as does the unwarped gilt of

Haghia Sophia, but is itself transformed into a moment of eternity:

M EBxapMcTHs K&K BEYHLIW MONLEeHbL OJMTCH -~
Bce npuuawawTcda, WUrpawT M [IOKT,
U Ha Buaoy y Bcex BoOXecTBeHHHM cocy.n

HencuepnaembiM BecenneM CTPYHWUTCS.

At midday the sun reeches its zenith and bears no other comparison. The
speaker is the voice not of 'I' but of 'we', of everybody, for such a
vision of harmony is universal by nature.33 Significantly the source of
harmony and joy is inexhaustable.

Two poems composed a couple of years later, 106."B xpycTajpHOM oMyTe
kakast kpyTusHa!' (1919> and 124."JlwEaw mox cBolaMu celbis TUUMHBH" (1921)

also view the Church as a universal phenomenon.

B XpycTalbHOM OMYyTe Kakas KpyTH3Ha!
38 Hac CHEeHCKMe NpPelCTaTeNbCTRYKWT TOpH,
W cymacwenmux ckan komouue cofiopsl

lMosucam B BO3yXxe, rige mwepctTb MU THIIHMHAa.



The sense of depth and clarity of the crystal pool contrasts with the
viscous, black pool  associated with Judaism  and imperialist
St. Petersburg. Sublime, like St. Sophia, the 'prickly cathedrals' are
'suspended' in the air. Though Siena is both Roman Catholic by tradition
and predominantly Gothic in architecture, these characteristics are not
made explicit and the cathedrals are considered as a part of nature's
universal and ancient design.34 A sense of sharpness and exhilaration is
conveyed by the crisp 'k's and the expansive 'y's, like the pause of the
psalm singer while he breathes deeply. Height, in a literal and
figurative sense, is indicated by the rocks and mountains. Nature's
acknowledgement of Christianity is expressed in the way that the
speaker, together with the immovable earth, drinks the cold mountain air
of Christianity. Images of the sheepdogs and the shepherds' sheepskins
with the judges' staffs asllude to no one civilisation but belong to a
timeless, Biblical tradition. The meeting of divine and temporal Iis
embodied neither in the figure of the Pope nor in the city Rome, but is
understood by the image of the ladder of prophets and kings from which
the organ descends, 'the fortress of the Holy Spirit', and by a second

image envisaged in musical terms:

Uc XPHUCTHAHCKHUX I'Op B MNpOCTpPaGHCTBE HM3YMJIEHHOM,

Kak TManecTpuHH3S necHb, HUCXOAMT G&roaaThb.

The clear participation of the natural world and the uninterrupted link
between the divine and temporal point to a Christianity which is
universal.

In 124, the speaker expresses his delight in the requiems and public
prayers and in the rites of the funeral services in St. Isaacs. A sense
of stability end time-honoured tradition is conveyed by the archaic
genitive form of 'cemwms THuwMHH", the unhurried step of the priest and
the repeated rituals of Lent. The 'orphaned cry' of the priest may
illustrate that he is not part of a 'system' but is symbolic of the
paradoxes at the heart of Christianity where purity, humility snd majesty
meet. St. Sophia and St. Peter's, the homes of the Byzantine snd Roman

Catholic traditions are united in their description as:
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CoBoprl BeuHbkle Codpuu u lletpa,
AmMBapsl BO3AYXa M CBETY,
3epHoxpaHu/MiLe BCe/eHCKOro nobpa

M pury Howoro 3amerta.

Images of granaries and threshing-floors do not commend the cathedrals
simply as monuments, but point to their universal role in storing air
and light - essential to existence.

From external evidence it appears that the Church, to a certain
extent, did tolerate the j_wolfish tracks' within its walls when it faced
‘hard times' (romuHb Tmfckux Ben). Nadezhda remarks that although they
heard individual accounts of those who died a martyr's deasth, there were
also many reports of others involved in compromise and betrayal. She
makes the following observation concerning Mandelstam's reaction towards
the Church at this time: "d nymaw, yTe B OBaIUATHX TOLAX 3arjoxja Bepa B
LJePKOBHOE Hauajlo.. OH He MOI' HE 3aMeTHTh, Kak ocnafiesa CBA3YWIAs Cuia
LIepKBH, TOXE TepexuBaBlielt TaXKMM KpM3MC HapaBHe co Bcey cTpaHor!"36 (I
think that in the twenties his faith in the basis of the Church
faltered... he could not help noticing that the unifying power of the
Church was weakened, for it too was undergoing the severe crisis which
faced the whole country.] Perhaps this is one reason why Mandelstam
looked increasingly to something less dependent on outward forms, to the
essence of Christianity which could accommodate the suffering of those

years.
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Notes for chapter two

1. This information is extracted from a translation of Gumilev's essay
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2. II, p.320
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5. II, pp.324-325

6. II, p.325

7. II, p.323

8. Struve, G. 'HUranpsHckue o6pa3r WM  MOTHBH B nos3um Ocuna
MangenbuTama', Studi in onore di Ettore Lo Gatto Giovanni Maver,
(Rome, 1962), pp.601-614
Struve observes that Mandelstam probsbly never visited Rome but saw it
“"CKBO3b TIPU3MY HCTOPHM M ucTopuMn peauruu'. He further comments: "B
ctuxax Manmenbmtama B roax 1913-1916 ouyenHbr Gonbmoe MecTO 38HUMaET
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(pp.604-5
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pabory: nucany pedepaT O TpPUUMHAax nafgeHUs puMmckor wmmrepuun." (II, p.8O

10.  Freidin, G. 'Osip Mandelstam: The Poetry of Time (1908-1916),
California Slavic Studies, IT (1980), pp.141-86
Freidin interprets "lloroBopum o Pume - nuBHHI Tpan" as a testimony to
Mandelstam's commitment to Catholicism in spite of the difficulties that
he encountered. The reasons for his commitment, Freidin suggests, are
not solely rooted in faith but in & historical perspective of the Roman
culture, the Aventine and the Caesars. He proposes that Mandelstam's
attraction to Catholicism lay in his "admiration for harmony and order"
which could offer an established form to the poet's "rather amorphous
religiosity”. As an assimilated Jew, this would also help him find a
cultural and religious identity.




11. It may be coincidence that 57."1913", also written in 1914, uses
the adjective "apsixawift" in relation to Rome in a negative sense. Under
the contemporary Victor Emmeanuel 1III, characterised by his small
stature, Rome was far from an 'ideal city'.

Hnu BO3MT KHUpPHHUM
ConHua opaxsjas NOBO3KA,
M B pykax y HenoHOCKa
PrMa pxaBrie KJwoun?

12. Soviet edition, Note 54., p.264

13. The date and publication of Chaadaev's works are mentioned in a
note to the translated article 'Peter Cheadaev' in Mandelstam: The
Complete Critical Prose and Letters (p.592).

14, II, p.287

15. II, p.290

16. 'Kablukov's diary', p.146

17. "Uaanaer npuHHAA ee (HPBBCTBEHHYW cCcBoOGOLY), KaK CBSLEeHHbIM
mocox, u mnowen B Pum"., (II, p.291)

18. Mandelstam quotes Chaadaev's words, '¢mcTHHa AOpoxe POIAMHEY
(II, p.288), and remarks that Cheadaev never discovered their prophetic
meaning.

19. II, p.290

20. The title of the poem "K sHuuknmke llanus BenHenmxkTa" as well as
the reference to the church's thunder, suggest an sllusion to Tyutchev's
"Encyclica". Here the Pope is associated with viclence and suppression:

BErl neHy, xorga rocriofHer MNpaBObl MOJIOT
'poMuJ, OpoGHA BETXO38BETHHIM XpaM,
U coBcTBeHHEIM MEUOM CBOMM 38KOJIOT,
B HeM uannixan rnepBOCBSWEHHMNK caM.

Mandelstam does not become the Pope's apologist though he points to an
individual who found a path through chaos in the light of Rome.


http://3HU.MK.nnKe

21, According to the Soviet edition, 65."llpupona ToT xe Pum wu
orpaausiack B Hem" and 66."llycTt MMeHa uBeTymMx roponos” have been
placed incorrectly in the 1914-16 group, whereas their rightful date is
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third. From the line "CpsueHHMKYK omnmpaBanBawT BOHHH'", she concludes that
66. could only have been written at the beginning of the First World
Wsar. Although they were begun together, Nadezhda observes that they
were finished at different times, when Mandelstam had already begun to
move away from his ideas about Roman Catholicism.

22. Przybylski, R. An Essay on the Poetry of Osip Mandelstam: God's
Grateful Guest, tr. M. G. Levine, p.15

23. In '"T'ymaHuaMm u CoepemeHHocTh" written & couple of years after
the poem, Mandelstam writes: "BoiBawT 3m0OxM, KOTOpHBE TOBOPHAT, UYTO HM
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24, II, p.258

25. Taranovsky comments in Essays on Mandelstam: "It is also well
known that in Hamen the poet was more concerned with Catholicism
(Protestantism plays only a marginal role in this collection), while in
Tristia he turned to Orthodoxy, although Catholic Rome was not
forgotten... " (p.48)

26. '"llperaema, nmnonepMB eMy cBok ApyxBy wu Mocksy, kaxk-TO
packonnosana MaHnenvuTaMa. 370 GHJ uynecHHM O8p, TTOTOMY YTO C OOHHM
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27. 1II, pp.340-341

28. II, p.328

29. 'Kablukov's diary', p.153

30. Teranovsky, K. 'Mandelstam's Monument Not Wrought by Hands',
California Slavic Studies, 6., (1971
Taranovsky observes that Uglich and the image of the bound Tsarevich
point to the Time of Troubles. He lists the historical personalities who
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could match the depiction of the Tsarevich and concludes "that from all
these historical facts Mandelstam composed a generalized type of
Tsarevich, a victim of inhuman cruelty." (p.46)

31. In the article 'Mandelstam's Monument Not Wrought by Hands'
(p.46) Tarenovsky supposes that the three meetings refer to Rome,
Byzantium and Moscow, all meetings of mankind and Providence. If the
Lord did not like Rome then which of the other two did he bless,
Byzantium the cradle of the true Faith or Moscow its heir? Taranovsky
supposes that he was more likely to have blessed Byzantium. N. Struve
maintains in Ocwun ManaoenpmraM that Mandelstam denounced Rome but
regarded the three meetings to concern Judasism, Roman Catholicism and
Byzantine or possibly Russian Orthodoxy.

32. II, p.328

33. Mandelstam captures the joy inspired by grace which lies at the
heart of the FEucharist. This is in accord with the etymology of the
word. It is derived from the Greek for thankful, evyoprotog, which in
turn is derived from the Greek for favour or grace, YopiG.

34, In N, A. Nilsson's article 'Osip Mandelstam and his Poetry' (p.b0)
he comments on the unique appearance of Siens, which is built on the
steep hills of Tuscany.

35. It 1is thought that Mandelstam refers not to 'the song of
Palestine' but to the song of the Italian composer Palaestrina who was
known for his Catholic masses.

36. Mandelstam, N. Bropas KHura, p.438




Christianity Hellenised

The ‘'central point' of Mandelstam's new poetic world and personal piety
differs from ell such potent and tangible symbols as Rome and Moscow. It
is to the fundamental nature of Christianity and its precursor, discerned
not in Old Testament Messianism but rather in Greek tragedy and
Hellenism, that Mandelétam now turns, although he perceives both to be
of the same essence.

Tragedy is traditionally considered to be the medium which endows
human life with dignity and meaning in a world of death and suffering, a
genre which unites form with depth of feeling. Greek tragedy demands a
set of absolute values.

In 1914 Mandelstam wrote 64."EcTb ueHHoOcTel HesmfBneman ckana". The
first stanza affirms the speaker's belief in the existence of an

'unshakable rock of values'

EcTe neHHOCTed HesnbBlneMas ckana

Han cxyuHEIMHW OmMMGKAMM BeEKOB.

The tragedian, Sumarockov, is not attentive to this rock and babbles the
script he has memorised in a theatre of ‘half-words and half-masks' (B
TeaTpe noJaycnoea / W monymack). A similar sense of incompleteness is
expressed by Mandelstam's remarks in "Samerku o llenwve" (1914) concerning
the impoverishment of the eighteenth century concept of ’'good. In
antiquity 'good' had encompassed so many meanings that it resembled a
golden ball - "lof6po, Gnaromnojayure, 3A0POBLe GbIKM CAXTH B  OLHO
NpeacTaB/enke, KaK IOMHOBECHBM M OLHOPOAHLIE 3on0Tol wap.. "1 [Goodness,
prosperity and health were fused into a single concept, like a solid and
homogeneous golden balll. However, with the increased influence of
scholasticism, expressed in rationalism, in allegorical thinking, and
personification of ideas, the Age of Reason began to dissect concepts
like 'good', thereby creating an inner emptiness. Bad tragedies resulted
from the eighteenth century way of thought. All that was salive and
healthy was meanwhile diverted into trifles because they demanded less
supervision: "a ODMTS C ceMhl HSIHLKAMHM — TparelMsl BHPOAMJIACH B MHIUHKIM

nycrouseT, MMEHHO ITOTOMY, UTO Hand €€ KOMLIBEsbo CKAOHSIINCE ¥ 2aB0TJ/INBO
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ee HSHYMIAM (Benvkue npuHuunen".2 [but the child with seven nannies,
tragedy, grew up into a luxuriant sterile flower precisely because the
'‘Great Principles' bent over her cradle and anxiously fussed over her.l

The dramatist Ozerov (1769-1816) escaped this pernickety moralism
perhaps through his appreciation of the ‘'unshakable rock of wvalues'
Ozerov is described as the last ray of tragic dusk - "W nnam wMens
siBsieHee Ozeposa / - llocnenHuit nydy tparvueckor sapu”., It is as though the
dawn of tragedy, "saps" describes dusk and dawn, may usher in the
daylight of Christisnity and the 'unshakable rock of values' find its
fulfilment in the fact of redemption. Kourbourlis' concordance records
that the adjective "HesmBnemui#" occurs only once in Mandelstam's poetry,
namely in 64, This adjective is used in a similar context about a year
later in prose:

“[luTas McKyccTBO, OTHhaBasi €My CBOW TJIOTh, Npenjarass eMy B KauecTBe
HesHbseMoll MeTapM3Mueckol OCHOBH  peancHeHumMi $axkT HCKyTNIeHMs,
XPUCTHAHCTBO HMUeEro He Tpefopano B3aMeH. [103TOMY XPUCTHAHCKOM KYJ/IbType
He I'PO3SUT ONIACHOCTE BHYTPEHHero ocKyneHud. OHa HewccsikaeMa, GeCKOHEUHs,
TaK KakK, TOPXecCTBYS HalI BpeMeHeM, CHOBA M CHOBa Bryuaert GnaronaTk B
BEJIMKOMENHLE TYUM M MPOJMBEET MX XMBUTEILHBIM OoXaeM.'"3

[Christianity nourishes art, yields its own flesh to it and offers as
an unshakable metaphysical foundation the very real fact of redemption,
demanding nothing in return. Christian culture is therefore not in danger
of being threatened by inner impoverishment. It is inexhaustible and
eternsal, for in triumphing over time grace is condensed ever anew in
magnificent clouds, suffusing them with life-giving rain.]

Perhaps this vibrant image of Christianity's life-giving power was
glimpsed in the wholeness of the golden ball of antiquity, also figuring
in the golden sun of the Eucharist.

Mandelstam did not want, however, to shy away from the conflict and
deep colours of tragedy. This is underlined by two early criticisms he
made with regard to V. Ivanov and I. Annensky.

"TONMBKO MHE TIOK&3aJ0ChL, UYUTO KHMIa CJIMIEKOM - Kak OB cKasaTe? -
KpyrJyas, 6es yrsoB, Hu ¢ KakOM CTOpPOHHE K HeH He NMOLACTYMNMWTbLCH, UTOOH!
pasbuTte Mau pasfuTbCS O Hee.

[axe Tpareaus B Helt He yros - TOTOMY 4uTO Br corsamaerect Ha Hee.

Jaxe skcTas He onaceH -~ noroMy 4UTO Bm mpeaeuanuTe ero ucxon.'"4



(Only it seems to me that the book is, how can I best say it - too
rounded, without any angles. In whatever way it is approached, one can
neither smash it nor bruise oneself against it. Even its tragedy lacks
grit because you consent to it and the ecstasy is harmless because you
already forsee the resolution.)

In a review of Annensky's "®amupa-kudapen” (Thamyris the Cithara Player
1913), Mandelstam wrote:

"K xecrokoyt ckazke Copoxkna HWHHOKEeHTHMI AHHEHCKHMII NOAXOOHT C
foNe3HEHHOH OCTOPOXHOCTLI0 COBPEMEHHOrO UesoBeKa.

TeMma nwbBK MaTepu K COGCTBEHHOMY CHHY NpeBpaTW/iack ¥ AHHEHCKOro B
MYUYUTENLEHOE UYYBCTBO JMPUUECKONW BANOISHHOCTH,.."D

[Annensky approaches the cruel tale of Sophocles with the sickly
caution of a modern man. He transforms the theme of a mother's love for
her own son into an agonised sentiment of lyrical infatuation...]

Annensky's reluctance to write a 'proper' tragedy may be explained by
an article published in Janw.ary 1922, which identifies the existence of
'an integrated, popular consciousness' as a pre-requisite for tragedy.

"Iyx oOTKas3a, NUTAKLHUM T1033MK0 AHHEHCKOrO, TIMTaeTCd CO3HaHMeEM
HEeBO3MOXHOCTHM TpareliMu B COBPEMEHHOM PpPYCCKOM HCKYcCcTBe Gnaronapd
OTCYTCTEMKH CHMHTE@THUECKOrO HapOAHOTO CO3HAHMS — HeNpepekaeMoro u
aBCONINTHOTO — HaPOAHOI'O CO3HAHMS ITOCHUJIKM TPareliuu; M TO3T, POXISHHEIH
GeHTEL pYcCKMM EBpHMNMIAOM, BMECTO TOro, 4Tol0n CHYCTUTb Ha Boly Kopalnb
BCEHaAPOOHOW Tpareluu, GpocaeT B BoOoman KYKJy, MOTOMY 4YTO: cepauy obiaa
KYKAH OBnabl cBOer xanuew».'6

[The spirit of resignation which nourishes Annensky's poetry, is
fostered by the realisation that tragedy is impossible in contemporary
Russian art due to the absence of an integrated, popular consciousness
of incontestable and asbsolute character, which is the premise of tragedy.
Instead of launching the ship of universsl tragedy, the poet born to be
the Russian Euripides, throws a doll into the waterfall because "The
heart pities the injury of a doll more than iis own injury".l
If the ship of universal tragedy can no longer be launched and more pity
is felt for injury inflicted on a doll, it suggests that people no longer
place a universal value on individuals and are therefore unable to
sympathise with the ‘'everyman' in one other. Thus the essence of a

national consciousness is distorted.
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Poems written on the theme of Phaedra highlight the state of
contemporary tragedy and ultimately point to an appreciation of the
essence of tragic myth. The poems fall into several categories; those
seen from the spectator's viewpoint; a translated excerpt from Racine's
play entitled 460."Hauano «denpem" and an expression of Phaedra's inner
state.

Composed in 1914, 59."AxMmarosa”, illustrates how the spectators’

indifference is a barrier to their understanding of tragedy.

B non-oBopoTa, o nevalsb,
Ha paBHOOYWHHIX TIOTJS Oea,
Cnanss € TIJIeY, OKaMeHesa

JloxHo—-Knaccuuyeckasi LaJb.

3noBen Uit roaoc - rOpbKHM XMeNlb —
[Ayma packoBriBaeT Helpa:
Taxk - Heroayuwmas dPenpa -

Crosina Hekorna Pamens.

Akhmatova's account of the incident, which probebly triggered off the
poem?, draws attention to the gulf between those who appreciate art and
those who feel indifferent (uyxnex BcakoMy MckyccTBy). The latter appear
to be content with the exterior of what is a lifeless and fossilised
classical shawl, the essence of tragedy remaining hidden. Only the voice
seems able to penetrate. 'Ominous', 'bitter intoxication' have connotations
of danger, ecstasy and discomfort. The image of the soul unfettering the
depths (entrails) is deliberately physical and in a sense uncouth,
perhaps in order to convey tragic eagerness to participate in the depths
of Phaedra's experience.8

Tragedy played in the theatre fares no better.9 One is aware of the
high sooty gsllery and the guttering candles of 81."d He yBuxy
aHameHuTo '®enpr’'. The actors are conscious primarily of their position
by the footlights and are eager to collect 'a harvest of applause'
Reference to Racine's play rather than to Euripide's drama creates
distance from the originel tregic enactment of Pheedra. Division between

the inner tragedy and the exterior world is expressed in a quotation
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translated from Racine's play, "- Kak 2T nokpbiBana MHe nocTHH... ". Here
the veils are repellent to the heroine for they are both stifling in her
feverish state and outward signs of modesty which her burning passion
belies. Her speech is cut short by a reference to the curtein which
separates the audience literally from the stage and metaphorically from

the theatre of Racine's day:

Teatp Pacuna! Momuasi 3aBeca

Hac oTnenaeT oOT ZpPYyroro Mupa

The voice may be able to penetrate the powerful barrier of time.

CriamapwT C TJed KJAaCCHMUEeCKHe NalM,
PacninaBneHHb cTpanaHbEM KpPENHEeT I'0Jj0c
U mocruraer ckopBHOro 3skana

HeronosanbeM packasieHHHM chor...

82." - Kak sTMx mnokpeBan u 3toro yfopa' (1916) comes closer to an
appreciation of the tragic myth. By comparing 82. with two earlier
drafts, one dated 13 October 1915, and the other simply headed 1915,10
it appears that Mandelstam increasingly tried to convey the significance
of a central myth to the individuel by intensifying and internalising the
poem's imagery.

Attention given to other characters is noticeably trimmed back and
the nurse who appeers in both drafts is not mentioned in the final

version. In the October draft the second speech by the chorus begins:

YepnrmM ¢axkenom cpedr 6enoro nH«
K HUnnonuty nwBoBbiw Penpa aaxrnacs
U came morubna, chLiH& BMHS,

Y crapoil KOpMMJ/MUL YU&Ch.

The final version of this section reads like an incantation:

- YepHrnM nsameHem Genpa ropur

Cpean Genoro nH4.
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[MorpeBanbHui daken uaguT

Cpenu Benoro nHY.

Contrasts in 82. are more stark and visual and Phaedra is identified
with the image of the black flame. Her association with pictures of light

and heat, darkness and death, is reinforced in the final two lines :

CrpacTu OWKOW M BeccoHHOM

ConHue uepHoe paodaer. (19195

This reads differently from the concluding lines of the October draft:

3nea noXk W NpaBaa Myapasi

[Ipen ToBoM paBHE, MWDOBE.

The fusing of myth and image creates & powerful means of
communicating tragedy in poetry.

Pushkin and Scriabin are described in their death as two
transformations of the same sun (aBa npeBpemeHUs omHoro conHua)!t, They
are & unique example of those who died a 'full death' and became a
symbol for the whole people, so that 'the sun~heart of the dying man
remained forever at the zenith of suffering and glory' (u cosnnHue-cepaue
YMHMPawILero OCTEHOBMJIOCH HEBEKM B 3€@HUTEe cTpalaHus M ciaiBbD,12 Perhaps
Phaedra's black sun also imparts the notion of glory and suffering
intertwined in Greek tragedy, for the universal image of the sun conveys
the sense that her death, though ominous, provides a central point.13 The
picture of Pushkin's burial reminds the poet of the nocturnal sun,
reminiscent of Phaedra's death.

"S BCIIOMMH&SKW KAapTHMHY MYWKWHCKMX TOXOPOH, uTOGH BHI3BaTL B Balew
naMsiTH oBpa3 HOUYHOrO conHUa, ofbpa3 IIoc/lefHe rpeueckon Tparelku,
CO30aHHOM JBPUNUIAOM — BHMIOEHME HedyacTHoOU ®denprn'i4

(I recsll the picture of Pushkin's burial in order to stir up in your
memory the image of the nocturnal sun, the image of the last Greek
tragedy, composed by Euripides - a vision of unhappy Phaedra.]

This sun, perhaps related to the image of the black sun which rises

after the death of the poet's mother (8 npochnyncs B konslbenu, / YUepHuwM
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conHueM ocusdH), emerges as the sun of guilt and not of redemption. Its
association with the regression of time is negative: "ucropus ofpaTtuT
TeyeHVe BpeMeHM - uepHoe conHue Penpnid [History reverses the course
of time - the black sun of Phaedral

The musician, Scriabin, is a complex mix of the ancient world, living
under the sun of guilt, and a foreshadowing of the Christian era,
illuminated by the sun of redemption. Music is affected by these
different eras. Whereas the ancient world feared music, using it in
government to maintain civic harmony only in conjunction with the word
(CNOBO KasaJoCh WUM... BEDHHEIM CTPaxeM, MOCTOSHHLIM CNYyTHHKOM MY3bIKH),16
Christianity appreciated pure music.

"CoBcTBEHHO WMCTOH MYS3LIKa 3/JIMHB HE 3HANM — OHA BCeLeno NMPpHHaLAeXUT
XPUCTHUAHCTBY. 'OpHOe 03ep0o XPHUCTHBHCKOM MY3BIKe OTCTOSIJIOCh TOJLKO ITOC/e
ranyfokoro mnepeBopoTa, NpeBpaTuBliero Jnnany B Espony."i7

(Strictly speaking the Hellenes did not experience pure music which
belongs exclusively to Christianity. The mountain lake of Christian music
was stilled only after the profound change that transformed Hellas into
Europe.]

The profound change refers to the acceptance of Christianity in the
ancient world. Music is now able to function freely, partaking of the
nature of redemption:

"Eme He uccnenobBaHa oBnacTk XPHMCTHMBHCKOM JMHAMHMKH — HOESITEJbHOCTL
OyXa B MCKYCCTBE, Kak CBOGOIHOEe caMoyTBepXIOeHHWe B OCHOBHOH CTHXUM
MCKYTINIGHMS — B UBCTHOCTM MYy3bika,'"18

[The field of Christian dynamics, that is the spirit's activity in art
as an act of free self-confirmation in the fundamental element of
redemption, hes not yet been reseesrched, in particular the role of
music.]

Beethoven counterpoints Scriabin, a Hellene who has rejected Christian
music: "KaTtonuueckas panocts EerxoeBeHa, cuHTes [eBaToit cHMPOHMH, ceil
«Benoit cjsaBE  TOpXecTBO», HenocTynHa CkpsGuHy'"19 [Beethoven's Catholic
joy, the synthesis of his Ninth Symphony, this 'triumph of white glory'
was inaccessible to Scriabinl. Unlike Scriabin, Beethoven's world was
underpinned by the unity which he found in Christianity. Without the
fear of fragmentation, his music was distinguished by an overtone of the

‘assurance of personal salvation'.
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'This white triumph of glory' is quoted from one of Mandelstam's
poems, 72."Ona Berxopeny"  (1914), Beethoven seems to combine
characteristics of the ancient world, the frenzy and tortu-ous joy of

Dionysus, with an experience of the redemptive sacrifice. The penultimate

stanza reads:

TeBe MoHameckwe Kenbw -
BceMupHO#M panocTH TIPUKT,
Tebe B NpOPOUYECKOM Bece/bH
OrHenok/MoOHHUKK TIOKT;

OroHs nbHJIGET B uyejiOBEKe,
Ero yH{ITL HMKTO He Mor.
Tebsi HasBaThL HE CMENW I'PEeKH,

Ho yuruau, HemsBecTHHM Bor!

Different layers of time and religion are intertwined. Neither a
particular place nor time are necessary to intuit the glory of
Christianity. The unknown God is an allusion to St. Paul's teaching to
the Athenians : "as 1 walked sround and observed your objects of
worship, I even found an altar with this inscription: TO AN UNKNOWN GOD.
Now what you worship as something unknown I am going to proclaim to
you",20

Fire imagery in the poem contains hints of both Christian and ancient
ideas and rituals within the context of art. In the deaf composer's room
the fire inspires and illuminates as well as destroys - "M B TemHONM
KoMHaTe rayxoro / BerxoseHa ropuT oroHs". The sobriety of the flaming
clarity with which Beethoven sanctifies the struggle of the will, is set
against the prophetic joy of the ancient fire worshippers. An indwelling
fire suggests the potential universality of the divine, creative gift,

culminating in the flame of sacrifice.

O penuuaBoM xepTBr mnnamsi!
MonHeBa oxBaTHN KOCTEp -
W napcko¥ CKHMHMK HaL HaMH
PasonpaH menkosBhM maTtep.

1 B nmpoMexyTKe BOCNAaJ€HHOM,



['me Mp He BMIOAWUM HHUEro, -
Tel ykasan B yepTore TPOHHOM

Ha Beno#t cnapn TopiecTBO!

Fire which covers half of the sky alludes to & line of Tyutchev's poem,
"Mocnennss JlwGosb",2! which reads: "[lonneBa otixsaTuna Tens". Tyutchev's
speasker sees the dusk and the encroaching darkness as & metaphor for
his last love. By contrast the fire in "Omna BerxoseHy" may symbolise
Christ's love which, far from dying, blazes. The tent of the royal
tabernacle, ("ckuuus" is a specifically religious word referring to the
veil or curtain before the sanctuary) is rent, revealing the ‘'white
glory'. Suffering and sacrifice as the precursor of glory is a pattern
which has been intuited by the ancient world.

Over a vyear later Mandelstam chose the mythological figure
Persephone as a key motif in the poetical experience of the death of
Petersburg. She moves between the realms of life and death, her
transition being reflected in the yearly‘cycle of winter and spring.22

88."Mue xononHo. IlpoapauHas BecHa" is filled with her ambience.

Mue xononHo. IlpospauHasi BecHa
B senenmnit nyx llerponions oneraer,
Ho, kak Menysa, HeBckas BOJIHAa

Mue OTBPalleHbe JIETKOE€ BHYyNaeT.

The speaker's initial cold is followed by his reference to the spring and
the ‘'green down'. This sequence would seem to indicate a pattern of
winter and spring, mirroring that of death and life. A staightforward
identification of the positive connotations of spring and green with life
and hope is not allowed to settle. Spring is tempered by the epithet
'transparent' (npospaunas), a word associated with the underworld in 89."B
MMerporone mpospauHoM MH yMmpem". Petropolis,23 a name for Petersburg
used also by Derzhavin, resembles the Russian word for necropolis. Both
words recall the Greek world with their common root molg, suggesting
that Peter's city and the city of the dead mey not be so far apart. This
corresponds with the fact that in 1914 Petersburg was renamed Petrograd

and in the spring of 1918 the capital was transferred to Moscow; thus

...63_



the city experienced death as a cultural and civic centre.

Unease is signalled by the position of "Ho", which introduces a
disturbing note into the tranquil scene. Though the speaker’s disgust at
the Neva's wave, likened to a jellyfish, is a mere sudden repulsion, the
second meaning of 'menyaa" as the murderous and ugly Gorgon of Greek
mythology, is ominous. The Neva's wave may also echo the threat of
Petersburg being submerged by the sea, a menace that is ever-present in
Pushkin's "MenHmit BcanHuk".

The threats hovering over the speaker of 88, appear to have been

realised in 89.;

B TleTponose npo3apauHOM Mbl yMpeM,

Nne BnactByeT Han HaMmMu IIposepnuHa.

Mb B kax oM B3IOOXEe CMEepPTHEHIT BO3OYX NEEM,
M kaxnrit yac HaM cMepTHas ToauHa.

BorvHa Mops, rposHas AduHa,

CHMMM MOryuMit KaMEeHHHI IenoM.

B Tlerponone npo3payHOM ME YMpeM,

I'oe uapcTByewb He TH, a8 I[lpo3epnuHa.

A sense of imprisonment is conveyed by the element of repetition in the
two opening and closing lines, the rhyme scheme based on variations of
"eM" and "uHa", combined with the repetitions of single words and whole
phrases. If by breathing one drinks the fatal air this intimates that the
city is already submerged by the sea. The goddess of sea and of cities,
Athene, is exhorted to remove her mighty stone helmet24 for Petropolis
is not under her authority but is ruled by Prosepina, a goddess of life
and death.

The death of Petropolis reaches its climax in 101."Ha cTpamHoit BricOTe
BayxoewitMii  oroHe'" (1918), where the crisis seems to be primarily
spiritual, and disorientation fundamental. No concrete deteils, such as
the dusty poplars or the Northern shore, are given by which to identify
the city. Even the speaker doubts what he sees, whether it is a will-o-
the-wisp or a twinkling star. Although Persephone is not named her
presence is recognised by greeness (senenas 3ee3pa) and by the re-

appesrance of 'transparent spring'
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[IlpoapauHass BecHa Hand uyepHowo Hesow

Cnomanachk, BOCK GeCCMEpPThH TaeT

The ambiguity of the spring shattering over the Neva is evident in the
reference to the wax of immortality which melts before forming a
pattern for the future, life emerging from death.

It is as if & series of transfers have been laid over Petersburg.
Firstly the city is considered as Petropolis by an individual watching
the scene from the wintry Neva; then as a city of the dead, reminiscent
of the underworld and of a nightmearish, flooded Petersburg. Thirdly
Petersburg is lost in the sky, which expresses a sense of universal
desolation. Interwoven into such scenes of horror and death, runs the
thread of life and resurrection.

This death-life pattern is also evident in the enigmatic presence of
the swallow in 112."Kormpa llcuxes-xu3Hb cniyckaeTcss K TeHsM" and in 113."9
cnoBo rnoszalbe, UTO § XoTen ckazaTh". In many traditions the swallow is
the harbinger of spring and in Derzhavin's poem "JlacTouka", it is a
symbol of death and resurrection.

Identical words describe the action of the swallow in 112. and 113
",..BpocaeTcsa K HoraM / C CTHUIMICKON HeXHOCThK M BeTkow 3eneHoi". A knot
of conflicting associations is compressed within this phrase. The Styx is
a river of the underworld which has several exits connecting it to the
land of the living. It acts as a barrier between the dead and living and
is feared as the river by which oaths are sworn that are inviolable to
men and gods alike. Tenderness juxtaposed with 'Stygian’ seems to
contradict that sense of ineluctable death, but it is worth noting that
there are a number of such instances in Mandelstam's poetry, where
tenderness is allied to death.25 The green branch is a natural symbol of
hope, life and peace. According to one critic26 it may originate from the
same cypress tree as V. Ivanov's branch in "Speculum Speculorum" or
allude to the dove that carried an olive branch to Noah after the
flood.27 The opposing signals of death and 1life which the swallow
evokes, may infer that life end death are interdependent, the green
branch cannot be offered without Stygian tenderness.

116."BoarMu Ha pajocTs M3 MouX JanoHel" reveals a sense of profound
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disorientation inherent in life yet expresses the potential of the death-

life cycle:

He oTBa3aTh HENPUKPENJEHHOM JOIKH,
He ycamnixaTe B Mexa o6yTOH TeHH,

He npesosMoub B OpeMyuel XHMSHH CTpaxa.

Three impossibilities in life are set in the context of the life-giving
command of Persephone's bees to take a little sun and honey. In stanza
II there is a hint of a loving relationship, as the kisses remain like

furry bees:

HaM ocTawTCcsi TOJABKO TOLENnyH,
MoxHaTHe, Kak MaJIeHLKHEe TIUesH,

YTOo YyMHPEWT, BLIJIETEB U3 Yynbd,28

Death maey appear to intrude momentarily but is not at odds with the
theme of love. In the final stanza the dead bees transform honey into

sun, becoming the dry necklace:

BoabMu X Ha panoCTL OUKUM MOM NOOapok,
HepapauHoe cyxoe oxepelnkre

Ua MEPTBLIX Tyes, Mel TNpeBPaTHUBIUKWMX B COJIHIE.

Although the fear and suffering of life are not denied, the nature of
Persephone's existence inextricably bound to death and life, persists and

triumphs,

The fusing of Christian and tragic patterns is also evident in
Mandelstam's prose, particularly in "Mymkuu u Ckpagua".28 When G. Freidin
asks how tragedy can be incorporated within a Christian framework, he
resolves this question for himself by pointing to Christ as the one who
can redeem a world bound to the pattern of tragedy.30 In a note he

supports this assertion with the following quotation:
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"Tfokyna B MUpe CYHWECTBYET CMEepTh, 3J/UIMHH3AM OyJeT, TOTOMY UTO
XKPUCTHUEHCTEO SJ/IHHH3HDYET CMEDTh... JIJIMHCTBO, COTI/IONOTBOPEHHOE CMEPTER, U
€CThb XpUCTHaAHCTBO."30

[So long as death exists in the world there will be Hellenism,

because Christianity hellenises death... Hellenism made fruitful by death
is Christianity.]
The first pert of the sentence could imply that death and Hellenism are
indicative of an inferior and temporary state which gives way to the
immortality of Christianity. However, the concept of death as something
which enriches and as an intrinsic part of Christianity, reverses this
interpretation. The interlacing of death and life in Hellenism, in a
sense, anticipates Christianity. Perhaps Mandelstam does not make such a
clear distinction between the ancient and Christian idea of death and
the tragic pattern, as Freidin implies. Additional perspective is given if
the sentences before and after the afore-cited quotation are considered.
The preceding sentence reads:

"TkaHM HauWero wMupa OFHOBAAKWTCH cMepThi. llpuxoauTcs BoOpoThCH C
BapBapCTBOM HOBOM XWM3HH, MMOTOMY UYTO B HeHM, LBeTyleHd, He nofexrneHa
cMepTh'.32

{The fabric of our world is renewed by death. We must fight against

the barbarism of the new life, for death flourishes in it and is not
vanquished.]
Death is, if not a synonym for life, then a pre-requisite of
resurrection. Classical tragedy depends on the notion of death in the
universe, and catharsis involves & recognition of this reality.
Mandelstam, however, charges the Greek ‘'death-life' pattern with a
Christian emphasis on resurrection. It is no longer desth which is the
‘enemy’ of humanity but 'unvanquished' death.33 Grace enables the soil to
accept the seed of death and to be fruitful:

"CeMst cMepTH, YyMaB Ha TOUBY Isanb, UYYHeCHO PpacuBesio: BCS Haila
KYJLTYpa BHPOCJA M3 3TOrO CeMeHM... BCe PHUMCKoe GecnsofHo, NMOTOMY uTO
PuMa xaMeHMCTa, NMOTOMY uTo PuM aTO ~ Ianana, JulleHHas Gnaronatu.'"34

[After the seed of death fell on to the so0il of Hellas, it
miraculously blossomed. Our whole culture has sprung up from this seed...
what is Roman is infertile because it is stony and Rome is Hellas devoid

of grace.]
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In a fragment that Mandelstam crossed out, Rome emerges as a symbol
of oppression, a system that may seize Man's place in the universe, an
incestuous womb from which there is no salvation:

"PHM Xe/le3HLM KOJIbLOM OKpYXuJ [Noarody: HYXHO OCBOBOAMTE 3TOT XOAM
CTaBUUI IPEeUECKMM M BCEJIEHCKHWM. PUMCKMI BOMH OXpPaHSeT PacnzThe M KOlbe
Ha TroToBe: ceiuac TOTeUeT BoAa! HYXHO YO&8JWMTE DPHMCKYK CTpaxy..
Becninonnasi, 6GesbsaronaTHast 4acTb OIBpOMH BOCCTajla HAa  IJIOLHYH,
GnaronaTHyw. PuM Bocctan Ha dnnany... HyxHo cnacth Bansny ot Puwma.'"35

[(Rome has encircled Golgotha with an iron ring: this hill, which has
become Greek and universal, must be freed. A Roman soldier guards the
crucifixion, his spear at hand: now the water begins to flow: the Roman
watch must be sent away... The infertile, graceless part of Europe has
attacked the fertile part of grace. Rome has attacked Hellas... Hellas
must be saved from Rome.l

Opposition is depicted between a graceless Rome and Golgotha, which
now has become Greek and universal. Hellenism and Christianity appear to
be of the same essence.

By the time Mandelstam wrote "llymkuH u CkpsafBuH", he seems to have
moved away from the quest for a personal faith or for the embodiment of
Christianity in wvisual art and in humen forms, towards & Christianity
which is fundamentel to his aesthetic vision, incorporating suffering
and tragedy.

"Mrak, He XepTBa, He MCKYIJIEHMe B MCKycCcTBe, @ ceofiofHoe M paAOoCTHOE
nonpaxaHue XpHCTY — BOT KpaWyrobHHK KeMeHb XPHMCTHAHCKOM 3CTEeTHKH.
HUckyccrBo He MoxeT BTk MCKYTIIEHMEM, G0 MHDp BMECTE C XYIOXHHMKOM yXe
HMCKYTIJIGH, — UTO Xe ocraercaA? PanmocTHoe GoroobiueHue, kak Bu nrpa OTua ¢
OeTbLMHM, XMypKe M TpsaTkM ayxa! DBoxecTBeHHas WANMW3NA MHCKYTNEHMHS,
38KMINYBNILASIC B XPUCTHMAHCKOM MCKYCCTBe, OGbICHSEeTCS MMEHHO 3TOMN MIpoH C
HaMu BoxecTBa, KOTOpoOe INMO3BoOAsieT HaM 6AyXIOaThb MO TPOTIMHKAM MUCTEPHM C
TeM, uToBe MH Kak Ob OT cefsl Hamna/JM Ha MCKYTIJIeHHe, NepexHuB KaTapcHc,
MCKYTIJIeHUe B McKyccTse."36

[Thus the cornerstone of Christian aesthetics is neither sacrifice,
nor redemption in art, but free and joyful imitation of Christ. Art
cannot be redemption because the world and the artist have already been
redeemed. What remains - save joyful communion with God, ss if the

father were to play a game of hide-and-seek of the spirit with his
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children. The divine illusion of redemption is fulfilled in Christian art
and is understood precisely in this geme which the Deity plays with us,
allowing us to wander along the paths of mystery so that we might, as
it were, come across redemption for ourselves, having experienced
catharsis, redemption in art.)

If Christ's redemption is the fundamental fact, then the artist is
neither the slave nor the apologist of Christianity but is free to enjoy
communion with God. This takes the form of a game of hide-and-seek
which is played out in art. References to ca_tharsis3?7 and the mystery
play (Mucrepusi), normally an enactment of the Easter story, suggest that
redemption in art is not joy untempered by suffering, but partakes of

Greek and 'Christian' tragedy.



Notes for chapter three

3. 11, pp.315-6

4. 1T, p.486. A letter addressed to V. Ivanov dated 13/26 August 1909.
It is worth noting that Ivanov formulated the idea of the Dionysian cult
from which tragedy originated as a precursor of the notion of redemptive
sacrifice. He traces tragedy back to the cult of the suffering god
descending and that of dead heroes ascending, becoming human sons of
the god and suggests this explicit parallel in a series of articles entitled
"InnuHckas pesnurus crpagapumero Gora", (HoBw# TlyTtes, 1904).

5. II, p.415. "MHHOKkeHTHMEH AnHeHckuit. Pamupa-kudapen. Baxkxuueckas
apama."

6. III, p.34-35

7. In the notes given by the editors, Akhmatova's account of the
incident is cited:

“... B suBape 1914 r. TJlpoHuH vycTpoun Goabmod Beuep 'Bponsiyert
CoBakn', He B TmnoaBane y cebst, & B KaKOM-TO GOJLIUOM 3aje Ha
Konwmenuo#t. OBpUHBIE MOCETHTENM TEPSJIUCE TaM CpPeOW MHOXEecTBa 'yyxux'
(T. e, UYXObiXx BCSIKOMY MCKYCCTBY) Jwned. Bwo xapko, /w4HO, LYMHO M
OOBOMLHO -BecTonkoBo. HaM 2To HakoHell Haxoesno, M -MbL.. nounn B 'Cobfaky’
Ha Mwuxalinosckod rnnomanM.. S crosila Ha 3CTpAle M C  KeM—TO
paaroBapuBaing. Heckonbko YenoBeK W3 3albl CTalk MPOCHTL MEHA MOYMTaTh
cTuxu. He MeHsig 1o3asl, s uro—To npouna, [lomomen Ocumn: 'Kak BH cTodaM,
KaK BH uuTanu', 1 eme uto-To npo masne." I, p.420

8. Rachel has been identified es Elisa Rachel, pseudonym of Elizabeth
Felix (1821-58), celebrated for her playing of Racine's Phedre in 1843
and renowned for her captivating voice.

9. Nedezhds remarks: '"MsHOenburamM UYacTO T'OBOPHMJ O TparenM, HO He
KaKk O JIMTepaTypHOM XaHpe, & of ee cyTd. OH paHO OCcO3Hal, uJTO
Tpareouss Ha TeaTpe HeBO3MOXHa.. [lpyuMHa KOHL& TpareiuWM B
HEeCOBMECTHMMOCTHM TpareiuiHOCTH C TeMH, K KOMYy OOpallanTcsd C MOIAMOCTKOB
3pUTeNny lsKans, KOTOpPHE IOTOBH pacTepaaTb My3y."

(Bropasi Knura, p. 390
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10. Soviet edition O, MaHnmenwmram, pp.269-270 no.69

11. II, p.313

12. ibid.

13. Mandelstam commented on the importance of a 'central sun' with
regard to two writers whom he respected:

"[losTHueckass KyAbTYypPa BO3SHMKEET M3 CTPEMJEHUS TIpedoTBpaTHTh
katTactTpody, HOCTAaBHUTL €€ B 38BHUCHMOCTL OT LEHTPaJLHOrO COJIHLUA BCeeH
cucteMsl, Oyae TO N0GOBLE, O KOTOPOM ckasan [laHT, MM MySHKAE, K KOTOPOH
B KoHLe KoHuos npHuen EBnok." (I1, "Bapcyusst Hopa", p.275)

14. I1, p.314

15. IV, p.100

16. II, p.316

i17. ibid.

18. ibid.

19. 1I, p.317

20, Acts 17 v 23

21. Tyutchev, F. 1I. Cruxorsopenus. [ucema, ed. K. V. Pigarev
(Leningrad, 1939, p.109

22. The two sides of Persephone are noted by Gillis and Iverson.
Iverson traces these aspects of the Hellenic outlook in her article 'The
Ancient Greek 'Death' Aspect of Spring in Mandelstam's Poetry"

"This thematic dichotomy pervades much of Mandelstam's Greek-
inspired verse, wherein joy and pathos are strikingly juxtaposed. We
perceive the bitter-sweet tonality of the ancient Greek attitude toward
spring - revered as a time of warmth and love, but feared for its
constant threat of sudden cold and death." (p.34

Gillis sums up the two sides of the myth in his essay 'The
Persephone Myth in Mandelstam's Tristia":

"... the Stygian side and the vernal side - is Mandelstam's way of
poetically portraying the essence of Persephone and her myth. Verdance,



beauty, growth and life coexist with drought, ugliness, decay and death
in this essence; there is no inherent contradiction in this fact and no
resulting conflict. All of the characteristics flow into each other and
comprise the whole of Persephone's being." (p.148)

23. In an article 'O. Mandelstam and His Poetry', N. Nilsson
interprets the reason for Mandelstam's use of mythology against the
background of distressing, contemporary events:

"He tries to keep these experiences at a poetic distance by clothing
what happens in a garb of classical history and mythology. He sees them
as a classical tragedy, as a part of world history's perpetual circulation:
his Petersburg is consequently transformed to Petropolis." (p.46)

24. S. Broyde in Osip Mandelstam and His Age identifies the statue
as the one "sculptured by Terebenov in stone and wearing a helmet". He
further comments thet it is not Athene, "a goddess noted for her
mercifulness and generosity, the goddess of wisdom who reigns, but
Prosperine, queen of the underworld". (p.66)

25. In 86."ConomuHka" death and tenderness are linked.

Bcw cMepTh TH BHIWS M CAeJ8/lack HexHeH,
Ciiomanack MHA8S COJIOMKa HeXuBas

Apart from the fact that deasth is not a negative concept for
Mandelstam and therefore ‘'tender' would be appropriate, there is also a
phonetic similarity between "HexnHer" and "HexuBsas".

26. Gillis, D. op. cit. p.148

27. Genesis 8 v 11

28. "Ham ocraerca Toseko... ", follows the syntactical pattern of
90."He Beps BockpeceHbss uyay", which was written in 1916 and is
included in the 'Tsvetseva cycle'

HaMm ocTaeTcss TOnbKo MMH
UynecHw¥ 3BYK, Ha LOJAIMH CPOK.

Though the speaker may not believe in the miracle of the resurrection,
he believes in the miracles created by the force of the sun, a mark
which would have endured possibly from the summer of 1915 when
Mandelstam met Tsvetaeva in Koktebel:

lenyw kucTk, roe ot 6GpacieTta
Eme Geneetr mnonoca.

TaBpuAE TIJI@AMEHHOe eTOo
TBOPKT Takue yyneca.
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In 116. the speaker refers not only to the effect of the sun but to the
miracle of the dead bees in transforming honey into sun.

Nilsson and Teranovsky have a different slant in their interpretation
of 116, In Osip Mendelstam: Five Poems (p.74-5) Nilsson acknowledges
that the kisses left like furry bees, may signify love in a chaotic world
but suggests that the bees are the offering of poetry by the poet to his
readers, Taranovsky in Essays on Mandestam (p.103-8) regards 116.
primarily as a& love poem. The bees of Hellenic poetry are servants of
the goddess of fertility and pass on her commandment to enjoy life.

29, "llymkmu m Cxkpsitur" was entrusted to the care of Kablukov. On
learning of his friend's death Mandelstam made several fruitless trips to
the library which held Kablukov's papers. Nadezhda recalls Mandelstam's
reaction - , "lloTepa oueHs ero oropuana. «MHe He BeseT, — T'OBOPUJ OH,
- 3To ocHoBad Mos cTaTbay'. Some years later Nadezhda found about
half of it while sorting through the trunks of Mandelstam's father.
"MannensuTaM'", she writes, "oGpanoBancs, nocMoTpen BCe CTPaBHHWUKH... "
(Bropasi Kuura, p.121,122). According to Nadezhda he never came back to
it again, since publication would have been absolutely out of the
question.

29. Freidin, G. 'Mandelstam's Ode to Stalin', The Russian Review, IV
(1982), pp.400-26

In Hellenism, Freidin sees the unblemished lineage of Christianity,
which fulfills the promise of "communion of the Father with His
children". Due to their legalistic approach the Hebrews had not
experienced this but "the Greeks had enjoyed this blessed state, if only
on those occasions when their gods were taking a rest from supplying
material to the writers of tregedies. But Christianity, Mandelstam
believed, had rendered this undesirable aspect of Greek life obsolete. By
accepting the bitter cup, Christ focused upon himself and redeemed the
fatal flaw of mankind, thereby relieving once and for all the tension
between the divine and the human that had hitherto made universal
perticipation in tragedy an inevitable fact.” (p.418)

31. II, p.318

32. ibid.

33. Nadezhda distinguishes between the attitudes of Mandelstam and
fellow Acmeist Akhmatova, concerning the relation of tragedy to death.

"AXMB8TOBa HAaCTeaWBana, UYTO HMMeHHO B r'ubenm WIM, TOUYHee, B CMepTH
HepacuBeTHero 3aKk/useTcd CYWHOCTL Tpareiwu. 51 BcrnnoMHuna cTuxu: M
paHHeM CMepTH TaK YXaceH BUI, uYTC He Mory Ha Boxult Mup rasnets s»,
HO B CTHXax mevyalib WM Tropeun, a HEe pacKphTHe Tpardueckoro., MHe nerue
MOHSITHL TOPXECTBO CMEPTH, KOTOpoe omywman MawnensmraM, ueM ee
TparmyHocTs.,” (Bropast KHura, p.393)

34. ibid.



35. IV, "OrpeiBok ua ctaTeM 'llymkuH u Cxpaéun™, p.100

36. 1I, p.315
37. Catharsis is derived from the Greek verb 'to cleanse' - xxopoipow,
and its adjective 'clean' - xagpopoo. Understood in this sense, catharsis is

a pointer towards redemption.

Though suffering is ceniral to the Eucharist, 117."Bor .nmapoHocuuag,
Kak conHue sonoroe" shows that for the participants play is an important
element:

Bce npuyamawTcs, WrpawtT M nowt"

This is not unlike the poet's perception of the game that we play with
the Deity.



The Triumph of the Word and Language

"CnoBo u Kyabrypa' could almost be a sequel to "llywkun m Ckpsifun”,
The emphasis appears to shift from the artist's freedom and joy as a
result of unconditional redemption in Christianity, to the freedom and
joy of the word, which also partakes of suffering. Mandelstam's concept
of the word is finely woven with his understanding of culture,
Christianity and antiquity.

Culture is identified with the Church and the word with flesh.

"KyneTypa crtana LepKoBb. [IpoM30mIo oThefleHue LEPKBU-KYJILTYPH OT
rocyaapcrea. CBeTckas XM3HB Hac OoJsitme He KacaeTcs, Y Hac He efns, a
Tpamnesa, He KOMHATa, 8 KeJbs, He oJexnaa, a olesHue. HakoHeu wmu ofipenu
BHYTPEHHIK cBoBony, HACTOAWLES BHYTpEHHee Becesnbe,,. XPUCTHaHHH, a Teneps
BCSIKME KYJLTYDHBIH UENOBEK — XPMCTHaHWH, HE 3HAET TOJLKO (PU3MUecKoro
rONI0N8, TOJILKO AYXOBHOW numu. [nsa HEero wm cjoBO MJOTL M NMPoOCTOM xnef -
Becesite U TarHa."l

[Culture has become the Church. A separation between Church-culture

and the suthorities has taken place. Secular life no longer concerns us
and we partake of a meal in the refectory rather than food, we have a
cell instead of a room and raiment rather than clothes. At last we have
achieved inner freedom, a true inner joy.. The Christian, and now every
cultured man is a Christian, experiences not merely physical hunger,
merely spiritual nourishment. For him the word is flesh and simple bread
is joy and mystery.]
The transcendent and tangible merge, as the potent symbols of the cell,
bread and raiment, are fused with everydsy life. Freedom and joy, two
characteristics of the pilgrimage to Rome, are rediscovered in a more
universal context. The 'moral freedom' of "llerp Yasnaes" is no longer
blazoned as a Russian prerogative, and now 'inner freedom' can be
realised by any cultured person / Christian. In the same way inner joy, a
hellmark of the pilgrim in 69."Tlocox" ("llocox B35y, pasBecenusca / U B
nanexvit Pum mnomen" contrasts with "Ho mneuans mounx Jnomamnux / Mue
nonpexHemy uyxnaa'), is experienced anywhere by any cultured person.

In "CnoBo um Kysaprypa" Mandelstam returns to the Christian symbol
which may best express the uniting of the tangible and the transcendent

- the Eucharist. An earlier poem, 117."Bor napoHocula, KaK COJHLe
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sosoroe” (1915) illustrates how the cup of suffering becomes the source
of joy, a symbol which brings eternity into time: "M Esxapuctus kax
BeUHHH MonpeHs naurtca.. / W Ha Buay y Bcex GoxecTBeHHHI cocyn /
HeucuepnaemMriM Becenmem crTpyuTcs.” Mandelstam discerns now in culture
the celebration of the Eucharist. He perceives the word as flesh and
bread, sharing in the same fate - suffering. Any cultured person who
raises up the word becomes like the priest who displays the Eucharist:
"KTo moaHMMeT cCIOBO M TIOKaXeT ero BPEMeHM, KaK CBAWEeHHWK eBXapHCTH —
6yner BTOopnM Hucycom HaeBuHoM"2 [Whoever lifts the word on high and
shows it to time will be like the priest holding the Eucharist. He will
be a second Jesus of Navin (Joshua)). The word, bread, and flesh all
brush against one another; Christianity is inextricably linked with
culture and thus the tangible with the transcendent.

Published the following year, "O Illpupoae Cinoba", highlights the role
of language in the poet's thought. Mandelstam recalls Chaadaev, who
believed that Russia was cut off from universal unity and therefore from
history. The philosopher found a position from which he could combat the
formlessness that threatened history in the symbol of the Pope, a point
where unity had become flesh. Having perhaps outgrown his former
fascination with Chaadeev's thought, Mandelstam discovers for himself
that point of unity in language:

"Usanaes, yTBepxnas CBoe MHeEHMe, UTO y PocCuM HeT HCTOPHHM, TO €CTb,
uyTo PoccHus NPUHBNAEXMT K HEOPraHM30BAHHOMY, HEHCTOPHUECKOMY Kpyry
KYNLTYPHLIX SABJASHHE, YIYCTHM OOHO OBCTOSITENBCTBO, MMEHHO: siabk, CTojb
BLICOKO ODPraHM30BaHHBIH, CTOJIE OPraHHYeCKMM S§3bK HE TOJBKO OBEPhL B
UCTOPMKY, HO W cama ucTopus."3

[When Cheaadaev maintained that Russia had no history, in other words

that Russia belonged to the unorganised and nonhistorical group of
cultural phenomena, he overlooked one consideration, namely language.
With its highly organised and organic nature, language is not only the
door to history but is history.]
Cheadsev is included among those Russian thinkers who could not live
without walls, without an acropolis. Although Mandelstam acknowledges
that there is no acropolis in the Russian culture, he regerds each word
in Dal's dictionary as a kernel of the Acropolis (opemwek Axpormnons).4

Mandelstam emphasises the Hellenic nature of the Russian language:
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"PyCcCKuit a3HK - SI3BIK 3AAMHMCTUYECKHH... XHBEE CHJIBE 3JUIMHHCTHYECKOM
KYJETYPH... YCTPEMUAMCE B JIOHO PYCCKOM peuM, cooliHB el ceMOyBepeHHYW
TalHy 3/WIMHUCTUYECKOTO MHUPOBOISPEHUS, TadHy CBOGOOHOrO BOMNJOWEHUHA, M
ITO3TOMY PYCCKMH SI3RIK CT&/J MMEHHO 3Byualed M FORODSMEH nA0Thi"S

[The Russian language is Hellenic... the animate forces of Hellenic
culture... rushed to the womb of Russian speech, having imparted to it
the self-affirming mystery of the Hellenic world-view, the mystery of
free incarnation, thereby making the Russian language ringing and
speaking flesh.]

Mystery, incarnation and flesh recall the poet's conception of the
Christian's world: "Inst Hero (XpHMCTHaHWMHB) ¥ CJOBO TJOTh WM NPOCTOH xJeb
- Becenre u TariHa'. The Russian language by its very nature continuously
repeats the mystery of incarnation - "oH (pycckui s13BIK) €CcTe BOJHYBILEECH
MOpe CcOBLITHUM, HENpPEPHBHOE BOMJIOLEHME W JeHCTBHE PA3yYMHOM M abitamed
nnorH..."8 [The Russian language is a heaving sea of events, a continuous
incarnation and activity of reasoning and breathing fleshl. Every moment
and event reflects the transcendent incernate in the tangible.

Hellenism, like the word in "CnoBo u Kyaerypa", is related to the
everyday world and seeks both an inner and outward manifestation.

"Ypok TeopuecTBa AHHEHCKOro I PYCCKOH IO33MM He 3/JMHU3alLMd, a
BHYTPEHHUY SJ/IMHU3M, aA3KBATHHM IHYXYy PYCCKOro $3bK3, TBK CKa3aTh,
OOMalWHMM 3AMMHM3M. JJMHHSM - 3TO IMeyHOW TOpNOoOK, YXBaT, KPHHKa C
MOJIOKOM, 3TO AOMAWHSIS yTBapb, MOCy na, BCe OKPYXeHHe Tesa; 3JAAMHHAM — 53TO
Ternjo ouara, OILylaeMoe, Kak cBsieHHoe."7

[The lesson of Annensky's creation for Russian poetry 1is not
Hellenisation but inner Hellenism which can match the spirit of the
Russian language; a domestic Hellenism: in other words domestic utensils,
the dishes and everything that surrounds the body, including a cooking
pot, an oven fork and an earthenware vessel containing milk; Hellenism is
the warmth of the hearth experienced as if it were sacred.]

Inner Hellenism concerns man's relationship with the external world.
The Bergsonian fan, which expresses the internal connection of events,8
in a sense depends on man to discern the connection and this resembles
the central role accorded to man by inner Hellenism. Any object that is
brought ‘'into the sacred circle of man, may become a utensil, and

therefore a symbol' (B cBameHHHM Kpyr udesoBeka, MOXeET cTaThk YTBaphb, &,
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cllenoBaTeNbHO, M cuMBosoM).® This compares with the Christian, who
realises inner freedom in the relationship of the 'inner' world to the
‘external’ world so that he drinks the water in earthenware vessels like
wine, and the room becomes a cell. The rocom and water are not
intrinsically 'spiritual', nor are objects naturaslly utensils: all become
so only through the inner attitude of man who discerns this potential.
Intermingling Christian and Hellenic concepts was not uncommon. Such
a trend among Mandelstam's contemporaries, linking Christianity and
paganism, was influenced in part by the Russian reaction to Nietzsche,10
F. F. Zelinsky, one of Mandelstam's professors at the University of
St. Petersburg, discussed the relationship between Christianity and

Hellenism, the question O TOATOTOBJEHMM XPUCTHEBHCTBA peiurved
annmuauama’ and made the following observation:

"Ucxons M3 HecoMHeHHoOro ¢axTa, UYTO TOJNRKO O6/18CThb 3MJIMHMCTHUYECKOM
BCe/ieHHOM Bhlyla Ha TIepBHIX NMOpaxX OXBaueHa ABMXEHMEM K XPUCTHAHCTBY, ME
CIpamuMBaeM, B UYEeM CKa3a/ioCb, T&K CKa3aTb, BOCINHTATe/LHOE 3HadeHue
SNAMHKMAME, K KaKHMM peJIMTMO3HHIM BO33DEeHMAM Yyclejnl OH IHIPUYUMTEH
YenoBeYeCTBO, Ofleruas 3TUM BOCTIPUATHE UM XPHUCTHAHCTBA; KakMe npofyaunn B
HEM peJIMIHMO3HEBEIE TNOTPefHOCTH, MMeBIMe CcO BpeMeHeM HaWTH CcBoe
Y OOBJNIETBOPEHUe B XpucTHaHcTse."11

(In view of the indisputable fact that at first only the Hellenic
world was drawn to Christianity, it raises the question of the effect
which the 'educational' value of Hellenism had and the success with which
it instilled in humanity such religious sentiments, thereby facilitating
their perception of Christianity, having awoken such religious desires
which would in due course find their fulfilment in Christianity.]

Mandelstam displayed neither the sociological approach of Zelinsky
nor the scholarly interest of for example, V. Ivanov, but perceived the
bond between Hellenism and Christianity as a natural affinity related to
language:

"... TIPeACTaBJIEHME O peaNbHOCTH CJ/IOBA, K&K TAKOBO, XMBOTBOPHT OyX
HAWEro SI3HKa M CBASHBEET ero C 3JUTMHCKOM (MJIONOTHMUecKOor KyJbTYpOM He
STUMOJIOTHUECKM M He JIMTEPaTyPHO; 8 Uepe3 NpPHHUMIT BHYTPEeHHel cBoGOLb,
OOMHAKOBO NpHcylwed uM ofoum."12

[... the notion of the reality of the word, as such, revives the spirit

of our language and connects it with the Hellenic philological culture,
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through the principle of inner freedom inherent in both rather than in
an etymological or literal sense.]

Mandelstam reiterates the significance of inner freedom, which is prized
as the point of unity for the two languages. Rarely does he refer to sin
(rpex) and so when he names three sins, it is not done lightly. These
are identified in "O Ilpuponme Crnoa" as: any kind of ‘'utilitarianism';
disrespect for the Hellenic nature of the word by exploiting it for
personal intuitive ends, and contrived symbolism. All these are attempts
to interfere with the freedom of the word.

Blok is exemplary in that he neither distorts nor exploits his
material.

“Ceofiona ¢ xkoropoit ofipamaeTrcsi B/OK C TeMaTHUeCKHWM MaTePbAJIOM 3TOH
MO3THUKH, HABOIMT H& MbIC/IbL, YTO HEKOTOPHE CHXETH, HWHIMBUIAYAJ/IEHHE M
cnyuariHele OO MOCHENHETO BPEMEHM, Ha HamMX IJjia3ax 3aBoeBa/il I'paXlaHCKoe
peBHONpaBve C¢ MH(POM... BEpUMHE MCTOPHMYECKOM MNo3TMKM Enoka, TopXecTBo
eBporeickoro Mupa, KOTOpHH CBOBOMAHO ABHUXETCHT B TPaAMUHMOHHEX PopMax, He
BouTCcH aHaxpoHMaMma U cospeMeHHocTH — 3TO (lllarv Komanpopa). 3neck MjaacThl
BPEMEHH JIer/iid APYT Ha ApPYra B 38HOBO BCAXaHHOM NO3THMUYECKOM COSHaHUH, M
3epHa CTaporo coxeTra Oanyd OBMJLHEE BCXOAH...''13

[(The freedom with which Blok handles his thematic material of this
poetics, suggests that certain subjects previously considered as
individual and random, have attained in our eyes the same rights of
citizenship as myth... the summit of Blok's historical poetics, the
celebration of the European myth, which moves freely in traditional
forr-ns and fears neither anachronism nor contemporaneity, is "Steps of
the Commander”. Here the layers of time lie stratified in the freshly
ploughed poetic consciousness and the seeds of the old subject have
produced lush shoots...]

‘Freedom' and ‘'freely' aere keywords in this extract. A result of the
poet's responsiveness to his material is thet its significance remains
unaffected by forms, whether anachronistic or contemporary, and like the
lush shoots from the seeds of the old subject, continues to produce life.
The layers of time, though freshly ploughed, do not merge into one
uniform soil but retain their individual relevance. In such poetics time
is understood as a relative rather than a linear concept.

In Mandelstam's thinking time is not a quantity uniformly measured by
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the hands of a clock, but is seen in events, in a storm, in the grass
pushing its way up from under the stones of St. Petersburg. Furthermore
he does not regard the past as an outmoded stage of' development along
the trail of progress, but as a potentially living factor, the subsoil of
the present and future.

"Tlomaus — mayr, B3pHBaWOWLKI BpeMs Tak, UTO TAyBWHHLIE CIOM BPEeMEHH,
ero uepHoO3eM oKas3nBawnTca cBepxy. Ho 6GrBawT Takue 3MoxH, Korua
Ye/NIOBEUECTBO, HEe MNOBOJLCTBYSICh CErOAHSUWHWUM OHEM, TOCKYS TO TAyGHMHHBIM
C/OSIM BPEMEHH, KaK Taxapb, XaXIeT LenvHb BpeMeH,'14

{Poetry is a plough turning up time in such a way that it reveals
time's remote lavyers, throwing up its black earth to the surface. There
are epochs when humanity is no longer satisfied with what belongs to
today but longs for time's remote layers and like the ploughman thirsts
for the virgin scil of time.l

In 1923 language was still pivotal to Mandelstam's outlook, though
the specifically Christian and Hellenic vocabulary seems to have
disappeared. One senses the poet's affinity with Khlebnikov, who regarded
language as a sovereign state (aamk, kak rocyunapcrso), existing in time,
Khlebnikov drew no distinction between his own age and other ages:
"XnefHMKOB He 3HAET, UYTO TE8KOe COBPeMeHHMK. OH rpaxnsHWH BCeil MCTOpHH,
Bcer cucTeMn sianika M nmoa3nu'15 [Khlebnikov does not know the meaning of
‘contemporary’. He is a citizen of the whole of history, of all linguistic
and poetical systemsl.

Blok may have been at odds with history yet he too is a proof ‘'that
the sovereign state of language has its own particular 1life’ (urto
rocynspcTBoO sIabKa XMBET cBoel ocofo xMaHbw)!6 For Mandelstam, as for
other writers, the state became increasingly intrusive in the 1920s.17
Having seen the separation of the state from 'Church-culture', the poet
was probably attracted by the image of language itself as an autonomous
state which could span the centuries.

V. Ivanov's use of language may appear archeic, but in essence
captures its timelessness.18

"OwyueHre rpomnoro, Kak gy aymwero, pooHUT ero ¢ XaeOHUKOBLIM. Apxauka
BsiuecsiaBa MBaHOBa mnpoucxonuT He OT Bhiopa TeM, 8 OT HECNOCOBHOCTHM K
OTHOCHUTENEHOMY MBIJIEHHK, TO eCTh CPSBHEHWK BpeMeH. JJIJIMHHUCTHUYeCcKHUe

cTuxu Bsiuecnapa MpaHoBa HamucaHi He TIoc/ie M He napanjenbHo cC
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rpeyecKkrMH, @ paHblleé MX, MOTOMY UYTO He Ha OJHY MMHYTY OH He 3abiBaer
cefi, rOBOPAWEro HA BApBaDPCKOM POAOHOM Hapeuun.'"19

(His feel for the past and the future makes him ekin to Khlebnikov.
The archaism of Vyacheslav Ivanov sarises not from deliberate choice but
from his incapacity for relative thought, for comparing different ages.
Vyacheslav Ivanov's Hellenic poetry is written neither after nor
concurrently with the Greeks but earlier, for he does not forget himself
for a moment and speaks in his barbaric, native dialect.]
Thus the timeless nature of V. Ivanov's verse does not derive from a
particular form or subject but from his ability to capture the sound of
what is contemporary and barbaric, pointing back to a time before
civilisation

That barbaric, native idiom can be stifled. The Byzantine monks,
according to Mandelstam, foisted an alien spirit and form onto language
so that it petrified.20 He does not deny that Latin too had once been a
trans-sense language (though still intelligible it has lost the ‘'rhythm'
of colloquial speech), but favours Luther's translation of the Bible into
‘secular' speech.

Mandelstam regarded Khlebnikov as one of the pioneers of the
'secularisation’ of the Russian language, his trans-sense language

realising Russia's oral destiny - B ero 3ayMH, KOTOpasl €CTb He uTo
MHOe, Kak TnepexonHee (OpME, He YCHNeBIWEe 3aTSHYTLCS CMBIC/JOBOM KOPOH
MPaBUILHO W IpaBenHo passBuBapuerocs sganka'2l [,.. in his trans-sense,
which is nothing more nor less than transitory forms of language that
are developing in a correct and true wasy, and which have not had time to
become encrusted by a semantic layerl. One outworking of this is the
role of consonants, for example in Khlebnikov's 'laughter' poem,22 where
the consonants break through the semantic crust, acting as a seed and
pledge of the posterity of languege (cemMs M 3ajor noToMcTea S3HKa).23

Concern with the word and language is reflected in the poetry of the
early 1920s. At this time Mandelstam became increasingly aware of the
word as a separate entity under threat. In "Cnoso u Kyasrypa" Mandelstam
distinguishes between friends and enemies of the word:

“"CouyanbHEe Pasiuyrsa M KJ8CCOBHE MPOTHBONOMOXHOCTH GreNHewT mnepen

pasllenieHHMeM HBHe Jiaed Ha apyaeil ¥ BparoB cioBa. [IOANMMHHO arHub ¥

xoanuua."24
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[Social differences and class distinctions pale now before the
division of people into friends and enemies of the word. This is truly a
division of sheep and goats.]

As early as 1917 Taranovsky suggests that the swallow and the
daughter of 98."Uto mowTt uacki-kKy3Heuwuk" are indicative of inspiration and
creativity which are dangerous, inviting the penalty of death in a world

increasingly hostile to true 'art'.25

Yro ayBaMu MBNM TOUST
X13HM TOHEHBKOE JHO,
3TOo acTouKa M AouKa

OTBsigana MOM UenHOK.

Though the action of the mice implies the gradual destuctive work of
time chewing through the floor of the boat, the responsibility for
untying it rests with the sweallow and daughter. A boat which is untied
and suffers a hole in its thin bottom will sink.

An impression of drowning is created in the final line of stenza III
- "M nHa nne Mopckom - npoctTu.” Death itself is not blamed: "lloromy uTo
cMepTk HeBMHHE, / U HuMueM Henbast momour". This links the swallow and
daughter more closely with drowning and death.

Creativity is also the main concern of the spesker in 113."Y cnoso
rnosabeln, 4YTo s xoTen ckaszarw'. The image of the bark floating on a dry
empty river is more disturbing - "B cyxoit pexe nycToM YenHOK mabBeT".
Flanked by adjectives ‘empty' and 'dry’, similar in sound, the river seems
to be enclosed in an environment where the normal rules of existence do
not apply. Even death ceused by drowning is no longer possible because
the bark is not able to sink - it floats even when the river is empty.
Such a state of stasis ceauses far-reaching disorientation which makes
choice and any resulting change impossible.

This étate is marked by stifling forgetfulness, "Becnamatcreo" (lack
of memory, unconsciousness)2?, the enemy of life and creativity. The
speaker has forgotten the word he wanted to say and the swallow, a

symbol of creativity like the bark, returns to the palace of shades:26

_82_.



S cnoBo mozabniyi, UTO # XOTEN CKa3aThb.

Cnerras nacTouka B YEpTOr TeHeM BepHEeTCs.

Although the speaker cannot recognise the word, the form of the word
and its sound do not disappesr altogether: "B GecnammTcTBe HOUHadg MeCHb
noercsd... Cpeny KysHeuwkoB GecrniamMaTcTByeT cnoBo'. Tradition tells us that
when humans first heard the Muses they were so captivated by their song
that they forgot to eat and became grasshoppers. It is as though the
word is preserved in its essence but is in denger of becoming powerless,
forgotten and unrecognised by her poets.

Much of the 'plot’' in 114."HyTs MeplaserT npuspauHas cueHa" and 118."B
[lerep6ypre mb codtaemca cHoBa" revolves around the conflict between the
realm of ‘'art’ and the realm which opposes it.

The world of art in 114. is experienced through the performance of
Gliick's opera, 'Orpheus and Eur}x:]ice'. Undoubtedly Mandelstam had
attended one of the performances, for we know that he wrote the
programme notes and that the opera was staged seven times in 1919 and
twice in 1920. The first stanza of Mandelstam's original draft envisages

Gllick summoning the shades through music:28

CHopa ok M2 xanobHoro rnaeHa

BrianBaeT CAa8AOCTHLIX TeHeH.

Glick's art mirrors Orpheus' skill on the lyre, which had captivated even
dread Persephone in her hypostasis as queen of the underworld. A sense
of return is present in the repetition of '"cHoma",29 which begins stanza
I and II of the original draft. It appears that the myth and the music
are to be repeated many times, belonging to past, present and future
generations. The setting of Melpomene's temple evokes the mysterious and
ritualistic nature of the early Greek tragedies, Mandelstam chooses,

however, to open the final version on a different note:

UyTe MepuaeT TnpH3apauHas CLEeHa,

Xopr cnabrle TereM
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Glick is omitted and the sweet shades are now faint choirs, fading into
a spectral stage. Already the world of 'art' is losing its magic and our
attention is drawn to the outside world. Eurydice, who belongs to a
climate of immortal spring, may not be able to withstand such a world of
darkness and penetrating cold. The speaker's response, "Huuero, ronybxa
3Bpuauka“, 30 suggests that he has chosen to remain loyal to his native

tongue:

Crame NEHbST WTalIbSHCKOH peuu
st MeHa ponHOM SI3BIK,
H6o B HeM TaMHCTBEHHO JerieyeT

UyxeseMHrX apd poIHMK.

Italian is the language of opera and conjures up visions of the warm

South. In another draft the last two lines of stanza III read:

U PyMdaHBIE 3aTONJIEHHLIE [M€UH,

C/0BHO po3bl PMMCKHMX BasHiuk.

Stoves counter the impression of a bitterly cold winter. Their comparison
to roses implies a literal redness and beauty which connects Russia with
the world of warmth and srt. The final version of these two lines throws
the emphasis on his native tongue. Though neither the swallow nor
Eurydice may survive the Russian snows, language preserves in itself ‘the
spring of alien harps'.

The essence of language as that which withstands opposition is
evident also in 118, Here the word 1is described as 'the Dblessed,
meaningless word' (BnaxeHHoe, f(eccMmbiceHHoe cnoBO). 'Blessed’ often
connotes a religious meaning while 'meaningless’ may signify the word's
trans-sense nature and its ability to transcend time and meaning. The
domain of the word is aligned to the 'blessed women', the immortal
flowers and other words within this domain, all of which interrelate
phonetically.

Opposing the realm of the word is the sinister domain of Soviet
darkness3! and universal emptiness. Its sound pattern resonates through

the associsted words end images in the repetitive 'k's, exemplified in
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"IuKoM KOWKOH", "Kykymro¥ mnpokpuuuT” and "kyxsna". The wind-up doll may
be a counterfeit of the blessed women and of Venus, the goddess of love
and beauty, who is part of the realm of the word and of art.

Glick's opera is alluded to in a variant of the opening lines of

stanza IV:

Ine-To xopw cnanxkue Opbdes
W poaHble TeMHEE 3P&UKH,
W Ha rpaakym Kpecen c ranepew

lls.nawT adpuuu-ronyBru,

For the present, the performance is over and the 'poster-doves' flutter
down. If a link can be made between "rony6ka 3spuanka" mentioned in 114,
and a similar use of the verb "mazaTs" in relation to the living swallow
that has fallen onto the burning snow, then perhaps it points to a
rupture in the vision of harmony. "Uro x, racu, noxanyt, Hemm cBedM" is a
harmless remark until it is considered as an attack on art by the
opposing domain of emptiness and night. Significantly both the Russian
language and the word are rooted in a triumphant music, in the spring of
alien harps and in the enduring song of the 'blessed women' - "Bcé€ nowr
G/IaMEeHHEX XeH KpyThe Tineun'”.

'Blessed women' first appear in 86."Conomunuxa". Their names are the
'‘blessed words' which the speaker learns by heart - "9 nHayuunca Bam,
BnexeHurie cnoBs ~ / Jlenop, Conomunke, Jiurers, Cepatdurs.” The poet
associates tender names with poetic inspiration and for this reason the
speaker of 25. is perplexed as to why his soul is full of melody but so
few names - "Oruero nyuwa Tak rneByuya / U Taxk Mano Muamx nmMeHr". By the
act of naming greater permanence is given to the named object so that
not all is swept away by time's rushing river. In 136."Hemenmnii Monkosy"
the speaker bestows a triple blessing on the one who introduces a name
into a song - "Tpuxaw 6GnaxeH, KTO BBeleT B necHe MMsi”. The 'mosquito-
like trifle’ of 139."Kex Tenpue MajleHbKOE KpHHUKOM" appears as 6n
aeroplane which is being shot down. Its one cry is to be named and
recognised as an individuel - "He aafisiBait MeHs, kasHM MeHw, / Ho nart MHe
ums, nafi MHe uma'. In XVIIT “"MHe cTano cTpallHO XM3HbL OTXHUTHL", to be cut

off from life is characterised by being unloved and disappearing
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anonymously - "W Hunuero He noawbuth, / W 6e3bMSHHBM KaMHeM KaHyTb'".
This suggests a connection between the name and love.

Things are named not according to an arbitary process determined by
man, but according to a relationship which appears to exist already
between the thing and the name. Mandelstam remarks: "Hukorzga He Bnio
TaK, YTOBH KTO-HMOY.Ob KPECTHJ Bellb, HadBall ee NMPUAYMaHHHM MMmeHem"32 [Tt
has never happened that someone has christened a thing and called it by
an invented namel. Objects demand names that are cherished and intimate,
hidden and sacred. XX"Kak ofinakoM cepniue onero" compares this craving
with the desire to be caressed - "Kak xeHWwMHEH, ¥exnyT npenmeTs, / Kak
nacky, 3eBeTHHX MMeH'". In the final stanza the poet awaits the secret

sign, and in combining the words breathes the mystery of marriage:

OH XIOEeT COKPOBEHHOI'O 3HAKS,
Ha mecHB, Kak Ha Io4BUr, roTOB:
W aopunT TAUMHCTBEHHOCTL Opaka

B MpoOCTOM COUeTaHHWH CJIOB.

Mandelstam sympathised with the monks who were condemned by the
Orthodox Church as heretics, because they had elevated the name of God
so that it became unpronouncable and was considered by them as the
divine mystery - God Himself. In 75."W mnonnHe Ha AdoHe" the Divine Name

is sung. The speeker does not want to be saved from this 'beautiful

heresy":

Kaxnu#t pas, korga Mb nwbHM,
Mel B Hee BragaeM BHOBbLb.
BEe3rMsiHHYK MH T'yBUM

BMmecTe ¢ MMeHeM JawBOBLb.

It seems thet when we love we should not utter the name because this
destroys both the name and nameless love. Although it is important to be
named there is the sense in which some names are too beloved and sacred
to utter for the essence of a person, of a relationship is embodied in
the name. Perhaps by remaining unspoken, the name is not expressed in

terms of a world of definition and finiteness. This notion is not unlike
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the Judaic concept of God's name. YHWH came to be regarded as too sacred
to pronounce and in its place was read the Hebrew word 'Adonei' meaning
Lord.

An alteration the poet makes to a line of 108."CecTph THaXeCcTb M
HEX(HOCTE OAOMHAKOBHE BauiM npuMeTs' indicates a bond between the beloved
and their name. The original draft reads, "Jlerue kaMeHb TIOAHSTE, UEM
BHMOJIBUTE CJIOBO ~— nuwbuTs'", while the published one reads, "Jlerue kaMeHE
MONHATL, UeM MMs1 TBoe NMoBTopuTh!".33 Lifting a stone is a physical action
and by its proximity to pronouncing a name or word makes that action
seem equally tengible and weighty. A similar effect is created in
136."Hawmenuut I[loakoBy" where the form of the last spoken word now
preserved by the lips is juxtaposed with the tangible heaviness of an

object:

Yenopeueckue ryde,
KOTOPHEIM GOJlblle HEUero CKasaTh,
CoxpaHsawnT $POopMy TIOC/JeNHEro CKa3aHHOro CJIOBg,
WU B pyke ocTaeTcsl omymeHHe THXECTH,
XOTS KyBHUH
HAlONOBUHY PAaCTIJIECKAJICS,

NOoKa ero Hec/lu IOOMOM.

One critic describes the name in Mandelstam's poetry as '"a verbal
incarnation of musical harmony".34 With regaerd to proper names it is
interesting that Mandelstam does not name Pushkin in his poetry. A
comment made by Akhmatova is enlightening:

"K TlymxkuHy y Manaensmrama Brinio xakoe—TO HeDHBAJNOE, MOUTHM T'PO3HOE
OTHOWEHWe - B HEeM MHe uJyOWJ/ICH K8KOH~-TO BEHEl] CBEPXUEJIOBEUECKOro
uenoMyapusi. Besakuit mymxkyMHU3sM OB €My TpOTHBeH."35

(Mendelstam had some kind of extraordinary, almost formidable
relationship with Pushkin in which I sensed a supreme expression of
superhuman chasteness. He found any Pushkinism objectionable.]

There is one instance of Mandelstam including the name of a fellow poet,
Christian Kleist, in the first draft of 266."K wnemeuxcri peun" only to
omit it in the final draft and add an extra stanza whereby the poet can

be identified.36 Amongst the Greek mythological figures Mandelstam names
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Helen a number of times but only obliquely refers to Penelope. The
latter seems to fall into the category of blessed women for she too is
one of the faithful ones who mourns their dead. Significantly Christ is
never named in Mandelstam's poetry.

Many of the poets of Mandelstam's generation disregarded the
interlocking of intimacy and veiled sacredness. They spoke the language
of all times and all cultures, indiscriminately picking over everything
as if the room of & dying man had been thrown open to the outside
world. Intimacy and reverence vanished in the tumult and suddenly
everything became public property: "Bce .nmoctynHo! Bce naBUpPHHTH, BCe
TalHUKK, Bce sanopenHse xoaun'37 [Everything is accessible, every
labyrinth, every hiding-place, every secret passagel. Mandelstam observes
that a desire for secrecy is inherent in man: "Yesnomex nwbut 3a@npert, ™
faxe JOMKapr KJjaleT Marvudeckoe 3amnpeleHue, «raby)», Ha HW3BECTHHE
npeametr'38 [Man loves interdiction and even the savage places a magical
prohibition, a taboo on familiar objectsl.

In Dante's creation Mandelstam admires the charm of the oblique
method - "... a 1@HTOBCKME MHOTOUJEHHHE, MHOrOMapyCHHE W KHHEeTHYeCKH
pacKasieHHbBle CpaBHEeHMS O CHX [IOp COXPaHSWT TMpejecTb HHUKOMY He
ckazaHHoro"39 [Dantesque intricate and multifaceted, kinetically white-
hot comparisons preserve up to this day the charm of what is left
unseidl. At the heart of Dante's approach Mandelstam detects comparison:

"$S] cpaBHWBaK - 3HAUUT S XMBY, - MOT Ov ckaszaTk [aHT. Or Bnin1 [JekapToMm
meradpopu. HBo ans Hawero cosHaHus (a rhae B3ATb APYroe?) TONLKO uepes
MeTadopy pacKpuHBaeTcd MaTepusd, Mo HeT BhTHR BHe CpaBHeHMd, MO0 caMo
BuTHE ecTh cpaBHeHHe,"40

[Dante could have said: "I compare, therefore I am". He was the
Descartes of metaphor. Matter is revealed to us only through metaphor by
our consciousness (and how could we experience another's™?), for there is
no existence outside of comparison because existence itself is
comparison.]

Perhaps this sense of play and an understanding arrived at through
the interrogative method is a wey of showing reverence for what is
sacred. After all, the artist plays a gaeme of hide-and-seek with the
Deity and rather than being offered an easy explanation by Him, wanders

the paths of mystery so that he falls on redemption as if by himself

_88_.



GayxOaTh IO TPOITMHKaM MHCTEPHUHHU C TeM, UToBhr Mb Kak Gbl OT cefst Harnaau

Ha HCKYyIIeHHe). 41

We move towards the question of the form in which the essence of
poetry exists. From our investigations it has become clear that poetry
is experienced not by means of our naked eye or solely by our mind.
Mandelstam distinguished between the poeticelly literate and illiterate.
The former are able to supply all the signs and markings which in poetic
notation are merely implicit and are not written in. Absence of signs, in
Mandelstam's view, made poetry no less exact than musical notes -
"[MO3THUECKHM I'PAMOTHHII UMTaTe/Nb CTAaBUT MUX OT cebsd, Kak Ob M3BJeKass UX U3
camoro Tekcra"42 [the poetically literate reader supplies them by
himself, as if drawing them out of the very textl

In order to compose poetry one must be able to listen to its essence,
its sound.

"CTHUXOTBOPEHHE XHBO BHYTPEHHMM o0pa3oM, TeM 3BYUYallMM CJIeNKOM GOpMH,
KOTOPLIM NpensapsieT HalMCaHHOe CTHUXOTBOPeHMe. HUM onHoro ciopa ele Her, a
CTUXOTBOPEHHE yX€& 3BYUMT. 3TO 3BYUMT BHYTpeHHMH obfpas, 3TO ero ocssaer
cnyx rnosTa."43

[A poem lives through an inner image, that ringing mould of form

which anticipates the written poem. Before a single word is conceived,
the poem is already ringing. This is the ringing of the inner image
which the poet's ear apprehends.]
The hearing and perceiving of the inner image is described in terms of
the joy of a blind man, when he recognises a beloved face by hardly
touching it with his hands. As with the utterance of words or names the
experience is tangible and the image is sensed rather than seen.

Modelled as & stern and strict craftsman, Salieri was able to hear
‘the music of algebra as powerfully as living harmony' (on canman MyasKy
anrebph TAK X€ CHMJbHO, Kak XHUBYW rapmoHuw).44 Blok was able to hear the
music of Russian history - "Bnok cayman nonseMHYKW MY3HKY PpPYCCKOM
YCTODMH, TaM, I'LEe CaMOe HaNpPAXEHHOe YXO Y/8BAMBAJIO TONLKO CHMHKOMHUUYECKYH
nay3y" 45 [Blok heard the subterranean music of Russian history, at the
point where even the keenest hearing only caught a syncopated pausel

275-285."BocemucrTuuua” is a collection of poems which record the
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poet's creative process. VII expresses the idea that the essence is

already contained in the form of sound, of music:

W lWllyBepT Ha Bomde, ¥ MouapT B nNTHYLEM rame,
BriTe MoxeT, npexde ryf yxe poOIAMJICA WOTIOT,
N B BesnpeBeCHOCTH KPYXHWJIMCH JIMCTH,

U Te, KoMy MBEl TOCBHIEEeM OIIHT,

Jo onnra npuoBpenu uepThH.

Water is naturally associated with creation and with primeval life.
Schubert's and Mozart's music is an ‘incarnation' of something which is

already present at creation.

To conclude this chapter let us draw together some of the threads.
Mandelstam seems to move in emphasis from a sacramental concept of the
word understood in terms of Christianity and Hellenism to an
appreciation of language as a point of continuity, a 'state in time'. If
language is to be alive and not to petrify, it is imperative to capture
the 'barbaric native dialect' of the present, for it is thus constantly
revitalised, gaining a timeless aspect. Although 'form' may not survive,
the swallow and E‘ur}}dice may fall, the essence of the word survives as
that which is ekin to & ringing of the inner image, resonant in the
blessed, meaningless word and unspoken in the name which guards its
loved one. As musical notes convey something more than themselves, the

word, poetry, embodies that which is pre-existent.
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Notes for chapter four

1. II, p.223

2. II, p.226 Apparently "Mucyc HaBun" is the traditional Russian name
for "Hexomya BEwun-HMH". The Biblical account relates how Joshua asked
God to stop the sun over Gibeon and so it delayed going down about a
full day. A glimpse of timelessness in the divine intervention of the sun's
course; its correspondence to the embodiment of eternity - the
Eucharist, seen by the poet through the image of the golden sun; and
Joshua as a figure who foreshadows Jesus, all make this an appropriate
reference.

3. II, p.247

5 11, p.245

6. 11, p.246

7. II, p.253
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10. Rosenthal, B. G. D. S. Merezhkhovsky and the Silver Age: The
Development of a Revolutionary Mentslity (1975 pp.18,58,61

According to Rosenthal, Merezhkhovsky discovered Nietzsche on a trip
to Europe. Together with Minsky and other writers, he helped to
popularise the German philosopher in Russia.

It appears that Merezhkhovsky and V. Ivanov accepted The Birth of
Tragedy, for they looked upon it as a book which perceived 'consolation'
in catharsis.

Nietzsche, however, wrote a preface sixteen years later repealing this
view. Stylistically the book was no longer to his taste, "schlecht
geschrieben, schwerf#llig, peinlich, bilderwiithig und Dbilderwirrig,
gefiihlsam, hier und ds verzeuckert bis zum Feminischen, ungleich im
Tempo, ohne Wille zur logischen Sauberkeit” while the final consolation




he now vehemently renounced claiming that it led back to Romanticism
and to Christianity: "Aber es ist sehr wahrscheinlich, dass es so endet,
dass ihr so endet, n8mlich "getr&stet", wie geschrieben steht, trotz aller
Selbsterziehung zum Ernst und zum Schrecken, metaphysisch getrostet,
kurz, wie Romantiker enden, christlich... Nein!" It was this Ilater
Nietzsche whom Merezhkhovsky and Ivanov rejected.

11. Zelinsky, F. F. Penurus 3nnmmuHmama, (Petrograd, 1922), p.128

12. II, p.246

13. II, p.273

14. II, p.224

15. II, p.348

16. ibid.

17. Mandelstam was greatly distressed that he was unable to secure a
room for Khlebnikov in 1922. C. Brown remarks in his book Mandelstam:
"The 1920s, an era normally contrasted to the 1930s in a favourable
light as relatively free, were for Mandelstam oddly more melancholy than
the age when his reasons for grief would be apparent to everyone."
(p.104

18. Though in "Bypss u Haruck" Mandelstam approves of V. Ivanov's
perception of Byzantium and Hellas as the cultural springs of Russian
poetry, he does not necessarily favour the way in which Ivanov uses myth
in his poetry.

“... Bnaromapss OTCYTCTBMK UYyBCTBa MepH, CBOWCTBEHHOMY BCEM

CHMMBOJIMCTAM, HEeBepOsITHO neperpysmun CBOW ITO33UK BU38HTHUICKO
SNMIMHCKMMHM ofpasaMu M MUdamMM, yeM 3HaUMTeNbHO ee obecueHun"
(II, p.341
19. 1I, p.343

20. Languages, whenever they are constrained by time and culture,
petrify. Mandelstam mekes this observation in reference to Western
cultures that have locked their languages in from the outside and have
surrounded them with walls of State and Church. The Russian language
is an exception, for rather than being enclosed by walls, it surrounds
culture and history as the sea would surround a continent.

"... PYCCK&d KyJibTYpa M MHCTOPMUSI CO BCEX CTOPOH OMHBT& W OlosicaHa



TPO2HOM M BealpexHOM CTHUXMEeM pYyCcCKOro s3bhiKa, He BMEWAanIErocsl HM B
KakMe rocynapcTBeHHbe U LepKobBHhe $opMil” (II, p.249

21. II, p.263

22. Cooke, R. Velimir Khlebnikov A Critical Study, (1987), Cambridge
University Press, pp.74-5,97,99

Cooke outlines Khlebnikov's changing attitude to the consonant. He
traces how Khlebnikov's "language of consonants" eventually surpassed his
vowel-centred theory on "internal declension". The initial consonant
became semanticised but it was not only this initial consonant which
assumed significance, for within words the Khlebnikov saw the interaction
of the consonants. The notion arises of "the word as an arena of
conflict, where one consonant could vie with another for supremacy”.
Cooke concludes that "ultimately language itself is seen by Khlebnikov as
a determining factor in the unfolding of human destiny".

Mandelstam recognises the importance of consonants to the Russian
language and his delight in their sound is evident in the play of verbs he
uses: "PyccrME CTMxX HACHMEH COT'VIACHKMM M 1LOKAeT, M NenKaeT, ¥ CRUCTUT
umu”. (I, p.260L

23. Khlebnikov, V. Tsopenus, ed. M. Polyakov, (Moscow, 1986),
Copercxkuit [lucaTens p.624

In an essay, '"Hama Ochora" (1920),YKhlebnikov uses the image of =
hand holding seeds of several varieties of trees, which look
indistinguishable until the trees are grown, in order to illustrate how
languages in the future will spring up from the twenty-eight sounds of
the alphabet.

"Ho Bce 3To pasHoofipasue /AMCTBB, CTBOJNOB, BETOK CO3A8HO TOPCTEW
IMTOUTH HEeOTNAMUMMHX JPYr OT JApyra 3epeH. Bece nec B Oyaymem -
TOMECTHUTCS Yy B&C Ha JanoHW. CJ/IOBOTBOPUYECTBO  YUMT, UYTO BCe
pasHoofipaszMe cJoBa MCXOOWMT OT OCHOBHHX 3BYKOB a30yKH, 3aMeHSoINX
ceMeHa cnoBa. M3 29THx HMCXOLHBIX TOYEK CTPOMTCH CJIOBO, M HOBHM cesiTenb
SI3LIKOB MOXEeT TIPOCTO HEMNOJHMTL nalnoHk 28 3ByKaMH a30yKH, 3epHaMH
gapika."

Perhaps one of the ways in which Mandelstam and Khlebnikov differed
in thelr opinion was concerning the origin of language. Whereas
Mandelstam looked to music, Khlebnikov regarded language as having an
intrinsic wisdom, comprehensible by scientific methods.

"[lo-BMoMMOMY, SIBHIK TaK Xe MY.Ap, Kak W IMpHpona, M MB TOJLKO C
POCTOM H8YKM YUMMCSI uMTaThk ero. MHoraa OH MOXeT CAYXWTb NS DemeHH:A
OTBJ/IGUEHHBIX 3aleu. Tak, ITOMEITAEMCSI C TOMOULLI S3bIKA HW3MEPHUThL AJMHHY
BoAH JofBpa ¥ ana. MyIpocTew s3HKa [O8BHO yXe BCKPLITa CBeTOBadg NpHMpo.a
Mupa."

24, II, p.223

25. Taranovsky, in Essays on Mandelstam, regards the image of sailing
in 98."Uro mowT uach Kya3HeuuwKk" as one of poetic sailing, of poetic
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creation. In this poem, he comments, "we thus see for the first time the
Mandel'$tamian theme of death as the penalty for poetic creation. (p.81)

26. In 137."3pe3na c 3Beapodt — Moryum#i cTrk" the bird is associated
with creativity:

Epocasa rpudenu necaw,
M3 nTHYBMX KAKBOB BLIPLIBAAT

27. In 136."Hamenuuit IlooxoBy" Melpomene, the Greek goddess of
memory distinguishable by her headband, is a cure for 'forgetfulness'.

OHa oTMeueHa cpelu NOAPYr MOBA3KOM Ha by,
HUcuenawmet ot BecriaMsaTCTBa...

28. In 25."Otuero nywa Taxk mesyua" (1911) two kinds of inspiration
are portrayed, one, "MIHOBeHHLIH DPWUTM — TOJLKO cAayuak,/ HeoxwunaHHBIM
Axeunon", which rasises a cloud of dust but does not necessarily return,
and the other, "mumpoxkuit Berep Opdesa”, which goes to the sea's edges
and helps the speaker to explore the mystery of life and of death -
"Heyxenun & HacrosumuH, W mericTBuTensHo cMmepTer npuaer?' Mandelstam
seems to accord with Pushkin in his delineation of two types of ‘poet-
innovators'' “opnHo «uT06 BO3MYTHMB OecKphJIOE XenaHbke B Hac, uaJgax
pexa, CHoBa YJEeTeTh), a Apyroe: (koria Beaukuil [k sBMJICA M OTKPLUI
HaM HOoBH TadHe" (II, p.262). The North wind would seem to belong to
the former, the wind of Orpheus to the latter.

29. Mandelstam appears to use 'cHoBa' in the context of a moment
which relates to the present, past and future, a recollection of
something that has already been. In "Cnoso u KynarTypa" Mandelstam
describes this moment, one which does not hinge on memory but on the
'joy of recurrence' (panoctk noBTopeHust). Pushkin, Ovid and Homer are
all 'rere presentiments'. Against this background Mandelstam can say -
" xouy cHoBa Osuaus, JlyukuHa, KaTynna, W MeHd He Y.IOBJIeTBOPSWT
ucropuueckust OBmauit, Ilywkuu, Karynn'.

Other notable examples of this specialised use of 'cHoBa' occur in
104."9 wmayumn uHayky paccraBaHbs', with its dictum "Bce 6rno BcTaps,
Bce mnoBTOpUTCcHd cHOBA" and in 67."Y He canixan pacckasoB Occuana" the
inheritance of the wandering dreams of other singers may come down to
the great grandsons: "W cHoBa ckanbn uyxyk necHi crnoxmT / W kak cBow
ee mpousHeceT".

30. Mandelstam refers to 'ronyfBka 3spuauka'’ in "O npupone Ciuosa“,
an essay first published in 1922. When the Europeans appreciate
Annensky, "... OHM HWCOYrawTCA JO€p30CTH 3STOTO UAPCTBEHHOIr'O XHWILHHKA,
MOXMUTUBHEro y HHX ronybky 3IBpuamky ans pycckux cHeros" (II, p.z252).
Eurydice is symbolic of a whole culture. Annensky does not plagiarise
Greek mythology and culture, but retaining his integrity uses it to enrich
the Russian language and culture.
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31. The reference to velvet imbues the Soviet night with a sense of
luxury end softness - "B Gapxare BceMmHpHO# nycToTh'". There is a
peculiar combination of festivity, luxury, death and beauty in
110."Benmuelickol XM3HM MpPaUyHOM M DecrnnonHou'™

UepHriM BapxaToM 3aBellaHHas IJaxa
W npekpacHoe auuo...

Perhaps the association of luxury, velvet, and death comes from a
childhood experience depicted in "BEyHTH M ®panHuyxeHku" :

"laxe cMepTb MHe SIBUJIaCh BIEPBHE B COBEPUWEHHO HEeCTECTBEHHOM
OHUHOM, MapaigHoM Buie... YepHuE BapxaT TAYLMA BXOL W CTEHH,
obcTaBneHHBEe CcepebpOM M TponuueckuMmu pacreHusimu.. " (II, p.54) The
inclusion of ‘mpmHo' in the theatre described in the final octave of 118.
may also connote death and the luxurious Soviet night.

32. II, p.255

33. D. Segal in his article 'MuxpoceMaHTHKA OOHOIO CTHXOTBODEHMS'
draws our attention to the significance of this alteration: "3tor
CeMaHTHUEeCKHM TIpU3HaK, ODEMMH A5 TOHATHMH TAXEeCTh M HeXHOCTb Ha
MrHoBeHWe »npuobperaeT JMUHLIM, MWHTHMMHHIN XapakTep He 3aBUCSLMH OT
TOro, Ub€ XE& MMS CKPHBaJOCh TOL CJHIOBOM TBOE — C8M XapaKkTep
MECTOUMEHHUS YTENAdeT, NpUBIUXEEeT CTHUXM K UYdTaTeNbl uUToOH 3aTem
npuobpecTy HoBoe kKauecTBo." (p.401)

34. Ronen, 0. An Approach to Mandelstam, (Jerusalem, 1983), p.202

35. I, pp.447-448

36. The original draft, dated 8 August 32, in the Soviet edition reads:

[loyuuMcsi X CEePBLeIHOCTHM M UECTH
Y ctuxorBopua XpucruaHa Knedicra.

The description of Kleist which does not mention him by neme reads:
Nossusi, Tebe rosnesHuH rpo3k!
Sl BcnnomuHew Hemus-oduueps,
W 3a sec ero uenasinucs posh,

U Ha rybBax ero Gwna lepepa.
(266."K HEMELLKOW PEYU"™

37. 11, p.227

38. II, p.254
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40.

41.

42.

43,

44.

45,
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III, p.190

II,

11,
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11,
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p.404

p.315

p.231
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Born of Music

From an early age music figures in the poet's life. Nadezhda observes
that for Mandelstam, "T'naBHOe B neTcTBe — MaThL M MYS3HIKa, apXUTEKTypa
ropona!"l [{The key things in his childhood were his mother, music, and
the architecture of the city.] As a boy he loved Tchaikovsky 'with
sickly, nervous intensity' (GoneaHeHHBEM HePBHEIM HanpaxeHuweM)2 and was
prepared to suffer torn clothes and scratched aerms in order to gain
access over the hedge to listen to one of the concerts. A. Lur'e recalls
Mandelstam's unique relationship to music.

"MaHaenruTAM CTPACTHO JOBUMA MY3bIKY, HO HUKorama of 3ToM He
rosopun. ¥ Hero OHAO K MYy3BKE KAKOE-TO UEJOMYAPEHHOE OTHOmEeHHE,
rnyBOoKO MM CKDhIBaeMoe... XMBas My3bika Bha Oad Hero HeoBXoauMOCTh.
CTUXHMST MY3bIKM NUTaJa €ro NO3THUeCKOe coaHaHue."3

[Mandelstam loved music passionately but never spoke about it. He
had some kind of chaste relationship with music which he kept deeply
concealed... living music was a necessity for him. Music nourished his
poetic consciousness.]

Music and poetry are again uttered in the same breath when at the
age of seventeen Mandelstam wrote to his former tfutor V. V. Gippius
from Paris: "XuBy s 3peck OUYeHE ONMHOKO M He 38HUMaWCh TIOUTH HHUYEM,
KpoMe T1033Mu M Mys3uku'4 [I am leading a very solitary 1life here,
devoting myself almost exclusively to poetry and musicl He claims that
he experiences religious sentiment more readily in the musical life of
poets than in abstract terms such as society, God and man, towards
which he has no pearticular feeling. As a result, he writes that he
loves life, faith and love more strongly, continuing: "Orcwana Bam Byaet
TMTOHATHO MOe YBJ/IeUEHHWE MY3BIKOM XM3HH, KOTOPYK S HalleJ Yy HeKOTOPLIX
dpaHUy3CKMX TNOo3TOB ¢ DBpocopeiM w3 pycckux".b5 [Hence you will
understand my craze for the musical life which I have discovered in
several French poets and also in Bryusov from among the Russian poets.]
Mandelstam uses the word ‘'craze' (yBneueHue) to describe both his
feeling towards the musical life of the poets and his attraction to
Marxist dogma. Significantly he associates religious sentiment with his
‘craze’ for Marxism:

"llepBrle MOM pEAMTIHMO3HLEIE NEepPeXMBAHUS OTHOCHTCH K Nepuoay MOero



LOEeTCKOT'O YBIEUEHMS MAPKCHCTCKOM [OOrMOM M HEeOTHeNWMbl OT 3TOoro
yBJeuUeHus, "6

[My first religious experiences relate to the period of my childhood
craze for Marxist dogma and are inseparable from this craze.l
In the poet's autobiographical work "llym Bpemenu", he attributes the
birth of his desire for an all-encompassing harmony and unity, a sense of
prehistoric life to Marxist theory and its proponents

"SpdypTcKes NporpaMme, MapKCUCTCKME NPOTWJIeH, pPaHO, CJAMILKOM paHo
MPUYUYMIIM BB YyX K CTPOMHOCTHM, HO MHE M MHOIM'MM APYTIHMM JOa/v OIyHeHHe
¥M3HM B T[pPefLCTOPHUYECKHMe TOoMNb, KOraa XH3Hb XaXOeT eaMHCTBa U
CTpOMHOCTH.,. KayTckuH... ToT Xe TrTueB, TO eCTb MCTOUYHHK KOCMHUECKOW
panocTH, TIMoJaTelb CHJIABHOrNO M CTPOMHOrO MHPOOWYIEHHH, MBICASILNA
TPOCTHHMK M TIOKPOB, HAKWHYTHHM Han GeanHowu.'"7

{Oh Erfurt programme, Marxist propylaea you taught the spirit
harmony far too early, giving me and many others a sense of life in
prehistoric times, when life thirsts for unity and harmony... Kautsky
is the same Tyutchev, source of cosmic joy and bearer of a powerful
and harmonious vision, the thinking reed and the shroud thrown over the
abyss.}]

The desire for premythic harmony provides the impulse for
"Silentium" ((1910), which portrays the primal state before either

Aphrodite, the word or music are born.

OHa elle He POAMIACE,
OHa ¥ My3hKa M CJIOBO,
WM noromMy Bcero XKMBOTO

Henapymaemas cBs3k,

CriokoWHO JAbmaT MOpS TpyaH,
Ho, xak BeayMHLI¥, cBeTen OeHL,
W menn GnenHas cHpeHb

B MyTHO-/820peBOM cOCY e,

Ja ofBperyT MoM ycTa

[fepBOHAUANEHYH HEMOTY,



Kak KpHUCTanmiMuyeCKyw HOTY,

Uro oT poxneHusa uuctal

OcTaHbcs neHod, Adpoanura,
W cnoBo B MYS3LIKY BEpPHMHCH,
W cepnue cepaua yCTHIOMCh,

C nepBOOCHORON XHM3HKM CJAMTO!

Critics have responded to this poem in different ways. R. Pshibylsky?®8
discerns the Romantic idea of the psaradox "HeaByuHoro asyuanus", the
Tyutchev_.an silence of the soul's music which, because of the
inadequacy of words, remains uncommunicated and unarticulated.
Aphrodite's role he regards neither as an expression of a philosophical
system nor as an ideal of beauty but as the representation of the force
of love, the source of creativity.

Taranovsky9 considers "Silentium" as a 'polemic with Tjutchev!In his view
whereas Tjutchev speaks of the impossibility of genuine poetic creativity
and communication with others, Mandelstam suggests that neither
Aphrodite nor the word are necessary, for the highest spiritual
experience is to merge with the original harmony of the universe. Behind
the myth is the experience which man finds in the mute contemplation
of the world and of its beauty.

More recently J. Malmstadl0 argues that "Silentium" is primarily a
dialogue with V. Ivanov. He directs our attention to the fact that the
previous edition of ‘'Apollon’, in which "Silentium" was first printed,
contains Ivanov's "3aBern Cumpoamama”. This article opens with a reading
of Tjutchev's "Silentium" which interprets the poem in the context of
a language that has lagged behind spiritual growth so that when we
express the internal world we 1lie. Our only hope is in the 'purely
symbolic or mythological energy' which can express truth in thought,
Malmstad regards Mandelstam's poem as an expression of a longing for
prehistoric existence where there is neither duality nor myth, only the
'indestructible bond of everything living'. In this prehistoric existence
the 'oneness' of Beauty and Love, two concepts also central to Ivanov,
is possible. The most distinctive feature of the poem, Malmstad

perceives as being the way it "follows Ivanov in taking the form of



mythic expression'.

All three critics respond to the speaker's desire to be a part of the
primal harmony. Each appears to give prominence to Aphrodite as the
ideal or force of beauty and love.

Undoubtedly Aphredite is inherent in the original harmony yet the
context mentions neither beauty nor love, only creation. Central to
stanza II is the birth of life or form. Its immanence is signalled by the
abruptness of "no", disturbing the tranquility realised in the first line.
The light of day finds its response in the pale lilac of the foam which
contrasts with the colour of the surrounding sea. Foam also has a
natural association with the birth of Aphrodite. This process appears to
mirror the contrast between Apollo, the god of light who brings form
and lucidity, and Dionysus, the god of creativity and chaos. It is not,
however, the tension between these 'gods' which is extolled but 'primal
muteness'. This muteness is like a crystal note pure from birth. Clarity
associated with crystal, counters a possible impression of amorphous
chaos. Its purity from birth suggests that before the birth of Aphrodite
another birth has taken place - that of the 'primal muteness'. It is not
the myth with its inevitable divisions, that the speaker longs for, but the
essence which existed when everything was one - the foam rather than
Aphrodite. Perhaps it is not fair to speak of the poem as "taking the
form of mythic expression”. The injunction to the word to return to
music would suggest that music is its original state, one of primal
muteness.

In “Silentium" the sea appears to exist within the confines of its
original vessel (B MyTHo-nazsopeBoM cocyne). From this existence there is
no desire to escape. In Tjutchev's "Silentium" the sense of enclosure is
not that of being one with primal life, where internal and external are

indistinguishable, but of enclosure within oneself which creates a barrier

to communication with the outside world. Thusthe spesker's cry is "kak
cepllly BHCKazaTk cefa? / [pyroMy kak TOoH#ATE Teba?'. This contrasts
with the purport of the exhortation in Mandelstam's "Silentium" for the
heart to be modest as one who has merged with primal life (MU cepaue
ceprnua ycThauck / C NMEpPBOOCHOBOM XWM3HKM CAMTOD.

Through the lips the speaker finds that primal muteness paradoxically

so full of sound. In many ways this resembles Mandelstam's creative
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process which began with mutterings.

Music as the pulse of life, albeit the ‘'silent’ music of primal
muteness, echocs Schopenhauer's concept of music as an expression of
the will, the ultimate reality behind the universe.1! In Schopenhauer's
view the rhythmical element is central to music and interestingly
Mandelstam thought that in poetic composition rhythm preceded the
formation of words. Whereas Schopenhauer maintains that music consists
only of tones and notes, words remaining a foreign addition, "Silentium”
suggests that the word is inherent in the essence. The concurrence of
the word and music is found in V. Ivanov's writings, where music is the
essence of a work of art, associated with the origins of language,
religion and 'collectivism' (cofiopHocTE):

"B KaxaoM TIpoMu3BeldeHMM MCKYCCTBE, XOTs O TIJ1aCTHUYECKOro, ecThb
CKpHTas My3blKa. M 3TO He MOTOMY TOJIBKO, UTO €My HeofXonMMO NpHUCYyILH
PHMTM M BHYTDEHee IABUXEHHe: HO caMa AYylla MCKYCCTBa MYy3bKesabHas.''12

{A hidden music is present in every work of art, even in the plastic
arts. This arises not only out of the necessity of inherent rhythm and
inner movement to the work but because the very essence of art is
musical.]

For the majority of Symbolists music occupied an exalted position.
Mandelstam's Acmeist manifesto shows a move away from the 'cult of
music', although music continued to be essential to the poet. According
to Mandelstam, the Logos was just as beautiful a form as music: "[ns
8KMENCTOB CO3HAaTenpHHM CMHCH choBag, Jloroc, Takaz xe npekpacHaz Popwma,
Kaxk My3wka ans cumsBoaucToB'!3 [The Acmeists regard the conscious
sense of the word, the Logos, to be as beautiful a form, as music is for
the Symbolistsl. The prominence that the Symbolists bestowed on music
is not then conferred by Mandelstam on the Logos: "Jloroc Ttpefiyer
TOJILKO PaBHONPaBMA C APYI'MMM snemeHTamu caosBa'l4 [The Logos demands
only to be considered of equal importance to the other elements of the
wordl. 15

More fundamental to Mandelstam than theories of music, is the
imperative need to listen to languege. His sharpest criticism does not
fall on the Symbolists' love of grand themes, ones of cosmic and
metaphysical neture, but on the way in which those themes were so

poorly represented in language. Too meny words resulted in a cheapening
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of value, "... B obweM PYCCKMH CHMBOJIM3M TAK MHOI'O M I'POMKO KpHUal O
Hecka3aHHOM), UTO 3TO «(HECKazxaHHOe» I[IoWJ0 TICc pYyKaM, Kak BGymaxHhe
nereru'16 [, on the whole Russian Symbolism has ranted and raved
about the 'unspeakable' so that the 'unspeakable' is handed around like
paper moneyl. The Russian Symbolists listened so intently to what they
imagined should be there, that they became alienated from what was
already present: "Cpaay B3s/iM CcaMy® BHCOKYW HaIPAXEeHHYH HOTY,
OrJIyHuuM camMu ceffd M He MCTOJb30BajM TI'OJocs, Kak OpPaHUUYeCKYw
cniocoBHoCcTE pasBuTusa'l?7 [Immediately they adopted the highest pitched
note, deafened themselves and did not wuse their voice as organic
potential for developmentl. Mandelstam was no respecter of literary
schools and he made a similar criticism with regard to the Futurist
writer Igor Severyanin. Mandelstam's concern was less with the
introduction of exotic words, than with the poet's insensitivity to the
laws of the Russian language and his seeming inability to listen to how
the word vegetates and grows (He cabwHA Kak pacTeT M npossfaer
cs080).18

The concept of Christianity as a timeless mystery inherent in the
original harmony of the universe is set forth in "Nlyumkud u Cxpsafun", an
essay which echoes some of the imegery and themes of "Silentium".

"Uro—TO cCAyuMJIOCE € MY3HKOM, KaKOH-TO BeTep CJAOMaJd C HalleTy
MYCHKHFICKHME KaMHIH, Cyxue M 3BOHKHe, Mb TpelfyeM xopa, HaM HacKyuuJ
POMOT MHCASWEro TPOCTHHKAa... [loaro, Ooaro ™Mbl Wrpaild € MY3BKOH, He
rnono3aperas ONacCHOCTH, KoTopas B HeW TauTcd, M noka — BhTb MOXeT, OT
CKYKM = Mb TIpDUOYMEIBaAHM MHP, uTObH YyKpacHuTh CBOe CYyHeCTBOBaHHE,
Myahnika Gpocuyia HaM MHUQ — He BLAYMaHHBINM, 8 POXIASHHbLINM, NMeHOPOXOSeHHbIH,
BarpaHOPOXIEHHBIM, LAPCKOroO TTPOMCXOXOEHWS, 38KOHHBIEM HacnelHWK MuboB
ApeBHOCTH — MUD O zaGhHTOM XpHUCTHaHCTBe,'"19

[Something heppened to music, & wind swooped down and broke the
dry, ringing musical reeds. Weary of the murmur of the thinking reed,
we demanded a choir... For a long time we played with music, not
suspecting its inherent danger, and while perhaps out of boredom, we
invented a myth in order to beautify its existence, music sent us a
myth, one which was not invented but born, born of foam and crimson,
of royal origin, the legitimate successor of the myths of antiquity - the

myth of forgotten Christianity.]
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Mandelstam's longing for the harmony and unity of music manifests
itself in a dialogue which the imagery conducts with Tyutchev's poem -
“[leByuecTs ecTh B MOpCkHMX BoJHax". Here the speaker can hear the
music of harmony in the sea's waves, in the elements and in the rustle
of the reeds (cTpo’iHBN MycUKWHCKMY mopox / CTpyuTcs B 3bOKUX
kameirax). Although he longs to be a part of this spontaneous harmony,

he is alienated from it. His distress is voiced in the third stanza.

OTky.na, Kak pazsal BO3HHMK?
W oTueroc xe B ofumeM xope
llyma He TO noer, uTo Mope,

U pommer Muicngmuit TPOCTHUKTZ20

Mandelstam's use of the first person plural in 'we have invented a
myth' (M npuaoyMeeanu Mud), refers probably to his own generation.
Weary of the sound of the thinking reed the soul longed to be a part of
the natural harmony. Incidentally, Pascal's thinking reed was regarded as
a symbol of individualism which for many characterised that generation.
It slso echoes an earlier poem, 17."Ma oMmyTa zsoro M Bsakoro", in which
the speaker 1likens himself to a rustling reed growing out of an evil
viscous pool, perhaps symbolic of his emergence as an individual. In an
attempt to satisfy this demsand for harmony, the Symbolists invented
myths rather than seek what music offered. The invention of myths may
allude to & trend amongst the Symbolists - 'mMudporBOopuecTmo', of which
V. Ivanov was a proponent. An invented myth, however, touched only the
external aspect of music - by besutifying its existence, but failing to
penetrate or reveal its essence.

Mandelstam describes the birth of the Christian myth through allusion
to the Hellenic myth of creation <(poxneHHEHF, NMeHOPOXJeHHHH,
BarpsiHopoxaeHHuH)., As in "Silentium" the sea is a pervasive image of
primal harmony and a source of creativity. Even though Christianity is in
one sense born after the ancient world and is named as the 'legitimate
sucessor of the myths of antiquity', clearly it is inherent in the essence
of the world, in music,

Myth had a timeless aspect for Mandelstam, &an essence not

necessarily found in story. Working within a perspective of timelessness,

-103-



where the seeds of the present and future are embedded in the past,
memory is a key concept and Mandelstam levelled the criticism against
the Futurists that they had impoverished their work by throwing memory
overboard and keeping only invention. Though Mandelstam's poetry is
saturated with eantiquity and one can identify recurring mythological
figures, such as Persephone, there is no focus on the material of myth.
The poet's attitude seems to be summed up by his remark relating to
one of Ivanov's metaphors which envisages the symbol as the germ of
myth and likened their relationship to that between the acorn asnd oak.
Mandelstam does not deny the debt that all modern Russian poetry owed
to Symbolism but exclaims: "O x&nyau, x&Enyan, =2auveM ay6, xorha ecTb
x&nynu'2l [Oh acorns, acorns, who needs an oak when there are acornsl
Mandelstam was concerned more with the essence than the myth.

In Mandelstam’'s second exile in Voronezh it is striking how the
original impulse towards harmony is revived in a number of poems which
focus on the myths of antiquity and Christianity. They also reflect the
poet's early preoccupation with sound, music and the sea. 342."PoxneHue
Ynnbku" was probably composed as late as  December 1936 - January

1937.

Korna saynmbaeTcs OWTH
C pasBMJIMHKON M TOPEeCTH M CA8CTH,
KoHUE ero ysnnbkM, He myTs,

VYxoasT B oKesHCKoe BGe3BracThe.

EMy HeBhIpasmMMo x0pOmO,
YraamMu ryf OHO UrpaeT B cl/aBe -~
PaayXHEM yXe CTPOUMTCS OB

[nst 6ecKOHEYHOro MO3HaHbA $BH.

Ha nsemb M@ BOOH TIOOHSJICA ME8TEPHK ~
YIUTKKM pTa HATAMB KU TPUBAMXEeHbe -
U BreT B rse3a OOWH aTI&HTOB MMI:

SIBAEHBEA ABHOrO B UMCJAO UylOec BCeNeHbs.
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M uBeT M BKYC NpPOCTPAHCTRO TOTEPHO,
XpeBToM M apkoo TIOOHAJACH MaTepHK,
YauTke BHOON3Ja, yablbKa Mpocusisa,
Kak pBa KOHLa ux panyra cBf3aja,

U B ofia rnasza BreT aT/NaHTOB MMTI.

The poet points us back to creativity originating in the primeval world.
Associated with it: the child's spontaneous smile; the snail, a creature
near the bottom of the ladder of evolution connected previously with
human lips (yauTkm ryG6 moackux); and hearing. All three express an
aspect of creativity. The second meaning of ‘"yauTka", cochlea, is
defined as a spiral tube, shaped like a snail's shell, that forms part of
the internal ear, converting sound vibrations into nerve impulses. 'Inner
listening' and moving lips are hallmarks of what we know of
Mandelstam's creative process. The poet hears the inner image (onHoro
c/noBa eme HeT, 8 CTUXOTBOPEHUE yXe 3BYUMT BHYTPEeHHHM ofpas, 3TO ero
ocsizaeT cayx noata)22, which is converted into his mutterings. This
stage is recorded in 275.-285."BocemucThumsi: "M Bapyr agyrosas
pacTaxka / 3ByuuT B GopmoTaHeax Moux'. It is an interesting coincidence
that the word myth is derived from the Greek pvepoo, a fable, which
belongs to the same family as pv€ewv, to make a sound, and pv, to
mutter.

An ancient symbol of the bridge between the real and the ideal, the
rainbow connects the arc images of the resl child's smile with what may
appear to be the ideal and primitive emergent life-form (apkow noaHsnNCs
MaTepuk). Against a backdrop of an emerging continent, the rainbow is
also appropriate in its allusion to the Biblical story of Noah, to whom it
signified God's covenant of favour.

Oceanic anarchy denotes freedom and an expectancy of creativity to
the child rather than chaos and disorder. Its smile creates the 'moment
of Atlantis'. By choosing Atlantis, Mendelstam evokes a mythic but pre-
Homeric era, which recaptures the atmosphere of primeval life. An
apparent reversal of the myth changes the story from one of miraculous
disappearance to one of miraculous return. Though only a 'moment’, its
reality is underlined by the word "aBr" and the fact that it is numbered

as a real phenomenon among the miracles of the universe.23 "Bute", the
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verb 'to beat', conveys the immediacy of such an experience by its
violent and physical connotations and may elso point to music in its
most ‘'primitive’ form - vibration. In the final stanza the moment of
Atlantis beats in both eyes indicating the complete absorption that the
vision demands and gives. Perhaps the poet's role of revealing the
‘moment of Atlantis' to the beholder is analogous. Primal harmony
contained within ‘oceanic anarchy' is full of immanent creativity which
the poet urges, in this instance through the child's smile, to be revealed.

385."T'oHuyapaMyu BeJIMK OCTPOB cHHUH'" presents an unexpected vision of
premythic harmony perceived from the depth of increasingly harrowing

circumstances.

N'oHuapaMy BeJIMK OCTPOB CHHHH -
KpuT Becennitt, 3anekcs ux mnap
B zeMaw aBOHKyW. Cnbupue aenspuHuA

[InaBHUKOB MX TOL3EMHBIY ynap?

3TO MOpe JIErKO Ha TIOMKHe
B ocuacTnuMBieHHOM OBXHIOM TI'JIMHE,
W cocyna cryneHast BJBCThH

Packononacer Ha MOPpE M TJias.

Twl oToa MHe MoOe, OCTPOB CHMHMH,
Kput neryuud, otna MHe MOM TpydQ,
M cocuamu Texkyuer BOrmMHH

Harnoy oGoxxXxeHHbH cocya.

3ITo BBHJIO U Nenoch, CHHes,
Muoro saponro mo Oawncced,
o Toro, kak eny ¥ IMMUTEE

HaamBanu «MosA» M «Moen,

BrisnopaBauBal xe, HManyuarics,
Bonookoro Heba apesna,
U neryuas pnfia — Ciy4artHOCTE,

WU Boma, roBopsuas «nan.
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Crete carries all the positive connotations of the Hellenic world end is
chaeracterised by unsullied joy (Becenbed). Joy is also expressed by the
dolphins, creatures noted from antiquity for their carefree play and
favoured by Greek potters as decorative motifs. "Cunuit" is an adjective
commonly used to describe the sea and in this context (ocTtpoB cHHMEID
may attribute to Crete the depth and primal nature of the sea.24 A
mutuslly dependent and harmonious relastionship exists between the potter
and the island, the potter and the sea. Such a relationship is evident in
387."®nefiTt rpeyeckort TaTAa KM Kora - ", where the creativity of the
potter is expressed through the wordless music of the flute moulding the

sea:

A dneriTHMcT He y3HaAET NOKOS -
Emy Kaxercs, YTO OH OXMH,
Yro Korne-To OH MOpe poaHoe K

Uz CHUPEeHeBbHIX BblJIENMNI T'JIMH.

It is as though the sea is contained in clay ‘cheered by the kiln'. The
intense coldness and power (cryneHas BJsacTb) of the sea's vessel is
tempered by the vunexpectedness of +the verb ‘"packononack", which
suggests that like a pot it too may smash. By forming clay vessels the
potters seem to be participating in a primeval act of creation as when
the 'vessel' was first formed that contains the sea.

Using his vessel, the potter cen drink the milk of the gods. Direct
contact between the divine and human recalls Ovid's "Golden Age", a
state before humanity wes separated from the gods. 'The ox-eyed sky'
of the final stanza may allude to the goddess who fills the poet's vessel.
'Ox-eyed' is the Homeric epithet for the goddess Hera and it has been
surmised that the primitive divinity of the cow or ox later became
known in a more sophisticated Greek world as Hera. Perhaps the poet
deliberately avoids naming one of the Homeric divinities to conjure up
the timelessness of an era 'long before Odysseus'. The absence of

distinction between 'my' and ‘'yours' may indicate not only the
abundance of food but a state of primel and 'unconscious' harmony. In
this era harmony is all-embracing - everything is sung. Consciousness of

self is a mark of fallen man and of his expulsion from the garden of
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harmony. The fact that stanze IV is in the past tense implies that this
era has passed. Similarly the exhortation to the star, the flying fish and
the water to recover and emanate, suggest that all is not as it could or
should be. Through the poet's art, in the rich sound pattern of "nap-
yoap-ga" and "neryuuii-tekyuer", in the resonance of the soft '"c'"s and
"3"s, the ancient harmony still seems to ring.

Inherent in music is also the spirit of Greek tragedy:

"Ilyx rpeueckoM TpareiuM NpOCHYJ/CS B MYy3biKe. My3asiKa coBeplinia Kpyr
M BepHy”nack Ty.na, OTKyZne oHa Buusa.."25 [The spirit of Greek tragedy
awoke in music. Music came full circle and returned to its source...l
In Mendelstam's day it was not uncommon to link tragedy and music,
echoing among others, Nietzsche's ideas on tragedy, in part set forth in

The Birth of Tragedy. He regards music as central to tragedy and one of

his criticism's of Euripides is that his tragedy was not begotten in
music. The power that rescued Prometheus from the wvultures, Nietzsche
considers to be the Heraclean power of music which reached its highest
form in tragedy and ‘'endowed myth with &a new and profound
significance".26 Evidently Mandelstam had read some of Nietzsche's
works when he was younger. This is apparent from a letter that he
wrote to Vyacheslav Ivanov from Montreux-Territet in 1909, in which he
compares Ivenov's book on tragedy to Nietzsche's Zarathustra, suggesting
that both are 'circular' and share a similer charm and style. In the light
of this comment it is doubtful that Mandelstam would have modelled his
tragedy on Nietzsche's works, though the latter's influence would have
been felt by the poet in the literary climate of his day.

There were many theories circulating which advocated the return to
Greek tragedy and to the conditions under which it flourished. Wagner,

the original dedicatee of Nietzsche's Birth of Tragedy, had pioneered the

way back to the forms of the ancient world through his music drams,
compounded of myth and music, which he hoped would ensble a return
to the atmosphere of the theatre where Greek actors and sudience
became one, involved in a joint creative activity. Tragedy would blossom,
in Wagner's estimation, as long as it was derived from the inmost being
of the people, and provided that inmost being was truly the essence, the
genuine and communal spirit. Myth he considered to be true for all time,

content condensed to the utmost intensity. The poet's task was to
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interpret.

V. Ivanov admired Wagner and undoubtedly his ideas were to some
extent shaped by the composer's works.27 Ivanov also looked to ancient
theatre as a model and considered tragedy to be a potential vehicle by
which the spectator could become a participant and myth could meke
possible a universal feeling and thinking as one.

"HocTe Tere”, written by Mandelstam in the spring of 1935 as a
radio play, throws an interesting light on the writer's attitude to the
ancient theastre. In his desire 'to forever satiate his soul, striving
towards the fine arts'28 Goethe turns to the classical world. Here he
first experiences the Veronese amphitheatre, like an encounter with
living antiquity, as alive as nature herself. Walking around an empty
amphitheatre he comments to himself:

"... Ha8 aMduTeaTp HaILO CMOTpPEeTh He TOorna, Koriaa OH NyCcT, &8 KOrha OH
HaroJIHeH JwuabMM, YBHIOeB cefs cofpaHHbLIM, HaPO.& JOOJNXeH HW3YMWTLCH
caMoMy cefe - MHOIOTJIBCHHI, MHOrOmYMHBIE, BOJHYRHMHCH —~ OH BAPYT
BUIAMT cebBd coeAMHEHHEIM B OAHO BaropofHoe Lienoe, CAWTHM B OOHY
Maccy, xax Gb B OOHO Teno.'"29

[... you must loock at the amphitheatre not when it is empty but
when it throngs with people. When people see themselves all together
they are impelled to marvel at themselves, at the number of different
voices and noises and the excitement. Suddenly they see themselves
united in one noble whole, fused into one mass, as if they formed one
body.]

Tragedy and the theatre concur in 356."Tne cBs3aHHHIE H
nmpurBoxneHHu ctoH" (19 January - 14 February 1937). In the poet's
choice of what is considered by many to be the first truly tragic figure

of Greek mythology - Prometheus, he focuses on the origin of tragedy.

"me cBsI3aHHHIN M TPHUIBOXISHHEIM CTOH,
I'ne [Ipomerelt -~ ckajib MoACTIOpbe M nocobbe?
A kopumyH rae — M XEeJTOrJashil ToH

Ero xorTe#, nerdmmx MUCrnonnobebsa’?

Tomy He BBITL ~ TpareliHit He BEPHYTE,

Ho 3T HacTynawmue rygh,
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Ho aTu ry6un BBOOSIT TIPIMO B CYThb

dcxuna-rpyaunka, Copokna-necopyba.

OH - 3XO M NPHBET, OH ~ Bexa, HeT — JNeMex.
BoanoywHoO KaMeHHHIM TeaTp BPEeMeH pPacTyIHX
Bcran Ha HOrM - M BCe XOTAT YBHIAETH BCeX

PoxpeHHEX, FUMBe/bHBEX KM CMEPTH HEe HMYILHUX.

Critics have offered various interpretations. C. Brown includes this poem
in & group of three behind which "there lies a single knot of
associations: tragedy and mertyrdom - the cosmic tragedy of Man as
reflected in the myth of Prometheus, the universal martyr; the classical
tragedies of Aeschylus and Sophocles...".30

J. Baines3! regards 356. as martyrdom in the context of classical
Greek tragedy. Prometheus, the one who suffered for having dasred to do
what others would not is, according to Baines' interpretation, an example
of the way Mandelstam and his fellow poets should follow. Though Russia
may not at present have the national consciousness of a people necessary
for tragedy, the lips of the poet can capture the essence of the tragic
element. If all the people of his time were to stand up then there would
be communication and revival of the unity of values long since eroded
and finally, to all eppearances, totally obliterated by Stalin.

G. Freidin32 sets 356. in the context of Mandelstam's ode to Stalin,
"Cruxn o CranmHe", which refers to Prometheus: "3uarte, IlpoMerent
paanysa cBoM vyronek, / Tassou, 3Scxuna, Kak &, pucyd, maauy!". The
reference to Prometheus serves as an evocation of the tragic cycle in
the Ode, which in Freidin's view, is transformed into the Christian
"mythic register" of redemption and forgiveness so that the stolen fire
yields to the divine gift, the Holy Spirit. After quoting the first five
lines of 35%56. Freidin remarks that Mandelstam wrote the poem "shortly
after completing the "Ode" aes if to exorcise the tragic pattern from his
own life".

In a sense Mandelstam's poem does not concern the tragedy of
Prometheus for neither Prometheus nor the punitive vulture are to be
found, and besides tragedies do not return. Prometheus and the wvulture

can, however, be regerded as a pattern of tragedy which is re-enacted
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through the ages by mankind, Thus the suffering of mankind is not
confined to the performance of one myth, the archetypal tragedy of
Prometheus. Mandelstam acknowledges that tragedy occurs not only in
the context of the classical Greek tragic figures but in the smallest
element. One fragment dated 1935-6 reads:

"Korpma mnucaTenr BMeHseT cefe B AoAT BO 4YTOo OB TO HH CTalo
(Tparvuecky BeWaTb O XW3HM), HO He HMMeeT Ha cBoel nanuTpe rayBoKux
KOHTPaCTUPYWILLMX KpacOK, & TrJyaBHOe — JIMIIeH uyTbd K 28KOHY, O
KOTOpOMY TparMueckoe, Ha KakoM OB MaJeHbKOM YU8CTKE OHO HM
BO3HMKAaJN0, HensfexHO CKAannBeeTcd B ofmyrw KOPTHHY MHpS, — OH naeT
«rionydabpHUKaT? yxaca WM KOCHOCTH...'33

{Unless the writer, who believes that it is his duty in some way to
tragically hold forth on life, is equipped with deep, contrasting colours
on his palette and & sensitivity to the law by which the tragic, in
however small a context it may appear, inevitably forms & universal
picture, he produces a half-baked product of terror or of inertia.l

With his lips the poet senses that law whereby he penetrates the
essence of tregedy ("HactynaTe" means; to tread, advance, attack or to
come). This recalls the poet's creative process which begins with an
inner listening to pre-existent and saudible material, is transformed into a
rhythmic muttering and then into words. Moving one's lips is a tangible
action and one critic draws attention to the sense of physical labour
conveyed by the occupations of Aeschylus and Sophocles as stevedore and
woodcutter.34 Mandelstam was drewn to the concept of craftsmanship
partly because of its contact with the three-dimensional world. Such an
ideal for the artist differs from the Wagnerian priest-artist who reveals
art to the people. Mandelstam realised that his art was not for the
masses and that to make it accessible to the people, as Mayakovsky had
tried to do, would be costly. Neither did he see art as a means of
salvation 1like Scriabin, who maintained that he was the messiah who
could accomplish the synthesis of all arts and thus usher in the new
world. Mandelstem's modest ambition was to emulate not the masters of
Symbolism, Futurism or Imeginism, but the strict craftsman:
"nmpoTarvBapU  PYKY MacTepy Bemed M MaTepuanbHEIX  LEHHOCTEH,
CTPOUTENN M NPOHM3BOOMUTEJ BewecTBeHHoro Mupa"3db [(extending s hand to

the mastercraftsman of things and of material vealues, to the builder and
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maker of the material worldl. The material is already at hand end the
maker heas already created, only imitation remains., In the artist's
building there is an echo of the children who have already been
redeemed, and now all that is left is the game of hide-and-seek with
the divinity and the imitation of Christ.

In the final stanza people achieve organic unity yet remain
individuals. It is as if the unseen echo of another age is greeted by the
present, and the ploughshare uncovers the depths of time.36. Theatre and
tragedy are tangible in the stone monuments which testify to their
existence, while adjectives such as ‘airy-stone' and 'growing times'
counter the image of stone relics, imparting a transcendent and kinetic
quality. As each person psarticipates, they seem to experience the three
stages of the life-death-life cycle; those born, those destroyed or
destroying and those who need not face death. Death is not at the
centre of Mandelstam's perception of tragedy, so it is reasonable to
suppose that the third stage may be those who are made immortal,
resurrected. Ultimately the poet's intention is not to restore Greek
theatre or even the mythology of ancient tragedy but to pierce the
essence, which points through ‘Christian tragedy' to a state of universal
harmony.

There is a long period during which Mandelstam's prose and poetry
contain little Christian imagery. Naturally he faced the obstacle of
censorship and perhaps this pertly explains why much of the Christian
imagery and references to religion were altered and omitted when he
prepared a new edition of his prose, "O llozsuu", in 1928.

In the summer of 1930, the Mandelstams were given the opportunity
to travel to Armenia. A record of this journey survives in his prose work
"MlyrenecTBre B ApwmeHun” (1933) and in his cycle of poems entitled
"Apmenust”. Christian imagery re-emerges mainly as & result of his
response to a tangible country and people. Evidently he appreciated the
raw vitality of 1life in Armenia, the wild children and & sense of
familiarity with the world of real things. It was a place where people
lived according to the sundial rather than the clock, with the
understanding that people's skulls were equally beautiful whether at work
or in the grave. In his ‘first sensual' encounter with an Armenian church

the traveller's eye seeks form, an idea, but stumbles instead upon the
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'mouldy bread of nature'. Once inside, he is startled to see a cupola
recalling the one in Rome. In the deepened spheres of apses which sing
like seashells there is a hint of the primal harmony within the church’'s
walls. Four blind bekers, North, South, East and West stumble about, all
unable to find themselves a space, their clumsiness perhaps adding a
touch of humour and reality. Attention is drawn to an image of the
underground ovens often used for baking bread. Through these tangible
images appears to shine the symbolic meaning of bread and of the
persecuted church forced underground.

The essentials of their language reach back {0 wordless and
instinctive urges: "Ha camux MayBGHMHHEIX CTaAMSX peud He GHJIO0 MOHATHI, HO
JUMUE  HANpaBieHWe, CTpaxu M BOXJIEJNEeHWS, JMEb IOoTpebHoCTH M
onacenus"37 [The deepest levels of speech could not be comprehended by
the mind but exist only as directions, fears and longings, as needs and
anxieties]l. A similar sense of reaching to origins is conveyed in a poem

belonging to the Armenian cycle.

B Bubnuorexke aBTOPOB I"OHYAPHLIX
[lpekpacHO! 3eMJM MYCTOTENYW KHHIY,

[lo xoTOpPOM YyuyMJIMCH TEpBHE AU,

Prior to written language exists the hollowed book of those first
artists - the potters, a book which may echo the underground churches
scattered through Armenia.

Written probably only a few days later, 370, expresses a longing to
be part of the 'universal rapture’, a return to the primal and wordless

depths. This is only achieved by the path of individual suffering:

1 B NbBHHLI DOB M B KPENnocTh MOTpYyXeH
U onyckawchk HHUXE, HHUXe, HHUXE
Mol 3TUX 3BYKOB JIMBEHbL IOPOXKEBOM -

CunbHee sbB8, MouHee [ISITHMKHUXBS.

Kak 6au3ko—6nM3KO TBOM TOAXOAUT 30B —

[o zamosened ponAb W NEPBMHHEL —
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OxeaHMHCKMX HM3Ka XMEeMUyroB

U rauTsHoOK KPOTKHWE KODP3HHEIL

Kapawmero neHbs MaTEPHK,
"'ycToro rosoce HM3MHAMM HaUBWHbLCH!
Bcex Hammx noueped HMKAPCKO CJAAAOKHH JHK

He cTouT TBOEro - npaMaTepy — MH3MHLE.

Heorpenuuena ewme Mosi nopa,
U st conmpoBoOx.n&/ BOCTOPT BCEeJIEHCKHH
Kak BriosroJsiocHast opraHHasl Urpa

ConpoBoXx oaeT TroJIoC XEHCKUH.

Though buried in the depths of the lion's pit the speaker must
descend still lower. The threefold repetition of "Huxe" may allude to the
lowest depth reached by Christ during his three days in hell. Daniel in
the lion's pit can be seen as a prefiguration of this descent. Incidentally,
descent to the depths of the sea also parallels Lamarck's theory which
names the lowest rung on the evolutionary ladder as forms of marine
life, (OBpacTy mnpucockaMy M B TieHy / OKeaHa 38BHTKOM BONbKCL). Only
under the sounds of the leaven storm does the speasker find greater
strength than that of the lions, and & might greater than that found in
the Old Testament. Perhapé implicit in this allusion is the victory of
Christ over physical death and a grace more saving than the moral
weight of the law. For the speaker it is more specifically the sounds of
the leaven storm that triumph. The first two lines of 346., "Apoxxu MHpa
noporve - / 3BYKH, cie3nl ¥ Tpyan — ", seem to identify the leaven with
the creastive work of the poet, a work which is not unlike the travail
and psain of birth.

The physical immediacy of the pit and fortress fades as the call and
its reality begin to dominate. Possibly also conceived as a metaphor for
death, the call is to a primeaval state before commandments were
established and in a sense before birth itself. A transition from what is
initially a terrible predicament to an increasingly positive experience is
mirrored in the phonetic design. Pit (pom) is countered by the call (aom),

while the threefold reiteration of lower (Huxe) 1is modified by
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phonetically related words with positive connotations; the repetition of
near (Gnuako—-Gnusko), the string of the ocean-pearls (Huaka), the depths
of the voice (Hmzammu), and the little finger of the Urmutter (Mmamnua)l.
Depth which is experienced literally in the pit is transformed into the
concept of the depth of time, the depths of the sea where precious
pearls are found and the discovery of the Urmutter38 in the depth of
the voice. As a result of his response to her call the speaker finds that
from his initial position of captivity he now moves into a 'timeless'
state in which he can participate in the universal rapture. Notably it is
not the spesker's own voice or music which is predominant. His role is
to accompany a rapture which seems to be prehistoric, belonging to the
original element of sound and not form. This vision of primal hsarmony
returns to the ideas of "Silentium", to oneness with music. The path of
suffering which the speaker travels to reach this state of harmony
retraces the Christian way.39

364."Kak cBeToTeHM MyueHMK PemOpsanar" was inspired probably by a
copy of Rembrandt's Golgotha in the Voronezh museum. Rembrandt and
the poet are guilty of the same offence, of penetrating through their art
"B HeMmewmee Bpems'. As a result they must suffer, Rembrandt as the
'martyr of chiaroscuro' (cBerorenHn MyueHHK) and the speaker as one
crucified. The age is incapable of responding to this suffering and does
not realise that in the imitation of Christ, even in His suffering, lies the
hope of resurrection. Unlike the guards and soldiers at the crucifixion,
no-one keeps watch. They are asleep under the storm, unaware of its

significance:

Ho peskocTk Moero ropsimero petps
He oxpaHseTci HM CTOPOXaMM TeMM,

Hit 3TuM BOMHOM, UTO TIOn rpoaow Cn«T.

[lpocTHb /1M TH MeHs, BeJMKOJIenHHM Bpar,

U macTep, M oTel UYepHO3eJeHOMH TeMH
Here the speaker is both the crucified and the penitent. Rembrandt is

master and brother, as well as a Christ figure, one who is able to grant

perdon. Once again there is the sense of Christ being the cornerstone of
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a timeless myth, a8 pattern imitated by the poet and Rembrandt.

The essence of the Christian myth is brought into relief in
377."Tavinag Beuepsa", a poem which depicts the poet's participation in
the Last Supper. On the same day Mandelstam also wrote 376."5] ckaxy

3TO HauepHo - menorom".

9 ckaxy 25TO HaUepHO — MenoToM,
[loromMy uTO eme He Topa:
HocTuraerca noToM M ONBITOM

BezoruetTHoro Hefia urpa.

U non BpeMeHHLBIM HebDOM UMCTH/MILE
SafibiBaeM MH YACTO O TOM,
YTto cuacTnuBoe HefoxpaHW/IMWILE —

PasasuxHoM ¥ MOXM3HEHHLIM IOM.

Humility and a child-like approach characterise the speaker's attitude.
His words are not properly articulated but ssid in a whisper, like an
unfinished poem or a whisper which precedes the lips (mpexne ry6 yxe
poanncst morom. "BesorueTHhM" signifies something not subject to control,
instinctive or unconscious. The sky seems to share the unconscious nature
of primal harmony, and perhaps in its play echoes the game of hide-and-
seek which, according to Mandelstam, we play with the Deity. 'Heaven's
storehouse' recalls the images relating to faith in 124."JlwBaw non
cBonaMu cenns THUMMHE'"; 'the grenary of universal good' (3epHoxpaxHuaMia
BceneHckoro JpofBpa) and the seed of deep, full faith preserved 'in the
cool granaries, in the deep corn-bins' (B npoxnamHex XUTHULEX, B
riyBokux sakpomax). Mandelstam's use of 'happy' is not synonymous with
either "Becenwe" or "panocTh" but is simpler and perhaps more childlike.
This home is not nearly so tangible as a building, but is universal.
Although one critic40 comments thet 377."Tarinas Beueps” is free
from either a literary or liturgical medium, it appears that the
collection of peintings in the Voronezh museum included one of the Last

Supper. The scars may allude in part to the cracks in the painting:
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Hefo Beuepn B cTeny Bawbuiaock -
Bce mapaHeHo cBeToM py6uos -
[lpoBanuaocr B Hee, OCBETHJIOCH,

MpeBpaTH/OCE B TPUHAALATL IOJOB.

No particular time or place is specified. It is as if once agsin the
canvas is blank, ready to be painted. Perhaps the image of the 'sky-
supper' pictured on a well or canvas follows the pattern of the
omniscient God becoming incarnate through suffering in created life. The
internal verbal rhymes "Bawbuaocw", ‘'mnpowanuiock”, "ocBerwsocs"' and
"mpeBpaTunock” seem to reflect a harmonious end decisive pattern of
which the speaker becomes a part. He stands like a boy in front of the
nocturnal sky and receives the blows of the battering ram. Christ too
received the blows on & cosmic level, being crushed by man and God for
the sins of the world.4! Universal participation in the suffering of the

prelude to the passion is evident in the final lines:

To¥t xe peuepH HOBHE pP&HH,

HeokoHueHHOM pocnucH Mria.

From his early years, Mandelstam, delving deeper than myth, yearned
for universal hermony, the primal music. Discerning in music the essence
of Christianity and the essence of the spirit of tragedy, he experienced
towards the end of his life with a heightened sensitivity, the depth of

suffering and, as he perceived it, the difficult but joyful game.
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Notes for chapter five

1. Bropas Kuhura, pp.482-3

2. II, p.70

3., In Ocun Managenburam (pp.300-301) Struve cites a quotation by
A. Lur'e found in BoaaanyuHree nytH, (II, New York, 1961

4. II, p.484
5. ibid

6. ibid.

7. II, p.87

8. Pshibylsky, R. 'Ocun Mangpenwvwtam u Myswuka', Russian Literature, II
(The Hague, 1972), pp.103-125

9. Taranovsky, K. ‘'IBa «MonuaHush Ocuna Manpencmrama', Russian
Literature, II (The Hague, 1972), pp.126-131

10. Malmstad, J. E. 'Mandelstam's "Silentium": A Poet's Response to
Ivanov', Vyacheslav Ivanov: Poet, Critic and Philosopher, ed. R. Jackson &
J. Lowry Nelson (Yale, 1986), pp.236-252

11. Schopenhauer elucidates his concept of music in a chapter the
translator has entitled 'On the Metaphysics of Music"

12, Ivanov, V. 'llpenuysctTBua u JlpenBectus', CoBpaHue CouuHenms, II
(Brussels, 1974)

Like Mandelstam, Ivanov appreciated what was conveyed indirectly.
The inexplicable and incomprehensible was necessary for the mind to
fully perceive an ultimate sense: "Orcwoma -  ycrpeMaeHMe K
HEeU3PDEeUeHHOMY, COCTaBAsKiIee AYWY M XHU3HbE 3CTETUUECKOro HaclaXAeHWd U
2Ta BOJISI, 3TOT NOPHB — My3bka." (p.93)
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13. I, p.321

14, ibid.

15. Here the Logos is associated more with the Greek meaning of
reason and discourse than with the Word of St. John. A stanza of
Gumilev's poem "Cnosa“, included in the epigraph of "O npupone Cnosa",
points to the supremacy to the Word as the source of creation and as
God Himself,

Ho safislny MBI, UTO OCUIHHO
TonbKO CAOBO Cpelb 3eMHEX TPeBorT,
M B EmaHrennu ot HoaHHa

CxasaHoO, uTO cjioBo — 3TO Bor.

Significantly this stanze was inserted as an epigraph to Mandelstam's
essay not by the poet but by the publisher, Madame Rakovskaya.

16. I1, p.423

17. 111, p.33

18. 111, p.83

19. 11, p.317

20. Unlike Mandelstam's confident affirmation of the forgotten myth
of Christianity, Tyutchev's "lleBydecTb ecTs B MOpPCKMX BoJIHax" ends on a
note of despair and doubt. The final stanza reads:

U or semau mo KpPaMHUX 3Be3n
Bce GesoTBeTeH W TMOHHIHE
"nac BorMwmero B NYyCTHHEe,
Ayuy oTuasiHHOM mnpoTecT?

21. II, p.230

22 II, pp.226-227

23. The variant of the line "{BneHbST SBHOrO B UMCIO uynec BCeleHbLS
reads "llon nerkuit Haurpeill xBane M yausneHss'. This connects the vision
of the "Atlantis moment" more obviously with the music of the people -
the folktune.
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24. The image of the sea is pervasive in Mandelstam's poetry.
According to Kourbourlis' concordance there is a marked increase in the
frequency with which Mandelstam uses ‘'okean" after 1931, by
comparison with his earlier and almost exclusive use of "mope". One of
the four recorded instances of "okeaH" before 193! concerns the ship in
"Cymepku cBofionn" which attempts to steer its course across a vast and
hostile ocean:

Kax mnnyrowm, okeaH nens,
Mu Gy.neM MMOMHUTL M B JIeTEHCKOM CTyxe,
Yro necaTu Heflec HaM CTOMJA 3eMS.

It is noticesble that in 385."T'oHuapaMM Besnur ocTpoB cHMHUM - " the sea

(Mope) is associated with creativity and music, with the world of the
past rather than the present oceanic anarchy.

25, II, p.230

26. Nietzsche, F. The Birth of Tragedy and the Genealogy of Morals,
(1956), p.68

27. Although Ivanov shared Wagner's aspirations for unity, he did not
believe that the musician had been able to fully realise them: "Baruep
OCTAHOBMJICA Ha TOJANYTH M He HOocKasan mnocjelHero cnosa. Ero cuHTes
WUCKYCCTB He rapMOHHYeH KU He nonoH". (op. cit. p. 98

28. "... HaBcerza HOCHTHUTL CBOK AOYylly, CTPeMAUYCH K TIPEKpPacHEIM
vckyccreaMm." 111, p.78

29. III, p.79

30. Brown, C. 'Into the Heart of Darkness: Mandelstam's Ode to
Stalin’, Slavic Review, XXVI (1967}, pp.585-6

31. Baines, J. Mandelstam: The Later Poetry, (1976), Cambridge
University Press, pp.188-9

32. Freidin, G. 'Mandelstam's Ode to Stalin', The Russian Review, IV
(1982), pp.418-20

33. III, p.192

34. Przybylski, R. An Essay on the Poetry of Osip Mandelstam: God's
Grateful Guest, tr. M. A. Levine, (Ann Arbor, 1987, p.201
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35. II, p.259

36. "llo®ausi - nayr, B3pHBaKWKME BpeMs Tak, 4YTO TAyOWHHLIE CJOH
BpeMeHH, ero uepHoseMm okasamBawTcda cBepxy." (II, p.224

37. 11, p.144-145

38. A second reference to the Urmutter in Mandelstam's poetry
occurs in 394."K nycro¥t 3semse HeBosbHO npunasgan’. Here she is
associated with a life force that is stronger than death, and like the
spring brings renewal to the earth.

O ToT, UTO 3Ta BeWHHAA Morona
Ans Hac npamarepb rpofoBoro cBoAa,
WU 3To Byner BeyHO HAUMHATLCH.

39. In Bocnomunanusi. Kuura Ilepmas (p.192-3) Nadezhda comments that
not long before Mandelstam wrote 370. he listened to the singer Marian
Anderson on the radio. The previous day he visited a singer who had
been exiled from Leningrad. After five years in a camp the singer's
husband had been released and then suddenly re-arrested. Mandelstam
told Nadezhda that his poem involves a merging of the two images, the
woman from Leningrad and Marian Anderson.

Perhaps in the reference to the 'continent of punitive singing' the
punishment given to the singer's husband and to her, indicates the price
paid for creativity, though does not therefore point to its defeat.

40, N. Struve makes this remark in Ocun Manaeneuram: "“TpeTbd

EBxapucTua cBOGOOH& OT BCSKOM LEPKOBHOM MM KYJABTYPHOM OKpacku'.
(p.167>

41. Rayfield's view of Christ in his article 'Mandelstam's Voronezh
Poetry' presents a somewhat different response: "Mandelstam's Christ is
very much the Jew fallen foul of Caesar and his minions, rather than the
Christ who is to resurrect. Christ and Judas mirror Mandelstam and
Stalin." (p.356
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Concluding Remarks

Modern 'myth criticism' has been shaped largely by developments in
sociology, psychology and anthropology. One critic, A. C. Kern,
conveniently sums up three common approaches to myth, as "intellectual
constructions that fuse concept and emotion into images; or when
considered psychologically as primordial patterns which arise from the
collective unconscious of the race and so mysteriously move us when
they appear in literary works; or perhaps when considered
anthropologically as pragmatic charters of primitive faith and moral."1

In Russian literature mythology rose to the fore in the Neo-
Classical movement of the eighteenth century when Russian writers
imitated classical models, borrowing from original sources and from the
West. At the end of the nineteenth century enother classical revival
occurred under the auspices of the Symbolist movement. Myth was not
only perceived as appropriate subject matter for poetry but gained
meaning as a concept. Among others, V. Ivanov and D. 5. Merezhkhovsky
expressed aesthetic and religious ideas through 'myth'.

Laying to one side V. Ivanov's theoretical writings, his poetry
reflects a scholarly interest in the classics, incorporating stylistic
devices from ancient texts and, in Mandelstam's opinion, an excessive use
of mythological imagery. Ivanov did not use mythology to create
allegories or simplistic explanation but relied on the reader's ability to
decipher the text. This is a quality that Mandelstam valued in the work
of the Symbolists; he did not like a text that was highflown simply in
order to appeal to the reader's snobbery and satisfy a desire for cheap
and easy stimuli:

"Benukas 3aciyre CUMBOJNMA3MEA, €r'o NpaBHAbLHEA MO3MUMUA B OTHONEHHH K
PYCCKOMY UMTaATeNLECKOMY ofmecTBY OHJA B €ro YyUMTeNLCTBE, B  €ro
BPOX.EHHOH aBTOPUTETHOCTH, B naTpHapxankHoM BECKOCTH M
2AKOHONSTENIEHOM TSXECTH, KOTOPOM OH BOCIHTHBaJ 4YHUTaTENd.'"2

[The great merit of Symbolism, its proper place with regard to the
Russian readership, lay in its teaching, in its innate authority, in its
patriarchal preponderance and in its legislative gravity with which it
educated the reader.l

Mandelstam was versed in classical literature although he did not
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appear to adopt a scholarly approach. From Kablukov's diary it emerges
that Mandelstem failed his examination in Latin literasture becasuse he
chose to study only one of the two required authors.3 It is probable
that much of the poet's exposure to myth also came from 'secondary'
sources, such as Racine's play 'Phédre', and not necessarily the original
Greek texts. His perception of Christianity probsbly was formed largely
from literature. In a sense, the work of poets was his 'sacred text'

Mandelstam possibly used myth and mythology with a 'lighter touch'
than the early Symbolists. Knowledge of myth on the reader's part is
assumed and the poet's reference tc what appears to be extraneous
details, can be perplexing. Mandelstam wrote little about 'myth' as a
concept and from our discussion of  3%6."I'me cBaSaHHBI U
NpuUrBoXneHHLIM cTor" it appears that the myth of Prometheus need only
return in essence and not literally.

The twentieth century is full of examples of self-conscious use of
myth. If myth is held neither as truth nor as a 'sacred text', this raises
the question as to its role. Thus some critics have viewed Mandelstam's
deployment of myth in terms of need; as a shield against the turbulence
of historical events, a way "to keep these experiences at a poetic
distance by clothing what happens in a garb of classical history and
mytheclogy"4, or the purport of Freidin's interpretation which sees myth
as a channel for self-presentation, the myth of incest as a means for
the poet to join together the disparate elements of his world. In order
to bring Mandelstam's position into relief, we will chose Hitler and
Dostoevsky's character Raskolnikov, as examples of those who may be
considered to resort to myth in order to meet their need for a sense of
continuity, significance and coherence.

Hitler's 1love of Wagner's mythological world and the mythic
conception of him own self that he could construct from it, has been
attributed in part to his need to find significance in a world that he
felt had misunderstood and thwarted him. His passion for Wagner is well-
documented. It is recorded that he never missed a Wagner festival at
Bayreuth and a memoirist meaintains that it was while ettending Wagner's
opera Rienzi in Linz that Hitler was inspired to become a politician -
his mission: to elevate 'his' nation to greatness and power. The

historian, A. Bullock, sees Hitler in the tradition of German thinkers
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including Hegel, who believed in the role of 'World-historical
individuals', agents who carried out the plan of Providence and were
exempt from ordinery codes of morality. This enabled Hitler to see
himself as the glorious hero battling against the ignominious edversary,
his people a nation of gods. Myth without a morality that acknowledges
a higher ‘'authority', one that is fundamentally humane, shadowing the
redemptive sacrifice, is clearly a potential danger.

Mandelstam's concept of myth may at first sight appear to be without
the value judgements associated with a conventional morality. His
pantheon of mythic figures does not depict extremes of good and evil,
Although Mandelstam did not like contrived synthesis, he appreciated the
‘strongly contrasting colours of tragedy', the duality of some dear yet
hostile ©principle he saw in his former tutor V. V. Gippius;
"ABOMCTBEHHOCTL 3TOrO HAUAJa COCTAaBJANA J[axe ero npenects"S [its charm
lay even in the duslity of this principlel In order to make moral
choices, divisions must be marked out. Perhaps only in the separation of
the sheep and goats, the friends eand enemies of the word, does
Mandelstam draw divisions. Morality is seen by the poet in the context
of language. Sin is identified as the abuse of language, a distortion of
its inherent nature. He does not invoke an 'external' authority, for his
sense of rightness is found in the nature of the 'material’ world;
"SonuMii rOBOPMT: § CTPOW — 3HauuT ~ 4 npas. CosHaHMe CBOEH IpaBOTH
HaM Jopoxe Bcero B mo33uu..."6 {The architect says: I build, therefore I
am right. The consciocousness of one's own rightness is dearer than
anything else to poetryl

Both poet and dictator had an interest in architecture, perhaps
conscious of its potential for human expression of the spirit. Hitler was
the instigator of the monumental and massive architecture of the Third
Reich. In the early twenties Mandelstam sensed the shadow cast by the
approaching monumental forms of social life, uncertain whether it would
be 'the wing of approaching night' or his native city. Instinct for social
architecture, the structuring of 1life in grandiose monumental forms
beyond man's immediate need was not, in the poet's opinion, an idle whim
but rooted in human societies. However he recognised its danger:

"Ecnu TNoOmMHHO T'yMaHMCTHYECKOe OnpaBlaHHe He JAXeT B OCHOBY

rpsx,uym,eﬁ COUMAaNLHOM aApXUTeKTYyPpPhl, OH& pas3naBHUT YeJZIOBEKd, Kak ACI/IpHﬂ
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v BasBunon."7

[If & truly humanistic justification does not lie at the basis of the
future social architecture, it will crush man just as Assyria and
Babylon did.}l

Such a justification would value each individual as Man. Behind
Hitler's 'justification' for his actions lay perhaps an element that
Thomas Mann detected in Wagner's performances: "ein Anspruch, eine
Selbstverherrlichung und mystagogische Selbstinszenierung... Es ist ds,
in Wagners Bramarbasieren ewigen Perorieren, Allein-reden-Wollen, Uber
alles Mitreden - Wollen eine namenlose Unbescheidenheit, die Hitler
vorbildet, - gewiss, es ist viel )’Hitlert in Wagner.."8 That 'nameless
presumptuousness' may provide the clue to an understanding of the basis
of Hitler's mythic thought.

Anderson interprets Dostoevsky's llpectynsnenuwe 1 Hakazanue in the

light of myth.9 Raskolnikov is presented as an individual who seeks a
higher significance than ordinary experience, a continuity between the
conception of self and a 'sphere of sacral importance'. Society and
environment are squeezed into the protagonist's vision and what appears
as extraneous is brushed aside as he acts out his 'mythic cognition
According to Anderson, Raskolnikov oscillates between ‘'ego expansion'
thereby becoming the new lawmaker, a ‘'World-historical individual', and
‘ego dissolution', a way of confession and submission. Both approaches
release him from the passive role in an externally defined
‘reasonableness' and satisfy his need to project a sense of cosmic value.
Qﬁestions of mox‘aiity in Anderson's opinionrare not appropriate to
mythic thinking. I would add that by quoting the passage of Lazarus's
resurrection from the New Testament, the author seems to point to a
cosmic reality and authority greater than that shaped by the
protagonist.

Markedly different from Hitler's or Raskolnikov's approach to myth is
the poet's relation to it. He neither forces reality into a mythic

conception of himself nor, as Freidin implies in A Coat of Many Colors,

does he choose myth primarily in order to project himself. The sequel is
not of the poet's projection of his experiences or desires through an
arbitary choice of myth, but the existence of myth as an inherent end

living experience of the universe and the poet's recognition of it in his
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own time and space. As such, myth does not signify merely Iliterary
models or material from another age. Each myth that Mandelstam uses is
part of his life. The figure of Persephone is an obvious example; she is
experienced in the seasons and becomes pertinent as the queen of the
dead, the ruler of dying Petersburg. A similar notion is found in
Mandelstam's prose with regard to authors. No memories of the authors
remain, only rare presentiments, "penxocTHrx npenuysBcTBuUi; [IymKMH,
OBuauit, Nomep'.10 This experience is associated with the lover who in
the silence becomes tangled up in tender names and suddenly remembers
that all this has already been, with the result that 'the profound joy of
recurrence seized him, a dizzy joy' <(rayBokas palocTk TIOBTOPEHMUA
OXB&THBAET €ro, roNOBOKDYXMHTenbHas panocTe).ll In a depiction of the
exiled Ovid preparing for his departure in 104."Tristia", the phrase rings

out:

Bc& Gnls10 BCcTapb, BCE TIOBTOPMTCH CHORS,

W cnenox HaM nHb Y3H8BaAHES MHUTI.

Joy also characterises the comparison of the poet apprehending the
ringing inner image of a poem to a blind man, who recognises a dear
face even though he hardly touches it with his fingers and 'tears of
joy, of the true joy of recognition' (cnesm panocrtH, HacTosimell palOCTH
yaHaBaHbs)12 well up in his eyes. Both the lover and the blind men
experience moments which are intimate, highly personal and 'unconscious'
yet these moments also attain a suprapersonal nature. Perhaps the poet's
own creative life, whereby he composed poetry by listening to its pre-
existent, audible form, reinforced a sense of inherence in literature and
myth. In this way myth does not provide an organising factor by which
reality can be manipulated, for continuity is found in the recognition
of recurrence of an experience shared by men and inherent in the
universe. These moments resemble Eliot's conception in 'Little Gidding'
that "history is a pattern of timeless moments".

14."Silentium" begs the question of whether the poet wanted myth at
all. His original role is that of a listener, a part of the 'unbreakable
bond' (Henapyusemas c¢Bsaw). A. Lure's impression of Mandelstam's

'paradise’ is helpful:



"He... B Menouax GnTa, a8 B abCONWTHOM, MYSIHKAJIEHOM CaMOM3XHBAHHM
TBopuMOro ofpasa waM  uvaed.. Boasme Bcero, MaHnensmTamy  €pia
HeofixodMMa HNOBTODPHOCTS..."13

[not... in the petty details of life but in the absolute, musical
effacement of self in the created image or idea.. Above all else the
notion of recurrence was essential to Mandelstaml
Mandelstam sought neither self-aggrandisement nor recognition from
myth, but discerned a universal harmony beyond time, space and visual
appearance.

As has been suggested earlier, once the young poet had rejected the
secular Judaism at home his desire for religion was not immediately
shaped and fulfiled by Christianity or Hellenism. His deep longing for
universal unity and prehistoric harmony intuited in Marxist dogma and
Tyutchev's work, appears to have been the most intense ‘religious'
experience of his early years. Faith did not seem to provide a way of
unity, on the contrary it caused him to feel divided within himself. The
poet increasingly realised his need for an acropolis. He sought his
acropolis, a8 point which would combine the tangible and transcendent, in
Rome, in the visual forms of architecture and finally in the word.

Hellenism and Christianity were important not as an acropolis but as
inherent truths which gave meaning to suffering. There is no sense of
chronological progression and development, of Hellenism giving way to
Christianity, rather both are perceived as originating from the essence
of the universe.

At the heart of Christianity lies the paradox of the pre-eternal
crucified Christ. Nadezhda comments on the nature of Mandelstam's
Christianity:

"XpucrtuaHcrBo ['ymMuaeBa u AxMaToBOM  GBHJIO  TPaAMUMOHHBIM U
LUepKOBHHM, Yy MaHnencmraMa OHO Jexa/lo B OCHOBE MHPOMNOHMMAHHS, HO
Hocu/io cKopee $uocodckmit, yem GrToBOM XapaxkTep.'l4

[(Gumilev's and Akhmatova's Christianity was traditional and Orthodox
while for Mandelstam it formed the basis of his world view, the emphasis
placed more on the philosophical than on the everyday aspect.]

For Mandelstam the concept of Christian redemption was crucial in
his understanding of his role as an artist.!® Certain that redemption was

already a fact of the universe, there was freedom for the artist, a sense
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of having passed from the law to grace. All that remained was the
imitation of Christ. As one who 'imitated’ there was no need to construct
a mythic role for himself, to herald himself as a poet-prophet, or to
prize the innovative nature of his work. With childlike humility the

poet looked towards what is inherent in the universe.



Notes for the concluding remarks

1. Myth and Symbol, ed. B. Slote, p.153

2. II, p.231

3. Morozov, 'Kablukov's diary', p.149

4. Nilsson, N. A. 'Osip Mandelstam and his poetry', Scando-Slavica, IX
(1963, p. 46

5. II, p.483

6. 1I, p.321

7. 11, p.354

8. Mann, T. Essays: Band 3 Musik und Philosophie, ed. H. Kurzke,
(Frankfurt, 1978), Fischer p.144

9. Anderson, R. B. 'Raskolnikov and the Myth Experience', Slavonic
East European Journal, No.1, XX (1976, pp.1-17

10. II, p.224

11. II, p.225

12. II, p.226

13. I, p.400

14. Bropas KHura, pp.482-3

15. Art and literature helped to point Mandelstam to Christianity.
During his exile in Voronezh little could be offered in the way of
cultural stimulation. Mandelstam made the most of what was available and
items housed in the museum appear to have inspired a number of his
poems, including one of Rembrandt's peinting of the Last Supper:
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"KapTyHa PeMOpanaTa Haxonuneck B BopoHexe,

IpMUTaxe.
p.241

O. MaHznennmTaM

yacTO XOOWJ €e CMOTpeThb"
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