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INTRODUCTION

In the second half of the nineteenth century,the Russian

literary scene was dominated by the novel in which were

reflected the social conflicts of that time. Poetry,with the

exception of the civic lyricism of Nekrasov,lay relatively

unnoticed. The subjective lyrical poetry of. Tyutchev,the quiet

flow of Pet's impressionistic verse seemed little in key with

what' was happening in the literary arena at large. The 1870's

and l880's were marked by the appearance of a decadent verse,the

uneven poetry of Polonsky,Apukhtin and Minsky. Then,in the

early years of the last decade of the century,the influence

of European poetic modernism began to be felt in Russia. Wearied

out by the storm of polemics which seemed to be destroying the

very fabric of Russian literature,a generation of young Russian

poets dedicated themselves to a regeneration of Russian

lyricism,drawing their inspiration and technical rigour from
f

the poetry of Baudelaire,Verlaine and Kallarme. The subversive

quality of this poetry had a peculiar relevance to the Russian



literary situation,. Here was a verse that attacked the very

foundations of material reality,that pointed the way towards

a region of the abstract in v/hich the poetic !_ was the

sovereign of its drifting worlds,where the soul found its

correspondences amidst the systematic dissolution of nature.

The poetry of Sologub and Merezhkovsky,but,above all,that

of Bryusov,who gave himself up wholly to the tireless analysis

and assimilation of symbolist aesthetics,was the fruit of the

new poetic sensibility v/hich covered Russia as the century

closed. The storms of Baudelaire's visions,the light©nings

of Rimbaud's illuminations replaced for these poets''the seem¬

ingly interminable struggle between right and wrong which filled

so many agonised pages of prose. The social revolution

became for them an aesthetic one.

This aestheticism could not survive in its 'western' form

for long,however. Local,national interests and preoccupations

could not simply be .ignoredo The art of the 'Silver Age'

reveals an amazing tightrope spun of the most refined aesthetic

sensibility and poetic achievement over an abyss of social

upheaval. In the west,the art of Tilde,Eegnier,ValSry found

its place against a background of social stabilisation.

There the revolution had died in 18^8. In Russia,revolution.

stood at every street corner,rose in every remotest village.



Alternatives to the argument over the 'common v/eal1 which had

become so intolerable to the new 'Russian poets suggested

themselves in a bewildering variety of forrnsi the apocalyptic

.socialism of 51ok,Bely's theosophy,Ivanov's theurgism. These

were mystical solutions to a problem which seemed insoluble.

Yet although some of these paths seem strange,even ludicrous

now,the poetry itself never broke finally under the strain,
<">

and it continued to be marked by that feature of Russian

literature which gave Russian modernism its peculiar quality:

a sophistication of language and style wedded to a constant

faith in and respect for .the language and style of Russian

folk art and literature. The paths of Blok,Bely,Ivanov and

Gumilev led ultimately to the emergence of such poets as

Tsvetaeva,Kahdel'shtam, Akhmatova,to the painting of Tatlin,

Malevich,Kandinsky,Goncharova,to the music of Stravinsky

and Prokofiev - an art fated,after a brief period of relative

freedom,to suffer under the?blows of a new tyranny.

In the history of Russian modernism,Innokenty Fedorovich

Annensky occupies a strange,secluded place. His .poetic art

contains within it in miniature all the dilemmas,the confusions,

the struggles which characterized the development of Russian

literature in his time. How is one to find this lonely,

tormented figure amidst all the storms of the past v/hich still

come raging as soon as one draws one's eyes towards that most



complex period of Russian literary history? The question may

appear unexpected,odd, yet it poses a very real problem in the

study of Annensky. The confusions and storms of his time bit

so deeply into him that his artistic personality became torn

and divided* There remains only the elusiveness of a shadow,

a dark line obscuring and twisting our view of the poetry that

was written in Russia at the turn of the century. Annensky's

problem is one of identityi where is the poet,who was he?

This is the question which makes the reading understanding

ojjfAnnensky' s poetry so difficult,his name so frequently heard,
his work so often unknown. The man .who seriously contemplated

the publication of a first book of poems whichvas to contain

only a handful of originals,the rest consisting entirely

of translations,can have had little literary ambition. The

man who could write Nikto as a pseudonym at the head of his

Tikhie pesni can hardly have expected a large audience. Yet

the scope of Annensky's work is vast: it comprises some 320

lyrical poems,around 70 translations of poems by poets ranging

from Horace,through goethe,Heine to Baudelaire,Rimbaud,Verlaine,

Kallarm§,Corbiere and Jammes; a complete verse translation

of the tragedies of Euripedes with lengthy introductions; a

set of four original verse dramas; countless critical essays

on Russian,classical and European literature,only some of which



are included, in the Knigi Otrazhenii; writings on symbolist

aesthetics; numerous articles on problems of education,

published in pedagogical journals; and,together with all

this5a life-long activity as schoolteacher and scholar of the

Greek and Latin literatures and languages* *

Looking through Annensky's literary and personal archives

housed in TSGALI at Moscow it is difficult to persuade oneself

that one man could have had the time and energy to produce

such an enormous body of work. There are draftings and

redraftings of essays,long unpublished poems,such as Magdalina,

which consists of some ^000 lines,lecture notes for dissertations

which were given but never published,the innumerable and

infinitely varying versions of lyrical poems. If it were not

for the characteristic handwriting which trails like an

impassable barbed wire across sheet upon sheet of paper one

would come to the conclusion that this was the work of at

least two men,one a poet and the other a schoolmaster,if not

more. The early Annensky-poet seems quite unrelated to the

later; what relation do these piles of test-sheets and
s.

pencilled examination questions have to the author of Gtarye

estonki? There is here the trace oija crisis of personal
identity,the sign of an inner dislocation.

We have little,practically no biographical information



about Annensky which sheds any light on the man. The Italian

diaries,which record Annensky's visit to that country,contain

a few characteristic observations on Italian street-scenes,

far removed from the endless descriptions of churches and art-

galleries which fill,unfortunately,most of the small black

notebooks. There are some letters which the poet wrote to

his wife at the time of the visit: these are devoid of

personal interest and contain for the most part descriptions

similar to those found in the diaries,except that these are

if anything even less' colourful. The archive is characterised

by an all-pervasive obscurity,a sense that the man is hidden,

that only his shadow remains. But is this not also characteristic

of Annensky's poetry which,together with some critical essays

and the Knigi Otrazhenii,forms the most concrete and most

readily available testament of the man? Annensky hid his

broken identity from the world because he had translated it

into art. '...Ne dumat' o Gamlete,diya menya po krainei mere,

inogda znachilo by otkazat'sya i ot myslei ob iskusstve,to est1

(1)
ot zhizni',Annensky writes in Problems Gamleta. The ghost

of Hamlet's father was the ghost of Annensky's life,a life

which struggled towards the ascendancy of art.

Annensky's lyrical poetry belongs to none of the poetic'

(?) I.F.Annensky:
Klinehen, 1969.

Knigi Otrazhenii I,II,
Vol.11,p.75«

i/ilhelm Fink Verlag,



movements of the Russian avant-garde of the 1890's. Annensky

was much older than Bryusov or Blok when lie published his

Tikhie -oesni. His absorption of west European symbolism

took place much earlier,possibly at some time during the 1o70*s.

Annensky worked independently of any group,literary or otherwise.

His only allegiances were to education and poetry.

How can Annensky's lyrical poetry,the contents of Tikhie

pesni,Kiparisovy larets and Posmertnye stikhi be characterised?

It is a poetry that quite clearly belongs to the main tradition

of Russian lyrical verse from Derzhavin and Pushkin,through

Baratynsky and Lermontov,to Tyutchev,Fet and Nekrasov. The

intellectual qualities of Baratynsky's poetry in particular,

the fine impressionism of Fet,the neoromanticism of Tyutchev

find an expression and a continuance in the writing of

Annensky. Like Tyutchev,Annensky contemplates the triad of

nature,love and death; like Tyutchev,Annensky longs to fuse

with the elemental fabric of existence,to absorb the world

entirely into himself; but Annensky lived and worked later

than Tyutchev,and was subject to influences unknown in

Tyutchev's time. Two factors in particular determine some of

the peculiar quality of Annensky's verse: one is the poet's strong

self - identification with the aesthetics and poetic methods

of the poetry which flourished in France from the time of

Baudelaire until the last decade of the nineteenth century,the



poetry of symbolism and decadentism - Annensky experienced this

poetry quite independently of Bryusov and the Russian symbolists,

in his own quite personal way. If Baudelaire could carry his

love of Poe to the extent of embracing the latter poet's

essay The Philosophy of Composition as his own work,Annensky

seems to have undergone a similar process of self-duplication

as regards the poetry of Verlaine® The shifting monochromes

of Verlaine's poems,their self-lacerations,the surreal movements

of the chanson grise affected Annensky's poetic universe so

deeply that he was able to exclaim "in one poem (Ke mogu ponyat1,

ne znayu, 187$:^
3to coh kjik- BepjieH?..

Annensky translated a number of Verlaine's poems in a style

so individual that the original poem disappeared,its essence

alone reincarnated in Annensky's personal language (see,for

example,Pesnya bez slov,26S)e. This close,purely poetic. .

relationship of Annensky with Verlaine is one of the aspects

of Annensky's work which complicates any analysis of it0

The other determinating factor in Annensky's individuality

is his introduction of techniques commonly associated with

narrative prose writing into the elaboration of his verse0

(1) Pagejnumbers given after the title of a poem refer to A0 Feaorov'
edition of Annensky's works (I.F.Annensky:Stikhotvoreniya i
Tragedii,Leningrad 1959)®



Annensky does not write the narrative poem: he uses the

psychologism of a Tolstoy or a Dostoievsky (he drew perhaps

more iron the latter) outside any narrative schema to illuminate

the instant.in the intensity of the lyric. We can see this

technique most clearly in a poem such as Preryvistye stroki (168),

where a scene,an instant is seen not from outside but from within

a-painful subjectivity,a consciousness free but intolerably

alone. Yet there is another way in which Annensky's psychologism

is reflected in his verse: nature itself becomes in these poems

a mind,filled with intertwining images of itself,the subjectivity

of correspondences amidst which the poet's anguish moves and is

directed. Characteristic examples are the poems Avgust( 10A) ,

Sentyabr' (72) ,Toska otshumevshei grozy (119)'® It is worth

citing the latter poem in its entirety,as it illustrates one
» - •

of the most significant aspects of Annensky's poetic art:

TOCKA OTEYMEBIHEH rP03b!

Cep^he jib Ke tomhjioch *

SemaHKeM rpo3bi,

Ckeo3b bcnbimkh oejio-ajibie?

A TeneptBJiioSHJiocH
B 6e3^0HH0CTb 0HPIO3H,

B ee rjia3a ycTaJibie.



Bce,HTO ecTb JiasypKoro,

H3JIHJIOCH B JIJfT-taX

Ha 3b\6rA 3JiaTOfflBeMHbie,
Bee,wTo tem oesSypHoro

H c xacKoio b oqax, -

B ca^bi 38JieH0BeHHbie.

B CTGKJia 6npi030Bbie •

O^na rjiH,n;HT rpo3a

K3 ^yjx^oH eif oSxTejiK..,.
Bojibine He cypoBbie,

IleHajiBHfcie rjia3a,

. JIl-OOKJIH JIB Bbl, TipOCTHTe JIH? . .

Is there an image of a woman hei-ejin the 'weary eyes' of

the poem? It is difficult to decide: the interplay of human

identity and natui-e is so subtle,so elusive that the two

elements fuse,coincide, what we may say with certainty is

that here,as in other poems,Annensky creates a presence,a

self without clearly-defined form (the 'eyes' of the poem

are seen in isolation) and contracted within a natux-e which

is the self's infinitely extending appearance. Valery 4

described the Belgian poet Bmile Vei-haeren as 'inventeur de

(1)
soi-mbme',the inventor of himself „ Perhaps we may describe

(1) P.Valery: Oeuvres,Biblioteque de la Plliade,196gjVol.I,p.



Annensky as the inventor of a Self,a transcendental person

constructed in art to defeat the horror of an existence

without beauty,a deatli-in-life (this is surely the central

justification of Annensky's all-pervasive death imagery),

an intolerable reality.

Beauty and .personal identity are synonymous in Annensky's

aesthetic. In the degree that the poet achieves the creation

of beauty,he achieves the creation,the possibility of a personal

reality. For Annensky suffered from a prolonged and tormenting,

loss of identity,an inability to exist as a person. It was

in terms of 'this disability,this sickness that Annensky

conceived his pedagogical and poetic task. Annensky believed

that'the sickness from which he suffered had its origin in the

condition of the society in which he lived. His brother,

Nikolai Fedorovich,was an active member of certain populist

circles during the last decades of the nineteenth century. His
V

sister,A.FoAnnenskaya,was a schoolmistress and writer of books

for children. Annensky himself became a schoolteacher not

simply in order to earn a living,but in order to change the

nature of the society in which he was living. There can be

no doubt that Annensky had a vivid and keen perception of

the social evils that surrounded hira. The series of prose

poems entitled Autonsia shows this as well as any other



evidence. And the Pedagogical Letters,also dating from the

1890*2,are a desparate appeal to a society which, seemed to

Annensky intent on destroying the last vestiges of human self-

respect in the very places where that self-respect needed to

be most fostered - the schools. Annensky dedicated himself

to his pedagogical task with great single-rnindedness; he won

the love and admiration of his pupils. But he had many

rivals: the last years of his life are a story of professional

hostilities,petty jealohsies. In those years Annensky began to

lose faith in the power of an enlightened form of education

to change the character of the society in which he lived. The

spectacle of L.N.Tolstoy and his populist evangelism was a

demoralising factor. With courage and determination Annensky

tried to tear himself away from the daily task of teaching and

correcting which took up so much of his "time in order to

write the poems which had for so long lain in his head. It

was in poetry that his great idealism was to find its ultimate

expression. The poetry that Annensky wrote in those years,

the first years of this century,carries the scars of the

conflict which marred the poet's life. The tendency towards

darkness and pessimism,the detailed description of death and

its trappings,the singing of anguish and misery - all this is

the inevitable testament of a man who knew the most profound



depression,the keenest anxiety,a man who had not long to live

and who struggled against enmity,illness and despair in order

to write of the Self which he believed could alone redeem

the desert which, surrounded him.

It is a strange poetry,this finely-spun web of appearances,

tensions,anxieties,oddly dated at times with its levkoi and

fenol,its chinoisei-ies,its Moreauesque forms and interiors.

It is a poetry of the closed room,the home,the sickbed,an

enclosed space which at times has the aspect of a prison,

at times the form of an identity. How different Annensky's

poetry appears from that of the symbolists,whose work his own

superficially resembles.. A fear of what he called 'cynicism'

kept Annensky away from the controversies and intrigues of

the symbolistsr' and the ' decadents',in which he saw only

another manifestation of that sickness which characterised,he thou

the development of Hussian literature and society from their

beginnings. Nonetheless,Annensky did have friendly relationships

with individual symbolist and 'decadent' poets,including M.Kuzmin,

F.Sologub and V.Ivanov. He took a keen interest in the poetry

which seemed to have taken the place of his own,and welcomed

n 4-
X t, #

If we make a brief comparison between Annensky and a poet
have

with whose work his own seems to/certain affinities,we can see

something of what divifed Annensky from his contemporaries.



Blok,too,felt the limitations and irritating aspects of

the literary groupings which sprang up in Petersburg at the turn

of the century. But while Blok sought liberation,release in

an ultimate self-identification with the fate of Russia,

the Russia whichvas moving slowly towards revolution,and used

up all his strength in creating the poetry of that country

and that revolution,Annensky sought out the confines of the

self,a modest,domestic aim which had none of the fire and

thunder of Blok's poetry. Blok's Khudozhnik is the most

complete expression of that poet's conception of the poetic

task. The creation of the poem is the freeing of a caged bird

in quest of the absolute:

B xcappcoe meTO k 3 3HMy MeTejiBHyra,

B shk BamKX CBa^eS,TopscecTB,noxopoH,

E£y,uToo cnyrHyji mok> cxyKy CMepTejiBKyio

JlerxxH,ji;ocejie He cjibimaHHbiH 3boh.

BOT OH - B03HHK. M C XOJIOflHbIM BHHMaHHeM

%.p,y,n?o6 IIOHHTB , 3aKpenHTb K ySxTb.
32 nepeji; 3opKKM mohm oximaHHeM

TnneT ok ejie nphmethyio hhtb.

C MOOH JIH BXXpB? HJIH CHpKHbl paiicKxe
B JIHCTbHX IIOTOT? HjIH BpeMH CTOHT?
Hjik ocbinajix hSjiohh MaScKKe

CHescHHH cboh n;bet? Kjih anroji ji6tht?



n

jtjihtch macbi,mkpoboe hecymne.

lUHpHTCH 3ByKK jflBHSCeHbe H CBeT.

liponiJioe cTpacTKo rjiii^KTCH b rptf^ymee.

HeT KacTOiimero, Sajiicoro - HeT.

K,naKOHeri;,y npe^ejia sa^aTHjj

Hoboh aymhjhehsbe^ahhbix chji, -

flyiny cpasaeT,KaK rpoMOM,npoKjiHTHe:

Tbop^ockhh pasyn ochjihji - y6nji.

k sambikaio h b kjietky xoxo^hyio

JlerKyjOjXoSpyio iiTHny CBoSoftHyio,
IlTHpy ,XOTeBIHyiO GMSpTB yHOCTH ?

IlTHpy,jieTeBEjrtO syniy cnacTK.

Bot moh kjietka - ctajibhan, tksejian,

Kax 30X0Taa,B BenepHeM orne.

BOT MOH nTHn;a,Kor^;a-TO Becejias,

OSpyn KaMaeT,noeT Ha OKHe.

kpsuibh no^pe3ahbi,-nechh 3aynehbi.

JIioSxTe Bbi nos okhom iioctohtb?

IleCHK BaM HpaBHTCH. fl He ,K3MyHeHHbIH,

HoBoro Hsy - h CKynaxo oilhtb. 1)

1) A. Blok: Stikliotvoreniya. Sovetskii pisatel* ,.LeningTad,

1955,P- ^29»
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Annensky is at home in his'cage',it is the Self,the

identity he has created in the face of overv/helming odds:

IlycTb Tpasbi cMeHHTCfl na,% KanHineM BOJineHBH,

H bo'ckobok b rpo6y 3a6y^eTca pyxa,

MHe Ka;-iceTca,Mes; sac o^ko He;o;oyMeKBe

See SyzeT khtb moe,o^,ha moa TocKa.. .

HeT,He o Tex,yBbil xoxy ctojib neflocTOKKO,

PeBHKBO,SepeacHO h cTpacTHO 6biJi a mhji...

0,cnjia JiioSamnx h b Myice Tax cnoKOHHa,

y scencKOK neacHOCTH 3aBH^ho mkoto ckji.

jua h npn ueM 6bi 3;n;ecb Ke^oyxeHba 6hjih -
JimooBb Besb CBeTJiaH,OHa KpxcTaJiJi, ocfinp...

Moa ac 6e3Ji:-o6aH - ^poatHT, Kax Jioma^b b Mbijiei
EM - HHp OTpaBJieHHblM,MOffleHHHtteCKHK nxpL

B BeHKe H3 TpOHyTblX , H3 EHHy^KX asajiKH

CoSpajiacb neTb ona. . . He cmojik x xepBbix ctkx,

Kax MajieHbKxx seTea y Hex nepeBasaJix,

CJIOMaJIH pyKH KM K OCJieilKJIH XX.

Ona 6ecnoxaa,y Hex axx scex yjibiSxx,
Ona npHTBopmHn;a,y hgh nopoxHbix sxyc -

KaxaeT rtejibix ona nycTbie 3bi6KH,
H oopa30K b yrxy - cJiaji, xaxiuxx Kxcyc...



H EbiflyMaji ee - h see sc ona BK^eHte,

fl He jho6jiio ee - h Mi-ie ona 6jiK3Ka,

He^oyMejiaHjMoe He,noyMeHbe,

Beery;a Becejiaa, ona koh Tocica.

/Moh Tocna,171/

Blok's poetry covers a wider diapason,flies to broader

horizons than that of Annensky; yet the achievement of t

two poets is equal. Both are modernists,in the strictest

sense of the word: they have experienced the reality of

their time in a place where that reality is at its most

terrible,and they',have turned it into art. Blok's poetry

is the more heroic,the more extravagant; Annensky's the

stranger,the more personal and disquieting®

Annensky's influence on the poets of twentieth century

Kussia has been claimed by the poets themselves,in
1)

particular by Akhmatova. It is not difficult to see

the superficial traces of Annensky's imagery and poetic

style in Akhmatova's poetry,particularly in her early

work. The lyricism of Marina Tsvetaeva,the technical

1) See Anna Akhmatova9Sochineniya v dvukh ^omakh,Munich,
1965-68,vol. II,pp. 'Da,Innokenty Annensky
grandiozny poet,iz nego vse vyshli. Iz Bloka nikto ne
ne meg vyti,slishkom on byl sovershenen.'
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intricacies of Mandel® shtam1 s work,Pasternak's humanised

nature,the strictness and discipline of Gumilev's poetry

nay all be traced back in some way to Annensky's experiments.

According to Akhmatova even the Russian futurists were

influenced by such poems of Annensky as Kek-uok na tsimbalakh
n <*] \

(176) and Kolokol'chiki (207). Yet the achievement of

Annensky's verse,the construction of an infinite poetic self

within a dark prison,is unique: one can understand Akhmatova's

claim if one thinks of the history of Russian poetry in the

twentieth century,and the experience of certain Russian poets

in that time; but social reality has made the total

assimilation of Annensky's aesthetic impossible - what he

dreamed of never took place0

My thesis centres round a study of Annensky's dreams and

nightmares. Annensky's 'tragedies1,the lyrical dramas

Melanippa-filosof,Tsar1 Iksion,Laodamia,and Famira-kifared

are a separate,complex area of his work. They do not

achieve the brilliance of his lyrical poetry,yet they are

the record of the struggle he endured throughout his life..

Annensky taught'classical literature. In his translation of

Euripides he attempted to bring the work of the classical

dramatist alive,to present it in modern,colloquial Russian.

As an extension of this creative and educative task,Annensky

1) vol. cit.,p.339-3^0.



attempted to revive the forms of the ancient classical drama

in his own way® ihe four tragedies are a strange interweaving

of the two outwardly opposing but inwardly related tasks of

Annensky's life® In order to do these works justice,a

lengthy study would be necessary,a study which I do not

think could be included within the limits of a university

thesis® I have concentrated solely on Annensky's lyrics,

and the aesthetic implications which are inevitably a part

of them,in the hope that somehow I have succeeded in

throwing some light on that problem which is central to

all Annensky's work,the problem of identity®

i*iy thesis is in two parts® In the first section I have

attempted a close textual analysis of the two books of verse

which Annensky conceived as books! Krivich's edition of the

posthumous verses seems to me to heterogeneous,containing poems

from periods of Annensky's too far apart from one another for

the poems to be treated as a coherent whole® In my textual

analysis I have concentrated on the problem of meaning in

Annensky's lyrics: many of the poems are tantalizingly unclear

ana ambiguous® I have tried to expose some of the ambiguities

and where possible to explain them® In the second section,!

have attempted a^description of the aesthetic of identity
and beauty which I perceive in the poems® This task was



a difficult one,and I was compelled to abandon more conventional

forms of literary criticism for a psychological structuralism,

more adequate to the many-layered and extremely subjective

character of Annensky's poetrye This structuralism tries to

uncover inner forms,chains of association in the poetry: it

tries to uncover a matrix by which the poerns may be character¬

ised together,and which is the sum of the poet's aesthetics.

This section draws to a large extent on Annensky's critical and

aesthetic writings*



£3

0 e

AhIn oi\ X Ai :jJ nib _L i?I GiS

Annensky has suffered a kind of critical neglect which is

comparatively rixre in literary history. Acknowledged by

critics and poets alike as one of the most important influences

on the development of Russian modernism in literature,he has

nevertheless remained an obscure figure,and details about his

life and a thorough critical examination of his work have

been conspicuously lacking. There are several good reasons

why this should have been so: the fact that Annensky published

only one book of poems during his lifetime,and even then

under a pseudonym; the scarcity of biographical material

about him; the location of,most of his manuscripts and

letters in one central archive,and the difficulty of obtaining

photocopies or microfilm of them - these are all factors that

have played an important part in maintaining his obscurity.

And yet the texts of the poems themselves have always been

available. It is surprising,therefore,that even after the

publication of A. Fedorov's fiftieth anniversary edition of

19595only two full-length critical studies should have

appeared,.
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(1)
These studies are those of Eridano Bazzarelli and Vsevolod

(2)
Setchkarev o Setchkarev's book is almost entirely descriptive

in character,representing a survey of all the biographical and

bibliographical material about Annensky available to the

author at the time of writing. It consists of four long

chapters. The first of these,entitled 1 Biography1,is a

successful attempt to draw together all the biographical

evidence about Annensky into one continuous account. Setchkarev's

main source is the biographical article by Annensky's son

Valentin Krivich^^ - but he makes reference to Fiedler^ '^
• 2

P.el insky^'1 ,Makovsky^,and others. The second chapter,

'Poetry',is divided into five sections: 'Main themes'Chief

poetical devices'/innensky's colorism' ,' The poems in prose',

and 'The translations'. There is little or no attempt to

draw a coherent and unified picture of Annensky's poetry.

Setchkarev enters into great detail in his discussion and analysis

of Annensky's imagery,but his treatment of the themes must •

be criticised as being too general and schematic. (The'themes'

are presented as 'Poetry','Life','Beauty','Time',and so on.)

(1) E. Bazzarelli: La Poesia di Innokenti.j Annenskijg U.Hursia
& C. Milano,196p» (2) V. Setchkarev: Studies in the Life and
Work of Innokenti.j Annenskij ,Mouton,The Hague,1963. (3) V.
Krivich: Innokenty Annensky po semeinyra i . rukopisym mater' yalaa,
Literaturnaya Mysi' III,Leningrad 1925.(A) F. Fiedler: Pervve
literaturnye' shagi,Moskva 1911. (5) F. helinsky: I.F.Annensky
kak filolog-klassik,Apollon,1910(6) S.Makovsky: Portrety
sovremennikov,Eew York 1955jdnd Innokenty Annensky-kritik,Paris 1957<
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The discussion of colour,on the other hand,is very interesting

and useful* Setchkarev shows,for example,that Annensky's

most frequently-used colours are white and black,each taking

u'p about of his 'palette'. Yellow and blue,with all

their different shades,take about 175,the reds 1^5,and the

colour green 6%.

Another chapter is devoted to a scene-by-scene retelling

of Annensky's tragedies,and a final one to a precis of the

poet's literary criticism. The bibliography included at the

end of the book is probably the most complete in existence.

As a source of information about Annensky,this book is ex¬

tremely valuable,but as a work of ,liue-a*"y criticism it is

perhaps somewhat unimaginative. The tone is rather strange

at times: 'The combination of a wise skeptic,an erudite

scholar and a sensitive poet is certainly unusual. But is

not this paradoxical combination perhaps one of the highest

1)
forms the nature of man can reach?'

For a really serious critical study of Annensky,we must

turn to Bazzarelli's work. This was completed in 19^5,two

years after the publication of Setchkarev's book,although

Bazzarelli appears to have been ignorant of the latter book's

existence. Bazzareili's study consists of five chapters:

1) Nota biographica; 2) Caratteri e fortuna della poesia di

1) oetchkarev, op. c%£- , p 5O.



Annenskij; 3) H mondo poetico di Annenskij ; k) L!arte di

Annenskij; 5) Appunti sul teatro di Annsi skij .

The first part of the critical analysis (chapter 2) begins

with, an attempt to decide the difficult question of Annensky's

relation to the two main poetic movements of his time,those

of 'decadence8 and 'symbolism'0 Bazzarelli points to the

astonishing difference between the Annensky of the early

period and the writer of Tikhie oesni and Kiparisovy larets:

"I repeat that the confrontation between the poems of the

'true' Annensky and the poems of his prehistory is cuite

astounding,because it seems as if we were reading the works

of two different men. The reality is that Annensky was not

a pioneer and,in order to find his own authentic path,had

to wait until the experience of modernism had entered and

colonised Russia too,that experience which is known as 'symbolism'

or 'decadentism' (decadentismo). When we speak of decadentism

(which is surely distinct from 'decadence' in the accepted

negative usage of this word) we refer above all to a poet's

consciousness. A consciousness of crisis,of existential

crisis. Annensky is exquisitely decadentist in the sense

that for him the crisis is the collapse of nineteenth-century

values,the ever-present backdrop of his poetic explorations,

realised above all in his anguished quest for his own I_,or

for the confirmation of its division. Certainly,these



elements of decadentism as the fruit of a crisis are to be

seen in Russian literature some way before Annensky,and

before the flowering of decadentism. T.hey are present in

Dostoievsky,in Turgenev,in Garshin. But for the decadents,

and for Annensky in particular,they become the central,even

exclusive object of the poetic questQ Decadentism is,there¬

fore ,above all an event of consciousness: one which in the

reality of artistic expression assumes various modes,at times

extremely distant from one another, 'fhe consciousness of

crisis is a matrix,and those poets who set out from it sub¬

sequently take different directions,create diverse myths. In

Italian literature we can discern in the area of symbolism

creouscolarismo,pastoral humilltas (or alexandrine pastoralism)

the Dannungzian cult of the superman. And in Russia we can

discern now the intimate,twilit,refined and sad Muse of an

Annensky,now the will to power of a Gumilev,or the myths of

a Blok. But among the symbolists,and with Blok in particular,

there is a tendency towards the creation of universal myths,

while in Annensky it is the subjective moment of the existent¬

ial crisis that prevails,conceived as the impossibility of

perceiving,of fixing the unity of one's own _I and the exist¬

ence of the world - a subjective moment which becomes in his

work the clearest expression of decadentism in its most



precise definition. But decadentism is also the index of a

tonality: and,in fact,the consciousness of such crises never

attains the absolute cry of anguish,but expresses itself rathe

in tones of quiet grief,in which the aesthetic quest can be

temporarily'and illusorily comforting. Decadentism is also

a certain landscape,a certain decor: thus we find in Annensky

a love for melting things,for mist and shadows; on the

stylistic level,a tendency towards diffuseness. And also a

certain satisfaction with one's own weakness,a satisfaction

that is another characteristic element of decadentism:

H - CJiaSbiH chh SojiBHoro iiokojishbh

h he noh^y ncicatb sjibh^hckhx po3,
Hh POIIOT BOJIH,HK POKOT paHHHX rp03
Mne He ^a^yT OTpa^Horo BOJineHBH.

Ho MHJIbI MHe Ha P030B0M ctekjie
AjiMasHbie h HJianyntHe ropbi,
ByKeTbi po3 ysa^niKX na CTOJie
H njiaKeHH BenepHero y3opbi.

Koiyra see chom ofi'HTa rojiOBa,
HHTaio rpe3 h noBecTB He6bmyK>,
CropeBiMix khhf saSbiTBie cjiosa
B TyMaHHOM cne h TpeneTHO pejiyio.

"hxhausted states of mind,a love of pallid lilies and faded

roses,of mysterious shadows,of the 'lament' of things,of



nature,a love of the lanterns which are lit in the evenings:

these are all elements of the decadentist decor. But Annensky

also uses some procedures which are proper to symbolism,al¬

though in his poetry they have no 'realiora1 to reveal. His

symbols,his .allegories conceal the same reality: the crisis

of a consciousness. Some of the features of symbolism were

typical of him: a certain herraeticisra,a fascination for the

obscure or the suggestive,rather than the descriptive or

narrative phrase. And he was also fond of experiments,express-'

ive explorations. But all, this was not a screen behind which

an absence of poetry or a poverty of inspiration might fraud¬

ulently conceo^l itself,not a smokescreen or a conjuring trick.

He himself,in a critical essay,tried to justify the tendency

towards obscurity in the new poetics,and to distinguish between

the easy logical evidence,which might or might not be poetry,and

poetic 'transparency'...

"His poetic autonomy,with its values and its limitations,

played an important part in cracking the crystallised armour

in which the most orthodox symbolist dogma is clothed; and

so the acmeists,and Gumilev above all,considered him a pre¬

cursor and a master. For these reasons it is also erroneous

to define him as 'a poet of the first generation of symbolists',
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if we do not wish too didactically,and for purely didactic ends,

to identify this first symbolist generation with a certain

decadentist protosymbolism and the 'second' with the symbolist-

theurgists. He was as I have air ady obsei~ved a poet who in

the sensuous delight of 'reflections' sought the revelation of

phantoms,of the irreality of the world,of the reality of

suffering,and the comfort at times that such a revelation can

bring. Ivanov,as we shall see shortly,called Annensky's poetry

'associative symbolism',but he had in mind more than anything

else the procedures,the. structures of Annensky's poetry (or

rather,of certain lyrics). Annensky expresses a 'decadent'

situation,and uses 'decadentist' and 'symbolist' instruments:
1)

hence such contrasting definitions.'" •

Bazzarelli seems very concerned to find a suitable 'definition'

of Annensky. He lists several such 'definitions': Gumilev

called Annensky nezhny i zloveshchii; Bryusov described the

poetry as 'a presentiment of poetry,but not poetry itself';

Ivanov called it 'associative symbolism'. Bazzarelii points

out that other critics have tried'to define fes. Annensky

as an impressionist,but have failed. Why this is so Bazzarelli

shows in a comparison of Fet,the true impressionist,and Annensky,

the symbolist poet using impressionistic techniques. "In Fet

1) Bazzarelli , vog. £<■£.> p.
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the images-states of mind indicate the calm and aesthetic

abandonment of the poet,an abandonment very slightly rippled

by a pleasant melancholy,to the rhythm of a landscape-memory -

this is done in brief phrases,evocative,nominal,and separated

from one other by commas. The fragmentariness of these phrases

is not a 'symbol' of the fragmentariness of the world,does

not reveal an incurable laceration. The play of shadows is

without any other implications. It is a pure and authentic

impressionism... From the point of view of technique as an

impressionist Fet tends to replace the aesthetics of outline

with a poetics of the 'point1: Annensl-cy, too, loves the 'point',

as I will show later on. But while the point of Fet remains

a descriptive and evocative element,never transcending the

pictorial-sentimental,in Annensky the point becomes one of the

many modes of representing the phantom-like quality of the

„ 1)universe-mirage."

In chapter three,3azsarelli lists what he calls'the three

fundamental attitudes (atteggiamenti)' of Annensky as a poet.

These are 1) aThe search,on the part of the lyrical hero,for

his own . • Since in Annensky the _I is also identified with,

the vocation of the poet,this search is easily transferable

onto the plane of the search for authenticity as a poet,a

search which constantly moves between the poles of hope and

delusion. And the I of Annensky is an attempt at the uni-

1) Ibid.,p. 26.



fication,continually crushed and continually reattenipted,
of various elements,which are memories of the past,the

consciousness of the present as pain,the illusion of a mirage.

2) "To test the consistency of the -world,and to arrive at a

negative conclusion; to perceive so many correspondences

between the I and the world,and to realise that the world

is none other than a reflection of the painful consciousness

which the I has of itself: to see in things the eloquent

and terrible mirror of one's own destiny; like men,things

exist in so much as they are symbols of suffering. And here

there is an original development of the decadent theme of

the lament of things." 3) "The poet tries...to bring back

into play the reality from which he cannot escape,through

illusions: but it is a question of light,shadowy illusions,

the shadows of illusions,not heroic illusions: to the degree

that Annensky is never able to rise to the contemplation of

eternal Nothingness,his illusions are never heroic,but only

attempts at illusions,fleeting points of light which vanish

without giving joy for more than a moment; and illusion is

also refuge in shadow,almost a desire to flee one's destiny

by trying to hide from oneself. The third moment of Annensky



is this,one of illusions and the shadows of illusions. And

it is perhaps the moment at which the poet largely succeeds

in realising himself as a poet,in reaching a more elevated

level of literary and often poetic emotion. It is precise¬

ly in the lyrics of this third intonation,one Which is both

sentimental and thematic,that the poet finds his most elevated

accents.11

Bazzarelli claims that,out of 23^ lyrics,180 can be categorised

under one of these three 'atteggiamenti',but does not really

prove this. The chapter is rather digressive in character,

but there are many penetrating insights into Annensky's poetry.

Perhaps the best method of describing these is simply to quote

some of them:

a) "The world of life and the world of death are not opposed

to one another in Annensky's poetry,because the world of life

consists of illusions which are too weak and fantastic to make

the poet forget about death,and death is none other than one

of the moments,one of the aspects of this phantom-like quality

(fantomicita). The passage of late evening to night is certain-
2)

ly less strong than the passage of night into day."

b) "Annensky's _I makes me think of Chekhov's three sisters,
3)

especially as they appear in the last act of the play."

1) Ibid. ,p. 39. 2) Ibid. ,p.4o. 3) Ibid. p. 40.
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c) "But it should always be remembered that even the choice

of a certain subject by a poet is a poetic act: insufficient

in itself,certainly,but participating in that complex activity

which is called poetic creation. I mean that even though

the theme ma3<- remain indifferent if considered in the abstract,

the choice of theme,the attitude of the poet towards it,his

emotion,are elements inseparable from a realised poetic unity.

On the other hand,in many of Annensky's poems it is precise¬

ly the theme that predominates,signifying the reduction of

the lyrics to description,to documents,in which the synthesis

of image and emotion is not poetically actuated, Thus,

famous lyrics such as Stal'naya tsikada or Budil'hik are

dramatic for their significance,but weaker poetically: we

1)
are confronted here by true allegories."

d) "The poems (of. Tikhie pesni) interest me as a document of
2)

a constant attitude of the poet towards himself as a poet."

e) "The philosophy of Annensky,is not,in fact,*the world

exists in so far as I think',but rather 'the world exists

(perhaps) in so far as I suffer it.'" ^
f) "'I am a ghost',the poet says in V zatsvetayushchikh

sirenyakh,but he recognises himself in the moth which cannot

1) Ibid.,p. 37. 2) Ibid.,p. 51- 5) Ibid.,51.



tear itself away from the gas-mantle where it will meet its

death (Babochka gaza). Because,besides the sadness of having

lost his own past,there is always the hope of finally living

in reality,and no longer in a kind of dream: it is interest¬

ing in this connection to examine the lyric Kuchitel'ny sonet,

a poem whose artistic merit,the power of whose inspiration needs

to be brought to light: the poet leaps consciously from

image to image,from desire to desire,up to the (despairing)

cry of the last line. In the sonnet are listed a great

many 'illusions',and at the same time these illusions are

dispelled by the poet who only in the last tercet recognises

their phantom-like quality,or rather his own incapacity to

live them out."

Bazzarelli has a great deal to say about the technical

aspects of Annensky's poetry,and the chapter entitled

L'arte di Annenskij is extremely thorough and detailed,. It

would be impossible to give an adequate account of all the

remarks made by Bazzarelli: perhaps the most interesting

observations are those which concern Annensky as an 'epigrammatic'

poet. B&zzarelii perceives an 'internal construction' in

Annensky's lyrics which he believes can be defined as the

epigram: "...in that internal construction,in that mode

of making oneself interior (almost a spiritual syntax,a

harmonic union of sentiments and artistic predilections),

I ) 1 b1 d o , p o P O .



Annensky has reached an elevated level of his existence as

an artist. Annensky is not a poet of 'odes',nor is he a

pantheistic poet,desiring to immerse himself in the vast sea

of nature and thus attain a state of joy; there is with.

him no attempt at kozmizatsiva.; he is not a poet of

'historical tragedies',although. he did experience the drama

of the Russian people in his time... I do not mean the

satirical epigram,but the epigram as it is conceived,for

example,in German poetry: 'forme brevi' (short forms) -

which may assume the external structural aspect of the sonnet

of the Quicilia, of the lyric of three or four quatrains -

in which the tonality is discursive,the emotion quiet,

which in the particular grace and choice of the images and

decorations in the syntactical intonation,find a unity of

style. From this point of view we can consider 'epigrams'

(and here,apart from German poetry,we have in mind the

examples of classical Greek and Roman poetry,which Annensky

knew beyond question) lyrics which we have already examined,

such as Tretii rnuchitel'nv sonet ,Huchiucl' ny sonet,Toska

raimol&tnosti,Sentyabr',Sputnitse,for the grace and the

validity of the images and the conception,and for the calm
1 ^

but profound melancholy of the signification." It is un¬

fortunate that Bazzarelii does not develop further this

i) Ibid.,p.96.



concept of the epigrammatic nature of Annensky's poetry,

instead of trying to illustrate its limited definition in

relation to one poem (Toska medlennykh kgpel').

The last chapter of the book is a short essay on Anne.-.sky's

dramas. Bazaarelli begins by saying that he is going to

approach these in so far as they throw light on the lyrical

poetry,but it is not at all clear that such a relationship

is established. In fact,the chapter is mostly devoted to

a description of the tragedies similar to the one contained

in Setcnkarev's book. Only perhaps in the last paragraph

is Bazzarelli's intention partly realised. He writes:

"There is one element which the four heroes,the protagonists

of Annensky's dramas,have in common: the striving towards

an ideal,considered to be the centre of life,willed with all

one's strength,and at the cost of one's own life or of

the most atrocious sufferings: Melanippa,.who defends her

sons' and also her own conception of the world; Ixion who,

if by his first crime (the murder of his father-in-law),makes

himself irrevocably guilty,nonetheless acts out of a need

for justice (the old man's greed must be punished,and thus

also his lack of faith in pacts).and is ready for eternal

punishment for what for him is everything,a moment of love

with the wife of Zeus; Laodamia,with her tender and desperate

love for Protesilaus: and Thamyras,the poet who longs to



express with his lyre the absolute,and who does not know that

man,beyond a certain limit,arrives at a no-man's land,at the

'threshold of the abyss',the experience of which is unrepeat-
1)

able." This theme of suffering as the centre,even the

basis of life is certainly present in Annensky's lyrical poetr

Bazzarelli's study of Annensky is the only full-length and

serious critical analysis of the poet's work as a whole. In

it the author sets Annensky against his time and tries to

arrive at an understanding of the quality of the poet's work.

.His conclusion may be summarised briefly as follows: it is

precisely the quality of Annensky's lyrics that is the most•

important thing a^bout them. Bazzarelli talks of the 'tone'

(intonazione). of Annensky's poetic voice as a powerful means,

by which the poet transcends the world of concepts and abstrac

symbols,setting the reader in direct connection with the

music of poetic language itself,a music that is lyrical and

at the same time haunted and tormented.

i) Ibid. ,p. 15-fo



The long critical article entitled Poetichoskoe tvorchestvo

Innokentiya Annenskogo by A. Fedorov,v/hich forms the preface

to the 1959 Leningrad edition of Annensky's poetry and tragedies

must also be discussed here as one of the major studies of the

poet's work. Feaorov's approach is,broadly speaking,in line

with that commonly adopted by Soviet literary critics towards

the literature of the 1890's and early 1900's,and he examines'

Annensky's work from a sociological point of view. Like

Bazzarelli,Fedorov considers that Annensky must be regarded as

a 'decadent' poet with symbolist leanings,but his reasons for

•doing so are quite different. Por Fedorov,the .characteristic

features of decadentism are a predilection for mystical-aesthetic

themes,a profound pessimism,a preoccupation with- death and

dying,and a desire to imbue the poetic word with as many meanings

as possible. He sees all these features in Annensky's work,

but adds that 'nonetheless there is much in Annensky's work

which cannot be accomodated within the ideology and aesthetic
P)

of decadentism.' Fedorov claims that,like Blok and brjusov,

Annensky did not limit himself to the exploration of purely

individual states of mind,but was also aware of the conflicts
1

and tensions in the world around him. If for Bazzarelli

Annensky represents the purest essence of decadentism as an

, I- F. Annensky ;
1) / Stikhotvoreniya i tragedii. Vstupitel'naya stat' ya , podgotovka,

teksta i primechaniya A.V.Fedorova. Bibiioteka poeta,3ol'shaya
seriya,Leningrad,1959® 2) Ibid.,p. 19.
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expression of existential' crisis,for Fedorov Annensky is a

symbolist and decadent at the roots of whose work lies a

profound awareness of social crisis* Unfortunately,this

assertion is never fully developed in the course of the

article. Fedorov picks out certain social 'moments' in

Annensky's work,such as the set of prose-poems grouped to¬

gether under the collective title of Autopsia,and the

obvious examples of poems like Starye estonki (21o),V doroge

(7^),and Peterburg(199),but nowhere is there a real attempt

to discuss these poems in relation to the others. Nevertheless,

the point is made that Annensky's poetic _I is not entirely

subjective,that it contains a concrete,environmental element.

Fedorov makes some penetrating comments about the interrelation

between the two contrasting features of Annensky's poetic

psychology: 'It is true that the feeling of protest is almost

stifled by a consciousness of the inability to escape,and the

sense of personal isolation...becomes even sharper,while the

consciousness of one's own responsibility for the suffering of

other people becomes more and more painfull, The external

world is turned into a phantasm,where animate man and inanimate

nature are no longer separate,and the compassion of the poet

spreads itself equally over suffering people and stones,flowers,

a doll thrown into the water - over objects animated by him...

And the attempt to arrive at a social theme,at the world of
O

t



'the real effects of life' turns out to be only the more

agonizing for the poet,provokin0 in him even more tragic

experiences,sharpening even more within him the consciousness

of the impossibility of breaking out of the limits of his
1)

psychic world,a world which is doomed." And also: "Russian

decadentism and symbolism are closely associated with idealistic

philosophy. That sense of a split between the external world

and the inner world of the poet which is so typical of

Annensky also characterises a group of other poets - his

contemporaries. But Annensky,as distinct from so many of them,

does not regard his I as something independent from the rest
■ i ■ 2)of the world." To support this statement,Fedorov quotes

from .the poem Poetu (219):

B pa3ji;ejiBH0H ustkoctk Jiyueft
E B uaflHOH CJIKTHOCTK
Bcerfla Ha# h&mk - BJiacTB semen
C ee Tpna^oH H3MepeHKK.

E rpaHH jib nmpKinB 6bitkk
HJIB ChOpMH BblMHCJIOM TBI MH02CHIHB,
Ho b camom fl ot rjias He H
Tbi KHKy^a yiiTK He Modems.

In his examination of Annerisky's tragedies,Fedorov spends

a great deal of time describing the 'democratic' nature of

the plays,the way in which the human characters are offset

in a positive position against the arrogant and indifferent

1) Ibid.,p. 3^- 2)rbid.,p. 37•



rods. There is also an interesting comparison between Annensky•s

Laodamia and the tragedies by F. Sologub and Bryusov on the

same subject.

The rest of the article is devoted to a discussion of

Annensky's style and imagery,and of his verse translations.

Fedorov shows how Annensky is able to step inside the mind of

the poet whose work he is translating,and how he frequently

'russifies' the originals so that they become new poems.

The rest of the critical literature about Annensky consists

for the most part of short articles which have appeared from

time to time in literary journals and almanachs both inside

Russia and in the west. A comprehensive survey of by fax" ;he

greater part of these articles may be found in the second

chapter of Eridano 3azzarelii's monograph,and so I shall restrict

myself here to a few remarks about a question barely touched

upon by Bazzarelli,that of the relation of the poet's critics

towards his work. At the end of his extremely penetrating
1)

essay about Annensky, the critic Aleksandr Buldeev writes

that 'anyone who wishes-to understand Annensky must take on

for a while the task of becoming?the poet's second 1 - his

alter ego - otherwise the reader will perhaps be compelled to

shut the book in annoyance.' I think this statement carries

a good deal of truth. It also ties in with a belief expressed

... Buldeev,Annensky : kak roet ,Zhatva,V,Koskva, 19'"'2,kn.III ,pp.
195-219.

1
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by Annensky himself a few years before his death. "Moh
^eqeni^HH MOseT SBITB noHOTHa TOJIBKO JIIO^HM,scHBymuM ' .

MHHyTaMH OJie^Hbix 6e3yMHH", Annensky wrote in a letter
1)

to A. hukhina in 190?.

In many of the critical articles.the totality of

Annensky's poetrysa complex intermingling of imagery and

thematic actions,contrasts strongly with the often

schematic patterns of the critical approach. Isolated

elements of Annensky's poetry and personality are re¬

flected in these studies,but seldom is there any real

sense of a relation between them. It is true that Voloshin,
2)

m his ooiouary article for ..nollon ,points to Annensky's

mnoKogrannost1,but the emphasis tends to be laid on the

difference between the facets and not on how they might be

connected to one another. Even Vyaches&lav Ivanov,who

clearly perceived the 'associative' character of Annensky's

poetic thought,does not go beyond a comparison with
, 3)Kallarme. Often the critical approaches reflect individual

preoccupations. This would not be a hindrance were it not

for the fact that so often the preoccupations overshadow the

poetry. Thus,Khodasevich turns Annensky into an incarnation
4)of Tolstoy's Ivan ilyich in his essay Ob nnncnskom .

1) TSffALI,f. 6,a. 2,ed. khr. 5° 2) MiVoloshin: Liki tvorchestva:
I.F.Annensky-lirik,Apollon,4,Khronika,'pp.11«l6, (3) V.Ivanov:
0 poezii I .F. Annenskogo , ibid. ,pp. . 16-2A. (A) V.KhodasevijCh:
Epopeya, 1_922,No.3>pp. 3^-56®
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The themes of death and dying are sin; ,led out by Khodas'evich ■

as having supreme importance in Annensky's poetry. Or

1)
again,both Hakovsky's essays about Annensky are fixed

on an assumption (as yet unfounded in biographical fact)

that the poet's work reflects a life-long fascination for

an unknown woman. For A. Gizetti,Annensky is 'the poet
2)

of world discord' "Annensky,like every poet,speaks of

the eternal,the great and the profound,of that which hides

beneath the storms of life,that which constantly creates

our soul. But more than that,even more than anything else,

he is near to us,to the people of today,precisely because

he speaks of contradictions,of discord,of the complex and

irreconcilable conflicts that lacerate the soul with un-

healable wounds."

All thse approaches describe only one aspect of Annensky's

poetry. Each correct in so far'as it goes,none attempts a

synthesis of all the aspects into a picture of Annensky's

poetic universe. Apart from Buldeev's essay,the study by

E. Malkina,a review of A. Fedorov's 1939 edition of Annensky's

3)selected poems ^ ,is the only one written from a supposedly

'objective' standpoint which tries to provide such a synthesis.

1) See p. 2if-. 2) A. Gizetti: Poet miro^oi disgarmonii ,Biograficheskaya
Bibiioteka,izd. T-iya Kolos . 3) E* Kalkina: Innokentv Annensky,
Literaturny sovremennik, 194-0,No 6.
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Kalkina begins by characterising the poet's attitude towards

his environment: "Innokenty Annensky was strongly influenced

by his brother N.F. Annensky - a well-known populist,and

one of the leaders of the Soyus osvobozhdeniya. But the

populist ideals of the elder brother could not attract the

younger,who belonged to another generation formed in the

years when 'Pobedonostsev stretched his owl's wings over

Sussia' (Blok). The 'unctuous years',as Annensky character¬

ised the period of populism's decline into liberalism,

provoked a deep revulsion in him. Hardly having begun to

live,he turned away from life and right up to the end,

to death,he maintained .a defensive position towards the

reality that surrounded him. Life was for him sharply

divided in two. One was the life which flowed on in the

sight of all,consisting in'the dreary business of duty'

(nostyloe delo sluzhby): it was to this life that he

applied the words of Dobrolyubov in one of his letters:

Mli co3h3jih b rpH3KOH Jiyse
Mm sabko ctokm,
H ^eM flajiee , Tew xysce
Bee csoh rpnshxm.

The other liie,invisible to the majority of people,took



place in tbo world of poetic creation and was jealously

guarded from the eye of the outsider. Over the long

years Annensky remained a poet for himself and for a

'few people close to him."

Speaking of Annensky*s reticence as a poet,Malkina

writes: "Annensky's poetic reticence really did demand

a moral strength,but it involved something else as well,

something that Blok noticed immediately. 'Is there not

an all too morbid anguish (nadrvv) in this modest

dereliction',he■wrote in his review of Tikhie pesni.

"And so it was: in this poetry lies concealed a

profound human unease. 'We sense a human soul wasted

away by an overwhelming anguish,a soul that is wild,

lonely and furtive',wrote Blok. Nevertheless,in

Annensky's persistent loneliness there was no trace

of indifference towards life. On the contrary,he was

morbidly sensitive to its slightest abrasions; in his

eternal restiveness,his intense sensitivity,his agonised

reflections about existence he was very close to Blok,and

it is not surprising that Blpk,who became acquainted with

Kinarisovy larets after Annensky's death wrote to Annensky'

son V.I. Krivich: 'An improbable closeness of experience,

which explains to rue much about myself.'"

After characterising the quality of Annensky's Muse

in this way,Malkina proceeds to talk about some of the



poet's central preoccupations. First there is the problem

of conscience: Malkina shows how Annensky,as distinct

from many symbolist poets,never aestheticizes his

compassion and his feelings of guilt. "On the contrary,

he condemned himself for their inactive character,as

may be seen from a poem like Starye estonki:

- Tbi scajieji hx... Ho kto ac tboh acajiocTB

Ecjih najibuibi pykk tbooh tohkk
k hh pa3y OHa hs cscHMajiacB? "

r

In connection with Annensky's preoccupation with

death,Malkina writes: "Everything evoked in him thoughts

about death: the zigzags of falling leaves were assoc¬

iated for him with the fear of death,and August spoke to

him 'in the bronze tongue of funereal languor',and in

the fading daylight he saw 'the luxuriance of the

flowerbeds where decay has set in'. And yet Annensky

was tormented not only by a fear of death but also by a

consciousness of the egoism of this feeling: 'the fear

of death is deeply egoistic',he wrote. From this conscious

ness of egoism grew again the same feeling of guilt,a

semi-mystical awareness that by avidly holding on to life,

he was taking it away from others:



A r^e-To TaM mhtytch c'peflb orHa
TaKHe s a,6e3 cweTa H Ka3BaHba,
H ube-to kojio^oe 3a mghh
KoH^aeTca b Tocae cymectbobahbe.

"We can sense a profound personal agitation in Annensky's

words about the integrity of Lerrnontov and about how 'even

a little time ago people were able to love life without

being alienated from it...and now they have not a single

personal resource to fall back on,except for the circum¬

stance that everyone is afraid of his own.death.' Annensky,

too,had not a single resource on which to fall back,and

his own personal world inevitably became more and more

the principal object of his poetry. In his lyrical dramas

on subjects from antiquity,in his critical articles he

was invariably drawn towards the agonised soul of contemporary

mankind - towards his own soul."

This parallel of Annensky's personal anguish with the

anguish felt by a whole generation is a profound insight

which would not apply to any of the symbolists except Blok.

And yet Malkina is strangely inconsistent when she states

that Annensky's anguish reflects the misery of the time

in which he lived only indirectly,through the imagery of

obida,and that 'social conflicts were not directly reflected

in his work.' Surely such poems as Garmonnye vzdokhi (20p),



. terburg (199) ? Korvy (163) ? ^ ^ rY e e s ° n^ 3- (216) do_ reflect

a discordant reality with a directness which lends them

their strangeness and originality - the actuality and

violence of their imagery shatters the isolated dream

in which the poet is imprisoned.

Penetrating though Malkina's article is,it does not

approach the stature of what must be described as the only

critical statement about Annensky to fulfil the requirement

of subjective self-identification located by Buldeev (apart

of course,from Buldeev's own article). This is the passage

devoted to Annensky in Handel' shtam' s essay 0 prirode slova

As a poet,Mandel'shtam was strongly influenced by Annensky.

It is not surprising,therefore,that his remarks about Annen

should be profound and illuminating. The essay is an attern

to explain the peculiar quality of the P.ussian literary

language,and to link that quality to the concept of a

specifically Russian destiny. Handel'shtam*s thesis is

that Russian is a 'hellenistic' language: ""As the result

of a whole series of historical circumstances,the living

forces of hellenistic culture,leaving Latin influences to

the west and for a long time dallying with childless

Byzantium,rushed into the lap of Russian speech,lending it

the assured mystery of the hellenistic world-outlook,the

1) 0. Mandel1shtam. Collected forks in Three Volumes.
Interlanguage literary associates,Now York 1966-1969?
vol. II - pp. 29^-295 (for the reference to Annensky).



mystery of free incarnation,ana thus the Russian language

became resonant and speaking flesh." This concept of

'hellenisra' is a rather elusive one: Mandel'shtam goes on

to define it as follows: "The hellenistic nature of the

Russian language may be identified with its everyday quality

(bytiistvennost'). In the hellenistic conception the

word is active flesh,resolving itself into an event. For

this reason the Russian language is historical in itself,

since in all its totality it is a heaving sea of events,

a constant incarnation and activity of a rational and

breathing flesh. No other language resists with the strength

of the Russian the nominative and attributive designation.

Russian nominalism,i.ef the concept of the reality of the

word as such,gives life to the spirit of our language

and connects it to hellenistic philological culture - not

etyrnologically and in a literary context,but through the
sj \

principle of inner freedom,typical of both languages."

Handel'shtam goes on to attack the symbolists,and B.eiy in

particular,for degrading the Russian language,for attempting

to make it serve a theurgical or anthroposophical purpose.,

In Mandel'shtam's conception the Russian language is alien

to all kinds of utilitarianism,whether scientific or mystical.

It is a network of living events that surrounds those who
c-

1) Ibid.,p. 294.
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speak it,and each word is a historical artefact,a tiny

Acropolis of light and civilisation which will survive

aeons of chaos and destruction. Mandel'shtam sees the

upholders of this understanding of language in the
r>

Acmeists. Ke admits that the Acmeists are technicians

rather than sublime poets,but states that the future

will be built "not by Mozart,but by the stern,severe

master-craftsman Salieri,who stretches out his hand to

the builder of things and material values,the constructor

and producer of the concrete world." ^
In this strange synthesis of culture,history and

linguistics,Handel'shtam picks out for special attention

two figures in Russian literature,contrasting with one

another,but united by a common'essence. The first of these

is Rozanov,the domestic philologist. For Mandel'shtam,

philology means the study,the private room,the cell -

literature is the lecture-hall,the auditorium,the street.

In philology,Rozanov sought the 'nut' of Russian hellenism,

the foui" walls of the plain and linguistic Russian

acropolis, driven as he was by a desijre for a national,

identity,for an identifiable civilisation: "Lime some

other Russian thinkers,such as Chaadaev,Leontev,Gershenzon,

he could not live without walls,without an Acropolis.

Everything aground is unstable,soft and yielding. 3ut we

want to live historically,we are filled with the thirst

Loc- c«-t.



for whatever this nucleus may be called,state or society,a

thirst for a nut,'./hat ver this nut may symbolise, This nut

of a wall determines the whole fate of Rozanov and once and

for all acquits him of the accusation of unprincipled

behaviour and anarchism."

Like Sozanov,Annensky sought the acropolis in the domestic

sphere. But Annensky was a poet: "While in our literature

Rozanov is the representative of the hellenism of God's

fool and the beggar,Annensky repres nts heroic hellenism,

militant philology. The poems and tragedies of Annensky may

be compared to the wooden fortresses or citadels which the

independent princes carried far into the steppes for defence
2.)

against the Pechenegs,against the night of the Khazars."

What Handel'shtam has to say about Annensky practically defies

any attempt at precis: Annensky is seen as a bird of prey,

gathering elements of both ancient and west European cultures

in his claws,only to scatter all these riches to the winds

from a great height,leaving in his talons "only a handful

of dried grass". Handel'shtam is surely correct when he

writes that "everyone was asleep when Annensky kept his

vigil. The bytoviki snored. Vesy did not yet exist. The

young student Vyacheslav Ivanovich Ivanov was studying with

Mommsenjwriting a monograph about Roman taxes in Latin..And

at this time the director of the Academy at Tsarskoe Selo

was struggling through the long nights with Euripides,

jj,) Lot- c.it. A.) loc.- Cit.

7/



absorbing the venom of the wise hellenic speech,preparing

an infusion of such bitter,fiery and strong verses as

1)
no one before or after him has written." for nnnensky•s

poetic ana aesthetic sensibility was formed in the twenty

years which preceded the first symbolist publications in

Russia,a period that was marked by the absence of any vita

school of poetry,or indeed of any vital poetry0 Annensky

belonged to no school of poetry,his work,like that of

Ro2anov,was done at home: "For Annensky too poetry was a

domestic affair,and Huripides was for him a domestic

writer,all quotation and quotation-marks. For Russian

poetry■Annensky's universal poetry does not represent a

process of hellenisation,but rather an inner hellenism,

suited to the spirit of the Russian language,as it were,

y\
a domestic hellemsm.11 'This concept of domestic hellenism

is perhaps the most precise definition of the quality of

Annensky's poetry that has been offered,for it takes into

account all the aspects of the poet's character - his

preoccupation with philology,his refusal to inflate the

poetic language with abstract expressions,his obsession wi

the everyday,the ordinary,and above all his desire to make

poetic speech a means of attaining the absolute,the totaliJ

of man and universe: "Hellenism is the pot on the stove,

the oven prongs,the earthenware pitcher of milk,it is the

d.) Loc- cdc. 2.) lot- cit.



domestic utensil,the vessel,the complete environment of

the body; hellenisn is the heat of the oven that is felt

like a sacred thing,a visible property,communicating a part

of the external world to man,it is every kind of clothing,it is

laid on everyone's shoulders*..Hellenism is a system in

the Bergsonian sense of the word,a system which man unfolds

around him like a fan of phenomena,freed from their

dependence on time,subordinated now to an inner connection

through the human ^
The critical literature about Annensky .is rather small,and

of widely .varying quality. In this survey I have tried to

summarise the best of it. It consists of three kinds - the

scholarly-analytical (Setchkarev),the exegetic (Bazzarelli,

Fedorov,Malkina),and the subjective-aesthetic (Buldeev,

Mandel'shtam). I have indicated my preference for the

latter kind as being most closely suited to the special

quality of Annensky's poetry0

1) toe. cifc



PAST ONE

Thematic Analysis



THE QUIET HONGS

1.

The title of Annensky's first collection describes the sub¬

dued, low-keyed quality of his verse; it is also an allusion

to Lermontov's angel,who 'sang a cuiet song' to the poet's

soul,filling it with an anguished longing for the Ideal and

instilling it with a profound dissatisfaction with earthly

existence:

Ms 32.bsth0r0 (hKSJia

b stk necHH npoJiKTa,

Ho yBbii ho KpacoTa...

Iojibko Myica H^eajia.

This epigraph amplifies the suggestion and. allusion of the

title. Annensky's world is not one of realised dreams or imagined

beauty: bound on all sides by the realities of material exist¬

ence, it is a world of torment and pain,the pain of an absent Ideal



and the unsuccessful attempt to achieve it. It is a tragic

universe,but the tragedy is not played out in grand gestures

and heroic speeches - it is enacted by a a single character

who speaks in an undertone and whose identity is uncertain,

the lyrical I_ of the poet,remaining anonymous, "Kikto'!.

The fifty-three poems that make up the collection are ar¬

ranged in a loose,not quite cyclic manner. Nonetheless,the

features of a unified cycle can be discovered upon a close

examination of the work. Between the first and last poems

of the book there is an unmistakable progress of the poet8s

consciousness through a metaphysical landscape,the regions

of which correspond to clearly defined experiences and loc-

ations in reality. I wish to explore these regions as fully

as possible,and to establish a metaphysical 'geography8 of

Annensky's universe as it appears in this work.

The key-nots of Annensky's poetry is anguish - muka,toska -

that anguish which is felt before the unknowable and unattain¬

able in human existence,and before the futility and meaningless-

ness of experience. But this anguish is expressed not in general

ised statements about life,but in concretely expressed situations

situations which are at once syntheses (pictures of experience)

and analyses (pictures of the subjective consciousness). I

shall discuss this technique of Annensky in more detail further

on. At the moment I want to concentrate on his conception of

creation as anguish,and the concrete expression of this concept-



ion in the poems of Tilchie pesni.

The first two poems concern" the problem of the poet and poetry®

The theme,is treated here in a rather stylised fashion: the

capital letters,the archaisms remind us of Tyutchev's poetry,

while the dream-like landscape evokes the poetry of Vladimir

Soloviev® In Poezii<ci (65O ,poetry is an aethereal female being

who is an object of worship to the poet® Annensky is aware of

his alienation from the literary climate of his time,and in this

sense the poem may be read as a profession of artistic faith -

he seeks the beautiful,the creative moment not in the azure of

incensesthe pomp of a temple or the vainglory of the priest

(images which in some ways recall Blok's Stikhi o Prekrasnoi

Dame),but prefers to search for the traces of 'Her' sandals

... b OKeaHe MyiHbix ,

B SesyMHOM ua_aHBK cbhtlibb

IIo 3 3KH 65
and amidst the sand-dunes of the deserts - deserts,because life

without poetic inspiration is a desert for the poet® Thus poetic

experience is seen here as a fleeting moment which demands much

suffering from the poet before he can realise its promises® Poetry

is a brief glimpse of the Ideal® The same idea is expressed in

the second poem of the book,Beskonechnost'(65),which again concern

a female creature representing poetic experience,although here the

allegory is more ambiguous: 'ona1 refers to infinity,but used

throughout the poem gradually insinuates the idea of a 'She'®



'Her' emblem is like a figure 8 turned on its side - a simile

which gains in meaning as the poem progresses. She is a delight¬

ful lie - delightful because poetry gives the poet delight,a. lie,

because for Annensky poetry can never tell the truth about reality,

since the ideal it seeks can never be attained. Her promises are

fulfilled in the circle of enamelled minutes - a fanciful way of

saying that poetry takes time to write, and exists only in time.

This is also why it can never transcend material reality. But

although his art is long and time-consuming,the poet does have

a fleeting chance of encountering the. Ideal. In the split-second

moment of inspiration 'drobimy molniei muchen'ya',poetic: insight

stops the flow of time, ana the 8 on the face of the clock turns

on its side to indicate Infinity.

At other times,however, no such consolation can be found by

the poet. At such times:,existence seems meaningless,and art

powerless to redeem its meaninglessness. Ideal (69) presents

a picture of a public library in the evening. The gas lamps

splutter and flash above the heads of the readers. Empty

tables emanate a 'black infection' of boredom. The poet,too,

sits among the readers in this library,trying to fathom'the

repellant rebus, of existence' on the faded pages of ancient books.

Existence is a library in which the individual tries to derive

some meaning from the vast mass of apparently unrelated information

which surrounds him. This analogy is made by Annensky in a



Co

thoroughly concrete fashion,, The poem exists on two planes: on

the factual plane,as an impressionistic picture; and on the

symbolic plane,as a statement about the poet's attitude towards

reality. The two planes fuse in the last line of the poem:

'Postyly rebus bytiya'.

Vyacheslav Ivanov wrote about this poem: "The straight¬

forward meaning of this poem,the solution of its rebus ( and it

is a rebus because the whole of life is a ''repellent rebus") is

- a public library; the ultimate meaning and "causa finalis" is

a new riddle glimpsed in the already-guessed - the riddle of

the fragmentariness of the Ideal and its embodiment and of the

impossibility of finding a ratio rerun in the res themselves:

it is only in the reflections of the spirit,creatively accompan¬

ied by human thought,reflections which once burned in the spirit,

but which today are buried like mummies in dusty volumes,that it
(1)is revealed,the secret of Isis - and will be revealed once again?' u

The fragmentariness of existence to which Ivanov refers is vividly

expressed in the 'separate* quality of the imagery. The image

of popping gas is followed directly and without any transition by

the image of the readers' heads,and so on0. In fact,the poem con¬

sists of eight separate images - the gas,the readers' heads,the

'black infection of boredom',the empty tables,the green faces of

the readers (sickly with dim light,boredom and fatigue),the poet

himself,concealing his 'anguish of familiarity' with the place,

(1)V. Ivanov: "0 poezii I.F.Annenskogo" (Apollon,1910,Khronika,
p B^ l6o.)~



the people,the books; the faded pages of the books; and the

repellent rebus of existence itself. This is an analytical

technique3in which psychological and emotional tensions are
("k

harnessed to sense impressions,so that the boundary which

separates the poet's feelings from external reality is broken

down.

From the three poems we have examined,we can already deduce

something of Annensky's conception of poetry and its function.

The poet seeks the Ideal. But since he is bound on all sides

by the Heal',which seems hateful and repellent by comparison,

he is permitted only fitful glimpses of his goal,moments of poetic

insight filled with anguish and 'split by the lightning of agony'

Creation is torment.because it entails two contradictory phases:

in the act of writing the poem,the poet rises above his immediate

situation and is thus made for an instant more aware of his limit¬

ations. After the moment of ecstasy comes the return to earth,

and the consciousness of this inevitable return is present even

In the act of departure for the transcendental,colouring the poet's

words with pain and remorse. Thus the poet suffers from an inner

dualitysa division between the joy of his apprehension of the Ideal

and the ugliness and boredom inherent in the Heal. Like Baudelaire'

albatross,he is master of the skies; but on earth he is sick,

a.weak creature destined to suffer. His flight is tinged with this

awareness" and his poems show the marks of his duality®

This tension between the simultaneous joy and agony of the



Ideal, forms the subject of several of Annensky's poems concern¬

ing the nature of poetry and the relation of the poet to his

work® Two closely-related sonnets,Nenuzhnye sti-ofy (73) ana

Tretii muchitel'ny sonet (91) illustrate this theme clearly

enough® In them,Annensky speaks of his poems as his 8children®,

a familiar simile® lut these children are the offspring of

the poet8s agonising struggle with the Ideal: as such they are

far from flawless,they bear the traces of his suffering,and are

marred by sickness and despair® But even so,they are beautiful,

because behind their scarred and delicate exterior they contain

the shadow of the Ideal3however■faint. In the late prose poem

Sentimental8noe vospominan'e (Posmertnye stikhi,p» 99) Annensky

wrote,concerning his earlier work: "3to Sbijik njioxHe cthxk,

coBceM ruioxne cthxh,to Sbuia ^axce He cTHxoTBopKan pnTopHKa,
a hto-to eme xajine.

Ho,6ose MOH,KaK h kx nybctbobaji. . . k kek h Jix>6zji pa-

Ayry... Moh oaHajibHbie putpMbi,moh scajixne xeTa&opbil
otuero h He Mory boci-cpecKTb Bac,o SeiKbie KHKcbbi c jihhhjio

posOBbiM KymaxoM na fiejiox xncee HexjiOB,c sk^khmk,ho rua^KO

XipKUeCaHHblMK KOCaMH,C MeHTaTeJIbHblMH TJia3aMH K 3 BeCHymKaX,

npe^aTejibCKbix nejiTbix BecsymKax Ha tohkoh neTepSyprcKOH
Kosce. ..

It is these consumptive nymphs who are the subject of Nenuzhnye



strofy. The sonnet opens with, abnegation: the poet's verses

are not 'pearls' - they are born of suffering,hurled from the

'black orifice' of the Reals They are not destined to last,but

will fade like 'consumptive foliage'® These verses are the ones

which the poet must cast aside,since they are too weak - but

their fate is a special one« In the sestet of the poem,Annensky

transfers his metaphorical drama to the interior of a temple,in

which a ritual accompanies the death of the unneccesary verses®

From a black niche,a 'radiant' god smiles ana beckons to them

H fleTK Sjie^Hbie CoMHeHbn h TpeBom

H#yT k newy npxHTb nypnyposbie Torn.

HenyxtHbie cTpoqpbi 73-74

In these lines ,the verses' fate is expressed in a 'mythic'

fashion,by means of allegorical elements® The myth,in its meta¬

phorical expression,beginning with the suggestion of religious

imagery in the last line of the sestet,might be interpreted as

follows: although the rejected verses are poor,weak beings

which cannot hope to survive long,there is nonetheless a chance

of redemption for them® The radiant god is the presence of the

Ideal,which can consecrate the memory of the poet's heroic,if

unsuccessful attempt to reach ito Thus the verses,which have

struggled so valiantly in order to express the Ideal,are adorned

with the purple togas worn by Roman consuls in time of victory®

Defeat becomes a kind of triumph,failure a kind of achievement®,

A similar idea is expressed in the sonnet complementary to



Nenuzhnye strofy,Tretii muchitcl'ny sonet,subtitled Strofyo In

the first line of the poem the same qualities of simplicity and

asceticism are stressed: 'Net,im ne suzhdeny krasa i

prosvetlen1e„..5. In his affirmation of poetry as the expression

of the suffering human spirit walled in by the limits of a vulgar,

terrifying existence,exemplified in the image of suffering

children,Annensky Reveals what Osip Handel'shtam called the poet's
(1) '

'rdomestic Hellenism'. Annensky's muse is an ascetxc one, and

the images she inspires are familiar,everyday ones. The tone of

this sonnet is far removed from the broad flow of the poems of

Cor Ardens or Stikhi o Prekrasnoi Dame,for example. It is an

urgent,personal tone: Annensky addresses the reader quietly

and straightforwardly. The poem is about pain ana joy,and their

fusion in the creative experience. The poet delves into hia

experience and produces words and phrases from a forgotten past:

fi xioBTopjuo hx na naMHTb 3 nojiycne,
Ohk - MHHyTbi npa3^Horo tomjishbh,

iieperopeBinxe na xefljieHHOM orne.

Again the image of fire appears as it did in the first sonnet,

the fire of suffering mingled with the flame of love. Inspiration

(1) C.Handel'shtam: oe>. <ht\ ,Vo^. 2, , a.' dFiU.
i ' i



nay be a wonderful zapoi,intoxicating the poet's senses - but it

is also the cause of much labour and suffering, 'truda koshmarnogo

nad grudoiu listov'. Yet the poet loves this experience all the

same,and without it he would be at a loss. He loves verses,

with a love which is mingled with anxiety:

Tax jiiooht TOJibKO Maib,a jikiiib Sojibhux fleteii.
TpeTHHK MyTOTeJIBHMH COKeT 9

So much longing,so much melancholy,so much pain and regret make

the poet's verses 'sick' - there is a strong element of

compassion in Annensky's attitude towards his creations. His

poems are children of suffering,'flowers of evil1.

Yet sometimes the creative act may bring with it no vision of

love,no apprehension of the Ideal. Sometimes it is merely

1koshraarny trud' and little else. This is the theme of the poem

Mukhi kak mysii,which strikes a note more despairing even than

that of Apukhtin's original. In Annensky's poem the correlation

between 'lies' and 'thoughts' is more obscure,more shifting.

Apukhtin simply draws the parallel between unbearable thoughts

and unbearable flies. It is built of two stanzas. In the first

the flies are likened to thoughts ('Mukhi kak ch&rntje mysli ves'
den' ne dayut Dine pokoi...') with a great deal of realistic

imagery ('sgonish odnu so shcheki, a na glaz uzh uselas' drugaya').
*

At the end of the stanza the poet longs for night to come,when

he will be rid of the nuisance. In the second stanza the stress



passes from the flies to the thoughts. Darkness having come at
last,the poet is unable to sleep because of tormenting thoughts.
This time the torture is not physical,but mental ('Tol'ko

progonish' oanu,a uzh v serdtse vpilosya drugaya'), and instead
of praying for night in the ordinart sense,now the poet is
driven to beg for eternal night — or decith.

The imagistic parallel is immediate,direct and obvious, and

passes through the whole poem. There is,however,no such neat

division in Annensky's poem,which extends and develops Apukhtin'

metaphor to include the act of poetic creation. The 'flies-

thoughts' parallel is compressed by Annensky into a bifurcated

image, operating at both the physical and the metaphysical level

the poem begins with a declaration of the poet's world-

weariness, an anguish and lassitude which he would like to dispel

by the writing of verses:

H ycTaji ot SeecoHHHix x ckos,

Ha rjia3a koh np^h habhcjin.5
fl XOTeJI 6 hi OTpaBOH CTHX03

O^ypMaHHTh HecHocHhie mbicjih.

So far, it is only unbearable thoughts that torment the poet.

Looking at nis life, he asks himself if it is really impossible

to 'untie the knots',if all that he has done is a mistake? Then,



without any warning,his attention is distracted by the flies:

noa^hsh 0c8kbi0 kvxh tik '3jih,

Hx XOJIOftHbie KpblJEbH tax jihiixh.

"Myxi-i xax mmcjih" 90

In this sudden transition,the 'flies' element broadens the poem'

dimensions,giving it a seasonal location - in late autumn -

and depicts a definite situation,, The poet,seated at his desk,worn

out by fatigue and nightmare,becomes aware, og black flies which

crawl on his skin.. And suddenly,the handwriting on the sheet of

paper in front of him seems like hundreds of tiny black flies - he

is seized with revulsion:

0,kek,MepTBbie,rajKH one...

Pasopsn hx^coscfk hx cxopee.

Somehow the flies and thoughts become inextricably bound up

with one another so that the description is not quite a realistic

one. Waking nightmares and words intertwine with one another to

make a statement about the horror and the struggle which underlie

the process of creation. No distinct parallel between flies and

thoughts: is drawn - rather,the poet's consciousness is brushed now

by one image,now by the other,so that a psycholo,gical picture is

built up in stages.

In the absence of the Ideal,the act of creation is a repellent,

arduous task (zapoi often giving way to otrava,or durman). But



often the vision of divine beauty itself can also be painful

and nightmare-ridden. In the two fort en' yannve sor.oty (77 and

92)swith their evocation, of maenads and moonlit gardens5Annensky

shows the gradual transition of the poetic dream into the night¬

mare of existence. In the first sonnet moonlight,a garden,

gentle colours",.silver, emeralds, a keyboard combine to create

an impression of nocturnal transparency and beauty. In the

tercets,however,a subtle change takes place in the enchanted

garden. She maenads, disturb the poet - they are tak besheno

gordy,although cristalline-pure. They ensnare the poet in their

chains

K pescyT cepABe MHe ysxxe cjie^bi.. .

Thus the ecstatic, apprehension of beauty becomes, a nightmare,

a prison. The contrast between this shining music and the poet's

own anxiety-torn existence is too strong,the longing for beauty

too powerful,the consciousness of its absence too omnipresent^

In the second sonnet,the maenads appear in brilliant sunlight.

Again,there is something inhuman,indifferent in their dancing.

These visions are invulnerable - the wasps sting them,but no tears

of pain come to their eyes. Quietly and serenely,they continue

their dahce:

H c idihckoh uyTi-coio, no,n uaniefi rojiySox,
Ex paBHO^yniHbie cjiKBajiKca HaneBbi.



Perhaps the fullest account in Tikhie pesni of Annensky's

conception of the poet and his art is given in the Yubileinaya

kantata,dedicated to the Pushkin centenary,and entitled

Poshden'e i smert' -coeta (88) „ The dramatic,or 'cantata' form

in which the poem is cast may seem anomalous at first« But it

should be noted that although this is an occasional piece,

designed to celebrate a specific event- (like the speech Pushkin

i fsarskoe Selo),it was written ne dlya konkursa,and in a sense

may be regarded as a parddy.'of the kind of 'official' verse usually

served up on such occaisions,verse which was nearly always far

removed in its stuffy rhetoric from the work of the poet it-

professed to celebrate,,. Annensky's cantata is a tribute to

his own vision of Pushkin,extended to embrace the: concept of the

poet in general,and has little connection to the 'state-owned'

Pushkin.

The poem opens with a 'traditional' paean of praise,put into

the mouth of the legendary mediaeval poet Bayan,and written in

a style reminiscent of the byliny. Bayan greets the birth of

the poet in conventional imagery: the poet is dusha-solov'yushka,

whose singing arouses the birds and beasts,and affects all men:

Majibi .netynikh no 3i>i6k&m pa3birpajihch,
MoJio;n;bie-TO c KpbUieueK yjibiSaroTCH,
A ii cTapbie no kgjibhm npzropsoHHJiHCb.

Bayan's recitative is followed directly by Odin golos,which

contradicts the sentiments expressed so far.. The voice demands



that this 'sobbing of grey strings' (outworn cliches and
r>

formulae) should cease:

0 H6T ,BanH, He cojiOBefi,
neBen; BOJimeSHO-cJiaji.ocTpacTHbiH,
Hac ser b 6e3MOJiBHH Houek

Tockoio hskhoh h nanpacHOH.

Here Annensky stresses what is so important to the ne\tf

poetry - the poet is not a 'nightingale' but a mane (There

may be a reflection of Annensky8s desire as a pedagog to

free 'official',dead culture from its chains in the conception

of the whole poema) His poetry does not dispel the problems

of human existence^, Eather he is the agency through which

an awareness, of those problems is transformed into a magical

expression of itselfa The poet is a prisoner of the world:

H ne ^ymHCTyio cupeHb

CyifBOa flajia eMy,a rtenn,

Cnera 3a6biTiDC ^.epeBeHB,

HeBOJien BHacsceHHbie cTenn.

but lie pours his 'dumb tears' into 'pure pearl',and scatters

roses amidst graves and betrayals^ This picture of the poet

as a doomed creature,whosd 'captivating dreams8 are 'lovingly

lent wings by a god8 is developed by the second voice (ll„ 38-

52)* The poet's works are? a 'feast',and reading them,the reader

feels himself curiously out of place and awkward,'like a guest

at a feast in clothing not suitable for a wedding'* For although



the poet's creation is beautiful,it nonetheless reflects the pain

of the struggle for the Ideal:
Taw KOTO TyMaHHOH
Xojio^bie SBesflbi,
TaM Beiuero cep.upa
TpexsnesHbie MyKH „..

In the last six lines of this section,Annensky includes an

allusion to Pushkin's own play Kamenny gost', from the ^alen'kie

Tragedii® The poet is likened to Don Juan® Pate,like the statue

of the Commodore (tomitel'ny prisrak),spreads its black veil,the

veil of Donna Anna (a curious telescoping of imagery) over his

pillow,,and gently mocks him® This is a remarkable image: Donna

Anna is the unattainable Ideai,a beauty barely glimpsed,and marred

by the limitations of a world hostile to the poet and his dreams®

Yet although the poet is the slave of this unattainable Ideal,

others may find in his singing a pointer to the transcendental

reality® The poem ends with an exhortation from the chorus® ^'he

poet needs no mourning:

Hafl HKM ropHT SeCCMepTHblH flSHB

B orHKX jia3ypK h KpncTajiJia,

H OKpoBaBJieHHaa TGHB

TaM TeHbio po3 0BOio CTajia...

but rather we ourselves,above whom 3night.spreads its canopy with

sad regularity8 3m©n who are lost in a dark night of ignorance®

The chorus pleads with the poet to become !a star of Bethlehem',



so that men may follow him to the 'house of God1s Ordinary

mortals do not have the privilege of seeing their suffering

transformed into azure and crustal,their wounds into a 'pink

shadow1 - the poet's anguish is divine,and by following him a

little of the way man can leave the 'dumb steppe' of mortality

for a moment and travel

Ty,na,rse bojih,

Ty#a,r,ne cuacTbe,

Ty,ii;a, r^e mbicjik

npOCTOp DKeJiaHHblfil

2-

From the poems we have examined,it can be seen that a basic

duality underlies Aniiensky's conception of the poet and hia task.

While the poet is permitted brief glimpses of the Ideal,he is

nonetheless ensnared by his mortality. The resulting conflict

creates anguish in him.

Kotory? (67) identifies the moment of creation with a state

of semi-consciousness between waking and dreaming. This is the

polason of Tretii muchitel'ny sonet*



Kor^a na SeccoKHoe jiose

PacebinJiiOTca Spe^a pBeTbi,

Kaxan OTBara,o Soxce,

KaKne no6e^,bi Me^Tbil..

In this state of consciousness,the poet senses himself being

liberated from the restrictions imposed on him by everyday life,

he can now throw aside"the mask he shows to others (perhaps

Annensky is speaking here of his own mask,that of the Tsarskoe

Selo Academy director), and his lyrical ego pours itself into

the: volshebnaya skazka of creation and the world:

Tan Bce,HTO Ha cep^pe ro,naMH

IlyrjiHBO TaHJi a o;t scex,

PaccbimieTCH apko 3Be3;a;aMH,

IIpopBeTCHjKaK ^Sp3 OCTHblH CMeX...

and Night,'burning with the fire of an otherworldly passion',

talks quietly to him. Darkness and twilight are often associated

in Annensky's poetry v/ith creation. But the further the night

progresses, the nearer dawn comes, with its 'pink wound' of

anguish

H HBHHblH ot IipH3paKOB 33Op

HxTaeT tcm ^epsocTb ooMana

h c^abmeitch mbicjih no3op.



The arrival of the dawn with its intimation of another day

of deceit and pretence makes the poet wonder which is his true

self: is he what he is at night,a victor of the imagination, a

creator of magical images,or is he after all only another human

being, fated to wear the dokuchnaya masica of everyday existence?

0 irapb He^ocTynHoro CaeTa,
OTen; woero Swtkh,

Otkpoh see xotb cep^iiy noj^ra,
KoTopoe c03la,aji th h.

Na Poroge(trinadtsat' strok) (£8) discusses the same problem,

but here it is dealt with from a slightly different angle. In

a 'mythological' setting the Kusg gives life to the imagination

of the poet5 in so doing she divides the world for him into

Here (the consciousness of the immanent and transient), and

There (the consciousness of the imaginative world,of the Ideal).

And although the 'Invisible One8 makes the poet want to live

more and more the older he gets,there seems to be no judgement

from above as to which is the true !_ - the physical or the

matephysical. It seems he will die,and that when 'She' comes

back for him,he will not be there,for he doubts in the possibility

of a life after death. The Muse'is seen as a cruel agency,

imparting glimpses of the Ideal to creatures who can never attain it.



The theme receives another treatment in the poem U groba (66)0

The room of a dead person is described in separate,vivid images,

which evoke a sensation of meaninglessness,disjointedness. Are

these fragments,these remains of an existence all that is left

of the dead man? Are we all only this uzhas tela? Or is there

another solution to the problem which we cannot see,has the1secret

of existence®come to enhabit 'this abandoned shelter of a being

shunned by all'?

The poet's awareness of this duality is expressed most strongly

and coherently,perhaps, in Dvoinik (66)» The confusion into

which the poet's mind is thrown in the presence of this consciousi-

ness is brought out in the shifting pronouns of the first two

lines:

He ne ok,h ne tli,

Yl to xce,uto k , h He to ace...

At the root of his personality there is a blur which prevents him

from recognising his true self - 'poet' and 'man' were once so

like one another that their features have become confused, and it

is impossible to distinguish between them. In the poet,the Ideal

and the Seal are hopelessly intertwined - he must seek for the

solution of this -oostyly rebus in the reality which surrounds

him. Until he can find that solution,he is tormented by the

anguish of the Other,his double,his mortal self or his immortal



spirit::

JIkhib nojiora hohk HeMOH

nopOM OTpa3HT KOJIbKaKBe

Moe k ,n,pyroe suxaHbe,

Boh cep,zi;pa k moh h He mom ...

And when death comes for him,which of his two selves will

survive? Will he simply decompose in the grave,or will there

be another life for him?

h b MyTHOM KpyaceHBH rOflHH

Bee name BOiipoc MeHH MyuHT;

Kor\ii;a HaKOHen; Kac pa3JiynaT,

KaKHM se h 6yn;y o^hh?

Listy (68) provides yet another way of looking at the problem.

At first sight this poem looks like a philosophical reflection

on the connection between death in nature and death in human

life. And in a sense it is - but with an additional twist. The

scene is a park in autumn. The sunlight is fading,and in the

alleys leaves fall in trembling,zig-zag patterns. The leaves

linger in the air, spinning round and round,as if they were

afraid to touch the earth,where they will decompose and die.

Their 1 fear1,expressed in their reluctance to touch the ground,

seems to the poet at first to be a reflection of our own fear



of death:

OjHeyxeuM 3TO TU,

Bee to see Hame uybctbo CTpaxa?

Or is there another conclusion which can be drawn from the

sight? Suspended in the air,the leaves seem-as though they

might stay there indefinitely. Perhaps another parallel may

be drawn! perhaps the self never dies,perhaps there are no

limits to the ego after all,perhaps the ego is fused in some

mysterious way with nature,and is fated to hang suspended in

anguish into all eternity:

KJIB naa ofiMaHOM 6bITHH

TBopn,a BeJieHbe He 3ByHajio,

Yi HeT KOHiia h KeT Hauajia

Teoe, TOCKyiomee a?

Perhaps there is no life after death,but only a perpetual

existence prolonged infinitely in pain and torment. It is

typical of Annensky that in his poems concerning death there

should be no certainty about anything - the end of a poem is

always a question. The spinning leaves are not used as a

simile - they are our feeling of terror. By this kind of

extended metaphor,Annensky animates nature with human feelings

It is not a question of the poet standing outside nature and

feeling from time to time the reflection of some aspect of



human experience in it: the poet is nature,and nature is the

poet,the two working together... In fact there is no clear

distinction between the !_ of the poet and the manifestations of

nature»

In order to understand this better, it is necessary to

examine a certain aspect of Annensky's aesthetic . Annensky

perceives experience as essentially fragmentary. This much we

have already seen in the poem Ideal (69),where sharply juxtaposed

images convey a sense of disconnectedness, of the arbitrary and

seemingly senseless aspect of existence.. 'The Ideal itself is

only to be found by discovering some kind of link between

concrete phenomena and our apprehension of them,and between

apparently contradictory phenomena. While such a unification is

absent,the poet can only analyse the disparity of individually-

perceived impressions. This gives rise to a kind of vertigo

which is expressed in Annensky's poetry by symbols of torment

and captivity,as we have already seen. The act of creation is

an act of self-inflicted torture,since it implies the forcing

of an artificial homeogeneity on a heterogeneous nature:

fl xoTeji 5h pacnyTaTB y3Jibi. ..

heysejik tan tojibko oeikskh? '

ocehbio Myxh tax 3jib;,

Kx XOJIOflKbie KpblJIbH tax jihitkk.

Myxx KaK MblCJIH, 90



The result of the painful act of creation is of course a poem,

and this is pain made transcendental - chisty zher.chng, etc. But

the suffering is always a part of the process of creation,and is

even present in the finished work;

Ho k jiioSjiio ctkxh - h uyscTBa He? CBKTeS:
Tax jik)6kt tojibko mstb,h jihisb SoJibHbix Reveii.

TpeTHH MyVXTeJIbHblH COHeT,91

Each poem is the crystallization of an agonizing failure. In

order to create,the poet must seek a unity in disorganised

nature - only this struggle produces a tension equivalent to

that of the external world; and it is a struggle which can

never be sucessful,but which .does produce glimpsed possibilities,

unexpected collisions,exciting contrasts,in other words -

poetry. An inner anguish and an external disunion in the world

coincide. Annensky's situation is expressed clearly in the poem

Toska (93). The pale pink flowers on the wallpaper of the poet's

sickroom seem to be an intimation of a higher reality,perhaps

symbols of the 'explanation' of existence itself. But this

sensation is contrasted with another,the consciousness that

such a vision is only an illusion,born of delirium,that what



seem to be the 'naked facets of existence' are after all only

vulgarly painted flowers. Nonetheless, the poet's imagination

has been stimulated,and he'creates diamonds involuntarily

between the stages of anguish'„ Thus poetry grows often from

horror and vulgarity,out of the nauseating emotion which

Annensky calls Toska.

Thus the poem is created from the submerging of the poet's

anguished consciousness in reality,, This is a familiar technique

in much of modern poetry,but it was Annensky who introduced it

first into Russian poetry,just a"s Baudelaire discovered it in

France some fifty years earlier., Annensky writes in his essay

Chto talcoe poe'S.iya'? 'of Baudelaire's sonnet Spleen (Bluviose,

irrite. contre la ville entiere).:

ECJIH 3aXOTHTe bk^eTb b 3 TOM COHGTe tajiepeio "oSpa30B"j
to K3 ■ no3THueckobo nepjia ok oSpaTKTcx: b KaKyio—to jiaBKy

au bric-a-brac.... H Ke 3hato o ueM fiyxaete bbi,khtatexb,

nepe^htbibaa stot coneT. JIjih mehh,ok noncjiynak kootom

b oceHHOK KanejiH. JlocToeBCKHH Tosce cjiyiaaji 3Ty KaneJib k

Ke pas: "IJejibie vacbi,roBopnT oh^npoxo^KJiK tkkkm o5pa30M,
flpeMOTHbie, jieHKBbie, conjiHBbie, CKywHbie, cjiobko Boj;a, CTeKaBHiax

SByKHO k MepHO b Kyxne c 3ajiaBKa b jiaxan^' /rocnoAXH Hpo-
Xap-qHH. Cou. J3.0CT. 1 , 174, H3fl. 1886 T./o

CoHeT Eoflexspa ectb OT3Byx flymn nosTa na ty neKajib

6htkh,KOTopax OTKpbisaeT 3 Kanexx xpyryio, co3ByqHyio ce6e
MHCTKKecKyio nexajib. Chmbojili KeTbipnaAKaTH ctook Boxexspa

(1) X. r. "Ann.enpky *' Aoo Utrr. S, p. 5%



DTO KaK-Ob! MaCKH HJ1H HaCKOpO HaSpOffieHHbie O^eaCflbl,

noa KOTopbiMH MejibKaeT TOCKy^omaii synia no3Ta,K acejian,

e 6ohcb sbitb pa3ra^;ahhoh,hina e^ehehhh co bcem mhpom

E BMecTe c TeK HesoJibHO Toci-cya o csoeM noTpesoseKHOM

O^KHO^eCTBe.

The external images of a poem are in fact only crystallizations

of the poet's anguish. His lyrical X is soaked in reality,so

that his sensibility and the outside world become equivalent.

This notion is developed further by Annensky in his essay

( 1 )
Bal'nont lirik,frora the Hirst Book of Reflections. He writes: '1

Xjih juosefijKOTopue bhaht b hodsee ne naccHBHoe

caMoycJiaoKseHHS Ka^asbH Ha KauefCHX,a CBoeo6pa3Hyio

$opMy KpacoTbi,KOTopyro sa^o bshtb eio-sce b0 3oyxv;eHHbiM

H KaCTpoeHHbEM BHEMaHHeM, K V. BaJlbMOHTa He JlHHHOe e

He coonpaTejibKoe, a npesure ecero name h,tojibko co-

3HaHHoe h BbipaseHHoe BaJibMOHTOM •

(l) I.F.Annensky: Knigi •Otrazherrii I,II, Wilhelm Fink Verlag,
MUnchen 19^9, I,p. 179-1cO»



iiam CTKXjXOTH OXXjMOXCOT 6bITB?H H8 OTKpblBaOT HOBOK

nosTHuecxoH apbi,HO K^eT yxce o? 6ecnoBopoTHO-co3HaHHoro,

CTpeMJieHHa cKMBOJiHHecKH ctstl caMoS npupozron,OTOopaxcaH

h nxasHbie yKjioKbi jieoe^HKbix SejiocKexcHocTeM,h Bee otk nep'

miecKK ee »H3HeS k sejiaHKHjii caMoSbiTHOCTB KawHOH,n Bee,

"4T0 Behho o6HOBJiaeTCH,He nepecTaBan Shtb chom; HaKOKep,

Bces^TO chjibho cBoex BJixoSjieHHOctbio: He jho6obbk>,c ee

sepTBaMH,tockoh ,ynpeKaMH h OT^aaHHeM,a HMex-xso secejioS k

oesorjiH^Koii BJiioSjieHHOCTBiO b ce6a h bo scex; h npn stom

hoot He, HaBH3biBaeT npbipojte cBoero h,ok He sywaeT, hto

KpacoTbi npnpo^bi sojihkbi rpynnnpoBaTBca BOKpyr otofo s,a,

HanpoTHBscKpbisaeT h Kax-obi pacTBopaeT sto h bo Bcex

BneuaTJieHHHX SHTHH.

This rast\?orenie of the I in nature is the basis of much of

Annensky's poetry. The poem is not a copy of nature5bu^

rather an imitation of it,in which the poet's individuality
<r>

breaks down into images, supplying the energy necessary to

vivify and direct the separate impressions of objects and

phenomena. The poet's consciousness moves like a continuous

(1) .Jo to.. .. p. 182.



thread through all kinds of images and symbols,casting light on

obscure areas of experience. Flowers,interiors,gardens,landscapes

flow into one another - nothing is whole,nothing is stable,, Fven

human beings are represented only by some attribute, or are fused

together with nature in some way# The sleeping labourers in

ivu.1' 2 (70) ssre compared to haystacks soaked with rain,and their

ac.tual presence is suggested only by the lines:

H aSpHc hot xynbix Mea ^a^horo CMemeHBii

BCKJIOKOCeHHbiX Sopojl, K pBaHblX KapTy30B.

In Traktir zhizni (76) the presence of people is suggested

by sensations and material objects:

MyTB BHHa,Harxe KOCTH,

Ileneji CTbiHymnx cHrap,

Ha ryQax - OTpaBa 3JIOCTK,

B cepflije - cxyKH neperap...

We have already seen how in-the Fortep'yannye sonety a girl

playing the piano is reduced simply to the image of her fingers

moving over the keyboard,and to the associations which this

image has for the poet.

In this flux and movement of imagery, Annenaky creates an

artificial ordering of experience,which will simultaneously

embody and transcend the anguish brought about by the conflict



of 'Spleen' and 'Ideal' in the Baudelairean sense of the words.

Before we examine the characteristics of the humanised and

re-ordered nature,it is necessary to examine some more aspects

of Annensky's own peculiar anguish#

I have already discussed those poems in which the poet's

anguish at the physical fact of death is expressed# But there

are also a number of poems which relate to another kind of

death,i.e. the presence of death in life. These poems are

sometimes nightmarish in quality: this is especially true of

the two related poems Traktir zhizni and Tam (7oand77). The

first of these is a variation on the Teleppa zhizni,Doroga zhizni

type of poem found in Pushkin and Baratynsky,among others.

But in his poem Annensky far surpasses the allegorical nature

of his models. Indeed the allegory is hardly noticeable at all:

Annensky is more concerned to give an impression of the horror

and squalor of existence by means of direct and vivid images.

Life is a dirty inn,where the 'travellers' hide from the cold

of death and nothingness,trying to forget it in 'alcohol and

hashish'. But outside, the 1coffinmaker' counts up the bill

by the light of a melting candle - death waits all the same.



Horror and revulsion are also evident in the second poem.

The statue of Psyche is here replaced by that of Eros,an Eros,

moreover,without wings,1 amidst artificial azaleas'a Again

the theme is man's attempt to escape from the consciousness

of death by immersion in earthly delights. But the laughter of

the guests is zastyly (l. 13)? the wine is'fiery poison', and

death is present even in this defiance of it. In the last .two

lines the words 'infinite' and'mournful' suggest that the feast

will last late into the night - but the night may also be an

allegorical one,signifying death.

The two poems are both extremely 'black' in tone; but they

are more than just portraits of human vice. They express the

poet's horror before the Heal,which seems to have 110 higher

significance,but simply to open on Nothing (le NSant). Less

intense5but imbued with the same sense of emptiness,is Pod

zelyonym abazhvtroa. Under a green lampshade,the poet plays

patience. The cards fascinate him v/ith their bystro mel' kai/ushchii

kran,and their suggestion of golden distances and guessed

fortunes. But although once upon a time the cards did promise

golden distances,now they only lie laid out in rows on the

table,indifferently repeating 'Yes' or 'No' to the poet. Hope

has gone with the years. Now the cards are incapable of

guessing anything beyond the 'Yes' of continuing existence and

the 'No' of death. Either answer seems the same - Nothingness
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has invaded the poet's life, filling it with anxiety and dread.

Three allegorical poems display the anxiety which Annensky

feels to he so much a part of existence in different images.

S chetyr^k'h storon.ch.ashi (78) shows life consisting of four

stages. At each stage human beings reach for the 'cup of life'.

At the last stage,the hand grasps the cup absent-mindedly,

forgetting that it is empty. The image of the cup is,of course.,

drawn from Lermontov,and indeed the whole poem is reminiscent

of Lermontov's style. In S balkona,another Lermonto.vian poem,

love is seen as a destructive force,leading only to jealousy

and curruption. Holot i Iskry (87) compares life to a hammer

which beats on the poet's shoulders. There are no sparks of

beauty under this hammer,the poet's dreams have faded away,and

there is only a fiituss filled with despair.

All these poems are nightmares,nightmares of the poet's self

and his consciousness of its frailty. And in a sense they are

also complaints - the poet is complaining about the conditions

of his existence,which seem to him intolerable and senseless.

This is a most important aspect of Annensky's poetry,and under¬

lies its tone,a tone which seems at first curious and difficult

to pin down. Once we realise that very often Annensky is railing

ina very gentle,lyrical manner against fate,we can understand

much of the irony which fills his lyrics. Dreams become

crystallizations of anxiety,an anxiety which breaks out into



images and thus becomes creative,the mainspring of the poet's

work. In Opyat8 v doroge (79)5 the nightmare ends inthe symbol

of the Wall,which as life draws to its close,grows higher and

higher,cutting off the light. In Utro (81) there is a terrifyin

confusion of death and nightmare - the dream centres round the

image of dva muchitel'no ch&rnykh kryla which seem to choke

and stifle the poet. V doi-oge (7*0 descibes the nightmares

of the poet's conscience in the picture of the sleeping'peasants

'The influence of certain poems of Baudelaire",especially

Les Petites Vieilles,is noticeable here,in the way that the

poverty and wretchedness of the peasants correspond to an

equivalent sense of moral poverty on the part of the poet. The

koshmary snov muzhich'ikh blend with the poet's own agonizing

analysis of his conscience.

Perhaps the poems in.which the poet's anxiety finds its

purest expression are those which deal with the theme of

insomnia,ona which is widespread in Russian lyrical poetry.

Annensky deals with the experience of insomnia, in his own way,

extracting from it tensions and images which suit his own

aesthetic preoccupations. The world of insomnia is a strange,

nocturnal one,in which the poet's senses grow distorted with

weariness,producing unusual and almost visionary images in his

brain. We have already seen,in the poem Kotory?,for example,

how important nocturnal impressions are to the poet,helping him



to 'free' his ego into the skazka of creation. In the state of

sleeplessness the psychological processes of his mind become

linked to the creative ones,assisting in the curious interaction

of analysis ana synthesis which is at the root of Annensky's art.

Thus,in the first poem of the cycle Bessonitsy (83), Besscnitsa

r eb-<Lr< k'a -, Annensky descibes how, ina child's confused and

sleepless mind,physical sense-impressions mingle with psychological

progressions of association,producing creative fantasies; the

neotvyaane slova which rustle in his brain are lines of poetry,

and they are connected to the natural world in a mysterious way:

K h jie»caji,a tenn ihjih,

HaBepno 3KaK h cKptiBan,

KaK rphs bblxoflkt k3 3 6mji Ji

h xoji;ht CTpeJiKa uacosaH.

These finely observed details carry with them a sense of

collusion,of collaboration with nature: at night the poet's

mental processes,his thoughts and inspirations,are paralleled

in the outside world,and thus the desired equilibrium (or

correspondance) between perception and object is achieved.

But in his insomniac state,the poet is not always so

fortunate. Often sleeplessness produces only waking nightmares.

The second poem of the cycle,Parki - bab'e lepetan'e,inspired

by Pushkin's Stikhi,napisannye va vremya bessonitsy,is a sonnet



which depicts the experience ox insomnia through the prism

of a more mature stage of the poet's life. While previous¬

ly sleeplessness brought him thoughts,inspiration,creative

dreams,now 'the pages of white May have long since faded'

(a reference to the connection in the poet's mind between

nature and poetic creation),and in the long sleepless nights

he is aware only of the humming loom of the Parcae,mysteriously

weaving the strands of his destiny,while their bab'e lepetan'e,

the confused words which formed the beginnings of poems,is

cut off by the humming of the loom:

— h K3.K pyueK,

3a,2,aBJieH ksmhsmh oSeaJia,
Oho y*c jieJfeT oSpbisajio. ..

Insomnia now brings him into contact with a consciousness

of the limitations of his existence,an awareness of the bound¬

aries which prevent him from ever attaining his Ideal of free

creatix^ity. In this position between sleeping and waking,the

the self is given a surreal dimension,where its dreams and

aspirations are transformed into the nightmare of existence.

In Daleko. <>. daleko (84) ,nightmares caused by the poet's skin-

disease crystallise on the one hand in the sinister figure

of an old woman dragging a feather over his skin,and.on the othe

in the image of the same tormenting quill as the instrument of



poetic creation® Once again,we see how the elements of

suffering and nightmare are inextricably bound up in

Annensky's aesthetic with the idea of arto

But it is in the poem Svechka gasnet (82) that the whole

significance of the insomniac state is revealed*, Lying

in bed,unable to sleep,the poet watches the candle beside

him burn itself out. In the dying flame,fiery sparks

gently flicker - it is a moment of transition from the

twilight of semi-consciousness into the darkness of sleep.

The poet's being identifies itself with the dying flamea

.Just as he himself would like to sleep,but cannot,so the

candle burns on,interminably delaying the moment when

its flame will recede,leaving only blackness. There is

something terrifying in the oncoming darkness,and sleep

frightens the poet:

JIa cTpamaT naSerK cna, •

Kaic oesyMHoro xejiaHbH

Thxhh 6eper vmhpahbii

3axjiecTHyBnia.fi: BOJina.

He feels himself between two areas of nightmarish experience

on the one hand,the agonising predicament of sleeplessness;

on the other,the fear that sleep will bring nightmares,even

death. And the anxiety of this dilemma is reflected in thd

nrnage of the candle,which in its turn has inspired the poem®
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•This is an excellent example of what Annensky means by ras-

tvorenie - the dissolution of the self in nature,. We must

now look more closely at Annensky!s attitude towards natures

as it is expressed in the poems of Tikhie pesni,in order to

see just how far Annensky carries the process®

o

The epigraph to Sekoratsiya (82) reads: Ha Mena ^eHcTByeT

tojibko ra npnpofla, Koropan noxoaca Ha fleicopaiiHio. And indeed5

AnnenskySs nature is very frequently a 'decoration',a stylised

representation of the physical world® This is not to say that

the poet tries to escape from the natural into the artificial

and dreamlike; rather' the reverse - through his reconstructed

and reorganised nature he penetrates the ultimate reality:

the human consciousness® "The phenomena of nature are inter¬

woven with one another to form decorative fabricsswhose colours

and movements correspond in their complexity to the experience

of the lyrical I® The same technique is to- be found in the

work of many symbolist and post-symbolist poets: Maeterlinck's

5errcs Chandes depict theaalmost hysterical anxiety of an

imprisoned soul in a series of poems which describe the interior

of a hothouse - the obscure growth af terror and desire is



is reflected in the vegetable growth of the strange plants

and flowers in the place* In Stephan George's Buch der h&ngenden

Ghrten2a mysterious relationship between the poet and his

beloved is expressed in the flowering and withering of a vast

garden* Y/e shall see how Annenslcy develops this technique

in an entirely new direction when we come to examine the poems

of Kiparisovy Larets* In Tikhie Pesni, Annensky is still very

much under the influence of poets like Maeterlinck and George,

and his vision of nature as shown in this collection is also a

very private one,registering a 'closed' world of parks, alleys,

gardens, in which a change of colour,the position of the sun,

or a certain type of landscape, may accompany an attendant state

of mind.

In V otkrytye okna.the state of mind is boredom,ennui,which

passes with the coming of'twilight,when

oece^a yMOJiicaeT,

Hac thhgt cepaha myokha,

A roaoc coScTBeHHbiM nyraeT...

Through the open window,the poet can see vague colours,the

clours of the sunset,reflected in the darkened natural world -

the ryshie volokna of the poem, which suggest tree-roots,branches

strands of foliage. In the third stanza a.metamorphosis takes-

place: the reddish fibres suggest burning coals,and the boredom



of the past day becomes transformed into a 'Cyclops',made

sleepy by the golden heat,a monster which is also the growing

shadow,and into the darkness of whose unseeing eyes a burning

coal of red light seems to be aimed# Thus an abstract feeling

is embodied in a semi-concrete fantasy,composed of various

elements of nature,a dreamlike fusion of personal anguish with

concrete reality# The use of a mythological image is significan

here: in a sense all the nature poems are 'myths' in which the

outward forms of nature constitute the 'characters' of a drama,

the drama of the poet's self. This is closely connected to the

narrative form of much of this"poetry - Annensky does not

descibe,he narrates,imposing a psychological'plot' on reality#

The same technique may be observed in Mai($9),the first of a

series of poems relating to the seasons,a kind of verse calendar

In Mai the poetic materials are very simple: a- window-pane,

a. gleam of golden sunlight# It is evening: as the sun sets,

it casts a golden shimmer onto the window-pane,a shimmer which

in its beautiful ephemerality,seems to the poet an incarnation

of the Ideal: 'that world which we once were,or shall be in

eternal transfiguration'# It should be noticed that in this

poem,as in the preceding example,nature appears in the evening,

a time, of transition and fading. The gleam of light pours itself

into the 'scale of the evening' with an anguished note (perhaps

in imitation of Verlaine,Annensky confuses sense-impressions



like this quite frequently),which lingers on above the twilit

landscape,above the real world which will soon be plunged into

darkness,snot understanding' that it,the flashing window-pane,is

only a momentary illusion of transcendence,a trick performed

by 'the golden illusion of May'. The. wonderful moment-will

pass3the' night will come,blotting out all the hopes of

happiness and revelation,and

TOJibKO 3apeBO ej3a

Kopooet posoBbie creKJia.

In this poem we can see how Annensky likes to give human

attributes to nature - the glass 'does not understand',it seeks

'happiness'; we sense a note-of pity,of compassion for a

landscape which must submit to eartly laws,and be engulfed in

darkness. This is another example of the rastvorenie of the self

and its feelings in nature - the poetJs feelings- of loss are

transferred to nature itself. The loss is beautiful,yet

agonizing - and this is expressed in the toskuyushchaya nota

of the golden reflection. The subject of the poem becomes

its meaning. Instead of having to explain his simile, Annensky

makes the whole poem explain itself. This concrete quality is

a feature of Annensky's best poetry.

Not all.the nature poems in Tikhie pesni are as concentrated

or as concrete,however,as the ones we have just discussed. The

two poems in the cycle Xyul' ,for example, are written in a fairly



straightforward idiom* . The first,a- sonnet,describes the

delight felt by the poet during a summer shower,in language

and imagery reminiscent of Tyutchev* The second poem,another

Baud'elairean piece,expresses anguish in the face of human

poverty and distress* The sun's vertical ray becomes a symbol

of accursedness - kakikh-to dikikh sil poslednee reshsn'e,

soldering together attributes of a debased humanity "into a.

monstrous line, of thin legs,beards and torn hats* The poet is

seized by a deed anguish,as he realizes that this is what life

does to people,distorts and coarsens them out of all recognition:

IT0,11,yMan: Ha pyicax y MaTepen

Bee oto 6hjik po30Bbie h,etk.

Once again, it should be noticed how Annensky,in depicting

people in his landscape,does not paint a complete picture of

them,but rather suggests their presence by the use of separate

images and references(abris nog khudykh,etc»)« Used here,this

techniquelemphasises the almost inhuman aspect of the sleeping

miners.

Nature continues to serve as a vehicle for the poet's comments

on human existence in the cycle Aygust» In KhrizantemaC71)<

the image of a flower expands to embrace the whole futility of

death and the sadness which the poet feels at the death of a

particular person. The chrysanthemum leans hopelessly towards

the lid of the coffin,as if it wanted to say something to the



ciead person,, Two curled petals fall onto the running-hoard. of

the hearse,and they suggest to the poet the two golden earrings

which a woman in mourning has thrown away. There is something ■

helpless and pathetic about the way in which the two petals

are depicted - one senses a feeling of pity in the words- nezhnoi

and beznadezhno (11. 13 and 15)» a pity and compassion which is

directed not so much at the dead person as at the suffering

world he leaves behind him. The comparison of the chrysanthemum

to a woman could seem a little over-stylized and pretentious,

if it. were not for the fact that the whole poem is written with

the utmost economy of means and great simplicity. The scene is

most certainly a stylized,artificial representation of nature,

but it is animated by a sense of suffering and pity.

Blektricheskii svet v allee (72),which forms the second part

of the cycle., is another expression of anguish and compassion'.in

nature. Here the 'active® element of life's cruelty is a ray
light

of electric/sweeping here and there through the darkness,

disturbing the poet's reflections and meditations,focussed in the

image of a maple tree. The branch is 'ashamed of its exposed

thoughts' (exposed by the light) and 'the tears of autumn' (rain¬

drops) tremble in its gold-tinted leaves. There is a similar

suggestion of nightmare in the famous poem Sentyabr' (72).

Again the scene, is autumnal. Autumn had a special attraction

for most of the so-called 'decadent.' poets of most countries. In



Annensky's poetry,however,the fading and decline of nature

are described personally,psychologically». The whole land¬

scape of withering parks and gardens has something sinister

about it,and the black,bottomless ponds are an invitation to

suicide,, We sense that the poet is trying to delay the moment

of self-annihilation for as long as possible5letting himself be

intoxicated by the 'stealthy aroma' of autumn®

Noyabr' (72) illustrates Annensky's attitude towards winter®

Just as in Iyul* (1)! the poet finds consolation in an unattractive

season,so in this poem he seeks liberations from discomfort and

ugliness® In Iyul" the pain is of heat and bright light; here

it is the mournful and desolate view from a window that disturbs

the poet:

KaK ceib betbsfi b okohhom pane

Bee Ta ac ceroflH-fi, ^to suepa...

Annensky often uses the image of the window-frame in his

nature poems® In a sense ail his poetry is one of .rooms and

solitude - the poet lives an indoor life,which is influenced

by the manifestations of nature that come to brush against the

window of his privacy2altering his moods and feelings in a

subtle way® Here he expresses a desire for a more active

participation in nature® Winter is a miserable season if he

experiences it only from the shelter of his house - the only



consolation to be found, is possibly in the beautiful patterns

made by the frost on the window-panes® Precision and clarity:
these are the only positive attributes of winter® The frost

makes everything hard and sharply-cut® In his comparison of

the frost-patterns on the window-pane with 'the fine work of

a pen3,Annensky touches for the first time on a type of descript¬

ion which recurs in other poems,such as O-fort (132) and Nezhivaya

(131)',and which the critic S® Karlinsky has likened to the type

of Japanese-styled graphics popular in Pussia around, the beginning
(1)

of the present century® But* the Egraphic8 quality of winter

is5although,beautifulsrepellent to the poet® It suggests

zastylost*, loss of movement,indifference^qualities which contradict

his love of flowing,-gradually-changing perceptions which set

free his imagination and assist in the dissolution of the self®

Above all,there is no mark of human existence in winter - every¬

thing is dead5impersonal;.frozen® The poet's reaction to to

this aspect of nature is similar to his attitude towards the

dancing maenads of the Portep8 yannye sonet?r* The images of

winter are hermetic,isolated in a vacuum of fixity 0. In the mist

(l) S® Karlinsky: "Veshchestvennost' Annenskogo" ,Novy Zhurnal,
No® 83,1966®



i/i.i.0 x> . v';-'/OO ^ -i. o y) & •"-iJ.oL cXlO ;y\j vi v .hCn^S y.Or oliQ

oe .0ao x i ^g ^.nx*xjlv--o ox a ox.exgn^r-- clo o vox* "Cxio j»xnix.i.i-e3;3 ex**'

pauses ox the snc/'fields ^when everything would-be freedom and

o c? «x e Cwe o»«»x vj1 ».> v

CKopeS oh caHK,cyMpaK,nojiey

CjiefljiTb Kpy^ceKbe oSjiaKOB, -

Jjj c*» « yijl J*. b> cxBlC X/ o p_ i"i ±dx.XL o XC C i u ivi p

«s 00oja.na XL «3DLbKO0 i xx Xi6i 0x>

ClCOJIbSHTb no JIHHXHM BOJIKKCTbIM

j-iix.3 soxme c xs hypx-oc^x. Ox .i^nnensxy o pc0x*»r0—-.i a LL^S

of juxtaposed images is invoked the spirit of liberation from

a«»« x 1npx x.son—»ug ox >✓ 01atiOx^ i/e nu\-o txx.roao.y &>een cne nu111*ur whxcix

ciusoa aacL sofctSimgxy i/c^Dxo sXi/Uc<oj«ons mspure xn 4#ne poox«^

v/*~j.e0ij.ox ouey <xre conne0 L/OCt w«—c&ho 0onere0o x0 ox cteaCx.^

"cruelty of an indifferent and unfeeling beauty^.the boredom of

prolonged mlnoss^ b aon Dm vUuc^ox^ ax* 0- one acteuciUmibs ox

toskaj They oppose those fleeting glimpses of the Ideal which

alone can satisfy the poetsand which. are only to be found in

MiOxcJx c ij Ox o ifan 0 cvxiCi ex cax.n y o

In Voter (75) the poet expresses his love for the wind* " -



The wind gives him the sense of "animation and aimless motion

from which the possible is born: the wind's touch on a lake,

on a field of rye,its devastation of the sails of ships at ,

sea,its fragmentation of clouds - ail these are near to him®

They exemplify what is most essential to his art - the destruct¬

ion of the solid and the immobile into the fluctuating and

unpredictable® But,typically8he prefers above ail else

Tot seTepsTenjibifi k nrpiiBbiM,
^to xjiemeT xcryueio KpanHson

no mariKaM po30Bb:k xe^os.

In this violent and vivid image there emerges a familiar

characteristic: the attraction of a suffering nature,correspond¬

ing to- the■innermost feelings of the poet® The pink burdock

exists in an aura of pain and brilliancesdefencelesssIashed

by a playful and tyrannical wind® Something of the same quality

underlies many of Van Gogh's paintings,an artist whose conception

of nature shows many parallels with Annensky's own,especially

in the discovery of the material world as a psychological

experience® And while the work of many of the Russian symbolist

poets reflects an interest in the mystical aspect of the world,

in the revelation of superhuman forces at work in nature,for

Annensky it is the psychological inquiry which is most urgent®

The similarity to Van Gogh's painting which some of Annensky's



poems suggest is found very strikingly expressed in the

strange sonnet Konets osennei skazki (80)o The whole poem

has something of the quality of Van Gogh's Cypress, with. Stars

in its sense of nocturnal obscurity finally emerging as an

expression of pain and difficulty® The purple eye of.the

moon burning above the valley,the spider's web softly breakin

the glittering of malachite in the wet soil,the undulations

of mist white as cotton-wool - all these images finally culms:

in the presence of a black shrub,in which red berries show br

at intervals

...TOtffiO rE03£H

EocJie chhtofo XpKCTa.

The suffering of nature is somehow linked in the poet's

consciousness with the image of crucifixion - the whole scene

is a myth0skazka ch&rnaya,in which the poet's psyche,lost

somewhere between reality and dream,creates a poem®

This fusion of reality and dream in the skazka,the enchants

world of the poem,is the subject of another nocturnal piece,

Na vode (8o)« The musical alliterations and repetitions help

to interlace the moonlight and the surface of the lake with

the poet's dream - his senses are bathed in silver light,and

he feels like a ball hurled into space:
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Hh o uem ne xajieTb... IlHuero He scejiaTb...

Tojibko 6 MacKa kojiflyhbh ceeTHJiacb
1

Jla KJiyokom ee cka3ka icaTHJiacB
13 cepeSpHCTyio ji,ajib, Ha cpeSpHCTyro rjia^b.

Dekoratsiya (82) again evokes a moonlit nocturnal scene.

Once more the moon is present as a 'mask5 in the 'theatrical'

clouds of the tale. This is the moon of Laforgue,all-seeing

and sickly:

Tax yHbUia,scejiTa h SoJiBHa...

Dream is hopelessly confused with reality: is the moon

real,or is it an enchanted mask? The poet will never find

onto The moon seems to remind him of a face,he seems to see

eyelids moving almost imperceptibly,but

Jlajibffle... BbipsaHbi ^ajibine cTpaHupbi.

Dshcua odln (78) is another skazka.. There are- two, prot¬

agonists: Day,the 'proud warrior',and Shadow. The poem

describes the melancholy inspired by the passing of day,. The

last stanza.,with its image of the brown rim of the sun on the

horizon,and the comparison of this with 'the unrepeatable con¬

fession of a burnt letter.exemplifies ail the bitterness and

futility of parting - again,a human experience is mirrored in
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nature® The same atmosphere is evoked in the sonnet Toska

vozvrata (87),where the sunset is filtered through the stained-

glass windows.- of a church® Day lingers in the quiet- air of

the church,before 'Night has sung vespers' sand languishes

'svoim grekhom neotmolennym5® This is not just an allegorical

'Day3 sbut a real day which the poet has lived through® Again

the natural and psychological are fused- in a narrative®

The theme of the skazka is very important in Annensky's work9
1)

and I have discussed it elsewhere in this thesis® Its presence

is one of the signals showing that Annensky's concern is above

all with literature,with the poetic word® The poem as an organism

of words is linked both to the natural world and to the poet's

psyche - it operates as a focal node for these two elements»

unifying them and making them interpenetrate® The poem is

the concentrated expression of the: I,an 1 which is not only that

of the poet,but also that of the world® The word is _I and world®

Annensky himself expresses this best in a passage from his article
(c2-)

Chto takoe roeziya? where he writes:

X) see p. 261 ef' -*ef
2.) Apollon,6,pp. 51-57. The article was originally in::ended as

an introduction to the unpublished collection Iz peshchery fo-liferr.a®
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BMecTO CKy^Hbix runepSoji,kotophmh b CTapoM noasmi

ycJiOBKO nepexasaJiHCb cJiOHHbie h Hepe^KO BbmyMaHHbie

^yBCTBa,HOBaH nos3m hinet TOHHhx chmbojiob SJIB omymeHxh,
i.e. psajiBHoro cyScTpaTa sch3HH h ^jih omymeHHH,T .e.

toh dbopMbi .nynreBROH KH3KH, KOTopan 6ojiee Bcero poflHHT

jno^efi measy ooooh , bxo,e;h b ncxxoJiorHio TOJinbi c trkhm

3se npasoM,KaK b HHflHBHflyajibHyio rrcHXOJioFHio.

Cthxh h npo3a BCTynai-OT b TaHHCTBeHHbiii coios.

CKMBOJIHKa SByKOB H MySblKa (6pa3bl 3aHHMaiOT Ke OAHHX

TexmiKOB H033HH. CxHKpeTX3M omymeHxg,npoeKTHpyacB
3 H03 3KE saTeMjiHBHMH apa6ecKaMH, co3flaeT jjiji see

npoSjieny eg MSHee 3aMaHHHByio, neM flJia HayKii H,MOSceT

6biTB,6oJiee Ha3peBinyio...

PacTeT cJioBapb. cxoba noxyuaioT HOBbie ottgkkz,

H 3 3TOM 0TH016HHH nOPOHE 3a EOBbIM H HOOObl^HblM UaCTO

npHHOCHT ^oopbie njio^bi. Co3^aK)Tca HOBbie cxosa h yae

He cJioseExeM,a B3aHMHO—npoKHKHOBeHxeM cTapwx...

II03T 3CJIQR 3a SHBOnHCReM BXOflHT B HOBOe , HHCTO

3 CTeTHnecKoe oSneEHe c npupoxoS... Mkb , ocsemaeMbiK
npaB^HBblM H TOHKEM CaM0aHaJIH30M nODTa He MOH6T -He

SbiTB ctpamehjho oh he 6y;n;eT meg otbpathtejieh,noTony

HTO OH - H.
That Annensky brings an aesthetic sensibility to nature

can hardly be contested - he is fascinated by the beauty of

nature in all its aspects© But,as he points out in the passage

I have just quoted,this beauty is passed through the filter of
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human experience,with all its doubt and suffering,so that

it finally emerges as an expression of those attributes of

the human conditions, Beauty is never, the Ideal itself,but

the struggle for the Ideals And this attitude towards the

beautiful gives rise to a whole series of contrasts in the

imagery of Annensky's poetry,as we have seen0 The indifferent

beauty of the maenads,the immobility and sterility of winter

landscapes,scarlet roses,bright colours - all these are alien

to the poet in their completion,their perfection He prefers

the agonising frailty and intoxicating scent of the lily (Lilii
- 84-85),the decline of autumn,faded roses,'fabulous hyacinths5,

'Lilies,weeping at window-panes' (Parallel!,92)o

Thus,Annensky remains faithful to his epigraphs, There is

no praise of beauty to be found in this intimate set of poems,

only the expression of suffering and doubt in the name of the

beautiful,for the sake of the Ideals Zhelanie (93)»"fche last

poem of the collection,describes Annensky * s intentions best:

the melting wax from the dying candle is cast onto cold granite,

just as the poet's life melts into deaths But this death is

beautiful,the only way in which the individual can transcend

himself,seeing the struggle of his existence for what it is:

futile and yet heroic -



Kor;a;a k komh ycTajioS pyicon

.Honamy a 03010 nojiocy,

fl XOTOJI 6bl yKTK Ha nOKOH

B mohacthpb ,ho b ^ajiekom Jiecy,

P^e 6bi icascflOMy 6biJi a cjiyra

H TBopeH&io rocno^Heny spyr,

h hto6 cochh myMejiH EOKpyr,

A na cocnax jieacajin cnera...

A Kor^a Ha^o MHOH 3a3BOHHT

MeflHblH 3 OB B SecnpOCBeTHOH HOHH,

ypOHXTB Ha XOJIOBiHblH rpaHKT

tajibih bock aoropebineh cbohh.
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THE CYPRESS CHEST

1o

Annensky's second collection of poems represents a marked

stylistic,aesthetic: and structural advance on the relatively

straightforward conception of Tikhie pesni,although there is

no evidence to prove that the advance is also a chronological

one® In this respect we can only point to the fact that in

Kiparisovy larets Annensky displays a profound and extensive

preoccupation with themes,images and ideas,many of -which are

only hinted at in the earlier book,together with a more acuce

sense of form® Indeed,when compared with Kiparisovy larets0

in spite of the cyclical unity discussed in the previous chapter,

Tikhie pesni gives an impression of embryonic activity,of

preparation for a deeper exploration of the poetic JE,rather

than one of assured creation®

Perhaps the most striking feature of Kiparisovy larets is to

be found in the structural and organisational principles that

underlie the book® It should be remembered that of the three

books of Annensky's verse,only Tikhie pesni carried the author's:

approval,since only this work was published during his lifetime®



The poet died before he could decide on the final form his

second collection was to take. The work of collating the

miscellaneous contents of the (real) cypress chest in which the

poet kept his writings was undertaken by him with the help of his

son,Valentin Krivich. This collaboration was,however,short-lived.

Krivich writes:

CoSpaB cbok) KHury 'Tpiicpa" B^epHe,Ahh6hckkh nepe-

^aji MHe Beet pyKonHCHbiH MaTepnaji "JIapn;a", coctohbihhh
UaCTBK) H3 nO^JIHHHKKOB, tiaCTBIO H3 pa3 JIHHHblX , HHOTfla He

BnoJiHe npoBepeHHbix ciihckob,BMecTe c yica3aHHeM othoch-

TejibHO pacnpe^ejieHHH h njiaHa c6opHHKa,npocH noflroTOBHTt

KHHry %Jih OKOHHaTejiBHoro ee npocMOTpa,H... CKOHuajicn

b tot caMbiH Beuep,nouTH b tot caMbiit uac,Korfla n Hauaji

nopyneHHyio MHe paOoTy... K cocTaBJieHico khhth k npHCTynHJi

B caMOM HenpOflOJIXHTeJIBHOM BpeMeHH HOCJie KOHUHHbl

AHHeHCKoro, cocTaBHji ee b tohhom h CTporoM cooTBetctbhk
(1)

c ero yKa3aHHHMH h OTMeTKam...

Thus it is not at all clear how much of the book is the work

of Krivich,and how much that of Annensky himself. For our

present purposes,it will be as well to assume that the first

edition of the book which appeared in 1910 represents the poet's

KViirtcK : Literaturnaya mysi* ,3,Leningrad 1925jp. 203 - 209.



intentions the most fully. In this I am following the example

of the editors of the Leningrad (1959) edition®

The confusion in the ordering of the poems which Krivich

refers to above is reflected very clearly in the overall structure

of the book® Evidently Annensky intended to build the work on

a numerical basis. It would consist of trilistniki,tripartite

microcycles,skladni,or bipartite microcycles,and razmetannye

listy,or poems which either stand on their own or which could

not be grouped under the other two categories. Unfortunately,as

it was not clear to anyone,probably not even to the poet himself,

just how many poems would go into the fabric of the book,the.

final result is one of incompleteness and imbalance. Only in the

trilistniki section does Annensky . seem to have, achieved his.'

purpose in a series of twenty-five microcycles.. The pairs in

skladni are only three in number,four poems remaining structurally

unaccounted for. The final section,though thematically unified,

again seems curiously out of proportion to the rest of the book.

Nonetheless, Annensky's intention.is plain,and-it is in the way

in which the structural principle, is linked with the poetic and

existential content of the book that our interest must lie.

The trilistniki are the three-leaved clover of everyday

existence. Casting about in this field of familiar situations

and objects9the poet finds strange and improbable associations

between them,discovers a metaphysical dialogue among them. The



skladni concern the poet's relation to the Other,to the Second.

The razmetannye listy deal with the problem of isolation,with

the underlying uniqueness of things.

2_

The trilistnik is a genre almost wholly peculiar to Annensky'

poetry. (Bal'mont's Goryashchie zdaniya of 1903 contains a set

of three poems entitled Trilistnik ,out it is not clear who

influenced whom.) As I pointed out above,the name suggests

everyday experience. It also designates an extremely unusual

means of thematic organization. In twenty-five miniature cycles

Annensky crosses a vast range of different moods and experiences

Each cycle is a 'leaf* made up of three 'lobes' connected by a

'stalk' of meaning and allusion. The stalk,or thematic key,is

given in the title of the cycle. Thus we find Trilistnik

ognbnny,Trilistnik vagonny,etc. Within the microcycle there may

be much variation in tone and imagery (cf. Trilistnik

sentimental'ny (101)),with only a very fine strand of meaning to

connect the various elements. This intvacyclical variation and

connection is reflected on a broader scale in the thematic,

interpenetration of individual poems belonging to different

cycles (cf. Kulachishka (114) from Trilistnik proklyatiya



and V volshebnuyu prizmu (115) from Trilistnik pobedny,two

contrasting poems which are structurally linked.

The trilistnik enables Annensky to achieve a much higher

unity of conception than in Tikhie pesni. The significant titles

both of the cycles and of the individual poems are all-important,

indicating changes of mood and thematic relationships,and above

all providing landmarks which serve to illuminate Annensky's

poetic world - fire,nightmare,mourning,railway trains,ice,paper,

and so on. These are all thematic indices,rather than merely

themes,marking different moods and areas of experience. We are

already familiar with a similar technique in Kallarme's poetry,

where words like azur,£ventail,sterile,verre,fenStre have

definite connotative functions. But in Annensky's poetry these

functions have become much more tightly connected with one

another - the very organization of the poems in sequences is

determined by them. The trilistniki represent an entirely new

cyclic form., Whlie existing as autonomous entities,they may

be placed in any order without upsetting the structure of the

whole cycle,so great is the degree of unity obtained from the

fact that the 'clover leaves' all grow from the same poetic

soil: the liberated ego of the poet,dissolving itself in the

phenomena of existence. This structural mobility frees the cycle

as a whole from any necessity for narrative - the reader can



concentr&te his attention on the concise,intense expression of

the individual lyrics,while at the same time remaining conscious

of a unity extending into other planes,the unity of the micro-

cycle and the unity of the cycle taken as a whole.

In the following analysis of the trilistniki I shall employ

the thematic method which I used in my discussion of Tikhie pesni

but I shall also keep in mind a) the individual lyrics,b) the

relationships,thematic and structural,of the lyrics to one

another within the microcycle,c) the relationships of the

microcycles to one another within the framework of the cycle as

a whole,d) the relationships of individual lyrics to one another

within the cycle as a whole.

Any discussion of the trilistniki must take into account the

relationships of the microcycles to one another. For although,

as I have pointed out,Annensky has provided his poems with

thematic indices,the outside observer discovers,upon a study of

the whole cycle,that these indices themselves are related to

one another,forming more or less clearly-defined groups. It is

on these thematic groups that I shall base my analysis; but

it should not be forgotten that these are distinctions made

from outside - transcending them are Annensky's own thematic-

structural inventions,inherent in the cycle as a whole.



Very roughly,then,it is possible to divide the poems

contained in the trilistniki into two basic categories:

a) poems of anguish and death,and b) poems concerning

the relation of nature to human existence. Of course,

it must be stressed that this distinction is quite often an

arbitrary one. Poems from one 'category' often seem to

fall under the other. Also,upon close examination,

a third category emerges (that of the relation of material

objects to human experience). Nevertheless,the division

is not completely arbitrary: in studying the connotative

qualities of the index-titles which Annensky has fixed

to each trilistnik we do become aware of a fundamental

division between the poems which relate directly to

existential phenomena,and those which relate to the

reinterpretation of existential problems through the

mediation of nature.



Poems of Anguish and Heath.

These arejLaments, questions, ironic commentaries,sober statements
all rglating to immediate problems of existence. At the centre

of these problems there is a physical fact,that of death. Yet

it is not correct to say that Annensky is obsessed by death. He

is rather concerned with the implications which the conscious¬

ness of human mortality have for the existing individual,con¬

cerned with life rather than with death,with a consciousness of

his own despair rather than its cessation. S/ren Kierkegaard

wrote that 'the torment of despair is precisely this: not to be

able to die',and that ddspair is a sickness in which 'the last

thing is death':'... to be sick unto death is - not to be able to

die.' In this passage Kierkegaard goes on to distinguish between

two forms of despair: despair at not willing to be oneself,and

the despair of willingly despairing to be oneself - defiance..

Annensky's despair certainly belongs to this latter category.

'But this too is a form of despair: not to be willing to hope

that an earthly distress,a temporal cross,might be removed. This

is whatcthe despair which wills desperately to be itself is not

willing to hope. It has convinced itself that this thorn in the

flesh gnaws so profoundly that he cannot abstract it....and so



he is willing to accept it as it were eternally. So he is

offended by it,or rather from it he takes occasion to be of-

(1)
fended at the whole of existence.1 This is precisely

Annensky's condition. His poetry is filled above all with a

sense of the immediacy of existence,of natural and man-made

objects,perceived within a context of obida - of disgust and

injury. The Ideal must always remain unattainable for the poet

for if it were attained,he would give up his own individuality

and exchange it for another. This he is unwilling to do:

fl 5KH3HH He 60K)Cb . CBOHM So^pHIUHM UiyMOM

OHa .n.aeT ropeTb, ^aeT CBeTHTbca nyMaM.

/npejHOflHH, 1 JQ.j
The 'life' referred to her£ is,of course,the poet's own life,and

not a generalized concept. The poet's works are the songs

of 'the torment of the ideal'. Pain and disgust inspire him

to write,and he would not give up this inspiration for anything

in the world:

Ho r jiioSjik) cthxm - k uyBCTBa HeT CBHTen:

TaK JItoSHT TOJIbKO MaTb, H JIHDIb SOJIbHblX ,B,eTeH.

y/TpeTHM MyHHTeJIbHblH COHeT, 91/

(1) A Kierkegaard Anthology. Edited by 3. Bretall. Princeton
New Jersey,19^6. P. 368.



Trilistnik traurny (117-119) illustrates clearly what I

have been saying. As might be expected from the title of the

cycle,all three poems are about funerals,possibly even about the

same funeral. The first poem,Pered panikhidoi,describes the

feelings aroused in the poet by the sight of a dead man lying

in a coffin:

,H,Ba ,hhh 3#ecb rnenuyT: np^M a HeM

Bee tot ace rocTb b ^cmy,

H BHHyT KOCMbI XpH3aHTeM

B ynynuiHBOM ,n,biMy.

Death is a guest in the house,replacing the presence of the

living person with a host of doubts and uncertainties. Death

extends into life. The dead man may lie in peace now,but his

corpse presents a problem for those who remain alive. Is this

the visible form of death which the poet sees in front of him?

Or is it simply the wall of a 'stinking prison',the door of

which has slammed shut for ever? As if in reply to these

questions the real world itself becomes transformed into a

claustrophobic cell in which the spectral shapes of Fear and

Horror loom through the stifling haze of incense:



jihmb Yscac b Sejibix 3epKajiax

3,n;ecb mojiht h noeT

M c noiTCHHM noKJiOHOM CTpax
HaM cbemh pa3^;aeT.

What is remarkable about this poem is the way in which

Annensky animates the deathly scene: death is a 'guest',a

* prison',Horror 'prays and sings',Fear bows deeply and hands

candles to those present. Death is represented in the poem as

static,irrelevant to human beings in so far as it is a physical

fact:

TjiHacy h MbicJiio: MHp eMy,

HO HaM-TO, HaM-TO BceM ...

With the physical reality of death,existence ('death-in-life')

comes to an end. This is the point that Tolstoy makes at the

end of Smert' Ivana Il'icha:

_ kohuehol - cka3aji kto-to ha# hhm.

Oh ycjibrxaji oth cjiOBa h noBTopmi hx b cboem flyme.

"kohueha CMepTb, - cka3aji oh ce6e. - Ee het Sojibiae."



Oh bthhyji b ce6a b03,n,yx ,0ctah0bhjich Ha nojiOBHHe

b3^,oxa,nothhyjich h yMep. (1)

'Korichena smert' 1 : these are the most important and significant

words in the entire story. For Ivan Il'ich's life has been a

constant attempt to evade the inescapable fact of death; towards

the end he becomes totally obsessed with death,so that he is

barely alive at all. 'Death' ends,paradoxically,with its

arrival.

Thus Annensky,as a poet,is concerned to explore the regions

of the anguish of 'death-in-life',rather than simply to describe

the physical fact of death. His descriptions of death,of

funerals and burials are all reinterpretations of that physical

fact in terms of lived experience. Ballada,for example,is full

of rich and vivid imagery: the mist of early morning,the street-

lamps smoking and flickering,the abandoned dacha,the yellow dog

that follows the poet and his friend as they set off for the

funeral. The drays are 'exhausted by the masquerade of sadness' ,

a very Tolstoyan expression. The last stanza of the poem depicts

a moment of terror:

. ..By^fa Tbi npoKJiHTa, jieBKoew h df)eHOJiOM

PaBHOAyinHO flbimaman JUaMal

(1) L.N. Tolstoy. Sobranie sochinenii v dvadtsati tomakh,Koscow
1960-1965. Vol. 12,p. 115.



3axouy - TaK caM to6oh h 6y&y...
- "3axoTH, nonpoSyiU" - inenueT JI,aMa.

In order to equate himself with the dead woman,the poet must

destroy himself. This he cannot do,and the enigma of death

continues to spread its influence over every facet of experience.

In Svetly nimb (ll8),the last poem of the cycle,the poet's attention

is riveted by the sight of the dead woman's hair gleaming in the

candlelight as she lies in her coffin. The hair seems like an

aureole or halo: this is a hopeless beauty,of a kind particular¬

ly dear to Annensky. The 'bright nimbus' of hair shines in

brilliant contrast to the'chadnoe more molenii i slbzj associated

with death. Indeed,the poem laments the unattainability of the

Ideal rather than the dead person lying in the coffin. The Ideal

is shattered by the poet's spleen,a spleen which is after all

only a sense for the real and immanent limitations of human

existence.

The relation between spleen and Ideal,between death-in-life

and life-in-death,can be seen clearly in two connected cycles:

Trilistnik proklyatiya (114-115) and Trilistnik pobedny (115-11?)*

The former is concerned with spleen and anguish.



/c

Yamby is a poem about playing-cards,a theme already familiar

from Tikhie pesni (Pod zelbnym abazhurom). Here,however,the

cards are seen in a much more sinister light. They are a

stupefying drug,which both revolts and excites the poet:

3ejieHoe cykho - pbet majiaxhtob thhh,

Becb b nenjie Ty3 uepbem Ha cJiOMaHHOM MeJiKe...

IloflyMaH: acepTBy HaicaHyHe rmibOTHHbi

JiypMaHHT KapTaMH h b KaMeHHOM MemKe.

Again,the theme of poison and intoxication is present; but here

it acquires another dimension. Existence itself is likened to a

game of cards in which chance is the dominant factor. Chance

excites,offering glimpses of the Ideal,but it also kills,very

slowly,as it frustrates every aspiration towards that Ideal.

Another kind of death-in-life is described in Kulachishka.

This is a rural byt,familiar from the writings of Gogol and

Ostrovsky: 7

U,BecTH cpe^b HeMOJiuHoro a#a r.

To rpy3Hbix, to ryjiKKX maroB,

H ctohymnx Sjiokob h ua,u;a,

H CTyxa SHJibnpuHbix mapoB.



The father brings up his daughter to toady to Pomykan'ya i

zloby in a coarse,brutalized environment,just so that there will

be enough money in the family for her to be able 'to walk,

hunchbacked,with an umbrella' beside his coffin at his funeral.

The poem is a picture,carefully conceived in every detail,and at

the same time a moral observation.

The last poem of the cycle,0 net,ne stan,points a way out

of the 'noisy hell* of existence. It is perhaps one of the best

poems which Annensky wrote,with its subdued,gloomyrhetoric and

its highly-coloured,glittering imagery. The poem is addressed

to an unknown woman. The poet rejects her physical charms,and

retains only the memory of the 'cold serpent of suffering'

concealed behind them. In the banal and brightly-coloured

ballroom of the world,where a trite waltz jangles and whines,

he summons up visions of a more heroic suffering:

SoBy MeuTOH r 3ByKH napcHc|)ajiH,
k TeHB, h CMepTB ha# mackos kopojib...

The poet rejects the woman because he is unwilling to yield to

the vulgar temptations of an earthly love,which can only wound

him fatally.. And yet,a knawing doubt haunts him: what if the

vulgarity and triviality of this world are only the exteriorized

symptoms of man's longing for the Ideal? -



A eCJIH rp.B3b H HH3 OCTb - TOJIbKO MyKa

no rji;e-To TaM cuniomeH Kpace...

This profound and disturbing thought lies at the very heart of

Annensky's poetic world-outlook. Evil may be simply the desire

for Good. But if this is so,then Good must exist in a super¬

human, transcendent reality,for it can only be achieved through

the permanent cessation of suffering,brutality and anguish.

The victory of the Ideal implies the defeat of the Self. This

is the fundamental significance of the next trilistnik,which

forms the corollary to the one we have Just discussed.

V volshebnuyu prizmu (115) depicts the poet holding in his

hands a crystal prism. As he turns the prism,he sees changing

shapes and colours within it. The magic is threefold: it is

possible to look through the prism from three angles. Looking

through it from the first angle,the poet sees hands pressed

together in torment over the flame of a fire. Turning the prism

again,he sees pale hands outstretched in anguish,surrounded by

abysmal gloom. Looking through the third side he sees

Hh cacaTbix, hh po3HaTbix pyK,

Ho pa,nyrn HeTy noSe^HeM,
HeM pa^yra KOHueHHbix MyKI..



What is the meaning of this poem? It is,surely,that the poet,

convinced that life is only 'the torment of the Ideal' (muka

ideala),can conceive of the Ideal only in terms of 'finished

torments',that is,in terms of death,a death which appears as

a bright rainbow. The more far-reaching consequences of this idea

will be seen later on in this discussion. For the moment,it is

enough to note that for Annensky the Ideal no longer represents

a positive goal - he rather conceives of it as a perpetual

negation of human existence. The perception of the Ideal is

also the perception of death-in-life. This is an advance on

the notion of the Ideal put forward in Tikhie pesni.

Absence,and the icy fire of detachment - these are the things

the poet prizes most. Only these enable him to withstand the

onslaughts of fate. But they also deaden him,burn him up. Troe

represents the fulfilment of a dream expressed by the poet in

Trilistnik prizrachny (123-125):

0, MHe tojibko Mar, ho b xch3hh, He bo CHe,

RtoS MOT R CTaTB OTHeM HJIH CTOpeTB B OTHe 1

MyuHTejibHbiH coHeT, 125

In Troe,Annensky uses 'mythological' and allegorical imagery

in ohder to stress that the event he describes is an imaginary

one,that he is not the on of the poem,and that 'he' is only in



the dream of the Ideal. The poet is consumed by the fire of the

Muse's torch and dies,leaving only the 'flame' of his poetry

burning in the aethor,a symbol of hopeless love. Only the Muse

and poet's art remain - the torment of existence is cancelled out

JI,a Ha jioace rJiySoKoro pBa,

IleHHOH PH30H IIOKpblTa flO IlflT,

OflHHOKaH rpe3HT B,D,OBa -

H XOJIOflHbie BOflbl KHpHT...

Yet even in this imaginary picture the colours are dim,the

landscape stark and depressing. The fulfilment of the Ideal

means the farewell to life,the 'lonely widow' of the poem.

Probuzhdenie (116),employing a kind of extended metaphor

much used by Mayakovsky in later years (compare this poem with

Mayakovsky's Oblako v shtanalch,section 1,lines 137 et seq.)

illustrates yet another kind of death. The fires of love have

consumed the poet's heart:

B cepflpe, KaK nocjie noxapa,

XOAHT y^ymjiHBbiH flbiM.

In the second stanza the poet summons up courage with which to

face his situation. Although the emotional stability of his

life has been destroyed,and his heart seems like a smouldering



ruin,he believes that he can find his way through the smoke and

fumes towards an understanding of the delusions which lead him

to this catastrophe. There follows an extraordinary image: the

sun,shining through the mist,seems to the poet like an invalid

risen from his sickbed,with a yellow moon-face. This image of

the risen sun is a symbol of hope. And yet the victory is a

negative one:

kpe6hk, o cepape, tboh iioh^t -

CTaporo rrenjia He TpoHb...

EoJibme npoKJiHTbii} oroHb

CTeH tbohx UepHblX He TpoHet I

The poet will renounce love in the future,fearing it is a

destructive force. Thus he will live on in anguish and submit

to a kind of living death.

The consequence of this negation,however,is that the poet

can remain his own master,and that,although he may suffer,at least

his suffering is not born of deceit and delusion,but rather of a

desire for truth and self-consciousness. This idea appears

frequently in Annensky's critical writing. In £ely ekstaz (.1)
he writes: HcKyccTBO Bcer.ua arohcthhho, - H oho pa^yeTCH

caMoS khboh h HenocpeflCTBSHHOH pa^ocTbio. HTaK ocTajiacb

OflHa Hepa3peinHMOCTb MyKH.

(1) Kniga otrazhenli IXfp#4l#



In this context we may also cite part of the late prose-poem

Mysli-igly (PS p. 97) • '-^he firtree's needles fall 'with pain

and torment' tp the ground - they are the poet's thoughts and

images,and he exhorts them: Ha^aMTe see Ha BcenpHeMJiiomee

uepHoe jioho Bbi, mhcjih, HeHyacHbie jiio^hmI na^aMTe, notomy uto h

bh 6buih HHor^a npeKpacHbi, xoth 6bi tem, hto hhkoto He pa^OBaJiH.
The act of

creation,although it may be futile and agonizing,is nevertheless

va~lid. Art is torment; and as it is the process of suffering,

it can never enter the sphere of the passive,the complete.. The

joy of creation lies in the apprehension of incompleteness,even

though that incompleteness may imply the most intense sufferings

for the poet. Creation is authentic,it represents the poetic

ego in a self-conscious state dissolved in the phenomena of

existence. Thus the Ideal in itself can never represent a

victory - if it were attained,the poet's authenticity would be

negated* Art is the process of the struggle for the Ideal,

which can never be attained,or which can be reached only in

death. It is wrong to attribute a death-wish to Annensky,as

some of his critics have tried to do (notably V. Khodasevich

and G. Chulkov)• His poetry is constantly rebelling against

that final solution of all problems,and is turned instead to¬

wards existence,concerning itself with the tensions and psycho¬

logy of the poetic dissolved in the phenomena of experience,.



Annensky discusses all this in his article yumor Lermontova

in which existence is reduced to the interplay between the

demands of two complementary forces: Pokayanie and Zhalost'0 I

cite the whole passage:

EyccKuft noaT BnepBbie OTnpa3,nHOBaji CBoft Span c

i&H3HbK),a TOUHee npHHHji ee Hro b tot ,n;eHb,Kor,n;a Forojib

rrpoH3Hec He 6e3 no3bi CTpamHoe cjiobo IIomjiocTb. C Tex

caMbix nop KH3Hb cTajia ,e;jih Hac rpn3H0BaT0ft 6a6oft,n xoth

Taxoe co3HaHne SbiBaeT no;n;uac h oueHb o6imHbiM,HO Mbi

yTemaeMCH tem , hto no KpaftHeft Mepe y Hac y Kascfloro ectb

Tenepb TeflfJibift yroji,Kyua moscho cnpHTaTbcn,h r,ne pa3Be

TapaicaHbi noMeniaioT yM03peHico. TenJibift yroji Ham He JinmeH

H CaHTHMeHTajIbHbDC pa3 BJieueHHH , HO OCOSeHHO .HOHHMaeT Hac

6a6a flByMn: mm to h fleno flojixhbi nrpaTb c Heft hjih b

IIoKanHHe ,hjih b SajiocTb. H Ha,ii,o oT^atb ham cnpaBe#-

jihboctb ,xota mm h ^ejiaeM 3to HHor.ii;a HecKOJibKO 3a-

cajiehhmmh KapTaMH,ho HccTynxeHHO. EbiBa&t , npaB.ua, h
nonbiTKK c6htb c ce6n nyTbi,ho 6a6a xoth h rpn3h0bata,

a npexKTpan. ^1^
The importance of these words for an understanding of

Annensky's poetry can hardly be overemphasized. The 'dirt'

of the surrounding world is also the poet's anguish; and just

as his consciousness of the world is determined by his relation

towards it,by the zhalost' which he feels for all things,and

by the remorse and repentance,the pokayanie which the conscious¬

ness of his own guilt before others brings,so his anguish is^

(1) Kniga Otrazhenii II,pp. 23-2^.



split in two,becoming the active projection of these two

complementary emotions. The temptation to escape from this

agonizing duality is very strong, "fhe poet has to realize

that nothing can help him transcend a reality which is himself

and which he has created. This is the fundamental theme of

Kjparisovy larets,and we shall see it reflected in the next

group of poems.

Death and anguish are contrasted in Trilistnik koshmarny

(112-114). To i eto,the last poem of the cycle,is a difficult

poem,but it contains an idea which is important not only to

the trilistnik itself,but also to the whole of the Larets.

The poet is lying in bed,suffering from a fever,in a half-waking

state. He is aware of the thick,impenetrable darkness that

surrounds him,darkness which is like a stone:

Hom> He TaeT. Houb KaK KaMeHb.

In contrast to the unmelting darkness,the ice outside in the

street melts and flows,a pure consciousness and emotion:

njiaqa TaeT TOJibico Jie^.

But there is ice in the poet's room,the ice which is placed

on his forehead in order to calm his fever. This ice melts too,

but for a different reason:



H CTpyHT no Tejiy nJiaMeHb

CboM npnnyfljihbbim nojieT.
0

The poet thinks of the fate of the pieces of ice - they melt

in vain,for they cannot hope to quench the fire of the poet's

delirium.- They are doomed to fall as liquid onto the burning

surface of his skin - the kostgr of the third stanza. There

follows an extraordinary superimposition of images:

Ecjih TomeH Jiyu ftOHapHbin

Ha cK0Jib30Te Tonopa.

The sense of these lines must be interpreted as follows: the

pieces of ice which cool the poet's fever are hacked from the

street by an ice-breaker outside. As long as the poet's illness

continues (his nausea),they must continue to fall under the

ice-breaker's axe. Some of them will find their way to the poet's

house,where they will serve the same purpose as before. The

poet feels an innate contrast between the 'suffering' of the ice

and his own agony. In fact,the ice does not weep,it only melts -

the fact that it melts from the heat generated by his suffering,

and not from purely natural causes,does not make it any more

human.. The ice is not dying - it will come again next year,

and melt again next year. The poet prays only that the fusion of



himself with the ice does not occur in reverse fashion,that

the nightmare will not turn to real death: everything will

pardon the ice if it is only This,i.e. Nightmare,and not That,

or Death. (Compare this poem with Nebo zvbzdarni v tumane (15^)»)

The second poem of the cycle also takes up the correspondence

between death and nightmare. This time the nightmare is a

waking one,or rather,perhaps,the memory of a waking experience

distorted through the lens of fever and hallucination. The

poet dreams that he is wandering through the labyrinth of the

catacombs,unable to breath the airless atmosphere. Someone,

perhaps a priest,gives him some of the water "from the cross'

to drink... He asks if the end of the passage is in sight,and

is told that it will come soon. But the journey underground

goes on and on,and suddenly the labyrinth becomes a symbol of

human destiny:

HeT, He xouy, He xouyl

Kan? Hh Jiro^eii, hh nyTH?
TacHT flbixaHbe CBeuy?
Tame... Tbi .noJisceH noJi3TH...

The tension between life and death is made plain. Life is in fact

the inability to die,the unfulfilled desire to which Kierkegaard

refers.



Perhaps the strangest treatment of the subject comes in the

poem Koshmary. It seems that the genesis of the poem lies in the

story Klara Milich by Turgenev: Annensky's interest in this

story is already evident in his essay Umirayushchii Turgenev
(1)

from the first Book of Reflections . In general,Annensky's

preoccupation with dead women (or a particular dead woman) is

surprising. We have already noticed it in such poems as

Khrizantema (7l)»Svetly nimb (118) and Ballada (118). Why

should this be? Is it only one more aspect of Annensky's

continual insistence on a personified beauty? In Simvoly
(2)

krasoty u russkxkh pisatelei . , , ,, . , .■ *- Annensky makes the point tnat

Russian writers have always conceived of beauty in a female

aspect. Or is there a biographical reason? As Setchkarev points

out^\there is no evidence from what we know of Annensky's

life to suggest some deep-rooted and long-lasting affair with
(A)

an unknown woman,such as Makovsky suggests. And yet the

recurring image of a woman permeates the whole of Annensky's

poetry,and much of his criticism. There can,obviously,be no

simple answer. In the present context one can only point to

the fact that very often Annensky tends to liken life to a

(1) Kniga Otrazhenii,1,p.59« (2) Kniga Otrazhenii,11;
Iznanka Poezii,p.3» (3) Setchkarev:Studies in the Life and

Work of Innokentij Annenskij ,The Hague, 19£>3iP»
(4) Makovsky:Portrety Sovremenhikov,pp 221-268.(New York,1955)



( 1)
woman (cf.the essay Bely ekstaz , for example),and that

nightmare,anguish and general unease are often synonymous with

hitman existence in his poetry. In the essay Simvoly krasotv

u russkikh pisatelei which we mentioned ' above all these

associations are found together. It is necessary to quote here
(2)

at some length' :

IIOD3HH B03HHKaeT H3 MenTaTejibHoro oSmeHHH ^ejiOBeica

C 3CH3HBK). OTCIOfla IIOHHTHO, HTO HUeH KpaCOTbl He MOSCeT

octabatbch b Heii oahoh hhctoh H^eeS. KpacoTa oSpamaeTCH
b HyBCTBO H b XeJiaHHe n03Ta H 2CHBeT B n033HH,KaK HeHTO

ropa3£o 6ojiee KOHKpeTHoe,cJioxHOe,H,rjiaBHoe,6oJiee y3Koe,

vbm b cjiOBape,ueM b b mhcjih.

CTeH^ajib rfle-TO Ha3Baji KpacoTy oSemaHHeM cnacTbH (la

promesse de bonheur). B 3t0m nph3hahhh h moxho hahth

'OflMH' H3' KJXKmea K. 'nOHHMaHHIO HOOTHHeCKOH KOHpeimHH

KpacoTbi Boofime. KpacoTa rjw nooTa ecTb hjih KpacoTa

xeHmHHbi .hjih KpacoTa.KaK aceHmHHa.

Bo bchkom cjxynae HMeHHO otoM KpacoTbi Mbi he boji bho

iimeM b n033HH,h KaK pa3 b otom cMbicJie KpacoTa cocTaBJineT

npOTHBOBeC k HfleflM MyKH, caMOOrpaHHHeHHH,3cepTBbI, KOTOpbie ,

KaK Mbi yse BHflejiH, Toace nHTaioT no33Hio. lH3Hb,cocTaBJinn
npe^eji ^;jih no3THHecKoM rpe3bi h ^ejiaa ee He tojibko co-

flepacaTejibHOH,Ho cepbe3HOH h rjiy6oKOH,a ruaBHoe khboh

h 3apa3HTeJipHOH, - 3Ta xk3hb KaK-6hi 3a60THTCH O paB-

(1) Kniga Otrazhenii,11,p.33« (2) Kniga Otrazhenii,11,p.10.



HOBecHH b .nyme uejiOBeica, Kor,na .nyma BocnpHHHMaeT no33kto.

otphnatejibhan,6ojie3hehhah cHJia mykh ypabhobenmbaetch

b 1103 3hh CHJIOH KpaCOTbl.b kotopok 3akjh0heha b03mq3khqctb

CqaCTbfl. IIpH 3tom H^eH MyKH H KpaCOTbl HHOr^a CdJIHSCaiOTCH,
KnCOMeTaHHfl hx BbI3bIBaiOT nph 3tom CBOeo6pa3Hbie CHMBOJIbI,

ho mm He nepecTaeM h tor^a yyBCTBOBaTB hx HCKOHHoe

npoTHBopevHe .npyr ^pyry. B nos 3hh,Kax b ^ch3hh,KpacoTa

id myxa he hehtpajin3yiotch, - ohh ^aioT tojibko 6ojiee
hjih mehee HHTepecHbie cnjietehhh.

It is one of these bolee ili menee interesnye spleteniya

which appears in the poem Koshmarv. The poet embraces life,

anguish and beauty in the aspect of a woman. Creation and

nightmare are linked in the lines

bohmhte: k bam ctynhtch cymacmeainhh,

Eor 3haet r^,e h c kem bcio hohb npobeainhh,

OSopBaHHbiM, h peub ero AHKa,

K KaMemKOB nojiHa ero pyKa;

Toro fjih^h - Apyryio onpocTaeT,

Bac jihctbhmh cyxuMH 3aKH,n,aeT...



But is the woman real? Is she not also somehow fused with

this stuttering madman? The poet wonders whether she is not

waiting for him at all,but for some second person. Is this

perhaps the spectral Klara Milich,and is her lover the dead

Aratov? The poet,while he makes love to the real woman,is

conscious of her other,ghostly aspect. Afterwards,like Aratov,

he knows that he has been visited by a super-terrestrial being:

H BApyr a Becb CTaji cymecTBO HHoe...

This is a typical example of Annensky's poetic technique.

The poet projects himself and his environment into a symbol

which is steeped in suffering and beauty. Then he brings back

his I_ thus dissolved,and transforms reality. There are many

examples of this process in the trilistniki.

The will to suffering,in Annensky's view the only way for the

poet to retain his self-mastery,displays itself very forcefully

in two more microcycles: Trilistnik sentimental1ny (101-103)

and Trilistnik shutochnv (1^5-1^6). The poems in the first

trilistnik seem to be totally unrelated at first sight.

Oduvanchiki concerns a slight episode observed by the poet at

the seaside,Staraya sharmanka expresses an idea very similar

to that expressed in Smychok i strunv (Trilistnik soblazna (99-100))

and Verbnaya nedelya is an extraordinary poem about the advent



of spring. Let us first analyse the individual poems.

There is little that can be said about the first poem of

the cycle. The poet watches a young girl at the seaside trying

to 'plant' some dandelions she has picked in the sand on the

beach. The dandelions v/ill not stay upright in the soft sand,so

the girl's mother removes the stalks from the flowers,and

places the flowers on the surface of the sand. Now at least

they look as if they have been planted,and the child is satis¬

fied.. The poem is perhaps a reflection on the easiness with

which deceit and illusion are accepted by children - in the

light of Annensky's other poetry,we cannot avoid comparing this

simple illusion with the much greater and more serious illusions,

of later life. The nursery-rhyme formulae and consciously

naive expression of the piece conceal a certain irony and

banality.

Staraya sharmanka (102) is a poem about a musical instrument.

The resemblance to Smychok i struny is immediately apparent,but

in the poem now under discussion symbolism,rather than allegory,

is the fundamental element. A tedious and difficult spring

follows a hard,long winter. In the langour of a May sunset

an old street organ grinds out its music,music which seems

filled with bitterness and resentment. Yet it will never stop

playing,for the very act of 'singing' (or existing) is

automatic - suffering,creation and life are inextricably connected



Ho Kor.ua 6 h noHHJi CTapbm Baji,

Hto Taxaa hm c mapMaHKoM yuacTb,

Pa3Be 6 neTb, Kpyscacb, oh nepecTaji

Ottoto, uto netb Hejib3H, He Myuacb?

Once again,in this poem we see revealed the connection which

often exists in Annensky's poetry between objects and pity. The

street organ is certainly a symbol - and Annensky uses the-?

symbol so as to make it extend into two related but polar

spheres- of consciousness. In one sense,the street organ is the

pain of life,of creation,of love,indeed of all activity; but in

another it is a helpless,pathetic object,doomed to exist.. This

is a good example of Annensky's psychological technique: we

feel with the street organ,we identify ourselves with it,but

we also feel for it,we step outside ourselves and witness our

own helplessness as though through the eyes of another. The

object acts both symbolically and as a real entity: this duality

relates,it must be^ointed out,to Annensky's preoccupation with
the duality of human nature,which we have already seen expressed

in poems like Pvoinik(66),Kotory?(67)groba(66),etc.

Of Verbnaya nedelya,the critic S. Karlinsky has written that

it is a rare and strange example of surrealism in Russian poetry,

and that there is nothing like this even in contemporary verse



until Mayakovsky's shestipalaya nepravda or some of Poplavsky's
ai

poems . Certainly,the imagery of the second stanza,with its

'hollow-eyed icons* and 1Lazaruses forgotten in dark pits' is

extraordinary,even for Annensky. But we should not overlook

the fact that this imagistic extremism is not used simply for

effect,but serves to express,perhaps more forcefully than in

any of the other poems on this theme,the poet's profound horror

of the forces set into motion by the advent of spring in nature

and man. Again and again in his poems on this subject,the poet-

stresses the disparity between nature in its natural rebirth

and man's sense of mortality and frailty in beholding it. Spring

is often associated with images of Christianity,especially of

resurrection,a concept which Annensky clearly believes cannot

withstand the hideous,all-powerful resurrection of nature in

springo ^nce again,we are confronted with a finaliimage which

expresses the anguish of the immanent and the material - spleen:
H 3a BCeX, UB.H 2CH3HB HeB03BpaTKNa,
njibuiH acapKne cjie3bi no Bep6e
Ha pyMHHbie meKH xepyBHMa.

The image is strange; it is also 'precious' in the sense

that the sonnet Toska vozvrata (87) is best described by this

adjective. And it is the 'preciosity' of the image..that

(1) S. Karlinsky: Vestchestvennost' Annenskogo«Novy Zhurnal,
No. 85,1966..



characterises the whole cycle. The unifying principle of

the trilistnik is not a theme here - it is a mood,a whim,even

a poetic device - the deliberately invoked connotations of

'sentimentality'. The poet welcomes his anguish as the pre¬

requisite of creation. Here it is painful and real because it

it is clothed in a children's rhyme,an image from Wilhelm
ft

Huller,and the extravangant banality of a surrealistic

landscape - but these enable the poet to distance himself from

emotions and nightmares which might otherwise engulf him

altogether.

There is something of the same objectivity in Trilistnik

shutochny (1^5-1^6). The trilistnik is composed entirely of

sonnets,and this is significant perhaps,indicating an intens¬

ified preoccupation with problems of form and style, ^he first

two sonnets are concerned with the associations which different

metres and rhythms have for Annensky. ^he 'joke' here consists

in the creation of enjambements which split words into different

syllables,one of which acquires a dual meaning:

y3Haio Bac, 6jih3khh paMne,

Jlpyr KpbuiaTbiH BnnrpaMM, IIb -

- OHa ;TpeTt>ero pa3Mep.

Bbi HrpajiH ysc npn mep -
- qaHbij yTpa Sjie^Hoii JiaMne

TaHHbi HexHbie XHMep.



But the joke acquires a grimmer aspect in the last sonnet,

Chelovek. Here also there are phonetic 'tricks1,assonances,

alliterations - but they are closely linked to the extremely

personal ideas expressed in the poem, ihe poet depicts his

fate as the unrewarding struggle of a blind automaton to

'split the rays from transparent planets' into da i net,

na akhi i byal and to live in agitation before an ^deal which

does not seem to exist. If his spirit were freed from the

limitations of the Real,it would no longer be a spirit -

he would himself be a god.. In the last two lines of the

poem Annensky gives a verbal picture of the absurdity and

conflicts which he sees in himself and around him in the

»jl
world. Ahe words pil' and 'tubo' suggest a vision of life

as a perpetual hunt,with the individual as the prey of the

Ideal; 'tyu-tyu' and 'bo-bo',expressions from children's

language,imply the same idea. In the consf&ant alternation

of the consonants 'b',1kh',and 'd' throughout the poem

Annensky stresses the limitations of words,their incapacity

to express t;he Ideal. Finally,as is implied in the title,,

the whole of human existence is seen as an unequal struggle

between the gods on the one hand,and man,armed with in¬

adequate tools and weapons,on the other.



We have already seen something of Annensky's negative attitude

towards love. And indeed,it is in the field of human relation¬

ships that spleen and anguish pose the greatest problems0 before

going on to discuss these problems,essential to Annensky's poetry,

it is necessary to discuss. Trilistnik soblazna (99-101),as it is

here that anguish and love are seen to conflict so as to produce

desolation and despair. In the first poem,Maki,some poppies in

a field suggest lips 'full of temptation and poison',but 'like

a hungry impotence',and'like the unfolded wings of scarlet butter¬

flies' o (This last simile is astonishing in its accuracy and

vividness - Osip Mandel'shtam,especially in his earlier poetry,

surely owes something to Annensky in this respect.) Thd erotic A",

flavour of the poppies is inextricably connected with impotence.

The garden is empty and desolate - the dried-uppoppies stand in

blistering light and heat

Kan rojiOBbi cTapyx,

OceHeHbi c HeSec CKHiomuM iiothpom.

The voluptuousness of the poppies entails their own destruction

and agony - love is cruel and wasteful,making an arid waste of

life. The variant (99) adds little to the first version of the

poem. The poppies are 'wings of scarlet batiste,which have un¬

folded and do not quiver' ,and they assume a more actively menacing g



role:

Bee, uto HescuT - najib na 6jih3b,

0CKOp6HB HflTHOM KpOBaBbIM,

la^HO MaKH pa3pOCJIKCb

no coMJieBiUHM Ty^HbiM TpaBaM.

And the image of old women acquires a religious edge.

Smychok i struny presents the connection between love and

anguish by means of an allegorical narrative. '•'•'he allegory,

however,is never pointed,never explicitly stated - it is left

to the reader to sense the meaning concealed behind the words

and images. ^he opening of the poem is tinged with a fantastic,

dreamlike quality:

KaKOH THxejibiii, TeMHbiit 6pe.nl
Kak 3TH BblCH MyTHO—JiyHHbll

These lines are reminiscent of the poem Kotory?(67),with its

undertones of ecstasy and desire,and also the sense it creates

bf a world stretching far above and beyond the intimate World

of the poet as an individual. Indeed,this poem,like Kptory?,

may be interpreted as an allegory describing the creative pro¬

cess ,although it is doubtful whether Annensky would have

placed it in a cycle called Trilistnik soblazna had this been

his intention. Ib lines three and four the subject of the allegory



is presented - someone has opened a violin case which has lain

closed for many years. The bow and the violin start to think

and talk: the bow does not recognize the strings of the violin

at first,for although it has touched them in the case for years,

it has not been able to 'see' themo- In the second stanza the

bow wonders who it is who has come to play the violin. A fine

example of the way in which Annensky is capable of simultaneous¬

ly combining subjective monologue with detached description

appears in the sentence: Kto 32L>xer/JXbs. scejiTbix jihka,^ba yHbuibix.

The bow is aware of the sad picture which it and the violin

must present to the eyes of the man who has opened the case.

3y this technique Annensky is able to make the reader feel

pity for inanimate objects,a feature of his work which is most

marked in the trilistniki.. In the third stanza the violinist

begins to play,and the violin and bow come together again:

"0,KaK flaBHOl CKB03B 3Ty TBMy

CxaxH o^ho: Tbi Ta jih, Ta jih?"
H CTpyHbi JiacTHJiHCb k HeMy,

3beh«, ho, jiacthcb, TpeneTajiH.

In the last line of this stanza the first elements of doubt

appear.. The bow longs for a joyful consummation of the long-

awaited union - but the violin cannot share this joy0. The



fourth stanza begins with another question from the bow. This
* T

time the violin answers yes,but in its heart it feels pain. Ahe

bow understands,the violinist stops playing,and the echoes of

the bow's questions go on reverberating inside the violin. What

had been music for others was in fact only torment for the bow

and the violin. The torment is net over,however,for the violinist

begins to play again,and does not stop until morning. When the

daylight enters the room it finds a scene of desolation and death:

■ JiKmb coJiHn;e hx Hanuio 6e3 chji

Ha uepHOM SapxaTe nocTejiK.

Thus,just as in Maki,ecstasy leads only to suffering and

annihilation. The allegory is clear: the bow and the violin

are a man and a woman,and the music is that of their love for

one another,a love which is irretrievably bound up with suffering.

The third poem V marte,is perhaps less striking original than

the other two. In its vocabulary and imagery it recalls the

type of romance cultivated by such poets as Nadson and Polonsky

in the decade before Annensky began to write the poems he is

remembered for. There is a possibility,although it must in¬

evitably remain only a hypothesis,that this poem,together with
w

one or two others in the Trilistniki - notably Traurner'ei (107)

and Komans bez muzyki (122),was written earlier than .most of



the others in the cycle. Certainly,those of Annensky's poems

written before 1890 which we do know show definite similarities

to the poems named above (compare Kak ya laubil ot gorodskogo
11

shuma - 12 - with Traumerei). This must,I repeat,remain pure

speculation,since the chronology of Annensky's poetry has yet

to be established. It would not be surprising,nevertheless,

if Annensky had decided to admit at least a few of his 'bednye

nimfy* into a work which he knew would eventually reach the

light of day.

V marte has a clear thematic connection with the other poems

in the trilistnik. Like them,it describes a transition from

ecstasy into desolation, The poem concerns a garden,the garden

of the poet's love for an unknown woman,and the motivic

relationships hinge on a skilful interplay between the conscious¬

ness of human mortality and an awareness of nature's eternity. .

Thenpoet tells his beloved not to forget the morning of their

love for each other (since tol'ko utro lyubvi khorosho,and

tol'ko raz byvayut v zhizni vstrechi),and the vision of

the 'brightly-black breast'' of the earth in springtime. There

is a direct parallel between the love of two people and the

awakening o.f the earth in spring:
Meac JioxMOTbeB pyfianiKK CBOeii CHeroBoii
Tojibico pa3 h xcejiajia OHa, -

Tojibko pa3 Hanomi ee MapT oruebok,

J^a nbHHee BHHal



But for the earth,the expression 'tol'ko raz1 is inappropriate,

since it will have other awakenings,other springs. For the

two lovers there is only time for one such 'spring' - they

are mortal and will grow old. The contrast is brought out

with great brilliance in the last stanza,v/here the words

'tol'ko raz' are repeated with a monotonous fatalism until

the last line;

TOJIbKO pa3...B 3 TOT pa3 . . .

Witnessing the spring,the two people shiver and are stricken

with envy. They leave the garden.

. Thus even love proves inadequate against the all-pervading

tide of the poet's anguish. But there is a danger here - the

anguish of despairingly retaining one's identity may lead to

isolation and the rejection of existence altogether. Trilistnik

toski (119-121) pinpoints the problem:

MHe Bcer,na OTicpbiBaeTcx Ta see
3ajiHTaa uepHHJiOM cTpaHHpa.
fl yitny ot Jiro^eM, ho ky^a xe,
Ot HoneM MHe Kyua cxopoHKTbcx?
Bee xHBbie Tax cTajin ^ajieKH,
Bee HeQbiTHoe CTajio Tax bhhtho,
h cjihjihcb n03a6bITbie CTpOKH
£0 3apn b MyTHO-nepHbie nxTHa.

Becb H TaM.B HeB03MOXHOM OTBeTe,
MHpaxHbie 6yKBbi MaanyT. ..

• . ..fl jhoSjiio, Kor^a b soMe ecTb jeTH
H Kor^a no HonaM ohh njianyT.



The nightmare of creation may serve only to isolate the

poet from his fellow beings. This is also the idea expressed

in Toska belogo kamnya: the white stone of the city in

summer fills the peet with anguish. Even the people in the

streets seem lifeless,turned to stone. The poet can no

longer distinguish between objects and people:

H He Bee jih paBHO BaM:

KaMHH TaM HJIH jnOflH?

And he escapes into a poetic dream which is at once odur1

and kolybel1ya-temnitsa. Imprsioned here he may never be able

to return to the world of the living again:

Taic, ycTaB ot y3opa,

fl MeuToii 3aMHpaio

B SeJiOM rjiHHpe cfiapcjiopa

C oSoflOUKOM no Kparo.

Trilistnik odinochestva (1^8-1^9) carries the argument still

further. The first twoopoems of the cycle describe the poet's

love of solitude: when he is alone he can forget the chary yarkoi

prelesti - he sees only ognei netlennye tsvety. A dream of

distant hands changes from an ecstatic invocation of beauty

into a destructive fantasy:

Ho 3HSLK)... flpeMOTHO xMeJien,

H 6pomy BOJimeSHyio hhtb,



I (hi

H MHe 6ya,yt chhtbcb, ajmea,

CJiOBa, uto6 Te6a ockopShtb.

,H,ajibHHe pyKH, 1 49 •

What is the connection which Annensky sees between isolation

and destructiveness? Perhaps it is best expressed in the essay

on Dostoievsky entitled Mechtatelj i izbrannik ,which begins
Kpcwe no,n,HeBOJiBHoro yuacTHH

with a statement about existence:
B 3CH3HH KaJKflblH H3 HaC HMeeT C Heft , 3CH3HBK), JIH^HO CBOe,HHCTO
MeuTaTejiBHoe oSmeHne. (-])
This 'traumatic' relationship with life is divided into two

categories - there is that of the daydrearner,and that of the

poet. The difference between them is that while the dreamer

loves only himself,imagining himself to the ruler of the

universe .the poet is ^essaBeTHO BJnoSjieH b canym schshb.
iloBTy tgcho h no,niiojiBe h toiuho,touiho ot 3ejieHOH sBauKH
MeuTaTejien. (2) dreamer mistakes his isolation for

a moral and spiritual superiority,his basement room for an

imperial palace. The poet,on the other hand,is conscious of

his own isignificance. He,however,is not content simply to

experience dreams of transcendence - he also wants to record

them. And while 'lBucoKoe h CBHToe b MeuTe CTaHOBHTca b CJiOBax

MeuTaTeJia nomjibiM h acajiocTHO-MejiKHM"
f "ajiMa3Hbie CJiOBa noeTa

npmcpbiBaioT KHor.ua caMbie rpa3Hbie acejiaHHa, caKbie KpoxoTHbie /-.%

CTpacTHmKH, caMyio cTpanmyx) naMHTB o nafleHHK, o6 ocKopSaeHHax".

(1) Kniga otrazhenii II,p. 3» (2) Ibid.,p. 6. (p) Ibid.,p. 6.



While the dreamer escapes,or thinks that he escapes,from

the world which hinders him,the poet involves his immanent,

most personal experiences in his 'diamond' dieams which emerge

as poems. Indeed the poet is not really isolated at all,in

the sense that the dreamer is isolated from his fellow human

beings. This the keynote of Trilistnik tolpy (138-139)>the

counterpart to Trilistnik odinochestva. The title reminds us

of Pushkin's battle with the chern'- and in fact Annensky

reinterprets Pushkin's formulation of the conflict in an

entirely new way. The chern1 is,for Annensky,the daydreamer.

Prelqudiya (I38),the opening poem,is quite explicit:

H 2CH3HH He 6oiOCb. CBOHM fflyMOM

OHa ,a;aeT ropeTb, ,B;aeT CBeTHTbca .nyMaM.

TpeBora, a He mbicjib pacTeT b 6e3JHO,n,HOH Mr'jie,
K xojioaho n,BeTaM HouaMH b xpncTajie.

It is interesting to note how frequently Annensky introduces

the metaphor of flowers in crystal to denote states of isolation.-

Here,of course,the metaphor is used in a different way - isolation

may often be be negative','the flowers are cold at nights in

their crystal'. let although he rejects the notion of the poet

as recluse,Annensky does have one reservation. Unlike others,he

is sometimes frozen with anguish in the midst of his daily



activity. From such moments his poems arejborn:
Ho b npa3^hocth MoeM paccenHbi mrhoBehbh,

Korfla MyuHTe ji bho flyme nphkochobehbe,

H n flpoKy cpeflB Bac, flpoacy 3a cboh hokoh,

Kan cnHHKy Ha Be'rpy 3aropoflHB pyKofi...

Thus Annensky's attitude twoards the crowd is a gentle one:

self-effacing,the poet is aware of himself in the community of

men. At certain moments he lets himself be absorbed into that

community,into the world at large. When it is returned to him

it is utterly transformed. The slow return to normality is also

the process of creation,as the mixture of external reality with

the poet's jC 'rubs itself off' on the page. Annensky reserves

his condemnation for the daydreamer. It is not the fashionable

ladies at a recital (Posle kontserta)nor the society ladies

visiting a Buddhist ritual as detached spectators (Buddiiskaya

messa y Parizhe) who are at fault; their lack of sensitivity

is only sad,and indeed,were it not for their lack of perceptive-

ness how could the poet find anything interesting to write about?

It is the hermit in each one of us that Annensky attacks. For

although a poet may live alone all his life,his poetry will

nevertheless connect him to others,since it is expression,speecho

The dreamer who lives alone,who constructs for himself a purely

imaginary world of fantasy,soon becomes the dictator and



tyrant. Annensky coincides with Dostoievsky on this point.

Nonetheless,isolation is seen by Annensky as a fundamental

problem of human existence, -^ater we shall see how he deals

with this problem. For the moment,let us examine some of the

ways in which Annensky dissolves his poetic _I in the world.

3o

'Object' Trilisthiki.

The Trilistniki contain many examples of the way in which

Annensky connects the world of inner,subjective emotions and

tensions with the world of material objects and phenomena. In

his hands,the material does not simply become- a correlative for

the spiritual moment; rather the material world is fused with

the poet's psyche,is indistinguishable from it. Flowers,

gardens,musical instruments,winter landscapes appear in the

poems with intense clarity and vividness,they seem to exist in

themselves - and yet always there is the insight and

psychological experience of the poet. The violin and the bow,the

doll tossed about in the stream,the amethysts,all these are



not simply objects or representations of objects - they
'it

are also statements. hey acquire a new dimension,are

extended into a space which is a conflict between reality

and ideal,between actuality and transfiguration, ^his

technique of extension is in many ways similar to Rimbaud's

method of "opening out' objects,of letting them float loose

in the consciousness:

- 0 buffet du vieux temps,tu sais bien des histoires
Et tu voudrais conter tes contes,et tu bruis

Quand s'ouvrent lentement tes grandes portes noires.

Yet Annensky goes even further than Rimbaud as: regards the

representation of objects. Whereas Rimbaud eventually abandoned

the description of the material world altogether,preferring

finally to cross the threshold of pure abstraction and visceral

experience,Annensky remained faithful to the figurative elements

of his art. He made the object into a narrative - he tells

the "contes" of Rimbaud's sonnet.

Y'he poems of Trilistnik obrechbnnosti (108-110) are some

of the darkest that Annensky ever wrote. Two of them are

concerned with time in its most immediate and concrete aspect

- the clock and the watch -,and the third depicts a present¬

iment of death, -^ach poem is extremely compressed. Each is



original too,in spite of the subject matter - compare Stal'naya

tsikada with poems by Rollinat and Sully Prudhomme on the same

theme,both entitled La Montre.

Budil'nik,like the poem which follows it,is clear in its

essentials,but somewhat obscure in its details. The poet

describes his alarm-clock,which he detests:
OSpyueHa paccBeTy

rie^ajib ee pyjia#...

Kan b. nrpyiDKy DTy

He cjiymaTB 6hji 6bi pa#...

In the second stanza of the poem,he complains of its

monotony - each morning the process is the same: first,the

loud,smooth ringing of the bell which,as the mechanism runs

down,soon becomes a dull,jangling sound. The 'grebbnka' of

line 11 refers to the bell itself— situated on top of the

clock,it reminds the poet of a cockscomb. Line 13. takes us back

to the street-organ with its 'tsepkii val1. (Incidentally,

one of the projected titles of the poem was Arefina sharmanka}

The ringing of the alarm bell is like 'a story made of

incoherent phrases' - clutching at the tiny gvozdochki of the

mechanism,the bell (or the 'story') seeks a 'full-stop',that

is,tries to stop ringing. The story is kosnoyazychny bred o

chbra-to nedoboire,a tiresome murmur of grief at the prospect of

years still to be lived. The last two stanzas present some

difficulty. If we accept razminaya (line 25) in its present



form,the clause beginning gde net ni slbz razluki (line 21)

does not make sense. What does razminaya refer to? Does it

refer to mashinka (line 2b) - but then why 'I' at the beginning

of the last stanza? It seems necessary to read razminayu in

order to restore some clarity to the whole sentence beginning

Tseplyayas' za gvozdochki (line 13) that is,to treat the last

stanza as a separate sentence in itself: 'And tediously I

unwind the spring for half an hour,where lies a ludicrous and

superfluous beauty'. However even this reading is not entirely

satisfactory. If one is prepared to admit the 'I' at the

beginning of line 26 as being necessary to fill out the metre,

and being otherwise superfluous,the pruzhina now relates to

mashinka dlya chudes (line 2b),a reading which makes more sense.

By the second last stanza,the poet's heart has become identified

with the clock - it is sch^tchaik muki (line 23). Thus we might

paraphrase the poem in the following manner: The poet complains

about the monotonous ringing of his alarm-clock every morning.

The roulade reminds him of an incoherent story,a story about

his own future,when his heart will become like the alarm-bell.

It too will pour out its anguish in the incoherent stammerings

of poetry,poetry filled with a consciousness of tedium and of

its own beauty,a beauty which is superfluous when compared to

the approach of death..



Stal'naya tsikada also hinges on the heart-mechanisra

parallel. The poem concerns a visit to a watch-maker's. The poet's

watch has stopped,and he takes it to the watch-maker to have it

repaired. Watching the opened watch under the watch-maker's

fingers,the poet is struck with a sudden thought: the steel

'wings' and 'cicadas' remind him of his own heart,a heart which

has stopped beating. For the moment he is as if dead. Time stands

still and Anguish vanishes temporarily. But he knows that the

watch-maker will 'fasten the steel heart's quivering to the

wings' chirping,and again unfasten them',he will set the

mechanism in motion once more,and the unbearable conflict

between the inhuman,'eternal' ticking of the steel springs and

wheels and the beating of the poet's heart will make itself

known as Anguish again:

Mojiua ceH^ac BepHeTCH

H SyxeT co mhoM - Tocica.

There is also, an implied parallel between the watch-maker and God.

This is the basis of the poem,at any rate. A more detailed

examination reveals that Annensky has intentionally 'confused' the

meaning in order to convey the impression that for the few

moments of silence in the watch-maker's shop the steel mechanism

and the poet's heart have fused into one. Thus,in the third



stanza,the poet addresses the 'cicadas' - but he is also

addressing his own heart:

SaUHblM KpblJlOM I^HKa^bl

HeTepnejiHBO Sbiot:
C^acTbio Jib, uto 6jih3KO, pa^bi,

MyKK Jib KOHep 30ByT?..

These lines convey, a sense of unbearable tension,as if the

poet felt himself on the point of a heart attack - Annensky did

in fact suffer from heart disease,and eventually died of it.

These two poems illustrate,once again,Annensky's ability

to 'exteriorise' highly complex states of mind. The alarm-

clock and the watch are seen from a detached,objective viewpoint-

but they "are also deeply felt obj ects, imbued with-->a symbolic

or allegoric significance which far transcends everyday reality.

From the trivial and the commonplace,Annensky descends into

the darkest recesses of the subconscious. These 'diamond words'

certainly conceal samuyu strashnuau pamyat' o padenii,ob

oskorbleniyakh.

The third poem.Chtemj/ siluet,is less immediately striking

than the other two,but it also conveys a strong sense of terror

and anguish in the face of passing time. Life is filled with

the 'anguish of growing terror'. People lie to one another,

in order to delude themselves and. to hide from the awful truth

of death. Life is a room; through its frozen window the



shadow of illness peers,the watchman of human existence. The

riddle of life remains unsolved,although sometimes the poet

feels that if he could only grasp the present moment in its

entirety,the Ideal would give up its secrets to him. But every

moment passes before he has time to get about catching it. It

always replaced with the black silhouette pf disease and death

at the window-pane:

A ca£ 3arjiox...H ABepb Ty^a 3a6nTa...
H CHer H£eT...H uepHbiii cmiyeT

*

3axojaofleji Ha 3epKajie rpaHHTa.

The 'objects' of Trilistnik vagonny (128-130) are all the

physical aspects of railway travel - the trains,the smoke,the

sleeping-divans,the stations,and so on. Anguish emerges in a

particularly painful and immediate aspect in the poem Toska

vokzala. Here Annensky concentrates on the details of a

repellant scene,the station at midday,hot and overwhelmingly

stifling,some half-dead flies on a billboard. The short

bursts of images,like snapshots,emphasize the fragmentary

nature of existence for the poet. The whole scene is frozen

and sterile - once again,Annensky uses the curious word tochka

to emphasize that the 'story' has been stopped,that in the

shimmering of midday life has died. Anything is better than

this fixity,even the greasy,belching locomotive which comes to



take the poet away against his will. The last stanza seems to

envisage self-annihilation as the only way out of this hell:

yHHMTOXHTbCH, KaHyB

B 3t0t omyt 6e3JIHKHH,

IIpHMO B OAypB AHBaHOB,

B nojiocaTbie thkhL..

The poet's consciousness collides and disintegrates against

the striped ticking oi the divan.

V vagone describes the poet's impressions while travelling.

Travel is a state of suspension - whatever problems are

tormenting the poet are temporarily in abeyance:

"flo 3aBTpa, - roBopio Te6e, -
Cero^ha mm c to6ok) KBHTbi".

It seems to the poet that the dawn affirms that his beloved

has pardoned him.

The third poem,Zimnii poezd,resumes the strong veshchestvennost'

of the first. This picture of a train hurtling through the

darkness is a work of Expressionism in the same tradition and

spirit as,for example, Ernst Stadler's Fahrt Uber die Kdlner

Rheinbrlicke bei Nacht or Heym's Die Dhmonen der Sthdte. The

terrifying image of Midnight in the poem expands to embrace

the whole of existence:
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OHa - Kan npH3paqHbiH Monax,

H ee ^03opbi rjiyme,

TeM Sojibme ua^a b uepHbix CHax,

H 3aTeKaHHHH, H yflyniHH...

Annensky stretches allegory to its uttermost limits here -

Midnight and Dawn are not so much allegorical figures as symbols

charged with dread and anguish. There is no escape from the

nightmare - dawn brings its own suffering. And Annensky uses

a very effectively down-to-earth image with which to denote the

awakening to a painful reality after a night of fevered nightmares:

H CTOHKO .AOJDKeH 3y6 SOJIBHOii

IIeperpbi3aTfa xojiOflHbiH KaMeHb.

The poems in Trilistnik v parke (133-13^+) all concern

statues. Bronzovy poet is finely constructed,but otherwise relatively

conventional in style and content. At twilight the poet walks

in a park. A sense of the limitations of human life seizes him.

As in Dekoratsiya,and elsewhere,Annensky refers to experience

as a book:

He 3Hato, noBecTb jih 6bma faK Kopoxica,

HJib a He souHTaji nocJie^HeM noaoBHHbi?..



The image of someone sitting on a park bench acquires a

sinister aspect as the shadows lengthen and night approaches.

It is an image which recurs several times in Annensky's work

(see,for example,Osen' - 153)• ®ut finally everything fuses -

together in the darkness,the poem is ready to be written and

symbolically the statue of a poet seems about to leap from its

pedestal onto the dew-covered grass.

The importance of this poem is that in it Annensky emphasizes

the life-like quality of the statue,its latent vitality. This

emphasis is present in Annensky's attitude towards beauty. He

prefers a beauty which is alive and incomplete,not one perfect

and dead. This emerges very clearly in the remaining two poems

of the trilistnik. Ya na dne,a surrealistic piece,shows the

poet drowned,the broken-pff hand of a statue in the water of

a fountain. This dreamlike situation corresponds to the poet's

actual situation,one of total alienation:
fl Ha AHe, k neuajibHbiM oSjiomok,
Ha,no mhoh 3eJieHeeT Bo#a.

H3 TaaceJibix cTeKJiHHHbix noTeMOK

HeT nyTeii HHKOMy, HHKy^a...

As he lies on the base of the fountain,he remewters that above

him stands the stands the statue of Andromeda,who yearns for him



s iskalechennoi beloi rukoi. Thus the fusion of the poet's

spiritual state with the object is complete: while the statue

itself is influenced by the poet's anguish and alienation - it

is cripnled - nonetheless that anguish and alienation are

transmuted into something beautiful, in the evocation of the

marble form. Suffering becomes beauty,the poet is allowed to

draw a veil of dignity for one moment over caMbie rr),fi3Hbie

xejiaHHH, caMyro CTpurayio naMHTb o nafleHHH.

This is also the theme of the last poem,Pace,although Annensky

carries the identification of beauty with anguish to its con¬

clusion here. The disfigured statue of a young girl,representing

peace,attracts the poet with its pathetic isolation and dignity.

Although the rain and wind have scarred her,the girl still stands

proudly among the other statues of the Tsarskoe Selo park - so

proud does she seem that no one even scythes the grass surrpunding

her. It is the fatal connection between beauty and injury,

innocence and cruelty,Ideal and Spleen which the poet deciphers

in her:

JIsdSjiio o6n,ny b Heii, ee yacacHbiM hoc,

H Horn cscaTbie, h rpy6biii y3eji koc.

OcoSeHHO, Kor^a xojio^Hbifi ,b,03kahk ceeT,

H HaroTa ee OecnoMomHo SejieeT...

Yet he is not seeking immortality. On the contrary,even if



immortality were offered him he would not accept it. He

is concerned rather to attain the bearing of the statue

which,although it suffers,is indifferent to suffering:

OjflaHTe BeUHOCTB mhe, - H BeUHOCTb K OTflaM

3a paBHOflynme k oGurslh h roflaM.

Human beings,unfortunately,can never reach this indifferance,

however. Baauty for them is always suffering because it can

be only a temporal beauty which is doomed to fade and die.

It isnperhaps questionable whether Trilistnik iz staroi

tetraai (13^-137) should be discussed under the heading of this

section,for the poems which belong to it are not all strictly

concerned with material objects. Nonetheless,the conception

of the trilistnik - that of an 'old notebook' belongingi to

the poet - does suggest the opening up of new dimensions in

an unremarkable object. The poems all seem to be accounts of

momentary impressions,perhaps belonging to an earlier period

of the poet's life.

Toska mayatnika is an obvious relative of Stal'naya tsikada

and Budil'nik. Lying in bed,perhaps unable to get up because

of illness,the poet becomes fascinated by the regular ticking

of the pendulum in an old clock. On the face of the clock

a luxuriant rose has been painted - a strange and grotesque



contrast to the fateful oracle of the pendulum, Tn the poet's

fevered imagination the pendulum begins to walk all over the

house like a madman (compare this poem with Koshmary). It is

a maniac of precision,measuring and testing existenceaat every

stroke:

Xo^ht-mamet, a ,e;jih TaKTa

H ypaBHHBafl mar,

C 3ji06hbim pbehbem "TaK-TO, TaK-TO"

IIOBTOpiieT MaHEaK ...

Kartinka again represents a moment of anguished insight into

reality,but this time the moral aspect of the situation is

stressed. Travelling by carriage in f'filthy weather,while

tfae rain drums on the roof,the poet tries to sleep. He dozes

off,and on awakening finds himself staring at a young girl of

about seven,dressed in rags,who is walking beside the carriage and

looking in the window. This amazonka,this peasant girl,whose

life is equivalent to the mud and water of the road,catches

all the poet's attention. He sees a directzand simultaneous

parallel between the filth of the landscape,his own anguish,and

the hideously deprived existence of the young girl. The streaming

rain and the mud fuse with his consciousness,and in the image of

the girl the world is revealed as an unforgettable incarnation of

human guilt:



Bee noruibuio b xjih6b ec cnecB,

IlepecMHKJio, nocjiKnajiocb...

The approaching dawn is only a transitory moment for the poet,

however,it is simply a disgusting moment. For the girl this dawn

is a symbol of her wasted youth,of the cruelty which the world

has wrought on her'life:
H meM-ameH yicopH3He

p ^ 1 - ■ •

ycTyxixjio 3aob.Tbe:

"3to - rijfasAHhlc aah He'eV
3to - yTpo, yTpo 2ch3hh" .

Staraya usad'ba describes the poet's return to (perhaps) the

home of his childhood. He is in search of some kind of continuity

between past and present. But the house is in ruins,the ponds

are filled with mud,there is nothing but waste and decay. The

poet seems to hear the voices of the past accusing him,jeering

at him. They want him to leave them in peace. The whole scene

suddenly fills the poet with revulsion: he is forced to realize

that the past cannot be resuscitated,that each moment of our

experience is an isolated cell which can never be regained:
Hjib kctomm cepflhy haao MoeMy?
TeHH aoMa? IIIyMa ca^a?.. He noiiMy...

The poem is interesting from a structural point of view. Built

in elliptical fashion,the lines mirror one another in pairs. Some¬

times there is phonetic imitation within the line itself:

Hto yTpaT-to.. BpaT Ha 6paTa... Hto o6haS.»
Ilpax h rHHJiCTb... HaicpeHHJXOCb... A ctoht...



Annensky uses objects to exteriorize moods and psychological

tensions. So far we have seen examples in which the process

is fairly straightforward: from a definite 'world* of objects

the poet draws essences. Nov/ we must examine a process which

is almost the reverse. In Trilistnik balaganny (1^*0-1^2) and Tri-

listnik bumazhny (131-132) Annensky imposes objects onto nature -

we see the world through,in one case,the imagery of the puppet

theatre,in the other through the associative equalities of paper.

It is a surrealistic technique - the dream influences the reality,

discovers in it new possibilities,unexplored dimensions and shapes.

The subject matter of the first poem of Trilistnik balaganny,

Serebryanv polden*.shows that Annensky was aware of the attempts

made by Blok and some of the other symbolists to resuscitate the

the form of the puppet theatre as a serious art genre. Annensky,

however,uses the puppet theme in his own original way., Qerebryany

polden',like the other two poems,is very impressionistic in

character: it would appear that the poet,seated at his writing-

desk, and suffering from an attack of temporary asphyxia,is looking

out over the mist in the garden of his house at midday. The

flecks of sunlight which penetrate the mist from time to time

seem like coloured balloons,jostling and chasing the sun. ^ut a

mist also covers the poet's eyes,a mist of disease.. He sees that



the objects,the ideals of his life,represented by the belaya

pompa b.yuro,must fade like the sun in the mist. At last he dreams

that Harlequin and ^ierrot come to stand by his coffin holding

candles - the illness is so closely connected with the impressions

of the outside world that the outside world,filtered through a

hallucination of comedy and puppet-like animation,fuses with the

poet's consciousness. Harlequin and Pierrot are thus the only

symbols which can represent the poet's sense of approaching death.

Shariki detskie (1^1) develops the theme from a social angle.

Here the balloocs represent the anguish and longing of the balloon-

seller for freedom and justice:

JlBa uaca hotom rjia3eM, ^a b o6al

Xoponjp Beflb, roBopaT, Ha BOJie.

^tapHKHVTB, ,Baie CTeneHCTBO," ?to jik?

IIpHKaxHTe ^jih o6mero BOCTopry,

Tpz ceMb,u;ecHT hhtb - 6e3 Topryi
yjicejiH see MeHee

3a ocBoSonHTeJibHoe .nBzaceHHe?

It is interesting to speculate as to the influence this poem,

and Nervy (163) may have had on Blok's The Twelve. Annensky's

poems display the same features of dramatization,speech-rhythms,

colloquial language and sociological insight.



The theme of Umiranie (1^2) is again personal. The sun which

hangs,above the poet all day as he lies ill in bed seems to him

like an enormous balloon held on a string and floating above him.

As twilight approaches,the poet longs for night:

Xotb 6bi houb cKopee, houb!

CaMOMy 6bi H3HeM0Ub,

Ra. 3a6tiTbCH npuMHpeHHbiM,

H yHTk 6bi o,n;ypeHHbiM

B OflypniomyK) HOUbl

Yet before this oblivion sets in,the poet asks the deep-scarlet

balloon of the setting.sun to liger for a while over his bed,so

that he can fuse himself,identify himself with it.

Paper is associated with winter in Annensky's poetry. We have

already seen in the poem Noyabr' (72) how the winter landscape

reminds the poet of 'the work of a fine pen',with its clarity,

its immobility and its remoteness from human existence. All

this emerges very clearly in Trilistnik bumazhny(l3"l-^32). In

Sputnitse,the poet stand^/wifSn£is companion before a widespread

landscape of snow,blue sky and ,treesc His companion greets the

scene as if it were a memory - after all,the fading colours

combined with such clarity and precision of contour are beautiful.

But the poet perceives a threat in this stainless purity:



B nycTbiHe BbcoceHHoro HeSa
fl BHxy MepTByto 3apio

H3 He3aKaTHoro 3pe6a.

There is a fear in the poet's mind that the world may prove to

made of paper,that everything may congeal into a hideous limbo

of perpetual fading. He turns to go:

yfiaem... mhe Qojiee hobmowb

3aCTHIJIOCTB 3thx ^etkhx jikhhh

H 3 TOT CBOA KapTOHHO—CHHHK. .•

IlycTb Sy^eT cojihite hjih ho^b'. ..

Nezhaivaya shows a reed in winter trying to assert the fact

that it is alive against the overpowering deadness of winter.

Nature is a menacing,sterile cage of lines and paper:

Ha SyMare CKHeii,

Tpy6o, rpy6o CHHeii,
Ho b TOHMaSmeii ceTKe,

Pa3MeTaJIHCb BeTKH,

BeTKH-naycTKHKH.

The frost on the reed begins to melt - the drops of liquid are

like tears. But tears are warm,they flow. There is no room for

emotion in the savage detachment and isolation of winter:



3aMopo3HJi KHeM
y CyXOH TpOCTHHKH

Ha SyMare cHHeii
Bee ee cJie3HHKn.

Qfort makes the winter landscape-drawing parallel obvious.

The tolling of bells seems to have frozen above the icy land¬

scape. The poet senses himself drawn forv/ard by a nightmarish

clarity into the frozen lines,which seem to have been produced

precisely but coarsely,like strokes made by vodka spilt on bronze.

Even thought,for Annensky the most precious faculty of all,is

petrified in this wilderness;

H OHa 6bijia h3BHMa -

TOJIbKO HflOM flOJITEX 3HM.

5)

Nature.

In the trilistniki,Annensky's nature imagery assumes an almost

symbolic aspect; by this I mean that one can observe throughout



the nature poems an almost systematic unity of artistic purpose.

As in Tikhie pesni.Annensky uses nature as an instrument with which

to project and define different areas of experience and sensation.

Many of the characteristics of the former book are carried over into

the trilistniki: the concept of the skazka in nature,the 'decorat¬

ive' element,the varied significance of the seasons. But whereas

in Tikhie pesni these features are more or less unorganized,with

perhaps only the significance of the seasons emerging in a coherent

sequence of poems,in the trilistniki the psychological and material

preoccupations of the poet become thematically grouped. This is

to a great extent due to the nature of the trilistnik itself.

Annensky groups the poems according to elements and aspects of

nature: Trilistnik ognbnny .Trilistnik dozhdevoi,Trilistnik zamira-

niya.and so on. Only two of the nature trilistniki bear 'season¬

al' titles: Trilistnik osennii and Trilistnik vesennii.

Bach trilistnik represents a set of variations on a particular

state of mind suggested by a condition of nature. But the poems

do not simply reflect nature and its relation to the poet's _I -

when surveyed as a group,they constitute a definite statement

about existence. In my analysis I shall try to reconstruct that

statement from its individual elements.

The basis of the symbolic myth which Annensky constructs in the
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nature poems is a transition from permanence,daylight,frozen

substantiality into flux,shadow,movement. This transition is

indicative of the poet's own hatred of fixity,which impedes

creation and the flow of ideas necessary to creation. Flux is

anguish,while fixity is death.

The winter landscape emodies these polarities. The zastvlost'

chbtkikh linii (Trilistnik bumazhny - SputrLtse (131)) appears

on TSumage sinei, grubo, grubo sinei. This landscape is stylized -

it is a drawing,repellent in its fixity and clarity,done on paper,

the sky. £ven twilight lends no charm to this immobility: the poet

feels imprisoned,longs for annihilation and death: Pust' budet

solntse ili noch'. Annensky stresses the coarseness of the scene:

A B^aJIH pncyHOK ^eTKHH -

Jleca CHHHe Bepxn,
Kax ha me,n,h KpeiiKOH bo.ii.koh
npobe^eehbie hitphxh.

0(f)OpT , 1 32
and also the connections he sees betw .en this coarseinss and his

own extinguished thoughts:
henoflbksho b kojibpa ^bima

HepHoii .nyMbi Bpe3aH ,n;biM...
H OHa QbiJia H3 BKMa -

TOJIBKO HflOM AOJITHX 3KM.

Oc^OpT.
Winter is the sterility of the poet's inner life. Opposed to

this sterility are the eyes of an unknown woman 'who meets the

fading of sunset clouds and the grey-pink reflections like a

memory' (Sputnitse); the dead reeda which waits for the airy

ernbraace and green dresses of May,and whose tears are flecks of



of melted ice against a ferocious blue sky (Nezhivaya); the

'black thought' of Ofort. All these are symbols of anguish -

the only escape from the all-pervading mesh of lines and branches.

In these symbols feeling is expressed,feeling which is valid

and necessary,even though it may be painful. If it were not

present,the poet's world would freeze and crystallize around him

into sterile immobility.
Ci 25)

Ledyanaya tyur'ma/expresses a similar notion. 'Ihe sun has

melted a hole in a stretch of ice - it is midwinter,and so the

ice has melted in vain,it will be frozen again. To the poet,this

frozen patch seems like a dream of the ice,a dream of spring.

And this futile melting is sympathetic to him - it is more attuned

to the nature of human existence than spring itself. For in spring

there is no chance of dreams - the thaw is a brute fact which

simply inspires horror,recalling chaos ana death. So the poet

appeals to the melted ice not 'to preserve its azure prison for

the magic of the spring':

Ho He acejiaS cBH^eTejuiM 6e3MOJiBHbiM
flo nap BecHbi cSepenB cboh chhkh mieH...
Tu He MenTa,Tbi SyneniB tojibko TJieH
PaCKOBaHHbIM H rp0MO3ByUHbIM BOJIHaM.

It will be better if the ice melts prematurely and in vain,rather

than let itself be destroyed in the apocalypse of the spring. At



least the poet can find a reflection of his own dreams in it now -

later,the universal destruction will repel him.

Melting is equated with feeling in another poem,Sneg. Flakes

of wet snow are like 'flocks of innocent dreams' in the mist. Melt¬

ing snow appears in Muchitel'ny sonet (125):

MHe HyxeH Tajibin CHer no# 3KejiTH3hoh othh,
Ckbo3b noTHoe CTeiuio CBeTninero ycTajio...

And from this poem it is clear that melting snow is closely-

connected in the poet's mind with the idea of poetic creation.

It is the moment before the advent of spring that the poet

seeks out,not the spring itself. Melting snow and ice are sad,

they excite the poet's pity. Spring is self-assured and brutal,

a barbaric awakening of forces which are essentially hostile to

human beings. Ihis is the meaning of the poem Doch' laira (127),

which contrasts the gentle act of Christ in raising a girl from

sickness with the cheerless savagery of spring. In Ch&rnaya vesna

(1^5) spring is even seen as a kind of death. A grim funeral

procession meets spring on the way to the graveyard:

J(a Tyno uepHan BecHa
rjiH#ejia b cty#ehb rjia3 -

C o6jie3Jibix Kpbim,H3 6ypbix rHM,
C,,no3ejieHejibix Jinn;...



If winter portrays the physical aspect of death,then spring

represents for Annensky the convulsions of the death-agony.

The only sympathetic moments are those of fading and dying. It is

in the sensation of falling that he finds his aesthetic

equilibrium.

Twilight appears in Trilistnik sumerechny (97-98) as a

phenomenon which is both natural and psychological. A late-

romantic and symbolist convention becomes in Annensky's hands a

highly original symbol of the peculiar anguish and heightened

perceptiveness of the 3! suspended between two opposed states of

being. This mood is the thematic 'stalk' which unites the

three poems of the cycle. In the poems it varies from a

suicidal longing (Sirenevaya mgla),through a sense of neutral

calm inspired by an evening in late summer (Tpska mimolbtnosti)

to the experience of a shadow-world before the candles are brought

into a dark room (Svechku vnesli) already expressed in poems like

V otkrytye okna (68) and Svechka gasnet (82). Sirenevaya mgla

presents a winter landscape - the street outside the poet's house,

which is covered in drifting snow. As is frequently the case

in Annensky's poems,the scene is viewed from indoors. Alone in his

room at nightfall,the poet notices that the snow outside has

turned lilac in the fading light. The 'lilac gloom' becomes



personified and 'looks in' the window:

fl mojihji en, cupehebyto Mrjiy:
"norocTH-no6y,D;E..ico mhoh b MoeM yrjxy,'.."

But the lilac gloom answers that if the poet really loves her,

then he must follow her ' gde nad omutom sineet tonkii l'dd',a

clear invitation to suicide. In this poem the gap which separates

the poet from the natural world,the gap which is represented

by the window-pane,can only be bridged by death. This is an idea
it

familiar from the poetry of,for example,Eduard Morike,but Annensky

gives it a new dimansion in the incorporeal,hardly real image of

the 'lilac gloom',in itself merely the reflection of fading light

on snow. It is interesting to observe here once again how a

dreamlike state of mind can so easily become,in the world of

Annensky's poetry,a nightmare,destructive and malicious:

"A y ne^KK-TO hhkto Hac He BHAaji...
Tojibko Te moh,kto BOJieH fla y,n;aji".

In Toska mimolbtnosti the moment of twilight appears not so

much as an invitation to self-destruction,but rather as a

moment of neutrality,corresponding to a similar condition in the

poet's psyche. The poet stands at his window from which other

windows,'helplessly flung open',are visible,together with 'white,

unseeing' walls. This might be a description of an early painting

of Chirico. The moment of twilight seems to be a ppint between



two despairs:

TaM Bce,UTO npoacHTO, - xejiaHbe h TOCKa,
TaM Bce,*iTO 6jik3htch, - yHMJiocTb h 3a6BeHbe.

And for a heart 'gde ni strun,ni slbz,ni aromatov',in one which

is devoid of all feeling,the dreamlike hesitancy of the black and

stifling clouds provides a better accompaniment than any golden

or rose-coloured sunset.

In both the poems discussed here,the moment of twilight is

accompanied' by the creation of a dreamlike 'world' of definitely

coloured psychological areas: in the first poem,the lilac gloomj

in the second,the overcast gloom of a summer evening. In the

last poem,Syechku vnesli.the poet concentrates all his attention

on this aspect of the twilight experience:

He MepemHTCH jib BaM HHor^a,
Kor^a cyMepKH xo^ht no .AOMy,
TyT se B03Jie HHan cpe^a,
F^e SHBeM mm coBceM no-spyroMy?

The emphasis here,however,is not so much on a world which

corresponds to a state of mind,but rather on the presentiment

of a secondary,mysterious worldo This is the other aspect of

twilight - it brings the consciousness to a heightened awareness,

to a second selfo We have already seen this in poems like

Bessonitsa rebbnka (83) and V otkrytye okna (68),but it is given

a much more consistent expression here. Above all,the impression



which the poet has at twilight is one of unity - the shadows

fuse together gently,and so do people:

C TeHbio TeHb TaK MarKO cjimiacb,
TaM SbiBaeT Taxan MHHyTa,
HTO Jiy^aMK He3pHMbIMH TJia3
Mbi yxo^hm flpyr b flpyra kak 6y,n,to.

The experience of fading is examined in another cycle -
(1^6-1 V?)

Trilistnik zamiraniya. / "The poet loves 'all those things which

in this world have no resonance,no echo',the lilac sky of a

winter morning,the dying-away of echoes after a troika has passed

through a woodo This is the nearest he can come to the Ideal -

at least that which is dying or already dead cannot disturb him

with annoying parallels0 (la lyubTyu...) The second poem,

Zakatnv zvon v pole,shows once again the poet's fear of zastylost'.

Chimes floating through the air at evening seem to promise

peace and freedom; but perhaps the poet is mistaken,perhaps these

sounds will freeze 'like the pearl of theislands in blue inlets'.

This is a highly concrete poem,the 'meaning* of which is; difficult

to extract with any great degree of precision. One can only point

to the transition from liquid flux to pearly coldness which takes

place throughout the three stanzas. This is an excellent example

of Annensky's manipulation of psychological tensions,using

purely natural imagery. The poem cannot be paraphrased because

of this. The last poem depicts: the disappearance of all hope.



There is a beautiful contrast here (and also perhaps a

connection) between the 'pale luminary' which 'barely gilds

the cupola above us' and the 'poison of betrayals' and 'torment

of dissolution'... The beauty which now appears is seen as the

result of a hard and bitter struggle against evil and suffering,

a struggle which is never finally won.

If ice represents the passive,complete element in Annensky's

poetic universe,fire is the element which occupies the opposite

pole. Fire has the power to inspire the poet,to bring the Ideal

within his reach:

0,xafi MHe TOJIbKO MKT , HO B XK3HH, He BO CHe ,

^TOS MOr R CThTB OTHeM HJIH CTOpeTb B OTHeJ

/ My^KTejibHbiH coHeT 125 /

Refracted in the bright facets of the amethyst,the glaring

light of midday becomes distilled into a severe gloom through

which only the glimmering of a candle penetrates from time to

time. This lilac,wavering flame reassures the poet:

Hto r.ne-TO ecTB He Hama cbh3b,
A Jiywe3apHoe cjiHHHbe.

Thus the element of fire is seen as an aid towards movement,

creation and the Idealo In Sizy zakat the rising sun represents

a kind of hope:

B,n;pyr - tohho hpkhh npn3biB,
)],ajib weM-To pe3Ko pa3'nJiacb:
MnrKHe Tywn npoSHB,
Me^Hoe cojiHpe CMenjiocb.



Rain and clouds are generally symbols of release. Perhaps

'symbol' is the wrong word in this connection,for the inter¬

pretation of these aspects of nature depends to a great degree

upon the poet's immediate,sensuous reaction to them. This is

true,indeed,of all Annensky's 'symbolism' - it is essentially

concrete,and relies on sense-association just as much as on

purely intellectual and aesthetic elements.

The three poems of Trilistnik dozhdevoi (121-122) illustrate

this very well. Rain lashes the 'asphalt' city. The falling of

the rain is beautiful!

Kax Macjio b pyice CBjiTOTaTqa,
Tjia3eTbi BOKpyr 3ajiHJia.

But it is also impudent,and even threatens the poet's

identity:

0 heiI Ee3 tbokx npebpamehhii,
B o^ho uTO-HHfiy^b 3acTbiBaiil
He xouemb jih flpeMoii oceHHeg
OicyTaTB KOKetjihbo Man?

Thus the poet calls for zastylost',a quality which is re¬

pellent to. him. Annensky sees man's place in nature as a

subsidiary one. Man is constantly threatened by extremes,he

himself is weak and fearful. The rain evenstually stops,



however,and the poet,if he wants to,can find happiness in the

wet asphalt. In Oktyabr'skii mif the rain is likened to the

tears of a blind man who presses his eyes to the windowpane.

The flux of nature is also the flux of human existence. The

bare and muddy spring,with its last dirty-white patches of

snow,its miserable rutted tracks,looks into the eyes of a

corpse and finds its own image mirrored in the cold jelly of

the dead man's eyes:

0 JIIOflHl T-fBKeK M3HH CJiefl
no pbiTBHHaM nyTeM,
Ho HH^iero ne^ajibHefi HeT,
Kan BCTpe^a ^Byx CMspTeH.

j HepHan BecHa 143 /

The life-size doll lost in the waves of the Imatra is a

symbol of human isolation:

K b cepflpe co3HaHbe rjiySoxo,
Hto c hhm poflhjica tojibko cTpax,
HtO B MHpe OHO OflKHOKO,
Kax cTapan KyKJia b BOJiHax...

/ To 6buio Ha BajuieH-KocKH
104 /

Isolation,then,is the central theme of the trilistniki,and

of the entire Kiparisovy larets0 The very conception of the

book shows this: the poet's soul,immured in a cypress chest of



external necessity,examines itself,tries to find its relation

to the rest of humanity,a relation which is its identity.

Annensky found the establishment of this relation very difficult,

at times even impossible. His own life was extremely fragmented

between the exigencies of his work as a gymnasium director and

scholar of the Greek and Roman classics on the one hand,and

the aspiration towards a freedom from those exigencies in the

metier of poetry. An unusually frank letter to an acquaintance,

A.V. Borodina,of 1905jreveals some of the inner contradictions

which perplexed the poet:

Bbi he moscete ce6e npe^ctabhtb, hto nphxo^htch

nepescHBaTB... Ecjih Bbi HHTajiH Kor,na-Hii6y,ii,b napo,n;nH

JIofipoJiioSoBa, to ,MoaceT 6bitb ,npHMeHHTe ko MHe no otomy

cjiynaio ero 3HaMeHHToe:

Mbi co3Hajin: B rpH3HOH Jiyace
Mbl flaBHO CHflHM,
H ueM \najiee , tsm xyxce
Bee ce6n rpn3HHM.

Bbi cnpocHTe mehn: "3aueM Bbi he yibnete?" 0,
ckojibko r ^ymaji 06 3tom... Ckojibko R 06 3 tom mehtaji. . .

MosceT 6bitb,oto Sbijio 6bi h He tax Tpy,n,HO. Ho 3HaeTe,
kak Bbi ^ymaete cepBe3KO? kmeet jik hpabctbehhoe

npaso ySexfleHHBiH 3amnTHHK KJiaccnn;H3Ma SpocHTB



ero 3hamfl b takoh momeht, Kor,na ohe co Bcex ctopoh

OKpysceHO sjibiM HenpHHTejieM? EescaTb He Sy^eT cTbi^HO?
Ii BOT MOe cep^pe ,MOH MblCJIb ,MOH BOJIH, BSCB K pa3pbIBaiOCb

Mespy pByMH pemeHHHMH. Pens He o tomato jierne,OT
nero cepflpe pojibme 6y,n©T hcxo^hth KpoBbio,Bonpoc o
tom: hto SjiaropoflHee? Hto MeHee nopjio? Hto6
Bbipa3HTbCH cxpoMHee ,KaKoe yac Sjiaropo^cTBO b CJiyac6e

Here is another extract from a letter,this time to a close

friend of the poet.E. Mukhina,dated 19th May 1906:

Boxe MOH,KaK MHe cicyHHO. J^oporan moh, cubinniTe
jih Bbi H3 Bamero flajieKa,KaK MHe cxyHHO?.. fl cflejiaji
Bee, hto nojiarajiocb Ha dtot peHB. KpoMe toto,h

HcnpaBHJi pejibiH Bopox KoppeKTypbi,h HanHcaja Tpz

CTHXOTBOpeHZH,H He HaCblTIIJI 3TOTO 3BepH, KOTOpblH CMO-

TpuT Ha MeHa H3 yr.ua MoeM KOMHaTbi 3ejieHbiMH

(1) TSGALI.



KomaMBHMH rjia3aMH h He yfi^eT HHKy,u;a,noTOMy

hto eMy HeKy^a yHTH,a eme noTOMy,uto h

ero npHKapMbisaio h,kaacetch,flaxe He Ha myTKy

JXIOSJIIO ... (1)

The poet and literary critic M. Voloshin,writing of Annensky

in an obituary for Apollon in 1910,records the fragmented

impression which he formed of the poet over several years:

B Hauajie ^ebhthcotbix roflOB b secede o

npncKopSHbix cTaTBHX H.K.MnxaHJiOBCKoro o

(|)paHH;y3CKHX CHMBOJIHCTaX : "MnxaHJIOBCKHH
coBceM He 3Haji q?paHiiy3CKQH jiHTepaTypbi -

Bee CBefleHHH,KOTopne oh HMex,oh nojiyuaji

ot AHKeHCKoro". Torma r no^yMaji o Hhk.

5>efl. AHHeHCKOM,H tojibko ropa3,n;o n03se

hohhjijhto pent, nuia 06 hh. Qefl.

Tosa rbz. cnycTH,en?e #0 B03HHKH0BeHHH

"BecoB" ,Baji. BpiocoB noica3aji MHe KHHry

co CTaTbex o pKTMax BajibMOHTa. Ha KHHre

SblJIO HeH3BeCTHOe XMH - H. AHHeHCKHH. "Bot

yace haxo^htcn,3hauht,mojio^bie kphthkh,

(1) TSGALI.
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KOTopwe HHTepecyioTCH t eMH BonpocaMH cTHxa,Ha^

KOTOpbIM Mb! paSOTaeM" , rOBOpKJI EpiOCOB.
IIotom a uHTaji b "Becax" pen;eH3Hio o khkts cthxob

"Hhkto" /ncsbaohhm XHTpoyMHoro yjincca, kotopmh

m36paji cede Hh. K hemy othochjihcb Toae

kak k MOJio^OMy,Ha^hhak)meMy nosTy; oh 6biji conocTaB-neH

C MBaHOW PyKaBHfflHHKOBblM.

Kor^a b 1907 ro,u,y <£>. CojioryS uhtax cbojo TpareflHio

"jlaoflamhh",oh ynomhhaji o tom,uto ha 3ty ace temy

HanncaHa Tpare^kh H. Ahh6hckkm. SaTeM mhe nonajica

ha rjia3a tojictbih tom ebphnnma b nepebome c

npHMenaHHHMH H CO CTaTBHMK H. AHHeHCKOrO; nOMHHJIKCb

KaKHe-TO 3aMeTKH,no^nKcaHHbie HJieHOM yueHoro KOMHTeTa 3

stoto ace HMehh, to b 'TepMec",to b "SypHaxe MHHHCTepcTBa

Hapo^Horo npocBemeHn.fi" ^oxornHjiH cxyTHbie cjtyxn o

mnpeKTope IJapcKO-CeJibCKOH rnMHa3KH h 06 OKpyxHOM

HHcneKTope neTepSyprcKoro yneSHoro oxpyra.

Ho MoacHo jih 6biJio moramaTbCH o tom,hto stot oxpyxcHOH

KHCneKTOp H m^peKTOp THMHa3HH,3T0T n03T-MOmepHHCT,3TOT

KpHTHK f 3aHTe peCOBaHHblH pHTMHMH BaJIbMOHTH , 3 TOT 3HaT0K

$paHD;y3CK0H JIHTepaTypbI,K KOTOpOMy MHXaHJIOBCKKH

oSpamajica 3a cbemehhhmh,stot nepebomuhk ebphnnma -
Bee o^ho h to ace jihbo? (1)

This inner isolation and fragmentation which, tended to

keep Annensky apart from other poets of his time found a

profound expression in his poetry. The second and third

M. Voloshin: Liki tvorchestva,
'

Apollon ,1910,A,Kh£onika,p. 12..



oections of mparisovy larets examine the problem of

isolation,and even find a kind of solution to it.

Skladni.

The poems in this section are nearly all concerned with

human relationships. Annensky concentrates all his attention

on attitudes towards the other in its human form - a marked

■contrast to the majority of the poems in the Trilistniki,which

in general reflect the inner consciousness of the poet in

moments of anguish and isolation,the realization of the other

in objects and landscapes,the search for identity in the

extension of the self towards its own perceptions. The theme

of the Skladni is perhaps to be found in the dilemma discussed

earlier in relation to those poems dealing with isolation and

communion. Trevoga,a ne mysl* rastbt v bezl^udnom ingle: creat¬

ion is impossible if the poet is walled in by the endless chain

of concrete phenomena,the meaningless succession of daily trivia

which only mirror himself; the black handwriting on the page



is a nauseating mass of insects unless 'children cry in the

house at night'. Solitude is necessary for creation,but it

can only be the solitude of a moment - the flaring of a match

shielded from the wind by a hand. And in that moment there

must be achieved the luchezarnoe sliyan'e of the poem Ametisty

(110).

How can this fusion,this sliyan'e be achieved on the human

plane? Love is no answer - love is a series of hallucinations

which can easily become a nightmare,destroying mind and soul,

a purely subjective experience which involves only the hope

and disillusionment of the individual. Another relationship

must be found,one which perceives each individual as a separate

entity and which at the same time provides a basis for communinn

between subject and subject. In our examination of the Lkladni

and also of Razmetannye listy we shall see the implications

of the search for this sense of a personal identity in nature

and the' world.

The first Skladen',Dobrodetel' (151-152),is a relatively

slight composition,nervously humorous,yet at the same time

significant if we are to understand the nature of the problems

which torment the poet in his relations with others. The two

poems are most probably addressed to the poet's wife,and they



concern the conflict which the poet feels between the duties

and activities of everyday life and the moment of poetic insight

and vision. fhey are essentially domestic poems,and they fit
(1)Mandel1shtam's description of Annensky very well. The first

pocm,.Rabochaya korzinka,depicts a domestic interior. The woman

in the room is weaving a basket of straw,and the grey threads

she draws together seem to draw all things into their fabric:

the needle becomes a symbol of the poetic consciousness,search¬

ing out a unity in the semi-darkness,achieving the sliyan'e

of phenomena necessary for creation- The poet's only desire is

that his companion too should share the moment of perception,

when 'Virtue fell asleep amidst the confused and tender skeins'.

Why does Annensky introduce the word Dobrodetel' at this point"?

What is its significance? There can be no ready answer to these

questions. In the latter years of his life Annensky was very

much preoccupied with the relation of life to art,with the

possibility that art might be a destroyer of the moral and

purely human relations of life. This preoccupation was linked

to a personal tragedy in Annensky's private life - we know very

little about it,as yet. It found its expression in an intense

(1) 0.Mandel'shtam: op.cit.,Vol.II,p- 29^-295*



desire to grasp the meaning of Shakespeare's Hamlet. This

much can be deduced from certain notes and jottings among

Annensky's papers,and in the extremely fragmentary passages

to be found in the fourth tetrad1 of Kiparisovy larets.

For the moment I can only point out that the word Dobrodetel'

in the poem under discussion has a positive connotation,

that itr reflects a personal integrity and sense of identity

under pressure from an imperfect and tortured artistic

experience. That it'falls asleep'in the poem means that

identity,relation to the other are momentarily destroyed..

The same problem is treated in the second poem of the

Skladen',where Dobrodetel' appears in a very slight but

intense aspect of family responsibility. If the poet's

wife gets out of bed she may awake her sleeping child. The

poet tells her not to waken it,but simply to come out into

the garden with him and share in the perception of the moment

between darkness and light when

B rojiyfitix $OHapnx,

Mex JIKCTOB Ha BeTBHX,

Ee3 HHCJia

BOCKOBbie CHHHBH IIJIblByT,

H b cafly,

Kak b 6pe,ny,

XpH3aHTeMbi HBeTyT...



The essence of this moment of insight is that the poet feels

it is meant not just for himself,but for another too: 'Dlya

tebya ozhivil ya mechtu'. If his companion does not come out

in a few minutes,the dream will be lost. The evanescent land¬

scape demands a human presence - without it it will wither and

die.

Kontrafaktsii (153) show a nature entirely personalized,but

agonizingly,split in its identity. May 'watches' the birch-tree

burst into green,a process described allegorically by Annensky ,

in a tiny dramatic scene (Vesna): a youth seizes a girl's

bonnet and hangs it on the birch-tree. Some of the techniques

commonly associated with the poetry of Boris Pasternak are

already to be found in such 'animistic' poems of Annensky.

In stark contrast to the gay and animated scene of Vesna is

the strange and sinister movement of Osen'. The park is

seen at night - the moon is invaded by shreds of cloud like

smoke and,dimly perceived,someone sits dozing on a bench.

Towards dawn this figure gets up and hangs a 'distortedly-

sinister and tormentingly-black pod' on a branch of the

birch-tree. The pod is 'the size of a human being'. This

strange and startling image vividly describes the black and

bare part of the tree where the wind has torn away some leaves.

It is important to observe here how nature in Annensky's poetry

is so often a scenario or 'decoration',a backcloth on which



the conflicts of human existence are acted out in concrete

images. Here the question is raised: what kind of a nature

is it that can change so frighteningly and so swiftly from

one aspect to another? Does the 1contrafaction' not point

to a corresponding duality in human identity,even between,

individuals? This thoroughly Tyutchevian idea lies at the

foot of Annensky's attitude towards nature,,

Skladen' romanticheskii (15^-155) takes this notion of

a fundamental isolation of individuals a little farther.

As in Trilistnik sentimental'ny these poems have a definite

colouring,a surface of superficiality. Nebo zvbzdami v tuiaane

is a sentimental romance,built around a Christmas scene,with

Christmas-trees at the windows of houses,and snow falling.

Milaya is an imitation of a folk ballad,with suitable syntactic

rhythmic and imagistic conventions. It is behind such avowed¬

ly artificial constructions that Annensky sometimes conceals

- or rather muffles - emotional pressures which .would other¬

wise destroy the sozvuchiya which are such a striking feature

of his tormented,yet low-keyed and restrained poetry,, In

the first poem of the skladen' natural and human movements

are fused successfully,. There are no stars in the sky,only

the lights from the Christmas trees at the windows. The poet

stands face to face to a woman whom,possibly,he loves,but



who does not return his love. Snowflakes fly between them,

preventing them from looking one another in the eye. As

the flakes melt on the woman's eyelashes they..-seem like

tears,yet tears uninspired by any grief,like stars,yet

stars 'tired of burning'. Thus nature provides at once a

connection and a barrier to the emotions of the two

people. The poet envies the snowflakes because his be¬

loved 'weeps' with them - if only he were the cause of the

tearsl Above all,there is the sense of a deep divide -

the melting flakes,the false tears prevent the woman from

seeing into the poet's eyes,from seeing the real suffering

which must surely be reflected there.

Milaya,although on a much simpler level,also reflects the

division which can grow between people. The 'milaya* peasant-

girl answers her mother in a circumlocutory fashion,only

after much questioning admitting that she has murder her

uncle. The whole idea is,typically for Annensky,extremely

nasty - the romantic ballad becomes an image of rural horror

and backwardness.

The two poems Dye lpubvi and Dya parusa lodki odnoi (.155)

challenge the very notion that love can be an effective means

of commuhication between people.. Annensky seems to think



that love divides people,makes them more conscious of their

own separateness and remoteness from one another. This,at

any rate,is the significance of Dva parusa lodki odnoi. ^he
two people are seen as 'sails' fused by the 'storm of desire',

^et,while everything else flows together in 'the night of

the starless south',alone the two sails of the ship are not

permitted to touch one another - their function is to be

separately together. Dye lyubvi is a little more obscure:

the general sense of the two stanzas seems to lie in an

expression of desire to be the whole: 'to be like smoke,yet

eternally young' ,'t6 be like a shadow,but also night and day' ,

although the distinction between the ,two kinds of love is not

made as clear as it might be. Why are there two kinds of

love?

On i ya (157) illustrates the old problem of the double in

a new light. Listening to the murmur of piano-music,the poet

feels his self.,his I being carried upwards in an ecstasy of

alienation until it becomes an on,a lie - symbol of the poet's

transcendent self, ^et the consciousness of this alone is

not enough: like a piano-tuner,the poet must pick out all the

notes of the piano which is his identity,let them die away

one by one without echoes into the night, fhis represents an

advance on the old idea that the poet begins to attain the



Ideal when he begins to write poetry - now the poet and

the transcendent self are seen as opposites also. Poetry

is somewhere between existence and essence - it lies in an

intermediate position and watches and records the workings

of the poet's soul. It is also anguish. How different from

the creative process as decribed, in Blok's Khudozhnik,where

the moment of creation is envisaged as a moment of supreme

liberation,which although when it crystallizes into verse

must die,is nonetheless a means of transcendence. For

Annensky the creative moment is a descent,an analysis of

the self and its tensions,a return to rock-bottom,to the

ground,the everyday,the 'three-leaved clover' of life.

Annensky's sense of his own difference from the mainstream

of Russian symbolism is clearly expressed in the poem

Drugomu (156). This is yet another development of the

'isolation' theme: . the poet senses himself divided from

other poets by his very nature. The muse of the second gen¬

eration of symbolists is very different from that of

Annensky:

Tboh meutbi - mehaji.bi no honam,

H JiyHHbifi BHxpa b cbepicahkh pa3Maxa

Hm BOJiHbi koc b3metaet no njieuaM.



The poet admires this bezumny poryv; but he realizes

that the two types of poetry cannot coexist. Annensky

deciphers the 'hieroglyphs of prophetic dreams', like the

symbolists,but instead of writing the dreams down,as do

his opposite numbers,he prefers to write his own tortured

uzornye frazy. He has little enthusiasm for the fire and

ecstasies of the symbolists,although he admires the

passionate involvement and sophistication which they bring

to their art. One obtains a similar impression from a

reading of Annensky's long tripartite article about his

symbolist contemporaries,published in the journal Apollon
(-])

in the year of his death. Although poets like Bal'mont,

Sologub and Gippius are given almost unqualified praise,one

feels a certain restraint in the passages dealing with

Blok and Bely,in particular. Annensky sees his own poetry

as crystallized anguish,awkwardly down-to-earth and intimate

(the image of Andromache as a very ordinary woman wearing an

ornate hairstyle is striking),and yet musical at the same time.

He feels himself the odd man out at the 'feast' of Hussian

Symbolism,and indeed he wag. At death,the remains of the

unknown symbolist will be carried away 'amidst the petals of
11of,

I.F.Annensky: 0 sovremennom lirizme,Apollon^1 -3,oktyabr',pp.12-^2,.
noyabr',pp.3-29,dekabr',pp.5-29-



a perfumed, wreath'; Annensky's corpse will simply be hauled

off in a hearse.

At this point in the poem the statement which Annensky is

making becomes more complex. Aware of the singularity,the

oddity of his poetry,aware of its rootedness in the ][ of

experience,the poet realises that there is not much chance

of its being read after his death. Nonetheless,he believes

that one day someone,another poet,

ee nojiiogHT TeHb

B HeTpoHyro—topsceCTBeHHOM y6ope...

When this discovery occurs the 'ghost' will live again,

and will again live among people who 'cannot hear' 'its

dumb flight'. But there is a danger here. If the reincarnat¬

ion of the poet's spirit is once again to involve its

isolation,there is a chance of his I_ simply being repeated

throughout eternity - and this Annensky would find intolerable.

If his 'brother and magus' is simply the poet 'lish' podnovlenny

'v nichtozhestve' then this will mean an infinite series of

tortures and anguish for the poet's spirit. He will spend

his life in a purgatory of eternal renascence. This is a

dark thought,one which pervades much of Annensky's verse -

isolation not simply as something which will pass,but as a



permanent condition of existence

Razmetannye listy.

In this section groups of poems give way to single poems,

the 'scattered leaves' of the title. Isolation is the pre¬

dominating theme here.

Nevozmozhno (l^S) is an invocation of solitariness and

separateness. The letters of the word nevozmozhno have an

almost magical significance for the poet: as he waits for his

female companion by a battered gate,a memory the woman years

earlier becomes confused with the v barkhat ushedshie zvuki.

Impossibility is desired by the poet because it is again a

symptom of the limited,transient nature of things: word dies

away after word,impression after impression,face after face:

Ecjih cjiobo 3a cjiobom,uto hbet,

yna^aet, 6ejien tpeboxno,

He ne^ajiBHbix Mex naBniHMH HeT,

Ho jii06jiio r oflho - h6b03mmh0.



Sestre (159) also shows a moment frozen in the poet's

memory,this time with extraordinary vividness. The strength

of the affection makes him remember with great clarity: we

see the green playroom with its low ceiling,the dull German book,

the' old nurse darning" a stocking by g melting candle. Yet

even in this close memory there is a flaw: the poet even

read the title on the cover of the book were it not for the

mist which clouds his eyes,the mist of distance and isolation.

The scene 'lives on in the heart',but as a separate entity,a

single piece of reality which the poet has managed to salvage

from destruction and oblivion. The same idea is given ex¬

pression in Zabvenie (159)« While for the poet,and for other

men,there can only be the forgetfulness of a soft autumn

day in which the sun shines as if through stained-glass

windows,only a sense of weariness and guilt,the face in the

portrait remains eternally young,a moment transfixed eternally.

Notice how Annensky does not simply contrast the portrait with

the forgetfulness of the autumn day - the two are fused

syntactically:

A oho yfi^etjkak ubim,

IIepescHTO,HO ocTajiocb

Ha nopTpeTe mojio^bim.



Stansy nochi (160) seems to suggest that the best that

any contact with another person can bring the poet is 'a

few symbols',or perhaps only one: the presence of the

poet's wife is replaced by a symbol of creativity:

Ho he x tomhjich is xejiaji:

Ckbo3H $ohapb,3a6biTbiit Ha 6epe3e,
Tajibrti bock is miakaji is nbuiaji.

In Mesyats (1<59),the poet seems to fear that there may

be some demonic force,here represented by the moon,trying

to prevent human beings from coming into contact with one

another,trying constantly to sever,with its yellow sickle,the

bonds which tie reality together. Again and again the poet

sees the essential fragmentation of nature and existence:

two raindrops are likened to two melting lives connected

'hopelessly'... (Toska medlennykh kapel',). Looking

around at the many phenomena of nature,the poet can find

only a few that please him in any way: looking at the clouds

at dawn,he is reminded that he was once young; looking at

the clouds at evening,he knows that he will only be able to retain

the 'ash' of their fire in his brain,ash which will yield

nightmares. Finally he concludes that he loves only night



and flowers - notice how the image of flowers in crystal is

introduced here in a positive sense. In Prelyndiya (138},

the image denoted sterility,isolation - here it represents

a human presence:

IiOTOMy WTO — IJBeTbl 3 TO TbI.

TpHHamaTB CTpOK ,161

The loneliness of the flowers is now seen as the common

lot of all men.- Men can only perceive one another in a

consciousness of each other's isolation.

And yet human beings can never accept this. They strive

constantly for fusion and integration - in Annensky's poetry

this striving is a positive force,it is anguish. Suffering

and blindness are the conditions of existence. Man constantly

rails at his fate,yet can never accept it. his spleen constant¬

ly shatters whatever chance he has of reaching an Ideal.

The poem Sredi rnirov (165),clearly linked in language and

style with the first two poems of Tikhie pesni,situated as

it is comes as something of a surprise. Yet,read in the

context of Pazmetannye listy,it is clearly related to the

thematic emphasis of the poems which surround it. The 'She'

of Sredi mirov is the Ideal,also sliyan'e. It is possible

to read Poeziva (65) and Beskonechnost' (65) in a similar



sense. The 'others' Cl. *f) of Sredi mirov are contrasted with

the Ideal of intersubjective fusion: they are the reified,

objective aspect of the poet's relationship with other people.

It must be noted,however,that never does the poet fully

escepe from the 'thingness' of his existence: his life is

a perpetual struggle to attain the Ideal - to transcend the

meaningless limitations of the isolated,individual consciousness

in purely physical contact with other people for an inter-

subjective collectivity. This struggle is the poet's anguish.

Two contradictory forces pull at the poet's I_. One - spleen
- drags it back from its aspirations into the cage of isolation;

the other - Ideal - draws it towards other I/s. The contra¬

diction is folded back on itself,however,as the progress

towards the ideal is depicted in Annensky's poems only in the

light shed by spleen and anguish. Thus,while in the poem

Hirazhi (165) the poet's activity is seen as a reflection

of other I's ,in Garmoniya (166) it appears as a destroyer of

them. The latter poem portrays the reflections of the poetic

consciousness as similarly isolated entities: there is a

suggestion that as long as the poet's _I remains solitary and

inward-looking it will harm other people. The kind of ex¬

perience described in Preryvistye stroki (l68),for example,is



not harmful to the poet alone - it also damages others.

These thematic elements are the ones which dominate the

conclusion of Kiparisovy larets in the poems Deti (170) and

Moya toska (171). Both these poems are marked by a fierce

rhetoric and a strangeness of imagery almost bordering on the

eccentric. Deti in particular seems almost naive at a first

reading»with its cries of'Luudil Brat'yal1.and its insistence

on 'the innocent tears of children' - yet it is among the

most important of all the poems written by Annensky. The

same is true of Mova toska. The first question that must

be asked by the reader is: who qre. the 'children' that appear

in both poems? In Deti,is Annensky talking about real children,

or have they a certain symbolic significance? The answer is to

be found in between these alternatives. In Deti the emphasis

is most certainly on the 'real' aspect of the children:

Annensky is talking in this poem about injustice,exemplified

in th£ suffering of children:

Hy,a te,^ito tepnht 6ojib,
y KOTO kslk hktkk pyicn...

The poem centres on the problem of moral responsibility for

the sufferings of others. Tn a world where children can be



subjected to atrocious suffering and insult,where injustice

affects the innocent lives of those who are least able to

resist it,there can be no peace of mind for the individual:

'pokoi nash tol'ko v muke'. It is clear that Annensky traces

the anguished tenor of his own poetry back to the real world,

that to suffering and injustice he can only reply with an

art which makes them into its justification,its aesthetic.

The 'children' are,in fact,both real children and the poet's

creations,his verses. We have already seen references.to poems

as 'sick children' (Tretii muchitel'ny sonet),as 'the pale

children of Doubt and Anxiety' (Nenuzhnye strofy); Deti

represents a rationalization of this metaphor,its incorporation

into the poet's aesthetic.

In ^oya toska (I7l),the poet's anguish is seen as the

'mother' of his poems which are the 'children' of the con¬

text :

B BeHKe H3 TpOHyTbDC, K3 a3aJIKK

CoSpajiacB ne.tb OHa... He cmojik h nepBbiii ctjix,
Kak MajieHBKHX ^eTeii y Hen nepeBH3ajiii,
CjIOMajIH pyKH HM H OCJieUIiJIH hx.

But there is another element to be taken into account here,



one which is not present in £eti. j^oska,anguish,must be

interpeted in some degree as being the poet's 'beloved'.

This rather surprising assertion can be substantiated if

we examine the poem. After stating that,when he has left

the world,the Jinguish that is expressed in his poems will

live on after him,the poet begins to discuss the problem

of love, -^t is not the expression of his unsuccessful love for

women which will survive,for his own will has not proved

strong enough to sustain the torments imposed by this emotion.

While he admire^ the strength of women he has loved,a strength

which has helped them to withstand these afflictions,he

himself doubts whether he can really call the emotions he has

felt in such relationships by the name of 'love'. After all,

love is traditionally something brilliant and astounding:

'ona kristall,efir...',and the degradations and injuries he

has suffered in the course of his own life have been quite

the opposite of all this:

MOH 2t 6e3JiK)6aH - ApoacHT, KaK jioma^,B B Mbuiel
Eh - HHP OTpaBJieHHblH,MOUeHHK^eCKKH HHP I

It is at this point that we become aware that Annensky has

intentionally confused the idea of 'love' with that of 'anguish'



and that the result is a metaphoric figure incorporating

a kind of 'anti-love'. The 'moya' that begins line 11

flows imperceptibly towards the 'Ei' of line 12 - and

thereafter the metamorphosis is sustained right to the

end of the poem. Annensky is not talking about love,but rather

about an elision of love with anguish in his personal ex¬

perience which has given birth to a new and disturbing

emotion - Toska. Tpska is a sexless woman whose children

(the poet's poems) have been mutilated and crippled. It

is also an aggregate of the poet's striving for the Ideal,

represented by 'love',and of his tormented existence. The

combination of these two elements constitutes the poet's

Muse,a Muse which he himself has invented from the material

of his own experience and without which creation is impossible.

In fact,the Muse is veselaya (1. 2*0 because it is connected

in this way with creation.

The blur or shift which takes place in this poem between

the subjective experience of the poet and the Sther is the

resolution of the contradictions between" I and It which form

the subject-matter of Skladni and Razmetannye listy. Within

the context of Anguish the poet smashes the walls which separate

him from others. like Baudelaire,he is both the victim and

the hangman,the wound and the knife. Indeed,the masochistic



imagery of Baudelaire is not out of place here: for in

Annensky's poetic statement of the world relationships

between imply suffering and evil. By at once loving and

hating,creating and destroying himself within the polarities

of Anguish Annensky can create an art which is adequate to

the events of the outside world.

In my analysis of Mparisovy larets I have stressed one

theme in particular - the poet's relationship with other

people. It may be felt that my stress is too exclusive,

that to give one theme prominence over all the others in

this way is to simplify Annensky's book too much. And yet,

as I have tried to show,it seems to be undeniable that the

poems taken together describe the passage of the poet's

'isolated _I through the prism of the material world and through

the contradictions of personal relationshops towards the

resolution of those contradictions in Apguish. I have

also tried to indicate that there is a structural logic to

this process,revealed in the grouping of the poems in
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various cyclical forms. Annensky seems to be searching for

a new means of organizing lyrics within the framework of a book,

and his seavch is surely a part of that broader quest for new

poetic forms of which he speaks in his study of ^al'mont. The

following passage from that essay reflects in my opinion

the subject-matter and formal preoccupations of Kioarisovy

laretjs:

Mbi hhksk He xothm .nonycTHTb, hto CTapbie xy^oxcecTBeHHbie

npHeMbi,KOTopbie ro^HJiKCb MaHcppe^a h TparHnecicoro

HanojieoHa, bch 3ta THScejian poMaHTHnecKaa apMaTypa

Majio npHro^na ,h,jih MeTTepjiHHKOBCKoro h: TaM 6biJia
CHJibHan bojih,rop^aH 3aMKHyTOCTb HaTypbi,TaM 6buio

npoTHBonocTaBJieHHe ceSx n;ejiOMy MHpy,6bina ycJiOBHax

onpe^ejieHHOCTb omohhh,6buia h He Bcer^a HHTepecHax

nootkueckk rapmohhh mex^y sjiemehtaphoh wejiobeweckoh

^yinofl h npnpofiioh,c^ejiaHHOH H3 o^hoto Kycxa. 3,n;ecb,

HanpOTHB,MeJibKaeT j?,KOTopoe xoTeno 6bi cthtb pejibiM

mhpom,pactbophtbch,pa3jihtbch b hem,k - 3amynehhoe

co3HaHHeM CBoero 6e3bicxo^Horo oi;HHOHecTBa,HeH36exKoro

kohii;a H SecijeJibHoro cymecTBOBaHH.fi; x b xoniMape B03-

BpaTOB,no,n; rpy30M HacJieflCTBeHHOCTH, x - cpe^H npH-

poflbi,r^e,HeMo k He3pHMO ynpexan ero,>XHByT Taxae xe

h,h cpeflH npnpo^bi mhctkheoksj ewy 6jik3Koh h KeM-to
sojibho h 6ecn;ejibho chenjiehhoh c ero cymectbobahhem.



JXji-h: nepe^ann ototo h HyxeH Sojiee Serjibin h3hk HaMexoB,

Heji;0CKa30B , CKMBOJIOB : TyT HeJIb3H HH nOHflTb Bcero,o

tfeM floraflbiBaeniBCfljHH oS'hchhtb Bcero,HTO npo3peBaeniB

hjih hto 6oJie3HeHHO b ce6e omymaemb,ho nero b nabiKe

HHor^a He HaM^emb h cjiOBa. 3,necb Hyscna My3biicajibHaH

noTeHn;Hfl cJiOBa,Hy»tHa My3biKa ysce He b KanecTBe MSTpoHOMa,

a fljia B036ys,n;eHHH b HHTaTejie TBopnecKoro HacTpoeHHH,

KOTOpOe ^OJISCHO HOMOHb eMy OHblTOM JIHHHblX BOCnOMHHaHHH,

HHTeHCHBHOCTBIO npOCHyBtneHCH TOCKH,HeXflaHHOCTbIO ynpeKOB,

BOCHOJIHHTb He,HOCKa3aHHOCTb HbeCbl H ^aTb eM XOTH H

6ojiee y3Ko—HHTHMHoe vs cy6'eKTHBHoe,HO vs 6ojxee
^eiiCTBeHHoe 3HaHeHHe. (l)

Knip;a otrazhc-nii I,p. 185.



THIS POEMS IN PhOSE

As far as is known,Annensky wrote some thirty-one poems

in prose. Twenty-seven of these,grouped together under the

title Autopsia,seem to date from an intermediate stage in the

poet's development (around l890,the year of the Italian tour),

although there is no concrete evidence to confirm this. The

other four are stylistically closer to the later verse poems,

and relate to the last years of the poet's life: they were,

in fact,included by Krivich in his edition of Posmertnye

stikhi.

The first question we must ask in connection with these

works is a familiar one: v/hat is a prose poem? The very

name of the genre, has a paradoxical ring to it,and yet the

prose poem is an important genre in literature,with its roots

in the French eighteenth century. Indeed,it was in France

that the prose poem became a genre at all. For an account

of that process we are indebted to the French scholar

Suzanne Bernard. Her enormous thesis,Le Poeme en Prose

de Baudelaire .iusqu'a Nos Jours (Paris, 1959) »is the first

systematic study of the genre.

Above all,the prose poem is an extension of traditional



lyrical verse forms. I quote from Dr Bernard: "Tout

1'effort de la poesie frangaise,depuis le romantisme,a

tendu a faire eclater le carcan des conventions et des

preceptes dans lequel s'etouffait 1*esprit poetique: la

rime,la metrique ,toutes les regies dii vers classique,les

regies de la grammaire et de la logique usuelles. De

inSiae que le vers romantique et plus tard que le vers libre

des Symbolistes,le poeme en prose est ne d'une revolte

contre toutes les tyrannies formelles qui empbchent le

poete de se creer un langage individuel,qui l'obligent

a verser dans des moules tout faits la matiere ductile

de ses phrases." And she adds: "Mais le poeme en prose

a rejete plus completement les lois metriques et prosodiques

il a refusS obstinement de se laisser codifier. La volonte

anarchique,qui est a son origine,explique son polymorphisrae
1)

et la difficulte qu'on eprouve a le definir."

This question of definition is practically insoluble.

When we examine the traditional verse forms,or even the

eroded forms of vers libre,we can pick out characteristic

features. In the case of the former,for example,we can

establish principles that serve to distinguish the sonnet

from the ode,the elegy from the epigram. But,as Dr Bernard

states,"le poeme en prose veut aller au-dela du langage,

1) Op. cit.,p. 11.



et il se sert du langage; briser la forme,et il cree des

formes; echapper a la litterature,et le voila devenu un

genre litteraire catalogue. C'est cette contradiction

interne,cette antinomie essentielle qui lui donnent le

caractere d'un art icarien,tendu vers un impossible de-

passement de soi-meme,vers une negation de ses propres

conditions d'existence - et par la meme,sans . doute ,hau!ie-

raent representatif des efforts de toute la poesie francaise
0

depuis le XIX siecle. Et sans doute une telle tentative

comporte l'abandon par le poete des valeurs admises,des

lois normalesjdes regies sociales et humaines... et tend

a en faire 11explorateur insolite des regions inconnus,
1)

xnterdxtes."

What Dr Bernard says here about the nature of the prose

poem,its basis in a profoundly anarchistic,negating attitude

towards society and the accepted norms of a language which

has grown sterile and oppressive,we may surely apply to

Annensky's own experiments in the genre0 Degrees vary,of

course:, a sketch for a lyrical verse poem such as Andante,

for example,can hardly be compared with the revolutionary

cries of Pesnya zastupa or Nad bresh'jju. But nonetheless,in

all Annensky's essays in the genre we can pick out the

characteristics indicated by Dr Bernard: "Cette recherche,

1) Op. cit.,p. 13.



c'est pr£cisement celle d'un ordre et d'une methode. II

ne faut pas oublier que Bertrand impose a ses coTiplets une

forme savante et preraedite; que Rimbaud voit dans le poete

'le supreme savant'...Le poeme en prose suppose...une

volonte consciente d'organisation en poeme; il doit etre

un tout organique,autonome. Ce qui perrnet de le distinguer

de la prose poetique (laquelle n'est qu'une matiere,une

forme du premier degre si l'on prefere,a partir de laquelle

on peut construire aussi bien des essais,des romans,des

poernes); ceci nous amenera a admettre le critere de 1'unite

organioue: si complexe soit-il,et si libre en apparence,

le poeme doit former un tout,un univers ferme,sous peine
r -v 1 )

de perdre sa qualite de poeme."

This distinction betv/een the organic unity of the prose

poem and the inorganic diversity of the prose material is

essential to Dr Bernard's (and indeed to every) definition

of the genre: "Si j'ajoute que le poeme est une organisation

estetique distincte,et qu'il n'est ni la nouvelle,ni le

roman,ni 1'essai (si 'poetiques' que puissent etre ces derniers)

j'aurai l'air de dire une chose evidente,et d'enioncer des

portes ouvertes: en fait,les limites sont ici tres difficiles

a tracer,et il peut arriver par exemple qu'un poeme soit

intitule Conte.... Admettons,cependant,que d'une faqon

generale un poeme ne se propose aucune fin en dehors de

lui-mSme,pas plus narrative que demonstrative; s'il peut

1) Op. cit. p. 1^.



utiliser des elements narratifs,descriptifs...c'est a

condition de les transcender et de les faire travailler,dans

un ensemble et a des fins uniquement poetiques... nous

1)
avons la un critere de gratuite."

In addition to these two characteristics of unity and

gratuity,Bernard discerns a third: brevity. "Plus que

le poeme en vers,le poeme en prose doit liaiter les

digressions morales ou autres,les developpements explicr,tifs

- tout ce qui le ramenerait aux autres genres de la prose,

2)
tout ce qui nuirait a son unite,a sa densite." The

poem in prose,finally,is rhythmic prose,whose characteristic

features are an uneven dynamism,an effect of assymetry or

expressive rupture,and a dislocation of the sentence.

Having attempted,with Dr Bernard's help,to characterise

the genre,we must look briefly at its history. The first

great master of the prose poem in Prance was Aloysius

Bertrand. His lyrical extensions were written in the

couplets of,for example,Gaspard de la Kuit, groups

of two related phrases:

Les petits Savoyards sont de retour,et deja
leur cri interroge I'echo sonore du quartier;
comae les hirondelles precedent le printemps,
ils precedent I'hiver.
Octobre,ce courrier de l'hiver,heurte A la
porte de nos demeures. Une pluie mtermiitenie
inonde la vitre offusquee,et le vent jonche
des feuilles morte's du platane le perron
solitaire.

Op. cit.,p. 15. 2) Op. cit.,p. IS.



Gradually the severity of this form became softened by the

logic of the genre itself,as Dr Bernard has pointed out. In

Le Spleen de Paris and the Petits Poemes en Prose,Baudelaire

conveyed "l1ideal obsedant" that is born from "la frequent-

ation des villes enornies" ,and "du croisement de leurs

innombx-ables rapports." These poems are landscapes of the

city,psychic and metaphysical promenades of a solitary

dreamer among the shocks and violences of the industrial

dawn. Here the rhythms are freer than with Bertrand,the

perspectives vastly grander and more terrifying. With

Simbaud,the prose poem reaches an apotheosis: here indeed

there is a turning of the poem upon itself to such an extent

that the poet vanishes in the whirlpool at times,leaving

only the roar of words0 But still the urban theme is upper¬

most.

Annensky,who was well acquainted with the work of Baudelaire

must have read Le Spleen de Paris. The ' m^han' emphasis in

the Autopsia set is quite strong. Yet the decisive influence

on the writing of Autopsia,and even of the later group of prose

poems seems to have come,not from Baudelaire directly,but

from the Baudelaire-influenced examples of the genre in the

Russian language,in particular the prose-poems of Turgenev.

The.only exception to this general rule is the prose-poem

Koya dusha (pp. 10p-107 of Posmertnye stilchi) ,which is easily



comparable with works of Baudelaire,perhaps even of Rimbaud.

Turgenev's Stikhotvoreniva v pi-oze were really sketches for

projected narrative prose-works. As such,Dr Bernard's

stipulation of gratuity as one of the essential qualities

of any work written in the genre would certainly not apply

to them. Nevertheless some of the pieces do have a certain

autonomous aspect,and represent a technical extension of the

lyrical verse-forms which Turgenev himself used as a poet. Let

us take as an example the poem Starik:

HacTajin TeMHbie , Tfiscejibie ,e;hh...
Cbqk 6ojie3HH,He,ii;yrH jnofleS MKjibix,xo.Jio,ii; h
MpaK cTapocTH... Bee, wto th jijoShji, wemy ot-
ji,aBajica 6e3B03BpaTH0, - HHKHeT h papymaeTcn.
IIo;n; ropy nornjia flopora0
'-[to se ^.eJiaTb? CicopSeTb? TopeBaTb? Hk ce6e,
hh ApyrnM Tbi 3THM He noMoaceinb.
Ha 3acbixaiomeM,noKopo6jieHHOM .nepeBe jihct Mejibwe
h pese - ho 3ejiehb ero Ta se.
CoSMHCb K TbI,yH^K b ce6a,B CBOH BOCnOMHHaHHH, -
h thm,rjiy6oKO-rjiy6oKO,Ha chmom ^he cocpe^otowehhoh
.nynm,TBOfl npesHHH,Te6e OflHOMy ^ocTynHan SHSHB
sjiechet nepe.ii, toSoio cboeh naxyweii,Bce eme CBeaceii
3ejiehbio h jiackoh h chjioh secHbil
Ho 6yp,h ocToposeH... He rjiaflH Bnepe#, <5e,HHbi2
CTapHK1

The tone is emotional,the poet in fact seems almost to be

talking to himself,as if he were the starik of the poem.

Yet even here the central figure appears not so much as a

poetic image as an idea,perhaps a preparatory sketch for a

character. All that saves this piece from becoming,like
n

so many of the Stikhotvoreniya,a scene from a story,is its



2.1 if

determined structure,the paragraphs forming stanza-like cadences

in the manner of a lyrical verse poem. Let us now compare

Turgenev's poem with Annensky's poem of the same name:

Mojihcb , tm oflhh. Kanan Mbicnb thxoh ctoiioh -

npKBejia Te6n cio^a,6jie^Hb!H CTapHK? MoaceT 6biTb,
b TeMHOM xpaMe c. to6oh rosopHT caM Eor,nyraioinHH
te6a BejieHHB:MH,Hecu[acTJiHBbiH,poii;HOH Eor.

B TBoeM yMe npoxo^at BepeHnpeii Mpax h xonoTb
upebhero xpaMa k tbox cypoBax MyxHijKax rojirocba:
2CK3HB pa6a h HHinero.

C roflaMH OTJieTejiH ocbinaBmnecH Ha^esc^bi,onaposaHKH
TBoex najiexoH H OfiHHOXOK IOHOCTH.

H Tbi BepHJi Kor^a-To , h y Te6x xor^a-TO Ha cepupe
h Te6e Ha cxHTajibneckom nyTH SoBpnmeH cTpyeH bo-
pBajica b nymy CBexcHH h Sjiaropo^HbiH thmh riepBOH
jhoSbh. OHa nojnoSnjia te6n 3a BpaoK^eSnyto h ropbKyro
cyBbSy,kotopan orHyjia no# kpmo tboio ropnyio ronoBy,
3a tboio nenajibHyio,ocMenHHyio 0KOCTb,3a tboh psaHbie
jxoxMOTbii,noJiioSHJia h noaiJia 3a toSoh no 3KK3HeHH0H
Bopore. 3TO-MajieHbKan 6jiOH,u;HHKa,H tohho Jiyn chhjio Ha
jmpe ee Bbicoxoe h SjiarocTpacTHoe cepflBe. OHa pa3-
flejiHjia c toSoh 6peMH Tpy.ua, MyueHHH h CTbw SeAHOCTH
h npe3peHHyio JHO^CKyio mhjiocthhio. H itotom. ..
ycHyjia.- noTyxmne rjia3a 3axpbuiHCb,no,n tbohm
nopeJiyeM OHa cBejiajiacb Taxon xpomeHHOH. Ky^a OHa
CKpbuiacb? B xaxyio nynHHy 6e3BOHHyio hjih b Bbicoxyio
Tynxy Ha He6e cnpxTajiacb tboh HHman no£pyra,TBOH
BJiioSjieHHan 6JioHflHHxa?

Mojihcb , tbi obhh. mebjiehhbim maroM npHBena Te6n
cio^a rpycTHan .nyma.

Tbi - BpOHailJHH CTapHK.
MosceT 6bITb,c to6oh b TeMHOM ^epkeh tobopht tboh

rpo3HHH BJiaBbiKa,KOTopbiH Bce-xce rqji te6e ee yjibi6xy
cpe^h tbohx 3 jiokjiiohehhh.

MHHOBajiH h 3athinbe h 6ypn.
Tboh BeHb Tenepb HaBcer,n;a ckjiohhtch k Benepy.

Snecb y TeSn HHnero He ocTajiocb.



Te6ii,HKinero,npe3peHHoro pa6a,6e3 ycTajin xjiemeT KHyTOM
3Jiaa cy^bSa... Ho tm 6bui juoShm.

The resemblance to Turgenev's poem is striking. Annensky's

starik is also seen looking to his past. But the subjective

implications of this search in the past are different in each

case. Whereas Turgenev's char cter finds in his past only

misery and destitution,something to be forgotten if life is

to continue,Annensky's old man has love in his past. This love

may have been futile and doomed from the outset,but its memory

illuminates the destitute past with a gentle light,softening

miseries and contours. Turgenev never goes beyond the equation

of his central character with the fear of death. Annensky

opens his image like a symbol,letting his own -subjectivity

intertwine with it. The result is purely poetic: !_ and

it fuse to one,to the text which is ordered rhythmically,

resting on refrains,suspensions and repetitions (for example,

Molis',ty odin). What we read is a poetic transformation of

the old man's life,not the poet's fear of death. Such a result

is so much more vivid and striking than that achieved by

Turgenev,whose poem by comparison looks rather dim,and,to put

it bluntly,obvious: the juxtaposition of the writer and his

character cannot become a symbol,releasing other symbolic

interiors,but remains only an identification,a spiritual

equation.



To make the comparison on a more general pi. ne: Turgenev's

beggars and peasants frequently tend to be the reflection of

a tired an^anxious old age. Annensky's workers are much more

alive,and are the struggle against poverty,both spiritual and

material. Nevertheless both writers share a preoccupation

with 'populist' themes,and Annensky most certainly cyame under

the influence of Turgenev in this respect. We must ourselves

judge whether this is in fact the case by making a comparison

of the two texts,for there is no documentary evidence available

to support my claim. But let us look away from the question of

influences and purely circumstantial connections to Annensky's

prose-poems themselves.

I want to begin with a study of the four late prose-poems

included in Krivich's edition of Posmertnve stikhi. In thestj,

the 'populist' theme is more or less absent,although it does

appear once (as the Persian porter of Koya dusha) in a very

strange and disturbing form.

1)
Andante (P.3.,p.95) is,according to Krivich, most probably

a sketch for a verse poem. The drifting,hesitant phrases convey

a thankfulness for the passing- of day,for the gentle progression

of a horse and carriage into night and oblivion. There are

obvious parallels here with such verse-poems as Romans bez

muzyki (122),Hinuta (212) and others. But there seems here

Posmertnye stikhi•Innokentiya Annenskogo pod redaktsiya V.
Krivicha.Petrograd 1923» p. 161.



to be little of the formal organisation which characterises many

of the other prose pieces. It is,in fact,a preparatory phrasing

of a verse-poem (probably never written) in prose.

I'iysli-igly (p.S. ,pp.97-98) conies much closer to being a

poem in its own right. Here,as in the case of Starik,v/e are

confronted with an image as the driving-force behind the

prosodic movements of the poem:

fl - tiaxjiaa ejib,H - ne^ajibHan ejib ceBepnoro 6opa.

The poet is a withered fir-tree. His poems are emblems of

futility,fir-needles that fall on ears which cannot understand

such thoughts. He is the king of nothingness,le roi d'une

tenebreuse vallee,as Merrill's line states in the epigraph.

Yet there is a hope that transcendence may come in the form

of a new tree,a new poet who may grow in place of the old one:

H y3Haemb-JiH th^to cpe^H hhx 6bum h moh,Te
caMbie,c KOTopbiMK yxoflHT Tenepb nocjie^HHa KpoBb
Moero cep^pa, mto6h ohh co3^;aBajin Te6H,HeH3BecTHbi2'...

The conception of the poem is in fact very closely related

to that of Drugomu (156),where the poet expresses a similar

hope of a successor.

In Mysll-jyly v/e can discern a pseudo-stanzaic ,or even a

couplet-like arrangement,a phrasing of the type noted by

Suzanne Bernard in Bertrand's poems. Thus,the last section of

the poem (from O,gordoe derevo to chto nikogo ne radovali)

moves in two 'stanzas' phrased into two couplets.



Sentimental' noe vosuominan' e (pp. 99-102) continues in the

tragic key of the set. The poet talks of his Huse,of how his

life has been a game of chance in which the prize is the

glittering poem:

mejiobek ijejiyto ho^b HanpoJieT 6hjih KapTbi,a
6jie&Ka.K yjibiSica Bee He cxo^ht c ero ry6,H Bee
eme ha^eeTca oh yra^aTb CBoe cuacTbe b 6bicTpo-
MejibKaioineM Kpane KOJioji;,He 3aMeuaH ,n.axe Hfloanro -

3ejienoH ynbiSKH HacTynHBinero paccBeTa.

Passages like this explain much about the origins of such

verse poems as Yamby (11^0 or Pod zel^nym abazhurom (90).

The glimpse of Beauty is infrequent; the poet must spend most

of his life in the anguished search for the Ideal. And in

the agony and misery of that search a dilemma is implied: is

art the conscious and inspired victory over misery,or does

its enchantment lie B 6ecc03HaTeJibH0H TOCKe ueJiOBeuecKoro

^yxa,KOTopbifi He bh^kt Bbixoxa H3 Kpyra noauiocTH,y6o5cecTBa
KJIH He^OMblCJIHH H TparHHeCKH OCyXXeH Ka3aTbCH CaMOflOBOJIBHbrM
HJIH 6e3Haji;excHO cpajibniHBbiM? io?)

The latter alternative certainly seems to have more meaning

to the poet in Koya dusha (pp. 103-107),certainly the finest and

most demanding poem in the set. Moya dusha is a descent

into hell. The poem is on a level with the blackest pages of

Une Si.ison en Bnfer,with the most savage self-reproaches of

Baudelaire. In this poem Annensky goes further into the dark¬

ness of his anxiety than anywhere else in his work. It is



tempting to speculate about the source of the epigraph to the

poem,so personal,almost as if taken, from a letter:

HeT,n He xony BHymaTb saM cocTpa^aHKH.
IlycTb jtynnxe oyny a Ban #aace OTBpaTKTeJieH.
MosceT 6utb,h ce6a bbi xotb Ha mnr tor^a
on;eHHTe no .nocToiiHCTBy.

The idea expressed here quite clearly echoes the alternative

posed in Sentimental'noe vospominan'e. The poet does not see

himself as capable of compassion,or of receiving it: compassion

implies love,and in love there is a lie- the poet seeks truth.

And truth is most often hideous,especially the truths about

oneself,which are almost impossible to transmute into art.

Hoya dusha seeks the truth about the poet's personality,as a

human being and as an artist.

The poem's structure is easily definable,and relates easily

to the symbolic and aesthetic intention of Annensky. On the

surface,this is an account of a nightmare.. Writing about

the problem of defining the prose poem as a genre in connection

with surrealist prose,Suzanne Bernard has pointed out that one

of the difficulties in determining whether a prose poem is

a poem at all is that an eiccount of a dream may seem to have

the character of a poem. For a more detailed discussion of

this problem we can read the section of Dr Bernard's book

beginning on page But it is interesting to note that

Annensky's poetic style in this poem does resemble that of



surrealism. His poem,however,is certainly a poem,tightly

organised into interrelated sections. We may distinguish

ten such sections:

1) .The poet asleep in his cabin. nYa spal... dushu."

2) The first dream of the soul as a Persian porter

glimpsed on the quayside. "Svezhee goluboe utro...

vorsom."

3) The poet half-awake in his cabin.. "Ya ne sovsem...

plakat'"

4) The poet's dream of his soul as a pregnant woman.

"I opyat'...serdtsa".

3) The poet awake in his cabin." Poet...sny".

6) The second dream of the soul as the Persian porter9and

as a pregnant woman. "Nosil'shchikp..spinu."

7) The poet's soul as a canvas bag for refuseQ "Net,simvoly
.. .i-menno v lyukj"

8) The poet's soul,mixed with all kinds of refuse,is paper,

from which love-letters are made. "Net...O proklvatiei"

9) The poet's soul described as 'an instructive pamphlet'.

" Mo\/u sud' bu. . .narusiny. "

10) The poet's conclusions. "A ved' etot meshok.. .nedeliraaya.

muka."

The element of interrelation between all these paragraphs

and paragraph-images is always present as the interior lyrical

exclamation of the poet. Thus,the first major transition



(between 2 and k) is made through the exclamation ;:Tucha

nabezhala,chto-li? Mne khochetsya plakat'.1' Another

example of transition (between 5 aad 6) is: "Moya dusha

byla uzhe zdes' so mnoi,robkaya i pokladlivaya,i ya dodumal

svoi sny." These transitions are always lyrical inter¬

jections between the brutal and vivid symbols of the poem,fusin

those symbols with the poet's subjectivity.

In fact,we are confronted here by the fundamental moral

synthesis of Annensky's aesthetic,a synthesis which takes

place most evidently in the prose poems. Annensky seems to

have felt very strongly that it is the artist's duty to

reflect the outside world truthfully. As I pointed out above,

that truth is nearly always far from pleasant. But what

does Annensky mean when he talks in Hoya dusha as"'to

edinstvennoe,chem ya zhivu,chem ya khochu byt' bessmerten"?

I do not think he is merely expressing his hopes and fears

for immortality. Surely this poem (and in particular this

phrase),just as much as Moya toska,represents a confrontation

of the poet's _I with poetry,with his own poetry,the poetic

word of the Muse. And thence,ultimately,to a confrontation

with the outside world,to which poetry belongs by right. The

poet writes his poems for people; some,perhaps most people

will not understand them (that is one of the thoughts ex¬

pressed in Mysli-igly),but that is a reflection on people,

on the world,and not only on poetry.



in many ways
The society of Annensky's time was^/a. vicioics and unhappy

one. Ke seems to have felt this very acutely,to have experienced

it as a personal crisis. (This is not to sa.y that the crisis

might not have overlapped and intertwined with others,more

intimate,at certain periods of the poet's life.) The

literary evidence,Annensky's literary and philological work,

shows that a moral-aesthetic synthesis existed in Annensky's

mind,that for him the concept of Beauty and the Ideal was

related to and determined by the moral value of the existing

world of men... Elsewhere in this thesis I have discussed that

i)
synthesis at some length. But perhaps tne most interesting,

the most striking evidence of this fusion of poetic vision

with a social consciousness is represented by the cycle of
2)

prose-poems grouped together under the title of Autopsia

(the title already suggests the notion of self-analysis and

conscience-racking)« From the refuse and canvas-bag of

hoya dusha there is a transition to the factories and screaming

machines of Autopsia.

The twenty—seven poems which comprise the cycle have a

thematic unity which may be illustrated by a division of

thern into four basic thematic and stylistic groupings.

Essentially,the keynote of all the poems is,typically for

Annensky,anguish,anxiety,but it is expressed in several

X Auto-psla,. h npyrne cTHXOTBOpeHHH b npo3e. MepHOBbie
pe^aKiTHH. ABTorpadb. IjrAJlH $. 6,0. 1,e^;. xp. 57.

1) See my chapter "The White Ecstasy".



different ways. The groupings I have made are necessarily

only approximate,and there are many overlappings and connections

between them. As a beginning,then,it is possible to pick out

the following types: a) Poems which concern the problem of

the poet's task,his unhappiness and his fate,and which

constitute a miniature story,a kind of narrative-lyrical

picture. The poet's persona in this narrative is a young

factory-girl who writes poetry and loves a young worker. Her

poems express the misery,both material and spiritual,of her

existence,the hopelessness of her love,and above all her

defiance of these torments. b) Pictures of factory life.

Here, the personal aspect of anguish takes a secondary place,

and the dominant mood is one of collective indignation,the anger

of the factory workers. In many cases these poems have a

hymn-like,declamatory character., c) and d) Lyrical inter¬

ludes and miniatures which reflect the themes ana conflicts of

the main 'action' indirectly,through impressions of nature

and personal observations.

In describing the poems of the first group,I pointed to their

'narrative' character. This is not to say that we can discern

any particularly narrative style of exposition in them. It is

true that in some poems a short scene is described,sometimes

with two or more 'characters' (Pior di plebe is one example),

but fundamentally the impulse behind these,as behind the other



poems is a lyrical,rather an a narrative one..... To refer

again to Suzanne Bernard's distinction,we may say that

while Annensky makes use of poetic prose,he organises it

in such a way as to create prose poems,and not prose

narrative. The poems turn upon themselves and depict no

progression,spatila or temporal,of the type that we commonly

associate with the short story of the novel. Each poem is

an independent whole; and while the poems are thernatically

related to one another,each poem; represents a different

attitude or approach towards the central theme. The technique

is reminiscent,in fact,of that used in the lyrical poem -

and each of these prose poems is an extension of the lyrical

form,an extension through the medium and characteristics

of prose. This not to say that the 'story* element is absent
i \

from the poems. Elsewhere in my study of Annensky's poetry'
I have examined the importance of povestvovatel'nost' in his

lyrical style. The prose experiments of Autopsia and Posmertnye

stikhi have a more than peripheral significance to an understand¬

ing of Annensky's verse: they are the most obvious expression

of that constamt striving for poetry as story (skazka) that

lies at the heart of the poet's aesthetic.

In the first poem of the cycle,Annensky introduces nearly

all the thematic material used in the others. There can be

1) See my chapter on 'The 'lord as a Mediator between the Seal

and the Ideal in Annensky's Aesthetic.'



no doubt that a scene is described,but the conditions of

the 'action' are far from realistic: tormented to death

by a life of misery and unfulfilled love,the 'heroine' of

the cycle is laid on the autopsy table,a corpse now,and

speaks to the 'fat doctor' who is tearing her to pieces.

It is a scene which is at once concrete and very symbolic:

the vividness of the conception brings the symbols to life.

Thus the doctor may be seen as an embodiment of the anguish

of existence,and of the poet's disgust tit reality. The dead

girl invites the doctor to tear away all the veils from her

past; she will reveal everything about herself:

Jiojiofi noKpoBbi,pescb,nHjiK,nojiocyH,Tep3aH 6e3 ycTajiK
k ne pa32chmaa ry6. ycjia^hcb mohmh bhytpehhocthmh,
HaCLITB. Ha# mohm .npOflasCHBIM T6JI0M H3AeBaHCH c
3JiOBemeH yjibiSKOH. jxa k hto Te6e £0 MeHa? H
na^ajiB.

The poems that follow,we understand,will contain the girl'

(and a.lso the poet's) confessions about her past.

Two elements are fundamental to the composition of the

girl's anguish. One is material poverty,homelessness,misery;

H BbipocJia Ha yjiHHHbK KaMHax,n y' MeHH HHKorxa He
obuio hk ^OMa,hh poflKTejxeii. BbipocJia,6es njiaTba h
6e3 HMeHH a CKHTajiacb kslk Tynn h BeTep.

The other is hopeless love:



fl 3Hana h SeccoHHbie hohh h fiecnoKOHHbie mmcjih,
hto Synet Ha 3aBTpa,h 3Hajia 6ecnojie3Hyio jhoSobb
h CKpbiToe oTHanHHe,h ^hh 6e3 xjie6a,n nc>3HaK0MHjiacb
C CaMbIM rpHSHbIM, THSCejIHM Tpy,HOM,H C TeMHOH HIimeTOH.

It is important to notice that these two elements,nishcheta

and besnoleznaya lyubov' ,are very often confused and even

identified with one another in the remaining poems of the set.

The latter theme is perhaps more strongly emphasised in the

first poem,which is a lyrical cry of defiance and despair.

Passion destroys the human being with its demonic flame:

CTpacTb cpuBaeT c Tena ero .neBCTBeHHbiS RBeT.
3th CTpacTB - xrynee jio£>3aHKe TBoero Hosca.

But the same passion has the strength to resist,morally

if not physically,the degradation wrought by its excesses:

fl eme cmotpk) Ha TeSa cTeKjiHHHbiMH 3paHKaMH h tbi
MeHH ne 3a6yAenib,noTOMy hto Ha mohx ry6ax,tohho
nocjie^HHH nonuTKa CTpacTH,KJioKoueT xpnnjioe npo-
KJIHTHe .

It is quite clear that Annensky is already developing poetic

ideas here which later find their way into verse poems such

as Probuzhdenie (116) and Ya duraaI,chto serdtse iz kamnya (212).

Sometimes the parallels are quite striking,as for example the

image of death as a black bird:



H HaKOHen; o^Haac^bi Ha 6ejiocHesHOH oojibhhhhoh
KOHKe nepnan nTKn;a c KpHBbiMH kotthmh rrpHKpbuia
MeHH KpblJLOM.

This is clearly an anticipation of the poem Utro (8*1),where

Annensky writes:

3Ta hohb SecKOHenHa 6buia,
H He CMeji,H Sohjich ycHyTB:
jELBa MyHKTejiBHO—uepHbDC KpbiJia

'

THsejxo MHe JIOSCHJXHCB Ha rpy^B.

Thus the poem in prose is more than a dramatic or narrative

sceneQ It is a poem,in which a lyrical emotion (defiance)

is expressed more freely than it night be in another form.

Perhaps the most fundamental difference between the first

poem of Autopsia and the three verse poems I have mentioned

is the fact that while in the latter the poet's _I is reflected

directly through the use of the first person singular,in

the former it is the girl who speaks for the poet. There is

a reason for Annensky's use of this device: it is connected

with the unusually (for Annensky) 'democratic' spirit of many

of the prose poems,with a stylistic tendency towards realism,

about which I shall say more later0

Poka ya zhivu - i posle Tamj introduces a new element into

the image of the girl: she is also a poet.. This clearly

identifies her with Annensky*s own The girl's poems are



sad and anguished. A friend tells her:

"Tbi He 3Haemi> cnexa. npokxhthe c cthxom tbohm
ne paccTaeTCH. Tbi HS3HaK0M c necHbio^r^e pesBHTca
pa,nocTB,k b cojiHenHbix jiynax ,npo2CHT,My3biKa jio63aHHH.

and asks her:

'T^e Tbi po^HJiacB,no3Tecca poKOBoro HecnacTB.fi,
KaKajj HeHaBHCHMau chjia saboposciuia Te6n en;e b
KOJibiSejiH?"

In the girl's reply to these questions the 'democratic'

element that characterises many of the prose poems,and which

forms their main peculiarity,is introduced. The 'dirt'

and 'misery' of the girl's life is not merely a symbol of

the poet's own spiritual unhappiness; the unhappiness has

a physical aspect,too:

"H po^hjiacb b jiauyre,h Bbipocxa b rpa3K... Ha
cepflpe y Mean SemeHbiM nypnypoBbiM ^osc^eM JiBeTCH
KpOBB TeX H36paHHHKOB,KOTOpbie nOJIOKHJIH CBOIO
BH3HB 3a CBoSo^y,r,ne ona TpeSoBaxa kkbofo oiuioTa.
Ctohbi HecyTca K3 paooHHx ,ii;0M0B,r^;e BOsSyx^eHHaa
h TpeBOHHaa cepaa wacca nojixa CTpamnoro Tpy.ua
BiaxHO SpocaeTca Ha xjie6. Hs MpanHbix $a6pnK,r,E;e
ABHscyTca CTaxBHbie nynnina, H anoBHTaa Me,HB,ttepe3
HOpbI,COCeT HX,TKaHHX,aJiyiO KpOBB."

The nena-visimaya sila of the girl's poems is the groaning

of suffering workers. Her songs reflect their anger and



disgust at life. Thus the word skorb' here acquires a collective,

beyond a purely personal aspect:

Mhmo npojieTaroT h pa.7t.octb , it Kpacora, k cegt
npoSy^hbiaeroch yTpa h cmejian CTpacTb jhoSbh h
SeayMCTBO jio63aHHii. O^Ha cicopOb ocTaeTcn. Ho
3Ta cKop6s icpan He ycTynHT h He npsKJioHHT ch ,

CK0p6b KOTOpaH b 6opb6e CTpeMHTCH k goscecTBy,
3TO Ta fi;o6jiecTb,KOTopaH no^epscHBajia ripoMeTen,
npHBOsc^eHHoro k ^HKOMy yTecy.

The girl fuses her own poverty and misery with that of the

workers. In fact,she is Annensky's Muse. It is not a coincidence

that much of the action of Autopsia takes place in a textile

factory,and that the girl-poet is a weaver. Let us remember

Annensky's poem Drugomu:

MoS jiymmiii coh - 3a TKaHbio Aipupoivtaxa.

Ha rojiOBe ee smadio^ax,
H TOT npKKpbIT KOKeTJIHBO IIJiaTOUKOM,
3aTO HKrj;e moh CTporHH KapaH^ain
He ycTynam cbokx co3BynHii TOHKaM.

/ JipyroMy 156 /

The image of Andromache,the facnciful hairstyle,the coquettish

kerchief are all contained in Annensky's earlier poetessa.

Always uppermost in these poems about the anguished Muse is

the emotion of defiance. The girl laughs at poverty:



3flpaBCTByK,HKii[eTa, Tbi He CTpanraa MHe. Boh^h
h nobem xojio^om CMepTH. fl npHMy Te6a cypoBaa h
xoaoflHaa. ITpHBe^eHKe c pyxaMH cMeeTca. IIocmotph -
a cmeiocb Te6e b jihpo.

/ 3^paBCTByii,HHineTa... /

The second, source of anxiety for the girl is her desire for

a child. In Annensky's lyrical poetry,the theme of children is

very often connected with the idea of poetic creation:

Becb a TaM b HeB03MOSHOM otbete,
r,ne MHpaxHBie SyKBbi MaawyT...
...H jhoSjiio,Kortna b ^OMe ecTB ,n;eTH
H Korsa no how ohh hjianyt.

/ Tocxa npHnoMHHaHHa,120 /

Sometimes children become symbols of poems,especially suffering

children:

Ho a jhoSjoo cthxh - h nyBCTBa het CBaTeH:
Tax jhoSht tojibko MaTb,a jihihb SoJibHbix xeTen.

♦ / TpeTHH MyHHTeJIbHbm COHeT,91 /

B BeHXe H3 TpOHyTbDC, H3 BaHynjkx asaJlHH
CoSpajiacb neTb OHa.. .He cmojik h nepsbm cthx,
Kax MajiSHbKnx ^eTen y nefi nepeBa3ajiH,
CjiOMajiH pykh hm h ocjiennjiH hx.

/ Moa TOCKa,171 /
In fact,the symbolic equation of poems and children becomes in

Annensky's aesthetic a moral commentary on the function of poetry.

The characteristic features of modernism - anxiety,fragmentation,

nervous tension — are all a reflection of an intolerable state



of affairs in the world outside,the world in general. All

this is brought out with great clarity in the prose poems

which form the subject of this chapter. If we accept the

poem-child parallel of the type that is met in the lyrical

verse poems,and apply it to such prose poems as Smite

parvulos,TJlichny mal'chishka,or even Kolybel'nye pesni,

then it becomes clear that the girl is the Muse,the desired

children are the poems that the Muse will bear,and the

desperate poverty of the girl's surroundings is a reflection

of a real and historic misery,the misery of the exploited

and injured. The grvaz' and nizost' of Annensky's poetry

is both a spiritual state of being,a 'dark night of the

soul',and a real and material misery: the two are mutually

related. And the poem is the child of their marriage:

bot oh HflBT no rpH3Hofi yjiHn;e, cam TaKofi rpn3HbiH h
TaKOH KpaCHBbIH,KypTKa BCH B jioxmotbhx, pBaHbie canorn,
KanpK3Hoe jihbo. Kor^a h Bnscy ero cpenn 3Kmasefi kjih
na moctoboh b ^bipHBOH o6ybh,KaK oh mBbipneT KaMHH
cooaKaM non; Horz,yxe pa3 6oMHbiH,y3ce pa3BpameHHbiS h
SeccTbiscHH nejiobek. Kor^a h BH2cy,icaK oh npuraeT,cMeeTcn,
3TOT Se^HbiH rBeTOK,pacnycTHBniKCH Ha TepHHH,Kor^a h
ICyMajo, hto ero MaTB Tenepb r;o;e-hh6yn;b 3a THnorpac|)HHeckhm
CTaHKOM; hto ero ouar xojio^eH, a OTen; b TiopbMe -
crpax 3a Hero cscHMaet MHe cepflE;e h k roBopio ce6e:
hto 6y.neT c To6oM,o6opBaHn;eM h HeBesAOM,KaK 6yxemb
Tbi scKTb 6e3 onopbi h pyKOBO^KTeJiH?

H weM TH cTaHemb B ^Ba^BaTb JieT,Tbi 6e3 yMOJixy
noion^HH conoBeM Jianysex? MosceT 6biTb,Tbi 6y,ii;einb scajiKHM
H TTOpO MHbIM UiapjiaTaHOM , HJIH ycepHHblM pa6oTHHKOM , HJIH



KapMaHHbIM BOpOM. . .
^to th syaenib hochtb - 6jiy3y hecthoro paSoxero hjih

KaTOpKHHKa?
KeM yBKsy te6.s: peMecjieHHKKOM hjih npecTynHHKOM,3a

pa60T0H,b tiopbme , b rocnHTajie?
0,Kor^a £ BHacy stoto rpn3Horo MajibHHinKy,Kaic MHe

xoTejiocb 6bi nofiescaTb 3a hkm no yjiupe h npiocaTb ero
k cep^py h nepe^atb emy b ropaneM oS'hthh bcio cxopSb,
bck) nenajib,Bce myich moen symu. Kan mhe xoueTca ocbinaTb
ero jihpo h rpy^b nopejiyeM h pbi^ahhem SpaTCKon juo6bh,
3a,n;bixaacb ,npomenTaTb eMy oth CBameHHbie CJiOBa,
fl rose b rope,b Tpy,n;ax,ii a Taxon-sce qbctok TepHHa,n

y Mena 6buia MaTb b MacTepcxoM,h a 3Hajia nenajib. 0,
a jhqSjho Te6a.

I have quoted this poem in its entirety,bedause it

contains most of the elements,thematic and symbolic,

present in the Autopsia cycle as a whole. Annensky's

preoccupation is with the human experience. As a poet

he expresses that preoccupation as poetry. He is concerned,

deeply and tormentedly,with the problem of human existence

as such. But in his poems his doubts about the reality,

the validity of life emerge in a text,an aesthetic fable

of living symbols, dimly—glimpsed personae ,.the poetic

fabrication of anxiety. All this is particularly evident

in the prose poems. The necessity of a lie,which is the

basis of the purely lyrical poem,is removed here. Because

of the narrative tendency (not style,for that is the

characteristic of the short story,the povest1) of the genre,

the images and symbols used by Annensky incline towards a

certain realism. The ragged boy in the street is a 'real'

person; the girl is the lyrical I of the poet,his Muse,but



she is also a reality,, In some of Annensky's verse poems

We sense a similar approximation to a real and concretely

actualized situation (Nervy,l6p,Preryvistye stroki,168);

but the situations change,have no constant underlying fable*

In each poem the psychological realism of the poet is

transformed into the lyrical dynamic of the poem itself,

existing only for itself. The prose poems of Autopsia,

on the other hand,have a constant fabular basis: the

girl,her dreams and poems,her anguish,the factory where

she works. And in these poems Annensky comes very close

to writing a nightmare of society. The ragged boy in the ■

street may grow up to become a h;oligan,a distortion of

humanity. And so may poetry,for poetry is produced by

people,who live in society and are influenced by its move¬

ments and developments.

The whole conception of the prose poems of Autopsia is

based on doubt,a doubt in the possibility of a tolerable

future for the world as a whole. Annensky's pedagogical

concerns were not incidental to his art. The prose poem

Sipite parvulos contains the following lines (the girl is

talking about the son she would like to have):

BenepoM h caoscy eMy pyKH KpecroM h ajih Hero
THXO CTaHy HOBTOpHTB MOJIKTBy JlyHIUHX JieT MO0H 2CH3HH.
H C KpOTKOH HaCTOHHHBOCTHEO 6y,U;y TBep^HTB CJIOBa,



B03Bhimajsoinne h yKpenjiaioinHe pymy,n coxpaHK) ajih Hero
peBHKByio h 3opKyio HesHOCTB ero yMepmeM MaTepK. fl
CKa&y eMy,qTO EH3HB ecTb Tpyn;,H hto mhp hano
kckbtb bo BcenpomeHHHc fl co6epy b ero kpotkoh
ji;eTCK0H nyine coicpoBHine H3 scero, uto cnpaBe^JiHBO,
BOSBbimeHHO H 6jiaro. fl nepejibio b ero yM bcjo cmxy
mlicjih,KOTopyK) paji mhe Eor,E okojio Hero chokomho
otpsetet mofl ^e3hb jhoscatah h sxeflhah.

What is expressed here Xs no^ oaly the.girl's desire to

educate and strengthen her son,but also Annensky's own desire

to make his art a source of enlightenment for the people

who will live in the future. It is his faith in the

pedgogical significance of the poetic word,a faith which,

however,is continually besieged by doubt: doubt,the image

of the age. That is Annensky's Ideal,fused with muka.

The 'realism' of the poems concerning the misery and

poverty of the girl is broken at times in the course of

the cycle by 'her' poems. These are lyrical interludes,

also in prose,a circumstance which is significant for the

organic unity of the cycle. The lyrical poems,like Pod

snegom,Tuchi,Kochi,Arabskii kon',Maedine s toboi and others

reflect the tensions and anxieties of the girl's life.

fl CTpax-cny. TaM coHHbie Tyun noji3yT c SesMOJiBHofi
paBHHHbi. Ha uepHbcc KpbuibHX rop.no npope3ax TyMaH,
KapicaH npojieTaxT BopoHbi. rienajiBKbie ocroBbi sepesbes
c mojiSoe hottctabhjik cboh harke betbh nop, yicycbi BeTpa.
Kan MHe xojio^ho. fl o^Ha. IIo;a; HaBHcmuM cepbiM HefioM



hochtch ctohbi yracmero,h roBopaT mhe: "IIpHftK,
flOJiHHa,o^eTaH TyMaHOM,npn1n;H,CKOp6Ha.?i,npH£H,
pasjrEoSjieHHaHll1

/ Ty^K /

This nature is alive,like the nature of all Annensky's

poems. In the verse lyrics we are often aware of a human

presence glimpsed through the trees and gardens of

Annensky's landscapes:

Bco,hto ecTB Jia3ypHoro,
H3JIHJioch b jiynax

Ha 3Bi6h 3JiaToniBe&Hbie,
Bce,hto tam 6e36ypHoro

H c JiacKOia b ouax,-
B ca,nu 3ejieH0BeHHLie.

/ Tocxa OTmyMeBineii rpo3bi,119 /

3TO - jiyhha.c hohb HeBOSMosHofi MenTbi...
Ho He^BKSHbl H CTpaHHbl nepTbi:
-3TO MacKa TBOB hjih TBI?

BoT HyTB-HyTB meBeJIBHyjIHCB peCHHECH...
.HajiBme.. .BbipBaHbi ^ajiBine cTpaHupbi.

/ J!,eKopaiiHH,82 /



But in the prose lyrics the projection of the human form

onto nature is much more direct: we know that the girl is

present in these landscapes,a clearly-defined and perceptible

human image. She is the shivering valley,hers are the tears

that roll in the grass as dew (Nochi) ,it is she who.tlies in

the field with her lover,expanding the fields and the sun¬

light into a vision of harmony and strength (Yazycheskoe

lobzan1e). The poem Arabskii kon' expresses her desire to

escape from the intolerable conditions of her existence.

The girl seeks work,art and beauty:

H. Hiny B^oxHOBeHHH Tpy,Bia,KOTopbiM see noflmiHiieT
CBoefi SjiaropopHoii BJiacTH,h Hnjy Be*mo ionoro
HCKyccTFsa,jia3ypHoro cwexa,B0 3fl3rxa,HanoeHHoro
pseTaMH. fl xouy 3Be3A,noB;ejiyeB,ii Sxecica. Tbi
xe npoxoflH mhmo,MepHaa KOJipyHba,npoxopH kslk pox-
OBan penb otxopxt ot cojinpa. Bee BOCKpecaeT,Bee
hapeetch, b wam,e yjibifiaiOTCH cbHaJiKH, k h CMejio Bbi-
CKO^HJia h3 tbohx cetem k nOIO thmh kh3hh.

/3ppaBCTByM,HHpeTa /

Tv;o things impede this search,hov/ever: one is unhappiness

in love,and the other a desire for children,a desire which is

never fulfilled. The girl's unhappy love has one main cause:

She loves too strongly,and the men who love her also love her

strongly,too much. The poem Doch' naroda ends:



H Kor^a h sfly ero b CBoefi KawopKe,cy^opora
nepexBaTaeT mhg ropjio k tohho kto-to KOJieT b
cep^ixe. Ho na jiecTHHpe pa3flajoTCH marn. Joseph
HacTeacb. Pyxa y MeHH flpoacHT,H ry6bi 6ejibie,a Ha
HOraX BbipOCJIK KpblJIbH.

Pa36HTbIH K yjIbl6aJOIHHHCH,BOT npHBJieK OH MeHH K
ce6e b ropHneM oS'htkk. H h cjibimy,KaK ero cepflije
CTyHHT Ha MOeM.

The reference to the beating of the heart here reminds

us of poems like Koshmary (112),and the sensation is one

of unbearable tension.

Fior ai plebe describes the girl's jealousy of an imagined

rival. The strength of her feelings destroys her love altogether.

The dramatic quality of the poem is reflected in Annensky's

prose-style. In general,the piece has something of the

character of a short story or tale. And yet the emphasis

is too subjective for the poem to be anything other than a

poem. That is to say,the monologue describes a circular

movement within the words of the speaker alone; there is

no comment from the poet,who has created the illusion of

speech within the framework of an extended lyrical poem.

Misery,despair,anxiety may lead to self-annihilation; but

they may have an opposite,and even positive aspect. Pesnya

zastupa describes how anguish may become defiance,the same



defiance expressed through the mouth of the girl in Poka

ya zhivu. The spade is a symbol of all that is cruel and

vicious in the lives of the poor,the destitute. But it is

a two-edged blade:

fl - rpySajr mnara,H pa3pbiBaio rpy^B. fl - cHJia
h HesesecTBO,bo MHe cxpexeT rojiofla h QjiecK coJiHpa.
fl - HHineTa h Ha^eKfla.

From the misery of suffering and poverty comes a desire

for change,an impulse towards rebellion:

fl rpescy o hoboh 3ape ,Kor^a,KaK cejibCKoe noSe^Hoe
3naMfl Ha cojiHBe, hto 30jiotkt b03,n,yx,b HCHOM gjiecice
HaA BAOXHOBeHHOK TOJHIOH,# BOCCTaHy Ha,H nJIOflOpO^HOH
3eMJieii,CHflH 3CK3HBI0 h Mombio... no# MOJio^enKHMZ y,n,apaMH,
pa3,b;abjiehhah,ympet 3mea hehabhcth,h c 3emjih,hacbimehhoh
jifoSoBbio,SxaroyxaionieH po3aMH,OHHineHHOH iohum nb!JioM,,n;o
caMOH HeSecHoS Jia3ypn 6yp,ei! ^ohochtbch inyM rpySbix
uejiobenecknx rojiocoB,He to rhmh,he to boilhb:

- Mupa,Tpyna,xjie5a...

Nine of the twenty-seven poems of the cycle describe the

life of factory workers. It is true that 'proletarian'

themes are not entirely absent from Annensky's lyrical

verse (Liu.1',70, Garmonnye vzdokhi,203-208),but there is

nothing in it to equal the almost Gorkian vividness of

prose-poems like Nad bresh'j/u,Pobezhdennye,P.uka v mashine.



kashina svigtit. In these 'illuminations' ,toska becomes

an industrial holocaust,a vision of human slaves of the

machine:

Cbhctok mamhhh. C peBOM no^bimafotch
TopsecTBeHHtie h ryjiKHe 3ByKH, tohho pacceKan
B03,HyX HecyTCH k SOJIOTbIM TywaM.

Cbhctok ManiHHbi - sto flHKHe BoroiH nejiOBexa,
norKSinero cpe^h 3y6beb,mojio^oh 2ch3hh,pa3,a;abjiehh0h
ee xcspHOBaMH.

The workers complain about their fate (Pobezhdennye) . But

ohe girl,who works among them,obsewes their misery,and dreams

of a new future:

Ecjih khor^;a,norjioineHHaH ^ymoh,a he BHHMaio tbohm
jiioSoBHbiH peuaM,ecJiH moh rjia3a ropaT,a no Jinn;y k ry-
6aw pa3JiKsaeTCH HenTBbiHHaa: 6jie,n;hoctb,ecJiH a Bee 3a-

- SbiBaEO k,ckjxohhb TeMHopycyio rojioBy,Bca ot^arocB cbokm
MbicjiaM,He Tporan MeHH,nepe^o mhoh b btk MHHyTbi ot-
KpbiBaeTca orpoMHbiS SonecTBeHHbiH MHp... He nseT
SojiBiue KpoBH CKopdHaa 3eMJia.

BoiiHa,3Ta CBHpenan,HenoKopHan Kon,n;yHBa,He HaBoxHT
pyBcen h nyniKH,He pa3pascaeTca SoJiBEe apocTHbiMH BbiCTpen
aMK,a Ha SoeBOM none He cJibimHO BoeHHbix necen.

Been Mnp - oaho OTeuectbo,h Bcex onHBJiaeT o,h;kh cbh
IQeHHblH 3HTy3Ha3M,H neCHH TOpaeCTBeHHOH H KpOTKOH
jiioSbh JieTHT c o^hoto 6epera Ha xpyroM.

IlapoBKK ^bnnKT,njiyr pa3pbmaeT nJioflopo.n.Hyx) rpy^B
3eMJiH,pesyT h CTynaT MamHHH,nbuiaiDT onarK,h ha& bthm
SHKhm jibbkhbim peBOM 3eMjiH,b 6poseHHH CBoSo^a pacny-
CTHJia cboh Sejibie kpbuibh h ryji hx rop^o pa3h0chtcn
no BeTpy.

/ He TpeBOHB MeHH /

Bnepejt,BH KOTopbie HEjeTe cnacTBe b Tpysel Bnepex
Ha necTHHH 6oM,Ha Snaropo^Hoe cocTH3aHHe nnjibi,
3acTyna,KHpKH,Tonopai

Bac osip;aeT cBo6ofl,HbiH Bex.



IlapoBHK CBKnjeT no se6y cpe^ii BeTpoB,pasHocnTcn
npopoweckoe ypa.

All this seems very far removed from the Annensky we

know from a reading of Kiparisovy larets,the tragedies,even

the literary criticism. And yet in these almost revolutionary

poems we can still find traces of the Annensky familiar

from the published texts. Annensky's aesthetic is built

on a balance between Ideal and Nothingness. I have tried

to show in my analysis of the Autopsia poems that the poet's

aim is,as always,the discovery of a human image in an

apparently sterile reality.



PAST TWO:

Problems of Annensky's Aesthetics



THE WORD AS A MEDIATOR BETWEEN THE REAL

AND THE IDEAL IN ANNENSKY'S AESTHETIC

1.

One of the most striking features of Annensky's poetry

is its psychologism. Throughout the lyrics we sense a

poetic I_ which is profoundly divided,a self in search of

identity and pursued by a double image. The constant,

appearance of alternatives (expressed in the recurrence of

the word. ili,or 1',whose sound may in a sense be said to

characterise the phonetic quality of the verse),the

juxtaposition of death and nightmare (as in the poem To

i Eto,113)ithe flickering of shadows which seem to

challenge the reality of material phenomena - all this is

the expression of a duality,disturbing and in some ways

obscure. Annensky writes about his double most explicitly,

perhaps,in the poem Dvoinik (66):



JTBOHHHK

He a , x He oh, h He tbi,

H to xce,hto a,x He to see:

Tok 6b!JiH mh r,n;e_TO noxoxcx,

Hto nanix cMeinajixcb xepTbi.

B coMHeHbii KKnHT epe cnop,

Ho , CJIXTbl HespXMOX HeTOiO ,

OpHOX Mbl SKBeM X MeHTOIO ,

MeHTOio pa3JiyKK c Tex nop.

ropHHemHblK COH BOJIHOBaJI

OSManoM BTopbix oxepTaHxx,

Ho neM a mapex HeycTaHHex,

TeM apxe ce6a sc y3HaBaji.

Jlxnib nojiora how. HeMox

IIopox OTpa3XT KOJibixaHbe

Moe x ppyroe pbixaHbe,

Box cepppa x mox x He mox...

h b mjwhom KpyaeHbx ropxn

Bee nape Bonpoc Mena wyxxT:

Korpa Haxonep nac pa3JiyxaT,

Kaxxx Ke a 6ypy opxH?

What is this drugoe dykhan'e.this heart which both belongs

to the poet and does not belong to him? On the surface,the

subject seems to be the conflict in the poet's mind between



a fear of final and irremediable death,and a hope of a

spiritual existence after death. But this is not the most

important question at stake. There is another,more complex

meaning in Annensky's duality,one which goes beyond metaphysical

self-questioning,and even beyond the kind of dualistic problems

found in the work of the early Dostoievsky,which undoubtedly

was of great significance for Annensky in the formulation of

his own poetic task.

Annensky's poetic world is divided between two poles:

the Real and the Ideal. The Real is agony (muka),fragmentation

and substantiality,embodied in the imprisoning totality

of the thing. At the centre of the concept of the Ideal

are wholeness and transcendence,present in the interrelated

liberating agencies of the Dream and the Other.

The poem Toska voksala (128) presents the Real with

painful immediacy: the noise and bright colours of a rail¬

way station stifle and deaden the poet,making him incapable

of any positive reaction save a fragmented consciousness

of his environment. A series of abruptly placed images

conveys this sense of fragmentation: some half-dead flies

('blind,avid and deaf' ) sticking to the billboard on a

dilapidated kiosk; a railwayman's green flag; white jets

of steam from a locomotive; a cripple standing by the station



clock. The poet boards the train and loses himself in the

materiality of the world,a materiality void of meaning and

maliciously reductive:

yHHtlTOXKTbCJI,KaHyB

3 3 TO T OMyT 6e3JIHKHH,

IIpHMO B Oflypb SHBaHOB ,

B no.JiocaThie thkh'. . . .

The experience of the adeal is encountered in the poem

Ametisty (110). The corporeal,earthly aspect of the precious

stones is forgotten: the poet allows his consciousness to

dissolve in the 'cold gloom' of the amethysts,his eyes follow

the flickering of a candle,transformed into liquid and fire by

the translucent prisms, ^he dissolution of reality provides

a sense of release,the self passes beyond the limitations of

concrete reality towards pure consciousness. The thing is

about to yield to the Dream. A secondary notion is contained,,

however,in the lines 'Chto gde-to est' ne nasha svyaz',/ A

luchezarnoe sliyan'e. We can detect here a desire for a

collective consciousness,for communion with the uther.

1 have chosen only two poems as examples; but the same

polarity is apparent throughout Annensky's lyrics. '^he

The mythological aspect of this duality seems to me of



particular importance. Iror in a project according to which

the poetic I breaks away from an abhorrent and imprisoning

vision of the world,surpassing that vision for a transcendent¬

al reality,what is the mediation through which the pro¬

ject is effected? In the poem,the answer to this question

must be found in the form of a myth,since it is through symbolic

myth that the poet displays the intentionality of his

perceptions. In the poetry of Baudelaire,for example,

the transition between immanence and transcendence is made

through the mediation of the 'correspondences': ...'tout

est hieroglyphique... qu'est-ce qu'un poete... si ce n'est
(1)

un traducteur,un dechiffreur?i The poetic j[,re-ordering the

universe and discovering hidden relationships in the

phenomena of existence,transforms itself into the totality

of those phenomena,a totality which is,however,removed

from the world of social experience,being situated in a

self-created void, "his process of transformation,of

universal absorption,is the justificatory myth of Baudelaire's

poetry.

Ihat Annensky's poetry is closely related to that of

Baudelaire,both technically and in spirit,is quite clear

after a comparison of the two poets* Like ^a-u<Ielaire,

(1) Baudelaire,Oeuvres completes,Biblioteque de la Pleiad^,
P. 705.



Annensky undertakes a project of the dissolution of the

self in reality:

Mjib ji He c BaMH Taio ,,hhh?
He BHHy c jihctbhmh Ha KJieHaX?
Hjib he moh ympyt othh
B cjie3ax KpucTajuiOB pacTonjieHHBix?

/Korja 6 He CMepTb,— 202/
It is perhaps relevant in this context to refer to a

remark of Annensky concerning a sonnet of -"audelaire

(Pluviose, irrite contre la ville entiere) 0 -discussing

the poem in the essay Chto takoe noeziya?,Annensky writes:

Ecjik bh 3axoTHTe bkfletb b 3TOM coHeTe rajiepeio

"o6pa30BM,TO H3 no3TimeCKoro nepjia oh oSpaTHTCH
B KaKyx)—to JiaBKy au bric-a-brac. • •

CoHeT Eo^ejispa ectb OT3ByK ayniii rrosTa Ha Ty

nenajiB 6bithh,KOTopaH OTKpBiEaeT b Kauejin Apyryto, cosByHHym

ce6e MHCTHHecKjro nenajiB. Chmbojibi HeTbipHaspaTH cTpox

Eo^ejispa sto Kaic-Sbi mhckk hjih Hacxopo HaSpomeHKbie

ofles^BijHOa; KOTopbiMH MejiBKaeT TOCKytoman Ayma nosTa,

h s:ejiah,h Sohcb 6htb pa3raaahh0h,hina e^hheniia co bcem

MHpOM H BMBCTe C TeM HeBOJIBHO TOCKyH O CBOeM no—

TpesosceHHOM OAHHOnecTBe. ^

1) Ap£llon,6,19115p. 53.
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Although,as with much of Annensky's literary criticism,

this statement tells us rather more about Annensky himself than it

does about Baudelaire,the resemblance to Baudelaire as

regards sentiment and quality of perception is remark¬

able.

Another poet with whom Annensky is sometimes compared is

Kallarme. In kallarme's poetry the Baudellirean myth

undergoes some fundamental changes. '^he poetic tormented

and appalled by a hostile reality,transforms itself into

writing,into the written symbols and phrases of poetry

and prose,and ascends in enigmatic silence towards the

Book, fhe Book contains the whole of human experience,

but de-collectivised and even de-personalised in the

autonomous sign. With the ubiquity of the sign the reader

(and thus the community of readers) disappears: 'Le

Livre,ou vit 1'esprit satisfait,en cas de malentendu,un

oblige par quelque pureta d'ebat a secouer le gros du

moment. Impersonnifie,le volume,autant qu'on s'en separe

comme auteur,ne reclame approche de lecteur. Tel,sache,entre
(1)

les accessoires hurnains,il a lieu tout seul: fait,etant.1

In the silence of the letter,author ana reader perish -

only the Book remains,impersonal and empty of all human

associations. Annensky's aesthetic is somewhat different.

(1) Mallarme,C&uvres completes,Biblioteque de la Pleiade,
p. 372.

9



Annensky was a philologist. As a student in the Uni¬

versity of st. Petersburg,his main subject was comparative

philology,together with Slavonic philology and classical

studies. While at university,Annensky wrote the philolog¬

ical article Iz nablyudenii, nad yazykom russkogo Severa

(1883),his first published work. It is a systematic

study of the concepts of hot and cold in Russian folk

poetry,and represents an attempt to reach beyond the limits

of a purely enurnerative survey towards a broader conception

of the real significance of this dualism inherent in the

material discussed. here already we can see Annensky's

proto-!structuralist1 leanings.

kany, articles followed this one. Ihey include re¬

views, such as that of E. Barsov's work on Slovo 0

•polku Igoreve ; here Annensky raises the problem of

the mythological substratum in the Blovo. There were

longer works on contemporary Russian literature,such

as 0 formakh fantastichesko, ;o u Gogolya (l890),0b

esteticheskora otnoshenii Lermontova k prirode (1891),and
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Goncharov i ego Oblomoy (1892), And,most important in

the present contextthere were the Pedap;op:icheskie

pis' ma of 1892 and 1395o These stress a theme to

which Annensky returned time and time again throughout

his literary and academic career:, the question of

making classical and literary studies a matter- of

living creativity,and not of dry scholarship,a matter

of making the literary past come alive,and not allowing

them to grow stale in libraries,schools and universities,,

'Who does not know the tendency towards personification

X'/hich the language of the ^h-eeks and Romans contained?

Let us recollect those winged words like Sleep,Pear,

Death,Wrath,and Revenge in human forms.' Language

is not merely a complex of grammatical and lexical

forms: it is the living expression of existence itself,

and of man's attempts to find a meaning in the millions

of phenomena which surround him. Annensky calls this

expression 'poetry',and he sees poetry at three levels:

in everyday speech,which is full of metaphors and

phraseological inventions; in folk literature,where

those rnetaphoric and phraseological forms acquire a

certain structural fixity; and in individual,'artistic'

litetature.

Annensky is at pains to show how literary structures



consistently reflect and give shape to fundamental human

strivings and. needs. In our own time,linguists like

Roman Jakobson,Ferdinand ^aussure and Roland Barthes

have explored this- notion in great depth. Literary

critics like Barthes,Gerard Genette,Georges Boulet and

others have shown how the essential nature of a literary

phenomenon like the French Baroque,for example,is manifested,

not in abstract or absolute notions of 'Baroque',but in

the reconciliation of supposedly antithetical forms

in a paradoxical alliance of forms,that is ,in the

structural aspects of the literature. Annensky must

be regarded,together with Proust and Hallarme,as one of

the precursors of this movement in the study of language

and literature.

In the other letters,Annensky continues his argument

to the effect that words ana ideas are inextricably linked.,

Like an archaeologist,the scholar of antiquity must seek

to discover not only ideas,but the nature of the forms in

which those ideas have manifested themselves,forms which in

the case of literary history will consist of words. Words

alone preserve intact the living reality of ideas,and it

is through the study of words that we can hope to acquire
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a living understanding of the material and spiritual reality

which created them. Thus Annensky arrives at a theory

of historical philology which is both synchronic and
O

diachronic. The diachronic approach is necessary in

order to give historical perspective to the study of

the literary past; but at the same time the philologist

must strive to understand the interpretation of the world

which is revealed in the systems of words and symbols he

uncovers. In the mythological figure of revenge he will

find beyond the allegory a real,lived revenge. The

mythological substratum yields an empirical reality

which exists outside history,and which can be understood

at all times by all men. Annensky sees this...last point

as particularly important in relation to the sphere of

education.

At the time the letters were written,Annensky was

director of the Pavel Galagan College in Kiev,a private

school in which ^atin and Greek were taught. He had

a particular interest,therefore,in the way in which

the teaching of the classical languages and literatures

was carried on,although his attempts to introduce pedagogical

reforms based on his own theories met with a great deal

of resistance on the part of the more conservative members
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of the staff. He wished above all to give young people

a creative understanding of literature. In the second

letter,he suggests that pupils should be encouraged to

write poems themselves,to act.classical tragedies and

to read classical poetry aloud. Every attempt should be

made to relate the study of literature to the lives of the

pupils,and to develop the 'aesthetic emotion' in them.

Above all,poetic works 'are not examples for the theory

of literature,nor are they illustrations for its history,

but are incarnations of poetic ideals,to be studied
±)

independently.'

From the letters there emerges a sense of Annensky's respect

for the word,both spoken and written,as the only mediation

between the reader and listener,held within the limitations

of time and space,and the apprehension of a total and non¬

verbal experience. This preoccupation with literature as

such,with 'the life of words1,becomes very important when

we turn to Annensky's conception of contemporary literature,

and finally,of course,to his own original poetic work. The

essay published in ^897,and entitled Iz nablyudenii nad

yazykom Likofrona ,indicates a turning-point in this direction.

1) I.F.Annensky: Kusskaya Shkola 1890,Yanyar' ,p.^0«-



Annensky is chiefly concerned, with the phonetic aspects

of the Creek poet's work,with the types of alliteration

which appear in it. In themselves,the conclusions he

reaches are not perhaps very remarkable; he poi ts out

that consonants are more liable to alliterative pro¬

cedures than vowels in Lycophron's work,and that alliter¬

ation tends to occur more frequently at the end of ^ines

than at their beginnings. -Jhat is striking about the

essay is that the method of poetic analysis which is

applied to Lycophron,a poet who wrote in the second

century B.C.,is identical,to the one Annensky employs in

his analysis of Bal'mont's poetry in the First Book of

Reflections. Annensky's colleague,the classical philolog¬

ist B. Varneke,was the first to point out the resemblance

between the two essays,although he did not approve of

Annensky's disregard for academic tradition in this

respect. Indeed,^arneke1s criticisms show how distant

Annensky stood from the scholarly conventions of his day,

ana how it would have been impossible for him to be

completely accepted by his colleagues as a 'serious'

scholar. Ihe enormous gap of time which separated

Bal'mont from Lycophron was for Annensky a matter of

irrelevance. what tvss important for him was the fact



that both were poets; both reveal a total and 'ideal'

experience in their work.

In the course of this study I want to examine several

ways in which the significance of the concept of the poetic

word in Annensky's poetry is revealed. Starting from

a discussion of Annensky's attitude towards Bal'mont,I

shall continue by illustrating various areas of Annensky's

work in which the 'philologicalliterary' preoccupation

is particularly apparent.

3.

(1)
The bal'mont essay (Bal'mont-lirik) is a remarkable

work. In it the theme of the word as the only mediator

between man and the Ideal emerges as the dominant one.

Annensky attacks the attitude of the public towards the

word,towards this .. 3CTeTHuecKH ijeHHoe jiBJieHHe H3

oojiacTK ^pesHefiiiiero m TOH^aMmero H3 ncKyccTB,r.ii;e

(D kniga otrazhenii I,pp. 171-213.
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SHByT MHpOBbie TKIIbl CO BCeH KpaCOTOX HX 3MOEi;KOHajxbHQ,
x acHBonKCHoro BbipaaceHHH.

The word has fallen into disrepute as the result of public

neglect and abuse. Common sense is assumed to be the final

arbitrator in every question,including poetry,and.as a result

the poetic word cannot be tok kanpH3H0H CTpyefi xpoBH,KOTopax

rpeeT k p030BHT moi-o pyxy,it is deprived of its individual¬

ity at the expense of a drab collectivity: Bh *tyBCTByeTe,

hto ropxnax cTpyXjiiHTax pyxy ,HanHineT TOHxyto ri03My,HeT,-

KasesaSTe nenpeMeHHO pyxaBimy,noTOMy hto b Hex mosho

IIHCaTB TOJIBKO apiUKHHblMH SyXBaMK, XOTOpbie OysyT BHflHbl BCeM,

nycTb b hhx h ho Sy^eT bh^ho Bamero nonepxa,t.e. Bamero

(1)
X.

There follows a historical digression. Annensky traces

the origins of the decline of the word back to the reforms

of Peter the &reat,whose centralizing policies made,or

tended to make,a monolithic whole of the Russian language,

depriving it of many Church Slavonic words,and entailing

the loss of any influence which might have been played by

dialect words and words from popular oral culture. This

process of crystallization and stagnation grew more intense

during the second half of the nineteenth century,the era of

journalism and civic poetry., Poets like Aleksei Tolstoy,

(1) Ibid.,pp. 171-172.



Fet,Tyutchev and Polonsky went relatively unnoticed by public

taste,while lesser talents enjoyed the limelight because of

their ability to introduce the techniques of journalism into

poetry. Russian literature was paid lip-service during this

period,but no serious attention was even given to a poet like

Pushkin,whose services to the development of the Russian lang¬

uage were greater even than those of Goethe to the German lang¬

uages And yet,Annensky complains,while in Germany there is a

'Goethe-Philologie',a call for a 1Pushkin-Rhilohgie' in Russia

would be considered the height of eccentricity, Russian speech

is void of style. Different topics demand different ways of

writing,but in general ' jiKTepaTypHan pyccKan peHB KaK-Obi

bkcht b b03,i3;yxe mesc^y scypnajibKbiM BOJiamoKOM h roBopeHseM,

t.e. 3bi6KoM 6ecnpe,n;eJiBHOCTBio BeJiHKopyccKKx HapenHH k noA-

HapeHHH. There is,however,hope in the movement of Russian

symbolism,since it is precisely this movement which has directed

the attention of the public towards.the problem of poetic

speech.

The analysis of Bal'mont's work begins with a discussion of

the poem Ya - izyskannost' russkoi medlitel'noi rechi. Annensky

starts by giving an opinion about the nature of poetry:

j3.jih jno^eMjKOTopbie bh^ht b nosshk He naccHBKoe caMO-



ycJiasc^eHiie Ka^aHM Ha KaneJiHX,a csoeo6pa3Hyio dbopMy

KpaCOTbljKOTOpyiO HaflO B3HTB efi-xce B0 36y3K£eHHbIM K

HaCTpOeHHbIM BHHMaHHeM,H T. EaJIbMOHTa He- JXHHH06 H

He cooiipaTeJibHOe,a npexc^e Bcero Hame h,tojibko co-
(1)

3HaHHDe K BbipaSCeHHOe BaJIbMOHTOM.

Annensky continues:

Ctkx He ecTb co3jaKHe . rt03Ta,oH ,3,axe, ecJiK xoTHTe,

He npHHa,n;jiescKT nooTy. Ctkx He OT^eJiHM ot jinpHHecKoro

H,3T0 ero CBH3b C MHpOM,erO MeCTO B npKpO^e ,MOSEeT

6biTb,ero onpaB,n;aHHe. H. noaTa npoHBHJio ceSn npn otom

JIHfflb T6M, HTO C^eJiaJIO CTHX H3bICKaHH0—KpaCHBbIM«

Me^JieHKOCTb see H3HCKaHHOH penH ysce He BnoJiHe efi

npHHa^jiescHT?Tax xax sto phtm Hamnx. pex k MaficKHx

3axaTOB b crenH.

Thus the I_ in Bal'mont's poem is not the expression of an

individual personality,but rather that of a shaping force
t

which, has dissolved itself in reality and which, gives it

direction. 'The section which follows is extremely important

to an understanding of Annensky's situation as a poet,and I

quote from it at some length:_

(1) Ibid.,p. 179. (2) Ibid.,p. 180.



Jla,no3T He Ha3biBaeT mopa.qh He HaBK3biBaeT Haw Mopa

bo seen rpoM03,n;koctk noHTHHCKoro bnehatjiehha. Ho

3a TO B 3THX HeTbipeX CJIOBaX CHMBOJIHHeCKH 3ByHHT

TaHHCTSeHHSfl CBK3b Me^fly Hrpoio BOJIH H HamHM H.

MHoroneHHQCTb - sto HajieT sii3HH Ha tahhe j;yciH,nepe-

n.JiecK - 6ecnoKQHHajT My3biKa TBopnecTBa; a pasoosaHHaH

CJIHTHOCTb - Hama HeBOSMOHHOCTB OT^eJlKTb CBOe h OT

npKpo^H h pa^OM c 3THM ero KenpecTaHHoe cTpeMJieHHe

K CaMOSblTHOCTH.

,U,ajiee. Cthx nosta MoseT 6htb ,d;xh Bac HeaceH,Tax

xaK host He oSasan cnpaBJiaTbca co cTeneHBio samero

scTeTHHecKoro pa3BHTHa. Ho cthx flOJisceH QbiTb npo-

3paneh,pa3 oh Texyn,xax pynex«

Oh - HHHeH,notomy hto oh hhkomy h hhyemy He caysHT,

nOTOMy HTO HCKOHHO,nO CaMOH B03^yniH0CTH CBOeH npKpOflbl,

CTHX CBOSOfleH,h nOTOMy eme,HTO OH eCTb HKKOMy kc

npHHa^JiescamaH h BceM co3K^,aeMaa Mbicjib,ho oh hh ot

koto He npaneTca - ok sjih Bcex,KTO SQ-xohst ero
HHTaTb ,neTb ,yHHTb , OpaHHTb hjih BblCMeHBaTb - Bee

paBHO. Cthx sto HOBpe apKoe cjiobq .naaaiomee b Mope



BeUHO TBOpHMHX.

HOBHH CTHX CHJieH CBOeg BJIIoSjieHHOCTbX) H b ce6a H

b flpyrnx,npHueM caMOBJiiofijieHHOCTb abjiaetca 3,n;ecb

KaK-6bi na cMeHy kjiacchheckoh ropjocTH iiostob cbohmh

3acjiyraMK. . .

Ham CTHX,XOTH 0H,M02CeT 6bITb,H He OTKBLIBaeT

HOBOH nOSTHHeCKOH 3pbI,HO HfleT ySCe OT SecnOBOpOTHO-

cosHaiiHoro, ctpemjiehhh cHMSojiPmeckh cTaTb caMofl npx-

pojOH^OToQpaBcaH k njiaBHbie yKJioHbi JieSe^Hbix 6eno-

CHescHOCTeK,h Bee 3TK nepenjiecKH ee >i<H3KeH h sceJiaHHH,

H CaMOSblTHOCTb KaMHefi, K BCe , HTO BeHHO oSKOBJIHeTCH,

ne nepecTaBan Shtb chom; HaKOHen;,Bce hto ckjibho

cboes bjiiosjiehhoctbpo: He jho6obbio,c ee sceptbamh,

tockok ,ynpexaMH h otnanHHeM,a hmshho BecejioM h

SesorjiH^HOH bjhoSjighhoctbio b ceSar h bo ecex; h npn

3toh no3T He habh3bibaet nphpo^e cBoero h, oh He

,nyMaeT, hto KpacoTbi npnpo^bi .hojischh rpyirnHpoBaTbca

Boxpyr 3Toro a,a,HanpoTHB,CKpbiBaeT h Kax-6bi pacTBO-

paeT 3to h bo Bcex BnenaTJieHHHX Gmthh. ..

Co^epscaHne Hamero a .He tojibko 3bi6ko,HO h ne-
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onpe^ejiHMO,k sto ^ejiaeT Jiio^i;eH,npHCTajXbHO ero ana-

JIK3KpyiOI3HX , OCOOeHHO eCJIH anaJIH3 HX HHTyKTHBeH, -

ran cxa3atb ,&8.?8jibkkmk mhcthks.mx.. .

Ectl ,kohettho ,h oSmne KyjibTypHbie k copHajibHbie

npn^HHbi,KOTopbie onpe^ejinioT pasnccTb b co#epxaHHH

Hamero k b pa3JiHHHbie momghtw ero caMOcosHaHHH. Tax

bo3bpat pejikrk03hbix sanpocoB b onycTejiyio hejiobeuecxyio

syiiiy BbiSBaji b HaineM k Tocxy h tot oco6mk mkctktgckhk

Hcnyr,to ^ybctbo c^epTx,xoTopoe Tax npeBoexo^xo

K3o6pa2ceaTCH b npoH3Be.nehh.HX rp. Jlbsa Tojictoto,
ocoSeiiHO HaYKHas co BTopox noJiOBHHbi poMaHa "Aima

KapeHHHa" . V Poneh6axa mbi MoxceM npocJieflHTb ,xax

opurKHajibHO oto ^ybcteo oxpaniHBaeT h JiioSoBHyio

bmopkeo .

XyflOscecTBeHHoe SeccTpauiHe JI,ocToeBCKoro b Hese-

HOMoh jro nero noasKH coBecTH pa3BepH3Ttto nepe^; hemh

TOT CBHTOK, XOTOpblK KOT^a-TO KepeE<hjich IXyiTXHHy B

GeccoHHbie kohh...

Taking their lead from v/riters like Tolstoy and Dostoievsky,

the new generation of Russian poets,the symbolist generation,

(1) Ibid„spp.. 181-18^0



has proceeded to introduce the new flood of feelings and

thoughts into its work. It is clear that Annensky is

referring here to the influence of the prose technique

of the interior monologue,the notation of complex pro¬

cesses of both subconscious and conscious feelings and

ideas at every level of their manifestation. He remarks

that the new poetry will be difficult to understand,since

it will consist largely of allusions and hints,woven

together in a shifting texture which will correspond

symbolically to the shifting,confused nature of the

contemporary I. He writes:

3;necb HysHa My3biKajibnaH noTenitHH cJioBa,Hy2CHa

My3biKa yse ne b kanectbe MeTpoHOMa,a ajih bos-

b uhtatejie tboptieckoro nactpoekeh,

KOTOpOe flOJISHO HOMOUb eMy OIIblTOM JIHUHblX BOCIIOMHHaHHH,

• HHTeHCHBHOCTbK) npOCHyBHieHCH TOCKH , HeSC^aHHOCTbK)

ynpeKOB,BOcnojiHHTb Ke;o;ocKa3aHHOCTb rrbecbi k

jatb em xoth h 6onee y3ico—HHTHMHoe h cy6'eKTKBHoe,

ho h Qojxee flencTBeHHoe 3Hau:eHHe. (-"1^

(1) Ibid.,p. 185.



The theoretical part of the essay breaks off at this

point-. The second part consists of an examination of

some of Bal'mont's lyrics from a technical point of

view. The most important idea in'the first section

is Annensky's concept of the 'contents' of the poetic

I_« For Annensky,the poetic word is an expression of

the poet's I both in its isolated,'subjective' form and in

its communal,'objective' one. Annensky shares the modern

awareness that the relation of the _I to reality is not

simply that of a spectator to a picture held before him;

rather,the _! and concrete reality constantly mingle

with one another,so that the line between them becomes

blurred,even non-existent. The 'contents' of the I_

are the contents of what Annensky calls 'naturethat is,

the totality of the moral and the physical world. In this

awareness Annensky reveals the preoccupation with psychology

which marked the development of alllthe ai-ts ana of philo¬

sophy around the turn of the century. It must be re¬

membered that Bergson's I-iatifere et Memoire antedates the



first Kniga otrazhenii by ten years,the 'fraurndeutuny by six.

The problems and enquiries that are raised in Annensky's

aesthetic are reflected best of all perhaps in the development

of the novel during the latter part of the nineteenth century

and the earlier pa^t of the present one. The crisis experience

by the novel at this time was to a gr .at extent precipitated by

a corresponding crisis in society and in the philosophy

of history. The years of European revolution,both political

and social,produced a reversal of traditional thinking

about man and his situation in the world.. Feuerbach could

say that 'man ist,was er isst'. History was not even the

revelation of an Absolute Idea,as it had been for Kegel,but

rather the continuum in which man constantly created himself.

Fichte wrote that 'men make their own history,but they do not

make it just as they please; they do not make it under

circumstances chosen by themselves,but under circumstances

directly encountered,given and transmitted from the past'.

Fichte's _I,as it emerges in the Doctrine of Science,is less

a state of being than an act of becoming,an act which is

determined by the phenomena of reality... With Fichte and

Marx begins the age of the search for the motivations of

human actions,born of a realization that human actions are

rooted in a material reality,and not in an abstract,tran-



scendental sphere.

It followed that the novel,the modern successor to the

epic,and thus by tradition at least a form of historiography,

should reflect the upheavals and developments of the world

outside. A growing preoccupation with psychological and

sociological motivation,beginning in the works of Poe,

Hoffmann,Balzac and Stendhal showed itself in the novels of

Dickens,Flaubert,the earlier Dostoievsky,Tolstoy and others.

It v;as the subjective,psychological explorations that were

to play the greatest role in transforming the novel beyond

anything which had gone previously. For since the _I was

no longer conceived as a fixed entity sharply divided from

the rest of the universe but rather as a constant act of

creation filled with the past and impregnated with the

future,the concept of the hero began to undergo a fundament¬

al change. The heroes of Tolstoy's novels are still re¬

cognizable as 'real' people,with a clearly recognizable

external appearance and an 'inner' life which is their

own. The distinction between reportage and dialogue,both

inner and external,is therefore preserved relatively intact.

But in Dostoievsky's novels there is no such clear-cut

distinction between subject and object. The hero of the

early Dvoinik,for example,suffers from a deep loss of



identity. This povest' takes for the most part the form

of an anguished dialogue between the two fragments, of the

hero's self. In Dostoievsky's later novels,the exploration

of psychological motivation determines the structural

conception profoundly. 'The ^aramazovs are both heroes and

elements of structural organization (connected to various speech'

types ,metaphors , symbe lie clusters, etc . )

Proust's 'quest for lost time',written under the influence of

of the time theories of Bergson,LukS.cs and others,carried the

disintegration of the conventional heroic I_ a stage further.

Abandoning himself to the Bergsonian 'memoire involontaire',

the T of Proust's novel loses itself in a rnyi-iad of assoc¬

iations and auto-suggestions,starting from the taste of

a biscuit dipped in a cup of tea. . In reading Proust we are

aware of the enormous quantity of words the author uses,

words which are the nerve-ends of experience,shifting tides

of awareness,closely interconnected. The I of the quest

has become an encyclopaedic swarm,the smallest particles

of which are remembered sensations.

In Proust's work the world becomes a text to be interpreted,

a text which is at once the expression of the duree and its

material coefficient. It is an essentially de-personalised

world. Words are the means by which such de-personalisation

is achieved. The text is all men and no man. And it is ■



the text,the web of words,which redeems .the I from the

dangers of a total identification with rdality - the words

express both the alienation f the JE from the subjective

consciousness of the author,and the I_ in its pre-mimetic,

individualised state* This mediatory function of the poetic

word is not simply confined to the stream-of-consciousness

novel,however. Symbolist poetry also shows a preoccupation

with the verbal material of poetic art. Rimbaud's experiments

with the 'alchimie du verbe' are clearly connected with

a desire to lose the poetic I in a verbal typhoon (je est un

autre). Mallarm6,',.s Variations sur un Su.jet stress the

isolation of the word from its conventional semantic positions.

Bal'mont's I_ is another step in this direction. What Annensky

stresses above all in his essay on Bal' rnont,however, is the

new content of the contemporary I® Bal'mont's poetry is

conspicuously lacking in ' contentand so when Annensky refers

to 'the abysses and darknesses of this world' in discussing

Bal'mont's poetry in its relation to contemporary Russian

prose literature, it is quitejclear that he is talking of his
own aesthetics and his own poetry. There reference to

Dostoievsky as the poet of the conscience is particularly

revealing in this connection. It is Annensky,not Bal'mont,

who introduces the psychological preoccupation into Russian

poetry for the first time. Annensky is the first Russian poet



to attempt to cross the boundaries dividing prose literature

from poetry,to introduce into poetry the kind of psychologica\
|

and existential problems we find in the novels of furgenev,

Tolstoy and Dostoievsky. The concept central to this process

of transition,of broadening the scope of the lyric,is the

poetic word. For Annensky time is an enormous swarm of. words

each word relates to a different sensation or experience.

But there is the torment of the isolation of these remembered

moments from each other. The poet's task is to find passages

and channels between them,to lay bare in each moment the

potentiality of others.. This unity may be revealed through

the rnusicality of word-combinations,or through the analysis

and reproduction of everyday speech. Annensky outlines the

significance of the poetic word in several letters to the

poet.Maksimilian Voloshin:

A pa3se MHorne noHHMaioT,^to TaKoe Cjiobo y Hac?
Ho 3HaeTe,3a nocjieflnee BpeMH h y Hac,yxl Kaic mkoto
3TUX ,KOTOpbie HHHbWaTCH CO CJIOBOM H , nOSCaJiyH , rOTOBbl

roBopHTB o ero KyjiBTe. Ho ohk He rroHKMajoT, hto
caMoe CTpaniHoe h BJiacTHoe cjiobo,T.e. caMoe 3arajio^H-

(1)
Oe,MOSCeT 6bITb,HMeHHO CJIOBO SyjTHKUHOe .

Voloshin: Liki tvorchestva. I.F. Annenskv-kritik. Apollon,1910
A,Khronika,p. 13«



Indeed,the vision of the world that we find in Annensky's

work is a verbal experience. This 'verbalism' is revealed

at several levels: in 'literary' imagery and symbolism,

in the intentional 'literarisation' of experience; and in

the conception of reality as a literary work.. In the

following sections I will try to illustrate what I consider

to be the significance of these three categories.

5.

a) '.Literary' images.

These occur frequently in Annensky's poetry. The poem

Ideal (69),for example,represents existence as a library,

the poet as a scholar engaged in the crippling- task of

deciphering the sacred but enigmatic text:

H TaM,cpe,i];H 3eJieHOJiHn;bix,
TocKy npHBbniKH 3aTan,
PemaTB Ha BbmBeTmux cTpaKKijax
IIOCTblJIblH pe6yc SblTHH.



Allusions to 'pages' and 'reading' are common in Annensky's

poetry. A moonlit garden becomes 'kniga ch.udna.ya1 in

Pervy fortep'vanny sonet (77). Ihe dreamlike experience

in which piano music,the player's fingers,and the

hallucination of the 'maenads' all flow together is like

the slow turning of pages:

Ectb KHEra uy,n;ha.a, r;n;e c icas:,ii;oio cTpaHMijeH
rajunochhan;hh tanhctbehho cjihtbi...

In Sshche odin (78),the fading of daylight and,symbolically,

of hope,is like

oSropeJioro nucBMa
HenoBTopHMoe npH3HaH&e.

Ihe mysteriousness of a moonlit night reminds the poet

rp
of a book from which pages have been torn. ihe meaning

of the experience is yielding itself,but suddenly

JXajisme.. .BbipBaHu ^ajiBine cTpanHpbi.

/ JIeKOpaE[KH,82 /
The experience of revulsion at the world produces an

ambiguous image in Kukhi kak mysli (90). 'Ike hideous flies

that torment the poet are also the letters his own pen makes

on the paper. Insomniac recollections are 'zalitaya

chernilom stranitsa' (Toska pripominaniya,120). Memories



are lines of writing which may or may not transform themselves

into poetry.

In Babochka gaza (167) we read:

C MepqaioinHx CTJOK SHTHH
JIobjiio h 3a6biTyio abpa3y...

Ego (182) contains the lines:

Kor^a se chom oS'iiTa roJiOBa,
HuTaio rpe3 k noBecTb HeSbiJiyio,
CropeBmHX KHur 3a6biTbie cuoBa
B TyManHOM cHe k TpeneTHO n;ejiyEO.

Sometimes existence is a skazka,the experience of some¬

one i-eading a story:

OTKHHyB ^OKy^HyEO MacKy,
He xjyBCTBytf y3 SblTHH,
B jcaKyio BOJimeSHyio GKasicy
BojibeTCH CBoSo^Hoe HI

In the same poem

IlbHHblH OT npH3paKOB B30p
HuTaeT TaM flepsocTb ooMaHa
H CflaBmeiicB; mhcjih no3op.

Sometimes moonlight tells a story in which the poet feels

himself mysteriously involved:

Hh o ^teM He, sajieTb.. .HH^tero He sejiaib...

TOJIBKO 6 MacKa KOJi^yHbH cEeTHJiacb
JJa KJiySKOM ee cica3Ka kraS5Qial5b
B cepeSpucTyio flajib,Ha cepe6pncTyK> rjia^b.



Ivonets oseanei skazki (80) begins

heyctahhocho^h kjlhhhoh
CKa3Ka uepnaa JiKJiacB.

The sound of the alarm-clock in Budil'nik (108) is

tomitel'ny rasskaz. The atmosphere of Konets osennei skazki

returns in Yanvarskaya skazka (111): *.

Moa HOBoro^HHH CKa3Ka,
nocjie^haa cka3ka,rfl.e tbi jib?

Or again,in Toska mirazha (210) we read:

Hto Havn;o,6e3yMHaa ci<a3Ka,
Ot 3Toro cepi;n;a Te6e?

Sometimes works of literature are involved in subjective

experiences,as if the poet were unable to distinguish between

fiction and reality. Thus,for example,he asks in one poem:

He Mory hohhtb,He 3HaK>...
3to coh hjih BepjieH?...

/He Mory hoehtb - 18] /
Turgenev's work,which had a very strong influence on

Annensky's development as a poet,appears in a similar context.

Koshmary (112) contains a direct quotation from Turgenev's



2.73

Klara Milich:

Bee 3to "mejiecTB kpobh" ,tojioc MyKH...

The poet identifies his love for a ghostly woman with the

experience of Turgenev's Aratov. Turgenov appears again in the

poem Kogda, vla.cha s toboi banal' ny razgovor (182):

H oh cMemHJi Te6n,KaK CTapbiH,po6KHH 3aHH;,
Kjib xysce.. .scajioic 6hji - TypreneBCKHH Majiaait
C ero OTpesaHHbiM ,b;jih cJiyacSbi h3hkom.

The reference here is to Turgenev's povest' entitled

Pesn' torzhestvuyushchei lyubvi.

b) The1literarisation' of experience.

J-here is another way in which literature,understood as

the act of reading or creating writing,determines the

emotional climate of ^nnensky's poetryB With Annensky,



the lyrical ego is not only liberated from the conventional

'generalized' tendencies of romantic lyrical poetry (tendencies
*

that emerge for eample in some of Lermontov's lyrics,to

such a degree that the reader can with little effort equate

his own experience with the 'general' experience expressed

in the poem) - the !_ is reorganised,as we have see,in a pro¬

foundly concrete fashion. Annensky's poems are only rarely

general or proverbial in their bearing on reality: they

present for the most part individual,concrete situations ,

of the type with which we are familiar in prose writing.

The Soviet critic P. Gromov has shown how Annensky derived

the technique of what he calls the rasskaz v stikhakh from

the work of the 'transitional' poets of the l880's like
(1)

Apukhtm and Sluchevsky (Gromov does not point out that

Baudelaire may have been an equally strong influence in

this respect: c.'f. Le Cygne or Les Sept Vieillards) .

Apukhtin's S kur'erskim poezdom,for example,, is a carefully-

wrought attempt to render a subjective,'lyrical' emotion

in terms of a series of events. But Apukhtin succeeds only

in writing a narrative poem. The attempt at psychological

portraiture,the establishment of a 'backdrop' for the events

described,is clearly inspired by the short story; one feels,

(.1) Pavel Gromov: A. Blok,ego predshestvenniki i sovremenniki.

Moscow, 1966. P 23iv.



however,that Apukhtin has simply transplanted the techniques

of the short story into his poem,rather than trying to fuse

them with the techniques of verse. Annensky,in Gromov's

opinion, carries the process of cross-fertilization between

poetry and prose much further. Gromov writes:

"Annensky's narrative style (povestvovatel'nost') has for

the most part a significance in relation to the contents of

his poetry. A poem by Annensky is always a 'story in verse'

(rasskaz v stikhakh),a lyrical account of a concrete event

which concerns certain clearly-defined people. These people

and events lend themselves to direct identification with

the author and the perception of the reader just as reluct¬

antly as the heroes and events of prose writing. For the

creation of a 'prosaic' accuracy in relation to people and

events,Annensky draws to a large extent on the experience,

not only of Russian,but also of western prose. Annensky was

famous as a connoisseur of western (in particular,of

French) modernist poetry and translated from it a great deal,

although he 'suppressed' the foreign originals to rather a

great extent beneath his creative individuality, however

strange it may seem at first,it is difficult to 'affiliate'

Annensky as a lyric poet by analogy with any of the poets

he translated. Establishing in his poems a detailed and



%!(>

precise landscape,a backdrop for the action,the psychology

of his heroes,concretizing and materializing all of this,

Annensky fundamentally renews the Russian verse tradition... In

the most general terms,one can say that for the imagistic

'material' of his verse Annensky draws on the experience of

prose rather than on that of poetry. In this context it is

most apposite to point to '"Annensky' s contemporary Chekhov,

from the Russian tradition; from the western tradition

Annensky is obviously close to Flaubert and his school. But,

as always,the question here is not simply one of traditions,
(1)

but of a. new content."

Speaking earlier in the same chapter of the Ideal and the

Real in Annensky's poetry,Gromov points out:

"Rejecting all artificial constructions,schemes of the human

image,Annensky,following his own inner logic,arrives at a

'confrontation',an opposition between 'links* and 'fusions',

between schematic 'wholeness' and an authentic integration
(2)

which,according to Annensky,is unobtainable.'

(1) Pavel Grornov: A. Blok,ego predshestvenniki i sovremenniki.

Sovetskii pisatel',Moskva-Leningrad i960. P. 23^.
(2) Ibid.,p.233.



It seems to me that,wh,ile it is true that Gromov does

overemphasise the element of 'fragmentation' in Annensky's

work,these words are applicable to the structural aspects of

the poems. The theme of svyaz' and sliyan'e runs through the

whole of the poet's work. The poem itself is often a moment

of transition between the Real and the Ideal,a kind of

'thoroughfare' for the poet's emotions and aspirations. Thus,

the stories in verse to which Gromov refers are 1 woven

together' in the manner of prose constructions. But unlike

narrative poems,they have no plot,no extended scheme of action.

The events are very close together in time,and they flow

arbitrarily,almost as in real life,and are appEhended in

their Real form,severed from the Ideal: the poet depicts

(1)
only the moment,severed from the continuum.

Let us examine some poems where this tendency is particularly

apparent. Preryvistye stroki (168) is an obvious example.

As the poem unfolds we encounter the 'heroes' of the action.

The poem concerns two people,a man and a woman:

Hy-c,npoBo;n;HJi Ha noes#,
BepHyjiCH H solo,flai

Ssecb 6bw ee KOJibnaTbiS none,
Bpomica jiescajia - 3Be3.ua...

(1) Cf. Prince Mirsky: 'His (Annensky's) poems are developed
on two interconnected planes - the human soul and the outer

world; each of them is an elaborate parallel between a

state of mind and the external world. Annensky is akin to

Chekhov,for his material is also the pinpricks and infinitesim¬
als of life'. (Mirskv* A
London, p.448) " y of Russian Literature,



The man has left a woman he loves,one who is probably

already married,at a railway station. The situation is one

reminiscent of the one depicted in Chekhov's Dama s sobachkoi.

In a series of sudden recollections,the man remembers

insignificant details of the scene which has caused him so

much pain. In his mind he tries to reconstruct the act of

parting itself. Fragments of conversation appear,the

preryvistve stroki of the title. The moment of parting itself

comes into the man's consciousness suddenly,a torrent of

uncontrolled emotion. The v/ailing motif of the opening-

reasserts itself,and the poem ends as it began:

H

Hoes# eine ctohji -
fl yfiexaji...

HO 3TOTO 6bITb He MOXCeT;,
3to - noflJior...

It is quite clear that there is no 'schema' here. The

inspiration is purely lyrical - an isolated moment yields

its drop of poison,and the poet transforms it into verse.

But the evident characterisation of the heroes,the way in

which details of their appearance are suggested by descriptions

oijconcrete objects (the brooch and the belt),and descriptive
epithets,the fact that a distinct duality is created,a



duality of an almost dramatic nature - all these factors

point to the 'prosaic' nature of the poem. The moment is

transformed intcja. dialectical process,as in a short story.
In connection with this poern at any rate,Chekhov does seem

Annensky's most suitable prose counterpart.

This concretized duality makes itself felt in more subtle

ways. The poem Toska medCLennykh kapel' (l6l),for example,

presents a theme common in romantic poetry: the poet lies

awake watching single drops, of rain falling:

0,KaHJIH E HO^HOH THKHHe ,

JpexoTHoro syxa TpemeTKa,
Xposca HaSyxaioT oHe
Yi na^aioT Mepno h *ieTKO.

Gradually a sense of tension builds up. In the second

stanza the poet declares that he cannot bear the suspense of

waiting for the next drop to fall. Looking out of his window

he fastens his attention on two drops which are about to fall

As they grow larger and heavier,and more snow melts,they seem

like human lives,held apart from one another,but united by

a common process of decay:



H MHHTCHjH flOJIsea, TaxCB ,

Ha CTpaHHOM npHcyrcTBOBaTB 6paxe,
JIOHHB oesKa^eHHy^o CBH3B '
JlByx Tax^Kx 3SX3HSH BO Mpaxe.

Here there is no sliyan' e ,.only svyaz' . There is a clear

attempt at 'characterization' even in this poem: a scene

from nature is reformed into a conflict of human person¬

alities,, This is something more than anthropomorphism:

nature is interpreted not simply in terms of man,but in terms

of men,seen as individuals.

Sometimes the narrative technique- is employed in a more-

conventional manner,as in the poem To bylo na Vallen-ICoski (10^)

This is a straightforward story - but it is also a lyrical

exclamation. The 'step by step' prose technique merely

serves to heighten the terrifying image of alienation which

occurs at the end of the poem. The poet sees in the lifeless

doll which is thrown into the waterfall to amuse the tourists

a mirror-image of himself,reduced and dehumanized by a

reified world:

BbiBaeT' TSKoe He6o,
Taxan xrpa Jiyu:eH,
Hto cepxny oSx^a xyxjiu
06hkh CBoeS acajineM.



Elsewhere,Annensky transforms the world into a host of

contradictory personalities,which emerge as almost allegorical

figures, e.g. Nezrimaya,Lest' ,Mechta,Uzhas ,Smert1 ,Ponrykan'e,

Zloba,Zakat,hassvet,Polnoch',etc. Yet these figures are not

merely allegorical.. As we have already noted,Annensky

strove to preserve the meaning of the classical allegorical

characters,such as Death,Revenge,etc.,from the ossification

and stagnation which iiiey suffered at the hands of scholars

and schoolmasters. The 'allegorical' figures in his own

poetry illustrate this striving: he constantly endeavours

to retain the associative qualities of his personae. Thus

'Death' is never a tag,a useful epithet - it is always

accompanied by its attendant physical and psychological

aspects,and is rooted in concrete reality. The figures of

Uzhas and Strakh in the poem Pered panikhidoi (117) are no

mere cardboard devils: they are involved in the overwhelming

materiality of the deathroom:

JLamb ysac b Sejibix 3epKaJiax

■3^eci> kojiht h noeT
Vl c hohchum nokjiohom ctpax
HaM cBetiH pa3^aeT.



7.

c) Poetic experience as a work of literature,

The 'literary' element in Annensky's work lies deep at

the heart of the poet's inspiration. This element is more

than a mythology - it contains elements of 'myth' in the

traditional classical sense as well as mythopoeic elements.

But this 'literariness' is rather a justification of myth,

an attempt to impart to a world fragmented from the con¬

sciousness of the subject at least a name which may serve to

reunite subject and object. For the name,or 'text',has a

duality: it contains both the consciousness of the subject

and the impersonal totality of the object. By means of

the name,the subject can both express its consciousness of

the object and conceive of itself in an exteriorised relation'

ship to it. This is what Annensky implies in his use of

the term Slovo in his letters to Voloshin: the word is

a mediator between the Heal (the experience of a fragmented,

reified plurality) and the Ideal (the sliyan'e,or coming

together of men).



If we examine some of the other aspects of Annensky's

creative and critical work we can see that the same idea

permeates them also. What are Annensky's 'translations',

for example,if not attempts to recreate the text in the

image of the subjective consciousness? Annensky's

Euripides is not the Euripides of the textbooks,seen

in a historical perspective but deprived of the subjective

and intuitive moment of creation on the part of the reader

which alone would make that perspective (the collapse of

tragedy,linked to the dessication of reality) meaningful.

Euripides appears in Annensky's hands as both text and

essence,the text having remoulded itself around the essence

in a new historical environment. Euripides' colloquial

Greek becomes colloquial Russian; Euripides' choruses

become lyrical 'symbolist' poems. We see a similar process

in Annensky's treatment of the Horatian odes,and indeed in

almost all of the translations.

Annensky translates not the meaning of the words,but

their essential reality. The texts,revitalised and reshaped,

'speak themselves' in the manner of a Baroque poem. They

reappear as simultaneously,not as cultural relics,but



apprehended as living things within a definite historico-

cultural framework which is the age in which Annensky lived

and wrote. Sometimes,as in the case of the Verlaine

translations,the transfer is not even a historical one -

it is rather the pure translation of one poet's conscious¬

ness and temperament into' those of another. Verlaine!s

'II pleure dans rnon coeur',for example,is unmistakably

'Verlainean'; any attempt at literal translation would

provide only a pale shadow of the original. Annensky's

opening line '.Serdtse iskhodit slezami' (Pesnya bez slov,

268) is,on the other hand,unmistakably *Annenskian': yet

the subjective consciousness expressed by Verlaine in his

poem is preserved intact,while the text re-forms itself

according to new an unfamiliar directives. (1)

It is clear that such a technique demans the highest

possible level of self-awareness on the part of the poet

who has set himself the task of 're-creating' the original

work. Annensky,with his artistic detachment and preoccupation

with style as the living expression of the creative mentality,

is able to carry out such tasks with ease. There can be

(1) In our own time the American poet Robert Lowell has
made similar experiments (see Imitations.Faber & Faber).
Particularly interesting is Lowell's version of Annensky's
Oh&rnaya vesna.



no question of his 'stealing1 the inspiration of other

poets in order to clothe it in new garments and pass it

off as his own; such considerations are where Annensky is

concerned trivial and irrelevant - if anything,the translation

is a mask for the poet's self-effacing spirit,

Annensky is concerned to present any poetic experience,

wherever it may come from,and to whomever it 'belongs',

with the immediacy with which it first entered the world.

The Word is constantly evolving and chang^ing,passing from

mouth to mouth,from culture to culture,throughout time.

It is the subjective and personal,and the objective and

impersonal. The reader constantly recreates the work

according to his position in time and social and cultural

development.

Annensky's criticism is of course co-extensive with his

translation work. Here again the emphasis is laid upon

exegesis,conceived not as the extraction of 'themes' and

'recurrent ideas' or 'images' from literary texts,but rather

as the re-structuring of the text in such a way as to reveal

its inherent poetic essence. Annensky called his critical

essays 'reflections'. In the introduction to the first

Book of Reflections he explains his use of the term:



3Ta KHHra coctokt h3 flec^TH onepKOB. H

Ka3B3Ji hx otpaacehhahh. H bot noneMy. Kphthk

CTOKT OOblKHOBeHHO BHe npon3Beji;eHHfl: oh ero

pa36'HpaeT h opeHHsaeT. Oh He tojibko BHe ero,

ho r^e-TO Ha^; hhm. H %e nncaji 3ji;ecB tojibko 0

tom, hto mhoh BJia.gejio , 3a ueM h cjiejOBaji. neMV

a OTjiasa.)! ch , hto h xoTeji cfiepeHB b ce6e,cp;e-
„ 0 (1)

JiaB COOOH.

The 'reflections' are thus new works created in the

image of the originals,unbroken extensions of them. In

a recent essay the literary critic Jean-Pierre Richard

has shown how the elements of liquidity and tangency

in Sainte-Bsuve's creative work relate to the .same writer's

(2)
literary criticism. Sainte-3euve,according to Richard,

conceives of the critical consciousness as a 'river' which

hugs itself close to the 'rocks' and 'castles' which are

the literary works themselves,imitating their every

crenellation and contour. Annensky is obviously very

close to Sainte-Beuve in this respect — sliyan'e is a

'liquid' metaphor that describes the fusion of the critic

with the work.

For Annensky,as for Sainte-Beuve,the text is not something

i (2) J.P. Richard, ' les
L^hemins actuels de la Critique'

(1) Kniga otrazhenii I,p. IirA Paris 1968. P. 109.



static and given - it changes itself in the mind of the

reader,and indeed the reader to a great extent controls

the text,forcing it to comply with his own subjective

and metaphysical inclinations* The critic,or rather the

critic as conceived by Annensky,goes one step further

than the reader: he writes about the text,and thus ex¬

presses his control over it in terms of structured signs,

which make up a paralanguage. Like Proust,Annensky re¬

creates the work as a work,and not as an appendix to

a work. In the introduction to the second Book of

Reflections,Annensky writes:

fl nhmy 3&ech tojibko o Bee 3kaiot,

H TOilbKO O Tex,KOTOpbie BCeM HaM 6JIH3KH.

H OTpaacaio tojilko t0-2ce,ut0 h bu. ^

j-he ' r e j. lec o ion' is thus the reader's subjective ex¬

perience of tne text given a new form,a form which derives

from thao experience,and not from a scheme of criteria

imposed on the work from without. The process according

(1) Kniga otrazhenii II,p. 2.



to which such constructions are made is similar to the

process of poetic creation. In the poem Mirazhi (166)

we read:

HycTB H - pa^ocTb OTpasceHKH,
Ho He TO JIB K BbI,G03TbI?

Sometimes the new form assumed by the works considered

is that of a discursive essay in which themes and images

are selected from the original work,and then moulded into

a loose combination which allows general remarks about

aesthetic problems to emerge. Such,for example,is the

essay Problemy Gogolevskogo yumora (Book of Reflections I,

p. 1-27). But elsewhere,this discursive,speculative prose

becomes something quite different,as in the essay about

' Klara Kilich'5or the 'Vignette on Grey ?aper'. In these,

the poet limits himself entirely within a subjective frame

of reference,from which a new conception of the originals

emerges. Thus Klara Milich appears as a combination of

three mutually related ideas: tangibility,desire and

concept. Dostoievsky's Dvoinik is seen as a revelation

of the profound tragedy of human existence,Golyadkin's
*

gradual loss of uniqueness and identity being interpreted

as the universal fate of all men. But these interpretations



are made in cocnrete symbols and poetic prose,not in

abstract,1 critical' language. The Golyadkin 'vignette'

reproduces Dostoievsky's interior monologue,a device

which permits Annensky to introduce the reader into his

discussion. The text is always treated as a minimum

requirement; the experience beyond the text,or revealed

in the text,and itd relation to the subject,understood as

the reader,is always stressed to the maximum. Dostoievsky's

words are symbols through which the reader may catch glimpses

of an authentic,Ideal reality,and which are the only means

by which we may become in some way connected to that

reality.

8-

We have seen how time and time again Annensky returns

to the concept of the word as such,as perhaps the most

important and potentially transfiguring force in human

existence. At the beginning of this study,I pointed to

the fundamental antagonism between the Heal and the Ideal



which lies at the heart of the poet's aesthetic,and found

analogies with this antagonism in the work of other symbolist

poets,such as Baudelaire and Mallarme. We are now in a

position to decide just how Annensky's attitude towards this

problem differs from others,and how in many respects it points

beyond the metaphysical ana aesthetic crisis of symbolist

poetry.

It is typical of any discussion of A.mensky's work that

quite frequently evidence must be produced which at first

sight seems to have little to do with the argument. In

this case,the evidence derives from a series of critical

essays by the poet devoted to the work of Gogol . GCgol had

a very strong fascination for Annensky. It is easy to

see Gogol's influence in such poems as Kartinka (136) ,

Auiaehishka (1l4),Chbrnaya vesna (1V3) anG others.

Annensky's preoccupation with Gogol' dates from an early

period in his literary career. The short article in

Kusskaya Shkola,published in l890,and entitled 0 formakh

fantasticheskogo u Gpgolya is an attempt to reconcile

Gogol's realistic literary technique with his'frequent

introduction of the fantastic element in Gogol's work not

simply as an artistic device,but as the key to any real



understanding of the writer's work. He points out that

in Gogol's work the fantastic serves an ethical purpose;

the fantastic element in Nos is 'like a stick poked

into an aquarium'. Gut of millions of insignificant

molluscs the runaway nose singles out one of them and

displays the moral poverty,the poshiest' concealed beneath

the shell. • The essence of Gogol's use of the fantastic

in this story is slander. Nos,however,represents only

one aspect of Gogol's art,the one which relates to the

tragic-comic reality of everyday life. A story like Vii,

on th'e other hand, shows how the unreal works towards an

ethical goal in quite a different manner. The tone of

Vii is mystical,almost religious. The story concerns

the problem of fear,in this case the metaphysical fear

of the unknowable, the fantastic. Khorna Brut is put

through a number of hair-raising situations,ranging from

the comic (the ride on the back of the witch) to the

terrifying (Khoma Brut's death from fear). Again,

the purpose is an ethical one: in the story fear is

analysed not by Gogol himself,who according to Annensky
4

simply presents concrete images of the fantastic,but by

the reader,who must deduce the significance of these

images,and judge it for himself. In Shinel1 the

fantastic element does not only indicate ethical



deficiencies,it also judges them and -punishes them.

'The fantastic contradicts reality. that is reality?

It consists in the .fact that an upturned chair will lie

there until I pick it up. But reality is an indispensable

form for life only. Art approaches life not in reality,but

in truth,that is in the differentiation of good and evil.

And for the triumph of truth the fantastic serves as well,

and perhaps even better than the Real.'

In his other writings on Gogol Annensky follows up the

idea.that art consists in the ethical differentiation

between truth and reality,between Ideal and Real. In

Estetika "Mertvykh Push" (1911),Annensky states that

human beings contain two personalities. One of these

is that part of us which eats and sleeps,the tangible man,

who can be described in terms of colour,poise,movement,

and so on. ^'he other is the 'twilight' man - that part

of ourselves which we call our essence,that which makes

us what we are,but which is indefinable and incommunicable.

'The first man eats,sleeps,shaves,breathes and ceases to

breathe; the first man can be put into prison and hammer¬

ed into a coffin.. But only the second man can feel God



v.'it lain himself; only the second man can be reproached;

only the second man can be loved; only upon the second
(1)

man may moral demands be placed...® Compare this state¬

ment with the poem Dvoinik (66) which ends:

H b MyTHOM KpyxceHbH rOflHH
Bee ^ame Bonpoc Mean MyuHT:
Kor^a HaKOHen; Hac pa3Jiy^aT,
KaKKM see. a 6y#y o^hh?

Ann nsky gees on to show how in Gogol® 5 work the

two 'men' have becoma^separated from one another; the

'physical','tangible® man has been allowed to dominate,

while the 1 twilightspiritual! man has shrunk into

insignificance. But in the process something else has

happened: the 'physical' man has appropriated the

qualities of the 'twilight' man,and es. ential qualities

are revealed in concrete images. Nozdrev is represented

almost solely to allusions to hair; the public prosecut

is 'a man of eyebrows'; Petrushka is 'a man of odours'.

Gogol has 'dipped into fathomless physicality the clear

and rational,coquettish,lofty and airy Pushkinian word!.

In Gogol's art it is the word alone which has the

(1) Apollon 8,p.



power to differentiate between the Real and the Ideal,between

the physical and non-ethical now,and the transcendental,

ethically-based there, The speech that Annensky delivered

on the fiftieth anniversary of Gogol'1s death (published

in 1902) elucidates this idea more precisely. In his speech,

Annensky declares that two worlds surround us: the world

of objects,and the world of ideas. In art,the world of

ideas achieves the greatest possible degree of domination

over the world of objects,having the power to reveal the

inner reality which underlies them,and to connect them to the

spiritual life of men, 'Out of all humanitarian and

ethical aims,art knows only two:the coming together of men

and their justification;everything else is boring alloy,

the worldly slag of art.' Gogol's 'punitive idealism'

is like a ray of sunlight 'falling on the molluscs and lice'

in a dark cellar. 'It does not matter whether poor Akakil

Akakievich enjoys there in raptures the poetry of his

chancery copywork or whether molluscs and woodlice swarm

around him. The ray of the sun will find its target even

in a stone,and be it only for one moment it will enable

the molluscs and woodlice to feel that they are children

of darkness,and the half-idiot Bashmachkin to realize in



himself the humiliated and defiled image of God.1'""'"''
This ray of sunlight is the poetic word. In Eevizor and

Shinel' it is a punitive \-/ord; but in Kbrtvye Dushi it is,

to use Annensky's terminology,purely 'aesthetic'. That is to

say,in Mbrtvve Dushi the ethical significance of the world is

realised,not,indirectly,by a subjective 'judgement',but

concretely and totally,by means of images,so that the world

appears both in its 'fathomless physicality',and in its

ethical,.or Idealsmanifestation. The world in Gogol1 s poema

is simultaneously Truth and Illusion,the two elements being

contained in the poetic word,which is at once a revelation

of transcendental reality and a manifestation of the concrete,

limited world of the speaker. The implications of the Bal'mont

essay are thus brought here to their ultimate conclusion.

What is the nature of Annensky's own'poetic word'? How

does it fulfil the twin function of 'the coming together of

men and their justification'? Before answering these questions

let us examine some of the fundamental traits of Annensky's.

aesthetic. For Annensky,poetry is torment. This notion is

repeated again and sgain throughout the poems in different

images and in different contexts. Thus,in Staraya sharmanka (102),

for example, we read:

Annensky: Khudozhestvenny xdealizm Gogolya,kusskaya Shkola,Feb. 1902



Ho Kor^a 6 h noH^Ji cTapbig Baji,
HTO TaKan KM C mapMaHKOH y^acTB,
Pa3Be 6 neTB,Kpys:acB,OH nepecTaji
OTTOTOj^TO neTB HejiB3.n,Ke My^acB?

A similar idea is expressed in Smychok i struny (100):

H Obijio MyKo:o .AJIH HKX,
HTO JIIOAHM My3bIKOH Ka3aJIOCB.

To create poetry means to be aware of the profound injuries

(obida) which the Real inflicts on human beings. The torture

of poetic creation is also the torture of existence. For this

reason,the poet's verses reflect the realities which surround

him,and this is why the verses are 'sick children' (Tretii

iiuchitel'ny sonet) , the'pale children of Doubt and Anguish'

(Nenuzhnye strofy). But the torture is not without a purpose:

it is what Annensky calls, muka Ideala,the striving for

transcendence both in art and in life. This is the basic idea

in the poem 0 net,ne stan (115):

OcTaBbKeHH. Mae jiose CTejieT CicyKa.
3a^eM MHe pafi,KOTopbiM rpe3HT see?
A ecjiH rpnsB h hz30ctb - tojibko MyKa
no ryi;e-TO TaM CHaion;eH Kpace...



But what is the nature of the Ideal? As I pointed out at

the beginning of this study,Annensky does not seek a purely

personal solution,an individual transcendence; he seeks

slivan'e with the world,he wants to dissolve his consciousness

in reality. The Ideal is a cancelling of barriers,an escape from

the closed rooms and gardens of the poet's existence. But any

'fusion' with the human world implies the assumption of an

ethical,spiritual attitude towards others. The obm.an of the

Real is not only aesthitic,relating only to the poet's task -

the deceit is also ethical. Reality is both Untruth and

Injustice.

The fragmentariness and relativity of reality is a constant

offence to the poet,because it clashes with every effort he

makes in order to achieve some kind of unity,and consequently

some kind of moral integrity. Art is the poet's hope of finding

this wholeness. In the torment of artistic creation,the poet

may be able to turn the khlyab' i smes1 of the world into

sapphires and diamonds. Creation,, demands the self-induced

poeticheskaya oprava,a state of semi-consciousness in which

the' forms and colours of reality mingle with one another

and form structures of a higher,transcendental order. Yet

such dreams of beauty are doomed to failure. The glittering



maenads in the enchanted garden only succeed in ensnaring the

poet with their silver chains; the chains cut his. heart,and

return him to the blunt reality of suffering again. The dreams

of amethysts,of autumnal landscapes and translucent prosvetv

are seen to be nothing but hallucinations. The poet cannot

be a god,his feet are firmly placed on the earth,although his

eyes may sometimes catch a glimpse of an unattainable ideal.

The artist must take into account not only the insights of

his own ego,but also the inoontrovertibly real manifestations

of the non-ego,of concrete reality itself:

K rpaHH jib innpiiinb Qhthh
Kjlb $OpMH BBIMBICJIOM tbi MHOSKIflb ,

Ho b caMOM H ot rjia3 - He fl
Tbi HHKy^a yfiTK ne Moxemb.

/ IIooTy /
Thus the act of- poetic creation demands that the poet should

be constantly alienated from himself,and be able to conceive

of his own ego in its relation to the ego of others. In the

poem Garnoniya (l66),we see this process of self-estrangement

in its most complete form. The poet is sitting by the edge
*

of the sea on an autumn morning. Ke watches the spume on the

shore,and the 'misty remnants of days' suggest themselves to

him. But amidst the fiery spray and the enamelled colours of

this poetic dream,a consciousness of others asserts itself.



There are other s in the world besides the I of the poet.

He is aware that as he sits entranced

tlto-to MOJIOflOe 3a HeHfi
KoHnaeTca b TOcKe cym;ecTBOBaHbe.

The dream has been shattered. The old offence,obida,has

intervened in the form of the Other.

The process of self-estrangement described in this poem

has counterparts in such poems as To bvlo na Vallen-Koski

and Ch&rny Siluet (110). There is ,however,an important

difference to be noted. To bylo na Vallen-Koski,for example,

depicts the replacement of the poet's I by a meaningless

physicality - the doll is the poet's physical self deprived

of any spiritual depth,and the compassion which he feels

for it is the compassion which he feels for himself. The doll

is fixity,sterility,non-I,but nothing more than this,although

it parodies the human form. Thereks no attempt to reach

beyond the walls of the self: the walls are simply seen from

outside.. In Garmoniya,on the other hand,the emphasis isi laid

not upon the meaninglessness of a purely temporal existence,

but rather on the awareness of other 'souls',other essences,

which enable the poet to stand back from himself in quite

a different fashion. Notw there is a sense of responsibility

for others,in place of a suspicion that everything is reducible

to the image of a lifeless doll. The Gther is not merely



an impenetrable stone,but rather a person,seen in a state of

decay*

The poet's consciousness is always a perception of the Other

in a state of impoverishment or decay* In other words,

it is a fusion of a concrete and living injustice with

a consciousness of that injustice,and a sense of responsibility

for it. Thus,in a poem like Iyul; 2,the sleeping miners are
I '

both pitiful and terrifying* The misery and dirt that surrounds,

them is at once an object of compassion and a nightmarish

vision. The same is true of the poem V doroge (7^-),where

the theme of conscience is touched more directly. Here the

nightmares of the sleeping peasants intrude on the poet's

reverie,turning his dream into a feverish vision... Yet this

nightmare is only the reality of the sleeping peasants,a

reality which is impoverished,bare,terrifying:

KTr,eT c cyMoit h 6oc,
HumeTa 3aso^HT rroBecTB:
0 ,MynHTe&HbTH Bonpoci
Hama coBecTb'. . .Hama coBecTb. . .

The same process of identification may be seen inmost of
the other poems which deal explicit&ly with the theme of con¬

science. The last lines of Kulachishka,for example,have a



nightmarish,grotesque quality which is closely connected to

the poet's own sense of shame and responsibility as he is

confronted with the scene:

CKOpMHTB IIOMBIKaHBHM H SjIOOaM
H cepiwe ,H CHJiBi soTJia -
Hto6 flO^B 3a rjia3eTOBhiM rpoSoM,
PopSaTaHjC sohthkom uuia.

In the poem Deti (170),Annensky states that,in a world

where children are tortured (we think of Ivan Karamazov),

repentance (pokayan'e) cannot wipe away sins:

IIOTOMy tpro B HHX XpHCTOC,
BeCB,CO BCGM CBOHM CHHHBeM.

There is no redemption for this sin (typically,Annensky

rejects the idea of a resurrection). But instead of

'returning his ticket',Annensky prefers to state that the only

way of living with any measure of integrity is to confront

the anguish of reality at every moment,that pokoi nash tol'ko

v muke. Mere cognition of one's essdntial loneliness and

isolation is not enough; neither are interrelated emotions

of zhalost' and pokayan'e: in order to be able to face the



world, .with at least some dignity the individual must realise

the depth of his guilt,realise that the nightmare that

surrounds him is of his own making. At every instant man

makes himself anew in the image of Strakh and Uzhas. This

is the meaning of the poem Noya Toska (171)o

Koya Toska is a kind of poetic creed. The poet's immortal¬

ity will be his Anguish - it is this that will live after him,

not his 'love',which in his eyes has simply been a miserable

failure. Ke admires those who can love - they are 'peaceful

even in agony','and there is much to be envied in the gentle¬

ness of women' - but his 'bezlyubaya' Anguish,which becomes

a new emotion in the poem,related to love,but also to hatred,

to aesthetic delight,but also to the sensation of ugliness:

B BeHKe K3 TpOHyTHX, H3 BHHyHHX a3aJIHH
CoSpajiacB rreTB oHa...

persona is sexless,it is 'a pretender,has a smile for

vicious taste': it has murdered its own offspring,

hypocritically prays to a cheapened,vulgarised Christ:

kabaet irejibih nehb ona rrycTbie 3h6kh,
h oSpasoK b yrjxy - cJia^uaifrnHH HHcyc...

this extraordinary vision Annensky pours all the pain,

This

all','a

and yet

Into



all the contradictions,th insults and horror oi the world

around him - and yet it is his wbYld:

\

fl BbmyMaji ee - h see sc OHa BH^eHBe

i'he poet's nedoumen' e is a.lso the nedorazumen' e of the

world outside him,his own suffering and anguish and the

suffering of others are fused in one symbol - Toska.

Anguish - 'Toska - is Annensky's style. And it is this

style that brings about the 'coming together of men'. It

is true that this coming together takes place within a

framework of terror. But it is only through Anguish that

the images of Annensky's poetry - the lilies in glass,the

railway carriages,the watches and clocks,the mud,the funerals,

the corpses (and consequently the whole universe) - are

justified. Anguish is the force that hold A.nnensky's poetic

world together,which gives the imagery and symbolism of

that world a significance beyond the purely personal. Aiinensky's

aesthetic purpose is very different from that of the majority

of the other symbolist poets of his age, either in Europs.^or in

Russia. Unlike them,he seeks neither a private solution

(Mallarrne,Sologub) nor a universal one which is based on a

desire for a metaphysical synthesis (Yeats,Blok,Bely). His

task is an experiential one,and his goal is not an abstract



ideal,not 'le Livre',not God but man. Man for Annensky is

not a poi$t of departure,but a point of arrival,as for

Nietzsche. The word,and more precisely,the poetic word,

is the means by which one may may arrive at integration

with others,and with the physical reality of the world.

From his insomniac and fevered reading of the pages of the

spoken and the v/ritten word,of the communications of a

broken and anguished world,Annensky is able to produce some

shreds of evidence which suggest that man's destiny is not

one of eterbal alienation and descent towards the thing,

but of creativity and integration with others. Annensky

could only conceive of this integration and communion within

a context of terror. But although,for example,the 'Starye

estonki' may be 'neotvyaznye chukhonki:' in a fevered

nightmare,barely recognizable as human beings,they have

their presence in the poetic word: through the poem they

speak to us,communicate with us and with our conscience,

which Annensky equates with consciousness:

"JtoSposeTeJiB.. .Tboio floSpo^eTejiB
Mh ocjieiura BHsaBHH,a bhxsm. ..
noro^h - bot haxonhtcb: netejib,
Tax cJiose^KO npn^yMaeM,cKaseM... "



THE SOCIAL CONTENT OF ANKENSKY'S POETIC I.

1.

In the following study I want to draw attention to a number

of thematic and symbolic areas in Annensky's lyrical poetry

which,when seen as the interrelated elements of a structure,

reveal an important aspect of the poet's imaginary universe.

I am not concerned with making a thematic analysis of the

poems; nor do I intend to extract from them a 'world-view'

or 'philosophy'. Father,! hope to throw some light on

what I consider to be a basic structure or form underlying

the totality of the poems contained in the three published

collections. The critic Jean Rousset has written- that 'there

is no distinguishable form except where we can perceive an

agreement or connection,a line of strength,an obsessive

figure,a web of presences or echoes,a network of convergences',

and calls 'structures those formal constants,those liaisons

which betray a mental universe and which every artist reinvents



(1)
according to his needs1. The 'formal constants' of■Annensky's

'mental universe' are my central preoccupation in what follows.

2.

Let us examine three passages from Annensky's writings. In

each of them the pronoun 'I' has a different connotation and

is used in a different way. The first passage is a stanza of

the poem Kotory? (67). The second is taken from the critical

essay yumor Lermontoya,included in the second Book of Reflections.

The third is an extract from the poem Garmoniya. (166). Here

they are:

1 0 EtapB He;n;ocTyiiHoro CBeTa,
OTert Moero ObiTiiH,
0TKpofi see xotb cep^icy nosTa,
Kcropoe co3,B;aji Tbi h.

2 FocnoT!;a,H He ponaHTHK. fl He Mory,^a bobcs

He xoTeji 6hi yfiTH ot 6e3Ha^;escHOH pa3opeHHOCTH Moero

nonuioro Mxpa. fl BHfleji cosceM, cosceM 6jih3ko Taxne

co6jia3HHTejibHbie SessHbijH noceTKJi - h c BaMK} c BaMH,

rocnofla,He OTroBapbiBaiiTecB ,noscajiy2cTa, - Taxxe co-

0Jia3HHTejiBHbie yrojxKH,HTO 3Bes,n;H h bojihh,xax ohh hh

CBepxaH k hh Mepn;afi?a He scer^a-TO Menn ycnoKoioT.

(l) .J.Rousset: Forme et significationsessai sur ies structures
litteraires de Corneille a Claudel,Corti,1964.



3 A rrre-To taw mstytch cpe^b othh
TaK^e sc s,oe3 c^eTa h HaseaHB^i,
Yi qte-To MOJio^oe 3a mskj5
koh^iaeTCH b Tocice cynjecTBOBaHBe.

Example 1 presents the notion of subjectivity in an abstra

form : va is a noun here. Indeed,the whole poem is a fluct¬

uation between two uses of the pronoun: as a signifier of

the poet himself,and as an abstract concept. ('No ya bez-

uchasten pred neyu' and !V kakuyu volshebnu^u skazku /

Vol'etsya svobodnoe ya). 'Thus there is an alternation

throughout the poem between a generalised,universal I^and

the limited,confined I_ of the poet.- The question posed in

the last two lines of the poem is concerned with this alterna

i've. The general,universal _I is seen to have trans¬

cendental implications,while the isolated,particularised 1

is beset by 'derzost' obmana1 / I saavsheisya mysli pozor'.

In example 2 the first person is used in a different way..

Here va is a nersonal nronoun. The situation of the nassa^e



in the essay is significant. While the immediately

preceding paragraph is lyrical and discursive (Skol'ko

nado bylo imet' una,etc.),the extract in question follows

with an effect of great power,the dramatic rhetorical tone

and syntax contrasting strongly with what has gone before.

'The poet's !_ is injected into the movement of the prose,

gathering around it the objectivity which has preceded its

appearance.. But,what is more:' important,the I of the author

is identified with the somnitel'nye ugolki and soblaznitel' nve
■ ■ i ■ ■ - - ■ ■■ i ... .i. . ■ in'

bezdny of the text: 'Ya ne mogu,da vovse i ne khotel by

uiti ot beznadezhnoi razorbnnosti moego poshlogo mira.1 Just

as in the previous passage,,the poet's _! fluctuates between

an isolated anguish and a sense of shared anguish (I s

var.ii, i s vami, gospoda.....). Annensky add.resses the reader

very dramatically as !gospoda',as if herwere addressing

a speech to an audience,and the abysses and horrors of

existence are treated both as the particular condition of

the poet's own experience and as the condition of all men's

experience. Once again the poet's _I has two aspects: one

solitary:,individual and self-enclosed; the other collective,

generalized ana freely-movihg.

Example 3 uses va both as a pronoun and as a noun. ' ..



This time,however,the process of abstraction has been carried

to a point where va is completely alienated from the poet.

Whereas in the previous two examples the abstract use of

the first person singular implies a generalised,collective

subjectivity,here instead is a consciousness of other

individuals: va is used as a noun in the plural.

It can be seen from these illustrations that for Annensky

the concept of the I is a complex one,involving not only an

individual consciousness which belongs to the poet alone,but

also an intersubjectivity (Takie zh ya). In what follows,

I intend to examine more closely,with the help of numerous

examples,the way in which Annensky' s poetic _I inflects,

according to whether it is situated in isolation or in the

presence of other I_'s. I hope to show that this I is in a

constant state of expansion,reaching out to all phenomena in

order to include them in its context.

3 *

The Isolation and Fragmentation of the I_.

There can be no doubt that loneliness is one of the most

pervasive themes in Annensky's poetry. Again and again we



observe the poet alone in a room,a garden,or a park. His world

is a closed one,an interstice in the surface of reality from

which his subjective consciousness looks out at the cosmic

intensities of nature and death. The walls that surround him

are the walls of his own _!« Boredom stares through the open

windows of his room (V otkrytye okna,68),reflected in the

flashing of colours at twilight. The branches'of the trees

in November are like prison bars,hanging over the windowpane

and obstructing his vision (Hoyabr8,72). Suicide is denied

to him for it requires the _I to break out of its narrow

confines: 'Tol'ko te rnoi,kto volen da udal','says the lilac

gloom (97). It only looks in at the window; the poet must

follow it into the objectivity of nature if he wants to lose

consciousness in it.

The poet's room is filled with reminders of the limitations

that prevent the 1 from breaking out of the confines of personal

experience towards a transcendental Ideal. A clock sways its

pendulum to and fro monotonously,and its tak-to,tak-to is like

the mutterings of a maniac cripple,a horrible reflection of

the poet's broken life (Toska mayatnika,13^0 » Another poem

about a pendulum is Lira chasov (181)« The clock is a torment¬

ing counterpart to the poet's heart,tormenting because while

the pendulum may easily be set back in motion when it stops,

there is no such certainty as far as the 'mechanism' of the



human heart is concerned:

Hag^eTCH Jib pyKa,^To6bi Jinpy
B TeSe Tax se thxo KauHyTb,
H MHpy jSceJiaHHOMy raupy,
Te6e,Moe cep;n;ij;e, BepHyTb?

A similar comparison is made in Budil'nik (108). The flicker

ing of a gas-mantle seems to the poet like the reflection of •

the hopelessness of his own dreams,the dreams which he pours

into his creative work (Baboclika .?aza„ 167). Like those

dreams,the gas-flame seems to tug ceaselessly at the fabric

of realitys,but cannot break free. The pack of cards beneath

the green lampshade (Pod zelenvm abazhurom,90) are condemned

to go on year after year giving their indifferent 'yes' 01-

'no' to the miserable alternatives of the poet's existence.

A wallpaper decorated with flower-patterns contains the

secret of ennui,a secret which becomes clearer ana clearer

to the poet as he lies for weeks 011 end,ill in bed(Toska,

93)- The flickering of a dying candle is the expression

of a passionate desire which is doomed to extinction and

frustration (Syechka gasnet,82).

In the poet's garden the sense of restriction ana isolation

is just as strong. The garden is filled with shapes and faces



from the past,sometimes hideously distorted,as in the poem

Kvadratnye okoshki (12^-). Kox vitae (123) describes the

poet's sense of alienation as he stares at the garden where once

everything was azure,. Reminders of death are everywhere:

KaK Hou.h HanoMHHaeT cMepTB
BceM,,i];aKe BbmBeTinzM noKposoM.

Pered zakatom (75) reflects the damage wrought by life's

experience in the poet's heart:

Die t icy xejiTyxj ra30sa,
Ha rpn^e iiseTOK 3a6biTUH,
Pa3opeHHoro SajiKOHa
0CTOB,3eJieHBI0 yBHTH.

Tonopa oSk^bi 3Jibie,
Bce,^ero ysce ne CTajio...
Hto6bi csprite, CHbi gbuibie

. y3Hasaji,TpeneTajio,. •

Loneliness and isolation are not completely negative in

Annensky's poetic world,however.- On the contrary,solitariness

is necessary to him for the exercise of his art,and it appears

in its most positive aspects in such poems as the ones included

in the cycle hllii (8-t). Here the lilies are symbols of the

moment of creative isolation,fragile and slender,exuding



intoxicating essences from a vase of crystal* Similar symbols

are amethysts (Ametistv 110 and 213)jyellow light shining

through a window (Stansy nochi,l60) ,and misty clouds (Oblaka,

144). Of these,the last two are present in Muchitel'ny

sonet (I25)»which describes prerequisites for the experience

of poetic creation:

Mne Hyscen tajibih CHer no^ scejitk3h0h othh,
Ckbo3B noraoe cTeKJio cBeTHmero ycTajio,
H htoSbi npaxb bojioc tax 6jih3ko ot mehh,
Tax 6jih3ko ot mehh,pa3bhbmhcb,tpenetajiao

mhe Ha^o ,n;biMHHX tyn c noMepxnieH bhcotu. ..

It is significant,however,that this poem ends with a plea

for a kind of experience that art cannot give,an experience

which will involve the whole of the poet's being,his body as

well as his spirit:

0 £aK MHe TOJIBKO MHX, HO B HH3HK, He BO OKe ,
^TOS MOP H. CTaTB OrHGM HJXH CFOpeTB B OTHe I

AndPrelyudiya, ( 138) contains the lines:

Tpesora,a He mbicjib ,pacTeT b 6e3JHO£HOH Mrjie,
H xojio^ho HBeTaM HonaMH b xpyoTajie.

The flowers in crystal thus have an alternative aspect: art

can become something which forces the poet to remain ap^rt



from life,stifling his natural desire for association with

others., Prelyudiya is,in fact,an examination of the

ambiguous situation of the artist in society® On the one

hand,the poet is 'the rival of the Muses',solitary,tormented

and blind to the outside world; on the other,he is a

human being like other beings,living his life like others®

The theme is a familiar one: the dualism of Pushkin's

Poet is here developed and elaborated by Annensky,who

attaches great importance to zabotv suetnogo sveta® Life,

meaning life lived among others,makes poetic ideas come

alive ana burn with great intensity. Nonetheless,in order

to rival the Muses,the poet must withdraw at times from

human intercourse: then he becomes quite another being,

a stranger in the midst of the crowd. His active self quivers

'like a match in the wind protected by a hand'. The

moment of poetic insight is precisely a moment,snatched from

the routine of everyday life with great difficulty. Maksimilian
his'.obituary

Voloshin describes this aspect of Annensky's art in/article

written for Apollon:

BaroH,bok38ji sejie3hoh ^oporH,6oji63hb - Bee

MyqKTejibHbie an?paKTbi scH3HK,Bce BbiHys^eHHbie coctohheh

6e3BOJiHH,HeH36eHCHbie yna^KE ,n;yx:a MKSC^y SByMB nepKonaMH

paSoTH,HeBpacTeHEH ropoflCKoro ^ejiOBeica, 3a^aBJieHHoro

^ejiaMH,KOTopHH na MEHyTy OTpbisaeTca ot HanpHBceHHji



TeKVniero MHpa k uyBCTByet ropecTHyio nycTOTy,K occ
" (1)

Ii;eJIbHOCTB , K pa3 0pBaHH0CTB CBOeH 3KH3HH...

Voloshin stresses the painfulness of the creative moment for

Annensky,and this is surely correct: the 'escape' from the

everyday round brings no release in the sense of happiness -

poetry is only torment and suffering,the tortured lines of

ink on the page,sleeplessness,the fall into the abyss of

neurosis and nightmare,and above all the agony of loneliness.

T

Artifice and Isolation.

Annensky!s landscapes and interiors are highly contrived:

they bear the mark of a cultured intelligence which has

projected itself onto them. 'The galleries and steps of

Prizraki (iV?) aad Oreanda (162),the parks and statues of

Trilistnik v parke (133-13^0 ,the 'precious',Samainesque

cathedral of To ska vozvrata (87),-the violin and bow of

(1) Apollon, ig^O^i^kronika p. Ip®



Smychok i struny (100) — all these bear witness to the

' aestheticising',decorative tendency of Annensky's poetry.

The epigraph to the poem Dekoratsiya (82) reads: 'Na menya

deistvuet tol'ko ta priroda,lcotoraya pokhozha na dekoratsiyu,.1

The manifold artificiality,the stylization which character

izes Annensky's world is not accidental: it is a consequence

of the loneliness and isolation of the poetic I_ that inhabits

it0 Cut off from other human beings,the I_ creates its own

universe from books,statues,illustrations,paintings,decorated

interiors. Thus for example the agony of evocative music

becomes,in the poem Pervy fortep'yanny sonet (77)

KHKra uyAHan, ri;e c Kan# ore cTpaHHi^en
rajIJUOCHHai^HK TaHCTBeHHO CJIKTH. . .

The statues at Tsarskoe Selo are the dumb substitutes for■

living human beings. Their pale forms are the signs of an

imagination that has congealed round the poet,and from which

he feels himself wholly estranged.

5

The Desire to Escape.

There are hints that the isolation of the creator may be



hostile to life. Dal'nie ruki (lii-9)sfor example, ends with the

lines:

Ho 3Hajo.. .^peMOTKO xMenen,
F± Spoiny BOJinieSHyK) hktb,
H MHe SynyT ckhtbchajiMSH,
CjiOBa,Te6a ocicopSHTb.

Many poems speak of a release from this intolerable

situation. Besides the two I have already mentioned (Kuchitel1ny

Sonet and Prelyndiya) there are Toska pripominaniya (120),,

Ametisty (110),Zhelanie (93),Noyabr' (73)»Tol'ko myslei i

slov (213)jto pick out only a few examples.

Toska pripominaniya identifies poetic creation with lone¬

liness and nightmarish labour. The zalitaya chernilom

stranitsa is,of course,both the handwritten sketch of a poem

and the poet's life.. In the stanzas that follow,this idea

is sustained and developed in such a way that the two meanings

constantly overlap and elide. The dark night is both the

anguish of the artist's existence and the real night which

surrounds the poet as he writes until dawn:

H cjikjikcb nosaSbiTbie ctpokh
Jio 3apH B MyTHO-^epHbie naTHa.

He has poured himself into the process of creation,so that

he barely inhabits the world of reality any more: the 'mirage-

like letters' of the Ideal have absorbed him entirely. There

is something alien and inhuman in this activity: such isolation



and darkness are foreign to the poet,and he longs for the

sound of children's voices in the house* Art appears here as

hostile to ordinary human intercourse,locking the artist in

a cell of nightmares and dreams®. The artist is the prisoner

of the Ideal,sacrificing earthly happiness to the agonizing

lure of a mirage®

^n Annensky's poetry a closed space,such as a room or

garden very often denotes the act of creation itself® It is

from closed situations that the poem arises,of necessity,the

only possible release* When Annensky describes,for example,

the desire to be free of the restrictions of everyday life,

he is in fact describing the process of writing a poem.

This is the case in a poem like Royabr1 ,where the imprison¬

ing now is present in the form of the mesh of branches at

the poet's window® Release comes with-the writing of the

poem,described in the sestet:

B TynaHe cojmije,icaK b neBOJie...
CKopeS 6hi caHH, cyMpaK,nojie ,

CjiesHTB KpyxeHBe oSjiaKOB,-

,H.a,ynHBaHCb Ke^HilM CBHCTOM,
B 6e36pes;HOH 3h6kocth CHeroB
CK0JIB3KTB no jmhhhm BOJIHHCTblM. . *

Of course,this kind of juxtaposition reflects the fundament

al ambiguity of the poet's _I. The duality which involves the

gap dividing the Ideal from the Seal acquires,in Annensky's

poetry,a psychological dimension® Poetry,or rather the



writing of poetry,brings with it movement and. .flow,properties

which have the power to fuse the particularised now with a

more general Ideal of shared experience. This is the theme

of the Ametisty poems,especially of Ametisty (110):

h, jikjiobgh h ^poshcb,
Hto5 ysepajio tem cHHHbe,
Hto r^e-TO ecTB He saina cbh3b,
A JiynesapHoe cjiKHHBe...

Sliyan'e ,or fusion,is the only way that the I can break

out of its confines and establish a relation with the totality

of phenomena,become a universal Subjectivity. This ambiguity

is expressed very plainly in the poem Toska mirazha,an account

of a momentary,dreamlike experience in which the Ideal fuses

with the poet's consciousness for a moment in the sound of

troika bells,and then vanishes again:

Ho Tbi-TO 3aneM TaK rjiyOoico
JtBOHinbCH,o cepsije Moe?
H 3Haio - OHa .najieKO,
H ^ybctbyio 6jik30ctb ee.

y^i. bot ohh, CHeSCHbie gblMH,
C hhx rjia3 jj cBecTH He Mory:
Ceiiuac pa3MHHyTBCH Mbl
Ha 6ejiOM,HO MepTBOM cHery.

CeSnac kto-to cam* nan citenHT
H CKOsa pacr^eriKT 6e3 cjiob.



It is clear that the theme of the divided self is closely

linked to that of fusion and flow. The bezunnaya skazka

that whispers through the winter landscape is a part of the

poet's I_,that part of it which is potentially transcendent,

his spirit,his Muse,at all events - Another. Suspended

from him,the fairytale invades his consciousness only

occasionally - and at such times poems are created. We are

familiar with other accounts of such visitations in Annensky'

lyrics. Dvoinik (66) contains the lines:

JIhhb nojiora hoeh HeMOH

IIopOH 0Tpa3HT KOJIbEXaHBe
Moe h spyroe sbixaHBe,
Eoh cep,u;.E;a-h moh h He mok...

Hoi stikh (187) describes the moment of creation in similar

t erms:

fl He 3H£UD, KTO OH, HeS OH, '
3hsjo tojibko ,hto He moh, -
Hohbk) obiji oh MHe HaBefiH,
CojiHHeM SyseT BSHT SOMOH.

The I_ is simultaneously driven outwards in an attempt to

reach the Ideal,to participate in an intersubjective fusion



of consciousness,and held within the confines of the here and
now in the conviction that siich a contact is impossible. Wha

we must now examine is the way in which the split I of the

poet resolves the contradictions that torment it.

o#

The Fragmented Body.

The 'fragmented body' is clearly visible in Annensky's

poetry. Its appearance is linked to the duality of the poet';

I_: as the the _I leaves its hermetic isolation in order to
discover itself as a situation in the world,it begins to

emerge in imagery representing parts of the human body
perceived in separation from one another; the 'split*

character of the isolated 1 is carried over into imagery

that reflects its position in external reality9as opposed to

the .Abstract 'interstice* represented by the garden,the

room and the park. The poet experiences himself now as

Another,as the 'boi serdtsa i moi i ne moi' of Dvoinik.

We see the experience of this Other in its most dramatic

form in the poem Ya na dne (133)- Here the process of

alienation is twofold. The poet sees himself both as



a former unity of Heal and Ideal,represented by the statue

of Andromeda,and as a splinter of that unity - the hand of

the statue in the water:

fl na ;o;He,.h: nenajibKbiH o6jiomok,
Ha;a;o mhoh 3ejieheet BO,u;a.

3u more frequently the poet catches glimpses of the

shattered Ideal in nature,in the guise of a'woman's body.

We never see the whole of this Muse - she is dismembered,

fragmented,lost in the conflicts of growth and the seasons.

She is also the fragmented I of the poet,which dissolves

itself in nature in order to embrace it. Hands,a pair of eyes,

an arm,a mouth - all these interweave with the imagery of

nature so that the _! loses itself in the concrete world. Here

are some examples of this process:

a) Hands.-

0 cecTpbi,o HesHbie .necaTb, _

JI,Be JiacKOBO .npyscHbix ceMbH...

/' JajibHbie bvkh , 1 49 /
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Ho jKsyMpy^aMK 3anHCTXH 3ajiHTaH,
Mean BOJiHyeT #eB MymtTejibHaa CTaa:
KpacTajibHO qncTbie Tax SerneHO rop^bi.

/ IlepBblH (JjOpTeilbaHHblH COHeT,77 /

Ha# pnsoH 5eiroio,KaK yrojib BOJioca,
Pa^aMH CTpOHHblMH HOBOJIbHIipbl lUIHCajIE,
Be3 cjiob KpucTajibHbie cJiHBajiHCb rojioca,
H KacTaKbeTaMK hx najibn,bi noTpacajiH. ..

/ BTOPOH cpopTenbaHHbiS COH8T,92 /

b) Mouth, lips.

ri'e, CKaxcxi MHe,saBaHyTb ycne#H n;BeTbi,
HTO ycTa rtejiOBajia-JiH, JTEOSH.. .

/ Mojiot h hckph,S7 /

H co3By^be K3 Teruna
Fyo,K Kexa,H cHpeneH.

/ BTOpOH My^KTeJIbKblH C0H8T,166 /



Ko ,n;oxHyjix po3bi nJiesa
Ha 3aK0JiKmHe ycTa..«.

/ He Mory etohhtb , He 3hag), 187

H H3 tbohx co6jia3HOB saTaio

He BJiascHbiH SjiecK MajiHHOBbix yjmSoK...

/ 0 neT,He cTas.*. 115 /

c) Eyes.

Ee^ajiBHbie rjiasa,
JIioShjih jib Bbi,npocTKTe jih?

/ Tocxa OTinyMeBmeK rpo3bi,119 /

IlepeSCKTbl jlh TCTKEe npOBOftbl,
Hjib rjia3a MHe rjia^HT HeH36esHbie ...

/ OojiaKa, 1 44 /
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Bot uyTb-tiyTb meBejibHyjiKCb pecHupbi

/ J[eKopan:Kg,82 /

Ona He^BEDKHaj osa HeMaa,
C cjie^aMH cjie3...

/ IIpH3paKH, 141 /

d) Hair.

H ^to5h npn^b bojioc tak 6jih3ko ot mena,
TaK 6jih3KO ot MeHH,pa3BKBniKCb,TpeneTaJia. ..

/ My-qHTeJIBHblH COHeT , 1 25 /

Oh po30BbiS... Bot koch OTnycTH.ua.
b3bhjxhcb h hsjih KOCbl. . .

/ KomK&obi, 112/



C flByMH KKCTHMH cHpeneM Man
B H3BHBaX KOC...

/ IIt>K3paKTI, 143 /

7. Dream and Keality

Most of the poet's encounters with the 'fragmented body'

take place in a curious dreamlike state of mind,between

sleeping and waking (Poluson,polusoznan'e is the description

in Dremotnost1,162)» We may indeed characterise Annensky's

poetry by this very dreamlike quality. But I want now to

analyse the 'dream' - i.e.,the interplay of subjective images

and symbols within the psychological context of the poet's

individuality. It is not a question of abstracting an

overall 'myth' or 'schema' from the totality of the poems:

when discussing Annensky's poetry we find ourselves constantly

brought up against the most fundamental problems of how it is

possible to treat a body of lyrical of poetry as a whole,and

not as a series of separate lyrics. This is because of the

essential psvchologism ox Annensky's poetry.

The poems are the visible nodes of an internal dialogue



between two opposing tendencies. These may be typified as

a) the drive towards total subjactivity,hermeticism and

silence,an anti-literany dii-ection; and b) the drive towards

expression,objectivity and sign - a literary direction. I

have already discussed,with the help of various examples,

the former tendency as it reveals itself in the poems.

Isolation drives the poet in upon himself towards sterile

invention,1 decoration' and a sense of moral inadequacy:

H CTbi^HO CTajio rpe3bi
TyT cepfl.ri;y Moeny.

TyT cTbi£HO CTajio cTpaxy
Ot CKpa^eHHOH iiyHhi...

/ Oilsttb b xopore.178 /

Communion,or at least identification with others,on the

other hand,is nearly always connected to the quest for the

Ideal. The presence of others implies both a sense of

responsibility and a need to communicate.,a need which for

the poet becomes a literary need.

The conflict between these two tendencies is a psychologies

one: it involves a clash between despair - the pull towards

silence and the stultification of all emotions - ana a desire

for life,which is simultaneously a desire for torture. In

my opinion it is the latter tendency that is dominant in



Annensky's poetry.

The struggle is complex and difficult to follow. Our only

means of observing it is to read the poems. But the poems

are only the minimal expression of a profoundly personal

experience. At a time when so much is talked of the literary

function and the text is so often regarded.as the only evidence

worth considering,this statement may sound something ox a,

heresy. All the same,it is important and,I believe,essential

to take into account the particular situation of Annensky,

not only of the text. I have often been puzzled by Annensky's

poetry. On the face of it,we are confronted by a poet writing

within the tradition,formal and aesthetic,of European symbolism..

But we find in Annensky few of the characteristics of the

symbolist outlook. Although Annensky's poetic vocabulary

and syntax have an extreme individuality,there is little

stylistic or structural innovation in his work - many of

the poems are written in technical terms which would have

been quite comprehensible to a contemporary of Pushkin.

We might talk of Annensky's'neo-classicism' - but such a

term implies a conscious striving towards 'classical'

aesthetic norms and values on the part of the poet,and we

find little of this in Annensky's poetry. There is rather,

in the plainness and modesty of the poet's mode of expression,

a conscious rejection of all literary stamps and 'isms',a
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disregard for the excesses and modishness of symbolist

theory. This is not to say that Annensky was not a great

craftsman of the word,or that his poetry is in any way

anachronistic. She traces of poets like Mallarme and

Baudelaire are very strong in his work. It is rather

the situation of Annensky's poerns in Annensky's life that is

the determining factor here. These poems are intensely

existential,that is they are about what it is liketto touch

the fabric of one's own individual experience. They are

diary notes,or at least have the quality of diary notes.

They recount the experience of experience itself - ana are

therefore exclusively psychological. At the same time they

exist as poetry.

be can point to other poets whose work shows a similar

tendency - Baudelaire,for example. But in Baudelaire's

poetry the psychological is only the nightmarish reflection of

a spiritual struggle. Annensky relates the intolerability

of his own experience only in terms of its immediate intolerability,

and never as a hell which exists thanks to the reflected light

of a forbidden Paradise. The I_ of Baudelaire suffers,but

its suffering is cosmic,transcends the purely physical to

become the pure gold of crucified innocence. Annensky's

(



poetic I,on the other hand,is non-transcendent and exists

only in relation to its own experience and the experience

of others. These are the poles of its existence,ana the

poems arejthe visible traces of a movement between them.
The movement is a nightmare,with recognizable images and

repetitions. In the following section I shall try to

describe the structure of the nightmare,and show

how it is related to the concrete experience of the poet.

8.

Fixity,Mobility,Deadness.

The'fragmented body' is only one aspect of the-process by

which the I_ of Annensky's poems situates itself in alienation

from itself,perceives itself in the surrounding world. Another

more complex stage in the process is the one in which the 1

arrives au an image of itself as a complete human form. This

stage involves the poet's relation towards the world of others,

a transition from the narrowly confined dream world of the

poet to the world of social reality,the world of other people.

The transition involves the interplay of what I designate here

as three groups of images,each group relating to a different



area of emotional and psychological experience,, The groups

consist of a) images of fixity; b) images of mobility; c)

'dead' images.

a) Images of fixity. The words tyur1ma,nevolya,plen recur

in different contexts,but always in relation to a fundamental

sense of constriction and helplessness. Thus:

3Ta oxypb 6biJia MHe
Kojibioe jiKEO-TeMHHrteii.

/ Tocxa SeJioro KaMH^1'20 /

B TyMaHs coJiHn;e, KaK b HeBOJie...

/ Hohobb,72 /

ECJIX HOHH TIOpeMHbl H TJiyXH

I CTapbie s ctokkh .216 /

H noHeBOJie cep^y
TaK scyTieo xoeSiy...
3x,pacnaxHyTB 6bi ^Beprty
Jl,a b jiysHyio TiopBMy.

/ Ousts b flopore,178 /



H,rpy6o JimneHHaa: MHpa,
KoToporo ctojibko sc^ajia,
Oiihtb no tiopbme CBoen jiHpa,
j!,posa h nraTaacB 5noniJia»

/ Jlnpa qacoB, 1 81 /

TBoeM TiopBMoii ropameii a oiymeH

/ JlenHKan TiopBMa ,1 15 /

Stone is the enemy of all feeling and association with

others. It embodies the impenetrability of the Ideal and

encloses the poet within it. Sometimes,when'fusion' seems

immanent,as during the act of poetic creation,the opaque

surface may yield for a moment:

CicaxKTe, nto cTajiocB co mhoh?
%o cep^ne TaK xapico 3a5HJiocB?
Kanoe 6e3yMBe bojihoh
CK303B KaMSHB npHBBI^KH IipoSzjIOCB?

But,in general,the stone remains unbroken. It forms the

kamenny meshok that imprisons the poet in Yamby (114). It



appears in the nightmarish vision of St Petersburg as a

symbol of violence and misery:

'iOJlBKO KaMHH H3 MepSJIBIX nyCToiHb
R& c03HaH&e npokjihtok ohk6kh.

/ IleTepSypr, 199 /
Here are some other examples of 'stone' imagery which

speak for themselves:

KaK jikctbh tor^a mh nytkk:
HaM KaMSHB c6.hoh , 03kkb ,

CTajt spyroM,a tojioc jtpyra,
KaK ^eTCKan CKpmnca, cpajiBnuiB.

/ To SbiJio na SajuieH-KocKH, 104 /

Ho Maa SeJioro HoneS
,J;aBH0 . .cspaHHiiH noscejiTeaii...
TenepB a cjiBnny y nocTejin

BepeTeno, - H,xaK py^efi,
3a^;aBJieH KaMHHMH oSsajia,
Oho yn neneT ofipbiBajio...

/ "IIai3KH - 6s.5be jieneTaHBe" .85 /
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H ctohko flOJisceH syS Sojibhoh
IIeperpbi3aTB xohoahbih icaMeHB.

/ Skmhkh nossy ,129 /

B TpatfiapeTe totobom
Oh - y3op Ha nocy^e...
H He see jih paBHO bhm:
KaMHH Tan HJIH JTEOAH?

/TocKa Sejxoro KaMHH,120 /

H ca^t 3arJiox,». k .SBepB Tyxa 3a6KTa...
K cner K£e?o.. h nepHBiH cxjiy3T
Saxojiosex Ha sepicajre rpaHHTa.

/ ^e-pHbifi CHJiy3T,110 /

Sometimes stone is replaced by ice to designate the area

of emotional aridity and sterility which is so important in

Annensky's poetry,* Annensky's 'winter* imagery ,which.
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suggests restraint and the imprisonment of the j[ is reminiscent

of Kallarm4's glvres and glaciers. While Maliarme's winter

landscapes,however,are abstracted from nature,Annensky' s are

a good deal more realistic,although a certain stylization

prevails. Nonetheless,they may be considered as 'mental

landscapes' in the same sense as those of Mallarme. It is

the immobility of' the winter landscape that the poet finds

depressing and reminiscent of the limitations of human

existence:

IIojiioSHji 6h h sHMy,
Sa ooy3a TiDKKa...
Ot Hero xazce &bMy
He ygtk b ogjiaka. ,

/Cser 5126/
Winter consists of hard lines,jagged shapes,dead desires.

It is associated in Annensky's poetic language with words

like zastylost',rezannost1. The frozen rigidity of winter

offends life,stamps on it: the two related poems Nezhivaya

(1J1) and El' moya,elinka (179) express this idea quite

clearly. In the former,rather sentimental poem,the arid

blue of frozen snow and sky torment the tender young sapling:

it has desires and aspirations to live and grow; but the frost

fi-eezes even its tears. The second poem is also about a

tree - this time an old firtre&« It is pointless for the

firtree to lament its lost beauty: the snow is falling



and will cover it like a shroud. This time it is clear

that the poet identifies himself with the tree:

Haw c To6oii,ejiHHKa,
SaSsiTBe noji; CHeroM.

Jlynme 3a5bitbh mh
He Hafi;;eM y^ejia.

The tree and the poet must reconcile themselves to failure

and despair: the desires of their youth remain unfulfilled,

and now oblivion waits:

Tojibko - ne scezaTB 6bi,
Jia en^e - ne iiomhhtb ,

J3,a eme - He syMaTB.

The 'coarseness® of the 'blue paper' mentioned in Nezhivava

is a typical attribute of Annensky's winter landscape. Ofort

(132),for example,likens the blue tops of trees to 'scores

made on brass by strong vodka'.

In Annensky's poetry,the fixity of blue sky and ice is

offset by the 'fluidity' of clouds and water. Toska sinevy

(191) shows this opposition well:

Hto hh ,n;eHB, TenJieit h Kpaine
OceneH npocTop scpiipHbiM
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OcysieKKOH cojiHn;eM nameS:
To jia3ypKoS,TO can^npHOH.

CHHBIO He3CHOK),KaK njiaMH,
Fop^bi cojiHireBH najiaTbi,
h pebhhbo kjioubh BaTBI
JlbHyT k camMpaM oSjiaicaMH.

Ho b03bmk KX,COJIKXie, - ,B;,yiIIHbIX,
Pockoibb kamheg Bee SaHajiBHeM, -
H xony bmcot BOS^yniHbix,
Ho npoxjia^neH k KpncTajiBHeg.

Hjih jrynnie Tynn CH30H,
HyTKO-3bl6KOH, TOHHO BOJIHbl,
CyMHOJIHIjeH , TeMKOpHSOH ,

Cjxe3,KaK cepsqe,THSKO IIOJIHOH.

And in Ledyanava tyar'ma (125) we read:

Ho He sejiax CBH£eTejLHM 6e3M0JiBHHM
Ao nap BecHH cSepeHB cboh chhhh mieH...
Tbi He MenTa,Tbi Sy^eniB tojibko TJien
PaCKOBaHHblH H rpOMOSByHHblM BOJXHaM.

In the next section I shall examine the psychological

and emotional connotations of this type of 'fluid' imagery

within Annensky's aesthetic.



b) •Mobile' Images.

The 'mobile' images are associated. v/ith the release of

emotion,and in particular the attempts made by the poet to

become involved with other human beings. In general,we may

point to a single complex of 'mobile' images connected with

the interaction of heat (usually in the form of fire or

sun) v/ith cold (in the form of snow or ice) ,although other

combinations do occur.

The first thing to note is that the release of emotion

in Annensky's poetry nearly always results in shock and

desj>air. Love,as a means of uniting human beings,appears as

totally inadequate. The negative qualities that Annansky

perceives in love emerge very clearly in the poem S balkona

(86):

IIojiio6KJia cojiHu;e anpejin
MOJio^aH h HexcHan Hsa.
He irposiJia z CsaTan He^ejin,
PacnycTZJiacb Sjie^Ha.q ZBa
B xcapKoz JiacKe coJXHn;a anpejin.



Ho HeflBHKHH - CTapbie KJieHbi:
Kx He rpeeT cojmrte anpejin,
T'OJUBKO HBe flHBHTCH SeJieHOH,
Tojibko inennyT no,B; KeSoM anpejin
OdHaxeHHbie MinHCTbie KJienbi:

"He Ha pa,u;ocTB,o Sjie^nan HBa,
nojiioSHJia Tbi cojiHite anpejin:
Ee3Hs.fleacH0 SOJIBKOB pesHHBO
H coscseT Te6n cojiHue anpeJin,
HTOO flpyrpiM He AOCTajiacB TBI,Hsa. "

J-he flame which at first seems, a source of kindness and'

warmth finally becomes a destructive force,, Lpve destroys

because it means possession by human beings of each other.

Flame appears again in the poems Probuzhdenie (116) and

'Ya dumal,chto serdtse iz karnnya1 (212) , in a similar context.

Both poems centre on the metaphor of the poet's heart as a

burning building. The flames have been ignited by love,and

they destroy the building entirely,leaving only a charred ana

smoking ruih. Probuzhdenie ends with a declaration by the

poet that he will never again allow such a disaster to befall

him; yet in 'Ya dumalthinking that there is nothing left
in his heart to burn,he gives himself half-heartedly to

an emotional involvement with another - immediately the

fire starts again,he extinguishes the harmful emotions,and

the smoke rises once more,choking and stifling him.



The -poems we have examined so far depict the outcome of

the emotions connected with love. But many of Annensky's

lyrics do not treat the theme in this relatively direct

fashion,but rather allude to it,using the 'soft-hard'

mythology which is the subject of this study. The most

common variant of this interaction between hard and soft

is the description of the thaw in spring. That the thaw is

closely connected to ^emotional experience of one kind or

another may be seen from poems like V marte (100) where the

swollen and renewed earth showing black beneath the last

shreds of snow is a sad reminder to the two lovers of the

impenaanence of.their relationship,or V&5ennii romans (16^)

which ends with the lines:

1epe3 npHTBopeHHyio ^seps
Tbi cepflEte mejiecTOM TpeBOsnnib. ..
Ein,e He jhoSkihb th,ho sept: .

He hojiioShtb y&e He Moscemib...

The association of the thaw with emotional release is

brought out much more strongly in the poems Verbnava

r.edelya (103) , L edyanaya t ynr' ma (l25),and Doch' Iaira

(127).



i) Verbnaya Hedelya.

The surrealistic imagery of the poem gives it an intensity

of feeling which is quite extraordinary. The important words

in thejfirst stanza are v zh'dlty sumrak mgrtvorco aprelya. The
advent of spring is seen as a kind of death,from which there

can be no escape. The funeral bells,the Lazaruses forgotten

in black pits indicate an air of heavy finality. In the

image of the melting ice-floe there is a suggestion of a

fading life; this suggestion is borne out by the last three

lines of theppoem:

H 3a ECeX,UBH &H3HB HeB0 3BpaTXMa,
EL/ihjih scapKHe cjie3bi no BepSe
iia pyMBHbie meicx xepyBHMa.

The flood of emotion here is very closely connected with,

death - the zharkie sl§zy mourn the melting ice.

ii) Ledyanaya tyur'tna

In this poem Annensky describes his reaction to the sight



of prematurely melted ice. The hole in the ice is described

as 'the dream of a spring that was once blue',and the dream

is walled round by 'a prison of ice1. The poet is clearly

expressing his own personal feelings in terms- of highly

original nature imagery: the moment of melting is equated

with a moment of intensely felt emotion,a gleam of sunlight

or 'dream of spring' in the 'winter' of the poet's own life:

KcTOMJiena cbspkelhhsm KanpacHbiM,
H iuiaueniB tli, k pseniBCH Tpenema,
Ho hjih ny^ec b aumy nojiy^hh KpacHOM
y cojiHi;a HeT nooexHoro Jiyua.

Thus the very idea of spring is equated with suffering. The

ice weeps and breaks,but spring is far away,and the red winter

sun cannot perform the miracle of a' thaw. The melted ice

remembers another sun,other flowers,belonging to a spring

that has passed and is not yet there again,and knows that it

must freeze once more 1na serdtse bol'nogo' - here again

suffering is implied. And finally,even when spring does come,

there will only be more suffering,the dream will be transformed

into a nightmare of vsesozhzhen'e :

Th ne MeHTa,th SyseniB tojibko TJien
PaCKOBaHHHM H rp0M03ByHHBIM BOJIHaM.



The implication is that any release of the poet's feelings

however much desired will only result in a pathological flood

of destruction,a tormenting disintegration of his own

personality. The 'prison of ice' is beautiful - it is

nonetheless a barrier to feeling,it represents the 'heat in

cold' of the maenad-visions which are aesthetically satisfying

but emotionally arid. And yet,although this barrier can be

surmounted,its destruction resultsnin the ghastly heavings

of an ugly,insurgent nature.

Jit) Soch' Ie.ira

«

The destructiveness of emotion is the theme of this poem

as well,and once again the subject is the tumult, of nature

in spring. Death is present once again:

Tojibko mhe b nacxajibHOM rnme

CMepTH CJIbIIIIHTC.fi npH3bIB.

This statement,in this context,is clearly related to

similar idea.s expressed in poems like Verbnaya nedelya

and Chernaya vesna . An emotional barrier has to be



. Be#b no# cneroM cep#n,e Shjiocb,
tam thhyjiacb shskk hhtb:
Tbi ajiMa3Hyio sacTbuiocTB
Ha#o Shjio pa36y#ktb. ..

But the coming ox the thaw is violent and coarse: the

resurrection of nature which it brings is ugly and repellent

to the poet,because it stirs old desires in him and yet dwarfs

those desires into insignificance by the primordial strength

ox its upheavals The resurrection of this monster has nothing

in com:.on with the resurrection of the Christian mythology;

and Christ raised men from from the dead gently,with compassion

He mhrnyji iShthjib ropxnuhh,
He 3asb:0HJi BeTep TKaHB...
no#oineji cnacxtejib k cname8
H CKasaji efi thxo: "BcTaHB".

Other poems show the 'melting' process in other contexts.

The poem To i eto (l13),for example,shows the association

between emotional release and self-annihilation: here the

setting is the old symbol of the impenetrability of an

emotional block. There is a mysterious connection between

night/stone and death,on the one hand,and between melting

ice and nightmare on the other. As long as the ice melts,
v



sending its 'fantastic flight of flames' over the poet's

body3there will be only the agony of fever and nightmare.

But if the stone of the night dissolves,an overwhelming floo

of feeling will be unleashed,the result of which will be

the destruction of the noet's I.

c) 'Bead'Images.

The release of emotion,connected with images of melting

and flux,leads to the symbolic and immanent appearance of

death. It is at this point that the poet's consciousness

awakens to an apprehension of the fathomless materiality of

his existence.: One of the poems in which this association o

emotional freedom with death is seen very clearly is Botory?

which we have already discussed in another context. The poe

describes the release he gains from earthly considerations

during a sleepless night:

OTKHKyB flOKytiHys) Macxy,
He u:yBCT3yn y3 6biTH.fi,
B Kaxyro BOJimeSHyio cica3Ky
BOJIbeTCH CBoSo^Hoe Hi



His I is free- he is the master of his own existence,and

he feels himself elevated above other men,he is immortal,

a god. But this glimpse of a superhuman existence is only

a glimpse: for a moment the Bight speaks to him ana burns

1ognem nezdeshnei muchitel'noi strasti'; but then he

becomes too aware of the gap that separates' his physical

self from this aethereal,spiritual reality:

h xlbhkhh ot IipH3paKOB B30p
MHTaeT TaM flep30CTB oSMaHa
h c.nabinehca mhcjih no3op.

The poem ends with a question. The poet asks his Muse

which is his true nature? As a poet,is he really im.-ortai,

does the tormenting black fire of passion burn in him too?

Or is he simply like other men,limited,guilty,and condemned

to death?

The answer to the question is never given (...'nas nikto

i nikogda ne primirit i ne rassu&it: Ma pcroge,68 ) ,but

throughout Annensky's poetry there is a sense that the Heal

has triumphed over the Ideal,that the poet is doomed to

spend his life languishing in agony for the desired



spirituality,and await a horrible and inevitable death like

the one described in U roba (66). Poems like this,and

Dvoinik (66),Ballada (ll6j,Pered panikhidoi (117) all

suggest that,although it may be hard to accept,the end

of life is simply the return to an unbroken 'thingness' -

presented in these poems in the form of a corpse,or a human

body. This 'thingness' is not only apparent in the portrayal

of death,however. The mud and dirt of Kartinka (136),

Ch&maya vesna (lAp) ,Staraya usad'ba (136) and other poems,

the meatless bones,stubbed-out cigars,frozen laughter of

Tam (77) and Traktir zhizni (76),the green pandles,yellow

water and black tunnels of Kievskie peshchery (113) - all these

are images of death in life,and ail of them are filled with

a sense of a futility and ugliness.

There arises the question of whether, the poet should

spend any emotion or feeling on this repellent'rebus'.

Sometimes it seems that it may be merely a cardboard farce,

a world-of paper and paste,as in Trilistnik bumazhny;. (131-

132),or an inane carnival (Trilistnik balaganny,140-1^2).

In the poem Koya to ska (1-71) ,Annensky calls his Muse

bezljjubaya (line 11),and this is significant for his poetry

as a whole. There is very little play on the feelings

associated with love in Annensky's poetry,as if the poet

were afraid that any emotional outburst of such a nature



might destroy him entirely. . The dangers of emotional contact

with others are so great,the risks of becoming involved with

others so monstrous that eventually the poet arrives at a

vision of the other as something lifeless,a doll without

emotions,speech,movement. This we have seen in Kvadratnye

okoshki:

Tax CTpacTHO He pa3ra,naHa,
B uia^pe SHBOH,KaK flbiM,
Oi-ia na BOJiHax jia&aHa

Ha^ KyKOJieM TBOHM.

The bow and the violin find themselves dead and lifeless

after a night of torment and passion:

Ho ^ejioseK He noracKJi

JXo yrpa cseu... K CTpyHH nejin...
JIhieb cojiHQe hx Hanmo 603 chji
Ha uepHOM SapxaTe nocTejiH«

/ CMblUOK H CT13VHfcI, 100 /
The poem Decrescendo (200) indicates the gradual dying-

av/ay of a storm over the waves - the sonorous a's,^' s and

_o1 s of the first stanza,and the frenzied I's.^s's and z's

ox the second pass into the softer intonations of the

third and fourth,to be brought to an abrupt halt by the

sharp and staccato velars of -he last:

E bot uyTB nJiemeT ,Kpy>za ocavoK,
A rues hcchk...

IlecoK Tax mhfok,npHnex Tax rjia^ox:
ITxecHH - H'jixrl

An emotional parallel to the storm and its aftermath

is clearly implied,,



The violent love-scene described in Koshmary (112) ends

in a premonition of death,the association with Turgenev's

Klara Milich making this doubly clear.

Thus all release of emotion merely succeeds in restoring

the original 'immobility' and detested block,the stone,the

darkness,the dead. The poetic dream has changed to a night¬

mare under intolerable pressures from a world which is

material,violent and ugly,a world that wears hobnailed

boots (sapozhishchi zhizni) with which to crush the individual's

aspirations. But there is an alternative.

The poem "To bylo na Vallen-Koski (10A) describes one of

the situations mentioned in the previous section,a situation

where the poet is becoming aware of the possibility that

life is nothing but a puppet-play,the actors in the play

dolls. T'ke scene is a dismal Finnish tourist resort on

a rainy morning. A group of tourists,the poet among them,

is being conducted,unwillingly,and with the sleep of a cold,

damp night still in their eyes,on a tour of a waterfall -

one of the local beauty-spots. On a morning like this,



the place is anything but .tiful and,to amuse the bored

tour.' c,the guides have t m a lifesize doll into the

'./ater. The doll is carr' towards the brink of the waterfall

oy the current and just he moment when it seems to be

about to fall over into abyss,the guides lift it out

of the water and put it down on the rocks. This 'comedy'

is repeated again and again,and during these repetitions'

the poet begins to reflect on the scene. His reflections

are contained in the last three stanzas of the poem:

BbisaeT TaKoe He6o,
TaKan k/rpa jiy^eS,
4to cepjTiiy o6n£a KyicjiBi
06v.p,bi csoeM xcajiueK.

Kaic jlhct&h toraa mm ^ytkh:
Hax kamenb ce^oii,oskb-
CTaji spyroM,a rojioc ^pyra,
KaK seTCKan cKpnnKa,<|>ajibiiiHB.

H b cep;o;ii,e coshahbe rjiyooKO,
4.to c hem poshjich tojxbko ctpox,
4to b MKpe OHO o^HHOKO,
KaK CTapan KyKJia b BOJinax.

These lines seem very remarkable to me. Let us forget

for a moment about the 'allegorical' meaning of the poem

and concentrate on its central image. There is an ambiguity

here,reflected in Annensky's attitude towards the scene,an
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ambiguity that seems to lie at the very heart of his poetry.

It expresses itself primarily in the lines Chto serdtsu

obida kukly / Obidy svoei zhalchei. What has happened here

is something; quite complex. The poet says that he feels

more compassion for the doll than he does for himself. At

first sight this would appear to be an example of the poet's

sense of alienation and of the thingness of the world around

him. We associate the doll with the stone in r'osha zhizni

(181),for which the poet feels the same kind of compassion.

And indeed,significantly,the stone appears in To bylo:

the grey rock seems .to come alive,it is his friend,because it

corresponds to his own feelings of stultification and deadness.

But this 'friend' is deceitful: its voice,like the voice of

a child's fiddle,is hollow and meaningless. And this is

where Annensky goes beyond the kind of 'futile' compassion

expressed in the context of poerns like hosha zhizni: the

last stanza,instead of containing the usual transtion from

compassion into 'stone',or unfeeling,breaks into a frantic

outpouring of emotion in the dramatic last stanzas. F'ar

from identifying himself with something totally dead and

thing-like,the poet finds himself in the doll,himself in

his physical aspect,suffering and fated to suffer until he

dies. The doll is his own body which he can at last observe



from outside,and with, which he can have an emotional

relationship. He has recognised himself in another,

although that other,in this poem at least,is only barely

recognizable as being fashioned in the likeness of a human

being.

But there are other poems in which Annensky goes even

further than this. t'o bvlo expresses only the realisation

that the image of the human being is possible for the poet,

that he is not condemned to be eternally isolated from it.

In this poem he is aware of his own isolation,but he has

given it a form which is not hostile,not a stone or a wall,

but a likeness of himself. Uhe' poem Opyat' v doroge (17S),

on the other hand,describes a process in which the poet

breaks out of his prison into an awareness not only of another

but of others. 'The poet is taking a solitary walk by moonlig

Above him the moon is like a copper shield,veiled by the night

mist. The moon is a prison,and it corresponds very closely

to the poet's own feelings of isolation and sterility:

H noKesoJie cepfliiy
Tape xyTKO MoeMy...
3x,pacnaxHyTB 6u ^Bepny
£a b JiyHHyio TiopbMy I

In the presence of the lunar prison,he becomes more and
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more disturbed by

sinister and ominous,and

misty air:

tiie niyht seems

stranye shapes float in the

nis own fantasies:

Ho BeTr&MHHOH py6axe
Tockjihbo OpO^HT TeHb,
H HapacTaioT crpaxn,
Kan Tyux b scapKHH ^eKB.

And then,suddenly,voices intrude on his poetic dream:

- 3H,^HAa,noscHBeeI"
JXa uejioBeK KfleT...

'fhe voices belong; to peasants,who have seen their barin

walking by himself on this cold nigivt,and whose attitude

towards the scene is one of bewilderment and amusement:

Bes manKH,6e3 jianTHmeK,
jihito-to b kyxauok,
M. 6yn.to K3 napHHmeic... "
- "HTO 3TO - Aypa^OK?"

"Tax tohko,oh - EypamH&m:...
Kyua BeflB 3a6paJic.fi,
TaKOH y Hac 6eccTpaniHbiH
Oh, 6apHH, 3a^ajicfl.

SaOPOB xo^htb. Moposbi,
A HHHOHeM &xy..."



Immediately,the dream is shattered,and the poet feels

only a sense of shame and embarassment for his private reverie

aeal life has broken in,in the form of other human beings,

and the moonscape is no longer deserted. The last-stanza brin

the point out:

Kai-c shatb?. . Jlyna bhcoko
Bsomjia - tsk xopoma,
Bbuia He oflHHCKa

TenepB moh ^ynia...

Thus another possibility is realised. Certainly the night¬

mare is shattered,and•reality has broken in. But it is not

a dead,insensate reality. Bather,the poet is brought to

realise that reality can consist of other people,other

subjects like himself,as well as- of objects,that he may not

be unique in the[world. Other poems show similar experiences,

where the poet's narrow cell opens out onto the world,

conceived in the image of other human beings. Starye estonki,

the miners in Iyul' 2 , the peasants of V doroge (7^)jthe towns-
i

people of Hervy (l63),the peasant songs in Pesni s dekoratsiei

(203),the amazonka in Kartinka (l36),the kulachishka - all

this is surely evidence of an element in Annensky's poetry

which.,rather than being something peripheral,is at the very

centre of the poet's aesthetic. To talk of 'social conscience'

in connection with this element might be misleading. I would



prefer to talk of the 'social content' of Annensky ,'s poetic

I_. 'The poems are there,and I have tried to show something

of the extremely complex process that leads Annensky to adop

this position of compassion and 'even indignation towards

the sufferings of others,, His disgust at the world,a

disgust we have seen expressed in many poems,his anxiety,

his terror of death - in these poems,all this becomes

something trans-individual,a recognition of others,a

feeling for them,since without them there will remain

only nothingness and death.



The White Ecstasy: A STUDY IN ANNANSKY'S AESTHETICS

The generally-received view of Annensky's poetry is that

it occupies a special position in the history of Russian

poetry,and of Russian literature in general. Yet no-one,

to my knowledge,has attempted to explain the aesthetic

ana literary-historical implications of this 'special

position' which seems to accompany the poet's name whenever

that name■is mentioned. No-one,that is,except Annensky

himself. I intend to devote this chapter to a search for

Annensky's justification of his own art,and of his own

poetic experience.

Russian literature,from its beginnings in the folk tale

and In the cultural upheaval of Peter the Great's time until

the present day has presented to the world a face of profound

ambiguity. On the one hand,we' may read this literature as

a historical and social document; on the other,as an ex¬

pression of literature as art. One might even say that we

have no choice,that we must accept both readings together,since

both are interdependent. In Russia,to write has generally

meant to commit oneself to a social action of one kind or



another,to set oneself for or against the forces of reaction.

Let Annensky,the subject of this inquiry,speak about that

dilemma which, has traditionally faced the Russian writer,as

it is difficult for a westerner to describe a region where

historical fact and aesthetic sensibility have become so dark¬

ly and inextricably fused. My quotations (they are lengthy,

and necessarily so) are taken from Annensky's article A.N.

Haikov i pe.dagogicheskoe znachenie ego poezii,published in

Ausskaya shkola,1696,February,pp. 40-6l,March,pp. 53-5$.

On page 53 of the second part of this article,Annensky

. considers the question of the Russian aesthetic sensibility

in literature,especially poetry. He writes:

Mbi Majio irehhm a~DTactmueckvpo cTopony picKyccTBa BOo6n;e,
a B HaCTHOCTH K 1103 3KH , K3.K CaMOMJ KHTSJIJISKTyaJIBHOMy H3
HCKyccTB, iiohth hhkor^a se npHMennJiH scTeTHWCKHX KpH—
TepHeB. ysce o^sa cTpaHHaa cpopMyjia "HCKyccTBo A-ji-a
KCKyccTBa", ctojib nacto nostopaemaa pi ctojib noseflohocko
ocnapnBaeMaa,noKa3biBaeT,KaK oahoctopohhh Hanrn oTHomeHM
k H03 3HH« A 3 TOT IIOJieMHWeCKHH ilblji b IlyniKHHCKOH ,,liepHH"
e b "IloTOKe-SoraTbipe" ajiekcea 'l'ojiCToroi
n no3BOJiio ceoe yKasaTB 3h;ecB sa rbs. KpynHbix xylosectb-

eEHbix aBTopxTeTaslii.ocTO0BCKoro h JiBBa Tojicto:to,b ex ot-
HOmeHHHX k apTECTH3My. JoCnOMHHTB 3 "Becax" ^OCTOeBCKOrO
sjioe mapK ha i'ypreHeBa h o.aho hs naaSoJiee apTHCTHPecKHX
ero co3flaHHH,B Bx^e nosTa KapaM3EH0Ba h ero " Merci".
JI.H. Tojictoh b tojibko-eto hsflahkom hawajie csoero co-
HEHeHHH "HtO TAKOe ECKyCCTBO?" COBepdeHHO OecrteHHBaeT,
noBEj;HMOMy,apTECTE^ecK^no CTopony EcxyccTsa...

Cn -uage-5^Annensky- considers the fate of the Russian novel:



OopaTHMCH-JiH k pyccKKM poMaHaM, se3,n;e 3cTeTKKa
0Ka3biBaeTCH na kx CTpaHnpax hojiobokom jiHinHHMjSec-
chjibhhm, OTOpBaHHblH ot ho^Bbl, heposkc £ejiahcb npk 3 tom 00-
oktom kmopa h sasce caTKpbio

As examples,Annensky cites Verkhovensky and Raisky. Abou^
Russian poets he has the following to say:

HhKTO He Oy^eT CHOpHTB# «, »HTO K CTHXOTBOpKaH n033Hi±
hkcto apTxcTHHecKoro xapaKTepa He hmeet j sac rjiySoKxx
kophegjh hto ee jhoSht tojibko hemhorne0 ahakpeohth3m
npHBHBaji naM nyHKHH,k oh Bce-Tai<H y Hac He uphbhjich;
He npKBHJiaoB H H£HJiJiHH,a MaHK03,©eTsAjieKceg TOJICTOH He
MorjiK cp;ejiaTBCH he tojibko "BJiacTHTejiHMH Hamnx ,u;yi3%h0
^as-ce bpemekhhmh jnoshmiiamn hhtaioineh pyccicofi: rryf>jihkk0
OcoSeHHo rpycTHyio cysBSy HMeji b stom oTHonieHKH hokohhbih
©eT j h6COMHeHHO HCKyCHeSlHHH H3 HaMHX HOSTOB HOCJie IIyniKIIHa0

Annensky sees two causes of the weakness of the Russian

aesthetic sensibility:

3 nepBOH / nphhkhe / 0Tpa3KJiacB Hama pasosniehhoctb c
phmom, HaCJieflHHKOM BCeS 3 ctsth^eCKOH h CnepHSJIBHO h03 th—
■qecKofi tpajihbhkjh hckohhaa cbhsb nana c bksahtheiijr^e
6hjio Majio ho3Tob» STopaji 3akji;o-qajiagb b tom ocoSeHKOM,
0jiyshjio-,i!;hxaktkreck0m xapaKTepe jkotopbifi yctahobhjich c
nanieg nossneH nanHHan c neTpoBcia-ix npeo6pa30BaHHH„

In Annensky's view,the influence of Horace,which was strong

in the west,enabling poets to contemplate the surrounding reality

from a purely aesthetic (or 'artisticas Annensky expresses it)

^standpoint,was almost non-existent in Russia# By the beginning

of the nineteenth century,Russian satire was already laughing to



scorn the inheritance of the Horatian sensibility - classicism:

Ecxx na poMaHCKOM sana^e 3aKBacKa iixpHnecKOx n033xx a;ana
ropan;HeMj,TO HTO-ice xescxT 3 ocHOBe namero TBopnecTBa? C
nero HanajiacB Hasa JiXTepaTypa,Hax6oJiee xyTicax x HepBHan
ee BeTBB - no33HH?
Bx3aHTxn saxa san nosecTB,anOKpacSHHecKyio xereHsy x npo-
noBejrBj - xxTepaTypy,6eci[BeTH0 pxTopxne CKyio no cthjuo , xacTO
ciiMBOJiEHecKyio no cjbopxe,x Hepe,n;KO cTOXB-sce mxcthhocKy© no
GO^repnaHHio x acKeTHxecKyio no ,xyxy„ H 3to Hacxe^xe ck^kt
b Kac ne Kenee npoHKO,xeM pxMCKxe xxpxicx,c kx H3.smHbiM
3HKKypeK3M0M b napo^ax poMancKoro 3ana;n;a»
Mhctxxksm, saKpbiBaBcieH ot xioflex coxHxe x cTxpaBnex Kpacfcx,

6bix HeyxojiHM no othoidshxio k Hamex nossxx: b ero nepHbiH
ciiHOflHK sanncaHbi xyxmxe pyccxxe XMeHa: &yKOBCKXX,roroxex,
Toxctbix x JTocToeBCKHX - oh sanocxx cBOio Txxexyio pyxy xasee
na# roxosox IlyniKHHa,ho 6mx npe^ynpeatfleH xyxex flaHTeca# /55-
56/

Even more importantly, BeiHKHE IleTp cxexax nany nxcBMeHHOCTB
opyxxex cBoex rrpeoSpasoBaTexBHOx ^exTexBHOCTx: yqeSnxK,

nponoBe^ByCJiyKnnaH caTxpa oTMehxxx nepByio noxoBXHy npomxoro
sexa: bo. BTopox k hum npxcoe^KHHeTcx noxsaxBHax oga.,
I-UIaKTXH8CKaH SaCHH X CjlVBHJiag-se KOMe^HH. II0# CXOBOM CXYXXXaH
x pasyi-ieio 3;n;ecB He rpySo o&xrjxaxBHyro TeH£eKr,xo3HOCTB ,a 3006130
tot bhj rpan^aHCKOH xxTspaTypti,kotophx xoxbxxch y sac ojho-
Bpexehho c r-psxciraHCKOK asSyxofi x kotophx scxseT x passKBaeTCx
flocexe sBepxbix cboxm Tpaj^xxxxM,sasomaHHtiM exy en;e HeTpox:
cxyseHXE) cbosx sexxe x xocTynaTexBnoxy SBKxeHico" / 56 /

I have quoted from this article at some length,and shall

quote from others just as extensively# In this case my reasons

for reproducing such large extracts from Annensky's text are

threefold: the text itself is relatively inaccessible; I believe

it is only rarely possible to paraphrase Annensky's thoughts,so

deeply are they embedded in the material of the Russian word; I

can think of no more concise and penetrating analysis of the

peculiar quality of Russian literature,and of Annensky's situation

in that literature#



From what I have quoted it is evident that Annensky®s attitude

towards the development and history of Russian poetry is a

deeply critical onec In fact,the poet experienced this attitude

as a personal and aesthe tfcic crisis,which is present in all his

creative work* Annensky was not only professionally and intimatel

involved with the literatures of classical Greece and Rome; hd

was also thoroughly acquainted with the 'artistic® heritage of

the ronanskli sataclp His translations alone indicate his

preoccupations* Not only Horace and Euripides are present in

his anthology, but also Goethe,Heine,Longfellow,Baudelaire,Rimbaud,

Leconte de Lisle,Verlaine,Mallarrae,Francis Jamnes,among others0

xn Handel'shtam's words opkrhkajibhehmeh XBaTKOH oh kofthji

nynoe, h e^e b B03Ayxe,Ha SojibmoH BbicoTe, HajMeHHO BbinycKaJi

K3 K.orTefi ;c;o6biHy,ho3bojihh ea ynacTB caMOH. K open ero

no33KH,KorTHBinex EBpxnima,Majuiapwe ,JIeKOHT-1n,e-JlHJiH, HHuero
ne nphhochji naM b cbokx jianax,KpoMe ropcTH cyxrcx rpas. ^

Annensky found himself caught in the trap of a historical

momenta One door of the trap was the materialist2'nihilistic8 and

literary movement of the radical nineteenth century intelligentsia,

a movement which,as Annensky points out,left no writer unscathed*

The other was the shadow of mysticism,just as greedily utilitarian

as its counterpart and origin*,- In between these snares lay -

the aesthetic perception of reality,the perception of reality as

human identity,a perception which could not hope to survive tWe.

1) 0o Handel®shtam: op* cit0,vol0 2,p0 29^*



clash of .two pei'fectly-fitting and sabre-toothed doors,a perception

of which. Annensky is perhaps the only great master in the whole

of Russian literature,notwithstanding the examples,put forward

.by Annensky himself,of Pushkin and Feto

To see this more clearly,we must examine Annensky!s attitude

towards what must have seemed to him at first as a great hope,

and which subsequently turned to ashes before his eyes: the

literary and poetic phenomenon known as Russian Symbolism,, In

a sense,it was a historical coincidence that brought Annensky

face to face with a movement which appeared on the surface to

echo many of his own poetic ideals,but which as a movement was

ultimately to prove yet another stage in the development of

sluzhilaya literatura. Annensky would have written the poems

he did whether symbolism in its Russian form had existed or

not o

It must have been with interest and also a certain amount ox

amusement that Annensky observed the first upsurge of Russian

decadentism in the early For here were poets,some of

whom,like Br.ynsov, were only half his age,writing a poetry in a

style and manner studiously imitated from the very western models

which by this time had for Annensky become the only contemporary

poetic models adequate to the age: the poetic works of Baudelaire,

Verlaine,Rimbaud and MallarmS. The desire to shock which came

clothed in these borrowed garments must have seemed slightly comic

to a poet who had had first-hand experience of 'the real thing'

at a time in Russia when,as Mandel'shtam writes, xpaneJlH



SblTOBmHKH. . . MCJIOTTOH CTV^eHT BHHeCJiaB I-iBaHOBHH HBaHOB

oSynajicH y Moisena k nncajx no JiaTbiHK MOHorpa$mo o pkhckhx
1)

najiorax. y Nevertheless,he was aware of a new group of

Russian poets aflame with the seal of the newly discovered

French decadence,a seal which drove them to reject the concept

of reality for an imagined Ideal,an unreal Beauty.- Or rather,

he was aware of individual,gifted poets,but soon realised that

the influence of tfee decadence was bound sooner or later to

weaken and be replaced by a mysticism closer to the traditions

of 'byzantine' Russian

That mysticism repelled him. Refusing as late as 1909 s-ii

invitation from Bogdanovich to attend one of the Literaturnoe

ebshchestvo evenings,at which the writer Stoipner was to read

a paper about Dostoievsky,he wrote in reply:
B33eCKB COfijiaSK BK^eTB Te6p. H J^OBOJIBCTBHe norOBOpKTb erse,

M0>ze? 6bITB,C He CKOJIBKKMH HHTepeCHblMH JIIO^BMil, C O^HOH CTOpOHbl,
h nepcneKTKBy Benepa,r^e aoctoesckhh 6hji 6bi jikiub hobo^om rjih
napTHHHbix nepe6panoK h nHKKpoBOK %a. rjik blitbh na JiyHy sce-
bo3mojKhbix nepesKOBCKHx h Me^ejiHHCKHX nysejxen,a penxji see see,
hto He HMeso npasa othhmatb Benep ot saHHTKH, 0,neT hiikekkx
coMHeHHH,hto ecjiH 6bi npeTTCTOHJi pasrosop o FocToeBCKOM,h 6bi
npnexaji sepoaTHO, CTajr 6bi Tosce fobopktb. Ho hto CTonnHepy
JIOCTOeBCKHH? HjIK MaKOTKHy? HJIK BjIOKy? JIjih HEX 3t0 He TO,
hto flJiH nac - ne BbicoKan npo6jieMa,He nejibiM kctohhkk Mbicjien
x saraTroK,a jieeb 3KaMH,^axce Menee, - opncbJiaMi-ia, - e sto enje
b jiynmeM cjiynae, - a to k&k k npHMO—TaKH veTajiB b co6cTBeHHQ
CTBajjaiiHX,b tom,hto H,bh noHHMaeTe ,fl... ITojikthkob see se
heji63h He ysasaTB. 3to jho^h mmcjie,jiojh otejishshhocth » Ohe
oesxepKo sbine MepeKKOBCKHx ysce no o^HOMy T0xy,uT0 y hex,y
MepeKKOBCKHX, OTBJieneHHOCTH-TO K KeT,ht0 y hex TOJIBKO HHCTKHK
ja caMOBjno6jieHHocTB npoKJiHTaa,kto y hex' He mlicjib,a sonoToe
KOJiBpo Ha rajicTyke. / HFAJ1H /

MandeScJ shtam,op.. cit..,p» 295®
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Yet in spite of all this,the works of poets like Bely,Blok,

Soiogu'o and Ivanov were appreciated by Annensky outside all

the internecine feuds as poetry*. In his long articles Onl

and Onye,published in Apolion in 1909,and in his unpublished

and unfinished essay Poeticheskie foray sovrernennoi chuvstvitel8hosti

(TSGALI) he tried to characterise the poets of the Silver Age

from a purely aesthetic standpoint. He removed the mystique

surrounding the term symbolism:

CXXBOJIHSM, 3 TO - HaHMeHO3S.HK8 HeMHOXKO HeflCHOe, Ssy-
CXblCJieHKOCTB 3 K6M 0CTB KaKaK-TO „ . .

B 1X03 TZKe CKXBQJI oOblKHOBOHHO XIpOTHBOnOJiarai-OT o6va3:7.
HooTH^ecKKH 0008.3 BbipasceKKe xotb e ;a;aBKee,HO nojioxcHTejibKo

y^ani-joe. OHO 3acTa3JiKeT npe^nojiaraTB cymecTBOBaHKe HO3 3KK
He TOJIBKO BHe pKTMa,HO H BHe CJI03a,n0T0Xy HTO B CJXOBaX He
MOseT 6htb oSoasa h BooSnie Hunero o6pa30BaHKoro.

Cjicsa 0TKpbiTH?np03paHHbi; cjiosa He tojibko Texyryho h
cseTHTCH. B cjioBar ectb tojibko MejiBKaiomaH bosmoshocbb
c6pa3a. . . C ^pyroii CTopoHbi,Ho ne gjinsce,noxxxo^HT k hodskh
h My3biKa. IlycKaM TeKynaH,KaK cjiobo,h kbk oho,pa3x;ejiBHaH, -
Mysbixa sHBgT tojibko a.6coji;oTaMH, k xxajiBine onepnoro KOMnpoMHCca
KV 3 bIKK C n03 3KeH I-i BKJIIOHeHHH peHH B 0pK8CTp He MOT II0KTH
leasee BarHep.

B HO3 3HK e CTB TOJIBKO OTKOCI-iTe JIbH0 CTH , T0JIBKQ npHOJIHSieHKH -

noToxy HKKaKOH flpyro0,KpoMe CHMBOJmnecKOH, oaa He 6buxa,^;a k
OblTB He MOHeT. 1)

If that is how poetry is to be defined,then all poets are

symbolists. Annensky transcends the futile battle of terminologies

that stiii persists to this day (is Ivanov to be classified as

simvolist or as siavolist-teurg? Is Annensky a simvollst or a

dekadent?). Far more important than the name we give to a poet

or a group of poets is the poetry itself*. For Annensky,poetic

■ sensibility is a constant* It is only the form of that sensibility

which changes:

1) Apollon 1,p. 22,1909-



^yBCTBHTeJi&HOCTB Hainero opraHH3Ha KSMeiweTca b TaKne ' -

ooJiBmHe neppio^bi BpeneHK, hto ,h;jih Bonpocos jiKTepaTypnofi:
OBOjiioijHK 3th nepeMeHbi 5e3pa3JiKUHbi„ Mbi othk^b He 6oJiee

HyTKH,neM SblJIH TKCHHy JI6T TOMy Pia3ap;. Ho KCTOpKHeCKKS

yCJIOBHH BH^0H3MeHHJIH chOOMbl HameH HyBCTBKTeJIBHOCTH. / BFAJIH /

Thus Annensky approaches the poets of the Silver Age just

as he might approach the poets of Pushkin's time,or indeed.

the poets of any times Lycophron is examined under the same

lens as Bal'mont*- Bryusov simply kazhetsya sukho-ironychnym.

Samaya molodaya iz dushs. (TSGALI) 0f CoJioryS npHXOTJlKBbift
II03T H KanpH3HbIH,X0Tb KKCKOJIBKO He ne^aKT-GpyHKT. B HeM

1)
name SbisaeT ^asc.e neuTo ouHaxeHHo—ne^aroruHeckh—acHoe«

Annensky comes to these poets as from a great distances

Yet there is no trace of arrogance in his approach,for he is

not involved in their quarrels - he sees their work from a purely

general,aesthetic standpoints

It is an index of the #byzantinism' of the Petersburg literary

circles of that time,and of Annensky•s extraordinary independence

from them,that the publication of the first part of Oni in

Apallon created such a scandal that Annensky was compelled to

write a letter to Kakovsky,the editor of the journal,explaining

his intentions: fl nocTasHJi ce6e 3a^aueM paccMOTpeTB Hamy
coBpei-ieHHyio jmpnyy jmnib s CTeTHueckh, K.ax o^kh H3 njianoB b
nepcneKTHBe ,He cuHTancb c veM schbmm, TpeSoBaTejiBHbiM HacT ohiuhm,
KOTOporo obra hbjihs tch uacrbio. Canoe gjiHSKoe, canoe ,-pasnamee
h HanepeKHo nsoopaxcaji rrponuibin hjik Tounee SespasJiKHKO -

npexouHBSHM: Tpa^HpHH, credojiepapxna, caMOJnoone, 3aBoeBaHHaH

1) Oni,ps 39-



h oSeperaeMaa nosHrrHx — ece dto hs.ctohihe6 hjih Ke exo^hjio
1)

b kox) sa&awy ,hjih bxo^hjio jihihb OT^acTH,

I do not think v;e should come away with the impression that

Annensky was in any way indifferent to what was happening in

the world around him., All his life he struggled for an Ideal

which he knew to be unattainable,the Beautiful,the Identity,

the Ya0 In order to come as close to that Ideal as he could he

was prepared to work in the real world: only thus,he felt,

could he come to terms with beauty in its lived forms®.. In a

sense all Annenskyes activity,as a poet,critic,classical scholar

and schoolmaster can be described as an aesthetic activity®. To

understand this,we must go back to a time when Annensky was

unknown as anpoet,or even as a literary critic,to the year 1892,

when the first of the Pedagoglcheskie pis'ma were published in

Gurevich's: journal Russkaya shkolau. In the first letter Annensky

makes some radical proposal concerning the teaching of foreign

languages,both classical and modern,in the srednyaya shkola®

He maintains that any language contains tqo elements: an active

and a passive^ C oakoh cropoHbi,h3bik npoHSBO^HTCH,teooktch

HaMH: HH3HIKH TsopwecTBa b ero croepe ecTB pasrosop,

BbicmHH - no33HH. C ,u;pyrox CTopoHbi,hshk BoenpKHHMaeTCH,

1) Apollcn 2,p® 33* 1909®



aHajiK3HpyeTcjij BXO^KT B co3HaHHe B BH^S HSBecTKoS
CHCTSMOI KJIH KHpccosepixaHiia:. OTCioxa H .HBoaKaa pejiB
B HSjrqeHBK £3BIKa: \J pa3BHTHe CIIOCOSHOCTH K TBOp'UeCTEy
b ccpepe flaHKOH pe^n h 2/ npnoSpeTeHi-ie hoboh CKCTeMBi hjik
H030H MBpOCOSepBaHHa.'' / 151 /

It should be noted that Annensky stresses in these letters

the living qualities of language,the power of words to change

the person who speaks thenu In the first letter ho calls not

for the stiff and artificial translation,but for creation

in the written school exercise0 The pupil should be free to

use his native language in his translations as he wishes,and

not according to some pre-ordained system. For"poi;HOH bsbik

TecKo cBB3aK c naniQK hhcjibk) k HamuM ^yscTBox, a ^epes

HEX E C HapOftHBIM MHpOCOSepBaHKeMJ Ka POSHOM a3BE<e

p. xory 6bitb e opaTopoM,E noa tom's " / 151-152 /

It seems that Annensky hoped to cure the byzantinisra of the

Russian cultural environment through pedagogical activity! to

encourage children to create,not simply to learn 'creation'

as another category,the meaningless reading of texts without

life,alongside 'arithmetic' or 'geography'0 In the second

letter:- (Russkaya shkola,November,pp0 66-88 1892) ,Annensky regrets

the lack of aesthetic sensibility on the part of the Russian

educated public in general and deplores the absence of a

Dore,a Kaulbach who might illustrate the bocks that children

read in school., Pie notes that in Russian schools the 'aesthetic1



feeling is 'taught' alongside the religious,national,patriotic
feelings as something worthy and to he respected,out nevei

illustrated with living examples,only with arbitrary and

impersonal references to the Greek ana Latin classics.

Koh0KHO,b fljnne uejiOBeica uybctba 3th (the national,
patriotic ,moral and religious) TecHO CBH3aHH CBoefi
ryMaHHTapHOCTBio,kohsuho,Ha micojxe JiesaT oSnsaHHOCTK
hejiBHoro h rapnoHHUHoro pasBKTHH,no^roTOBKa Gynymero
rpasyi;aHKHa,ko h ^yKaio, uto bchkhh Kypc ^ojiscen npeciie^osaTB
npesc^e scero cboh cneipiajiBHKe oopasosaTejiBHBie rtejm,-
Torjta-To KacTOHman rapMOHM h noJiyuHTcn. KpoMe TorOj
mh8 npe^cTaBJiHeTCH cyqecTBenHO BascHbiM CTporo pa3rpaHK^H?B
DMOBHEO DCTSTKUeCKyiO. OTH^yBCTBa peJIKFHOSHOrO H KaFHOHOJIBHOrO
h npKsnaTB j ^to pasBHTKe uyBCTBa H3Hi5Horo HrpaeT ne
cjiy}se6hyio,a camoctohtejibhyio pojib b y^ieshos kh3hh. ^lysctbo
pejiKrH03Hoe CBH3aKo c sojiroM h Bepo&yBCTeiK^ecKoe jieEHt
b CBOSo^hom h C03HaT6jibhom hacjiascj^ehhh KpaCOTO£i0 iiohatiih
KpacoTbi h SjiarojieniiH BecBMa-.pasJiiitcHbi,, Kpaco?a cTpeMHTca
k Hyi;eaj:y,6jiarojienKe hokohtch na o6pa3B;ax,Ka Tpa^hmiiio

Again,I do not think that Annensky is arguing here for

the idea of a Beauty without a shadow,removed from ail

moral and material concerns,, We shall see later that in

Annensky's aesthetic there is a very tenuous and shadowy

link between all these; that in fact beauty comes to

subsume,to absorb the ethical and practical aspects of reality.

V/hat is important in the letter quoted above is that there

Annensky rejects the notion of beauty as something to be

respected and admired,seeing it as something which must constantly

be created.

What Annensky is calling for,in fact,is the aesthetic

appreciation of literature as art; he is rejecting the

confusion of Il.itera.ture with the extra-literary - the

religious,ethical,or political. This was for him not



merely a question of poetics: it was a demand deeply connects

with a pedagogical impulse,a desire to change the national

consciousness by means of an educative process: the education

of Beauty® In his writings,both pedagogical and literary-

critical,Annensky time and time again returns to the question

of the interpretation of the literary past,Russian and non-

Russian® He wanted the past to be seen through the eyes of

the newsthe present which grows imperceptibly into the

future: a creative appreciation of the cultural past in terms

of the developing now® In his unfinished essay about the

forms of aesthetic sensibility,he remarks how,in the works of

Bunin,for example,the past otSwsagSfc appears, as something

frightening,a spectre which haunts the present and constantly

erodes it:

Ajih ByniiHa cTapuna scHJia,-qToGbi TenepB nyra-tb h
bojihobatb ero hopbio b pa3opeHHOM flone cbomm rpoooM
- 3T0 d,hhh3m. cam feob,H3oSpasaa rocno^ , touko
cjiymaeT hx hs nepe^Hefi - bto y Hero ^yxaicH,
HeBpacTeHHKH,ypoji;bi. / IjrAJIH /

In the work of the Symbolists,Annensky sees an attempt to

interpret the old world in terms of the new®, But somehow

this attempt is constantly frustrated,made futile by the

poets5 own continuation of the polemical,'byzantine' past in

their philosophical and poetic quarrels,and in their desire

to shock,to appear original,fearsome,novel. He sees a

similar failure in the work of Tolstoy and Dostoievsky:



IfKHH3M Tojictobckoto ebahrejihh,... Kaic cxasatb,
KOSeT OblTB j CaMaH HpK0CTB,6e3yCJI0BH0CTB,CBepXS:H3HeHHaH
rjiyoima 3thx rbyx. nhcatejxeh,flehohh^hoctb ex nosctpexaet
nac. Ho oto wacto neocToposKoe scejiaHEe npnnenaTaTB,
y,n;HBETBj03apETb5BCTpeB0acHTB,HanyraTB,E3MyMETB.. „ /HFAJ1H/

In the grip of this cynicism the aesthetic sensibility weakens,

grows insignificant.

Hama HyBCTBHTejiBHOCTB ectb sejiHKoe nocTOAHHoe.
ii3mekhqtch jiheb enocoo npEcnocooji8hhh Haniero opraHHSMa
K XyflOSeCTBeHHBIM BOCIipKETHHM. El-iy HySCHO EJIH HOBOe,
hjih saSbiToe CTapoe. Mob eojib npai-CTHEecKaji: noMoraTB
Ba>I ECKaTB 3TO h0b08 H B03Bpan;aT3C,?I K CTapOMy. /irrAJIM/

Annensky finds the starting-point for his resurrection

of the past in its aesthetic form,for the restoration of

the imaginative experience to its proper,dominant rSle in

the work of Turgenev. Not in the 'polemical' Turgenev,and

certainly not in the protivnoe,esteticheskoe starchestvo

''Stikhotvorenii v prozell, s ikh rozami

(TSGALI) ,bu.t in Turgenev's ability to perceive and create'

the purely imaginative,the aesthetic.

Ax,rocnofrai h nepexEJi see sto... h tax rJiySoxo

sto nepescEJi... KpacoTa Typrenesa he b toe. E k&k
ona TenepB naM npicna, o,kek HysHal KpacoTa TypreHesa
b tomjhto oh - otphe;ai-jee b;hhh3ma0 / EfTAJIH /

This cynicism,this reduction of the poetic experience to

a polemical wrangle,is contrasted with Turgenev's stydlivost'



. . .HKrfle npKO He npoHBJXHeTCH Mynpan ctbivjihboctb TypreneBa,
Kaic b ero OTHomeHHKX k nponrjiOMy. Cxbo3b npHuynbi.. .CTapiiHbi,
h rpexE KpenocTHoro BOXTepnancTBa HyBCTByeTca 6jiaro-
PO^HBIH 3HTy3Ha3M. mybctbhte jibhoctb SpHra^Hpa TyCBKOBa,
KJiaccheeh3M y UyKEHa,e CBoeo6pa3Hoe ycBoemie sHimKJione.UHCTOB
y oTpa CycaHHbi - tjt ecTB h sajiocTB,ecTB jierxaji HacMeraica
HaA otb;om: CycaHHbi,ho BxecTe c tbm dto nponuioe npo^OJiscaeT
shtb CBOeS OCOSOH,O^HHOKOH:,TaHHCTBeHHOg,HeOTpa3HMO-MHJIOH
sh3hbk>,He BOCXOXH b H£eajI,HO H He CnyCTHCB SO SeKOpaTHBHCg-
npKHysbi Hanero H36ajiOBaHHoro Bxyca. / I^rAJIH /

It was in the last works of Turgenev that Annensky found

the only complete expression of his own poetic sensibility

(or rather,the only complete reflection of it)® Annensky

knew,of course,that this particular kind of sensibility

would not have existed outside the imprisoning walls of

'byzantinism' and political radicalism. Mysticism and populism

are most certainly present in the work of Turgenev,and also

in the work of Annensky himself. This sensibility does not

exist in a vacuum - it is,to a great extent,influenced

by outside,non-aesthetic factors® But the main point for

Annensky,and as he himself recognised,for Russian literary

culture as a whole,was that such a sensibility existed at all,

that there was after all a redeeming aesthetic particle

in the organism of Bus ian literary' culture,a particle

which,if lost,would bring about the destruction of the

educative function of literature as a creator of the human

personality,the human identity® This last point is very
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important: Annensky never for orxe moment thought that art

could be divorced from life® For him art was an essential

part of life,without which the human personality would

decay and atrophy®

Of the late works of Turgenev,the most important for

Annensky were the stories Neschastnaya,S trannaya istoriya...

Pesn' torzhestvujyushchei lyubviqand Klara -kMich® Annensky's

'reflections' of these works can be found in the unpublished

essay from which I have been quoting,and in the essays

Umirayushchii furgenev (Kniga otrazhenii I,pp. 61-73) and

Bely ekstaz (Kniga otrazhenii II,pp. )»especially in

the latter. It is on this essay,in fact,that I wish now to

"concentrate,for within it is contained a key to the understanding

of Annensky's aesthetic.

The essay begins with a focus on three of Turgenev's female

characters: Susanna,in heschastnaya,Klara ^ilich,and Sof'ya,

in ° trarmaya istoriya. Annensky sees a connecting quality

shared by all these characters. They are. all deeply passive,

almost stone-like in their isolation (p. 33) <> They are all

deeply afflicted by a suffering which in their personalities

is transformed into beauty,;a beauty which is inexpressibly

pitiful. We are familiar with this image of suffering beauty

in Annensky's lyrical poetry,in such poems as fa na dne

(1^3) ,Pace (13^-) ■jDal'nie ruki (149). In his es ay,however,

Annensky concentrates on a literary example of this image in

the form of Turgenev's Sof'ya® Sof'ya is the pale,stone-like



girl who leaves behind an intolerable household to become

the slave of a mad yurodivy® In Anriensky's essay,the

yu.rodivy symbolises the poet and Sof'ya an earthly muse®

Sof'ya is anxiety,toska,nedouaenie,but she is also a person.

Turgenev's hero encounters her as a girl,and then later in

her artistic transformation as the sputnitsa of the yurodivy®

Sof'ya's faith is not a religious one: it is rather a

faith in the existence of a created beauty,in the erased

utterances of her master,the poet:

Bbi roBOpKT©: "Y CocSh SbiJia Bepa0 " To-TO?6buia jih
y nee eepa? Moecbt 6htb,h Tyna-TO OHa sosnbajiacb tek
sapKO hmqhho ottoroputto npospeBajia bcio kevoctynsoctb
uy^a csoero saKPb'Toro cep^pa?... Be^HOH Goto HeuteM
SbiJio jeeoShtb Bora. Ona xajia o^hhm H3yMJieHHeM,o£h0ii
Sejioh pa^octbie neGbiTEjt, o kotopoh jiioshm roBopnjio
tojibko ee mojmahhe.*. MoseT 6htb,b hshckahkom
acEeTi-i3Me 3TOii HesaMeTHon, stoh cJiHBmeyiCn s HaoooS
no^BicKHHhbi CJie^yeT BEfleTB 3CTeTg3M Bbicmero nop^SKa?

EcKaHHe HCKjnouHTejiBBioH, Bbnae Hacjias^eHHa Eeo h Bbnse
Reuse Ee nohkm&hhh CTOBmen Kpacoibi? / 39-40 /

In this image of Sof'ya vie find the deepest expression

of Annensky's aestheticism® Sof'ya has 'gone to the people'

become,in one sense,a socialist® Her socialism is,hwever,

purely metaphysical* She a.lso 1 believes in God': bur her

belief is mystical® here we see it again,the polarisation

of socialism and mysticism® And in the middle,between these

two 'byzantine' extremes is poor Sof'ya herself,bewildered,

tormented,yet infinitely beautiful® She is the negation

of 'byzantine' struggle,she is belizna,r.eoytie,tne struggle

for the Beautiful,muka Ideals.® She is Annensky's liase,



9

a Muse not torn from the earth,but intimately part of it,

a part of the gryaz* i nizost* which is,after all,only

the desire for the Ideal,for the Beautiful* Bhe is also

the quality of Annensky's poetry,a poetry which longs

above all to express the Beautiful as lyubov' k blizhnemu

Bee panne bo tpopi-ie mhctimeckoh,kakoh BbiCTpasajiii ee

xpkcthane,hasbab jix6obbk> k Eory,HJi3g b cpopxe mota—

cbH3Hneckoh,KaKOH npHSHaxiT ee conHajiKCTH ,y^a nac

jibShtb EejiOBeEecTBO. /• 39-40 / Sof'ya transcends
the categories of love,the categories of the human personality,

in order to Toe their expression,at once ecstatic torment and

briefly-glimpsed Ideal*

For Annensky,the human personality expresses itself as

love for another: but this love in its turn is negated and

transformed into creation,imagination,the world that lies
is

beyond the immediate,everyday world* To live/constantly to

create,and thus to be created* And creation,truly poetic

creation,is the creation of the Beautiful:

A eto bh syMaeTe? Moxer 6bitb,dta ;n;ebybika,2[
b caMOM sexe ,pa3peniiiJia fljia ce6a sa^aay Bbicaero
H3 HcxyccTB,ncKyccTB& HCH3HH. Ona noopesraaa
b3btb kpamop, etoo c^ejiatb h3 keto kpyecgbo; hjih
xKJiy,EToSbi sacTaBKTB ee ne?b,- ona Bsaaa MaTepxaji
caMbifi ynopHbifi: b Kxpe h xejianaem BbiTpaBima e3 aero
Bce,Ha E8M ^epsajiacB ero kochoctb: ona BtrsEJia
H3 aero JiacKy k naMETB* /<fo-4-1/



This is the white ecstasy: life lived purely aesthetically,

without the banalities of physical love,without the horrors;

of memory® But such an existence is impossible in the reality

which has produced this dream®

What better description than the characterisation of

Sof'ya could there be of Annensky's own poetry? We can see

a myth similar to the one enacted in Annensky's 'reflection'

of Strannaya istoriya in the closing pages of Pamira.-lei fared,

where the speechless fhaayris is confronted by the nymph,his

kusejtransformed into a bird that sits on his shoulder® 'that

'reflection' was even more 'aesthetic',in that Annensky made

the ancient myth into a drama,a work of poetry,and not into

an © s say©

"Host scer^a ecxoxht es HenpHSHaHHH keshe"/ Eejibix

sKcras 40 /. "HenpEHHTEe keske - OTpaKeKxe s:E3KH"

/lirAJIK/® Annensky's poetry is a reflection of the life

he saw being crushed by the twin forces of mysticism and

populism,a life which could be so brilliantly incarnated

and preserved in art® Art could be a means of enlivening,

of exalting the human personality® But there was only the-

oratory of the socialists and the droning of the mystics®

Beauty,life was being lost® Perhaps Annensky was a prophet®

In his Beauty there is both justice and divinity,for it has

transcended these categories and subsumed them® But that

transcendence lasted only so long as Annensky was there to

warn of the awful consequences of its loss,the 'whiteness*

o
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of 'stone',the agony of 'non-existence' without an aesthetic

justification.

The historical watershed came,and Beauty was lost. That

is why we cannot talk of Annensky's: 'influence' on the poets

who lived after him. 'Byzantine' Russia had caught up with

Annenslcy and overtaken him. And for all the brilliance of

their achievement,we cannot see the poems of Akhmatova,Gumilev,

Handel'shtam,in which the superficial mark of Annensky's

poetic language is visible,as a continuation of Annensky's

aesthetic. Annensky's poetic work was a short-lived and

deswperate attempt by the Russian consciousness to purge itself

of the political intoxicant,the religious intoxicant,and

to realise itself as personality,as Beauty®. The attempt failed,

and the darkness fell.
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(1965 ed0)a It reads as follows:

AH7ieHCKKH,M.§.

4.6; e^. xp. 462; 1872-19'IOrr.
AHH6hckkh MHHOKeHTKH ^e^oposHH /1856-1909 / -
hoot Treica^eHTCKoro HarrpaBJieHHH,nepeBOTtHKK.

PyKOHHCH M.4.AHHeHCK0r0. CTHXOTBOpeHK.fi:,
BOffie^mHe 3 c6. "M3 nenjepbi IIojiHcpeMa",hkkji.
"KKnapHcoBbiH Sapen;", "T'KXKe necHH" / opErxHajiBHbie



h nepeBO&bi K3 U].Bofljiepa,n.BepjieHa,r.reHHe,
E.JleKOHT JIhjih,C.MajuiapMe/; nepeBO^H

Tpare^HM EBpHnH^a /-1894-1908/; HCTopHKO-JiKTepaTypHbi

H KpjITK^eCKHe CTaTBU j CTaTbH H JieKITHK no aHTH^HOH

jiHTepa-rype /1892 h 6.^./; "Ile.narorH^ecKHe
nHCbMa" k sp, craTbK no BonpocaM ne^arornKn

/1885-1909/; finsbhkkh nytemectbhh no mtajinn

/1909/- Bcero 278 pyK.

IlHCBMa M»o'oAHHeHCKoro po^HbiM 17 /1890-1909/.
EtecBMa H.«I>.AKHeKCKOMy: B'.B„ An^peeBa /189 1 /5

Ji.C.EaKCTa /1909/sA.A.EnoKa 2 /1906/,Aji. H.
BojibiHCKoro 2 /l909/,A.r.ropH(|)ejibsa /1909/,B.B.
rocpMana /1908/,A.$.KOHH 2 /1 885,1909/,B.T.
KopojieHKO -2 /190-5-1906/jH.A.KoTJiHpeBCKoro 4

/o.s./,M.K.JIeMKe 2 /1909/ja.h»maji?ihhha-cii6kphka 2

/1895/,ffi.K. Cojioryfia /1SQ6/,A.H.TojicToro '/6.a./
O.JI.cbopn /1909/,K.H.9yicoBCKoro 10 /1909/»A.A.
IIIaxi-iaTOBa /1903/ k aP« Bcero 99 Kopp.

JXapcTBeHHbie HaAnncn E.Q.AHHeHCKOMy na KKnrax:

13 .H.BepxoBCKoro /S.A./jC.M.ropoAepKcro /1909/ 3

H.A.TpuHeBCKoft /6.a»//C.A» KpeneTOBa 2 /1907,
1909/.

AHnnoM H.yJiAHHeHCKoro 06 okoh^ipihkh IleTepSyprcKoro
yH - Ta /i880/; MaTepnajibi o ne^arorH^ecKoii
AeHTejibHocTH M.sf.AHHeHCKoro n 06 ero AenTejiBHOCTH

b iieiepSyprcKOM jiH?epaTypHOM o-se /Io7o-I909 / j

CBH^eTeJIBCTBO O CMepTH /1909/»
EsKpojiorH,nncBMa h TejierpaMMbi c BbipaxeHneM

co6oJie3HOBaHHH no cnynaio CMepTH K.<5.AHHencKoro

/1909/.



KjDiiocTpaijHH M.A.Ky3MHHa k Tpare^HH H.<3?.AHHeHCKoro
"Pec" - aKB« /6.£./

This description! is selective® There is much more

apparently undocumented material in the archive® '^he official¬

ly described material was available to me during the four months

I worked at TSGALI,with the exceptio n of some of the

letters to Annensky® I made particular use of the

following material:

Autopsia,poems in prose: Fond 6,opis5 1s

edinitsa khraneniya 57®

: Vadushch.ee poezli9 conspestus of unpublished

article (1898?) ,Krivich manuscript: opis5 19ed« khi~©

\d i &

Gb estetlcheskoa kriterli (1909)9unfinished

article|op0 19ed® khr® 1o0®

Poeticheslcie formy sovrexaennol chuvstvitel* nosts9

articlesincomplete: op® 19ed® khr® 275®-

Letters3to Ekaterina Haksimovna Kukhina}op® 2S

ed® khr® 5| to wife and son,op®. 19ed® khr® 277®

3®. Works on Annensky

a) Monographs®

Eridano Baazarelli: La Poesia di Innokentij Annenskij}

U0 Mursia & C ® 9Milano $1965 ®



Vsevolod Setchkarev: Studies in the Life and Work of

Innokentij Annenskij,Mouton,The Hague,19o3o

Andrei Fedorov: Foeticheskoe tvorchestvo Innokentiya

Annenskogo,introductory article to I.F. Annensky,

Stikhotvoreniya i trageaii,3iblioteka poeta,Leningrad,1959<

b) Articles in books and periodicals (I mention^ only

those which have been most useful to me in the writing of

my thesis)o

BajieHTHK Kphbhu: Mhkokghtkk Ahhskckkh no ceMeHHbiM k

pyKonKCHbiM MaTepbHJiaM,JlHTepaTypHan mbicjib , 3 ,JIeHHH.rpaji;,

1925,CTp. 208_255.
Q.SeMJIKKCKKH : K.<5. AhHCHCKZK KaK cpHJIOJIOF-KJiaCCHK,

AHOJIJIOHj ] 910 ,4 jXpoHHKa, CTp. 1-9.
i/

T. MyjiKCB: IpaypHbiii 3Ctstk3M. K.^.Ahhchckhk-kphtkk,

AnojiJion, 191C?4,XpoKKKajCTp 9-10.
M.BojioniHH: JIhkk TsopuecTsa. H.®,AHHeHCKH0-JiHpKK,

AnoJiJioH,19-10 ,4,XpoHT:Ka, CTp. 11-16.
Banecjias HBaHos: 0 II033KK H.<$>.AKHeHCKOro?AnoJiJiOH, 1910

4>XpoHKKa,CTp. l6-24<>
/

C. MaKOBCKHK: nopTpeTbi- C03peMeHHHK0B,HHH0KeHTKH
y/

Akhchckhh , CTp . 221-268,HBK)-MOpK 1955.
G. MaKOECKKH: MHHOKeHTKH AHHeHCKHH-KpHTKK,PyCCKa.H
mhcjib /ilapHK 1957/, KM? 1 146,1148,11 50.
r. A.saMOBHn: Benep y AHneHCKoro ,SHCJia 4,cTp. 214-216,



1930-1931 .

A.AjibBHHr: <l>aMHpa-KH$ape#,I'aTBa 5,MocKsa 1914,cTp.
296-29S.

E.ApxnnnoB: Hhkto h HH^en - b kh. Mkptobbim Benen;,

MocKBa, 1B1 5 ,cTp. 77-86 .
B0 Bpiocos: Pe:o;eH3HH "Tkxhx necen" AHKeHCKoro. Becbi,

1904,cTpo 62-63,c noAHKCBJo "ABpeJiHH".
A. Byji^eeB: Ahhchckhh kek no3T,SaTBa 1912,3,CTp. 195-
219 •

H. FyMKJieB: IlHCBMa o pj^cckok no3 3KK,IIeTporpas 1923.
B.Xobhh: no3 3KB: tsjilix cynepeK. OuapoBaKHbiH CTpanHHK,

1914, BbinycK 3,CTp. 8-10.
JI. KpiOHKOB: KpHTHK-HHTyHT. OnapOBaKHHH CTpaHHHK, 1914,

BbmyCK 4,cTp. 12-14.
E.MajiKHHa: Khhokchthh Ahhchckhh. JEnTspaTypHHH

coBpeMeHHHK, 1940 ,N? 7.
H. IlyHKE: ripoSneMa hhshh b no3 3KH AHHeBCKoro. Ahojijioh,
1914,10,ctp. 47-59.
<3?.3eMJiHHCKKH: Ebphhks b nepesose M.©.AnHeKCKoro.

IlepeBajr, 1907,11 ,CTp. 58-41,12,CTp. 40-46.
B. X'ojr.aceBHH: 06 AHHeHCKOM,'JnoneH, 1922,1S3,CTp.34-56.
F. Hbhck: Orroxa BjiOKa k MaH,nejiBniTaMa,MocTbi, 1344,1968,
ccp. 209-235.

o General (Background material and works used for purposes of

comparison)®



DaSc Mirsky: A History of Bussian Literatures^ew York,

I960 a

J® West: Prussian Symbolism,London 1970o

B. Poggioli: II Flore del Verso Busso9GiuIio'Einaudi

Editor!j19^9®

Suzanne Bernard: L© poene en prose de Baudelaire jusqu® a

nos jours® Paris 1959®

A0G0 Lehmann: The Symbolist Aesthetic in France91885-

1895?Oxford 19680

Go Lukaes: Die Theorie des BomanssLuchterhand,Berlin 1965

Charles Baudelaire: Oeuvres Completes,Pleiades1964®

Stephane Mallarm6: Oeuvres CompleiessPleiades196l®

Henri Bergson: Hatiere et M&aoire,Paris 1968©

Osip Handel5shtam: Collected Works in Three Volumes©

New York,1966-1969o

Anna Akhmatova: Works in Two Volumes©. Munich 1965-1968©

Aleksandr Blok: Sobranie Sochinenii v vos'smi tomakh©

Moskva - Leningradg1963®



SUMMARY.

The thesis is divided into two main parts® The first part

is a thematic analysis of Annensky's two completed hooks of

lyrical poetry,Tikhie pesni and Kiparisovy la.rets,and of

Annensky's prose poems® In my analysis of the books(l have

not included the collection Posaertnye stikhi for consider¬

ation as I do not regax-d it as a finished whole) I have at¬

tempted to show hov7 they ax-e structured as hooks,as cycles

of poems® Thus the chapter on Kiparisovy larets centres to

a certain extent on the formal implications of the cyclic

groupings (trilistniki,skladni). I helieve this to he a new

approach to Annensky's poetry: the poems are generally treated

as a homogeneous entity® This is cex-tainly the case with the
1)

uwo main studies of Annensky,those of Setchksrev and
2)Bazzax^elli ®. In contx-ast to these authors I had during

my study of the px-ose poems all the material at my disposal,and

not merely those sections which are available in Posmertnye

stikhi and the intx-oduction to Pedorov's anniversary edition
-7 \

of Annensky's poems and tragedies ®

1) Vsevolod Setchkarev,Studies in the Life and Work of Innokentij
Annenskiri ,Mouton,The Hague,1963® 2) Eridano Bazzarelli,1a
Poesia di Innokenti.j Annenski.j,u® Mursia & Co Milan, 1965®

3) Stikhotvoreniya i tragedil,Leningrad,1939;PP« 23-28®
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In the second part of the work I have tried to illuminate

some areas of Annensky8 s aesthetic preoccupations which I

think lie at the root of much of the difficulty of the poet's .

works I'he chapter about the Real and the Ideal discusses

the question of Annensky's poetic 1 both with reference to the

poems themselves and in a wider,more general literary-historical

contexts In the chapter entitled "The Social Content of

Annensky's Poetic I" some attempt has been made to discuss

the nature of Annensky's rather tenuous poetic relationship

with the lives of other people and with, the outside world,and

the way in which this relationship determines the character

of the poet's aesthetic subjectivity® Annensky's essay Sely
1 )ekstaz ' ,the subject of the final chapter,has always seemed to

me the most important and concise, statement ox Annensky's

situation as a pcet,and in my discussion of it I have tried to

unite all the threads of my inquiry® Annensky's essential

isolation and uniqueness is seen to arise from the poet's

determined resistance to all anti-artistic or non-aesthetic

influences3a resistance which is unusual in the history of

Russian literature®

1) Kniga otrazhenii II,pp. 33-^1*
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As an extension of the introduction to the thesis there

is a discussion of the critical literature about Annenskyv

1)
This has already been done very well by Eridano Bazzarelli 9

but I wanted above all to give some impression of Bazzarelii's

own work which has not been translated into English and which

remains one of the most important studies of Annensky!s poetry.

I also felt the need to indicate a passage of Handel9shtam9s
2) *

.Literary criticism which seems to me of particular sign¬

ificance concerning Annensky«

' ^ c--1-i.o o?p« 10-39. 2) Collected Works in Three Volumes,
Interlanguage Literary Associates,New York 1966-1969,Vol. 2,
pp. 29^-293.


