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Abstract. The article discusses the notion of metrical dualism as a phenomenon of the
reader’s perception of verse. The author analyzes the prosody and metrics of Marina
Tsvetayeva’s poems “Henodpaxcaemo snem nusny” (“How perfectly deceitful life is ...,
1922). However, the aim of this study is not to interpret the metre of Tsvetayeva’s verse,
but rather to obtain a model of reading verse and thus show how the reader’s perception of
metre changes. Thus, the author consciously has not considered the metric or the
logaoedic interpretations of this poem, while approaching the text from the point of view of
the reader’s perception which is always aimed at the revealing of symmetric structures. This
approach makes it possible to take into account such aspects as the variety of metric
interpretations, the dynamic development of verse metre, the internal and external metrical
boundaries in text, etc. The analysis of Tsvetayeva’s verse reveals the interaction of two
rhythmic patterns in the text, which is connected to the general meaning of the poem that
tells the reader about the deceitfulness of life.

The notion of “functional dualism” can be applied to the metrics of many of
Tsvetayeva’s poems. The notion of dualism was introduced by A. Kvyatkovsky
who understood it as a double interpretation of a poem’s prosody resulting
from a) the explicit duality of its metric scheme, or b) the ambiguity and
complexity of its rhythmic pattern (Kvyatkovsky 1966: 61). From the point of
view of relative metrics the functional aspect of dualism becomes the most
important — it manifests itself on different levels of duality when the metre of
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various poetic text fragments is interpreted. For instance, a poem beginning in
iamb undergoes loosening of the metre to end up with dol’nik. This makes the
reader look at the poem’s beginning again and reconsider the prosody of its
intonation (hence, new approaches to the interpretation of the semantic
structure of the text come into focus). Such cases seem to be even more
interesting than cases of “pure dualism” when the whole poem can have a
double interpretation (by introducing the latter notion, Kvyatkovsky does not
give us any convincing examples of “pure dualism”). The notion is very close to
the idea of “reversed verse” (see Shengeli 1960: 154-156). Dualism has not
been accepted by critics of poetry and Kvyatkovsky himself does not seem to
be very convincing either.

Dualism is often connected with rhythmic inversion. Inversion in Tsveta-
yeva’s poems was described by M. L. Gasparov (1993: 102). The researcher
registered frequency of inversion in Tsvetayeva’s poems but the shift in
accentuation was not seen as a systematic factor. Not by chance, Gasparov
made an observation on the predominance of inversion in trochaic verses,
although in view of functional dualism it is possible to describe inversion in
Tsvetayeva’s iambs as a morphogenic characteristic — this will be considered
below. Purposefully, Gasparov does not allow any multiple interpretations of
poem metrics.

It has to be noted here that our analysis of verse prosody will somehow
differ from Gasparov’s formal principles of the description of metrics. From the
point of view of traditional prosody most of the poems described as dual might
be referred to one of non-classical types of verse or presented as transitional
metric forms (TMF; nepexodnvie mempuueckuii gopmet, or IIM® in Russian).
Without questioning the justifiability of such a description, we, however, would
like to leave for a while a conventional approach to the interpretation of
metrics. By distancing from it, the following important aspects might be taken
into account:

1. Interpretation. From time to time poetry critics argue about the
difficulties of interpreting metre, but in the end they prefer to ignore it by
applying their own prosodic patterns. Despite this, as the text itself has
departed from song and oral tradition it does not presuppose a straightforward
recitation. By the way, traditionally, poetry studies do not take into con-
sideration a poet’s recitation while analysing verse prosody. We assume that the
potential variety of recitations is a precondition of the text’s functioning in
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culture (similarly to the multiple interpretations of meaning), as rhythm results
from the disparity between the metric scheme and its actual realization.

2. Functional aspects: formal classification of a text as dol’nik or TMF does
not reflect the interconnection between metrics and semantics in every
particular text. The functional approach allows us to consider

a) the metric context in which the metric expectation is violated;
and

b) the actualization of characteristics of quality which signal the change of
strategy in the metric (and semantic) interpretation of verse in the process of
the text being revealed to the reader.

With the help of this approach we can evaluate not only the degree of the
metre’s “loosening” but also how and why it happens. Moreover, the functional
approach focuses not only on the “rhythm as such”, but on the correlation of
rhythmic determiners with other levels (semantics, phonics, etc).

3. Genetic / derivational aspect. From the point of view of relative metrics a
verse can have a number of metric prototypes, and, as a result, a number of
possible ways of recitation. At the same time, if we widen the range of possible
sources of dol'nik (not only trisyllabic verse and variable intervals between
ictuses, but also shifts in accentuation while preserving the syllabic order), we
can identify various types of dol'nik from the genetic point of view.
Additionally, it will allow us to reveal the interconnection between types of
loosening traditional metrics in poems by different authors.

Thus, in this article we have consciously not considered the metric nor the
logaoedic interpretations of this poem, as we approach the text from the point
of view of a reader’s perception which is always aimed at revealing symmetric
structures. In this respect, logaoedic and dol'nik verses are always perceived by
the reader as regularly occurring loosening of symmetric structures. The
purpose of our study is not to interpret the metre of Tsvetaeva’s verse, but
rather to obtain a model of a verse reading, and thus show the changes in the
reader’s perception of metre.

Let us now consider Tsvetayeva’s poems, particularly one poem from 1922
(see Tsvetayeva 2005). It is worth mentioning that poems written by
Tsvetayeva in 1922 provide many examples of relative metrics. Despite the
presence of an extra stress before the last ictus, the first line seems to follow an
iambic scheme. The line realises the secondary rhythm of the Russian iambic
tetrameter typical of Pushkin’s and Lermontov’s epoch: with the omission of
stresses on the first and the third ictuses (U-U—U-U—) (for more
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information, see Gasparov 2000: 140-142), the perfect example of which is
variation VI of jambic tetrameter in Shengeli’s classification. (Shengeli 1923:
72). However, the extra stress on the word axem is not phrasal as the actual
division of the sentence makes us put a greater accent on the subject susnv at
the expense of the predicate axem*. (We asked some people, who were not
particularly interested in a certain way of a poem’s reciting, to recite the first
quatrain of the text under analysis expressively. All of them accented
Henodpaxcaemo and wusnb, by making the stress on the word awmem less
distinct).

The need for rhematic accentuation of the predicate awem will become
evident as soon as the reader encounters the actualization of the seme '10%t'
(lie) and the phonic play of the sounds x; 4, p, u (see below). The second line
confirms the reader’s expectation: the preposition csepx (above) is perceived as
proclitic, although it is repeated twice in this line. Accentuation of the 4th
(ouddnus) and the 8th (axu) syllables in the second line, that follow one
another, makes the reader apply a strategy of rhythmic-metric interpretation of
the text as iambic tetrameter with secondary alternating rhythm (besides, there
is the possibility of paeonic recitation if the reader is quite experienced). The
third line justifies this strategy: Ho no dpoxcanuto ecex scua...

The fourth line ruins the expectations (Méxewv ysndmeo: #usns!). In spite
of the fact that this line does not suit the previously applied recitation strategy,
the reader follows it automatically and tries to interpret this “measured” line
from the syllabotonic point of view:

1) as iambic tetrameter with pauses (/\ Méxcewv / \ y3udmo: /\ Husmb!) —
this pattern sounds quite unnatural and makes the reader change his strategy of
metric interpretation; the reason behind it seems to be in the impossibility of
making a pause at anacrusis;

2) as iambic trimeter with syncope and pause (Mdxcewn ysudmo: /\ Husmv;
scheme: U-U—(U)—). Despite its “unexpectedness” due to the number of
ictuses, this interpretation seems to be more natural to the reader even though
the iambic expectation is more violated in this line. Let us consider the
arguments for and against which the reader might have while interpreting this
line:

FOR: Despite the syncope on the first ictus the word combination moxcewn
y3namo sounds more like a secondary rhythm. In this case the poem’s metre is
perceived as tertius paeon. The accent outside the pattern on the word moscews
sounds less sharp. Moreover, the reader considers the word combination
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moxcewv y3name as a tetrasyllabic foot with the stress on the last syllable under
the influence of the phonic analogues: accented [a], repeated in the fourth
syllable throughout the whole poem, the repetition of combinations with the
sounds [o], []. Besides, it is the second verb that forms the intonation core in
the combination moxcewss ysnamo. If we consider this line as tertius paeon, then
a verse with three pauses emerges: Mdéxcewv ysudmo: /\/\/\ nusnv! (scheme:
UUU—|(UUU)—).

AGAINST: Inversion on a disyllabic word is hardly appropriate for iambic
rhythm, even though Zhirmunsky wrote in 1925 that in the 20th century such
inversion was becoming more acceptable due to the change in “the epoch’s
tastes”.

Zhirmunsky’s examples:

T4itna? — Ax, ot uro! Kak B pomane ... (V. Bryusov)
>Kusru uBerymue 3a60TbL... (S. Bobrov)
36pu beryT uepes ozepa... (A. Adalis) (Zhirmunsky 1925: 50)

A trisyllabic period makes it rather difficult to appreciate a verse with the
rhythmic momentum of paeon.

Thus, if the text is considered as one with dual rhythm, its metrics is going
to be the following (we are suggesting both iambic and paeonic patterns in

parallel):

HenoApamaeMo AJKET >KU3Hb:

CBepx 0XXHUAAHUS, CBEPX AXKH...

Ho mo ApO)KaHI/IIO BCEX JKHMA

Moskernp y3HaTh: KM3HD!

U-U—U-U—:Ia4 / UUU—UUU—: paeon IV2
U-U—U-U—": a4 / UUU—UUU—: paeon IV2
U-U—U-U—":Ta4 / UUU—UUU—: pacon IV2
U-U—(U)—:1a3 / UUU—(UUU)—: pacon IV2

3) The last line can also be read as dactyl (tri-ictus with a double pause
before the third ictus, or bi-ictus — with the accented syllable in the feminine
clausula (the word »#uswp). In this case the reader is forced to reconsider the
strategy of reciting the previous lines, and the poem will be recited in the
following way:
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HenoapaxaeMo AxeT XKU3Hb:

CBepx 0XXUAAHHS, CBEPX AXKH...

Ho no Aposxanuro Bcex sKHA

Mosxemp y3HaTh: HU3HD!

-UU—UU—(UU)—: D4/ -UU—UU—U: D3
—UU—-UU—(UU)—: D4/ —UU—UU—U: D3
~-UU—UU—(UU)—: D4/ -UU—UU—U: D3
—UU—(UU)—:D3/—UU—U:D2

To sum up, the interpretation of the measure as a derivative of classic measures
will depend on what the reader is more easily prepared to accept as a
transformation of the metre: syncopes with stresses outside the pattern or
omission of syllables in periods between ictuses.

4) Finally, the fourth line can be interpreted by the modern reader as a non-
classical verse (i.e., as not correlating with any particular rhythm). Then its
pattern —-UU-- again violates the flow of the previous quatrain. If stressed and
unstressed syllables are to be presented “objectively” in this quatrain, the
scheme can be presented as follows:

HemoppaxaeMo AXKeT XXH3Hb:
CBepx 0XXUAAQHISL, CBEPX AXKH...
Ho mo aposxanmio Bcex xua
Mosxenp y3HaTh: KU3HD!
UUU—UU——: D4
—(?)UU—UU—(3)—: D4
UUU—UU—(2)—: D4
—uu——:D3

So we have now rhymed vers libre or taktovik (extended dol’nik) with intervals
between ictuses 0-2. Typically, interpretation of the verse as vers libre leaves
the reader with much uncertainty: the lack of ictus regularity (and arguable
questions with the accentuation of the preposition csepx, the pronoun scex)
comes together with the presence of a quite distinctive rhythm in this quatrain.
However, if we try to identify some unstressed syllables as ictuses with the
omission of schematic stress, we will be forced to come back to a derivational
model again, which allows the reader to choose between bi- or tri-dol'nik
rhythmic momentum.

Let us consider the second quatrain. Similarly to the previous line, the first
line opens with a disyllabic “trochaic” word c106#o. The reader can choose
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between two strategies of reciting the line: 1) as a dactyl with extra-pattern
stress on the word texuws and 2) as iamb with inversion on the first ictus,
similar to the previous line.

CAOBHO BO p)KI/I ACKHUIIb: 3BOH, CUHb...
1) —UU—UU—(UU)—: D4
2) U-U—U—U—": a4

By colliding stresses on syllables 6 and 7 Tsvetayeva bewilders the reader: a
metric interpretation makes this incompatible. Hence, one of the syllables has
to be considered as ictus, and another as a syllable in an inter-ictus interval with
extra-pattern stress. The reader will be in a situation of rhythmic shock. He has
to choose which accent is more important from the point of view of the text’s
intonation-semantic structure. In view of the actual division of the sentence,
the verb sexuww loses its phrasal accent: here its rheme is — 80 pou, while
rhemes of a new phrase follow: 380#, cuns. On the other hand, in the first
quatrain the level of phonics is actualized and the reader can notice the
persistent repetition of the syllable [xcot]: Cro8ro 60 prcu sescuwp. Partially, this
syllable adjoins the final [c'un']. Besides, the syllable [xwt:] has been already
marked semantically in the previous quatrain: see [swot]3ns, o[s#ot]danus,
aloevt], [coi]n, mo[nw” Jure. With the exception of the words oxudanus and
mosxcews this syllable is accented, although only when the reader recites the last
verse of the first quatrain in accordance with the iambic scheme. Thus the
second syllable in the word mosxeww acquires a conditioned accentuation.
Simultaneously, the conjunction c106Ho, being occasionally accentuated - or
metrically dual according to Zhirmunsky (192S5: 116-120), easily loses its
accentuation, thus allowing us to interpret the beginning of the line as the
fourth paeon. However, the momentum of paeon is immediately ruined by the
accent on the word sexcuwio.

If we return to the dactylic pattern of the line’s reciting, we can notice
certain phonic particularities even with this rhythmic scheme. When we
accentuate the line as follows C106H0 60 p%ct; ACHCULUD: 3361-1, /\/\ CUHb... we can
easily notice the interchange of accented vowels [o] and [u], and consonants
which surround them [8], [u], [c/3] around [0], and [c'/5¢] around [u]. The
alternation makes it possible to perceive the pause between the words 3s0n and
cunv as a double pause.

The second line of the second quatrain does not allow the reader to follow
one particular strategy of reciting either:
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(Yro %, uTo Bo AKH AesxHIIB!) — Kap, Baa.
1) —UU—UU—(UU)—: D4
2) U-U—U—U—": Ia4

Moreover, the accent on the word Ymo s seems to be much stronger than that
on the word c1o06Ho in the previous verse, although it is a monosyllabic
conjunction. The emotional colouring of the text makes us put an emphatic
accent on this #mo . The word sap seems to be more accented than the word
3601 whose position is similar to the one in the previous verse. The syllable
[xa] re-echoes the words from the first quatrain where this syllable is in an
accentuated position and has a distinct semantic marking (nenodpaxaemo, no
no dpoxanurw). In other words, this line makes the dactylic reciting more
preferable for the reader.

Let us consider the third quatrain. Unstressed trisyllabic beginnings of the
first two lines of the quatrain (¥ ne xopu.., 3asopoxu...) allow the reader to
recite these lines in accordance with the paeonic scheme (in the second line we
encounter a familiar phonetic four-syllable sequence with the accented [>kb1] at
the end). The first line with the accent on the 6th syllable (1 ne xopu mens...)
allows us to recite the verse in accordance with the iambic scheme. At the same
time, however, the endings of these lines contradict the two-part rhythmic
patterns. This is a result not only of accentuation (collision of fully stressed
dpyz and cmoav as the 7th and the 8th syllables), but from the syntactical-
intonational pattern: the phrase divide and contre-rejet at the words dpyz, cmoav
require a long pause between them. In spite of the possibility of having
monosyllabic words with extra-pattern stresses within the jambic tetrameter
scheme (as in the word dpyz), this interferes with the intonation of the
rhythmic pattern, especially when the reader is still under the influence of
another variant of rhythmic interpretation. The pattern stress in a similar
position in the following line (3asopoxumsr y nac, mea...) has to occur on the
preposition y; instead, it is put on the pronoun xac.

The third line of the quatrain is also interesting. In fact, it falls under the
dactylic pattern. The phonic analogues, being actualized here, undermine the
accented structure of the verse. In the word dywu it is the second syllable which
clearly correlates with the marked syllable [xpi]. Moreover, one more
consonance is actualized in this line: [ayms(p1) mrs_Bo(/\)T_yNn(3)]. With
the increase in abruptness and elliptic quality of the narration, the reader
becomes more hesitant about the accentuation, for example, in the case of the
accent on the metric word som_yxce: whether to place it on the first or on the
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second word? This depends on the theme-rheme division. In its turn, the
metric interpretation depends on the place of accentuation.

In the last line the accent is placed on the 4th syllable [4'2?], which hardly
matches the syllable [5xb1] from the second quatrain. From the point of view of
metric interpretation this line has two variants of reciting: a purely dactylic
(with the usual double pause) and a quite unusual iambic one:

H60 — 3aueM mea?
1) —UU—(UU)—:D3
2) U-U—(U)—:1a3 / UUU—(UUU)— paeon IV2

Characteristically, the first line of the last quatrain does not seem to give an
option of iambic reciting. There appears an extra syllable due to which the
verse acquires the rhythm of dactylic dol'nik:

B 6eAyr0 KHUI'Yy TBOKX THIIU3H,
1) —UU—UU—(U)U—:D3

Alongside with the disappearance of the marked intonation core we can see
exact “placing” of dactylic accents into one pause before the last ictus. Paeonic
reciting with the verse division into two half-stanzas (6eayro_xnu<zy>) and
(meoux_muwusn) sounds artificial and the second syllable in the word xHuzy
appears as accretion:

2) U-U—<U>U—U—": a3 / UUU—<U>UUU— paeon IV2

There is one more possibility of a two-pattern rhythm: the first syllable in the
word muwusn can be interpreted as accretion. However, in this case the accent
on the word meoux is seen as extra-pattern, which distances the line from the
iambic pattern even more:

3) U-U—U-U<U>—:Ia3 / UUU—UUU<U>— paeon IV2

Despite this being unnatural, paradoxically it will correspond to the following
line, as will be shown below.

Yet taking into consideration the accretions and syncopes, the deformity of
the disyllabic rhythm becomes quite significant, which is why the reader will
favour a trisyllabic rhythm. At first sight, the dactylic rhythm becomes stronger
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also in the following line, which looks like a rhythmic copy of the first one
(Xxx Xx xX (3xx)X):

B 6EAYIO KHHUTI'y TBOUX THIITHN3H,
B AUKYIO TAMHY TBOMX «<AQ>»> —

But the rhythmic disparity between the two lines is in fact much more serious
than it seems to be at first sight. The reason behind it is in the pronoun meoux,
which has two different types of accentuation in these two lines: in the first line
it is considered as fully stressed (due to the neologism muwusn which makes
the reader stop for a while after having pronounced this pronoun). In the
second line it rather has the nature of a proclitic, making one metric word with
the word da. That is why the second line, which begins in the dactylic rhythm,
ends up in the iambic (paeonic) rhythm, and the reader considers the option
for having syncope at the first word of the verse. The latter also makes the
reader reconsider the first line of the quatrain by placing it within the iambic
(paeonic) rhythm. In summary, therefore, we can have the following variants of
the metric interpretation of this line:

B Aukyro rauHY TBOMX «AQ> —
1) —UU—UU—(UU)—: D4
2) U-U—U-U—":Ia4 / UUU—UUU—: pacon IV2

At the same time the reader can notice a new peculiarity here: phonic parallels
appear again at the fourth accented syllable (on the basis of the phonic rhyme
of the words xnuzy and 2auny). Nevertheless, syncope at the first trisyllabic
word sounds unnatural, which undermines the disyllabic / four-syllabic
rhythmic pattern. On the other hand, the accent and pause after the pronoun-
proclitic meoux seem to be artificial in the second line of the quatrain — this
argument does not favour the dactylic pattern.

However, the rhythm of the penultimate line of Tsvetayeva’s poem (Tuxo
ckaomsto 06aom a6a:) clearly shows the predominance of the dactylic rhythmic
momentum. To make it compatible with the disyllabic rhythmic pattern it is
necessary to allow two syncopes at notional and fully accented two-syllable
words; from the point of view of the reader’s expectations this is out of the
question. That is why the line’s interpretation will be as follows:

—UU—UU—(UU)—: D4
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In accordance with this momentum within the dactylic pattern the last line is
also recited correspondingly, although, being metrically dual, the conjunction
ubo leaves us an option of the paeonic interpretation:

1160 AaAOHD — SKU3HD.
1) —UU—(UU)—:D3
2) UUU—(UUU)— paeon IV2

Could it be supposed that for the purpose of loosening the metrics Tsvetayeva
has applied the method of the intensified use of fully accented monosyllabic
words, by means of which she places the reader in the state of “rhythmic
shock”™ A separate research might be needed for a further analysis of the
degree of conscious use of this method. It is proposed that a special research
should be conducted to reveal Tsvetayeva’s interest in the Russian poetic
tradition which existed before the “harmonic school” (to apply the term
introduced by J. Brodsky which refers to Russian classical poetry of the 19th
century.). Let us cite Derzhavin’s line Pes xpas, 2pom xcoin u xoweii prcanve...
The metric interpretation of such a difficult verse turns into an intellectual
processing, which makes its appreciation non-mechanical.

In conclusion, we would like to stress again that we have not been aiming at
a reconstruction of the author’s ideas. Our main concern is connected with the
problem of appreciation of a nonstandard rhythmic pattern, with the issue of
de-automatization of the readers’ expectations and with the change of the
strategy to interpret rhythmic-metric patterns. Obviously, Tsvetayeva’s text
reveals elements of the author’s play with the metric expectation of the reader.
This play allows Tsvetayeva actualize ‘non-metric’ levels of the poem: its
phonics, semantics (first of all, in connection with the actualization of rhematic
and emphatic accents). Besides, “deceitfulness” of the metre corresponds to
the general meaning of the poem which tells the reader about deception of life by
colliding two concepts and two meters.
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O pyHKUMAX GUMeTpUM B cTUXE
M. LiBeTaeBoi: «<Henogpakaemo ymKeT KU3Hb... » (1922)

B coobmennn paccmarpuBaercs cruxorBopenue M. LIseraeBoit «Hemoppaxaemo axer
U3Hb... » (1922) C TOUKH 3pEHHS PEAITUBHON METPHKH. Mbl ycMaTpuBaeM B 3TOM TEKCTe
QYHKIHMOHAABHYIO OMMETPHUIO U AaHAAMBHPYEM LIBETAEBCKHI CTHUX C 9TON TOYKH 3PEHHsI: KaK
BBIOOp MeXAY IOTEHIMAABHBIMU CTPATeIHsIMU METPHYECKON HHTEPIpETaluu. 3AeCh
CAEAYeT IOAYEPKHYTh, YTO METPUKA CTUXOTBOPEHM: aHAAM3UPYETCS He C TOYKM 3PEeHHS
$OpMaABHBIX NPHU3HAKOB, a C TOYKU 3pEHHs ee IepLeNniuu B Ipolecce uTeHMs. Mbr
HCXOAUM U3 IIPEACTABAEHHUS O TOM, YTO IIOTEHIIHAAbHAS MHOXECTBEHHOCTb peljUTallui
SBASIETCSL OCHOBOH (YHKI[MOHMPOBAHUS TEKCTa B KyAbType (MOAOGHO MHOXeECTBEHHOCTH
HHTEpPIIPeTALMIl CMBICAR), TOCKOABKY B OCHOBE PUTMA A€XKHT Pa3pblB MeXKAY METPUIecKOit
cxeMoit U ee peaausanueidl. VIHBIMH cAOBaMM, Halll MOAXOA K CTUXy LIBeTaeBoit XapakTe-
pusyeTcss Tpemsi ocobeHHOCTSMU: 1) MBI AOITYCKAeM MHOXECTBEHHOCTb MeTPUYeCKHX
HHTpeTpeTanuil CTHXa; 2) Mbl PacCMaTpHBaeM He pasMep CTUXOTBOpeHHsS, a Habop
CHMTHAAOB, Ha Pa3HBIX YPOBHAX YKa3bIBAIOIIMX HA OIIpeAeAeHHbIe pa3Mephl HAU Ha HX CMEHY;
3) MBI 3aTparMBaeM Takke AEPHBALMOHHYI0 MPOobAeMy: NPO6AEMY COOTHOLIEHHS PeaAu-
3alluM MeTPa C er0 MeTPHIECKUM HHBAPHAHTOM.

CruxorBopenue L]BeTaeBoil CTPOUTCS HA CTOAKHOBEHHH ABYX HHEPLUIT — IMOMYeCKO
U AAKTHAMYECKOH, P 3TOM B IIPOLieCcCe YTE€HHS AOMHMHHMPYET TO OAHA, TO ApYTas, 4TO
«BBIHY>KAA€T> YUTaTeAs] POYMTHIBATD OAHM U T€ K€ CTPOKH 10 Pa3HbIM MeTPUKO-PUTMH-
YEeCKHM MOAEASIM. DTO CO3AAeT CUTYALHI0 «PUTMHYECKOTO IITOKa>» Y YUTaTeAsl. B ycaoBIsIX
PUTMHMYECKOrO IOKA, B CBOIO OYepeAb, aBTOPY ITPOIlie aKTyaAM3UPOBATh B CTHXe «HeMeTpH-
4yeckue> ypOBHH: (OHHUKY, CEMAHTHKY (xoraa ¢paszoBble ¥ HUHTOHAIIMOHHbIE AKI|EHTHI
HAYMHAIOT YYacTBOBaTh B GopMUpoBaHuu Merpa). Kpome Toro, «o6MaHUMBOCTb>» MeTpa
KOPPeANpPyeT C OOIIUM CMBICAOM CTHXOTBODEHHSI, PACCKA3bIBAIOLIETO UYUTATEAID O AXHCU
JU3HU TTyTeM CTAAKUBAHUS ABYX KOHIIETITOB U ABYX METPOB.
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Meetrilise dualismi funktsioonidest Marina Tsvetajeva varsis 1922. a
luuletuse “Jdljendamatult valetab elu” naitel

Artiklis kisitletakse meetrilise dualismi mdistet kui virsi lugejapoolse tajumise ilmingut.
Autor analiiiisib Marina Tsvetajeva luuletuse “Hemoppaxaemo axer scusnp” (“Jiljenda-
matult valetab elu....”, 1922) prosoodiat ja meetrikat. Uurimuse eesmirk ei ole Tsvetajeva
virsi meetrumit tolgendada, vaid jouda virsi lugemise mudelini ja nonda ndidata, kuidas
muutub lugejapoolne meetrumi tajumine. Niisiis ei kasuta autor sihilikult ei meetrilist ega
logaoodilist interpretatsiooni, sest lihenemine tekstile toimub lugeja taju perspektiivist,
mille eesmirgiks on alati siimmeetriliste struktuuride avastamine. See lihenemine lubab
arvesse votta selliseid aspekte nagu meetriliste tolgenduste variatiivsus, virsimoodu
diinaamiline areng, sisemised ja vilised meetrilised piirid tekstis jne. Tsvetajeva teksti
analiitisis tuleb ilmsiks kahe riitmimustri vastastiktoime, mis on seotud ka luuletuse iildise
tahendusega, elu valelikkusega.



