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The Concepts of “Verse”, "Meter”and “Rhythm”
in Russian Verse Theory!

Igor Pilshchikov*

Abstract: This article examines definitions of verse and descriptions of the relationships
between meter and rhythm as proposed by scholars of Russian poetry. Building on
their observations, the author devises a constructive definition of “meter” as a system
of permissions and prohibitions governing the distribution of word stresses and word
boundaries in a verse line. Additionally, the article proposes constructive definitions
for the versification systems employed in Russian poetry.

Keywords: verse theory, verse, meter, rhythm, metrization and rhythmization,
rhythmical impulse, versification system

1. The interrelation between meter and rhythm is not merely a core issue but a
pivotal aspect in the study of Russian prosody. The discovery of this dichotomy
marked the genesis of verse studies in Russia.

In his Introduction to Metrics: A Theory of Verse (1925) Viktor Zhirmunsky
wrote: “The basic problem of the theory of verse out of which the entire book
grew, is the opposition between rhythm and meter — an opposition which
Andrei Belyi was the first to formulate clearly for classical Russian poetry
in his famous works on iambic tetrameter (Symbolism, 1910)” (1966 [1925]:
12; tr. mod.).> Zhirmunsky was convinced that meter marks the borderline
between what should be regarded as verse and what is prose; however, this is
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2 “OcHoBHas mpobaeMa TeOpUM CTHXA, U3 KOTOPOIl 3apOAMIACh BCA KHUTA, —

[IPOTMBOIOCTAB/IEHNE PUTMA U METPA, KaK OHO BIIEpPBbIe GbITIO OTYET/INBO BBIPAKEHO LA
KJIACCIYECKOTO PYCCKOTO CTHXA B M3BECTHBIX paboTax A. Bemoro o dersipexcronHoM siMbe”
(“CumBomam’, 1910)” (Zhirmunsky 1925: 6; compare Tomashevsky 1929: 53). Other transla-
tions from Russian are mine unless otherwise noted.
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not true because there also exist such phenomena as metrical prose and vers
libre, i.e. free, ametrical verse. If indeed the presence of meter lets us decide
between what is verse and what is prose, then this would solve the problem
of a constructive definition of verse since every text containing meter would
automatically be regarded as verse, and any ametrical text would be regarded
as prose — which we know is not the case.

We call a definition descriptive (or theoretical) when it identifies the object
by enumerating its properties or functions. A constructive (or practical)
definition explicitly describes its arrangement. Theoretical sciences transform
constructive definitions into descriptive definitions, while applied sciences
transform descriptive definitions into constructive definitions (Jaglom 1980:
13-14). For example, we need constructive definitions of these concepts for
automated recognition of verse and meter. The descriptive definition of verse is
a theoretical description of the difference between verse and prose. Therefore,
the “verse vs. prose” dichotomy is more fundamental than the “meter vs.
rhythm” dichotomy and methodologically precedes it.

Russian verse theorists proposed several theoretical definitions of verse
(as opposed to prose), which are not, however, convertible into a constructive
definition (a list of formal differences between verse and prose). To date, we are
still not capable of developing an algorithm that would enable us to distinguish
between prose and verse in general, but leading prosodists have produced both
theoretical and constructive definitions of versification systems, verse meters,
verse rhythm, and particular rhythmic types of individual meters.

Russian verse theory at its late formalist stage came up with the theoretical
definition of verse, which is most clearly expressed in the ex-“junior formalist”
Boris Bukhshtab’s formula of “dual segmentation™ “Any text breaks up into
subordinate syntactic segments; in the poetic text, however, this [...] is com-
bined with the segmentation into lines of verse as well as verse entities which
are larger or smaller than the line [...] the latter segmentation can either coin-
cide with or diverge from the former, thus creating innumerable possibilities
of rhythmic-syntactic correlations”’ “Junior formalists” (mladoformalisty) were
members of the group of Yuri Tynianov’s and Boris Eikhenbaum’s disciples.
The theory of “dual segmentation” is already clearly expressed in Eikhenbaum’s
Melodics of Russian Lyric Verse (1922): “In a verse line, the syntax [...] is not

3 “JTI106071 TEKCT YIEHUTCS Ha CONIOAYNMHEHHDIE CMHTAKCMYECKNE OTPE3KN; HO B CTUXOTBOPHOM

TEKCTe C ITUM |...] CoYeTaeTcs WieHeHNe Ha CTUXOTBOPHBIE CTPOKM 1 Ha 60Jee KpyIIHbIE I
MeJIKIe, YeM CTPOKa, CTUXOBBIE efJVIHCTBA [...] BTOpO€ WieHeHNe TO COBIA/IAET, TO PACXOUTCS
C IIepBBIM, CO3/1aBasi OeCUVC/IeHHbIE BO3MOXKHOCTY PUTMUKO-CYHTAKCUYECKMX COOTHOLICHMIT
(Bukhshtab 1973: 110-111).
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articulated in semantic segments, but in rhythmic segments: sometimes it
coincides with a rhythmic segment (a line = a phrase), and sometimes it sur-
mounts it (enjambment)”; “I [...] consider the melodic structure of syntax
in connection with the facts of rhythmic segmentation, i.e., mainly with the
relationship of the phrase and the poetic line or stanza”*

Following Eikhenbaum’s and Bukhshtab’s line of thought, Maksim Shapir
argued in his article “Versus vs. prosa”, it inevitably turns out that “the
difference between verse and prose is the division into verses itself. [...] The
latter definition of poetic discourse was formulated independently by Maksim
Kenigsberg (1994 [1923]), Boris Tomashevsky (1923; 1928), and Yuri Tynianov
(1924). The shortcoming of their definition is not its seemingly tautological
character but its insufficiency: we do not know what is unique about the
poetic line as compared with any other [kind of line]. Tomashevsky believed
the specificum of verse was its state of being divided into comparable and
commensurable segments” (Shapir 1995b: 49).°

Mikhail Gasparov, who recalibrated many formalist concepts and gave
them a classical form, endorsed Tomashevsky’s idea. In his entry on “Stikh”
(“Verse”) in the Concise Literary Encyclopedia, Gasparov formulated the two
main characteristics of the verse lines: their “comparability” (sopostavimost)
and their “commensurability” (soizmerimost):

STIKH [VERSE] (from the Greek otixog — row, line) is artistic speech,
phon|[et]ically divided into relatively short segments (each of which is also
called “S[tikh]” [a verse-line]), [and] which are perceived as comparable and
commensurable. The opposite notion is that of prose (see Poetry and prose).
Prosaic speech is also divided into segments — cola [Sing. colon]; but, as com-
pared to prose, the verse segmentation has two peculiarities: 1) in prose, text

*  “CuHTaKcuc [...] 4ieHnTcs B CTUXe He 110 CMBIC/IOBBIM JIeICHUAM, @ I10 PUTMUIECKIM,

TO coBmajas ¢ HUMM (cTpoka = ¢pase), To npeogonesas ux (enjambement)”; “A [...]
paccMaTpuBal0 MEIOANYECKOE CTPOEHME CUHTAKCUCA B CBA3K C GaKTaMy PUTMUYECKOTO
YIeHEHU S, T.-€. [JITABHBIM 00pa3oM ¢ oTHOLIeHMeM (pasbl ¥ CTUXOTBOPHOI CTPOKM M/IN
crpo¢sr” (Eikhenbaum 1922: 6; 18).

s “..CTUX! OT/INYAIOTCS OT IPO3BI CAMUM [ieJieHeM Ha CTUXU [...] DTo ompefnenenne

CTUXOTBOPHOI peun B Hadane 1920-X rogos HE3aBUCUMO APYT OT Apyra IPeIOXUIn
M. M. Kenurc6bepr (1923), TomanreBckuit (1923; 1928) u TorusaHoB (1924). Hegoctatok ux
DeUHULMY — He B KXYILENCS TABTOMOTMYHOCTY, @ B HETIOJIHOTE: Mbl He 3HAeM II0Ka, B 4YeM
3aK/II0YaeTCsi CBoeobpasie CTPOKM CTUXOTBOPHOI IO CPaBHEHMIO ¢ 060t apyroit. [Tonxee
APYTMX CBOM B3IIAABI Ha MPUPOAY CTUXOBOTO eMHCTBA 0OHapyxmn Tomamecknit. OH
ycMoTpert specificum cTuxa B ero pac4IeHeHHOCTH Ha OTPe3KM, COOTHOCUMBIE U COM3MepUMbIe

o

Mexay coboir” (Shapir 1995a: 14).
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segmentation is determined only by syntactic pauses, [while] in verse, the divid-
ing pauses may not coincide with syntactic pauses (enjambment); 2) in prose,
segmentation by means of dividing pauses is to a large extent arbitrary, [while]
in verse, it is a given.®

Both criteria (“comparability” and “commensurability”) had earlier been
formulated by Tomashevsky (1959: 10), but Gasparov’s definitions are more
perspicuous.

In the 1990s, Shapir challenged this definition, arguing that if we take, say,
variable iambs” and vers libre as examples, we shall see that the verse lines
(i) are not comparable in quantitative terms (they may have from 1 to 12 and
more syllables), and (ii) they are not commensurable in qualitative terms,
that is they do not always use one and the same measure® (in variable iambs,
a monosyllabic line may be rhymed with a monopodic or polypodic line: it
is hard to consider a one-syllable line as an iambic foot which should contain
two syllables®). Thus, according to Shapir, verse cannot be described in terms
of comparability of the commensurable but rather as the equation of incom-
mensurable. The same point was earlier made by Juri Lotman:

¢ “CTHUX (ot rped. oTiXog — psf, CTpoKa) — Xygox[ecTBeHHas]| pedb, GOHMIECKU

pacuieHeHHasl HA OTHOCUTETIbHO KOPOTKMeE OTPe3Ky (KaXK/blil M3 HuX Takke Has. «C[Tux]»),
k[0TO]pble BOCIIPMHUMAIOTCS KaK COIOCTaBMMbIE U coM3MepuMble. IIpOTHBONONOKHOE
noHsATHE — npo3a (cM. IToasus u nposa). Ilposand[eckas] peub TOXKe WICHUTCA Ha OTPE3KU —
KO/IOHbL; HO TI0 CPAaBHEHUIO C IPO30Jl WIEHeHMe CTIXa 06/1afaeT fBYMs 0COOEHHOCTIMIL:
1) B Ipo3e YIeHEHME TEKCTa OIpeeNAeTCA TOIbKO CUHTAKCHY [eCKMMM] TTay3aMi, B CTUXe
YIeHsIIye TIay3bl MOTYT He COBIIaJaTh ¢ CMHTaKcudeckumu (enjambement); 2) B mpose
BbI/le/IeHNe WICHSAIUX [1ay3 B 3HAYNT[eNbHOT] Mepe IPOM3BOJIBHO, B CTUXE OHO TBEPHO
3amano” (Gasparov 1972b: 197; original emphases denote referenced terms). Compare Gasp-
arov 2001: 6. On Gasparov’s definition see Klenin 2008; Skulacheva 2012: 45-46.

7 For an overview of this meter, see Scherr 1986: 103-109. The accepted Russian term is vol'nyj
jamb, ‘free iamb.

8 In Gasparov’s formulation, “COMMENSURABILITY, in verse studies, is a property of all
poetic lines of the [poetical] work to be measured (in the reader’s consciousness) by one and
the same conventional measure” [“COMU3MEPVMOCTD - B CTUXOBEIEHNN CBOMICTBO BCEX
CTUXOTB[OPHBIX] CTPOK OFHOTO IIPOM3BeNEeHs M3MEPATHCS (B CO3HAHNI YMTATENIsT) OHOI I
TOI1 5Ke ycroBHOI Mepoit”] (Gasparov 1972b: 43).

®  Andrei Kolmogorov and Aleksandr Prokhorov suggested a no less unusual solution to

this paradox, contending that a monosyllabic line in classical variable iambs is rhythmically
identical to the frequent extrametrical stress in the first foot of iambic lines, ranging from one
to six feet (Kolmogorov, Prokhorov 1968: 402-403). In their scheme, a monosyllabic line acts
as an iambic line with fewer than one foot (0.5 or 0?).
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The rhythmicity of verse is the cyclical repetition of different elements in
identical positions with the aim of equating the unequal or revealing similarity
in difference, or the repetition of the identical with the aim of revealing the false
character of this identity and establishing differences in similarity. (Ju. Lotman
1976 [1972]: 42; tr. mod.)"’

Hence Shapir’s theoretical definition of verse:

Verse is the system of pervasive compulsory paradigmatic segmentations [...].
Verse segmentations are pervasive because they run through the entire work or
fragment. Verse segmentations are compulsory because they are pre-ordained
by the author’s will which is objectively expressed and cannot be ignored by a
recipient. Verse segmentations are paradigmatic: they form the rhythmic units
belonging to the same level, which are correlated with one another as variants of
a single invariable. (Shapir 1999/2000b: 138)"!

The last part of this definition was widely discussed, but this discussion is
irrelevant to the context of the present paper. What matters for our purposes
is that Shapir’s theoretical definition of verse, as well as Gasparov’s, is hard or
impossible to convert into a constructive definition, as Shapir himself once
pointed out (qtd in Pilshchikov, Starostin 2009: 300). To build computer pro-
grams, we use constructive definitions. This means we still cannot develop an
algorithm to decisively distinguish between prose and verse today.

Boris Tomashevsky, who was educated as an engineer and represented
the “empiricist” wing of Opojaz (the Petersburg association of formalists)
and the Moscow Linguistic Circle (the Moscow association of formalists),
always used constructive categories in his thinking. In his Russian Versification:
Metrics (1923), Tomashevsky wrote: “It is impossible to give an exact objective

10 “Pummuunocmov cmuxa — TUKINYHOE TIOBTOPEHME Pa3HBIX 3JIEMEHTOB B Of[IHAKOBBIX
MO3MIVISIX C TeM, YTOOBI IPUPABHATH HEPaBHOE ¥ PACKPBITh CXOACTBO B Pas/INIHOM, VMIN
IIOBTOpEHIE OAVHAKOBOTO C TeM, YTOOBI PACKPHITh MHIMBIIT XapaKTep 9TOI OAUHAKOBOCTI,
yCTaHOBUTH OT/IM4MeE B cxogHOM™ (Ju. Lotman 1964: 67; 1972: 45). For a more detailed com-
parative analysis of Juri Lotman’s and Maksim Shapir’s approaches, see Akimova 2023.

1 “H IIOHMMAK CTUX KakK CI/ICTeMy CKBO3HBIX HPI/IHY,III/ITCHI)HI)IX ImapagurMaTm4eCcKnx
yjieHeHuii [...]. CTuxoBble YieHeHNs — CKBO3HbIE, IIOCKO/IbKY ITPOXOJAT Y€pPe3 BECh TEKCT, @ TaM,
I7ie OHM [IPEPBIBAIOTCS, Mbl MIMEEM JIE/IO C IIPO3andecKuMu BCTaBKamMu. CTUXOBbIE YIeHEHNUS —
[IPUHYAUTENbHbIE, IIOCKOIBKY OHU AUKTYIOTCA 00beKTUBHO BBIPRKEHHOI BOJIEN aBTOPa, C
KOTOPOJ! BOCIIPVHIMAIOLIVIT He MOXKET He CIUTaThesl. CTUXOBbIE WIEHEHS — [TapairMaTdecKie:
O6paSOBaHHI)Ie VIMY PUTMMYECKNE €AVHUIIBI COOTHOCATCA KaK BapVaHThI 06]].[61‘0 I/IHBaPI/IaHTa”
(Shapir 1999/2000a: 117; 2015: 237). On Shapir’s definition see Dobritsyn 2007; Pilshchikov 2012.
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definition of verse: it is impossible to list the main properties which distinguish
between verse and prose”'? A constructive definition of verse is unavailable,
but we can constructively define versification systems and meters within each
versification system. Therefore, the “commensurability” concept introduced
by Tomashevsky and Gasparov enables us to define meter rather than verse.

2. Let us now consider the dichotomy of meter and rhythm. Verse rhythm
is distinct from the rhythm of natural speech: we are aware of the different
“expiratory power” of vowels in ictic and non-ictic positions noted by Roman
Jakobson in “Briusov’s stichology” (Jakobson 1922: 229; Rudy 1976: 481); we
know that the so-called “semi-stressed” (“rhythmically ambiguous™) words
may be pronounced differently in ictic and non-ictic positions, as was dis-
cussed by Jakobson, Tomashevsky, Zhirmunsky, and Gasparov, among others
(Pilshchikov 2019)." In other words, meter only emerges against the back-
ground of rhythm, and rhythm emerges against the background of meter.

In 1921, Zhirmunsky maintained: “Rhythm is the actual alternation
of stresses in verse, resulting from the interaction between the inherent
properties of the linguistic material and the ideal norm [Russian: zadanie,
‘design, intention, pattern’] imposed by the meter” (Zhirmunsky 1966 [1925]:
12; emphasis added from the 1921 edition cited in the footnote).* In 1925,
he explained that “the actual phonetic shape of verse is determined by its
metrical structure only in part, and its poetic rhythm is always a compromise
resulting from the resistance shown by the linguistic material to the rules of
artistic composition” (1966 [1925]: 22; tr. mod.)."* Tomashevsky objected that

2 “HeB0O3MOXHO JaTb TOYHOE 00 beKTUBHOE ornpeneneHne CTxa, HEBO3MOXKHO HAMETUTDb

OCHOBHBIE TIPM3HAKM, OT/AeAIe CTHX OT 1po3sl ~ (Tomashevsky 1923: 7).

1 Kolmogorov and Prokhorov (1968: 409-426) classified stresses based on their intensity, yet
their detailed taxonomy was never used to delineate either a typology or the evolution of verse
rhythm. Poets also utilize additional methods to further distinguish verse rhythm from natural
language (“prose”) rhythm, including columnar and “staircase” [recenka] layouts (Mayakovsky),
variations in font and idiosyncratic punctuation (Tsvetaeva), and the use of special diacritics
(Selvinsky).

4 “Put™m ecTb peanvHoe uepedosarue yLapeHNil B CTUXE, KaK pe3y/IbTaT B3auMO/eCTBIUA

€CTeCTBEHHBIX CBOVICTB SI3bIKOBOTO MaTtepuaia i nieaabHOroO METPNIECKOTO SaﬂaHI/IH” (Zhlr—
munsky 1921: 98 note 4; 1925: 7).

15 “..peanpHas 3ByKoBasd HopMa CTUXA IOAYMHACTCA METPUYECKOI KOMIIO3UIIMH JIMIID B

HEKOTOPBIX CBOUX 9/IEMEHTAX, VI CTUXOTBOPHBII PUTM BCETfa SB/ISAETCS KOMIIPOMIICCHOI
¢$hopMoit, BOSHNKAIOLIIEIT B Pe3y/IbTaTe CONPOTUB/IEHNS MaTepyana 3aKOHaM XYL0)KeCTBEHHOI
xomnosyuunyu” (Zhirmunsky 1925: 18).
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we should not speak of the resistance but of the “arrangement of the linguistic
capabilities™'¢

The dilemma of meter and rhythm can be solved differently. As Maksim
Kenigsberg wrote in 1923, “Verse in its essence is not a physical, but a semiotic
phenomenon”” Verse is a sign, and, in the same way, meter and rhythm are
signs — this was the position of the “phenomenological” wing of the Moscow
Linguistic Circle: in particular, Kenigsberg, Nikolai Zhinkin, and Grigorii
Vinokur. Tynianov also gave eloquent examples of meter as a sign, such
as incomplete or omitted lines (Tynianov 1924: 22 et passim; 1977: 60; cf.
Ju. Lotman 1970: 66; 1977 [1970]: 51).

Semiotically speaking, any sign is “a material formation discernible against
its background”®: meter is a sign against the background of rhythm; rhythm
is a sign against the background of meter; both are interrelated signs against
the background of natural speech. This is why the initial object of analysis
for a computer and a human analyzer is the rhythm of natural speech. Thus,
a rhythmic and metric model of verse can be based on automated accent-
oriented morphological text analysis. This enables us to analyze poetic
texts written in languages with variable stress, such as Russian (Pilshchikov,
Starostin 2011: 133; 2015: 93-94).

How is all this related to the processes underlying the generation and
reception of poetic speech? Let us look at how Tomashevsky envisaged this
problem. His main idea was that the synthesis of verse proceeds from meter
to rhythm while the analysis proceeds from rhythm to meter:

When initially conceiving a poem, the poet adopts a metrical scheme that he
feels is a kind of rhythmical-melodic contour, a framework into which words are
“inserted”.

As it is realized in words, the rhythmical impulse finds expression in the
actual rhythm of individual lines. [...]

The listener perceives the rhythm in inverse order. He is initially confronted
with the actual verse-line rhythm. Then, under the impression of the reitera-
tion of rhythmical configurations, due to his perception of a sequence of verse
lines, the listener grasps the rhythmical impulse [...]. At a still higher degree of

16 Russian: “opranusanmus sA3bpIKOBbIX Bo3Mo>kHOCTei1” (Tomashevsky 1929: 49).

17 “..CTHX B CaMOIJI CBOeII CYI[HOCTH eCTb sIB/IeHNe He (usndeckoe, a sHakooe” (Kenigsberg
1994 [1923]: 163).

18 Russian: “marepuanbroe o6pasoBanne, ornyanomieecs ot ¢pona” (Zhinkin 1961: 159).
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abstraction from the rhythmical pattern he grasps the metrical scheme which
may be uncovered by scanning."

Rhythmical impulse is Osip Brik’s term, which other Formalists accepted.”
While Tomashevsky wrote about the rhythmical impulse, which is realized
both during the creation of the poem and during its perception, Zhirmunsky
applied the term “rhythmical impulse” and its synonym “rhythmical design”
[ritmicheskoe zadanie] to the process of creating the poem, whereas to describe
the process of its perception he used the term “rhythmic inertia” [ritmicheskaja
inertsija] (Zhirmunsky 1925: 67, 71; 1966 [1925]: 67, 71). Jakobson, in his
work on Czech verse, contrasted two types of realization of the “rhythmical
tendency”, distinguishing between “rhythmic inertia” [rytmickd setrvacnost]
(the tendency as it is realized “in relation to the previous verse lines”) and the
“rhythmical impulse” (the tendency as it is realized “in relation to the following
verse lines”) (Jakobson 1935: 221). Apparently, this is what Tynianov referred
to as the “progressive-regressive rhythmical property of meter” (Tynianov 1981
[1924]: 49).2!

The concept of rhythmical impulse describes a stochastic, not deterministic,
norm (Cervenka 1984: 30). Scholars of Russian verse have defined this
phenomenon statistically. Jakobson distinguished between rhythmical
constants (the basis of meter), rhythmical tendencies (the basis of rhythmical
impulse), and the autonomous elements of rhythm (Jakobson 1930; 1979
[1930]). Kiril Taranovsky discerned metrical constants, dominants, and
rhythmical tendencies (Taranovsky 1953: 1-45; 2020; Gasparov 1974: 14,
18-19, 76-77, et al.; 1980 [1973]: 1). Taranovsky’s stressing profile (as a

9 “IToaT, 3aMBILUIASL CTUXOTBOPEHNE, 3a[aeTCsI METPUUECKONI CXeMOil, KOTOPYI0 OH

OlLIyLIAeT B Ka4eCTBe HEKOTOPOIO PUTMIKO-METOANYECKOTO PUCYHKA, B IIPefieIax KOTOPOro
«YKTTaJbIBAIOTCS» CTIOBA.

Bomtomasics B c/I0Be, pUTMIUYECKIIT MMITY/IbC HAXOAUT BhIP)KEHNE B KOHKPETHOM PUTMe
OT/[e/IbHBIX CTUXOB. [...]

Cryuratesb BOCIpUHIMAET PUTM B 06patHOM nopsifke. CriepBa eMy IpeACTaBIsAeTCs
KOHKPETHBIII PUTM CTHXa. 3aTeM, [IOf BIeYaT/IeHNEeM [IOBTOPA PUTMUYECKOI INHNN, B
pesy/bTate BOCIPUATIS CEPUI CTHUXOB, CIyIIaTe/lb YIABINBAeT PUTMUYECKUIT UMITY/IBC |...]
Eme 607ee abcTparnpyst pUTMIYECKIUIT CTPOIL, OH 0GHApYXKMBaeT 0OHAKAEMYIO CKaHIOBKOII
Mmerpudeckyto cxemy (Tomashevsky 1923: 83).

2 See Brik 2012: 535-536 (Marina Akimova’s note).

2 Cf.: “B 9TOM IpOrpeccUBHO-PErPeCcCHBHOM PUTMIYECKOM CBOJICTBE METpa — OfjHA U3

IPYMH, TOYeMY OH ABJACTCA 2nasHeliuium kommnoHnenToM putma” (Tynianov 1924: 30; origi-
nal emphasis).



The Concepts of "Verse’, "Meter”and "Rhythm”in Russian Verse Theory 99

particular case of a rhythmical tendency)* is also a statistical characteristic,
but it does not always reflect the differences between individual types or
patterns (or, to use Andrei Kolmogorov’s metaphor, “images”) of the meter®
(see Dobritsyn 2016: 35-38).

From a theoretical point of view, however, the question is not that simple.
What is objectively given, and what is subjectively constructed? Is rhythm
given initially? Then meter is a post-factum construction. Or vice versa, is
meter a given entity and rhythm a mere construction?

Consider the definitions of meter and rhythm proposed by Russian
scholars, starting from the prominent symbolist poet and verse theorist Andrei
Belyi: “By the rhythm of the poem we mean the symmetry of deviations from
the meter [...]”* Later, researchers pointed out the interrelation between meter
and rhythm. This interrelation may be conceived as a “descent” from meter to
rhythm (Tomahevsky, Zhirmunsky). In his 1923 treatise, Tomahevsky wrote:
“[...] meter is the principle of compatibility of verse lines, and “rhythm is a real
sound form, the actual arrangement of quantitative relations of pronunciation
for each individual verse-line”; meter is an “abstract scheme”, while rhythm
is a concrete individual form, a “real form”*® Zhirmunsky added: “[...] meter
is a general law governing the alternation of strong and weak sounds, [while]
rhythm embraces concrete particular cases of application of this law, the
variations of the main metric scheme” (1966 [1925]: 23; tr. mod.).” In Juri
Lotman’s structural poetics this thesis was later reformulated in terms of lin-

guistic and information theory dichotomies - “langage vs. parole”, “system/

2 A stressing profile of the meter in a single poem or a group of poems is the percent-
age of non-skipped stresses on each ictus (Taranovsky 1953: 4 et passim; 1971; 1980 [1971];
Taranovsky, Prokhorov 1982: 156).

# On the “image of the meter” (“o6pas mempa”) see Kolmogorov, Prokhorov 1963: 84-85;
Kolmogorov 2015 [1961]: 239-243.

*  For further discussion see Gasparov 2015: 12, 16; Pilshchikov 2019: 66-68.

»  “Ilogp pUTMOMD CTUXOTBOPEHIs MbI padyMbeMb CUMMETPII0 Bb OTCTYIUIEHIN OTh MeTpa

[...]” (Belyi 1910: 396).

% “..MeTp eCTb IIPUHIINII COBMECTHOCTH CTUXOB [...] PuTM - peanbHas ¢popma 3Bydyannus,

HeﬁCTBMTeHbeIﬁ[ HOPH}]OK paCHOHO)KeHI/IH KOJINMYE€CTBEHHbIX OTHO]HCHI/Iﬁ HpOI/ISHOIHeHI/Iﬂ UL
Kakporo cruxa B otgenbHocTy (Tomashevsky 1923: 44, 66).

¥ “..MeTp ecTb 0OLINIT 3aKOH YepeOBaHVs CHJIbHBIX 1 CTTaObIX 3BYKOB, PUTM OOHMMAET

KOHKpETHbIe YaCTHBIE C/Ty4ay HpYMEHEHV 9TOT0 3aKOHA, Bapyaliy OCHOBHOI METPUYECKO
cxempl” (Zhirmunsky 1925: 11).
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grammar vs. text’, and “code vs. message” (Ju. Lotman 1972: 46-59; 1976
[1972]: 44-55).

The same interrelation may be conceived as an “ascent” from rhythm
to meter, as in the above-quoted passage from Tomahevsky or in the verse
studies of the eminent mathematician Andrei Kolmogorov, who wrote: “By
meter I mean a regularity of rhythm which is distinct enough to arouse: a) the
expectation of its confirmation in further lines, b) a specific experience of
‘irregularity’ when [this regularity] is violated”

3. Mihhail Lotman has introduced a helpful distinction:

All approaches to meter can be divided into two main groups: I will call these
respectively a priori and a posteriori. In accordance with the a priori approach,
meter precedes [...] the poetic text. Meter is realized in a poem, the competent
reader recognizes it, and the researcher describes it. [...] According to the a
posteriori approach, meter does not precede text but is its immanent quality, the
competent reader perceives it [...], the researcher makes it explicit. (M. Lotman
2008a: 32-33)¥

In the final analysis, the difference between metrics discerned a priori and
metrics discerned a posteriori may be reduced to the problem of interrelation
between meter and rhythm, Mihhail Lotman argues. For the a-priori approach,
meter has a primary function, while rhythm is its realization. In contrast, for
the a-posteriori approach, rhythm is the primary reality, while meter is a sec-
ondary formation. The researcher suggests transferring this problem from the
methodological sphere to the ontological realm and interpreting the difference
described above not as two different approaches to meter but as two drastically
different types of metricality. If we are dealing with well-known structures
interpreted unequivocally by both the author and the reader, Lotman calls such

#  “Tlop mempom s TIOHMMAIO 3aKOHOMEPHOCTb PUTMa, 00Ia/jalolyI0 HOCTATOYHO

OIIpeie/IeHHOCTHIO, YTOODI BBI3BIBATD: a) OKHU/AHIE ee IIOATBEPXKEHIS B CIEAYIOINX CTUXAX,
« » »

6) crennduyeckoe nepexxnBanme “‘nepe6os” mpu ee Hapyurennax” (Kolmogorov 1963: 64;

original emphasis).

»  “CymecTByeT JBa OCHOBHBIX IIOAXOfA K 9KCIUIMKALMI CTUXOTBOPHOTO METpa, Ha30BEM

MX alIPUOPHBIM 1 aOCTePUOPHBIM. C TOUKM 3PEHMs AIIPUOPHOTO MOAX0/A CTUXOTBOPHBDIIT
MeTp MpPEAIIECTBYET [...] MOITUYECKOMY TEKCTY U Peannsyercs B HeM; KOMIETEHTHBII
4KUTaTeNb Y3HAET 9TOT METP, MCCIEfOBATENb —ONNUChIBaeT €ro. [...] C Toukm 3peHus
AIIOCTEPVIOPHOTO IIOLXOfA METP He IIPENIIeCTBYET TEKCTY, a SB/ISETCS €r0 MMMAaHEHTHBIM
CBOJICTBOM, KOMIIETE€HTHBIII YMTaTe/b 3TO CBOJICTBO TEM J/IM MHBIM 00pa3oM yIaBiuBaer [...J,
uccnenoBarens ero skcrmiupyer” (M. Lotman 2008b: 25).
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meters explicit. If the structure is new and is not unequivocally recognized,
such meters are implicit:

Usually the difference between explicit and implicit meter is reflected already
in their names. In the first case, we are dealing with nomination (iambus,
hexameter), in the second case, with description; for instance, the “meter of
Russian fairy tales”, “bylina verse”, even such a splendid name as the “verse
meter of Songs of the Westerns Slavs’, that is, the meter Pushkin used in his

cycle “Songs of the Westerns Slavs”. (M. Lotman 2008a: 33)*

Shapir combined the a-priori and a-posteriori approaches. For him, “the place
of a-priori monism (fact as an epiphenomenon of an ideal law, rhythm as a
derivative of meter) or a-posteriori monism (law as an abstraction from the
only real factual material, meter as a derivative of rhythm) must be taken by
absolute monism”*' Shapir’s conception of meter was developed in his article
“Metrum et rhythmus sub specie semioticae” (1990), where he proposed
a revision of the linear hierarchy of meter and rhythm, that is the views
of rhythm as a system of deviations from meter, or rhythm as a particular
realization of the metric scheme. Shapir conceived of two processes that run
in opposite directions: “metrization” of rhythm and “rhythmization” of meter.
For Andrei Belyi, Tomashevsky and Zhirmunsky, meter was the law, while
rhythm was a tendency; for Shapir, both rhythm and meter are tendencies, and
they cannot be deduced the one from the other. Rhythm is not a particular case
of meter because rhythm, which may violate meter, can be independent of it.
Meter, in turn, cannot be deduced from rhythm because rhythmically identical
lines can be interpreted differently in different metrical contexts or, to put it
another way, the rhythmic forms of different meters can be isomorphic. In this
case, we are dealing with metrical ambiguity (Jakobson 1922: 229; Tomashevsky
1929: 15 et passim; Shengeli 1940: 79-80; Bobrov 1964: 123; Scherr 2023).

% “Yacto pasmmdme MeX/Y 9KCIUIMLIUTHBIM U MMIUIMIIUTHBIM Pa3MepOM OTPaXKeHO yiKe
B Ha3BaHMU: €C/IM SKCIUIMIIUTHBIE METPbI, KaK IIPAaBU/IO, 0003HAYAIOTCA OOIMMI MMEeHaMU
KOHBEHI[MOHAJIHOTO XapakKTepa (M6, Xopell U T. IL.), TO UMIUIMLMUTHBIE (GOPMbI 4aCTO WIIN
BOOOIIIe He MIMEIOT OO PIHATOTO Ha3BaHMA, YIM Ha3BaHNe VX IMeeT XapaKTep AeCKPUILIN

(“pyccxmit cka3o4HbII pasmep’, “ObUIMHHBLI CTUX , “cTUX MaskoBckoro” u faxe “Crux «ITeceH
3amagubIx craBsaH»”)” (M. Lotman 2008b: 28).

31 €..MecTo MOHM3Ma anpropHOro ((pakT Kak snmdeHOMeH neaTbHOro 3aKOHa, PUTM Kak

IIPOM3BOHASA MeTpa) MM MOHV3Ma allOCTEPHOPHOTO (3aKOH KaK OTB/ICYEHME OT eJTHCTBEHHO
peanbHOro $GaKTIIeCKOro Mateprana, MeTp Kak IpOM3BOLHAS PUTMA) JO/DKEH 3aHsATh MOHV3M

“»

abconmomuoiii” (Shapir 1990: 69; 2000: 100; original emphasis).
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If the entire poem consists of such metrically ambiguous lines, it would be
a heterometric text, as in Aleksandr Polezhaev’s “Song of the Dying Swimmer”
(“Pesn’ pogibajushchego plovtsa’, 1828). Aleksandr Iliushin cited it as a “genuinely
bimetrical” poem? because its meter may be perceived as 2-foot trochee (tro-

chaic dimeter) —U—(U) or as 1-foot anapest (anapestic monometer) UU—(U):

Vo6t mrachitsja
Svéd lazarnyj!
Vot krutitsja
Véter burnyj!

[...]

Na ravninach
Véd zerkalnykh,
Na puchinakh
Pogrebal'nykh

Ja skolzil [...]

If the first syllable is unstressed, the anapestic interpretation UU—(U) does
not exclude the trochaic interpretation, in which the first unstressed syl-
lable is perceived as a legitimate omission of accent on the first foot:
—U— (V). If the first syllable is stressed, the trochaic interpretation
~U~(U) does not exclude the anapestic interpretation, in which the first stressed
syllable is perceived as extra-schematic, which is no less legitimate: Uu—(L).

These are two ways of “metrization” of the same rhythm. Other examples of
“metrization” are logaoedic verses, especially non-classical logaoedic meters,
such as Osip Mandelshtam’s “Today is a bad day...” (“Segodnja durnoj den.”,
1911), where a particular rhythmic pattern U " UU " is reiterated throughout
the poem and thus becomes its metrical scheme U—UU— —

Segddnja durndj dén’:
Kuznéchikov khr spit,

I simrachnykh skal sén’ -
Mrachnéj grobovykh plit.
Mel’'kéjushchikh strél zvon
I véshchikh vorén krik...
Ja vizhu durnoj son,

Za migom letit mig. [...]

2 Russian: “o6paser; nognuusoit 6umerprn” (Iljushin 1988: 67).
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The opposite transformation may be called “rhythmization” of meter. For
instance, in Joseph Brodsky’s “Strophes” of 1968, the meter of the initial line
(Na proshchdn’je ni zvitka) is 2-foot anapest UU—UU—U, as is the meter of
the entire poem: UU—UU—(U). However, the meter of a rhythmically identi-
cal and phonetically similar initial line of his “Strophes” of 1978 (Napoddb’je
stakdna) is not 2-foot anapest but the 3-ictus dolnik —U—UU—U because the
entire poem is written using this meter: (U)—U(U)—U(U)—(U).” However,
not only this line but many other lines of 3-ictus dolnik in this poem are iso-
morphic to 2-ictus dolnik and, in particular, to its rhythmic form, which is
isomorphic to 2-foot anapest. Enticingly, the 1978 “Strophes” feature a whole
stanza, all the lines of which are isomorphic to 2-foot anapest:

Neuméstnej, chem jashcher

v filarmoénii, vid

nas vdvojom v nastojashchem.
Tem vernéj udivit

obitatelej zavtra
razvedjonnaja zdés’

silnych chtvstv dinozavra

i kirillitsy smés.

This rhythmic quotation, however, refers to a metrical precedent (Brodsky’s
own poem, which was written ten years earlier and which is referred to in
the title and the initial line of the later poem: Na proshchdn’je ni zviika >

Napodobje stakana).**

Shapir’s “metrization of rhythm” and “rhythmization of meter” partly
correspond to the less commonly known concepts of logaedizatsija (“logaoedi-
zation”) and verlibrizatsija (“vers-libre-ization”) introduced by Vadim Rudnev
(V. Rudnev 1982; 1986).* Indeed, transformation of rhythm into meter moves
towards logaoed, while transformation of meter into rhythm moves towards

vers libre. In the Brodsky example, dolnik is a more l/ibre meter than anapest

3 The only line that violates the meter is kotérogo ne perekrichdt: it features an interval of six

unstressed syllables, whereas a maximum of only five is allowed by the metrical scheme.

*  Roman Jakobson called a poet’s use of a meter, which is closely associated with a particular

text or group of texts, “a kind of metrical quotation” (Jakobson 1938: 246; 1979 [1938]: 465;
Rudy 1976: 506).

»  Vadim Rudnev (1997: 52-53, 148-150) understands these terms in a broader culturological
sense; I prefer to remain in the realm of metrics.
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because it tolerates a wider variation of inter-ictic intervals (compare Gasparov
1974: 44-45; Skulacheva 2012: 48). Conversely, maintaining 100% rhythmic
uniformity in an iambic poem transforms iamb into logaoedic or paeonic
verse.*

On the way to logaoedization, meters such as dolnik oscillate between
logaoedic and syllabotonic verse. One instance is the “Esenin type” of 3-ictus
dolnik, in which Forms I and III predominate - typically featuring disyllabic
anacruses (Gasparov 1968a: 100-102; 1974: 241-242; Scherr 1986: 149). Form
II1 is distinctively dolnik: (U)(U)—UU—U—(V). Form I with a disyllabic ana-
crusis is isomorphic to 3-foot anapest: UU—UU—UU—(V). Sergei Esenin’s
28-line dolnik poem “Don’t torture me with coolness...” (“Ty proxlddoj menjd
ne miichaj, | I ne sprdshivaj, skéI’ko mne Iét”, 1923), highlighted as typical by
Gasparov (1968a: 101), comprises 21 anapestic lines (75%) and only seven
specifically dolnik lines (25%). Is 25% sufficient to classify this text as dolnik,
or should it be considered “anapest with sporadic irregularities” (Gasparov
1968a: 104)?

The threshold - i.e., the borderline between two meters — may vary between
different poets or even within the works of the same poet across different
periods. Sergei Liapin proposed the following method (qtd in Pilshchikov,
Starostin 2015: 100): in any given corpus, tally the number of texts containing
5+5%, 15+5%, 25+5% ....... 85+5%, 95+5%, 100% of bimetrical forms (in our
example, Form I of 3-ictus dolnik, which is isomorphic to anapest, amphibrach
or dactyl). The distribution of these forms usually shows two peaks on the
resulting diagram (see Chart 1). Among Esenin’s lyrical poems that contain at
least one line of the “(U)(LU)—UU—UU—(U)” rhythmic form, the most com-
mon types are poems that contain either 100% of such lines (genuine ternary
meters) or 75% (“typical” dolniks).

% On Russian paeons see M. Lotman 1995: 310-314.
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5% 15% 25% 35% 45% 55% 65% 75% 85% 95% 100%

Chart 1. Number of poems containing a particular percentage of “ternary”lines in
Esenin’s poems

Thus, the poem Gasparov singled out is indeed typical for Esenin. He
composed very few poems that contain 90-99% anapestic / amphibrachic
/ dactylic lines. They can be considered as written in irregular (“loosened”)
ternary meter or what Petr Rudnev called a “transitional metrical form” (TMF)
between ternary meter and dolnik:

TMEF is a construction of meter, such that there are some violations of one of the
principal features of a given verse form. Moreover, these sporadic violations [...]
do not yet alter the quality of verse of that type. The main task in describing a

TME is to determine the “threshold” at which quantity transforms into quality.”’

If we create a diachronic version of the same diagram by charting the poems
year by year according to their composition dates, the dynamics will reveal
that “typical” dolniks were not predominant in Esenin’s oeuvre from the outset.
Initially, he favored more “contrastive” dolnik profiles, later increasing the
proportion of Form Ilines in his dolniks. In the beginning, 25% of specifically
dolnik lines were insufficient for him to distinguish dolnik from anapest and

7 “IIM® — 3T0 TaKast KOHCTPYKLV CTUXOTBOPHOTO pasMepa, B KOTOPOIT Ha/INIIO HEKOTOPOe
KO/MYeCTBO HapyLICHMI KaKOro-M160 13 ITTaBHBIX MPU3HAKOB JaHHOTO CTHXOBOTO BUJA.
ITpydeM 3T OT/e/IbHBIE HAPYLIEHNH [...] ellle He M3MEHAIOT Ka4ectnéd CTUXa JaHHOTO BUJA.
ITpu onvcannu [IM® rraBHas 3afaya COCTOUT B TOM, YTOODBI OLPEEIUTD TOT IIOPOT», TIPK
KOTOPOM KO/I4IecTBO Iepexonut B KadectBo  (P. Rudnev 1972: 227; original emphasis).
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dactyl, but as the new meter became recognizable, he increasingly adopted
what later came to be known as “Esenin’s type”* It should be emphasized
that 75% is not a theoretically derived figure but an empirically established
threshold specific to the corpus of Esenin’s poems written in dolnik and
ternary syllabotonic meters. Other corpora may have different thresholds.

To summarize, contemporary Russian verse theory conceptualizes meter
as a “tendency” or “potentiality”. Since meter is generally not preconceived (at
least from the reader’s perspective), we are not observing a given meter but
rather the metrization of rhythm. Consequently, every poetic line is potentially
heterometric. In the context of the entire poem, such metrical ambiguity may
be disambiguated (remaining, however, a factor of rhythm), manifested as a
metrical tendency (as in TMF) or solidified into a metrical law (in genuine
heterometric texts).

4. The statistical approach to rhythm and meter was countered by the
axiomatic generativist approach, emerging at the turn of the 1960s and 1970s.
Generative metrics examines the rhythm of specific meters not quantitatively
but qualitatively, by formulating “correspondence rules” between the two
structures (meter and rhythm) to distinguish between “well-formed” and
“ill-formed” lines.

The correspondence rules for Russian binary meters were first outlined in
Andrei Kolmogorov’s and Aleksandr Prokhorov’s article “On the Foundations
of Russian Classical Metrics” (1968: 404-406). Mihhail Lotman (1995a: 270-
278, 1995b: 340-343) further clarified and expanded upon them by positing
seven correspondence rules (CR):*

(CR1) One and only one syllable corresponds to any weak (W) and strong (S)
position.

(CR2) An unstressed syllable can always correspond to any W position. The
possibility for a stressed syllable to occupy this position is governed by the
special restrictions formulated in CR5.

(CR3) A stressed syllable can always correspond to any S position. The
possibility for an unstressed syllable to occupy this position is governed by the
special restrictions formulated in CR4.

3 See Pilshchikov, Starostin 2015: 99-102 for more details.

¥ Renumbered here according to Polilova, Pilshchikov, Belousova 2022: 129.
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(CR4) An unstressed syllable of a polysyllabic word can correspond to an S posi-
tion only if the stressed syllable of this word occurs in another S position.

(CR5) Only a stressed syllable of a monosyllabic word can correspond to a W
position.

(CR6) Only a stressed syllable can correspond to the last S position.
(CR7) A syntagmatic stress can correspond only to an S position.

Mutatis mutandis these rules apply to all Russian syllabotonic meters.
Specifically, for ternary meters, CR5 should state “...a monosyllabic or
disyllabic word..” instead of “...a monosyllabic word..”. This adaptation aligns
with “the Jakobson-Tomashevsky thesis about the impossibility of shifting the
accent in Russian [poetry] within a word” (Erlich 1965 [1955]: 220). Jakobson
formulated this rule specifically for binary meters, in which “a stressed syllable
can realize a temps faible [...] and, vice versa, a stressed syllable [can realize] a
temps fort [...] provided that these syllables do not belong to the same word [...].
To put it another way, the word cannot be rhythmically trans-accentuated”*
Tomashevsky proposed a more general rule applicable to any foot length: “a
word with an extra-schematic stress should be shorter than a foot period”*!
Therefore, in Russian syllabotonic verse:

[N]on-metrical stress may fall on words that fit within a metrically unstressed
interval and do not extend to the metrically stressed syllables. To put it another
way, in classical [Russian] verse, non-metrical stresses are permitted only

on monosyllabic words in iamb and trochee, while in dactyl, anapest, and
amphibrach they are permitted on both monosyllabic and disyllabic words.*

40 “..yIapHBIil CJIOT MOXKET OCYIeCTBUTH Cl1aboe BpeMs [...] M HanpoTuB 6e3ynapHbIi — |...]

CU/IbHOE BpeMs CTUXa [...], HO IpM yC/I0BUM, YTOOBI 9T CJIOTY He TIPMHA/JIeKANN OTHOMY 1
TOMY e C/IOBY [...]. /IHa4de roBOps, C/I0OBO He MOXKET OBITb PUTMUYECKY NePEaKI[eHTOBAHO
(Jakobson 1923: 29).

41 “Crenyet BbiBecTy 6071€€ OOLIMIT 3aKOH: CTIOBO C JOTIOJTHUTEILHBIM [i.€., CBepXCXEMHBIM —

IP] ypapeHneM BO/DKHO OBITh Kopode cTorHoro mepuopa” (MLK 1919: fol. 56; qtd in Pilshchikov
2017b: 161).

2 “...HeMeTqueCKoe yYaapeHune MpuxoanTcsa Ha C/I0OBa, KOTOPbI€ LIEIMKOM YMEIAIOTCA B

MeTpIUYeCKy Hey[apHBbIil MHTepBasl, He PACIPOCTPAHAACH HA METPMYECKH yIapHbIe C/IOTH.
Vinade roBops — 1A AM6a 1 XOpesi HeMeTPUYeCKOoe yIapeHV MBIC/IMMBI B K/TACCUYECKOM
CTHUXOC/IOKEHNIL TONBKO Ha OHOCTIOXHBIX CJIOBAX, A/ RAKTIIIA, AaHATIeCTa 1 aMpuOpaxms,
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5. Based on the discussion above, I propose the following constructive
definition of meter in Russian verse:*

(1) Meter: A pattern of strong and weak syllabic positions within a verse line,
with each position occupied by one syllable.

(2) Strong positions (ictuses): These are syllabic positions within any pattern
where word stresses may fall on words of i+1 or more syllables, where i € N (N
being the set of natural numbers including zero and i being the number of sylla-
bles in a constant or maximum inter-ictic interval — see Rules 3 and 4 below).

(3) Weak positions (inter-ictic intervals): These are syllabic positions within
any pattern where word stresses cannot fall if the words are of i+1 or more
syllables.

(4) Preference Rule: If a line fits more than one meter, preference is given to the
meter with less variation (v) in the length of inter-ictic intervals (i).

(5) Uniform Application: Rule 4 is applicable to a particular line only if it also
applies uniformly to all other lines in the poem.

Rule 2 specifies the conditions for generating the rhythm of schematic word
stresses, and Rule 3 for extra-schematic stresses. Both rules together describe
the distribution of word boundaries. Rule 4 epitomizes the notion of metrical
hierarchy,* and Rule 5 asserts the insufficiency of a purely “horizontal” analy-
sis of verse structure, which must always be corrected by a “vertical” analysis
within the metrical context.

Rule 5 also applies to metrically ambivalent lines where both metrical
interpretations result in the same variation (v) of the length of inter-ictic
intervals (7). Thus, certain rhythmic forms of binary meters are isomorphic
to those of ternary meters. In both binary and ternary meters, the variation in
the length of inter-ictic intervals is zero (v = 0). In a homometrical context the

Ha OJJHOC/IOKHBIX U 1BYXCIoXHBIX . (Tomashevsky 1923: 62). Compare Gasparov 1974: 4. For
more details see Pilshchikov 2019: 62-65.

4 Compare Pilshchikov 2017a: 20. Presented here in a revised form.

“ Gasparov wrote that “each stricter meter on the steps of this staircase is inevitably an individual

rhythm of a freer meter” [“ka>xppiit 6071ee cTpornit pasmep Ha CTYIEHbKAX [TaKoli]| IeCTHMIIBI
Hen30eXXHO SBJIIeTCs YaCTHBIM pUTMOM Oortee cBobozHOTO pasmepa’] (Gasparov 1974: 308).
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metrical ambivalence of this type of verse is considered a rhythmical rather
than metrical characteristic.

If the metrical repertoire includes iambic, trochaic, dactylic, amphibrachic,
anapestic, paeonic, dolnik, and taktovik meters,* then 1 <i < 3. Expanding it to
include meters based on a pentasyllabic foot (hyperpaeon) and a hexasyllabic
foot (hexon)*® adjusts the range to 1 < i < 5. Adding non-classical logaoedic
meters of the “Today is a bad day” type further extends the range to 0 <i < 5.
Regarding tonic verse (also referred to as “accentual verse”), the question of
the maximum volume of its inter-ictic interval remains. For simplicity, I will
consider this interval theoretically unrestricted (i € N, ), though it does have
an empirical limit (P. Rudnev 1989: 97; M. Lotman 1995: 330, 324 fn. 75). In
examples reviewed by Russian verse scholars, the unstressed interval varies
from 0 to 8 syllables (Kolmogorov, Kondratov 1962: 70-71; Zhirmunsky
1964: 12; Gasparov 1974: 420). Longer intervals are also possible (Pilshchikov
2022: 306-307), but the longest documented so far — a ten-syllable interval in
Maiakovsky’s “Those Who Sank in Meetings” (“Prozasedavshiesja’, 1922) -
contains a nonce word (Fedotov 2010: 30-31).

The proposed constructive definition is applicable to various versification
systems used in the Russian poetic tradition. They differ in the type of metrical
period — the syllabic distance from one ictus to the next, encompassing both
the ictus and the inter-ictic interval. I introduce this term by analogy with
Tomashevsky’s concept of “an accentual period”, defined as “the distance from
one stress to the next, measured in syllables”*” A caveat, consistent with the
views of the term’s originator, is that the relevant measure is the distance,
in syllables, from one metrical (schematic) stress to the next, skipped or
unskipped, i.e. from one ictus to the next.

In syllabotonic (syllabic-accentual) verse, the metrical period (traditionally
referred to as “foot”) has a fixed and constant inter-ictic interval, consistent
across different feet. In logaoedic verse, the length of inter-ictic intervals within
the metrical period is also fixed, but it is not constant, varying in different feet
according to a specific pattern. In dolniks and taktoviks, the length of inter-
ictic intervals within the metrical period is variable but confined within a
defined range; each specific meter has a predetermined amplitude, delineating

* On taktovik see Gasparov 1968b; 1974: 294-371; 1978.

¢ On the meters characterized by foot lengths exceeding four syllables, refer to Plungjan 2007
and Orlitsky 2018.

Y7 “..y0apHoiii nepuod, T.e. PACCTOSHNUE B C/IOTaX OT yfapenus ao yaapenus (Tomashevsky

1923: 14; original emphasis).
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a minimum and maximum number of syllables within which this interval can
fluctuate. In accentual verse, the length of inter-ictic intervals in the metrical
period is unrestrictedly variable. It follows from rules 2 and 3 that extra-
schematic stresses (i.e., stresses on weak positions in words with a syllabic
length < i) and skipped stresses on ictuses are permissible in all these meters.*®

Gasparov regarded dolniks and taktoviks as “transitional” meters in the
evolution from syllabic-accentual verse to “pure” accentual verse.* I would
propose considering them a separate type of verse - what Mihhail Lotman
(1998: 237) calls accentual-syllabic, as opposed to syllabic-accentual or syllabot-
onic - and suggest abandoning the notion of “transitional” systems altogether.
Nonetheless, whether to categorize dolniks and taktoviks as a special versifica-
tion system ultimately hinges on the theoretical definition of what constitutes

a “versification system”, a topic that falls outside the scope of this article. >
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