A Sehg@ ‘

Selo and ts Poek Papen
i"b oZar*‘é £ Co —e g,a_’ s
/990 Dartpith Copthpe s Doty

chmal
“Classical” and “T'sarskoe Selo” in the Works of Annensky:
Some Observations in Regard to Acmeism

;‘“d Lar

T The Tsarskoe Selo stage of Annensky’s biography, which end-
§ :d with his death, was the period of his greatest creative blossom-
¥ 2g. In the words of T.A. Bogdanovich, though he rarely stepped

seyond the threshold of his study, he experienced “in this minute

ierritory an entire life saturated with poetic and philosophical

:deas” [23, p. 82].1

* * * 044‘ y

Akhmatova more than once recalled the “more or less open
persecution” of the young Gumilev, and linked it to the inability of
“the brutal natives of Tsarskoe Selo” to reconcile themselves with
“anything on a higher level” [12, p. 8; 36, pp. 273-274]. According to
Akhmatova, their own “level” was such that all they knew about
symbolism was: “O cover your pale legs” (<0’ sakpoit ceou Gnaenubie
Horu») and Let Us Be as the Sun («ByzieM kak connue») [12, p.8]. The
title of Balmont’s work was transformed into an emblem of the cur-
rent notion of poetry and poets, for it reflected the tendency of sym-
bolist works to assume the aura of a world’s fair [25, p. 96].

The title Let Us Be as the Sun is closely linked to the book’s epi-
graph, presented as a quotation from Anaxagoras: «fl B 3TOT Mup
npumesn, 4To6 BUAETb condue» (“I came into this world to see the
sun”). Balmont had in mind the statement attributed to Anaxago-
ras that life is justified by the opportunity “to observe the sky and its
stars, Moon and Sun” (ena6moaate HeBo 1 Ha HeM 3Be3fsl, JIYHY W
ConHue») [28, pp. 221, 244]. This was undoubtedly familiar to An-
nensky, an expert on the classics as well as a poet to whom the “lit-
erary uproar” was alien, and who found a guidepost in the “falling”
intonation of Dostoevsky’s voice during his reading of Pushkin’s
<lipopox> (“The Prophet”) [9, p. 237].2 The notion asecribed to An-
axagoras found an echo in’ Annensky’s tragedy Melanippe the Wise
(«Mesiannnna-gunocod») but it sounded there “quietly” in accordance
with the Quiet Songs, which in turn harmonized with “quiet and
fragrant” Tsarskoe Selo, contrasted by Akhmatova to “thundering”
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Petersburg [11, II, p. 248]. Let us recall Melanippe’s declarations
“And the quiet stars speak withsme;‘father, in the sleepless nights
...” (¢l THXME CO MHOIO rOBODPSTT/ BECCOHHBIMM, OTEU, HOYAMM, 3BE3-
Asl..») [8, p. 329]; “...Amidst the distant stars, I catch a fleeting
glimpse of the beams of golden truth...” (eMcTunn 3natoft / cpex
AaNLHUX 3B€3J K MHE JIYUH MeJibKaJi...») [8, p. 344]; cf. «Cpeau mupos»
(“Amidst worlds”). ‘

Tsarskoe Selo’s Melanippe the Wise corresponded to two of
Euripides’ unpreserved tragedies [45, p. 162]. One of these had the
same title as Annensky’s and “was famous in antiquity for its ac-
count of Anaxagoras’ rational system” [8, p. 308]. Euripides was
considered his pupil; in any case, the influence exerted by “the fz-
ther of rationalism” runs through the creations of the “philosophe-
of the stage” like a “vivid streak” [4, p. XX; 7, pp. 39; 28], includinz
the fragments that have survived of Melanippe the Wise [28, p. 277"
Conversing “across centuries” with the tragedian of antiquity [20,
19], Annensky saw in the “mirror” of his poetry, the reflection
«qyxxue, HuubM Jsyun» (“another’s, nobody’s rays”) [33, p. 72], the
“rays” of Anaxagoras’ doctrine. ‘ .

Several important semantic components are in one way or ar-
other linked with Anaxagoras in the Euripidian layer of Annen-
sky’s work [2, V). These include first and foremost «CTPEMJIEHHE 32
Bemamy no3HaTbh MX cymHocTb» (“the striving to perceive the essence
behind the material object” [4, p. XXIJ, to see “the form of thought”
in poetry [29 , p. 237], to divine beyond nature’s reigning harmoni:
beauty of color, rays and of scent [9, p. 466] “another eternal beauts”
[9, p. 217], «rapMoHuI0, KOTOpas He AEACTBYET HEMOCPEACTBEHHO Hi
rna3a u cayxosele HepBbi» (“a harmony, which does not act directls
on the eyes and the auditory nerves”) [29, p. 542]. The «IPU3HAHHE
BEUHOCTH MaTepun» (“recognition of the eternity of matter”) [4, p
XXI] belongs here, as does the notion of man’s soul as “an atom of
the world’s spirit,” “harmoniously flickering” with tendencies ir
the “world of ideas” ([9, pp. 217, 466], cf. also the Platoniz
implications), which gives rise in the “atom” to “power and great-
ness,” independence, conscience, compassion and «HeuTo BhICHEE
UEM XHU3Hb OTAesIbHOrO uenoreka» (“something higher than the life
of an individual person”)—cf. «BTOopocTenenHocTs Bompoca o cMep-
> (“the secondary nature of the question of death” [9, p. 28]). The
analogues of these and other positions are summarized in Mela-
nippe’s extensive monologue [8, pp. 344-345], who, undoubtedly in-
fluenced by knowledge of her Euripidian prototype, with great pre-
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cision and completeness sets forth Anaxagoras’ system. Both the
“Annenskian” and Euripidian Melanippes are moved by the wish to
save their children, by “the pathos of motherhood” (29, p. 541]-on
Creusa in “Ion”), in which the creative, spiritual but also “rational-
ist” aspect—“the art of thought” [9, p. 187], the “agony of thought”
19, p. 477; 39, p. 60}—receives exceptional development. This “ag-
ony of thought” comes from Pushkin’s “Elegy”; cf. also: <A mme, cka-
XWTe, B MyKax MbCIH / Hazercsa nb cepaue cocrpaaats?» (“But tell
me, can a heart be found that would sympathize with me in my
agony of thought?”) [8, p. 202)). Annensky wrote of Euripides: “The
poet forced not just Hecuba to propogate Anaxagoras’ doctrine; he
brought out onto the stage the actual philosopher in a peplos, and
his Melanippe...delivered...an entire physics lecture” («[ost
34CTaBUN He oAHY I'exyly nponosefoBaTb yuyeHue AHakcaropa, OH
ShIBEJ Ha CLeHY HacTosmero guyocoga B nensoce, 1 ero MesiaHKUNNa,
IpOYHTAsA. . .UeJTYI0 JIEKUHIO No Pu3ukes) [4, p. XII].

Living in the “world of hyphotheses” [7, p. 39] Melanippe atones
for the break in her “meditative life” with sufferings consecrated by
reason ([8, p. 311], an attribute dating back, apparently, to Aristo-
te’s opinion of Anaxagoras [28, p. 220] and applied by Annensky
also to Euripides [¢4, p. XX]) and to reality, which overcomes the
burden of “the inert matter” of existence (39, p. 62; 42, p. 142; 45, p.
168]. But the pathos (more precisely, na8og, “enduring,” an ele-
ment in the structure of tragedy [14, p. 129]) of Melanippe can be
seen as an analogue to the pathos of the divine spirit (corresponding
0 Anaxagoras’ voUg, Spirit or Reason, but also to the Biblical spirit
-John 3:8]; for more details see [2, part V1), about which she speaks
in the monologue mentioned above. The spirit’s cosmic act of over-
coming Chaos consisted of beginning to rotate the mixed “essences
of the world” (“seeds,” “kernels” - to which Annensky sometimes
equated “atoms”[4]), which led to a “harmonious” and “beautiful” (8,
p- 345}, “ wonderful” [8, p. 562] world being eternally created by the
spirit. The word noabarts (“to lift")>—“Having lifted the kernels
from chaos...he began to whirl” («... 3epra / U3 Xaoca MOABSIB ... 3aKpy-
xun ..»»—applies to this act and recalls the formula found through-
:ut Annensky’s work that describes one of the basic predicates of
the poet or the hero [2, III, p. 33; 3, p. 38].3

One can see the nature of the correspondences between Mela-
zippe’s “Anaxagorian” monologue and its classical sources (Anax-
igoras’ “On nature,” for one) in these two examples:
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...A cems -« ,CEMEHA Bcex seme, ol iz, i
TaM kaXgoe Ha4aTKH BCEX BEmeEH omie BCEBO3MOKHBIMHA (bu; -~
He3puMeie Tanuo: U Xenesa aMH, LBETAMH, BKYCAMH W -
B HeM GblJI 3aKaJl, ¥ PO3Kl apOMar, naxamu» (<O npuposes, &iyar-
H panyru ysera [8, p. 344] MeHT N 4) [28, pp. 147, 294]
...But there each seed hid the ...the seeds of all things
invisible elements of all things: possessing all possible jvrs,
and it had the tempering of irou, colors, tastes and smells
and the scent of a rose, and {“On Nature,”
the colors of the rainbow fragment No, 4]

(Related to this notion is the “Annenskian” understanding of “hcau-
ty in nature” [9, p. 466], which has been referred to earlier. Since it
is not possible here to discuss the very important theme of scent (2.
V], let us note only the motif of a curative fragrance of a divine be-
ing, used by Annensky at the end of Melanippe (cf. the exodiu=a 4
Hippolytus [7, p. 27; 9, pp. 384, 395; 29, p. 553)), and also in King 1«
ion, where the fragrance of the roses of Eros is linked with iz mor
tality and love. Note too the ending of Annensky’s “Undying fra-
grance,” a translation from Leconte de Lisle).

A cmepTh? . . O, CMEDTB - pa3nyka, | «.HUKAKaS BEMb K€ BO3R k.34

HO H TOJIBKO. —H He YHHYTOXACTCH, Hrs 20+
Kosb Ha rpo6ax Mbl BUJHM OrOHBKH, CAHHACTCSH U3 CYIKECTBY A0 (%
Koraa TeMHO, 2 Ha MOTrMJIaX MLIIHO BEIEN U pa3geiinerca. »
TpaBa pacTeT; H €CJIM TOJILKO NbIb (<O pUpOAes, parMeHT Nt i 7),
B MOTrHJslax OT CKEJIETOB OCTaeTCH, «YXoAuT Ha3laxn / PoaMBLIcecs
Tak NOTOMY, UTO K pPacUENJIEHbI0 HET H3 3eMJIH—B 3emmo. [ Tipown:-
Yx 6osiee nperpajabl, YToOk mIamMs WeRUECE Xe H3 3rpHOre cenie-
Yo B 3¢pup u uTO6 3eMireH 3eMasn HU / BO3BpawasTcss ONats 1o
H BJ1aXXHOI0 TPABOIO COKH CTaJIH. Hebo. / He yMEpasT HHY O 54
[8, p. 345] BO3HAKAWOWEro»

(EBpunug. dpardeqt Tpares:
«Xpucunr» |28, ¢ 282, 298
And death?...0, death is a parting, ...nothing arises or iz

but not only that. If we see lights on destroyed, but forms and
the coffins when it is dark, and on the dissolves from ex;siin g

graves grows luxuriant grass; and things.., (“On nature”
if only the dust of skeletons is left in fragmenl No, 17)
the graves, Then because there are It goes back / Bom o) the

no more obstacles to the uncoupling, earth—into the earth,
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toe g eoie got ond inio 17w ether,  lssuing from the seed of
the goih ecomne curth and the ether | It returns again

juices booiwae Aalap Zrass. into the sky / Nothing that
arises dies.
{Euripides, Fragment of the trage-

dy Chrysppus [28, pp. 292, 298D).

vwampeqget ) nes boom Arnensky reflected his thoughts
Jhear v os Aap s of Buripidrs: e..Ara HETO Ayma 4esoseka nocse
cMEpl A o IapaTaeTes B 3PP, KaK TEJO HACT B 3EMJIIO® (...for him after
deato. o man’s soul returns to ether, like the body returns to the
sarth” 4, n. KXV ~f also, for example: «<Ecn yMpeT yesioBek, /

e wa serrys (B TOHYI0 HOUL / M1aMeHeM CHHHM MepuaeT...» “Ifa
. by i - RS

; -t iy tha grave / Ir the dark night / Glimmers
SRR - ... %) “ram Lrodamia [S. P. 467)); and Zina yero Ha
o sy | 3es CACH ¥ TRITHEE rrara? (“Why on the forgotten

s are related to the motif, that figures in a number
of Aprensky’s works, of lifs with which “an atom of the spirit”
{(raoan's soal) joins after becoring «uncoupled”. from the body that
Yep ron tnte tha earhhy The transition into this life is often linked

L o 4piors be onTry away v th it something like a sou-

mer gud more lurariant?” [8, p. 176D.

iy acrdd ke, for example, the abstract image ofa
i ] . eoln~ scent and “sontour” («Eme JIHJAHA» {“Still the

o el VR P ~547) or the image of some locality: «O Nenndl /
eersil B ¢ DeToH KopOHOH! Y1 eJiH, / Y1l TOKM CMOJIN 651arOBOHHOR . . .
[ina mopwx / Hedec He 3a6y/1eM T€0S Mbl...» (“O Pelion / Green, with a
white srown! And the fir trees, / And the currents of fragrant resin
Cvnie o)) et foomot you for the new skies...”) [8, P 314]. Also

R TI LIT AT ARPE - R e Lo raasais B3ATH Xouy A / U3 TeEMHEI0-
o droBwocipnng,/ CHE Goispie / Y3HaBasi, TPEMETano...> 1

o nke i everyling with my eyes / Out of the darkening

o . A¢ thet wy heart)/ Recogmizing past dreams / Would

cremble..” [&, p. 181
T Laodamia Hermes speaks of “atoms of a second existence’

2 p 485]; it appears to him through the «“multitude of centuries” at
he cpatin]l and temparal peint where all the signs recall the poetic

AN /f:.'_ Cos. . Last ‘the white night, the avenue, the statue
doley coselid rsin e efl 2]) and wore concretely, the deserted
Ctfie roomor of the ¥iaterininskii Park, where the statue “Pace,™®

s ha v Arnensky, was iocated [15, p. 45; 23, p. 105]. Hermes

4
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thinks about his future ability—already in the form of a “marble
god"—to inspire the poet “with the beauty of contemplative forget-
ting, which, one must assume, Annensky linked to a certain
“new” perception that would refract the “éternal” [9, p. 205] through
the psychological prism of the modern “I” “suffering with the con-
sciousness of its 1rreparable solitude...” («3aMyueHHOro co3HaHHeM
CBOEro G6e3LICXOHOrO OAMHOUECTBA...») [9, p. 102]. The poem “Pace”

affected the young Akhmatova and her friend V. S. Sreznevskaia
just as much as did the “Statue of Peace™ itself in “the overgrowr
part of the park,” where as teenagers they could observe Annen-
sky’s strolls. [23, p. 144]. Impressions from the statue and from the
lines dedicated to it (and from the entire «TpuinctHuk B napkes
[“Trefoil in the Park”]) found significant reflection in Akhmatova’s
work; but another “sculpture” became her “marble twin” [22]. Az
echo of the ending of “Pace” can be found in the concluding couple:
of the poem «3arisakannas ocenn, xak BaoBa..» (“Tear-stained at-
tumn, like a widow”; ¢f. about this further on). Let us also note z
possible harkening back to Annensky (“Still the lillies,” etc.) in Akh-
matova’s «[locnegusis Posa» (“The Last Rose”): «Focnomu! T Be-
Avmb, A1 ycTana / BockpecaTh, ¥ YMUPaTb, U XHTb./ Bce BO3bMH, HO 3TCH
po3rl asioit / Jlatt MHe cBexecTh cHOBa omythTh (“Lord! You see, I a—
tired / Of resurrecting, of dying, and living. / Take everything, bz:
let me experience anew / The freshness of this scarlet rose”). Pa--

ticularly worth noting are Akhmatova’s analogues to the “Annen:-
kian” theme of fragrance and smell: “the smell of the immortz.
roses” [10, p. 411] et al., cf. [2, V1.

The ending to Akhmatova’s poem, “The leaves of this willcs
tree withered in the 19th century...,” which contains numerous as
sociations with Pushkin, Annensky and others [31], uses the “ox:-
lines” of Tsarskoe Selo’s gardens as an image, partly reminiscent
Annensky in that the focus is not directly on the object but on i
form or “a combination of abstract forms” ([24, p. 113]5:

\l TyAa He BepHYchb! Ho Bo3bpMy n 32 JleTy ¢ coBoio
OY€epTaHb A XUBhIE MOUX L{ADCKOCEIBCKHX CaZIOB.

I will not return there! But I will take with me beyond Lethe
The living outlines of my T'sarkoe Selo gardens.

Already in antiquity, in one of the places in Euripides’ Alce:
tis, people perceived a reference to Anaxagoras, who according
legend loses his son: «..ymep/IOHoma <...> Ho cToitko/Hec oTel CBow
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 "i€; / A ceiMHOI0 BOstoc/ Bhln Y HEro noAepHyT: />KU3Hb yXe mna K
werTy» (“The youth / Died /. . . But stoically / The father bore his
g—zf; / And his head was covered with grey hair:/His life was al-
~:3y in decline” [28, pp. 223, 2571).6 The comparison of two lives,
= of which, in its “decline,” continues on, while the youthful life

s=-ishes, echoes the central theme of Alcestis. Admetus’
*.a]ability to deny himself or to go into battle and suffer”
mrresponds to the old Pheres’ “candid, almost cynical love of life,”
nzt in Admetus is concealed “a sufferer, oppressed by the yoke of a
::zak, interminable manner . . .of life” [29, pp. 112, 126, 133].
+ cestis obeying her tender heart’s “quiet,” but powerful voice,”
~ses up against Ananke, who personifies this kind of blind fate [29,
: 134]. The theme of the female heart moved by Eros to oppose
izanke at the price of its own existence is obviously close to
iomensky’s Melanippe. “The remainder of one’s strength,” an
:xiremely important motif in his tragedy, apparently comes from
=e following characteristic contexts in his translation of Alcestis
7,1, pp. 76-771:

=epeT:) Kak xe npaxa (AAMeT:) Thl He TNIpMImEJ, CTApHK,
TOH He NOUYTHTb, KOTOPAS TBOW Th OxKanen / OcratkoM JHues
~€EHOI0 THEN CBOMX HAM XH3Hb Kynuia, NOXEpTBOBaTh. 3aueM e, /
ZATs Moe, KoTopas fana " . . HaJ& 10HOCTBIO, 3ary6eHHOM
JCTaTok AHEH ¥ MHE TIPOXKHTD ToGol0, / Tenepb NPUXOAHIIL
CTOKOMRHO «...> ? AaKaTb?
Pheres:) How can I not honor (Admetus:) You did not come,
the dust of she who bought us old man, you weren’t able to
vour life at the cost of her own . sacrifice the remainder of
days, my child, who allowed me your days. So why
10 live in peace for the do you come now to cry over
remainder of my days...? the youthful life you have
squandered?

In Melanippe this motif is linked to Hellenus: “I preserved the
remainder of my strength, my Aeoh,xs, /-To see you and to feast
upon the dawn /Of the fame of Aeolus descendents / Which the son
of Chronos once promised me” [8, p. 335]. The “remainder of one’s
days” is also a topic in Annensky’s “Harmony.” The relevant quota-
tion is juxtaposed below with a passage from prayers addressed to
Hera by Melanippe’s girl friends:
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51 xaaHo 3nech, nokyAa HeGo 3HOMHO, CepALy cepAua roJioc yyTok:

OcTaTok fHeRt TyMaHHhIX Gepery. Tloxane B TOCke POXAEHHBIX,
A r/le-To TaM MATyTCS {s b HA - ‘H3 OrHA OTAal MaoOTOK,
TaxHe X 51, 6€3 cuéTa M Ha3BaHbs, HexHOR MaTepH cnaceHHmIX

H ube-TO MOSTO10€ 32 MeH s
KoHyaercs B Tocke cymecTBoBaHbe.

I greedily guard the remainder of  The heart’s voice is sensitive
the hazy days, while the sky is . to the heart: Pity those born ir
sweltering. But somewhere amidst melancholy. Return to their
the fire similar I's, without name or tender mother the babies
number, are disturbed, and some- rescued from fire

one’s existence, instead of ([8, p. 353], cf. here too on
mine, ends in melancholy. Heracles’ children).

Let us append to what we said earlier [2, IV; 3] about “Turgen-
evian” and “Dostoevskian” (and possibly Akhmatovian) associations
in “Harmony” that the Annenskian conception of Alcestis reveals
similarities to the poet’s interpretation of Turgenev’s <«Crtpannas
ucropusi» (“Strange Story”). According to Annensky, its theme iz
“youthful” life, “freely” accepting suffering that is “consciously aim-
less,” “atoning for nothing,” and containing within itself only “ar
aestheticism of the highest order of suffering” ([9, pp. 144-145].
This kind of an understanding in large part derives from the notioz
that a fixed sum of happiness and unhappiness exists in the worlé
and if one of the “I's” living “in nature” [9, p. 102; 2, IV, p. 3=’
evades suffering it creates a “double burden” for another [9, p. 14€
—cf. the ancient views used by Annensky in the analysis of Alces:-
is, in which «cuactbe u Hecuacthe oTnyckammucs Ha moaer s onpe-
A€neHHOM konuyectse ...» (“happiness and unhappiness were givez
to people in a defined quantity...” {29, p. 128]).

It would be correct to seek a Euripidian-Anaxagorian eleme=: |
in such essential concepts of the early Annensky as “the poetry =
conscience,” a notion developed by him in his analysis of Dostoes
sky’s works. It is sufficient to take an example from Hippolytus. =
concluding the discussion about wives deceiving their husbands =
in Laodamia [8, p. 455]) Phaedra says: «H eciu yYro-HMGYm
NOCNIOpHTb MOXeT/ C XeJlaHbeM XHTb, Tak coBecTb...» (“And if ars-
thing can compete/ With the wish to live, it is the conscience...” -~
I, p. 2411).8 The degree to which conscience as a moral factor, r=¢
ulated and organized by the “wish to live™ is important to Anr.e-
sky’s personality can be traced back to an episode of his biograzsw
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which has recently become known. The spiritual kinship of the
poet and of O. P. Khmara-Barshchevskala “could have developed
into an intimately closé relationship, but Annensky could not go
that far” [23, p. 65]. As O.P. Khmara-Barshchevskaia acknowl-
edged, “.he was tormented by the thought: “What sort of a person
am I? First I took the mother (from my stepson), and then I'll take
the wife? Where will I hide from my conscience?” And there arose
“rot a liaison, but a radiant merging” [23, p. 118]; Annensky’s
characteristic motif of “the eyes’ rays,” to which the “radiant merg-
ing” also applies, comes from Euripides, as in Elektra: “We will not
merge with our eyes’ rays!” {17, II, p. 70).

The “I” of “Harmony” iz essentially in the same situation as
Pheres (and to a degree as Admetus) in Alcestis: “a youthful exis-
tence” ending “in melancholy” saves “the remainder of his days” for
him. But if Pheres clutches at life above all else, for the “I” of “Har-
mony” the opportunity to live the “remainder of his days,” is linked

'to the need to “purify himss!f irn the crucible of suffering” [29, p.

138], with tormenting thoughts sbout the cost at which he has
bought his own life (cf. [41, p. 21]). In a similar fashion, Admetus
savors the “fruits of self-denial” on the part of “the great and brave
hearts” of Heracles and Alcestis [29, pp. 133, 138].

The image of a widow appears in the opening lines of Akhma-
tova’s “Tear-stained autumn, like a widow...,” written after receiv-
ing the news of Gumilev’s death10:

"3anjakaHHasi OCeHb, Kax BAOBA,

B ogexaax depHuIx, BCE cepaya TYMaHHT.
TlepebHpas My>XHHH CJNIOBA,

OHa pHlAaTh HE NEPECTAHET.

Tear-stained autumn, like a widow, / In black clothing, con-
tinuously clouds hearts. / Turning over in her mind her hus-
band’s words, / She will not cease to sob.

Through its direct source in Annensky’s “Tpoe (Threesome)” Akh-
matova’s poem contains “contextual overtones” [35, p. 36] that re-
flect the “Annenskian” translatlon of Alcestis:

Na Ha n1oxe rny60xoro ;
TeHHOR pH3OA ﬁoxpur; **"Bpaxa cMeHsi€eT ... YepHOH
OAHHOKas rPEe3HT BAOBa— ’ Pu30i10 6neck MOKpPHIJICS.
H xonoaHbKIE BOABI KHUIIAT... . H Ha nycToe 1oXe

- ' B noM OAHMHOKO BJauyCh s

__Tnay norpeGanbHLIA JHKH
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In the bed of a deep ditch /Covered The funereal lament repla-

to her heels in garments of foam / ces the songs of marriage

The lonely widow dreams / ...splendor is covered with a

And the cold waters boil... a black garment. Alone, I drag
myself into the house and onto
the empty bed [17, Ip.91]

Note too, in Melanippe, the children dressed in “funereal clothes”
and their prototype in “Heracles™ “funereal cloaks” [17, I, p. 421].

The tragic note of Akhmatova’s poem is intensified by the sub-
text of Alcestis, which is connected with Admetus’ pathos, the feel-
ing of “a life that is worse than death” [29, pp. 138-139], i.e. of a life,
preserved at the cost of the death of someone near, of a dear
“youthful life,” destroyed by Ananke’s senseless decision. Note as
well in Helen: “If my husband had been killed in a foreign land - in
a flow of tears /I would have found comfort in widowhood” (17, 11, p.
126].11

There are hidden echoes of the theme of Hellenus, Melanippe
and the descendants of Aeolus in Annensky'’s “encouraging madri-
gal” dedicated to Gumilev [36, p. 273; cf. also 2, IV, p. 29; 3; 15, p.57]:
“remainder of one’s strength,” the sunset of life, motherhood, the
possibility of seeing the continuers of their kind and the “dawn” of
their glory. In a unique way it “illuminates” the continuity from
Annensky to the Guild of Poets. Even Annensky’s death seemed to
be an unintentional development of this theme: he did not live “the
remainder of his days” and did not see “the dawn” of the fame of his
literary “descendents” (nor did he survive to see his own fame; see
Akhmatova’s “Teacher”). Just as Annensky had predicted [34, p.
198], not long after his death a quiet but compelling feminine poetic
voice was heard; the verse was “provocatively spare in the age of
symbolist gigantomania” and found “brilliant and unexpected suc-
cess” [ibid.].

For the second anniversary of his Teacher’s death, Gumilev
wrote a poem in which the image of the “muse who has departed
from the poet” appears right in the park at Tsarskoe Selo, in the
very place where Annensky located Hermes in Laodamia. But “the
wounds in place of eyes” on the face of the muse first and foremost
recall Melanippe, blinded and separated from her children:

...MoH rnasa. .
0. connye...0, UBETHL...0, CHBL...0, feTH...
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...My eyes...
0, sun...0, flowers...O, dreams...O, children... (8, p.359]

The association of the sun, flowers, and children comes from Dos-
toevskyl? and Verlaine. Melannippe’s “dreams” have something in
common with her other “dreams”; the words «..He HaaO Gonbwe /
MyuKHTENbHbIX H HEBO3IMOXHBIX CHOB» (¢... 1 don’t need any more of
these agonizing and impossible dreams”) [8, p- 365] clearly corre-
gpond to «Pas de mauvais réves!” in “Impression fausse,” which
Annensky translated from Verlaine (“Dreams - impossible dreams”
(8, p. 277)). Buta particularly important source is Euripides (“He-
cuba,” 1255): '

0'1jol TEKVQV TGV 0 PUATWV TERWY, TEAOG
Alas! O, children!..O, eyes!..O bitterness!..[17, 1, p. 399]

Polymestor’s exclamation refers to his children, killed by the Tro-
jan women, and to the eyes of the «wretched husband” that they had
plucked out. An indication of the Euripidian aspects of the blinded
Muse in Gumilev’s poem can be seen in the second verse. Refer-
ring to the realia of Annensky’s study (23, pp. 70, 127] the lines «A
taM, Haa wxagoM, npoguib Espunuaa/ ?ge é}remm ropsigHe rriasa»
(“But there, above the shelf, the profile of Euripides already blinded
the burning eyes”) seemingly foreshadowing «paHbl BMECTO rnas»
(*wounds in place of eyes”) in the poem’s finale; similarly,
cropALMe ABE AMBI (“the two burning hollows™) of the Nymph’s eyes
in the Bacchic drama (8, p. 561} foreshadow the blinding of
Thamyris.

One should also take into account, of course, that the theme of
blinding, important for Melanippe and also for Thamyris, appeared
in Annensky’s last poem, which says of the poet’s Melancholy and
her children, the verses: «CoBpanacb MeTb oHa . He cMOJK H nepsbd
cThx./ Kax mMajteHbKHX gqeTeil 'y HER nepessizain, / CnoManii pykn MM 1
ocaennmn Hx» (“She was about to sing...and the first verse had not
quieted, /When they bound her little children,/ broke their arms and
blinded them.” (8, P. 171})). From the mythological aspect, blinding
is treated as a harmful function of the Muses, and it is closely re-
lated to the motif of depriving a singer of his poetic gift or, on the
contrary, granting him such a gift [37, P- 42]. The first of the two
possibilities is reflected in the myth about the Thracian singer
Thamyris, which served as the basis for Sophocles’ unpreserved
tragedy (8, p. 511}, and also for Annensky’s Bacchic drama. “Freely
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bearing” the torment and deprived of the ability to see “the amazing
world” [8, p. 562],13 to remember or to hear music, Thamyris in the
“prison of this deafness and of this forgetting” (20, p. 24] saves “the
last ray” from Euterpe’s music ([8, p. 568]. Similarly, in Melanippe
we note: «..mupa / [Jocneanna ayd ARA Apbi» (“...of the world/ The
last ray for Arne”) and the «packaieHHbIA» (“scorching-hot”) nail [8,
p. 361]. The blind wanderer driven by his mother who has been
transformed into a bird, preserves the echo of the Muse’s “ineffable”
melody [20, p. 24] and remains the possessor of a certain true
knowledge—similar to Tiresias and to other blind men,
«contemplators of the essence,” to whom Oedipus, after all, also be-
longed [, p. 101}. In Akhmatova's cycle «llamsaTh nosta» (“To the
Memory of the Poet”), which is dedicated to Pasternak, the image of
the prophet is linked to the blind Oedipus and Tiresias, and, indi-
rectly perhaps, also to Thamyris: <«C/oBHO AOYKa cAenoro JAuna,
Mys3a K CMepTH MpOBHALA BEJIA» (“Like the daughter of blind Oedipus,
/ The Muse led the prophet to death™).14
In connection with the mythological motif of the harmful influ-
ence of the Muses who impart the gift of poetry, one should mention
Akhmatova’s description of her impression upon first reading the
Cypress Chest. She basically describes a state of blindness and
deafness: <5 cpasy mepecrana BHAETE M CJILIATh, i HE MOrJia OTO-
pBaTbCsl, s TOBTOpsAZNA 3TH CTHXM AHEM M HOYbIO» (“I immediately
ceased to see and to hear, I could not tear myself away, 1 repeated
those lines day and night” [18, p. 711). The reading of her Teacher’s
book prepared the way for the soon to follow first «ascent” of Akhma-
tova’s Muse in the spirit of her later verses: “A My3aH rja0xja v
crenina,/ B 3emye MCTA€Baja aepHOM,/ Yro6 nocJie, xak deHUKC U3
nensna,/ B abupe BOCCTaTh rony6om» (“But the Muse went blind and
~ deaf, / She rotted in the earth like grain, / So that later like the
phoenix from the ashes, / She would rise up into the pale blue
ether” [10, p. 298]).15
At the end of Akhmatova’s «Teacher” («..BO BCEX BAOXHYJ TO-
maenbe.. [“...he breathed languor into everyone...”]), as indicated by
the well-known declarations of the Author, the word “gveryone”
refers to the pleiad of young poets “contained” in the creator of Cy-
press Chest. “Languor” refers to the Annenskian way of signalling
the creative condition [2, 1, 22; 11, pp. 3, 21; 3; 44, pp. 148, 215],
which is linked to the notion of “bearing” torments, a heavy burden
and so forth (ToMHTb: «MYUHTD. . ‘HajaraTh HernocuibHOE Gpemsi» {to
weary: “to torment. . . to place an excessive burden”) [16, 1V, p.
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414]), and also to the notion of the mother’s “torment” over her chil-
dren (MaTh TOMHT O AHTATH <MYUMT, OHa TpycTHT» {the mother tor-
ments herself over her children; “she is tormented, she is grieving”
(ibid.]}. Note too the poems “My Melancholy” and “Third Torment-
ing Sonnet.” The “mind tormenting” hypostasis of “the pathos of
motherhood” and of the “vivid streak,” which is reflected in Mela-
nippe ([6, p. 86], on Euripides), permeates all of Annensky’s works,
beginning with his article on the tragedies of the “first tragedian of
the individual” [20, p. 19].

Here are several illustrations (see above as well): “...Androm-
ache with the pathos of a grieving mother, with her children,
which they tear away from her embrace... [4, p. IV]); (“Alongside
the tragedy of Rhesus stands the tragedy of his mother the muse, of
the immortal mother of the mortal son” ([5, p. 120]);16 “Euripides
loved to portray the union of this maidenly purity with the deep ten-
derness of motherhood...” ([6, pp. 85-86)—on Iphiginea and Antigo-
ne);17 “One must be familiar with all of Euripides’ poetic output to
understand the meaning behind the motif of murdering infants...”
(29, pp. 426, 428] analyzing Heracles; on the murder of children by
Heracles see also Melanippe (8, p. 352] and King Ixion [8, p. 379]);
and “Creusa suffers from the deeply hidden and all-consuming
pathos of motherhood. Euripides touched upon this theme in Mela-
nippe....” ([29, p. 541], see above).

In one of his articles on Dostoevsky Annensky wrote that the
former “could not help endowing the sick children of his fantasy
with his own consuming disease of creativity”) ([9, p. 128]—Annen-
sky’s emphasis; cf. [2, III, p. 29]). Others have noted his interest in
the story “Mr. Prokharchin,” “which was not only not liked but also
had bad luck” and that the story is where the “first outline of the
prophet in the poetry of Dostoevsky” arose [9, pp. 27, 238]. From
here it is not far to Annensky’s notion of the «uaeanbHmt nO3T»
(“ideal poet”) as the «nachiHok uenoseuectpa» (“stepchild of human-
ity™) [9, p. 201].

The theme of Thamyris’ «xononnoe gercteo» (“cold childhood”)
in the “Bacchic drama” is tinged with Annensky’s reflections on
Euripides’ Jon. In the Nymph’s monologue, in which she appeals
to her son, certain that he will not remember her, the obvious echo
of Ion’s bitter complaint is heard: «.on Bcnomuua o maTepy; o, KTo
Ob oHa HM Oblna, B 3Ty MHMHYTY €My BC€ PaBHO,—3TO XOJOAHOE
aercrso..» (“..he remembered his mother; o, whoever she may be,
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at this moment it did not matter to him—that cold childhood...” 19,
p. 536]):

... IpOCTHTb / He MOXEb TH OEe3yM- CyapGoft Xe HE ofnackaH «...>
noit Humbe gercrsa / XonoaHoro, 6e3 Noka apyro# 6sl HEXHIICAB
stacku v 6e3 Tex / Ham naMSITHBIX Ha-  OOBATHAX / ¥ MaTE€pH, A MO0~

Bek NpHUyA pedsubKX, / Kornaa 6pa- Ka JiumeH GBI XXEHCKOIO ..

HWT HAC MaTh, MOTOM CMEETCS, / A maTb OblNia b cuacTiansee?

TloToM, s1ackasi, IiadeT... OHa Benb TOXe He Jackaia
ChIHA...

.. You cannot forgive / the insane 1 was not carressed by

nymph for a cold | Childhood with fate...While the other would
out kindness and without / Those bask in mother’s embrace /
ever-lasting memories of childhood I was deprived of a woman’s
caprices,/ When mother scolds us, milk. . But was mother
then laughs, / Then, carressing us, more happy? She, after all,
cries...[8, PP- 531-532] did not caress her son
either... [17, I1, p. 3271.

Note the description of metherhood in Melanippe: <5 Jracxgo, cne3ont
W rpYAbI0 HEXHOA / MamoTKaM JOJII NiaTria MAaTEPUHCKHA...? (“With a
caress, with tears and a tender breast / 1 fulfilled my motherly du-
ties to the babies...” [8, p. 313D.

The image of Thamyris also affects the appcarance of the
theme of a “cold childhood” in Annensky's above-quoted speech,
which reveals the role of Tsarskoe Sele in forming Pushkin’s per-
sonality, his «emosTnueckoe camo3afBeHre ¥ CaMOOTpeUeHu > (“poetic
self-forgetting and self-denial” ([9, p- 319]1)—a theme illustrated by
Pushkin’s «3axnanHaHve» (“Incantation.”) The introduction of this
poem’s diction in the translation of Heracles—in the monologue of
Megara summoning the hero—is significant [2, II1, p. 12D). Also
relevant is the indication of Pushkin’s developing «6o334EaTHOCTE
(“selflessness”) in friendship while at Tsur skee Selo 19, p. 31¢].18
«[lymxud mobun Llapckoe Ceno, NOTOMY UTV TamM Npomio &ro oTpoO-
4ecTBO M I0HOCTb, 1 HaM BO3PA3AT, MOXANYH, UTO PAHHHE rofibl XH3H!
BCEr/ia KaXyTCsl HaM PO3OBRIMH B BOCTIOMMHAHHSIX. . . [la, HO OTUero Xe
3axapoBso ¥ MOCKBa ropasfio pexe BCrIOMMHATHCH [TyIIKMHY, K OTUEro B
CTHXaX €ro HET COBCEM TPOraTeJIbHOro 06pa3a MaTEPHHCKOH JIaCKH, K2K
y Torons, y rpada JlbBa ToJsictoro, y I'onuyaposa (BCOIOMHHKTE CJ/1€3Y
06nomoBa)? (“Pushkin loved Tsarskoe Selo, because he spest his ado-
lescence and youth there, and people may voject thas we «lways re-

'
'
L
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,E member our early years through rose-colored glasses . . . Yes, but
- why are Zakharovol9 and Moscow recalled much less by Pushkin,
~ and why are there absolutely no touching images of motherly ten-
- derness in his poems, as there are in the works of Gogol, Count Lev
- Tolstoy, or Goncharov {remember Oblomov’s tear?)” [9, p. 311)).
; Thamyris rejects the Nymph’s “scorching” caresses: <Hib
- MATEPH Tak MOGAT? S cabixan, / UTO MEcHH uX, Kax nojsior, TuxH...» (“Do
~ mothers love this way? I heard, / That their songs, like a cover, are
Quiet...” [8, p. 527]). These words support the possibility of a link to
- the theme of childhood and motherhood in the title of Annensky’s
first book, Quiet Songs (2, 1, p. 24; 43, p. 94]. A similar interpreta-
- tion applies to one of the cycles of Cypress Chest, «Cxaaguu» (“Dou-
-~ ble Icons”; see also [32]). The precise term is “Diptychs”; cf. Greek
- 8trtuyog “double, folding” and the motif of twin children in Medea
(as in Annensky’s Melanippe; the common motif of the knife as a
- murder weapon is essential for both tragedies [2, III, p. 28]). Note
- ®xvov...8intuxog yovr) (Médéa, 1136), which in Annensky’s transla-
~tion comes out ««..> TBOMX AeTed, Menes, cknanenb asycTBOpUAaTHId.. »
- C...the hinged diptych of your children, Medea...” [17, 1. p. 156)).
| A key instance of “Annenskian” “portent” and an “omen” of
“what “later happened” to Akhmatova (cf. [10, p. 346]) can be as-
~eribed to “Requiem,” where she introduces “the pathos of the griev-
ing mother” («nagpoc ckopGon MaTtepu»), separated from her son,
who is threatened by death (see also [21]). “The well-known cycle of
poems from 1950, which must be evaluated as a heroic sacrifice”
(SH3BECTHBIH LMKJ CTHUXOB 1950 roja, KOTOPbIA TPYZAHO OLlEHHUTb UHAYE
gax noAasur») can be mentioned in this connection [26, p. 268]. Just
as Akhmatova once spoke “in the name of the anonymous throng...
of ‘domestic poetesses™ («oT uMeHY Be3bIMAHHONO COHMA. . , IOMaIHKUX
mostecc”») [34, p. 190], in “Requiem,” she united “her own mother’s
tragedy with that of countless other mothers and with the great all-
Russian tragedy” ([46, p. 10], see also Akhmatova’s poems about
‘war). This poetry, “the child of death and despair” («auTs cMepTH 1
@oruasuus») [9, p. 207], contained mortal danger [2, IV, p. 38].
%‘nnensky’s “pining” («Tomsenne») for his poetic offspring
—MHHYTH NIPA3Oro TOMJIEHbS, / [leperopeBmne Ha MeANEHHOM
»—“They are minutes of idle pining, / Burned up in a slow fire”
p. 91)) was perforce contrasted by Akhmatova «rnesmas Ha
HHOM orne» (“smouldering in a slow fire” [10, p. 289]) to a
other’s ruthlessness, in keeping with the notion (of N. V.
rovo) that cruelty and hardness, as well as stability and
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strength, are immanent qualities of her poetry: «4 cruxam He Mma-
Tepbio—/ Mauexo# Gpina. / 3x, 6ymara Genas, / CTpouek poBHbIR psgl /
Cxonbko pa3s rasgena si, / Kak own ropsr » (“I was not a mother to
poems—/ 1 was a stepmother. / Oh, white paper, / Lines in an even
row! / How many times did I see, / Them burn) (from «lloa ysopoit
ckatepthio» [“Beneath the embroidered table-cloth],” pointed out to
the author by T. V. Tsivian: see also 2, 1, pp. 36-37)).

Akhmatova inherited the theme of motherhood and childhood
from her Teacher as an inalienable component of the “poetry of con-
science,” («no33us coBecTH»), which consistently corresponded to the
category of memory and conscience that was fundamental for An-
nensky’s “pupil” («yuenuua»), and which was imbued with the
“sense of guilt” (¢uyBcTBO BMHbI») characteristic of her works [40, p.
110]. One of the wide range of examples (which cannot be examined
here, see [2; 3]) is the ruthless reflection of Akhmatova the mother,
seen in the poem addressed to her son “I will be quiet in the country
churchyard...” («<Byay Tuxo Ha norocte...»), the end of which refers
to the passage cited above from the Nymph’s monologue in the Bac-
chic drama (and more broadly to Annensky’s concept of the duty of
the mother and of people toward children, as, for instance, in

“Children™):

3Hal0, MHJIBII, MOXemb Mano
060 MHE MPHITOMHHATB:

He 6panuia, He nackana,

He Boausa npryamarts.

I know, dear, you have little
To remember me with:
Ldidn’t scold, didn’t comfort,
Didn’t take you to communion.

The image of orphaned children appears in a draft of “The
Russian Trianon” («Pycckuit TpnaHoH»); the fate of Akhmatova the
mother and Akhmatova the poet, “the heiress” (¢HacsegHHUIa»), COT-
responds to the tragic fate of Tsarskoe Selo’s park in the 20th cen-
tury: «O 3Han nn oH, moGuMel ABYX cTONEeTHA, / Kak I'PO3HO TPETbUM
NpHHAT 6yaeT oH. / MHe CYXAEHO 3aITOMHHTD 3TOT COH, / Kax MoMHAT
Marb, ocuporesuwH, get / [«H napk GesnoneH, kak CHOUPCKUA nec...»]
(“O, did it know, the favorite of two centuries,/ How terribly it would
be treated by the third./ I was obliged to remember this dream, /
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Like orphaned children remember their mother.” [“And the park is
deserted, like a Siberian forest™]) [10, p. 424].20

The dream, especially in combination with the “orphaned chil-
dren,” is an Annenskian trait (see above in Melanippe: O, dreams,
O, children...”), which can be traced back, incidentally, to Gumi-
lev’s inscription on the copy he gave to Annensky of [TyTH KOHKBHCTa-
gopos (The Paths of the Congquistadors): <...» KTo co3aan ,Tuxux Ile-
cen” HeXHHnA coH - / Teopuy JlaoaaMuu / OT aBTopa» (“<...> Who cre-
ated the tender dream of the “Quiet Songs” - / To the creator of Lao-
damia/ from the author”) (36, p. 272121 Laodamia, the “Thessalian
Lenora” («peccanuiickasi JleHopa») [10, p. 443}, in our view, is re-
ferred to in Akhmatova’s draft of “Wind of War” («BeTep BOHHBI»):
«And there were no Lenoras, and no ballads, / The Tsarskoe Selo
garden had been destroyed” («H HeT Jlenop, u HeT Gannan, / lory6seH
uapckocenscku# caa» [10, p. 407].

In descriptions of Akhmatova’s childhood in Tsarskoe Selo the
motifs of severity, of abandonment, and neglect are constant [11, 11,
p. 255]: “And there was no rosy childhood whatsoever...” («<H HKKa-
KOro PO30BOrO AETCTBA...»);22 they appear along with impressions of
Tsarskoe Selo’s palace park, from which, as if from “rubbish”
(ecop»), the poems of Tsarskoe Selo’s Muse “grew” («BbIpacTayn»)
like “burdock and goosefoot” («sonyxu 1 neena»). “The Ode to Tsar-
skoe Selo” reconstructed with exceptional force the atmosphere of
the “vulgar, democratic” («MelWaHCKnA, nemokpaTHueckuit») Tsarskoe
Selo [18, p. 135), “the bedroom of Petersburg” [36, p. 273]. In the
«Ode” the word “torpor” («0aypb») is used (“the clouding of the mind,
madness” {«OMpaueHne yMma, nomeuareabcreo») [16, I1, p. 574)); it ref-
ers back to Annensky’s work, where “torpor,” “narcotic” («AypMan»)
and a large lexicon of similar words correlate to the depiction of the
“edge of existence” (¢rpaHb OCbITHA»), which compels the poet to suf-
fer. Boredom, the melancholy of a colorless existence, and so forth
oppress and torment him: “The Melancholy of the Train Station”
(¢Tocka Bok3ana»), “The Melancholy of a White Stone” («Tocka Geso-
ro xamus»), “Dying” («<YMupanue»), “A Picture” («KapTHHka»), “Win-
ter train” («3uMHUM noe3n»), “lambs” (esIMBBI»]). “Narcotic” can also
refer in Annensky’s works to the “poison of poetry” («oTpaBa cTH-
xoB»; from “Flies like thoughts” [Myxun xax mobican]) (2, 11, p. 9; 44,
pp. 58-59, 131, 147, 215]. Akhmatova encodes her version of Annen-
sky’s death in “Teacher” with the aid of the word “torpor” («0Aypb»):
«Becb $i/l BIUTAJ, BCIO 3TY OAYPb BbINHJL..» (“He absorbed all of the poi-
son, drank in all of this torpor...”). ; Here, and in the “Ode,” it com-
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prises the moment of “a subsequent evaluation” («no3agnss OLIEHKAa>»)
of those surroundings, from which Akhmatova’s poetry “grew.”23
Akhmatova also inherited from the Teacher and profoundly

developed acuity as an immanent quality of her poetics and as a
theme of her works (c¢f. acmeism: KU1 meaning “the tip, the
point”[«koHuKK, ocTpue»]), which is (not lastly) linked to the motif of
stinging, biting insects—in keeping with the spirit of Mandel-
shtam’s characterization of Akhmatova’s poetry: «xano y3koH ochw
MPUCTIOCOG/IEHO ANl 1EPEHOCA MCHXOMOrHYECKOH nplibusl..» (“the
stinger of a narrow wasp is adapted for the transfer of psychological
pollen...”) [30). In the Bacchic drama one sees (for example, in Aes-
chylus) the myth of To, whom eneotssiznas oca HanoJsiHANa GpesoMm,
OTHASAHUEM M HEUCTOBBIM XENAHUEM [BHIATbLCH» (“a persistent wasp
filled with delirium, despair, and the frenzied desire to move”) [7, p.
8]. To and Nymph’s ancient “wasp-like” («ocunbii») madness in
Thamyris,24 at the level of Annensky’s contemporary realia, corre-
sponded to the aforementioned “torpor” (recalling, incidentally,
such expressions as “deadly, crazed boredom,” “you become stupid
from boredom,” “the boredom is such that it brings torpor” («ckyka
CMEpTHasl, GeleHasn; OT CKyKH1 OAypeellb; CKYKa, HHHO onypb Gepet»)[ 16,
IV, pp. 212-213]). One of its hypostases was “the sting of boredom”
(©Xano ckyku»), pain caused by a prick, directly or indirectly related
to flies—see “Melancholy of the Train Station,” “Melancholy,” and
“A Picture.” Very significant is the poem “Flies like thoughts,”
which refers to Apukhtin’s25 “stinging” “Flies,” and also possibly to
the tormenting image of the “poisonous autumn fly” («ssinoBuTas
OCeHHast Myxa») in Dostoevsky’s The Adolescent («[logpocTok») [2,
IV, p. 20]. The “sharp” («ocTpuiit») perception of life passed on to

Akhmatova by the Teacher (30, p. 41] came from Dostoevsky:
‘ “Dostoevsky’s prophet . . .is rather a dreamer and a martyr. . .to
whom reality brings only painfully sharp pricks” («[lpopok [JocTtoes-
CKOT0. . .CKODee CHOBHMIEL M MYUYEHMK. . .f0 KOTOPOro AeNCTBUTENb-
HOCTb IOXOAHUT JIMUb 60JIE3HEHHO-OCTPLIMH ykousamu») [9, p. 238; 2, 11,
p. 12].26 a
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NOTES

1 "hyamrheut citations are indicated as in the original Russsian ver-
sioq of e otide. Mumbe s ‘v italics refer to the list of REFERENCES
£ iop the motes, [ditor? note ]

9 $ae -ha programmatic “Poetry” (lossus») in Quiet Songs («<Tuxue
peatsoL 0 p AL

% Of. wso in regard to Christ: “He, having borne the sins of the world
.. («ToT, rpexy noAbssmyA MHpa ...» (8, p. 127).

4. That is, “Peace,” the Italian inscription appearing at the statue’s
~zee O Fditees’ note,]

% OF the sssertiom by Annensky in his speech “Pushkin and Tsarskoe
o7 ‘hatl tho poet’s eye “was treined in the calm and elegantly majestic
coieyng of the Tsarskoe gordens” {9, n. 308)).

The RKussian here is given in Annensky’s translation from the
Greek. [Editors’ note.]

% Cf the idea of «Gemf sxcras» (“white ecstasy”) and its reflection in
Annensky’s lyric poetry: “Pace” et al. [13 ; 43, pp. 78-80)).

Ress.l A drnetus’ werds addressed to his father: «B Tebe Xenanbe
g s 310 aces (“All that vou desire is to live” [17, I. p. 80)).

g Of “The des're -0 liva,” “On the threshold,”—in which Raskolni-
e 2 words could reverberate: «Toabko Ol XHTb, XHTb, H XHTb! Kak O HH
e mamio 61 xHabl.» “Only to live, live and live! However to live, only
to bvel...” 12, IV, p. 32]).

10. Cf. (2, II, pp. 8-9] for this poem’s Annenskian reference: “friend
anturon” etc.

Cf 2 TV] 01 the notif of tears in Annensky, Euripides, and Akh-
[
See Anneniky’: j:oem («Jletu») (“Children”), which is filled with
- cuetiens from Dostoeviky, and also («OayBaHuHKH») (“Dandelions”); for
gore detass, see [2, I; IV]. On the motif of “dreams” in connection with
Dostoevsky see below in the text.
13. See above; cf. the typical Tsarskoe Selo motif of the fountain in the
Aaceriptior of this world—and Akhmatova’s «'OpOA UMCTEIX BOAOMETOB>
I - ot wre fountaing” {10, v 102]).
14 (170, . 26.). Aleng with the images of Sophocles, note in the “An-
Chiap” lranslation of “Phoennissae™ «TH Bean MeHsi, AuTATKO,/ T'ope-
cvoore toseMeiiias (You lead me, child, / The ill-fated leading the ill-
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fated” (17, 11, P- 248)) and also <0 ; ous, MOT S COlpt: ¢ e 1 7 may
onopa..» (“O my daughter, you ar the eyes and support for an via bling
man ...” [17, II, p. 207]). We may also cite Akhmatova’s lines «H nevam-
Has My3a Mos, / Kak crenyio, soauna mens» (“And my mournful Muse,/ Lec
me as if I were blind”) [1 0, p. 93], which recall Annensky’s “portrait” of
the Russian Muge: ¢--HCTHHHO Hama mysa 510 - HIymas AoporM, crenas
My3a TioTdesa, eciu He knukyma Zloctoeackoros (“...this truly is our muse—
searching for a path, Tiutchev's blind muse, if not Dostoevsky’: “vets~cal
one” [9, p. 8398]). For more on this topic see [, i pp. sl-20

15. Cf. in one of Annensky's critical studies the motifs of the phoenix,
blindness and deafness in poetry [9, p. 244]; see [2, 11, pp. 28-29].

16. Cf. the image of Nymph in the “Bacchic drama:” ‘How many of us,
cherished by the son of Chronos, have given birth to keroic sous. . . Achil-
les, Memnon, and Rhesus...” [8, p. 540].

17. Cf. Annensky’s Melanippe, and alsc Laodamiia in conneciion
with the motif of “sweet redemption” (|8, P. 453), see alsc (2, 11/, ISt
interest is “the maidenly heart” in “Cls 108,” see (2, IV, L. 14D,

18. Cf. the motif of friendship in Alestis and also Thawmyris’ apgeal 1o
the “Cythara player,” i.e. to Appollo, the friend of Admetus ([8, p. 547].
Note too «rosnoc apyra» (“the voice of a friend”) in the fingie of Akhnia-
tova’s «Bce mue BuanTCR llaBnoBek xonMucTR. » (“I can still see hiliy
Pavlovsk...” [2,1, pp. 25, 48)).

19. Zakharovo is the name of the estate, some.thirty miles from M..s-
cow, that belonged to Pushkin’s grandmother; he spent §s boyauod s
mers there. [Editors’ note.]

20. Cf. her “Siberian earth” in “Poem” [10, p. 377]; see also (2, 1, p. 46)).

21. Cf, in connection with “quietness” and tenderness, one other POs-
sible reference by Akhmatova to Thamyris-Kitharodos: «CM, MOM Tuxwui,
CIIH, MOH Manbyuk, / 5 AypHast MaTb» “Sleeo, my guiet one, sleep, my litile
one, / 'm a bad mother” {10, p. 179]; cf. 2, 1, p. 24).

22. Cf. Annensky’s “rosy children” («pososne Herw») (8, p. 711, and alu
his discussion of the “rosy early years of lif” (“LOIOBRIE  pasFAE 1o
Xu3nu») —see above in the article on Pu shkin.

23. See also [2, IV, Pp. 42-43] on the sermantic sphere of “torpor” in the
later works of Akhmatova—the motifs of asphyxiatiown, siench, piLsol,
and so forth; cf, the poems from “the burned notebooi™ «OBKODMILIA Meis
KJeserolo, / Onousm OTpaBOH MeHs»; «B AVUHOA H3IHBIBaNa s ncrome, /
3aaeixanach B cMpaze u kposu» (“They stuffec. rae with slander, / Poisoned
me with their drink”; “In the stifling lassitude I lauguished,’ T <uquvcaiea
in the stench and blood,”) et al.
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24. Cf. the wasps in the «Second Sonnet for Piano” —along with the
dance of the “maidens > which is associated with the dance of Plato’s Co-
rybantes see Ion, p. 536 (2, II1, p. 39].

25. A. N. Apukhtin, 1840-93, a lyric poet noted for the melancholy
mood of his verse. His poem «Flies” begins with the line “Flies, like black
thoughts, do not leave me in peace all day” («MyXH, kaK yepHble MBICTIH, BECD
JieHb He AT MHE TIOKOIo™). (Editors’ note.]

26. Cf. “Needling Thoughts” (eMbiCaM-HIJIBI?) in Annensky and espe-
cially, “A lordly power is with us...” (¢«Cuna rocnoansis C namu»): ‘I am
tormented by dreams, dreams. . .they pricked my skin all over. . .They
burned my eyes without a flame...” («CHaMu H3MYyUEH 5, cHamu. <. . .> Koxy
OHM HCKOJIOJIH. . BbIXIJIH Se3 niaMeHH ouH...» )8, Pp. 183-184].

A most interesting textual echoing in Akhmatova has been recently
described [27, p. 139]. Her lines

«] roam by the waves and conceal myself in the forest, I am sketched
on the sky’'s pure enamel” («[lo Bonnam Gryxzaaio npsuych B necy, /
Mepemychb Ha ynCTOM IMATH»)

recall the scene of “The blue enamel” («['onyGas amaib») in the Bacchic
drama, where it is precisely a question of the Nymph’s twentieth century
“waspish” («OCHHBIA») madness [«[lpuioTa HE HMES, A meranach...»] (“‘Having
no shelter, 1 rushed about...” {8, p. 529]). One should also keep in mind
Akhmatova’s line “buzzes around me like a gadfly. . /This most boring
argument / Of your black jealousy” («Haao MHOA KYXXKHT, kak oBoAd. . ./
ITOT CaMbll CKYUHBIA A0BOA / UepHOH DEBHOCTH Teoen» [10, p. 157D).
Curious as well are the highly probable etymological links of the word
“torpor” («oaypb>) with the Lithuanian darti “to prick,” “to sting,” and
so forth [38, p. 3921

REFERENCES

1. Asepunues, C. C. K MCTONIKOBAHWIO CHMBOJIMKH myuda ob Jaune// ARTHU-
HOCTb U COBPEMEHHOCTb. K 80-sieTHio A.P. [leTpOBCKOTO. M., 1972.

2. AHukuH, A.E. AxmaTOBa H AHHEHCKHA. 3aMeTKH K TeMeE. 1-IV. [IpenpHHT.
Hosocu6upck, 1988 - 1989. - V. PyKonuch.

3 AnudxkuH, AE. AXMaTOBa H AHHeHcku#A. O nereplyprckoM acnexTe TeMmbl//
AXMaTOBCKHHA COOPHHK, BBITL. 1. TMapux, 1989.



212 A.E. ANIKIN

4. AxHeHckuii, H. ©. 3BpUNUA, NOIT U MBICAHTENL// BakXaHkH. Tpareausa 3B-
punuaa. CnG, 1894,

5. AHHeHckHH, H.®. Pec. Tpareaus, npunucbiBaeMas Espunuay// Xypxan
MHHUCTEpPCTBA HAPOAHOI O NPOCBEMEHHA, 1896, Ne 9.

6. AHHencku#t, H. ®. T[locMepTHaa «HduUreHHs» Espununpa// Hopurenusi—
XXepTBa, Tpareaus Espunuaa, CnG, 1898.

7. AHHeHCkuH, H.®. AHTHUHas Tpareaus// Mup Goxu#, 1902, Ne I1.
8. AnHeHcku#, H.$. CTHXOTBODEHHUS U Tpareauu. J1., 1959,

9. AHHeHckuit, H.®. KHUrW oTpaxeHnuit, M., 1979,

10. AxmaToBa, A. CTUXOTBODEHU 1 M NO3MBL. J1., 1976.

11. AxMmarosa, A. CounHeHnus B aByx Tomax. T.I-II. M., 1986.

12. AxmatoBa, A. AmToGUOrpadudyeckas npo3a. BCTynHTeNbHAs CTaTbs U
npuMedanus P.[l. TuMeHuuka// JlutepatypHoe o6o3penue, 1989, N¢ 5.

13. AmmuMObaesa, H. T. TypreHes B KpHTHUECKOHN Npo3e AHHEHCKOro. HasecTHs
Axaanemuu Hayk Kasaxckoit CCP, cep. ¢unos., 1984, Ne 1.

14. T'acnapos, M.JI. CioXXeTOCNOXEeHHE rpeueckoft Tpareauu// HoBoe B coB-
PeMEHHOH KJlaccHueckon dusonoruu. M., 1979.

15. Tonnep6ax, 3.¢. FopoaMya. J1., 1927.

16. Jansb, B. TOJNKOBBIA CJI0Bapb XHBOIO BEJIHKOPYCCKOTO sisbixa. T.I-IV. 2-e
U341, M., 1880-1882 (1955).

17. Espunupa. Tpareauu. T.I-II. M., 1969
18 XupmyHcku#t, B. M. TBOpUueCcTBO AHHBI AXMaTOBOM. JI., 1973,

19, XypuHcku#, A H CeMaHTHUeCKHe HaGIONEHHA Hajl TPHIAHUCTHHKAMM AH-
HEHCKOTo//  HCTOPHKO-THMONOrHUEcKHe M CHHXTPOHHO-THIOJOrHYECKHEe
HccyiegoBaHusi. M., 1972,

20. NBaHoB, Bsiu. 0 no3s3uu H.4. AHHeHCKOro// ATNOJJOH, 1910, Nt 4.,

21. Hosanosuu, M. K Pa3Bopy «UYXHX» I'OJIOCOB B «PexBueMe» AXMaTOBOM//
Russian Literature, 1984, XV.

22. Kappgosckasn, E. [l. Heu3secTHbi#t mopTpeT AXMaTOBOH// NaHopama uc-
KyccTs, 7. M., 1984




“CLASSICAL” AND “TSARSKOE SELO” IN ANNENSKY 213

23. Jlaspos, A.B., THMEHYHK, P.[l. HHHOKEHTHA AHHEHCKHIl B HeH3JaHHbBIX BOC-
NOMHHAHHUAX// [NaMATHUKHU KyJbTYphl. HOBblE OTKPLITHA. [IHCbMEHHOCTD.
HckyeeTBo. Apxeosorus, Exerognux. 1981. JI., 1983.

24. JloT™MaH, 10. M. AHaiM3 NO3THYECKOTO TekcTa. CTpykTypa cTHxa. J1., 1972
25. MangenbmtaM, O. [lHCLMO O Pycckon no3znu// [leHb nos3uu. M., 1981,

26. MedAnax, M. 3aMeTku o6 AHHe AXMaTOBON// AXMaTOBCKHUH cBOPHHK, BbIN.
I. Napwmx, 1989,

27. HaftMaH, A. ONbIT UTEHHS HECKOJIbKHX NO3AHUX CTUXOTBOPEHHH AXMaTo-
BOA// AXMaTOBCKHN C6OPHHK, BbIM, 1. Mapux, 1989.

v

28 PoxaHcku#m, H. 1. AHaKcarop. ¥ UCTOKOB aHTHUYHOWM HaykH. M., 1972,

29. TeaTp Espunuja. llepesoa v 0BbACHUTENIBHEIE CTaTbU H. b AHHeHckoro. T.
I.cne6., 1906.

30. TuMenumk, P. [l. 3aMeTku 06 akmename// Russian literature, 1974, 7/8.

31. Tumenunx, P. [. AXMaTOBa M [IyWKUH. 3aMETKH K Teme. I-I1// Mymxun-
CKHA C6ODHUK, BBIN. 2. Pura, 1974,

32. TuMmenuuk, P. [I. O cocTase c6opHHKa «KHNapHCOoBLIA napeus// Bonpockl
JIHTEpaTypsbl, 1979, Nt 8.

33. Tumenuuk, P. [I. TekcT B TekcTe Y @KMEHCTOB// YueHble 3anucku Tap-
TYCKOI'O roC. YHUBepCHTETa, Nt 657. TapTty, 1981.

34. TumeHunk, P. 1. «Beuep» AXMATOBOH// MlaMATHbIE KHUXHbIE NaTel. 1987
M., 1987. '

.

-
35 Tumenunk, P. [1. «<Uyxoe CJI0BO» y AXMATOBOMH/ / Pycckas peub, 1983, N 3. Dy

36. TumeHuuk, P. 1. HHHOKEHTHA AHHEHCKMA U Hukonas "'yMunes// Bonpocsl
JIHTEpAaTYypbl, 1987, Nt 2.

37. Tonopos, B. H. MoUdou «My3bi>: COOBpaXxeHHA 06 UMEHH M NPEeAbICTOPUH
ofpa3a (k oueHke tbpakuckoro Bxnazna)// CrnaBsHckoe H GasikaHCKoe
A3BIKO3HAHHe. M., 1975

38. Tonopos, B. H [Ipyccknit #3bIk. Cisosapbe. A-D. M. |, 1975.

39. Xpycrtanesa, 0. O. Isosuouus répos B ApaMaTyprad HHHOKEHTUS AHHEH-

CcKkoro// . Pycckuit TeaTp u ApPaMaTyprus sNoxd pesoswouuK 1905-1907 rr. JI.
1987.

3
-

L T ST B B¢



214 A.E. ANIKIN

40. Lusbsm, T. B, AHTHUHRE Ty mnp - oo : Co ' .issian Liter-
ature, 1975, 10/11.

41. YepHnn, K. M. AHHEHCKHMI | TioTueB// BecTHuk Mockosckoro roc, YHH-
BEPCHTeTa. Cep. Qunon., 1973, Ne 2,

42. Bazzarelli, E, La poesia di Innokentij Annenskij. Milano, 1965,
43. Conrad, B. I F. Aunens.ujs FOe .o e Ty Ut stien, 19786,

44. Ketchian, 5. The Job2 R O e gmwnt OF Time and
Space. Miinchen, 1986,

45. Setchkarev, V. Studies in the life and work of Innokentij Annenskij,
The Hague, 1963.

46. Struve, G. P. Anna Akhmatovay/ AXMATOBA A, iy COUMHeHHE.
T. 1. Miinchan, 1957,

4rundiuiew vy Adrienne Kim






