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Abstract: Maximilian Voloshin turned to classical metres after he moved to Crimea that in
his consciousness had associations with Hellas. Also, his friendship with Vyacheslav Ivanov
became an important stimulus. Initially, Voloshin used the same metres that can be found
in Ivanov’s collection of poems Kopmuue 38e30u1. However, their form shows that Voloshin
was well familiar with classical poetry.

1. Introduction

Maximilian Voloshin’s return to Crimea after a prolonged stay in Paris to a
considerable extent gave rise to the appearance of classical metres in his poetry
starting from 1907. Following Greek authors, he called this land ‘Cimmeria’ (e.g.
Hdt. IV. 11, 12, 45, etc; Hom. Od. XI. 14; Strab. XI. 2. 4, S, C 494, etc.),
considering it a part of Hellas (Voloshin 2003-..., II: 79-80; V: 167-168; VI
(1): 181-182; VI (2): 69-70, 82-83). The very landscapes here suggested iconic
associations with classical metres: “3aausur eyaxue semau 2ayxoii u dpesneii, // I'de
8 MO30HUX CymepKkax zpycmHee u HanesHeil // 38yuam nycmviHHbie 2eK3amempol
goanvi...” [“The sonorous bays of a desolate and ancient land, // Where in late
twilight sorrowful and melodious // The deserted hexametricals of waves
sound...”]; “Ckasucmoix 20p 3ybuamoiii okoem // 3amkuys 3aiue Aikeesvim
cmuxom, // Acummempuuno-cmpozumu cmpogamu...” [“The toothed skyline of
the rocky mountains // Closed the bay with the Alcaic verse, // With
asymmetrically formal stanzas...”].

What was equally important was the influence of Vyacheslav Ivanov (see
Kupchenko, Davydov 1990: 127). Although the young Voloshin moved to the
Crimean Koktebel already in 1893, he updated the repertoire of verse forms
only in close contact with the older poet. During this period he mastered not
only rarely used complex models, but also ordinary metres like trochaic and
iambic pentameters. Voloshin was on friendly terms with Ivanov, lodging in the
same flat with him, attending poetic meetings in the “Tower’ and listening to
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his lectures on a theory of prosody. He also repeatedly named Ivanov among
those few poets from whom he had learnt the craft of poetry, singling out
Ivanov’s collection of poems Kopmuue 3se3der (1902) (Voloshin 2003-..., VII
(2):213,214, 303, 306).

The various kinds of classical metres written by Voloshin during his initial
attempts in 1907-1910 include only those present in Ivanov’s collection.
These are elegiac distich (“Aucmuxu”), Sapphics (“K @anmasuu”, “Cago”),

» o« » o«

Alcaics (“ITacmymckuii Xpam”, “Moaumesa Kamuara”, “Aosorvro!”), galliambic
(“Bunozpadnux Auonuca”), and trochaic octameter (“Opgeii”, “Ha Kpoiavsx
3apu”). Voloshin also experimented with classical metres, building on them to

» o«

create his own forms similarly to Ivanov (“3emas”, “T'unna”). It is extremely
significant that during this period Voloshin did not use the most popular
classical metre — isolated dactylic hexameter — which is also absent from
Kopmuue 36e3001.

The statistical analysis in this article includes all the classical metres and
their derivatives present in Voloshin’s poetic heritage — 31 texts, of which 30
are original poems and one is a translation. The bulk of the material comes
from the Russian Academy of Science’s Collected Works of Voloshin
(Voloshin 2003-...). Several texts missing from that edition were found in the
two-volume collection published in Paris by the YMCA Press (Voloshin 1982~

1984).

2. Classical metres

2.1. Dactylic hexameter

Before his acquaintance with Ivanov, Voloshin only once tried his strength in
classical metres in three hexametric poems in the series “Muoicav u popma”
(1894) — “Awdckomy ymy nedocmynmor 6udenss us mupa unozo...”, “Moicav u
Ppopma dorwcnot Haxodumcs 6 zapmonuu nosxoti...” and “@opma dornna 6vime
docmotina 6 Hell CKA3AHHOU MbICAU... ”:

AI0ACKOMY yMy HEAOCTYTIHBI BUAEHDS U3 MUPa HHOTO,
Bce monmMaroT AMIIb TO, 9TO MOTYT YBHAETD FAA3aMHU
VIAb 06'BSICHUTD BCeM M3BECTHBIM 3AKOHOM IIPUPOABL.
A AyX TeHHAABHBIi, B CO3HAHBU HEBHAUMOM CHABI,
COpOCHUBILIH IIPOYb YEAOBEYECKO MBICAU OKOBBI,

B 6e3AHE Xa0Ca HAXOAUT BEAUKUE MBICAU U 1yBCTBA,
KoTOpbIX MOHATh HEBO3MOXKHO TOATIE TIOAYAUKOH ...
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Like many Voloshin’s early works, these are not perfect as regards form, nor do
they meet the major requirements of the canon. Only feminine clausulae occur
constantly, while lines in hexameter alternate with those in pentameter, which
is barely distinguishable by ear, and zero anacruses with monosyllabic ones,
which is typical of inexperienced authors. Such deviations, however, do not
break the semantic halo of the metre and were actively developed as equivalent
analogues of dactylic hexameter (Gasparov 1999: 221-226; Shapir 1994: 53—
61). Classical treatises on poetics from the school curriculum, for instance that
of Horace (Voloshin later translated his poem “Becna” (1897)), would provide
inspiration to create this didactic series.

Nevertheless, either such a genre was alien to the romantic mood of the
novice poet, or else the metre seemed excessively academic to him. Therefore,
his first attempt at the use of the classical metre did not evolve any further.
Only in 1907 did Voloshin return to dactylic hexameter, this time including it
in strophe compositions. One of them occurs in the poems “IToadens” and
“Temmvt AuKu BecHbl. 3amymMuAUcy 6Aa20ti 00AUHbL ... ”:

3BoHKH cTe6An TPaBbl, 1 ABYDKE€HDS 3HOS ITaXyH.

I'opm, KaK PbDKHE AbBbBI, CTAAW Ha CTPa’Ke ITyCTbIHb.

B YEPHO-CHHEM OTHE PACIIBETAIOT MEAHDIE TY4H.
l"ope%fo ABIIIUT ITOABIHD ...

(“TToapens”)

—U-UuU-|Uu-U-vu-u

—UU-UuU-|-UuU-UuU-

—U-UuU-|UuU-U-vu-u
—UuU-uUuU-

This stanza is Voloshin’s own invention. As a base, he took a variant of
Archilochians with an alternation of dactylic hexameter and trimeter (Voloshin
2003-..., I: 465), in which an early sketch of one poem is written. The
doubling of odd trimeter lines, which made the first two lines metrically equal
to elegiac distich, produced a new quatrain stanza. Perhaps, as a base, Voloshin
took the elegiac distich (Scherr 1991: 523), which was supposedly invented by
Archilochus as well. In this case, even pentameter lines are truncated by half.
The second combination making use of classical metre is found in the short
poem “Csemao-3eseHoe mope ¢ cunumu norocamu...”, written in the same year:
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CaeTA0-3eA€HOE MOPE C CHHUMH IIOAOCaMH,

TOHKO ycesiA0 HeGO AeTIeCTKAMH PO3OBBIX PAKOBHH.
ITAagyT CTEKASTHHBIE BOAHBI SICHBIMU TOAOCAMH,

Beer cepeOpsHHBII BeTep 1 UrPaeT 3BOHKIME TPABAMH ...

—U|u-uu|-U|-vu|uu-uyU
Y] VA VIV PRV (ViU PRVIV) PRV V)
—VU|u-uuU|-v|-vu|uu-uy
—V|u-uU|-u|uu-U|-uu|-wu

Alternation of pentameter and hexameter lines with zero anacruses, prevalent
disyllabic intervals between ictuses and different clausulae resembles a
deformed elegiac distich.

Elegiac distich proper appeared in Voloshin’s poetry in 1910 as an
anthological epigram when he inscribed gift copies of his debut collection of
poems with the couplets “B z0pode wiymnom nocmpour mot xpam Anosromy
Auxero...”, “B 20pvKkoil KyneAu 3emAu KpeujeHvl Mbl 02Hem U mockow...~, “Bmecme
8 00uH 8000em nozAsdum Au mot ocervio no3dueti...” and “Toicauesemnezo cepdya
cemb pas sockpecasueti ApdasooL...”:

B ropoae nrymHOM ocTpouA ThI XpaM AnIoAAOHY AuKelo,
51 x B Kummepuu aataps ['opoMeAOHY BO3ABHT ...

-VUuU-UVuU-UuU-VuU-UU-U
-VuU-UU--UU-UU-

If Voloshin’s early dactylic hexameter allows some deviations from the canon,
the later ones are not just flawless, but unnaturally perfect. Although Russian
poets usually render a quantitative verse by dol’nik with irregular intervals
between ictuses to imitate the unequal number of syllables in the foot,
Voloshin completed his elegiac distich by dactyl with a caesural truncation in
even lines, and his derivatives by various logaoedics. In addition, the first stanza
has a masculine caesura; in the second one, even the word boundaries in
homogeneous lines take the same positions. Apparently, these peculiarities
were caused by his experiments with Aeolics in this period. The mature
Voloshin attached a great importance to the form of his works. Thus, his
sonnets are considered by many as masterpieces of the genre (e.g. Ashukin
1929: 347; Grossman 1925: 126).

Most poems describe Crimean views (“I'opel, kak pouiue Avsbl, cmaiu Ha
cmpace nycmowns...”, “Mope 21yxo wymum, passusas dpesHue cBUmMKu...”,
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“Ceemao-3eeroe mope ¢ curumu norocamu...”) or directly mention toponyms of
the land (“4 % 6 Kummepuu armaps Topomedony 803dsuz...”, “Toicauesemmezo
cepdya cemv pas eockpecasuieii Apdasdei...”). No wonder a number of his
inscriptions on watercolours from the 1920s contain local images embodied in
dactylic hexameter and its five-foot derivative — “Boansr 3emau omvisaromcs
gorHamu mops...”, “Torybvle daru u 2ysvt 2aybokux ayros...”, “Cepenv ympa u
cepenv npospaunvix dareii...”, and “Tuwuna om AyHvl, 0m X0AMO8 U OM CKAA
Kapadaza...” (possibly more — “Bypuie cnunvt xoimos // Had sepxarvtoro 3u16610
sausa...”, “Kamens, nponuxrymoiii 6030yxom daneil, // Cepoiti u cunuii...”). As
usual, Voloshin inscribed his paintings in syllabo-tonic verse, so that short,
sometimes single-line, texts were perceived as poetic. Dactylic hexameter
frequently expressed by dol'nik is the only exception. It has an easily recognized
metric halo and requires no extra emphasis.

In general, Voloshin’s constructing of classical metres proceeded differently
after 1910. At this time, Voloshin actively developed irregular dol'nik of varying
length with irregular alternation of unrhymed clausulae which was analogous to
free verse, similarly both to his poetic consciousness (Trifonov 1991-1994, 1I:
384; Voloshin 2003-..., IV: 29-30) as well as the Russian literary tradition
(Gasparov 1984: 180). For instance, poems from 1916 “I'opod”, “Aepeeo”, “Aywa
20poda” and “3asoesanue” were translated from Verhaeren using this metre. Its
form resembles that of dactylic hexameter or elegiac distich, sometimes achieving
full likeness with them. Thus, the influence of classical metres is especially
evident in the final part of the polymetric translation “3asoesanue”:

T'aBaHM, AUIIIKIE MOABI OT A€I'TS M Bapa,

YepHble CKAAABL, KHUIISLIME IITOABHH, TYASIYE AOMHBI,
Baira pa6oTa BsDKeT Bce yiKe Y3ABI [TayTHHbI

C Tex 1op, KaK 30A0TO, 3A€Ch Ha 3eMAE

TTo6eanao 30A0TO Heba!

30A0TO YXU3HH, UAb 30A0TO CMEPTH, — CTPACTHOE 30A0TO
A3HIO TSIHET IIeTAel, IpoAMBaeTcs B AQpHKY;

30A0TO CKHITP OKEaHOB, 6poAsTIee 30A0TO,

C 1OAI0COB 6€eABIX CPBIBAETCS K PBDKHM 9KBATOPaM.
30A0TO OaeleT B M0OEAAX, B pasrpOMax MepIiaeT,
30A0TO KPY>KHTCS B 3BE3AHBIX OpOUTAX BEKOB,

30A0TO BAACTHO BEAET B ACPYKABHO HAMEYEHHBIX IIAAHAX
MavuTbI CBOUX KOPabAel, peAbChI CBOUX IIOE3A0B.

BAOAB 110 ITyCTBIHAM 3€MAH, BAOAD I10 BOAAM OKEAHOB ...
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Pentameter and hexameter lines are dominant (33 and 12 out of 50 total lines,
respectively). Most of them have a zero anacrusis (46 lines) and a feminine
clausula (31 lines). The interval between ictuses is overwhelmingly disyllabic
(89.2%) with only a sporadic monosyllabic interval (8.9%) which, in keeping
with the tradition, never appears before the last ictus, or zero interval (2.0%)
which, analogously to the classical pentameter, always appears after the third
ictus. Deviations of disyllabic interval correspond to the Russian imitations of
dactylic hexameter. The secondary rhythm curve of the first three intervals of
pentameter and hexameter lines (11.1-2.2-22.2%) is the most popular double-
peak curve with concentration of trochees on the first and the third feet
(Gasparov 1975: 378-379; Shapir 1994: 51-52). The military subject
introduced in world literature by Homer’s Iliad could have stimulated the
hexameter-like form of this poem.

In his subsequent translations made in irregular dol'nik (from de Régnier, in
1919), Voloshin returned to the domination of medium dimeter, trimeter and
tetrameter lines, and a more natural distribution of anacruses and clausulae.
However, the metrical features of “3asoesanue” from Verhaeren were later used
in Voloshin’s original works. The classical metre appeared in the poem
“I'padywsas Poccus (no Apucmosy)” (1922):

T'bI BOIpeKy BceM HEB3TOAAM, PasrpOMaM U 6eACTBHSIM
Mupy aaelb exeroAHo TP MUAAMOHA PYK,
Mauo>xuHTCs A€M TBOe Ha PaBHUHHBIX IIPOCTOPAX,
XBaTHUT 3eMAH Ha IOATOPA MUAAMAPAA AFOAEIL.
Mo1HbIi pycCKui S3bIK, TOAHO3BYYHBII ¥ THOKWI,
BBIKOBAA M YTAYOUA MHOTOHAIIEBHBIN TBOM AYX.
ITymxus, ToacToi, AOCTOEBCKHI — YIUTEAU MUPA
He aast Te6st AM HAIIAY [IPOH3UTEABHEHIIIHE CAOBA?
Tl coueTana B ceOe HAYAAA TIAOTH M AyXa:

U cozeprateaprocTs Pya, u EBponefickuii morup.
I'pesy cBoIO mpeaIouAa OCyIeCTBACHHOMY LIAPCTBY —
B BeuHbIX CHerax II0AOKTAa HEMOBEPHBIH ITOXAP ...

The form became even more structured - lines shorter than pentameter
disappeared entirely, while masculine clausulae alternated regularly with either
feminine or dactylic clausulae. This text and Virgil’s Aeneid are drawn together
by the subject of statehood.

The development of this metre — the final stabilization of the line length at
six feet, a constant zero anacrusis and regulated clausulae — appeared in the
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poem “IToamy pesoaroyuu” (1923), which in 1925 was split into “Ao6recme
noama” and “IToamy”:

T'opH cBoit pasay#i Ha rope, B yCTHIHHOM MeCTe Hap MOpeM
YeAoBeueCKIX MHOXKECTB, YTOO FOAOC CTHXUM IIHPOKO

Ay1iry KpBIAUA U KayaA, MEXXAOMETbsl AIOAEH 3arAyIIas.
Ocreperaiics Apy3efi, ydeHUYeCTBA ITyMa U CAABEL

Y4eHMKH Pa3BUHTSAT U BBIBUXHYT MBICAU M CTPOQBL

T 0ABKO IPOTHBHUK B 60pbOe MOXKET OBITh HCTHHHBIM APYTOM.
CaaBa Tebs IIPUKyeT K TAbIOAM TBOMX JKe TBOPEHHUIL.

CoaHIle MEPTBBIX — XUBBIM — OHA HAMOTHABHbI KAMEHb ...

(“Toaty”)

Here, the use of the metre is connected with the tradition of hexametric letters.
It can be traced back to Ars Poetica, Horace’s letters to Piso devoted to the
subjects of poetry and a poet. Probably because the form does not meet all the
features of the canon, Voloshin called it “liberated hexameter” (Voloshin
2003-...,1I: 659).

Also in 1926, Voloshin inscribed the watercolour painting “Koxmebesvckue
bepeza” with a couplet written as an anthological epigram:

OTH MpeAeABI CBANEHHBI XK TeM, YTO OAHAXKABI ITOA Bedep
ITymkviH Ha HUX ITOTASIAEA € KOpabasi o popore B ['ypay¢...

Despite its short length, the hexametric description of the Black Sea voyage
undoubtedly refers to Homer’s Odyssey.

However, the form of these poems differs both from the dactylic hexameter,
due to the combination of a zero interval between ictuses at the caesura with a
feminine clausulae, and from the elegiac distich, due to the absence of a zero
interval with an alternation of masculine and feminine clausula. These
deviations had already occurred earlier, in “3asoeganue” from Verhaeren and in
“I'padywas Poccus (no Apucmosy)”.

The final stage of this poetic evolution was realized in the narrative poem
“Uemsepmp sexa (1900-1925)” (1927) written in an unrhymed dactylic tetra-
meter:

Kasxaprit posxxpaeTcst ABKABL He st an
B Ayxe poanacs Ha CThIKe BeKOB?
B rop n3Ha4aAbHBIN ABAAIIATOIO BEKa
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HagaA roA0BOKpy>XHUTeAbHbII Oer.

Myapoii cyab60I0 3aKHHYTBII B CEpALIe
A3y, 51 AV He UCTIBITaA

B ABAAIIATb TPU rOAQ BCIO TOPAOCTD U3THAHDS
B pppxux meckax TypKeCTaHCKUX ITyCThIHD?

B >xm3HM Ha 9TOM MarM4ecKO¥ rpaHy
Kaxxablit BriepBbie ce0st co3Haer
3aBoeBaTeAeM APEBHUX MMITepHI

U 3axanHaTeAeM GYAYIIMX LAPCTB. ..

Echoes of classical metre are noticeable in the basically dactylic rhythm, the
infrequent deviations in the number of syllables between ictuses, and the
absence of rhyme. The latter is characteristic of the dactylic hexameter, but was
still uncommon in Voloshin’s ternary metres, which, by the way, were
abandoned by him after 1924. However, the shorter lines preserve an obvious
semantic aura of antiquity (cf. Gasparov 1999: 224-225). Although Voloshin
mainly employed narrative unrhymed iambic pentameter, subjects of
wandering (“Mydpoii cydvboro saxurymuii 6 cepdye // Asuu...”, “SI npoxodua no
mponam Tameprana...”, “C uem mHe cpasHumv Aukosamve norema // H3
Camaprxanda na 3anad — 6 Ilapux?.”) and war (“B amoii 3sepunoil zpuisne
2ocydapcme...”, “Ho nocpedu pamobopcmea napodos...”, “B wiksarax youiicms, 6
uccmynaensu ycobuy...”), common in Homeric epics, determined the form of
this poem.

2.2. Aeolics

Voloshin’s records in the second half of the 1900s illustrate his increased
interest in the culture of classical antiquity. Thus, in 1907 he wrote in his
notebook:

Aupux HacTpauBaeT Aylly Ha M3BeCTHBIN pasMep. Pycckas Aupuka, HacTpoeHHas Mepoit
geThIpexcTorHOro simba. Ee 3axkarounteap Baok. Bprocos — 3axarouureas xopest. ITopa
IIepeCTPOMTD Adp AMPHKH HAa GOA€e CAOXKHDBIE PasMephl, IPUKOCHYTHCS K pasMepaM
rpedeckuM. —U-U—UU/-U—-U: paa 6yaeT aTo purM Moeit aupuku! Hapo u3bpats opun
pasMep U YCBOUTb ero ceOe B COBEpILIEHCTBeE ...

[A lyric poet tunes his soul to a certain metre. Russian lyric poetry has been tuned by
the iambic tetrameter. Blok put an end to that metre. Bryusov put an end to the
trochee. It is time to attune lyric poetry to more complicated metres, to reach out to
Greek metres. —~U—U-UU/—U-U: let this be the rhythm of my Iyrics! One must
choose a single metre and master it to perfection... ] (Voloshin 2000: 144)
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The Sapphic hendecasyllable presented in this scheme is one of the main
classical metres and gave rise to other verse forms (Gasparov 1989: 57-58).
Therefore, it was no wonder that in the same year Voloshin reconstructed
Sapphics in the poem “Bewjuii kpuk ocentezo sempa 8 nose...”:

Pazaupasi ToMy, 00AaKa, TyMaHBbI,

ITpocrupas aavre x Houn pyku,

O6naxaer Beuep B mopsie Myxu
PasiabIe paHBI...

-U-U-uUu-uU-u

-U-U-uUuU-uU-u

-U-U-uUu-uU-u
-VuU-V

Curiously, Voloshin rhymed the very first classical metres (“IToadens”,

» o«

“Ceemao-3eseroe mope ¢ cunumu nosocamu...”, “Bewuil kpuk ocennezo sempa 8
nose...”), although archaic prosody did not yet know this device. Until this
time he had almost never resorted to blank verse, with the exception of some
texts in which rhyme is often excluded by the form itself, such as the Kalevala
verse in “Pacckasu, o, cmpannux, Cnapme...” (1891), the dactylic hexameter in
the series of poems “Muicav u gopma” (1894), an imitation of Lermontov’s
prose poetry in “Pacceem” (1894 ), and the free verse in “Téte Inconnue” (1904).
Besides, the first Sapphics have no caesura that Russian poets, according from
Roman examples, tried to keep in their works.

Voloshin wrote his first stanzas without rhyme and with caesura, such as
Sapphic or Alcaic, in 1910. It should be noted that Voloshin’s interest could
have been stimulated when he became familiar with Alexander Peshkovsky’s
translations from Horace and subjected them to sharp criticism at the
beginning of the year (Kupchenko 2002: 241, 248). Perhaps it was the
unsatisfactory quality of these translations that pushed him to create his own.

Poems “Aenv morouno-cusviii pacyses u 3amep...” and “Ha noa nara synuas
meHv om pamvt... "~ are written in Sapphics:

O6HuMaer cepalie HOKOPHOCTS. Tuxo ...

Mpican 3samuparor. B capy MmacanHa

ITpocTupaer BeTBH K CAEIIOMY Heby
JKecrom paboiHu...

(“AeHb MOAOUHO-CH3BII pactiBe 1 3amep ... ")
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—U-uU-Ulu-u-u

—U-uU-Ulu-u-u

—U-U-U|lu-u-u
-—Uu-u

51 oA@XKABI COPOCHAQ, 5T HaTast

Bcrasa c A0xa y3KOTO B CBETAOM KpyTe,

B rummune cBepmIaoTcs aTOM HOYbIO
AyHHbBIE TallHbI ...

« »
( Ha moa maaa AYHHasl TEHb OT paMbl... )

—U-U-UuU|-u-u

—U-U-uUuU|-u-u

—U-U-UuU|-u-u
—Uu-u

Despite the presence of a complete pause in both texts, in the first one the
caesura is feminine after the sixth syllable, while in the second one it is dactylic
after the seventh. Moreover, the traditional caesura, one that was introduced by
Horace and taken over by the Russian canon, was masculine after the fifth
syllable. Evidently, Voloshin’s Sapphics are formed by crossing two poetic
traditions — the Roman tradition in which the caesura was used, and the Greek
one in which it was not. Voloshin left a complete pause in his poems, but he
effectively hid it by placing it in unusual locations.

All three texts include classical motives and images (“Bonau Aemempet...”,
“B cady macauna // Ilpocmupaem eemsu « caenomy weby // 2Kecmom
pabwinu...”). These are, however, especially pronounced in the form and the
semantic connection of “Ha noa nara ayumnas meuv om pamot...” The bold
content of this poem narrated on behalf of a woman in combination with the
Sapphics suggest associations with the poetess from Lesbos. Moreover, the
subjects of love and religion, typical of her lyrics, become apparent as
reminiscences from the biblical Song of Songs (Voloshin 2003-..., II: 722).

Alcaics are developed in the poems “C mex nop xax msxckuii sepHos caenoii
cydvoot...” and “Cedvim u Huskum obraxom dor nosum...”:
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Koraa ray60koit Ho4bIo 51 B IIepBbIi pa3
IToBepua npaBAe NPUCTAABHBIX TAQ3 TBOHX
W npounTaa usrub tBoux ry6 —

ApeBHue TalHbI B AyIlle PACKPBIAUCH...

(“C Tex Iop KaK TAKKHMIl )KEPHOB CACTIOHN CyABGHI ... ")

B MopiyHe ropHOH, B CKAAAKAX THCHEHBIX KOX
TyckHeeT cu3blil 6AECK YelTyr MOPCKOIL.
Ckpurr aepeBbs.. Buxps Tpasy pser,

TperAer KyCThI ¥ Pa3HOCHT OPBI3IH...

(“CeABIM ¥ HU3KMM 06AAKOM AOA HTOBHT ...” )

U-uU-U|-uvu-u-
U-U-U|-UuU-uU-
U-uU-uU-u--—
—UuU-uu-u-u

The last longum of the 11-syllabic lines of classical Alcaics is the third syllable
from the end (... ~UX), but in the 9- and 10-syllabic lines it is the second from
the end (... -X). An anceps, which could be represented in a syllabo-tonic verse
either by a stressed or unstressed syllable, concluded all the lines. Russian poets
varied masculine or dactylic clausulae of the first two lines, while a clausula of
the last lines always remained feminine, as the masculine one assumes a
monosyllabic word. To enhance the resemblance to classical Alcaics, in his own
imitations Voloshin always put stress not only on the final syllables of the 11-
syllabic lines, but on those of the 9-syllabic lines as well.

The love lyric “C mex nop kax maxucxuii wepros caenoti cydvber...”, dedicated
to the poet Elisaveta Dmitrieva, in conjunction with its form is a reference to

» «

the epistle of Alcaeus’ “To Sappho” and the landscape lyric “Cedom u Huskum
obaaxom dor nosum...” from the series of poems “Kummepuiickas secna” — to
Alcaeus’ “Spring”. Moreover, Voloshin’s Alcaics have thematically much in
common with the above-mentioned Sapphics — “Ha noa naia synnas meno om
pamui...” and “Aenv morouro-cusviii pacyses u 3amep...”, respectively. The last
poem was initially included in the series “Kummepuiickas secna” (Voloshin
1911: 46).

Experiments with Aeolics affected Voloshin’s own metres and were realized
in the logaoedic of the same year “O6aaxa kaybamcs 6 6e3dnax serenvix...”:
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U 3Benur u OaelreT GeAbIit CTEKASIPYC
3a Kuuk-ATaamMoit KOCTUCTOM,
ITaemeT B ciHEM BeTpe ABIMYATBI I1APYC,
Maeert caep CTPYUCTBIH ...

—U-uU-U|-uu-u
-—U-uUu-u-u

—U-uU-U|-uu-u
-U-u-u

In this poem, the combination of three different line types correlates with
Alcaics, and the short last line after three long lines with Sapphics. Moreover,
the odd 11-syllabic lines with a single disyllabic interval between ictuses among
monosyllabic intervals are reminiscent of Alcaic and Sapphic hendecasyllables
(Scherr 1991: 524). Whereas later classical metres were already written in
blank verse, in the derivative Voloshin returned to his more usual rhyme. In
“Obaaka kaybamcs 6 b6e3dnax sesenvix...” he adopted not only the form, but also
the subject of the initial examples — a spring scenery of Koktebel. Together with

»

“Cedvim u Huskum obrakom doa nosum...” and “Aenv morouro-cusviii pacyses u
samep...” they constituted the series of poems “Kummepuiickas secna’.

In his later Aeolics Voloshin developed free verse, similarly to his hexa-
metricals of the same period. The form of the poem “Hyda-anocmos”, which he
started writing in 1910 and finished only in 1919, represents irregular dol’nik
with irregular alternation of unrhymed clausulae. Its first four lines consist of

Sapphics with Voloshin’s customary dactylic caesura:

U xoraa npubaunsuacst npasauuk Iacxy,

B nepBb1ii AeHb OIIPECHOKOB B Yac BedepHUIt

Om Bo3Aer 3a Tpamnesy — ¢ HUM ABEHAAIATh
B ropnure uucroii...

The subsequent lines reveal considerable deviations from the canonical form:

“B 9TOM MHpe LjapH [IEPBEHCTBYIOT:

Bbl 5Ke He Tak — KTO 60ABIINI, GYAET KaK MEHbIIHIL
3asemrato Bam CBoe I1apCTBO.

Csiaere CyAUTD Ha ABEHAALIATH TPOHOB,

Ho oanum u3 Bac 5 6yay npepas.

Tak npeAHa3HaYeHO, HO IpeAaTeAro rope!”
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W B cmymmeHby yuenuky mernran: “He stan?”
OH ke, B COAb OOMAKHYB KycOK XAe6a,
IToaaa Hyae
U ckasaa: “Uto peraemns — penait’.
Tor e, CheB KYCOK, TOTHAC JK€ BBILIEA:
Ayx seman — Carana — Bomea B yay —
Bemyuit 1 cKOpOHBIIL.
Bce ABeHaALaT BIHA U XA€62 BKYCHAH,
IpudacTUBIIICH TAOTH ¥ KPOBU XPUCTOBOH,
A OAVH 13 HUX 3eMA€ IIPHYACTHACS
Coabio 1 xa€60M.
Yl HUKTO M3 OAMHHAAIIATH HE ITOHSIA,
Yro ckaszaa Mucyc,
Kaxkoit On mopsur Bo3aoxua Ha Myay
T OpbKUM IIPUYACTHEM ...

However, characteristically of Aeolian logaoedics, the alternation mainly of
pentameter and dimeter lines (26 and 11 out of 53 total lines, respectively) is
retained. A zero anacrusis (49 lines) and a feminine clausula (46 lines)
predominate, as does a monosyllabic interval (62,4%) — although a disyllabic
interval is more common in Russian metres with a varying number of syllables
between ictuses (Gasparov 1974: 234-235; Gasparov 1993: 137-138). The
dimeter lines, most of which are dactylic with a feminine clausula and thus
correspond to classical adonic (8 lines of 11), are usually connected to the
previous line by enjambment, as the tradition dictates (“Ow 8034¢2 3a mpanesy —
¢ Hum dsenadyamo // B zopruye uucmoii...”, “A 00un u3 Hux 3emae NPUHACIIUACS
// Coavto u xaebom...”, “Kaxoii On nodsue eozromur na Hydy // Topvkum
npusacmuem...”, “Aezau emy na ycma. Y 8 nux yanaa on // Pyxy Hyoei...”). The
last Sapphic hendecasyllable and adonic are considered as one line in classical
poetry, since a syntactic pause or, sometimes, word boundary between them is
absent.

Attention should be drawn to the graphic composition of “Hyda-anocmos”
with its indentation of shorter lines. Voloshin used it only in regular metres of
varying length, including Sapphics, whereas in irregular metres, including
irregular dol’nik and free verse, he aligned all the lines. The form of the poem
could be determined by its religious subject characteristic of Sappho’s hymns.

The presence of classical metres in Voloshin’s irregular dol’nik (in
“3asoesanue” from Verhaeren and “Hyda-anocmos”) could be explained by the
genetic relationship between the two. It is well known that German pre-
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romanticists tried to reproduce complicated rhythms of Pindar’s choral lyrics —
that were perceived as prose divided into lines — in free verse (Gasparov 1984:
180; Gasparov 1989: 254).

2.3. Adonic

In classical literature, an adonic was a part of Sapphics, or just a part of its last
line. Later, it was separated into an independent metre, having kept the genre
features of classical hymns to which it owes its name. Voloshin made an
attempt to reproduce an isolated adonic in the poem “I'nocmuueckuii 2umn Aese
Mapuu” (1906):

Matiero B Mupe

Poxxpaercs Byaaa.

B o6aacTsax 3Be3AHBIX

Hap Mupom rapwur.

Beprre caepmuTesto
Brimaero uyaa:

ITaams, yraciree B Oe3pHax, —
Topur!..

Maita — Mapus!..

Its form, however, indicates classical heritage. “I'mocmuueckuii eumu Aese
Mapuy” is dedicated to Vyacheslav Ivanov, whose poem “Aemo I'ocnodne”
(before 1904) obviously served as an example. Voloshin replaced irregular
rhymes, sometimes located far apart in Ivanov’s poem, with the correct
alternation of unrhymed and rhymed clausulae. After odd lines he used a
compensating anacrusis instead of a zero one. Thus, the metre of the poem is
done in dactylic tetrameter split into two parts. Lines other than two feet
(“Irams, yeacwee 8 6esdnax, — // T opum!..”) and the early version of
“I'nocmuueckuii zumn Aese Mapuu” (Voloshin 1908; Voloshin 1909: 379-380;
Voloshin 2003~ ..., VI (2): 233) also display affectation and insignificance of
the graphic composition. Metric inertia of dactylic tetrameter disrupts the
refrain always expressed by one dactylic dimeter with a feminine clausula
(“Mope — Mapus!.”, “Maiia — Mapus!.”, “Ave Maria!l.”). Similar alternation of
several long lines with an adonic is a direct reference to Sapphics (Gasparov
1993: 121-122). A zero anacrusis, prevailing feminine clausula and the length
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of dactylic tetrameter, correlated by the number of syllables with Sapphic
hendecasyllable, intensify this association.

The short length of adonic makes it possible to convert it without losing its
semantic halo to the adjacent metres — iamb, amphibrach, dol'nik and others
(Gasparov 1999: 285; Lotman 1988: 129-130). Voloshin’s poem “He mu
au...” (1915) illustrates such a transformation:

He b1 AN

Hesoana paszym
ITpunsaTh cBepmIeHbE
Henocrmwxumpix
TBoux myTeit

Bo BceM ropennu
ITpoTuBOpeunii,
HecosmecTumpix

AAsi ueroBeubeit
CreCHEeHHOM MPBICAK?..

Its larger part is written in an iambic dimeter (38 out of 52 lines total), but
dactylic (“I'yemo u xpenxo...”), amphibrachic (“Caesamu u xkposvro...”) and
anapaestic (“Ommsa cuay y pyx...”) lines also occur. The poem bears metrical
features of Goethe’s hymns “Gesang der Geister iiber den Wassern” (1779),
“Meine Gottin” (1780), “Das Gattliche” (1781), and “Grenzen der Menschheit”
(1781). Voloshin rediscovered Goethe’s poetry in the mid-1910s thanks to
Rudolf Steiner.

“Tnocmuueckuti eumu Aese Mapuu” and “He mur au...” fit the genre quite
well, as both are direct appeals to God. The first poem includes characters and
symbols of Vedic, Buddhist, Greco-Roman and Biblical mythologies (Voloshin
2003-..., I: 462-463), the second those from the Book of Revelation
(Voloshin 2003-...,1: 516).

2.4. Galliambic

In 1907, simultaneously with hexametricals and Sapphics, Voloshin also
reproduced a galliambic in the poem “A wudy dopozoii ckopbHoii 68 moii

]

bespadocmnouii Kokmebeav...”:
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51 uay poporoit ckop6Hoi1 B Moit 6e3papocTHbiit Kokrebeas...
ITo HaropbsiM TepH Y30pHBIit U KYCTapHHKU B cepebpe.

ITo AOAMHAM TOHKHM ABIMOM PO30BE€eT BHI3Y MHUHAAAB,

V1 AeXHT 3eMASI CTPACTHAS B YePHBIX PU3aX H OPApPSIX....

-U-U-U-U-U-UU-U-

The form of the poem conveys distinctive features of classical galliambic,
generally known by Catullus’ “Attis”, the only completely preserved work in
this metre. They are manifest in the cluster of four short brevum before the last
longum, as in five of eight Voloshin’s lines (“6espadocmuuii Koxmebeas...”,

2

“kycmapnuku 8 cepebpe...”, “pusax u opapax...”, “3advixanouesics 80AHbL...

“mopacecmeennviii Kokmebean!..”) (Gasparov 1994: 201), end and internal
assonances (“ckop6roii-ysopreiii”, “Koxmeberv-cepebpe”, “mundarv-opapsx”,
“2op-uer0”, “mamoii-pacnameiii”) and consonances (“Koxmeberv-mundars”),
making a metrical and semantical loop (Dobritsyn 1993: 306-307).

In creating his poem, Voloshin considered not only the form of galliambic,
but also the meaning of Catullus’ work that narrates about Attis’ sufferings and
its system of figures. Passionate subjects and chthonic symbolics run through
the entire poem (Dobritsyn 1993: 300-303). Even reasons behind the writing
of “AI udy dopozoii ckopbHoti 6 moti bespadocmuuiii Kokmebeav...” and “Attis” are
similar — both texts are inspired by troubles in the private lives of their authors

(Dobritsyn 1993: 305).

2.5. Trochaic octameter

Another classical metre, the trochaic octameter is used by Voloshin in the

poem “KAnriyoi” (1909):

To1 — teanteas! Tol — AasiTeab! OTBpaTHTEAD TYCKABIX 6!
I'nesnpiit McTuTeAb! HachlAaTeAb YepHBIX SI3B ¥ 3HOMHBIX AeT!
Aerxux Op cBATBIE XOPBI THI yBOAUIID, Kuipapea!..

—U-U-U-U|[-mU-U-U-

In the early 20th century, trochaic octameter was the most commonly used
extralong metre (Bailey 1971: 124; Gasparov 1984: 211). This may have been
so because of its specific feature — an obligatory caesura and frequently rhymed
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pair of masculine clausulae, so that couplets of trochaic octameter may be
perceived as quatrains of trochaic tetrameter with the alteration of feminine
and masculine clausulae. An additional internal rhyme on a caesura creates the
most popular type of Russian stanza — AbAb. A similar partition of iambic
octameter’s lines into hemistich is evident in the alternation of clausulae in a
less usual order — aBaB.

However, for “KAntiyoi” Voloshin chose a more complex version of stanza,
for which poems by Konstantin Balmont might have provided an example. In
particular, Balmont applied a combination of trochaic octameter with a triple
masculine rhyme in the poem “Bopox6a” (1903). Later he repeated this with
added irregular internal rhymes on two occasions — in the poems “Tenv-Pexa”
and “Ayx Bpauyiouuii” (before 1909). Voloshin also made use of the technique
in “KAntiyol”.

The tercet stanza is interrelated with the three-part movement of the
classical Greek chorus and a tradition of roundelay in general (Gasparov 1989:
63). While Balmont expressed a clear association with folklore and his metre
may be perceived as a double trochaic tetrameter, for Voloshin the classical
halo is more important, and his metre is an equivalent of trochaic octameter,
which is evident in its form and semantics. In “KAytiyoi”, the average
percentage of stresses is 87.5%, whereas in the Russian trochaic tetrameter it
rose to nearly 77% (Gasparov 1974: 98; Taranovsky 1971: 424). Such a large
figure refers to quantitative verse in which each foot has an obligatory longum,
unlike syllabo-tonic verse that allows omission of stresses. Absolute stressing of
even ictuses (77.8-100.0-85.2-100.0-77.8-100.0-59.3-100.0%)  and
coincidence of the majority of even foot boundaries with word boundaries
(11.1-66.7-29.6-70.4-22.2-63.0-0.0-100.0-11.1-66.7-37.0-51.9-40.7—-
29.6%) have the purpose of conveying the dipodic structure of the classical
metre.

In classical Greek drama, trochaic octameter was used according to its literal
meaning (‘running’, ‘dancing’) to highlight more dynamic scenes against a
neutral background of iambic hexameter (Gasparov 1989: 76). These
associations were important for Voloshin. As in the poem, he did not simply
address classical subjects, but also described the run of Apollo’s chariot
(“Bapmuiil 60z Hecemcs « 102y 6 cmasx Geavix aebedeii...”) and the dance of the
Muses accompanying him (“Beicmpuiii marey, 80046 no Ayzy bervlii 6uxps 00exd
passeiil.”).
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3. Conclusion

Voloshin perceived the classical metres through the prism of Vyacheslav
Ivanov, except for the isolated dactylic hexameter in the series of early poems
“Muicav u ¢opma”, and late derivatives developed from free verse. The
flourishing of Voloshin’s classical metres coincided with the period of his close
contacts with Ivanov and their range is identical to that of Ivanov. Afterwards,
when the relationship between the poets became more distant, Voloshin
ceased to follow strict principles of the canon and abandoned the use of
classical metres. However, Ivanov’s works were a significant catalyst rather than
a direct source of borrowing. The specific features of Voloshin’s metres show
that the author was well familiar with classical poetry.
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AHTNYHbIE pa3mepbl MakcumunuaHa BonowunHa

K axTnyHbIM pasmepam Makcumuanan BoaomwmH obparuacs mocae mepeespa B Kpsiv,
KOTOPBII aCCOLMUPOBAACS B €FO CO3HAHUHU C DAAAAON. BaXXKHBIM CTHMyAOM CTaAa Taioke
Apyx6a ¢ BsuecaaBom lBaHoBbM. IlepBoHayaAbHO BOAOIIMH OrpaHMYMBAACS TeMH Ke
pasMepaM, KOTOpble BCTpewatoTcss B cOopHuke IBaHoBa «Kopmune 3Be3abr». Tem He
MeHee, UX GOpMaAbHbIE OCOOEHHOCTH CBUAETEABCTBYIOT O XOpOILIeM 3HAKOMCTBe Boao-
IIHMHA C KAACCHYECKOM IT033UeH.
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Maksimilian Volosini antiiksed varsimoodud

Maksimilian Volosin poordus antiiksete virsimootude juurde pérast kolimist Krimmi, mis
assotsieerus tema teadvuses Hellasega. Oluliseks stiimuliks kujunes ka soprus Vjat$eslav
Ivanoviga. Algul kasutas Volo$in samu virsimoote, mida voib leida Ivanovi luulekogus
“Kopmuue 36e30vi”. Siiski niitab nende vorm, et Volosin oli klassikalise luulega histi tuttav.



