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0.0. While the question of word order in poetry has been
the subject of investigation by Czech scholars, their in-
vestigations have been confined to studies of Czech poetry}
The question of word order, more specifically inversion,

in Russian poetry has been considered only sporadically,

in a number of promising but inconclusive remarks.

In his book, Sintaksideskij stroj stimotvornyx pro-
izvedenij Puskina, N. S. Pospelov devotes two and a half
pages to the matter which are introduced by the follow-
ing statement:

"PasJIMUHHE CJiyYad HHBEPCHH BHYTPH CcTpod, 3NeMeHTap-
HHX (OBYCTHNHE M YeTBEPOCTHMHH) H CJIOXKHEX, HUCpawT
3HAYMTEJNIbHY POJIb B CTPYKTYpPEe CJIOKHHX CHHTaKCcUue-
CKHMX ILleJIlX B CTHXOTBOPHOH peyH, CTHMYJIHPYA e€e BHpa-
3UTEJILHOCTEL. [IpH 5TOM B CTHXOTBOPHOH peuYH OTKJIOHEHHe
OT OOHMHOI'O MOpPAAKa CJOB, NOAUYHHEHHOE PHTMHUYESCKOMY
IABHXEHVI0 CTHXa, OKa3HBaeTCA MeHee pe3KHM, 4YeM B Mpo-
3aH4eCKOoH petm."2
In addition Pospelov quotes Tynjanov, ﬁirmunskij, S&erba
and TomaSevskij on the subject of inversion. In distin-
guishing poetic from non-poetic speech, Tynjanov men-
tions that
"Torga xKxaKk HHBEDPCHH ONPenelieEHA H ONpelefifieMOro B
KOHLe cTHXa (nmpHeM, Iouwenuuit O HACTOMIETrO BpPEeMeHH
6e3 BCAKHX NepeMeH) cnato omymanTCa HMEeHHO Kak HH-
BepCHH, - BCSKaf mpo3auyeckada KiayayJa, NOCTpOeHHAas
Ha TaKOM HHBEPCHH, CKaXeTCsa Ipexne BCero CBOel CHH-—
TAXTHKO — CeMaHTHYecKoit cTopoHO#H"
and further:

"... MHBepCHA, B OCOGEHHOCTH Ha KOHUIe pAnos, CO-

3
rjgacyeTcsa C NPHHLUMIIOM T e cHOTH psHaOa,
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These statements suggest that inversions occurring in po-
etry bear a specifically poetic function, and at the same
time that the function of inversion in normal speech, to
achieve a shift in focus, is reduced in poetry.l‘L

These suggestions notwithstanding, in analysing par-
ticular examples Pospelov is not averse to attributing
to invérsions in poetry their normal function of seman-
tic focalization. Commenting on the familiar lines from
"Medny] Vsadnik" ("Ha Gepery nycTHHHHX BOJIH/CTOAN OH,
OyM Benukux nonH") Pospelov says:

"Ckasyemoe "cToan" uHBepcue# ero nepen HeymapsaeMuM

MEeCTOMMEeHHEM MNOoIJjeXal¥m ocnabneHo B CBOeH riaaronb-

HOCTH "' 'UM 3aTylleBaHO B CBOEM JIEKCHYECKOM 3HA4YEeHHH.
BCA SHeprua nomgiexaumero H CKa3yeMoTro chioAsa ON Tepe-
nHaHa CYWeCTBHTEeNBHOMY JyM, KOTOpOe OKas3HBaeTCsa npe-
OeJIbHO TOOYEPKHYTHM B CHHTarme "myM BeJsIMKUX NoJaH":
H JIOT'HYEeCKHUM yhapeHHeM H OBORHOM HHBepcHeill (B OTHO-
WeHHH K senuxux"')ﬂ's
The normal, focus-effecting function of inverted word
order as exploited in poetry is further assumed by S¢er-
ba in his analysis of PuSkin's "Vospominanie": here
Z&erba considers the poem's word order from the syntac-
tic point of view, i.e. he does not allow for reduced
effect of inverted word order as a result of metrical
or rhythmic factors. For example:
"U3a perasielt nepBO#l YacTH HANOO OI'OBODHTHL Npexie Bce-
'O BHOEJIeHHe CJIOBA noaAynpoa3pauiasa B CTHxe 3. 3mecs
ME HMEeeM HeJyiO, Ha NepBHi B3rJAL, C COCTABHHM CKa3y-
eMEHM; HO 3TO, KOHEYHO, HEeBEepHO, TaK KaK He OoTBevaeT
CMHCJIY: 3TO NIPOCTO BHHECEHHOE BIlepell onpereluTeNIbHOe
cnopo, npuobpeTwee 6naronapaA 3TOMY BHHECEHHI0 CHHTAaK-
CHYECKYH CaMOCTOATEJIBHOCTE M OTAeNIsgeMoe JIeTUKON nay-

on." 6
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A confused picture emerges: on the one hand, poetry
is able to exploit the effect of inverted word order
which pertains to normal speech, and on the other, this
effect is reduced in poetry, in other words inversions
are no longer experienced as marked.” Clearly the ques-~
tion of word order highlights one of the central issues
of poetics, namely the confrontation or interplay be-
tween syntax and metre.? It forces comparison, on a fruit-
fully concrete basis, between the semantics of poetic

speech and the semantics of normal speech.

0.1. The present article is limited to an investiga-
tion into nominal phrases (NPs) consisting of a substan-
tive qualified by a single adjective (excepting posses-
sive and demonstrative pronouns), in immediate juxtapo-
sition, with and without inversion (5A and AS), as oc-

curring in Puskin's iambic tetrameters. For example:

Bo uBere wnocmu xusoii IT. 9
TaK snezxoMbicAeRNOl OYwoli IT. 46
KpyroMm ero 2aAy6oxusi cox II. 60 9

The investigation is conducted on the synchronic rather
than the diachronic level. The material investigated

comprises 1516 lines of verse.

1.0. We may begin by asking: In what way is an inversion
occurring in poetry different from an inversion occurring
in prose or spoken language? Is the difference such that
we are justified in talking of a "poetic inversion"?

Two factors support the notion that inversion in po-

etry is coded in a particular way:

1.1.1. Inversions occur with far greater frequency in
poetry than they do in normal speech: of the NPs consi-
dered relevant for this investigation, almost one third
involved inversion. Since the normal function of inverted
word order in normal speech is, by virtue of its unusual-
ness, to effect focalization, it is relevant to consider
whether or not the relative frequency of inversion in po-
etry results in a reduction of its effectivity in achlev-

ing focalization. 10

13



Fiona Bjorling

This consideration, however, rests upon another:
namely the status of the adjective in poetry on a more
fundamental level., An intultive estimate, pending sta-
tistic investigation, suggests that the adjective in ge-
neral occurs with far greater frequency in poetry (spe-
cifically classical Russian lyric poetry) than in non-
poetic speech, and that its semantic load is of a dif-
ferent nature. Briefly: every word in poetry is poten-
tially able to exceed its normal lexical and syntactic
status if activated by rhythm, rhyme, repetition etc.
My suggestion is that in lyric poetry this potentiality
1s exploited particularly with respect to the adjective}
We may quote at random from nineteenth century Russian

1

poetry and prove our point:
Korpma OnMA CMepPTHOI'O YMOJIKHET wyMMti dehbd
H Ha nemwe cmoenn Tpana
lloaynpospauran HANAKET HOYH mMeHb
U coH, JOxesnnx mpydos HaArpaza,
B TO BpeMA OJIf MEHA BJAYaTCHA B THIHHEe
Jach moMunenvroeo O0eHbA:
B Geszdeticmsuu HoyuHOM XHBell TODAT BO MHe
3meu cepdeynoll yrphseHbfa; etc.
NywkuH, "BocnomuHauue", IIT. 60

Ha sMup mauncmeennuwii OyxoB,

Ham »Tof 6eadnoli Seaumanuoll,
floxpoa HaBPOWEH 3AamomiahHmii
Bucoxou sonew 60r0B,

IeHp = cel Oaucmamenavuuii noxpos -
JeHb, 3eMHODOIHHX OXHBJIEHLE,

Hyuwu Gonawyeill ucuenenne,

Jpyr 4esOBeKOB H Horosl

Tioruer, "IeHr H Houz* 12

In classical Russian lyric poetry, the NP consisting of
substantive and qualifying adjective attains a status
whereby the principle of one concept (as constituted by
the adjective) as being predicated onto another con-

14
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cept (as constituted by the substantive) is undermined.
Instead the NP presents us with a dual concept: thus
Puskin's phrase Yacw momumenvrozo 6denbsa cannot accu-
rately be transformed into uacm 6denbsr, xomopoe 6wao
momumenvruM; within the poem, the notion of 'torment-
causing' is not predicated onto the notion of 'vigil',
but is rather coexistent with it. Notwithstanding its
syntactic dependence, the adjective provides the poem
with a nominative concept ('torment') which is juxta-
posed with the nominative concept supplied by the sub-
stantive ('vigil') to form a dual notion: 'torment-
vigil'.

The decisive factor in undermining the principle
of predication and forstalling all thought of trans-
formation is the fact of rhythm, the distinguishing

feature of verse.l3

1.1.2, This brings us to the second and all-impor-
tant factor determining the status of inversions in
poetry, namely the fact that a word group in poetry
constitutes not only a syntactic phrase, but also a
rhythmo-syntactic phrase. Every syntactic manifesta-
tion has in verse a rhythmic corollary.

Useful in this context is the term 'rhythmo-syn-
tactic figure' which is defined by Osip Brik as fol-
lows:

"ECnM MH BO3bMeM IBE CTPOOHI:

1. "H "HenoOBepuyHBO H XagHO
CMOTPI0 A Ha TBOH IBeTH, "
H 2. "H meroMynopeHHO K CMeJio

o upecn cuaw uwaroToi.,"
TO Cpa3y ACHO, YTO HAUHHAWTCH OHW C OOHOI'O H TOTrO
Xe CHMHTaKCHYeCKOoro ofopoTa H UTO CTPOYKH

"V HemOBepPYHBO H XanHO" M

"H nenomygopeHHo B cMeno"
3aKJOUanT B cefe OOMH ¥ TOT XKe DHTMHUYECKHH XOonm H

UTO 3TOT PHTMHYECKHH XOJ OJHHAKOBO 3ABHCHT M OT

15
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PacCIONIOKEHHA YHAapeHH M may3 W OT CHHTaKCHYECKOH
CTPYKTYPH. 30echs MH HMeeM TO, 4YTO A npaijaraly Ha-

3BaTbh PUTMHKO-CHHTaAKCHYeCKOW @Hrypon."lLL
Rhythmo-syntactic figures are units of identical syn-
tactic and rhythmic structure which are repeated, in
the first instance within one and the same poem as in
the examples quoted by Brik, but further, beyond the
limits of one poem and within the broader framework of
a poetic tradition. The important factor is that these
figures are familiar as such; part of their function is
to spark off a response of recognition. In other words
they become part of a poetic code.

"This phenomenon of recognition is important in de-
termining the extent to which an inversion (as a par-
ticular instance of syntactic phrasing) becomes coded
in a specifically 'poetic' way. A particular inversion
is frequently recognized as being typical of a certain
poetic age, a certain poetic genre, even of a particular
poet. The following lines are readily attributed to the
eighteenth century, if not to their author DerZavin:

S maMATHHK cebe BO3OBUI YUYAECHHINI, BeYHHH

MeTa/UIOB TBepXe OH K BHUlE NHPaMHI;

"HaMHTHHK"lS
Similarly the following lines are not only clearly
attributable to Puskin, but more precisely, through the
unmistakable mock-heroic bathos of the final inversion,
to "Evgenij Onegin":

OTcene, B OyMy NOTUDYXeH,

T'namen Ha TRO3HHA IJaMeHb CH. V. 1586

The fact that word order patterns become coded as a
recognizable stylistic trait is obvious on examination
of the devices used to achieve parody, or other verbal
allusion. Parody or pastiche may be achieved not only
through lexical allusion but also through rhythmo-syn-
tactic allusion, 1® Zabolockij is master of such allusion

16
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as for example in the following case:

A.K.Tolstoj: KHA3p KypGckuit oT mapckoro rHeBa 6Gexanl7
Zabolockij: [IoKONMHHUK H3 Lapckorc JaoMma Gexanl®
Here the syntax, the word order and the rhythm of the

line are as powerful in forcing the allusion as are

the two common words: yapcxoezo and Sexada.

1.2. The discussions in 1.1.1. and 1.1.2. above
justify the conclusion that it is right to talk of
'poetic inversion' thereby implying that in poetry in-
versions function, at least to a certain extent, as
poetic formulae, in accordance with a specific, poetic

code.,

2.0. Having established the existence of poetic inver-
sions, we must now consider the relation of these po-

etic inversions to inversions in normal speech,

2.1, My assumption is that when a linguistic usage
becomes coded in a particular way in poetry, its orig-
inal, normal usage in no way becomes irrelevant. Poetry
is not merely poetic convention, but poetic convention
continually pitted against normal linguistic usage. In
other words poetic language exists in a state of tension
with normal language. No sooner is the tension resolved
than poetic language becomes automatized and ceases to
be experienced as such, We are close to what Tynjanov in
his Problema stirotvornogo Fjazyka calls the 'dynamism'
of art:

"Ho ecsiM HCYyeSaeT oOmyuleHHe B 3 aHMOHAeHCTBHA
daxTopoB (KOTOpOe npennoyaraeT oO6s3aTeNnbHOEe HanuuHhe

O B y X MOMEHTOB:! NOOUHHAKLETO H INOAYHHEHHOTOQ) -

19
cTHpaeTCcA GaKT HCKYCCTBa; OHO aBTOMaATH3yeTCa."

2.2. If we maintain that however conventionalized a
particular inversion may become in poetry, it neverthe-
less 1s felt against the background of normal speech, we
must continue to ask the question: To what extent does it

17
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retain the focalization potential which is its main
characteristic in normal speech?

This consideration forces us to take a more spe-
cific look at the confrontation between syntax and
rhythm - at this point qualified to mean metrical
rhythm - mentioned in the previous section (1.1.2.).

With the exception of non-metrical verse (accentual
as well as free verse) and deliberately agrammatical
poetry (transrational verse as well as the poetry of
for example FE, E.Cummings), in poetry we have to do
with a complex organization of language which pays
heed to both syntactic and metrical organization. In
other words we are operating simultaneously with two
systems of segmentation and accordingly with two sys-
tems of focalization, syntactic on the one hand and
metrical on the other. The interaction between these
two systems 1is intricate, elusive and, at least at a
superficial level of its manifestation, flexible.

Today it is generally accepted that in poetry the
metrical system of segmentation dominates over the syn-
tactic.20 But, while in agreement with this fundamental
feature of metrical verse, we should be wary of stating
the case too simply. It must not be forgotten that the
effect of any metre depends on the fact that it is played
off against syntax's normal segmentation principles and
focalization possibilities; 1f these are no longer felt
as an active force, then the metrical arrangement col-
lapses into indifference (in Tynjanov's terms it becomes
automatic). I refer once again to Tynjanov's formulation
quoted above, and add the following:

"OCHOBHHE KaTeTOPHHM NO3THUYeckKol dopMH OCTawTCHa HEeNoKo-

JNeGHMBEMH ¢ HCTOPHYECKOE Ppa3BHTHe He CMelHBaeT kapT, He

YHHUYTOXKAET Pas3IMYMA MeXOYy KOHCTPYKTHBHEM ITDUHUHIIOM

[= rhythm - F.B.] u maTepuanoMm [= lanqguage, identical

to normal language but with a different function in

art ~ F.B.], a HanpoTHB, mNoOuepKHBaeT ero. 3TO He

18
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ycTpaHAaeT, caMO Ccob60¥i, Npo6lleMH KaXIOoro OaHHOI'O ChAy-
Jyasg ¢ ero HHOWBHAYAJIbHEM COOTHOWEHHEM KOHCTPYKTHUBHOTO
NPHHINNE M Marepualna, C ero npobiemMofl HHOUBUAYAJIBHON
OHHaMHYeCKOH! ¢opmu."2l

The vagaries of an individual 'challenge' provide the ma-
terial for this investigation which hopes to document not
only the particular aspects of that challenge, but the

dynamics of the challenge itself.

3.0. At this point we must consider the specifics of the
metrical system adopted by Russian poetry. We are con-
cerned with syllabo-tonic poetry and more specifically
with the principle difference between binary and ternary
verse.

3.1.1. It is a well established fact that, owing to the
Russian stress system, in ternary metres every stress must
be realized, whereas in binary metres it is only the final
stress in each line which must be realized. A consequence
of this is that ternary verse is characterized by a mono-
tonous and, of utmost importance, a predictable rhythm:

OgHaxne g CO3Bajl BeCeJHX rocTelt;
Ko MHe noctTyuayncsa npe3peHHHP eBpeli;

B noxo#t oTHasieHHHH BXOXY fi OOHH...

HeBepHYWw HneBy J0o63aj1 apMAHHH. II.16
The rhythm becomes automatic and the stresses, through
sheer inertia, assume equal intensity; syntax and seman-
tics have small chance of affecting the rhythm. The ten-
slon between metre and syntax tends to be great but sta-
tic, the interplay between the two is slight. Syntax is
forced into a metrical straight-jacket owing to the fact
that the synsemantic words equal the autosemantic words
in intensity of stress, which rhythm fails to exploit the
essentlal characteristics of the Russian phonological
system.

In binary metres on the other hand, where only the fi-

nal stress must be realized, there exists an inherent cor-
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relation between rhythm and meaning: in principle it
is only the autosemantic words which are considered
stressed, although synsemantic words may be more
stressed than unstressed syllables in a polysyllabic
word. Binary metres are characterized by flexibility
not only in the number of realized stresses, but also
in the relative intensity of the stresses. The flexi-
bility inherent in binary metres as adopted by Russian
poetry, based on the principle of non-obligatory stress
realization, has proved to be the most suitable metre
for realizing the rhythmic potential of the Russian
language.

3.1.2. Amongst binary metres it is the iambic tet-
rameter which has been most richly developed by Russian
poets. Since a line of more than four feet is usually
subdivided by a caesura, the four foot line is the
longest indivisible metrical unit, allowing consider-
able rhythmic flexibility. Taranovsky's tables show
that the 4-foot iambic line may be realized in seven

ways:

t 1 29

While the trochailc tetrameter shares the characteristic
features attributed to the iambic tetrameter above, it
has not proved as versatile as the latter. It appears
that the lambic tetrameter is best able to exploit the
phonological system of the Russian language, allowing
for maximum interplay between syntax and metre.

3.2, It is a commonplace that Puskin is the poet who
has exploited the potentiality of the iambilc tetrameter

20
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to its most refined point, and therefore in this study
it is justifiable to follow the tendency amongst Russian
poeticians to practise on Pu¥kin, 23

In Pu3kin's iambic tetrameter we face a situation of
apparent equilibrium between syntax and metre. In con-
trast to elghteenth century Russian pdetry which 1s
characterized by a highly contorted word order, where
syntax and metre appear to be working in opposite direc-
tions, nineteenth century Russian poetry, with Puskin as
its master, manifests intricate interplay between syntax
and metre., There is an apparent lack of tension between
them; poetic speech has become all but indistinquishable
from normal speech. Yet paradoxically it is in such poetry,
the seeming apogee of balance and equilibrium, that the
dynamics of the challenge, the challenge of syntax to
metre, operate most vigorously, Eighteenth century Rus-
sian poetry is consciously elevated and removed from
normal, spoken speech. But what is the line which divi-
des Pudkin's poetry from the spoken language of his time?
The flexibility of Puskin's four foot iambic line allows
the natural syntax to affect the rhythm, while leaving
the metrical organization of the verse entirely regular.
The tension between syntax and metre appears negligible
while, as we shall see, the interplay is dynamic.

4. My initial hypothesis is that in Pugkin's iambic
tetrameter there is a tendency for the semantically ac-
centuated words to occur in the middle of the line, spe-
cifically in the second foot. An investigation into no-
minal phrases AS and SA proves to be a concrete case
where, from the starting point that in normal language
an adjective in post-position usually effects focali-
zation, or extraordinary accentuation, it is possible
to make concrete observations on which to base a dis-
cussion as to the interplay between syntax and metre
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in determining semantic accentuation.Qu

Such observations lead indeed to the preliminary con-
clusion that an adjective in post-position becomes ac-
centuated when it occurs in the middle of the line, but
that, on the contrary, when it occurs in the final po-
sition, that is to say it constitutes the final and
obligatory stress, it has a tendency to become seman-

tically indifferent, to sound like a cliché.?®

4,1, In this investigation I polemicize with the view
that it is the final, obligatory stress which automati-
cally constitutes the strongest position in the line.

As an example of this view, I quote from TomaSevskij:
"Ecoax MH NOOXONHM K CTHXY Xax K HHTOHAUHMOHHOMY OT-
PE3KY, MH JIErKO OGHapyXUM [3T0] ¢pas3oBoe ymapeHue:
OHO npuxonurca Ha pudMy (IMBO Ha nocnenuwio cTony,
YTO ABNAETCA GoJyiee OOGUIMM NPH3HAKOM M pacnpocTpa-—
HAETCH M HAa CTHXH G6e3 puiMm) ."

and again:

"Ho nocrnepHsas CTONAa CTHXa BCceI'mla CHNbHAA, TaK Kak
Ha Hee NpHUXOAHTCHA yrmapeHWe pudmu (T,.e. 3aMHEKawmero

H CaMOro 3Havamero closa c'rnxa).“26

It is true that there exists a style of poetry recita-

tion which accentuates the final stress, usually invol-

ving rhyme. This style of recitation however is often
experienced as mannered; it tends to underline the
metrical organization of the poem to the exclusion of
its semantics. In other words it is a style of recita-
tion which is imposed upon the poem irrespective of the
structure in its complexity.27

I propose to approach the final stress from the op-
posite direction and claim that the fact of its obliga-
toriness does not make it stronger but weaker from the
point of view of achieving semantic accentuation, The
final stress in a binary metre is obligatory and there-
fore entirely predictable. Borrowing Lotman's terms we
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may say that the final stress position manifests inertia,
that from the rhythmic point of view it is completely
automatic. Persuing Lotman's argument we must conclude
certain limitations as to its ability to convey informa-
tion, rhythmic and thus also semantic. Against the back-
ground of language which is not organized metrically,

the automatic final stress signals metrical organization.
However within the system of metrical organization (spe-
cifically organization into binary metre), it constitutes
the one moment in each line where the all-important tension
between the abstract or ideal metrical scheme and its
actual realization does not exist:

".,.. HE TONBKO He clelyeT OTKA3HBATbCHA OT INPOTHBONO-

craBsleHHa "MeTp - puTM" Kak oOpraHd3ywmero CTPYKTYp-—

HOT'O TPHHIHINA, a HaobopoT: HMMeHHO Ha 3TOM yuyacTKe

CTHXOBEelleHHe CTOJKHYJIOCh C OOHHMM U3 Hanbornee oOmux

3aKOHOB CJIOBECHON XYINOXKeCTBEHHON CTPYKTYpH."
The general rule is summarized thus:

"Ina Toro YTOOH CHCTeMa HecJia MHGOPMAlIHI, Hamo, 4YTO-

6H KaxXOHA ee 3JIeMEeHT MNpeAcKa3HBalji HEKOTOpOe KOoJINYe-—

CTBO MNOCNeAYyHmHX BO3MOXHOCTEH, M3 KOTODPHX peanusyerT-—

cg oOgHa, TO €CThb, YTOGH ONHOBPEMEeHHO pafoTasi1 OBa Me-

XaHH3Ma: aBTOMATH3UDPYOWHE H neanromarnanpymmnﬂ."zs
The tension between the abstract metrical scheme and its
actual realization, a vital aspect of metre, is excluded
in the final position of binary metres.

As a consequence of the automatic stress in final po-
sition, there is a tendency in iambic tetrameter, par-
ticularly PusSkin's, for the final word in each line not
to exceed its function as marking metrical organization,
This is not to say that an original rhyme scheme, en-
jambement, or a word semantically activated through re-
petition or contrast, may not succeed in overcoming the
inertia of the final position. It does mean, however,
that the chances for the other poetic levels to assert
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themselves against metrical inertia are greater in the
rest of the line. Thus we are faced with a situation
which is opposed to a basic characteristic of normal
language; namely that while the metrical unit terminates
with what Zirmunskij calls "an ideal pause, which per-
mits one to preceive a given rhythmical sequence as a
unit, complete in itself",zgand which tends to manifest
self-evident information on the semantic level, it is
generally accepted that a normal sentence progresses
from theme to rheme, the new and significant semantic
information, emphasized intonationally, cccurring at
the end,

That this discrepancy between non-metrical and metri-
cal language exlists can be seen by the comic, witty ef-
fect which results from loading the final position of a
metrical line with new and unexpected information. This
device is exploited for example in "Evgenij Onegin":

U "HepoBepuHBHH CTapHK,
H poroxHocel] BeJIHuasBhf,
Bcerma NOBOJILHHA caM cobGol,

CBOHM 06enoM H XeHOH, Vv, 14

H xJIe6HUK, HeMell axXKypaTHHIHR,

B SyMaxHOM KOJnaKke, He pa3

V¥ OTBOPAJ CBOU sacucdac. v. 25
On both occasions witty flippancy of tone results from
the fact that the expectation of semantic confirmation
at the end of the line and stanza is thwarted: at the
moment of expected cadence, the semantics effects an un-
expected twist which undermines rather than confirms the
preceding semantics; the incongruity is enhanced by the
rhyme (final rhyming couplet) to comic effect. The device
is marked; it helps us to become aware of the unmarked
tendency for semantic accentuation to occur before the
final position.
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4,2, Tt is possible to be more precise in locating se-
mantic accentuation in Puskin's iambic tetrameter. From
Taranovsky's tables we see that not only is the final
stress realized in 100 % of the lines, but that the pen-
ultimate stress is not realized in over 60 % of the lines.
Given seven possible realizations of the iambic tetra-
meter, more than 50 % of PuSkin's four foot iambs corre-
spond to Taranovsky's fourth example:

TIV — e e — — — - 30

This line is therefore considered to be the unmarked
(most predictable) realization of Pufkin's iambic tetra-
meter. It necessarily consists of three autosemantic
words or word groups, and a striking feature is its
asymmetrical character whereby the first half of the
line contains two autosemantic words and the second

half only one: rhythmical asymmetry is played off against
abstract or ideal symmetry.

Since a distinctive feature of TIV is that it has no
stress in the third position, it follows that this third
position is unable to achieve semantic accentuation (it
is necessarily lacking in autosemantic material).

0f the first two stress positions, the second turns
out to have the greater propensity for achieving seman-
tic accentuation. Notwithstanding its lack of obligatory
stress, the first foot manifests a certain amount of
inertia in that 1t signals the beginning of the metrical
unit and establishes the type of foot in which the metre
is composed (iamb, dactyl etec.).

Further, while the metrical and the syntactic segments
are not identical, they nevertheless are closely allied;
most usual is for a syntactic phrase to coincide with a
metrical unit (the line and, beyond the line, the stanza).
For normal syntax to accentuate the end of a unit, and
metre to accentuate the beginning would imply a breakdown
of the interaction between the two.
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5.

Since the realization of the iambic tetrameter TIV

is considered to be unmarked, we shall begin our in-

vestigation by examining incidences of NPs (AS and SA)

occuring in lines of that metrical description. Against

this background we shall consider all other realiza-

tions of the iambic tetrameter as marked. Our purpose

is to establish consistent patterns concerning the dis-

tribution of accentuation within the NPs.

Two notes follow concerning the examples and the

principles adopted in establishing a line's metrical

description:

Il
ll

2'

Notes on the examples:

Examples include nominal phrases consisting of a single adjective
and a single substantive in immediate juxtaposition.

Possessive and demonstrative pronouns have not been taken into
consideration. E.g. Y6una dpyea mMoezo (III. 193).

A nominal phrase which includes a possessive or a demonstrative
pronoun, but where the adjective proper and the substantive re-
main in immediate juxtaposition has been treated as AS or SA.
E.g. B zopdou aexocmu ceoeitt (III. 196), i.e. the possessive
pronoun has been ignored.

Nominal phrases consisting of a substantive and two adjectives
(A°S and SA%) have not been considered on the grounds that, since
they usually occupy an entire line (= 3 autosemantic words), they
form a particularly strong rhythmo-syntactic figure which should
be the subject of specific enquiry, i.e. they constitute a larger
and more complex unit than AS or SA. For example in the line

B mpesoze necmpoit u G6ecnaodnoti (=TIV, III.236) the accen-
tuation of the adjective in post-position in TIV.3 3lcavries over
to the second adjective, which accordingly does not manifest the
semantic indifference otherwise typical for an inverted adjective
in final position.

Possessive and demontrative pronouns should be taken into consi-

deration in a more comprehensive study. (See B above). Here would
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be considered a variety of word-order patterns:

PAS Mou xanadewuyue pywxu (I1I. 204)
ASP B zopdol snenocmu caoell (III. 196)
APS Mex 6enceznasoli ux moanow (11I. 215)
DSA H smott npenecmu xusoli (I11. 154)

Finally AS and SA used in vocative exclamations have not been
taken into account on the grounds that inversion in exclamatory
address presents a specific case of inversion. It was feared
that the particular nature of this inversion might complicate

the issue in hand.

Notes on the principles of metrical description,
As far as possible synsemantic words are considered not to con-
stitute metrical stress. However it is not possible to be cate-
gorical on this point which is usually a matter of interpretation.
For example, as long as the pronoun is assumed from the context

it is considered unstressed, particularly when it is placed in
immediate juxtaposition to the verb which it governs: Yeuden
A moanw Geaymuott (= TIII. II, 126),

On the other hand if a pronoun is carrying an opposition cen-
tral from the semantic point of view, it is considered to con-
stitute metrical stress: 'JT'etﬁel OM céadaﬂ Hc'vam‘i Ml:tp (=TI,
I1. 252).,

Most of the quibbles are concerned with pronouns. The problem is
repeated, though to a lesser extent with possessive pronouns.
Most of these I have considered as not constituting metrical
stress: Hax 3068 €20 & npou;a'c.rzbuuﬁ wage (= T III. II. 198),
Whether or not a synsemantic word constitutes metrical stress de-
pends not only of the function of the word itself, but also on
the strength of the surrounding stresses. Given two doubtful
stresses together we are faced with a choice. For example:
Boxpye Mena aanw pesyuu might be described as TI (Boxm';e
Menﬂ' aann pee,;;uu) or TII { Boxpye MeNA ean peeé’uu)

{(I1. 257).

A synsemantic word followed by a punctuation mark is likely

to constitute metrical stress: optiub au mh, aamndda ndua
(=T1I.11.29); Ho 298 me dn, meoii mbanti 6pam (=T I. I1.30).
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6-

A metrical description which gave greater weight to synsemantic
words as constituting metrical stress would, in the present ana-
lysis, have as a result that fewer lines would have been cate-
gorized as TII and TIII. These would instead have been éonsi—
dered as TI. Whichever way we choose to classify these lines
however, we must pay heed to the fact that a line such as Hozda
cpedv opeull xuanu wymmou (TII or TI, II, 128) is equivalent
metrically neither to Camoawbuswx Oym ompada (TII, II. 11u4)
nor to Cuacmaushii xpyz cembu csoef (TI, II. 9).

It may be that we should introduce the synsemantic stress
with a different sign (for example (")) and describe the line
Hoz0a cpedb op2uli xu3HU WYMHOU as —ILL-:-—-L-l.

In the case of TVI I feel bound to introduce this sub-category,
For while it is clear that the effect of TVI.3 and TVI.Y4 (See
12.0) is dependent on the fact that the line is suspended on

two strong metrical stresses, and that it would be misleading

to compare the line Oxo Ha namammom aucmxe (III. 163) with
the line B ceayennom yxace nosm (TIV, II. 165), neverthe-
less it is important to distinguish this line from that which

is suspended not only on two metrical stresses, but also on two
words, e.g. Henpumupumow cydvbow (I, 28) or even ['de c80e-
Hpaenuii npouseon (II., 29).

I am aware that the flexibility with which I determine the metri-
cal description of a line leads to discrepancies in my use of
Taranovsky's tables and statistics. (Taranovsky considers pro-
nouns to constitute metrical stress). I nevertheless use his sta-
tistics as a general guide-line since, on the grounds of the ar-
gument put forth in 6) and 7) above, this does not lead to in-
consistencies on a fundamental level, but only to the need for

a slight adjustment of figures.

No account has been taken of hypermetrical stress. Thus the ini-
tial SA in the following line was not taken into consideration:

B uac nesabsennntl, 8 uac nevaavuwii (111, 236},
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6.0. Examples of relevant NPs occurring in TIV lines

(— — — L — — —21) are described as follows:32

TIV.l AS in feet 1 - 2

TIV.2 BAS in feet 2 - 4

TIV.3 SA in feet 1 -~ 2

TIV.4 BSA in feet 2 - 4

6.1.1. TIV.1
Sncaeyeil Oymoxr NHTATE II, 10
Tak no3dHuUM 2Aa00M TNOPAXEHHHHA 11, 27
Hedaenuit pexpym 'HMeHesd I1, 30
U caadxoli necmbio 6aryoBaliv 11, 30
flpenecmunil 6anogeny KUNPHOH 11, 44
Huxostoti xaxdoi TOMHM IT, 338
B csayennom yxace mnosT 111, 165
Mozuabnwm cympaxom oOHeTH I11, 186
Hx cnabwii 2nac BO3HeHaBHAA I11, 215
Yaadwell myndpow TOKPHT I11, 215
N° examples: 58
6.1.2. TIV.2

[Inonel cepdeunoilt nycmomu 11, 27
TeCHUMHE XAaadHo®w moanow 11, 28
MobuMel, semperuxr Jlauc 11, 44
JleTAT 3adyMmuusne 830pH 11, 44
BH BOPYT B mMpazuvecKoM xapy I1, 74
BBepAn ushexennne 38Yyxu I11, 165
CTHUXOB mauHcmeenhuii Hanes I11, 173
[lyCcTeT murue Mo2uan II1, 193
Npunu, kax daavhas 3s8e3dda I11, 193
KyeT 6e33ybuii xypraaucn III, 196

NC examples: 128
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6.1.3. TIV.3

U mue eldunnii pasnydyeHnbsa I, 9

B yxnwhve pobxoM OXHOATH II, 10
Bam xepmset Hoéwe TNPHHOCHT II, 48
I'me auna cmapasa WyMHT II, 61
Bhumanbem caadum Harpagunu II, 93
B nycmune MpauHoli A BJIAUHIICH IT, 338
Meumanvio seuroMy B THUH III, 108

C mocwroli HesonbHOU, C BOCXHMEHBEM I1T, led
U peuu Hexnme IJOOBH ITI, 173
3neck Hes0d MOKpPHU pacCTHNaeTr ITII, 216

NO examples: 46

6.1.4. TIV.4

Bo uBeTe wHocmu xXugou II, 9
ToTOBBTE yaQuu Xpyzoswue II, 28
K Teb6e xpacasuu Moaoonx II, 44
Yxpankof nHuMmda Moaodan IT, 45
H xnan Mozuaw OesMamexHoi ... IT, 60
UoeT M B X000 KAwuUesoU IT, 61
Kro pab ycuauii 6ecnosieanux IT, 82
BJOXHN decruyer xpoeasgoll IT, 338
¥30py xHadnucu xHadzpolbHou ITITI, 163
CHANT B 6ACKe 204AYOO0M I1I, 204

NO examples: 66

6.2.0 My initial hypothesis is as follows: Given a four
foot iambic line of unmarked metrical description (=TIV):
1) AS at the beginning of the line accentuates S.
2) AS at the end of the line accentuates A.
3) SA at the beginning of the line accentuates A.
4) SA at the end of the line accentuates S,

Comments:
6.2.1. In the case of TIV.l there is no question of ex-
traordinary distribution of accentuation; the sense be-
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comes progressively accentuated as it passes from the
adjective to the substantive in accordance with normal
word order in normal speech, as well as with the met-
rical tendency to accentuate the second stress position
of the line (4.2.).

The difficulty of pinpointing accentuation in poetry
lies 1in the fact that the starting point rests in a sin-
gle response to a synthesis of systems signalled. To the
extent that this response remains unanalysed it is con-
sidered to be intuitive, Intuition is an important mo-
ment in literary perception.33 In the present case it
postulates or senses the tendency of Puskin's iambic
tetrameter to accentuate the second stress position. The
intuitive response finds support in theoretical calcula-
tions concerning the nature of the metrical unit, the
line (4.).

The hypothesis concerning accentuation should be
corroborated by an examination of the semantic material
per se, that is in isolation from its rhythmic corol-
lary; in spontaneous perception of course semantic ac-
centuation and rhythmic accentuation are inextricable
in that the one always takes effect as the other. But
at this point I shall examine concrete examples to see
whether in fact the second stress words do carry the

essential meaning of the poems in which they coccur.

Let us examine the first four lines of " Prorok":

1. Ayxosnotli xaxdow TOMHM,

2. B nycTHHe MpayHON A BAAYMUICSH,

3. H mecTHxkpaynil cepabdnm

4, Ha nepenythe MHe FABHJICH; II. 338
Our question is: Is the word xaxdow more loaded than
the adjective dyxosnoii as presented in the poem?
Naturally there 1s no question here of dismissing the

meaning of the adjective, we need merely ascertain
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the lack of extraordinary accentuation of the adjective
dyxoennti. Let us examine the position and function of
this NP more closely.

Firstly the word dyxosnoii constitutes the first word
of the poem and it therefore automatically bears a strong
forward-directing function. Secondly its syntactic func-
tion is, in independence of the substantive which it
qualifies, ambiguous: it could be either genitive, da-
tive, instrumental or prepositional. To single out the
word would be an intonational impossibility since its
position in the sentence is too little defined.

From the point of view of the semantics proper we
find that the word Jdyxosnoti follows as a confirmation
of the poem's title "Prorok". The word serves to pick up
information already given: 1t acts as a conductor.

Xaxdow on the other hand introduces a new and even
contradictory piece of information: A prophet is con-
ceived of as a man who possesses knowledge of the fu-
ture and who makes this knowledge known to others; he
is a possessor and a giver. The word ‘'thirst' contrasts
with this concept; our prophet is a man who himself seeks
and needs. The word introduces a note of conflict which
sets the poem's central opposition in motion. The poem
1s seen to tell of the moment, in dramatic terms, of
when the prophet becomes prophet. It is the word xaxdow
at the beginning of the poem which tells us that his
identity as a prophet is not yet an established fact;
the poem is a matter of 'before' and 'after'. This leads
us into the adjacent opposition so clearly elaborated in
lines 5-8 and (quoted) 15-24:

U OH MHe rpygb pPacCex MeuyoM,
U cepaue TpeneTHOE BHHYJ
H yrnp, nunawndfl orHeM,
Bo rpynks OTBEPCTYI® BOHNBUHYI.
Given an opposition between before/sinful/fearful etc, on
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the one hand, and after/prophetic/aflame etc. on the
other, we see that the initial xaxdow not only informs
the reader that the identity of the prophet as such is
not yet established, but also motivates or prompts the
dynamic interaction of the two opposing sides; it her-
alds the desire for change from non-prophet to prophet.
Clearly the word mxaxdow constitutes an important moment
in the semantics of the poem.

With the completion of the NP, its syntactic status
is clarified: the phrase is a verbal qualification in
the instrumental case; moreover it is inverted in re-
lation to the governing verb, and thus accentuated.au

6.2,2. Concerning TIV.2, our hypothesis suggests an
accentuation which directly opposes normal usage; name-
ly the non-inverted adjective is more accentuated than
the succeeding substantive which it qualifies. I do not
suggest that the substantive is under-emphasized, but
rather that the adjective in such a position attains
greater accentuvation than would be the case in a simi-
lar NP (=AS) in normal language. In other words TIV.2
incurs an inbalance in the accentuation distribution
normally manifest within a like NP.

Corroboration of this hypothesis from the point of
view of the semantics proper 1s attained by analysis
of lines 5 - 8 from "Prorok":

. llepcTaM¥y NerKuMMH KakK COH

. MOHX 3€eHHL KOCHYJCH OH:

~ &

. OTBeD3NINCEh aeyte I3eHuul,

8. Kak y HCnyraHHoOM OPJIHLAH. Ir, 338
Since the word senuyw has occurred as the object in the pre-
ceding sentence (line 6), its function in line 7 is to
refer back to information already given. New information
is presented by the adjective gewyue, which must be accen-
tuated if the significance of the image is to be commu-

nicated.
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In the preceding section (6.2.1.)} I elaborated the
opposition which is central to the poem's meaning.
with reference to that central opposition we now see
the full significance of the word seyue in line 7.

At the beginning of the poem it was found that the
prophet of the title is languishing in spiritual
thirst in the desert; the first six lines of the poem
describe that period of the prophet's existence which
was characterized by thirst and darkness. It is only
after the seraph has touched his eyes with light fin-
gers that, on opening, they appear prophetic. The word
aeyue signals for the first time the conversion or
revelation which is the poem's central theme.

6.2.3. TIV.3 is the least equivocal of the patterns
under discussion: the accentuation potential of the
second stress position here coincides with the extra-
ordinary emphasis characteristic of an inverted adjec-
tive in normal speech,

Semantic corroboration may once again be attained
by reference to "Prorok", which poem gives us five
examples of such a line (lines 2, 5, 19, 22, 24). For
example:

1. OyXOBHOHM XaXIOoOKW TOMHM,

2. B nycmWne mpauxoii 8 BIAYHICH,

3. N wecTHKPDHIRI cepadum

4, Ha mepenyTne MHe SABUNCH;

5. Hepcemamu AeexuMu KaK COH

6. MoHX 3eHMI KOCHYJICA OH: IT. 338
In the phrase s nycmwne mpaunoii, the adjective mpaunoii
attains greater accentuation than would be the case if
it preceded the noun: On the semantic level the word
nycmune follows closely the notion of thirst from the
preceding line, while the word mpaunoti introduces new
information; on the intonational level mpagunoii marks
the high point of the rhythmo-syntactic suspense which
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results from the fact that two adverbial phrases, oc-
cupying one and a half lines, precede the main subject
and predicate of the sentence.

Beyond the confines of this sentence, Mpauhoti is
seen to present one half of an opposition which is com-
pleted in line 5 (nepcmamu sneexumu wax con) : dark
(heavy) / lightweight (light). This opposition is in turn
integrated into the poem's central opposition discussed
in 6.2.1.

A repetition of rhythm and sound further contributes
to the accentuation of mpaunoii: not only is the metrical
description of line 2 identical to that of line 1, but
further, the division between the first two words coin-
cides in the two lines; finally in both lines the second
stress falls on /a/. In 6.2.1. I argued for the semantic
importance of xaxdoii as opposed to dyxoenoii; as a result
of prosodic similarities, the total rhythmo-intonational
effect of line 1 is repeated in line 2, and mpauxo# 1s
accentuated as was xaxdow in the preceding line,

6.2.4. TIV.4 reverses the tendency in normal speech
to give extraordinary emphasis to an inverted adjective.
This reversal of normal speech tendency 1s due to the
inertia of the obligatory final stress discussed above
(4.1.). The contention is supported by Tynjanov's ob-
servations guoted on pp. 1-2:

"Ho, Torma kak MHBEpPCHUM ONpeleNfleHHsd M OnpefessieMoro

B KOHIle CTPOKH ... Cnabo omymanTcA HMEHHO KaK HHBep-

CHH, - BCAKada Nnpo3aMyecKas KJyaysyna, NOCTPOeHHas Ha

TAKOX HHBEPCHH, CKAKETCH MNpexOde BCer0 CBOel CHHTax-

THKC — CeMaHTHYeCcKkoH cTopoHo#,"
and again:

... HHBepCHA, B OCOGEHHOCTH B KOHIE PIOOB, CO-
rJlacyeTcAa € ODPUMHUMOOM T e CcCHOTH psna.” 85
In connection with the second of these statements, it is
interesting to compare a similar statement made by Zir-
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munskij in his discussion of enjambement:
vIn connection with this an important role is played
by word order: e.g., inversion, which contributes to
the isolation of syntactic elements, and creates
more distinct boundaries between the linked parts of
the syntactic group. Cf. Puskin's:
No v serdce xana duvetv inya
Taitsja plémen’ bezotrédnyj...
The significance of inversion in enjambment was al-
ready clear to the Russian theorists of the eight-
eenth century. Tred’jakovskij, for instance, who
would not permit caesura to separate syntactically
~bound parts of the sentence, admitted such division
when the word order was inverted." °°
Fipally ééerba, in his detailed consideration of word
order in PuSkin's "Vospominanie", states that inverted
word order effects greater compactness (= kompaktnost’)
of the relevant phrase than is the case with normal

word order.37

S¥erba's terms are further applied by
Pospelov in his discussion of the opening lines from
"Mednyj Vsadnik" (c¢f. p. 12).
"Yro KacaeTcs Bonbled KOMNAKTHOCTH CTHXOTBODHOMN
CTPOKH B pe3yAbTaTe HHBepCHH, TO 3ddekT Gonnoumel
KOMINAKTHOCTH OCOGEHHO 3aMeTeH B cllyuyae HBOHHOH
HHBEPCHH, Kak, HarnpHMep, B HAadYaJIbHHX CcTpokax BcTyn-
JISHHUSA ¢
Ha Gepery nNyCTHHHHX BOJNH
CTOANl OH, OYM B8e2AUKUX NOAH,
W Bpane Trapgen.
HeACTBHUTeNIbHO, AOCTaTOYHO BOCCTAHOBHTL "HOPMalbHHH
NopsanoK cJyioB" BO BTOPO® CTpPOKe, UTOOH yGegUTCA B
TOM, UYTO CJioBOcCOUeTaHHe "NONH BeJIMKMX OyMm" ecrecT-
BeHHO pacnagaeTcsa Ha JBe CHHTArMH, Torha Kak MpH
HHBEPCHH 3TO CJIOBOCOUETAHHEe ABJAeTCH OMNHON CHHTAar-—

Mo, " 38
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If we apply the above remarks, which are to say the
ieast a scattered collection of isclated throw-outs,
to the TIV.4 examples under consideration, we see that
the NP (SA) at the end of the line, by manifesting
greater 'compactness' than would an AS in the same po-
sition, interferes with the forward-directing impulse
of the syntax. We understand ‘'compactness' to result
from the fact that in order to comprehend the signifi-
cance of the inverted adjective, the reader must (meta-
phorically speaking) pause for orientation, glance
backwards to the substantive on which it is dependent,
before moving forward to the remaining sentence. The in-
verted NP at the end of the TIV line thereby confirms
on the syntactic level the pause which is signalled on
the metrical level by the completion of the metrical
unit, i.e. the line. In other words, SA at the end of
the unmarked iambic tetrameter confirms the automatic
cadence of that line as discussed in 4.1.

The attempt to corroborate this observation with ref-
erence to the semantics of a specific poem proved more
difficult that in the cases of TIV.l., TIV.2 and TIV.3.
The only example of a TIV.4 line in "Prorok" is marked
by an unexpected contrast of rhythmo-syntactic repetition:

16. U BupBay rpesgHf MO¥ HAHK,

17. U npaspgHOCHIOBHHIA H JIYKaBHIL,

18. U xano MyApwHA 3MeH

19. B ycTa 3aMepuMe MOH

20, BIOXKHI decHuyew Kpoaadoi.
In these lines it is the adjectives which develop the ar-
gument; their insistency builds up throughout lines 16-19:
epeuwnnti, npasdrocaosHnil, aAyxaswi, MYyOpHs, 3aMepuue.
In each of these lines the second stress position is oc-
cupied by an adjective. This accentuation of the adjec-
tives carries over to xposasoili in line 20; the fact that

the second stress position relinquishes its semantic ac-
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centuation potential, in favour of the final stress po-
sition, marks a break in the rhythmic inertia of these
lines which signals the end of the poetic period.

Similar complex cases notwithstanding, my claim is
that the inverted adjective in TIV.4 does not manifest
the accentuation which would be typical for an adjective
in post-position 1n normal speech (which was not the
case in TIV.3). Adjectives in final position in TIV.4
lines tend to carry stereotyped semantic content: they
frequently sound like clichés., In this case they are
analogous to the line which ends in a possessive pronoun
obvious from the context:

HcnosIHuch BOJIe Moel "Mpopox" II. 339

COKPHB YHEHHEe MoOe IT. 9
Such figures are extremely common in Puskin's four foot
iambic verse.

During the present investigation 66 TIV.4 examples
were collected., A high proportion of the inverted ad-
jectives in final position are found to be semantically
predictable in the immediate context of their use. Many
of them are found to recur in the same position in dif-
ferent poems. For example, on 6 occasions the inverted
adjective in final position is smosodoi (different cases):

YBaAHeT!| Ruanbw Mosnodon
He ponro HacnaxnaTeca ei;
He nmonro pamopaTk COGOW
CuacTNHBHHE Kpyr' CeMkH CBOEH,
"VBH, 3ayeM oHa GsucTaer" II.9

B uany BecesIUH rOPOJCKHX,
Ha nerxkux Hrpax TepncCHXOpH
K Tebe wxpacasuy monodnx
JleTAT 3aQyMUUBHE B3ODH.

C HeBONBHHM IIJIaMEHeM JIaHUT

VYkpanKo® wuMpa monodaa,
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CamMa cebsa He TIOHMMan,
Ha daBHa HHOT'IODA T'NAIHUT.
"WppeBy" II. 44-45

CeoSoaH Apyr MHPOJMOGHBHI,
B Tonne xpacasuy MoaAooHnx,
A, paBHOOYWHHN H JIEHHBHIA,
CBOMX OOT'OB He BHXY B HHX.

"AnekceeBy" II. 79

Tak OYHOBeHBA OYPL 3eMHEX

U HaC HeuvasHHO Kacajauch,

H MH cpenv nupuwecms MoAOONX
Jyumon YacTc OMpadaliMChk;
sessessasts st sn s
TosapMul necen monconx,
[IHpoB H YHCTHX [IOMHUIEHUHR,
Tyna, B TOJNNy TeHel POIHHX
HaBex oT Hac yTexumiy reHui,

"UeM wame npasgHyeT JHUel" III.228-229

The six incidences of the inverted mosodoii in final stress
position listed above have much in common: the four poems
in which they occur are dedicatory, odes to particular
people ("Jur’evu", "Alekseevu") or odes to the fleeting of
time ("Uvy, za¥em ona blistaet", "Cem &a%&e prazdnuet 1li-
cej"). Moreover the substantives which these adjectives
qualify are chosen from within a limited semantic field:
on three occasions the substantive denotes 'beautiful wo-
men' (xpacasuy, Humba and xpacasuyu) and on three 'life!
or metonymies for life embracing the concept 'Jjoy' (xusnow,
nupwecms and neceun), The adjective Moaodoii, inverted and
in final stress position, attains a level of stability
which suggests that it functions as a fixed poetic figure,
and that it does not assume the accentuation characteris-
tic of a similar inversion in normal speech.

Of the 66 examples of TIV.4, a further four contain
the adjective xueoil, three zpobosoii, two wxposaswmii and
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finally two eeauuaewii. As the adjective mosodoid discussed
above, so these adjectives, inverted and in final position,
are so characteristic of Pu3kin's four foot iambic verse
that they function as poetilc clichés and are not accentu-~
ated as they would be in normal speech.

Other examples are comprised by NPs the gemantic con-
tent of which is too indifferent to allow the final inver-
ted adjective to achieve the accentuation due to it in
normal speech, For example:

Ipoma#®, croGonHan CTHXHAL

B nocrnemHHA pa3 nepefnc MHOH

TH KaTHWB 80AHNW 20aybne

U 6nemewrs ropnol KpacoH. "K moppio" II.198

3p3eck rOpOn YONODHHYM, YHHEILNA,

3O0ecs peyd - nea, cepnua - TpPaHuT;

30ecke HET HHU gempeHoCmu MuAaAol,

Hu my3s, HU [lpecHH, HH XapurT. "Orper" III.164

One factor, which for want of space is not investigated

in this article, should be mentioned here: this has to
do with word boundaries which are certainly relevant to
the problem in hand. In the following two examples of
TIV.4, a monosyllabic substantive is followed by anadjective
with five syllables:

Teepaun A cmux obsopoxennntl,

Mo¥ cTHX, YHHHBA 3BYK XHBOH,

Taxk MHIIO €K [MOBTOPEHHHNA,

3aMedyeHHHH ee OyuoH.
"Ky. M. A, Fonuuuaoi™ I1.163

Trnaxy ns HA JYy6 yeduHehHnl,
f MECTO: TTATPHAPX JIeCOB
[lepexHBeT MOH BeK 3a0BeHHHH,
Kak mepexun OH BeK OTLOB.
"Bpoxy NMH A BOOAb YNHL, mwyMHEX" IIT,.135
In these cases it seems that the sheer length of the ad-
jective in comparison with the substantive counts in the
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former's favour with regard to accentuation. Hence the ad-
jectives in the above examples are accentuated as they
would be in post position in normal language notwith-

standing their position as regards rhythmic inertia.

7.0. Of the other six possible realizations of the four
foot iambic line, Taranovsky shows that five occur in
Pugkin's verse; TVII does not occur at all, and TV ac-
counts for less than 1% of such lines.

An important finding of the present investigation is
that every other realization of the iambic tetrameter,
that is excepting the unmarked TIV, results in a devia-
tion from the accentuation patterns established in 6
above in connection with TIV, namely the tendency for
the second stress position to carry greatest accentu-
ation potential.

Again the consideration of NPs AS and SA against the
background of their usage in normal speech facilitates
discussion of the problem on a concrete basis.

Examples from the five remaining types follow:

8.0. Examples of relevant NPs occurring in TI lines
' 1 ' 1

(—m—— = = - - = ) are described as follows:
TI.1 AS in feet 1 - 2
TI.2 AS in feet 3 - 4
TI.3 ©SA in feet 1 - 2
TI.4 SA in feet 3 - 4
TI.5 AS in feet 2 - 3
TI.6 SA in feet 2 - 3
8,1.1. TI.l
Cyacmausiii xpyz CeMbH CBOel IT, 9
Mnadux nupoe YTHXJIH CMeXH IT, 29
Ux momuuwil e3op, NMPUBEeTHHHY Jenet 11, 79
Mayxue 3eyxu, 6e30HH rnac II, 198
Banl aAeexuti waez, WJIB NJAThA WYM II, 336
Ha MymHOoM NHeOe MI'NIa HOCHNACH ITI, 129
Hpoapauxnti Aec OOHH dYepHeeT ITI, 129
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8.1.2.

8.1.3,

B.ll4l

OT 3aARx 3a6om M JleHH BAJIOH
B nocnedxuli pa3 TBOR obpa3 MHJIHHN

Macmumsii cmpax cCTpaHH IepXaBHOHK
NO examples: 24

Tl.2

OnuH, B THMH nycmix noaeil
Ipy3BA, IOTOBBTE WYMHHNI nUup

B H3TrHaAHBE CKYYHOM, xaxduili uac
BCE& Te Xe KDHMKH ©OHHT Xpuy
NTOTHOHYU JIMDPH J1O0XHHE 38YK

I exan K BaMixushe CcHY

S exan Opoub: UHHE CHU

B uvacH 3af6aB HIB Npa30HOU CKYKU
CBOGOOHHY TPYH H CAAOKUL MUup

U cnesH UX, U no3dxuil ponom

N° examples: 42

TL.3

B ugenaHve crxyuHoM, KaxOnml dac
H cnas pyccroeil ayd yrac

H zad Mopcrux monBOOHHE Xon
Hyue 6aw06nENHOY TDPYCTHO GHJIO

Kax 3eyx HouMolU B necy IAYXOM
N°® examples: 5

TI.4

Crienly B BOJIHEHBE OYyM MAXEART

B xpyry ceMe®t, B nupax CuacCmaAUBHRIZ
H uépHut yC, H 832489 Xusotli
Horubuy 3506H Muz edunusil

Ho ckyka, cnyua¥l, Myx pesHusuii

H 3necs BHHKaeT B Oyx xHapodunwuii
BomnuH, nnecHyBuel B Sepez daabhuli
A JIUN NMOTOKH cAés HexdauHmnx

OT 3JHX 3a60T M AekU 6AA0L
lMlevaabHHE OCTPOB =~ dOepez Juxui

N® examples: 45

42

111,
111,
111,

11,
II,
11,
11,
11,
111,
1131,
III,
III,
III,

i1,
1T,
11,
ITI,
ITI,

11,
11,
11,
1T,
1T,
II,
11T,
III,
ITI,
III,

172
186
220

10
28
29
30
46
108
108
165
172
173

29
3
338
108
163

9
28
44
46
73
78

163
165
172
215
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8.1.5. TI.5

BHUMAW xaxduiti 3syx peued 11, 9
MHe MOpA caaoxuil wyM MHNee II, 24
Bo npaxe yapckuti mpyn Nexan 11, 63
CBO60OOH Apxuli Gexb BCTaBalM 11, 63
OCcTaBuM WHHE nwAa CTpacTel 11, 74
JiobImo HeMmoAuHNl 2080p TBOR IT, 202
U ymep 6eduniti paé y HOT ITI, 83
OCTaBHTh Mepmghi caed, NONOOHHHN III, 163
TeMm po6Gue cmapwli xpys IOpy3en ITT, 228
TecHell Hanl sepumii KXpyz COCTABHUM IIT, 229

NO examples: 10

8.1.6. TI.b6

Nycxart, xeaaruli nuaxuxr JyXKIOHN IT, 44
CnacHuTe mpyd HebpexHuili MOH II, 93
A f, KOJb cmux eluHuti MOHU 1T, 252

NC examples: 3

8.2.0, In lines of metrical description TI, the rhythmic
inertia of the unmarked TIV is disturbed owing to the
stress realization in the penultimate foot. As a result
the line manifests symmetry considered atypical for the
four foot lambic line (see 4,2.). Further, since in Rus-
sian verse metrical stress realization is in direct cor-
relation to autosemantic stress, TI lines contain more
than the expected amount of autosemantic material, that
is four as opposed to three words or word groups. This
'extra' material is contained in the second half of the
line; for while the first half of TI corresponds to the
first half of the unmarked TIV, the second half contains
twice the expected amount of metrical-autosemantic stress,
TI lines manifest regular alternation of stressed and
unstressed syllables which as we saw is marked both for
the lambic tetrameter and for binary metres in general
(see 3.). In other words the normal tension between the
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abstract metrical scheme and its actual realization is
missing in TI lines. Instead the two coincide to produce
a line which insistently acknowledges the abstract met-
rical pattern and prevents the impression of normal
speech unconstrained by poetic form, which illusion is
an essential characteristic of the iambic tetrameter.

A secondary effect of the regular alternation of
stressed and unstressed syllables is that the further
distinguishing feature of binary verse, whereby the
realized stresses vary in intensity, is undermined and
the four stresses become equalized (see 3.).

The regqgular alternation of stressed and unstressed
syllables together with the equal intensity of the
stresses produces an interesting rhythmic effect: the
principle of repetition {(one foot like another) is in-
tensified, the forward-directing impulse of sense and
syntax is undermined. Reiteration on the rhythmic level
takes effect on the semantic level; the sense tends less
to progress than to accumulate: word is added to word in
emphatic confirmation rather than in dynamic development
of the argument.

The fact that TI lines frequently mark decisive or
conclusive moments in a poem i1llustrates the point con-
cerning semantic confirmation, witness the final quat-
rain of "Prorok" which contains two of the poem's three
(unequivocal) TI lines:

Bocemanb, npopox, u sumdv, u eHemau,
Hcrnionuuces BOJelo MoeH,

K, o6xoma Mops H 3eMiiHu,

lnazonom xeu cepdua nwvdeil. II, 338

The following example, from "Anlar", illustrates the

same point:

5. 1 W ecnu TYYa OPOCHUT,

2 Bnywnas, JIHCT ero AOpPeMyuKri,
3 C ero BeTeBe!, yYX SAOOBHT,
4 Cmexaem B8ox0b 8 necox zopwuuil. ITI. 82
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In this case the TI line marks an end to the description
of the upas tree which was the subject of stanzas 1 to5
and prepares the way for a new moment. And indeed, the
opening line of the following stanza introduces a new
and dramatic moment into the poem - namely the conflict
of man with man against the background of the terrible

natural phenomenon, the upas tree.

8.2.1. Considering the question of AS and SA in TI lines,
it might be expected that NPs occurring in the first
half of the line (TI.l and TI.3) manifest the same ac-
centuation distribution as NPs occurring in the first
half of a TIV line (TIV.l and TIV.3), since it is first
the realization of the third stress which distinguishes
the two metrical descriptions. However to the extent
that the NPs in TI.1l and TI.3 may never exceed beyond
the unstressed syllable in the third foot and frequently
comprise no more than the first two feet, this effect is
modified. Of the ten examples of TI.1l (8.1.1l.) and the
five examples of TI.3 (8,1.3.) ten include a monosyllable
in the initial NP. The relative curtness of the initial
NP in TI lines probably distinguishes them from TIV lines
well before the realization of the third stress.

With reference to the discussion in 8.2.0. we may say
that TI lines are emphatic per se, and that their effect
depends on the rhythm which undermines syntactic progres-
sion: word is added to word in emphatic reiteration, its
syntactic status is comparatively irrelevant.

The realization of the third stress upsets not only the
rhythmic inertia of the normally (in over 60% of Pugkin's
iamblc tetrameters) non-realized third stress, but also,
by disturbing the rhythmic pattern of the second half of
the line, which typically contains only one metrical-
autosemantic stress, releases the final obligatory stress
from its customary inertia. That is, the final stress ma-
nifests greater intensity when it is not preceded by three
unstressed syllables.
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In accordance with the above argument, it seems that
rhythmic accentuation becomes more intense with the pro-~
gression of the line, that is in proportion to the num-
ber of similarly realized metrical feet, and that the
question of inversion and the accentuation which it does
or does not achieve turns out to be irrelevant.

8.2,2, Certain reservations have to be made concerning
the 'irrelevance' of the syntactic status of the word
in TI lines:
8.2,2.,1, A strong syntactic pause in the middle of a
line destroys the accumulative effect of such lines men-
tioned above. In the following example the phrase begun
in the second half of the TI line pushes forward to the
next line (enjambement):

1 exan K BaM: XWBHE CHH

3a MHOHM BUJIMCH TONMNON HUIPHBON, ITI. 108
8.2.2.2. A prominent feature of TI lines is the fact
that they freguently divide into two NPs which stand in
symnetrical relationship to one another. This causes the
line to divide into two halves, the syntactic division
undermining the steady rhythmic reiteration discussed
above. The two NPs may stand in apposition to one another,
one may qualify the other, or they may form part of an
enumeration. Clearly their interrelationship affects the
accentuation distribution within the line, and in a more
comprehensive study of rhythmo-syntactic figures these
combinations should be taken into account.3®
8.2.3., Against the background of TI lines which contain
an NP in one or both halves, there are a few examples of
AS and SA which span the first and second halves of the
line. These are classified under TI.5 and TI.6 respecti-
vely (see 8.1.5. and 8.1.6, above).

Their position in the second and third stress positions
activates the potential division of the line into two
halves by neglecting it. The effect is as of an enjambe-
ment in slight degree, incurring a small measure of
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rhythmo-syntactic suspense otherwise not typical for TI
lines. "0 Closer examination of TI.5 examples shows that
on average they do manifest a greater forward-directing
impulse than TI.1l, TI.2, TI.3 and TI.4 lines. Two  exam-
ples are quoted by way of illustration:

OHO Ha NaMATHOM JIHCTKeE

OCTaBUT Mepmahil cAed, NOJOGHLR

Y30py HaINHCH HaITrpPOBHON

Ha HenoHATHOM fA3HKEe.

"Yro B UMeHH Tebe Moem?" III.163

lIpyHec - K ocnabelnl U Jner
flon cpomoM wWaNawa Ha JHKH,
K ymep Oedunii pad y HOT
Henotenumoro BJaAHKH.
"Agyap" III.83
In these examples the rhythmo-syntactic suspense increa-
ses the progressive rhythmic intensity typical for TI
lines (see 8.2.1.) with the difference that the impulse
is not necessarily completed by the end of the line;
this completion is otherwise a feature of TI lines which
as we have seen insist on the exact realization of the
abstract metrical scheme, as in the following example:
Hx momunii 83op, npusemuHnid snenem
Y¥e He BJAaCTHH Hamo MHOH.
3abHN0 cepllie HexHHU mpenem
H nynaMaAa 10HOCTH XHUBOMH.
"Anexceeny" II,79
Only three examples of TI.6 were found in the investi-
gated material, It seems that inverted NPs which span
the middle part of the line do not induce the rhythmo-
syntactic suspense noted in the case of TI.5. This can
be explained on the lines of Zirmunskij's argument con-
cerning the role of inversions in enjambement quoted above
(p.36 ). Inversions interfere with the normal progression
through the sentence by causing the phrases concerned
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to become more closely cemented than usual {(xomnaxmuocmbp)
and at the same time by isolating those same phrases from
the rest of the sentence in which'théy occur; the inver-
sion interferes with the forward-directing impulse by
turning attention back to the substantive. This aspect of
the inverted NP in TI.6 lines, that is its wxoMmnaxmsocmp,
bears out the rhythmic potentiality of the TI line which
we saw to be reiterative (8.2.0.). The feature is particu-
larly obvious 1n the second and third examples (8.1.6.)
where the SA is followed by a possessive pronpoun in final
position (i.e. realization of the obligatory metrical
stress by a synsemantic word), which further contributes
to the 'compactness' of the phrase, bringing the line to
a clear halt. '

9.0. Examples of relevant NPs occurring in TII lines
(——= -2 -2 - 1) are described as follows:
TIT.1 AS in feet 2 -
TII.2 AS in feet 3 -
TITI.3 SA in feet 2 - )
TII.4 SA in feet 3 - .
9,1.1. TII.1l . _
U uTO 2po3Aauyuli zoacc JUpH II, 114
Camonwbusuxr Oym OTpapa - II, 114
.Ha noxeamenmnii MbaMOp nneueT IIf, 2i5
Korma #apodtod eepw Tiac -III, 220 .
Hocmonoumeunni aAopd Mumac I1I, 38B6
N® examples: 5
9.1.2. TI1I1.2
KTO OBYAN TBON OuaeHnui: ym? II, 64.”;
H HMyero BO gceii npupode It, 159;'
H THnMHY B seuepnull yac Ii, 198,
TaM TNOTPYXANMCE B TAQOHME COH II, 199, °
1 He xXouy Jdpyzoil nazpadsn- ‘II, 252.
B yenuHeHbE uyxdur cmpan 1T, 257
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Bo rnySuHe cudupcxuxr pyd IT1, 7

He nponauneT Bau cxoplruii mpyd 1171, 7
OsapeHa. Beceawm mpecxoMm IIT, 129
H UX 3HaMeH Haeucwuii pAad III, 220

NO examples: 29

9.1.3., TII.3
No examples.

9.1.4. TII.4

Torga B BOJIHEHBE Oypb HADOOHNWX I1, 63
KTo oxoBan Ball Oeez Moz yuuil II, 151
Ho U B OallH B Kpaiw QYywoM IT, 256
H HaBeCTHM noaAR nycmue ITT, 130
lNepexHBeT MOH geX 3al8eMHHI IIT, 135
OHO YMpeT KaK wyM neyanbHnt III, 163
He npomaepan pyxoiu pacuemuoit 113, 196
Iina 6eperoB omuu3du OanbHotl ITT, 204
TH NOKHOAaNa xpati wyxol ITI, 204

B yac He3abBeHHHN, B uagc neuaqaovuuti III, 204
NO examples: 26

9.2.0. In TITI lines the first and only the first stress
is not realized. Two features of TII lines are marked:
firstly the non-realization of the stress in the first foot
(which occurs in only ca 16% of PusSkin's four foot iambic
lines); secondly the realization of the penultimate stress
(which occurs in less than 40% of Pu3kin's four foot iam-
bic lines).

TII manifests asymmetry which was noted as a characte-
ristic feature of the unmarked iambic tetrameter. The
asymmetry of TII lines is however marked in a particular
way: namely the ratio within the unmarked TIV whereby
the first half of the line contalns two metrical-autose-
mantic stresses and the second half only one is reversed,
Thus in TII lines the first half of the line contains
only half the expected amount of metrical-autosemantic

49



Fiona Bjorling

material, while the second half of the line contains

twice the expected amount.
Since the stress in the first foot is, against expec-

tation, not realized, the stress realized in the second
foot becomes particularly strong. Yet according to my
hypothesis, the second foot naturally constitutes the
strongest rhythmical position in the unmarked four foot
iambic line, A conflict exists in the fact that the
strength of the second foot from the rhythmical point

of view is ih part due to the fact that a word occupying
that position corresponds to the middle of the three au-
tosemantic words in a TIV line. In the TII line however
the second stress position is occupied by the first of
the three autosemantic words. The second autosemantic
word now occupies the third stress position. As a result,
the TII line gives two consecutive strong stresses in
the second and third feet; this in turn releases the fi-
nal foot from its customary inertia (see 8.2.1.). Since
realization of the penultimate stress has acatalytic ef-
fect on the final foot, TII lines are characterized by
an intensification of rhythmic accentuation towards the
end of the line.

9.2.1. The rhythmic effect of TII lines as analysed
above leads to the expectation, in the case of TII.l and

TII.3, of an NP consisting of two equally accentuated com-
ponent parts. Significantly, there proved to be few ex-
amples of TII.l and TII.3, that is there were five exam~
ples of TII.1 and none of TII.3.ul

Of the five examples of TII.l, two involve synsemantic
words in the first foot. In metrical description they are
therefore close to TI lines L—QQ-— L -2 -2, 1n order
to highlight the distinctive features of TII.1 examples
we concentrate on those lines which consist of three au-
tosemantic words only.

The three remaining examples manifest a rhythmic awk-
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wardness due to the presence of two rhythmically strong
stresses 1n juxtaposition. The rhythmically equal status
of the two parts of the NP undermines the fact of predi-
cation on the syntactic level. In two of the examples
this is particularly marked owing to the length of the
adjective (five syllables) in relation to the monosyl-
labic substantive which it modifies:

Camonnbusuxr Oym OTPaua - — - —”L”— L 11,114

Hocmonoymennnti nopd Mumac — — — - —"ln— - IIT, 386

The profusion of unstressed syllables introduced by the
adjective is brought up sharp by the monosyllabic sub-
stantive, The awkwardness of such a rhythmical figure is
emphasized to comic effect in the second of the quoted
examples, where the monosyllabic substantive is constitu-
ted by the imported foreign word lord.

9,2,2. In TII.2 lines, the tendency noted in the unmar-
ked TiV.2 lines for the accentuation within an NP (AS) at
the end of the line to be distributed counter to the ex-
pectancy of normal speech (that is for the non-inverted
adjective to be accentuated) is counteracted. This is due
to the fact that realization of the normally non-realized
third stress notonly results ina rhythmically strong third
foot, but also acts as a catalyst on the final foot, re-
leasing it from its customary inertia. As a result the
TII line glves two consecutive strong rhythmical stresses
in the penultimate and f£inal feet of the line.

In an NP (AS) this is manifest in the fact that the
two component parts of the NP are equally strong, neither
acting as a spring-board for the other; that is grammati-
cal predication is to a certain extent undermined by the
rhythm. In other words the adjective bears a more marked
stress than it would do in a corresponding AS in normal
speech; but it is not accentuated to the extent that an
inverted adjective in normal speech is accentuated.42

The problem is illustrated by the following example:
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Bo rny6uHe CubUpcKuUr pyod

¥Xpauute zopdoe mepneHbe,

He nponapneT BawW ¢cXOpOHHE mpyd

U nyMm sncoxoe cmpemaelue. I1T, 7
The quatrain consists of alternating TII.2 and TIV.2 lines.
In line 1 the rhythm accentuates first cubupexux and then
pyd: that 1s to say the adijective is not accentuated to
the point where the substantive becomes eclipsed; the ad-
jective cubupcrxuxr is essential for an understanding of the
poem and so also is the substantive pyd. Only together do
the two words reveal the meaning which they carry in this
poem. The rhythmical intensification of three consecutive
realized stresses releases the final part of the line from
its customary inertia; the rhythm is supported by a meas-
ure of syntactic suspense directing attention forward to
the following line in search of the subject and verb of
the sentence, thereby counteracting the ideal pause or ca-
dence otherwise characteristic of the end of the line."'"

Line 2 provides an example of the unmarked TIV.2, where
the adjective preceding the substantive it gualifies is
more accentuated than would be the case in normal speech
according to the following interpretation: the poem's add-
ressee is urged to preserve proud patience; in the situ-
ation of Siberian exile patience is an obvious, almost
obligatory state of mind, but 'pride' is something extra;
through pride the exiles may show themselves worthy of the
cause for which they fight; 'pride' accordingly is the
most loaded object of the poem's exhortation. This inter-
pretation corroborates the hypothesis concerning the
strength of the second foot in the unmarked TIV, Again
rhythm is supported by syntax: the automatic cadence at
the end of line 2 coincides with the completion of the
sentence, which completion is expressed by the punctuation.
Line 3 repeats the rhythmo-semantic situation of line 1.

Realization of the normally unrealized third stress results
in a strong rhythmic stress at the same time as it acts as
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a catalyst on the final foot. Of the two words cxopbuni
and mpyd, neither acts as the springboard for the other,
neither do they fuse into a single concept. The two
rhythmically strong stresses focus on two semantic con-
cepts; these maintain a degree of independence which
overrides grammatical predication: the given NP intro-
duces the concept of 'mournfulness' and the concept of
'labour'; these coexist in the poem, neither is domi-
nant, By comparison, analysis of the same NP in a prose
text would lead to the conclusion that one concept was
semantically dominant over the other. In the given line
the marked rhvthm releases the adjective from the limits
normally imposed upon it by the syntax.

Line 4 repeats the rhythmo-semantic situation of
line 2, the TIV.2 line achieving greatest accentuation in
the second foot. The adjective swecoxoe is accentuated
more than the noun it qualifies. On the semantic level
this accentuation is motivated as follows: as in line 1
the 'poet' takes for granted that the exiles will strive,
just as they will be patient; the 'poet' urges that the
exiles exceed the moral minimum required by their situ-
ation and his address is an exhortation to reach up (mo-
rally) in a humiliating physical and social situation,
The final cadence in line 4 1is supported by the syntax
and the closing of the guatrain.

The stanza illustrates the way in which metrical va-
riation functions in bringing out fine shades of seman-
tic accentuation.

9.2,3. Turning to TIT1.4, we find that an inverted ad-
jective in final position does not lose the accentuation
typical for an inverted adjective in normal speech, as
was the case in TIV.4. Again this is explained by the
fact that the marked rhythm of TII lines accentuates the
end of the line in such a wayas torelieve the final stress
position of its customary inertia. The triple repetition
of a TII.4 line in the following example leads to accen-
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tuation of the final position:

Insi 6eperoB OmMUU3HH JAAbHOU
Thl rioKkupana xpati wyxoii;
B uac He3aOGBeHHHI, B uac neuvuas abHuil

f moyro nnaxka’sa npen To6OH,. ITI, 204

The significance of omuusnw in line 1 is not denied, it
1s essential for an understanding of the poem; it is
however the qualifying adjective Jdaavroi which activates
the poem's central opposition or paradox: what 1s near
is far.

The situation of conflict is made further complex in
line 2 where the poem's addressee is sald to leave (de-
sert) a foreign land. The word xpaiéi is neutral, while
the qualifylng adjective uyxoii enters the crucial and
central paradox and hints at the poem's 'I''s convolu-
ted longing, his longing of her who has deserted a for-
eign shore for her distant homeland. Here in the first
two lines we are given the structural kernel of the poem
which is subsequently to be elaborated. The two inverted
adjectives in final position are central to the poem's
meaning and their importance is conveyed by the rhythm,

The rhythm of line 3 is complex owing to the intro-
duction of a hypermetrical stress in the first syllable
of the line. As a result the line contains four autose-
mantic words which divide into two symmetrical pairs of
"¢ yac + adjective". The complexity consists in the fact
that four autosemantic words give only three metrical
stresses. The metrical description of the line is:
————————— . Naturally the repetition of 8 uac
throws the adjectives nesabeennnii and neuvaabruii into em-
phatic opposition. The adjective nesabsennwit is rhythmi-
cally accentuated owing to its status as realized second
stress, after a non-realized first stress (see 9.2.0.).
On account of the symmetrical division of the line, ac-

centuation of weszabsenunnii leads to accentuation of the
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adjective in final position, neuaavuui. Accentuation of
the final position in line 3 confirms the earlier accen-
tuation of the adjectives dauabroi and vyxotl in lines 1
and 2 respectively. In the final line (TIV) the unmarked
accentuation pattern is restored: the word naaxana, in
the second (accentuated) stress position, introduces
explicitly the emotion of the poem's 'I' reporting his
reaction to the departure of mw. Illped moboii marks

the expected cadence; it rounds out the sense but does
not introduce any new material: mw has already figured
as the subject of the sentence in lines 1-2.

10.0. Examples of relevant NPs occurring in TIIT lines

(— 4 -1 l) are described as follows:

TIII.1 AS in feet 1 - 3
TII1.2 AS in feet 3 - 4
TIII.3 SA in feet 1 - 3
TITT.4 SA in feet 3 4

10.1.1, TIII.1

No examples.

10.1.2, TIII.2

Hrpanuue caencli nyuuxn II, 24
Kpyrom ero eayboxuli cou 1T, 60
[Toyut cpeqH nycmuHHEX S0AH IT, 62
BcAa komMHaTa AHmMapHbiM O6aeCK oM III, 129
BXOXY JIb BO MHOZOANOHRI TpaMm III, 135
Mot npumeT oxaadeanii npax ITI, 136
H nycTe Yy epobosozo s8xoda III, 136
Be3MONBHA OT cmecHEHHRT DPYK III, 173
3acHysia TH nocaAelHUM CHOM III, 204

NCO examples: 15

10.1.3, TIII.3
No examples.

10.1.4. TITI.4
HacnymathCsl peueil seceans 11, 9

Non 6ypAMU cydvbH XecmoKou I, 27
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TasaHTOB oloxamenb Cmpacmuai 11, 46

OOoHa H3 2AYO0UHN MOZUALHOU IT, 256
H THX TBOEH MOzuan OPaAHHOU ITI, 221
CMmeAnach Han moanow 8300pNoU IIT, 236

NC examples: 12

10.2.0. In TIII lines, the reversed asymmetry noted in
connection with TII lines {whereby, against the back-
ground of the unmarked TIV line, the first half of the
line contains half the expected amount of metrical-auto-
semantic stress, while the second half of the line con-
tains twice the expected amount) is maintained, with
the difference that it is the first stress, not the se-
cond, which is realized.

The first foot of a TIII line is the same as in the
unmarked TIV or the marked TI. But the expected realiza-
tion of the second stress (realized in over 90% of Pus-
kin's four foot lambic lines) is omitted, with the re-
sult that the realized third stress becomes particularly
accentuated: in the first place its realization is al-
ways marked (4.2.), and in the second it resolves the
expectation suspended from the non-realization of the
second stress,

As we have seen 1n the case of TI and TII lines,
realization of the third stress focuses on that stress
while at the same time it functions as a catalyst acti-
vating the final stress., So here in the TIII line the
final two stresses together are rhythmically strong.

The automatic cadence, typical of the final foot, is
undermined.

It is interesting to note complete absence in the
material investigated of any WNPs which span the first
through the third feet: TIII.1 and TIII.3 simply do not
occur. This in itself suggests that the two final feet
present a cohesive rhythmic unit.
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10.2,1, Turning to TIII.2 examples, we find a situ-
ation similar to that manifest in TIT.2 examples: na-
mely, there is an even distribution of accentuation
which gives two deliberate stresses in succession and
undermines the principle of predication on the syntac-
tic level. In other words the situation noted in con-
nection with the unmarked TIV.2,whereby the adjective
is more accentuated than the substantive which suec-
ceeds 1t, is no longer in evidence. At the same time
the prodgression through the adjective onto the subs-
tantive which would be typical for an NP (AS) in nor-
mal speech is undermined by the rhythmic deliberateness
of the third realized stress. The NP provides the poem
with two adjacent concepts neither of which is semanti-
cally subordinated to the other.

O0f the examples of TIII.2 listed (10.1.2.) the majo-
rity manifest a predominantly expressive function. In
other words the concepts introduced by the NPs are usu-
ally predictable in the context: the rhythmic attention
attributed to those concepts signals their expressive
significance. Let us examine the following example:

H roe MHe CMepTh momyieT CcynboHHA?

B 600 JM, B CTPaHCTBHH, B BOJHax?

Unu cocelHAsa NOJHHA

Mo#i npumeT oxsnadeanii npax ? III, 136

In the sentence comprised by lines 3-4, the relevant NP
{(oxnadenuwti npax) represents the topic or the starting
point of the sentence; the point at issue throughout the
stanza is where the 'I''s death will take place; ox-
aadennii npax merely repeats, by way of concrete synech-
dote, the notion conveyed by csmepmp in line 1, Moreover
the relationship of the adjective to the substantive is
tautological: human remains are by definition 'grown cold’,
The adjective does not therefore qualify the substantive
but duplicates it; it makes the same point in another way.
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The need for 'saying-it-twice' is expressive: the fact
is emotionally loaded for the poem's 'I' and is elabo-
rated accordingly. Egqual distribution of accentuation
on the rhythmic level is motivated on the semantic le-
vel by the need to express the significance of the im-
ages relating to the death of the poet's 'I'.

Other examples of TIII.2 manifest the same tendency,
namely for the semantic import of the NP as a whole to
lie on the periphery of the poem's central opposition.
The function of the NP i1s to confirm what is already
known thereby intensifying its emotional effect. The
fact that so many of the quoted examples of TIII.Z2 com-
prise euphemistic references to death and its corolla-
ries bears witness to this fact (see examples III, 136
and IITI, 204 (10.1.2.) and also examples of TIII.4).
Even the other examples {(with the exception perhaps of
ITI, 135 and III, 173) have a typically poetic 'ring'
to them owing both to their eschatological allusion
and to their rhythmic structure which in the majority
of cases results in a polysyllabic adjective followed
by a monosyllabic substantive.

10.2,2, Owing to the release from automatic cadence

of the final stress in TIII lines as noted above (10.
2.0.) an inverted adjective in final stress position

1s not less accentuated than the substantive it quali-
fies as was the case in the unmarked TIV.4 (6.2.4.).
Activation of the final stress from the rhythmic¢ point
of view results in the fact that the inverted adjective
may be accentuated. However, the accentuation distribu-
tion in SA in TIII.4 lines is not the same as it would
be in a similar NP in normal speech. To a certain extent
the equal accentuation distribution characteristic of
TIII.2 (10.2.1.) is also effective in TIII.4 examples;
that is to say that if the adjective is accentuated,
the substantive maintains a degree of intonational sig-
nificance which would be denied it in a similar NP in
normal speech.
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Tt is interesting to note that, as in the case of
TIII.2 examples, many of the TIII.4 examples allude
to death, or are found in poems whose theme is the in-
evitable passage from youth to old-age or the vanity

of human existence:

Cnemy B BOJIHeHbe OYM TAXeNHX,
CoOKphB YHHHHE MOe,
HacnywaTbcs peuell deceant

U HaraAneTbCHA Ha Hee.

"VBH, 3aueM oHa Gmucrtaer", II, 9

SIBMCH H OJIaHKI CBOeH

HaM yKaxu B TOJNe BoOxAeil,

KTOo TBON HacnensHHK, TBOM H36paHHHN.

HO XpaM = B MONUYaHbe TNIOTDYXEH,

U THUX TBOeW Mozuab OpaHHoU

HeBO3MYyTHMEHA, BeUYHHH COH.

"1831", IIT, 221

The fact that the examples all come from poems with
gimilar themes suggests that the figure SA at the end
of a TIII line is a stable component of a particular
poetic code, in other words that as a rhythmo-syntac-
tic figure it functions as a recognizable and to a
certain degree fixed signal.

That the accentuation distribution is slightly in
favour of the inverted adjective is illustrated by the
second of the examples quoted above. The poem is an
appeal to the dead Kutuzov to rise from his grave and
exercize his might in saving czar and country, as he
had done in his life-time. The poem ends with the
above-quoted lines conveying resignation over the fact
that he who was mighty is now still. Confrontation be-
tween the desire of the poet and his recognition of
reality is expressed in the NP mozuaw Gpaunou at the
end of line 5. The paradox between the notion of
'‘stillness' (mux meoeti mozuan) and the notion of 'com-
motion' inherent in the word 6pannou motivates accen-
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tuation of the latter on the semantic level, thus ex-
ploiting a rhythmic potentiality of the TIII line.

11.0.0nly one example of a TV line (— — — — — — — — )

involving an NP was found in the material investigated:
Becneynocmu caMmoanvusols II. 44

No conclusions were possible on the baslis of one ex-

ample.

12.0, Examples of relevant NPs in TVI lines
{—— =< —=——2) are described as follows:
TVI.1 AS spanning feet 1 - 4 (stresses 2 and 4)
TVI.2 SA spanning feet 1 - 4 (stresses 2 and 4)
TVI.3 AS in feet 2 -4 (weak subsiduary stress in
the first foot owing to synsemantic word:
(=@t
TVI.4 SA 1in feet 2 -4 (weak subsiduary stress in
the first foot as in TVI.3)

12.1.1. TVI.1

HenpuMmupumolo cydvbonw ITI. 28
HH saezuuecxue peuu IT. 76
Bucoxonaphne cmpanuyn II. 93
YTO HenpexK/JOoNHHM 800X HOB8eHbeM II,. 114
Heucmoyjumoti Kaegemoin II. 159
U gdoxrosenHte uckyccmsa II. 159
Henobedumozo enadbru ITT. 83
CHUX HenodnucaHinhx xapaxya ITT. 164
lon oduhaxoaott 3se3doti IIT. 196
HeuavacHumoil cuxnesoi ITT, 215

NO examples: 54

12.1.2. TVI.2

Ho B 3abayxderuu NPpUAmHoOM II. 126
NC examples: 1

12.1.3. TVI.3

Ee mopxecmaennuli serey II. 31
Ee MunymHuwe obudy II. 44
OHa npeaechmuan Jlaypa IT. 76
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Croelt nebecholi Gaazodambi IT1. 94
OHA JYyxroB8HOMY 3AHAMbID IT. 94
U nonm 3asemno neuambio I1. 94
CBOH nocaywaushe cmpead ITI. 83
OHO HaA naMamioMm aucmxe ITI. 163
He no yaophoui necmpome ITI. 164
Ho no secenoli ocmpome ITI. lé4

N° examples: 45

12,1.4. TVI.A4

Korma Ha naoywadu mamexHoll II. 63
B ero xadexdax 6aaz0opodHny II. 63
Korna awbosnux uccmynaeduni IT. 80
W ana xpacasuuyn HadMeHHOU II. 80
H B pTOR 2aynocmu Mecuacmioil II. 336
Ho mo npusemcmsusaM AYXKASHM ITII. 164
Ho nmo wacsmewausocmu 3nAoli ITT. 164
Korna TBOW c2osi0c eesivuasnii ITI. 165

NC examples: 16

12.2.0. TVI lines are divided into two metrically equal
halves, they manifest symmetry which is considered mar-
ked for the four foot iambic line (4.2.). Whereas the
comparable symmetry manifest in TI lines achieved com-
plete realization of the abstract metrical scheme of the
iambic tetrameter, TVI lines realize only two out of the
four metrical stresses., Further, while the symmetry of
the TI line gave a marked effect in the second half of
the line (two as opposed to one stress in comparison
with the unmarked TIV line), the symmetry of the TVI line
gives marked effect in the first half of the line (one
as opposed to two stresses in comparison with the unmar-
ked TIV line).

Against the background of the unmarked TIV line, the
first half of a TVI line is marked in that it lacks met-
rical stress realization in the first foot (which occurs
in less that 16 § of Puskin's four foot iambic lines).
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The result of this feature is a particularly strong
stress in the second stress position (cf. 9.2.0.). At the
same time the second half of the line coincides exactly
with the second half of the unmarked TIV line.

The rhythmic effect of TVI lines is accordingly complex:
on the one hand the patterns for accentuation distribution
which were established for the unmarked TIV lines would
seem to be maintained and even exaggerated in TVI lines
(that is to say a particularly strong second stress, with
the final foot manifesting the automatic cadence typical
for the iambic tetrameter); while on the other, the fact
that the line is suspended on two as opposed to three au-
tosemantic words or word groups, together with the fact
that these are played off against two exactly equal metri-
cal halves, leads to the expectation that the accentuation
will be evenly distributed between the two realized stres-
ses, and that the second half of the line will take effect
as a rhythmic repetition of the first half.

We shall see that in fact both tendencies are in opera-
tion in TVI lines. In order to isolate the distinctive
aspects of the problem, examples involving synsemantic
words, and accordingly a certain degree of metrical stress
realization, in the first foot have been listed separately
under TVI.3 and TVI.4; under different principles of met-
rical description these lines would have been categorized
as TIV lines (see note 8, p.28).

12.2.1. While TVI.1l examples were found to be extremely
frequent only one example of TVI.2 was found in the
investigated material. A natural explanation seems to lie
in the relatively greater number of multisyllabic adjecti-
ves to multisyllabic substantives involved, as well as to
the distribution of the stress in multisyllabic words.

The examples show that the first autosemantic word in eve-
ry case exceeds the metrical mid-point of the line. In
other words a tension exists between the metrical dividing-
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point exactly halfway through the line and the boundary
between the two autosemantic words, Moreover this tension
is resolved in favour of the first word of the NP on eve-
ry occasion, and the extra length of the first word in
respect to the second results in the fact that it be-
comes rhythmically more accentuated than the second
word, Thus the second word (the substantive) is expe-
rienced not as a rhythmic repetition of the first word
{as suggested by the metrical division of the line into
two equal halves), but as a manifestation of the automa-
tic cadence characteristic of the unmarked iambic tetra-
meter. This manifestation however turns out to be rela-
tive; it depends on the length of the adjective and sub-
stantive respectively,

Let us examine some examples more closely:

(B Te OHu ...)
Korpga BO3BHIIGHHHE 4YYBCTBA,
CeoGopma, cinaBa H JNOOBL
H g@doxnosennnme uckyccmsa
TaKk CHNBHO BOJIHOBAaJIH KPOBL,
"memony" II. 159

IIpuHec - U ocnaben ¥ ner
Nono ceomoM wajama Ha JLKH,
W ymep Genumi pab6 y Hor

HenoGedumozo s8aadxu.
"Aquap" TII. 83

My suggestion is that in the above examples the initial
adjective is rhythmically more accentuated than the suc-
ceeding substantive owing to its greater length, and
that thils accentuation is simultaneously motivated on
the semantic level.

The central opposition of "Demon" is between a happy,
creative state before the demon's visit, and a cynical,
nihilistic state afterwards. What is at stake is not
the concrete manifestations of that state ({(girls, na-
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ture, poetry etc.), but the ‘poet's' initial ability to
appreciate them in comparison with his subsequent inabi-
1ity to appreciate anything. In the relevant NP gdoxho-
gennne ucxyccmaa it is the adjective which refers to the
essential opposition reverence/irony, while the substan-
tive merely alludes to a specific manifestation of that
central opposition. ('Arts' functions as a metonymy re-
presenting that entire body of phenomena to which the
poet 1is responsive).

The example from "An&ar" is complex. In the third
line of the quoted stanza we have a TI.5 example: the
relevant NP is 6ednwii pa6 and it spans the middle two
feet of the 1line. This NP finds its opposition on the
semantic level in the following line: 6edunii/Henobedu-
Mozo and pab/saaduxa. The two lines are in opposition
on the rhythmic level too: while both are characterized
by an even number of realized stresses, giving metri-
cally symmetric descriptions, the first contains four
stresses and the second only two. In effect the 'poor
slave'’ 1s expressed in half the rhythmic space devoted
to the 'inconquerable lord'. After the intense reali-
zation of stresses in the third line, the word uzeno6e-
oumozo (six syllables) seems jinordinately long and is
thereby accentuated. Rhythmically it overshadows the
substantive esnadwxa, which word has already been made
semantically implicit earlier in the poem:

Ho yernoBexa uyelsioBex

lMocnan X aHvyapy 8/AdCmHHM 832AR00M
The rhythmic accentuation of the adjective weno6edumozo
releases the word from the limits of the opposition
within which i1t is motivated immediately. The drama is
not only between slave and overlord: it extends to an
emnity between the lord and his adversaries in foreign
parts, and beyond that to the challenge of the upas tree
itself. The cruel lord is not even vanquished by nature's
most dreaded weapon; instead he has harnessed nature's
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evil to his own and thereby become truly invincible.
Our interpretation illustrates how rhythmic accentu-
ation is motivated on the semantic level of the poem.

Such examples notwithstanding, there are a number
of TVI.1l lines where the rhythmic inertia of the final
part of the line (whereby the final two feet of TVI lines
are reminiscent of the final two feet of TIV lines) is
undermined, In effect, as soon as the substantive is
composed of four (as opposed to two or three) syllables
the balance of accentuation between the adjective and
substantive is disturbed and the TVI line achieves a
different rhythmic effect. For example:

UTO HenpeKAOHNHHM 800xHo8eHbeM
K 6ypHOH MWHOCTLIO MOelt
U cTpacTe BONMUM K TOHEHbBEM
s cTan H3BecTeH Mex Jmone#, -
"B, ®. Paesckomy" II. 114

Heucmoyumoii xseaemonw
OH TPOBHIAEHBEe HCKYMAN;
OH 3Baf IpeKpacCHOE MeuToOw;
OH BOOXHOBEHRE MMpes3upalN;
"Memou" II. 159

The first example is taken from an unfinished poem. To
relate the relevant NP to the central opposition is im-
possible since the poem gives only the first term of the
opposition (He mem..., ue mem,.., He meM.../uxas..., the
latter is not elaborated). However, since the TVI line
consists of only two autosemantic words, and since the
substantive contains as many syllables as the preceding
adjective (four), moreover the stress occurring on the
third syllable in both words (— — — —), the substantive
is experienced as a rhythmic repetition, or echo, of the
initial adjective, and the typical cadence of the iambic
tetrameter is disturbed. With reference to the discussion
above (12.2.0.), the rhythmic feature of the TVI line
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whereby the line is divided into two equal halves 1is
brought to the fore. The rhythmic effect of this line
as described here (the disturbance of the rhythmic in-
ertia of the final position of a four foot iambic line)
is born out . .by the fact that the relevant NP occurs
in the first line of the quatrain; an instrumental ob-
ject, it stands at the beginning of the subordinate
clause in inverted position. Thils means that its for-
ward directing function is strong.l‘5
The example from "Demon" is very similar: the line

contains no synsemantic words and the syllable distri-
bution is 5+ 4, the stress in each word occurring on
the penultimate syllable; the NP, an adverbial phrase
standing before the subject and verb of the sentence,
initiates both the quatrain and the syntactic period
accordingly manifesting strong forward-directing im-
pulse, which interferes with the potential cadence at
the end of the line {(as comprised by the substantive
xneeemow) . Rhythmic interpretation is confirmed by exa-
mination of the semantics; the word xsaesemow is crucial
to the central opposition of the poem expressed in terms
of spiritual response to life and its manifestatilons:
inspiration/boredom; blessing/slandering etc. Against
the background of this central opposition, the adjec-
tive neucmoyumoii merely gqualifies and intensifies: it
suggests the absolute nature of the demon's faithless-
ness (expressed in a series of finite clauses), as op-
posed to the temporary and fragile nature of the poem's
'I''s days of faith (expressed within the confines of
a subordinate clause).

Since the investigation resulted in a single example
of TVI.2, this is considered an isolated phenomenon and

i1s not discussed at length here.

12.2,2, As we have mentioned, the presence of synse-
mantic words in the beginning of TVI lines reduces
thelr special effect, or more specifically it realizes
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one of their potential rhythmic effects to the exclusion
of the other. Firstly, division of the line into two
equal metrical halves is no longer apparent; secondly,
the adjective in such a line tends to be shorter than in
T™WI.1l and TVI.2 lines (three, four, occasionally five,
as opposed to four, five and six syllables), Accordingly
the tendency of TVI lines to manifest the automatic ca-
dence typical for the unmarked TIV line is here realized
to the exclusion of the TVI line's other tendency, namely
to release the final stress position from its customary
inertia by allowing it to function as a rhythmic echo

of the first half of the line.

Thus TVI.3 and TVI.4 lines approach TIV lines in
their rhythmic effect. They are distinguished by the
fact that their tendency towards an automatic cadence
at the end of the line is less stable than in the TIV
line which contains an autosemantic word in the first
stress position. Interesting is the fact that while
inversion is extremely rare in TVI lines where the NP
spans the first through the fourth foot, it is relati-
vely frequent in those lines where the first stress
position is occupied by a synsemantic word, constitu-

ting weak stress.

CONCLUSIONS

13.0. It has been shown that the variations of rhythmic
accentuation distribution within Pufkin's iambic tetra-

meter are intricate but not haphazard:

13.1. We began by establishing patterns of accentuation
within the NPs AS and SA for the rhythmically unmarked
TiV line. It was found that the distribution of accentu-
ation deviates from that in AS and SA in normal speech
in that whether or not the inversion results in extra-
ordinary accentuation of the adjective depends on the
position within the line which the AS, respectively SAa,
occuples. Tt was claimed that NPs in the first half of

67



Fiona Bjorling

the line behave as they would do in normal speech,
whereas NPs in the latter half of the line behave in

a manner contradictory to normal usage {(6.2.). There-
fore, since position within the metrical unit is a
factor of metre, I conclude that accentuation distribu-
tion is determined by metre, and that metre has the
power to override accentuation as effected by syntax
(word order) in normal speech.

However, the distinctive feature of binary metres
in general, and Puskin's iambic tetrameter in particu-
lar, is that in them the rhythm affects a semblance of
normal speech including the segmentation and focaliza-
tion principles typical for normal speech. Thus in
TiV.l and TIV.2 lines, it would appear that the normal
effect of inversion is operative. My conclusion is
that this is so not inspite of the metre, but on the
contrary, thanks to the metre which at this point
chooses to 'play along'gléh' normal syntactic focali-
zation principles.

13.2. The patterns established for AS and SA in the un-
marked TIV lines were jeopardized as soon as the met-
rical description of the four foot iambic line became
marked (= TI, TII, TIII, TV, TVI). All realizations of
the iambic tetrameter other than TIV result in the dis-
turbance of the automatic cadence effected by the final
obligatory stress preceded by a non-realized stress in
the penultimate foot. Since, moreover, the obligatory
final stress, in binary metres, 1s the signal for metri-
cal organization, any disturbance of the automatic cadence
which it effects might be seen to interfere with the sta-
bility of the metre and its dominance over syntax. Had it
been possible to show that in marked realizations of the
iambic tetrameter the focalization function typical of in-
versions in normal speech takes effect, then we should have
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been able toc conclude that in such lines syntax asserts
itself over metre.

At first sight it may seem that normal word order
principles are operative in the marked realizations of
the iambic tetrameter. The inertia of the metrical unit
is disturbed and the rhythmic energy released is expe-
rienced as 'freedom from constraint'; for example accen-
tuation of the adjective as in TIV.2 lines (AS) and de-
accentuation of the adjective as in TIV.4 lines (SA) -
accentuation patterns in direct contradiction to normal
usage — are not noted in the marked realizations.

However on closer examination we find that no sooner
is the inertia of the unmarked TIV upset, than a new set
of metrical prescriptions comes to the fore.

13.2,1. Both TI and TII lines are characterized by a
concentration of consecutive realized stresses; in TI
lines all the potential metrical stresses are realized,
and in TII lines the last three metrical stresses are
realized. The result of the consecutive stress realiza-
tions is an insistence on the iambic measure of the
metre. In other words the more consecutive realized
stresses in the line, the more marked is the distinction
of metrical (here iambic) from non-metrical organization
(for whereas two consecutive iambilc stress realizations
would barely suggest an iambic cadence in non-metrical
language, three and four would become progressively more
suggestive).

Insistence on the iambic measure of the metre has
an effect on the accentuation distribution within the
NPs AS and SA; namely it effects an equal distribution
of accentuation which undermines both the syntactic de-
pendence cf the adjective on the substantive, and the
extraordinary accentuation characteristic of an inverted
adjective in normal speech, In TI and TII lines both
constituent parts of the NP manifest an equal degree of
accentuation which on the semantic level expresses the

69



Fiona Bjorling

the independence of the two concepts which they repre-
sent, whereby the adjective achleves nominal function.

13.2.2. In TIII lines we have neither the automatic
cadence of the unmarked TIV line, nor the presence of
three or more consecutive reallzed stresses, both of
which facts have been shown to insist on the metrical
organization of the language. We might therefore expect
that such lines would be characterized by assertion of
syntactic over metrical accentuation principles.

However, significantly, no NPs spanning the first
through the third feet in TIII lines were found, and
of the NPs occurring in the final two feet, none in-
clude all three unstressed syllables beginning with
the second foot (- l"— ~ L l). In other words NPs
AS and SA only occur where there are two consecutive
stress realizations, that is where the metre 1s most
clearly felt.

In the case of AS the same dual accentuation typi-
cal of NPs in TI and TII lines is felt, while in Sa
there is a slightly greater accentuation of the adjec-
tive as compared with the substantive; this is however
in no way comparable to the extraordinary accentuation
of an inverted adjective in normal speech.

Finally it was noted that from the semantic point
of view NPs in TIII lines tend to be stereotyped,
typically comprising an eschatological allusion; that
is to say that any potential release from the domi-
nance of metre over syntax is not exploited om the se-
mantic level. On the contrary, 1t is as though the very
traditionality of such poetic allusions to 'death' and
'human fate' compensates for the rhythmic 'freedom' of

the TIITI line.

13.2,3. TV lines were not considered owing to the ex-
treme rarity of NPs AS and SA occurring therein.
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13.2.4. TVT (cf. TV) lines were noted for the fact that they
are the only lines other than the unmarked TIV lines
which have no realized stress in the penultimate foot.
In addition many TVI lines incur weak (synsemantic)
stress realization in the first foot and may therefore
be described as straightforward TIV lines.

In TVI lines proper {that is lines consisting of
two autosemantic stresses only), the realization of
the stress 1n the second foot is particularly strong
owing to the unusual lack of stress realizatlon in the
first foot. Since the stress of a multisyllabic word
seldom falls on the final syllable in Russian, the
first of the two autosemantic words invariably exceeds
the strictly metrical division of a TVI line into two
equal halves (— — — — = — — — ). This factor together
with the relative length of the adjectives involved in
comparison with the substantives seems to account for
the fact that inverted NPs (SA) in TVI lines prove to
be unusual: only one such example was found.

Concerning AS in TVI lines, accentuation distribu-
tion proves to be dependent on the relative length of
the two words involved: the more syllables the initial
adjective contains, the greater its accentuation in
comparison with the succeeding substantive, and the
greater the tendency for the final two feet to manifest the
automatic cadence of the TIV line, However, in propor-
tion as the number of syllables comprised by the sub-
stantive in relation to the adjective increases, the
accentuation distribution becomes more even; the se-
cond half of the TVI line is then experienced as a
rhythmic repetition of the first half, the tendency
towards automatic cadence (in similarity to the TIV
line) is undermined.

Notwithstanding the marked rhythmic effect of
TVI lines, these do not manifest accentuation dis-
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tribution as effected by syntax (word order) in normal
speech. On the contrary it is the rhythm, albeit marked,
which achieves accentuation distribution: in particular
this is dependent upon the word divisions as against
the division of the line into two equal metrical
halves.

13.3.0. The analysis shows the intricasies involved
when an abstract metrical scheme is realized in a par-
ticular linguistic utterance, To the extent that
metrical stress realization comprises the stresses

of actual words, metre i1s in interaction with the en-
tire system of the language involved (the principles
of word formation, the inflective system (both of
which affect the length of the words), as well as the
phonological system).

The flexibllity of the realization possibilities of
the iambic tetrameter exploits the two~dimensional na-
ture of any linguistic utterance which simultaneously
constitutes a metrical unit. In this sense the inter-
action between metre and syntax is dynamic in binary
metres, and by contrast 1t is static in terpary metres.

By the same reasoning, a linguistic utterance which
constitutes a metrical unit can never emancipate itself
from its metrical function. Concerning the flexibility
of the iambic tetrameter and its semblance of language
free from the 'constraint' of metre, we can only say
that such freedom is an illusion, albeit a productive
illusion.

The investigation here undertaken has merely confir-
med the truism that in poetry metre dominates over syn-~
tax, but it has done so on a concrete level which pays
heed to the subtle complexities of the problem.

In addition two interesting factors have emerged:
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13.3.1. In taking a syntactic unit (NP) and considering
it from the rhythmical point of view, we find that cer-
tain rhythmo-syntactic manifestations are more likely
than others. For example: in TVI lines AS is a common
figure, whereas SA is extremely unusual; and again, NPs
occupying the first three feet of TIT and TIII lines are
extremely rare (five examples of TII.l lines, none of
TTII.l, TII.3 and TIII.3). The frequency of particular
rhythmo-syntactic figures and the reasons pertaining to
the frequency would no doubt tell us something of the
rhythmo-syntactic composition of the iambic tetrameter,
Pugkin's in particular.

An interesting factor comes to light concernang the
position of the adjective of an NP (AS or SA) in the
unmarked TIV lines. My hypothesis was that in TIV lines
the tendency is for the second stress position to
achieve accentuation. Analysis of TIV lines invol -
ving NPs supported this hypothesis. It is to be noted
that in the majority of cases (274/398) it is the adjec-
tive which occupies this rhythmically accentuated posi-
tion. Further analysis along these lines might lead to
deductions as to the significance of the adjective in
pufkin's poetry. Naturally such an investigation would
have to take into account historical development, genre
distribution, above all the typical semantic fields of
rhythmically prominent adjectives.

13.3.2. A further noteworthy fact to emerge from the
investigation is the stability of the semantic import
of certain rhythmo-syntactic figures. It was noted that
NPs, both AS and SA, at the end of TIII lines (TIII.2
and TIII.4) frequently allude to death or fate and
human existence. It is probable that other such stable
patterns (a particular rhythmo-syntactic figure with
particular semantic import) would emerge On closer exa-

mination, and these connections would be further proof
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of the close texture of poetic verbal material, bearing
withess to the complexity of a particular code where
the various levels of the poem, rhythmic, syntactic,
semantic etc. work in the tightest cooperation,

14.0. RESERVATIONS AND FURTHER CONSIDERATIONS.

During the investigation several factors have been mentioned which
were seen to interfere with the accentuation distribution patterns
established. While these interferences are felt to be relevant in

an individual example, their presence should not embarrass us to

such an extent that we hesitate to draw any conclusions, The dif-
ficulty of analysing poetic language consists precisely in isola-
ting one level of a multilevelled system, without thereby deforming
that level, In the present investigation I have isolated and exami-
ned the rhythmo-syntactic structure of the line, only spot-checking
my conclusions with semantic analysis. I consider that my conclusions
are valid but limited: ideally they should be correlated with further
investigations along the following lines:

14.1. On several occasions (e.g. 8.2,1.,, 12,2,1., 13.2.,4%,) the pro-
portional number of syllables in the two words of the NP has been
mentioned as relevant. Since metre is by definition quantitative, the
length of a word occurring in metrical poetry cannot be a matter of
indifference; the fact that in Russian each word has only one stress,
irrespective of its length, merely highlights the problem. It seems
probable that within the accentuation patterns established in this
investgation, closer examination of the relative lengths of the two
words comprising the NPs would reveal shades of accentuation on an
even more subtle level,

14.2. A question not mentioned in this article, but conceivably
relevant, is the connection between the accentuation of a particular
word and its rhythmic cadence, i.e. iambic or trochaic ete. Just as
a masculine rhyme differs in effect from a feminine rhyme, a feminine
from a dactyllic, so also the position of stress in each word, played
off as it is against a metrical measure, achieves specific intonational
effect. (Witness the frequency of iambic and the relative infrequency
of trochaic verse),

14.3, During the course of this investigation due heed has not been
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payed to the fact that the line is but one of several metrical
units, albeit the most cohesive, Metrics includes as well rhyme,
stanzaic division etc. The incorporation of an individual line
into a greater metrical unit is relevant for the present dis-
cussion.

We have alluded to the automatic cadence of the TIV line.
At a more developed stage of analysis this term should be quali-
fied. In actual fact the effect of automatic cadence (or ideal
pause at the end of the line) varies in strengih depending on
its position in the rhyme figure: roughly we may say that in the
first line of a rhyming pair the cadence is weaker, in the se-
cond it is stronger. Here should be taken into consideration the
type of rhyme involved, alternate, embracing, rhyming couplet etc.

Beyond the question of position in the rhyme scheme, lies the
question of the quality of the rhyme and its effect on the rela-
tive strength of the automatic cadence. Different rhymes carry
different degrees of predictability; and as we have seen in the
case of metrical realization, the more predictable the more auto-
matic (4.1.}. Rhyme is able both to enforce the automatic cadence
of the iambic tetrameter, and to undermine it. Typical rhymes
(e.g. for Puskin: wymnnii/6esymunil which occurs 3 times in the
1516 lines investigated for this study) and grammatical rhymes con-
firm expectation and underline the automatic cadence, while un-
expected rhymes (one thinks in particular of modern poets, Maja-
kovskij, Cvetaeva) or agrammatical rhymes belie expectation and
undermine the inertia of the final foot. Puskin's rhymes tend to
confirm the automatic cadence,but the poem "Ja pomnju cudnoe

" proves an illustrative exception: in this poem an

mgnoven'e
intricate series of repetitions in the rhyming words, lexical as
well as phonic, brings emphasis to that position and disturbs the
inertia of the final foot.

14.4. Just as the first line of a rhyming figure creates the
expectancy of its completion and therefore manifests a forward-
directing impulse, while the final line of the rhyming figure re-

sclves that expectancy, enforcing cadence, so also the syntactic

75



Fiona Bjorling

period arouses suspense at its beginning and resolves that sus-
pense at its completion. Syntactic suspense, respectively reso-
lution, undermines, respectively enforces, automatic cadence at
the end of the metrical unit, the line.
14.5. Consideration of metrical units greater than the single
line brings us to consider the question of enjambement. It is a
truism that the tension between the completion of the metrical
unit (line or stanza) and the incompletion of the syntactic’ unit
results in the fact that a word in final position may become
particularly accentuated. This tension interferes with the
accentuation patterns which I have suggested in consideration
of the isolated line.
14,6. 1In this examination my aim has been to establish to what
extent it is the metre, alternatively syntax, which effects ac-
centuation distribution in poetry, specifically in Pugkin's four
foot iambs. For this purpose I have assumed a neutral, that is
non-provocative semantic content. Discussion of semantics proper
has been confined to spot verifications of the accentuation
patterns which emerged. The fact that striking semantic juxtapo-
sitions (oxymoronic juxtapositions, puns, bathos etc.) frequently
interfere with the accentuation patterns which we have established
on the basis of metre should not be allowed to confuse the prin-
ciples at issue.
14.7. Finally we have to consider the repetition of rhythmo-
syntactic figures within the poem, In poetry all repetitions and
oppositions become meaning-bearing as such. It can be misleading
therefore to discuss a single rhythmo-syntactic figure in iscla-
tion. Accentuation distribution is necessarily affected by repe-
titions and oppositions occurring within the context of the poem:

TBOH TI'PYCTHHHE WyM, TBOW NyM OPH3LBHHA IX. 198

JeHb Kaxnuil, xaxpyw roousy ITI. 135
In the following stanza for example each line ends in AS, while
the metrical description of the lines is alternating, TII and
TIV:

Bo I'llyBHHe CcuUbUPCKUT PYO & — — o= = oo = = —

XpaHuTe z20pdoe mepnenNbe, — = — = = — = e =
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He mnpomnapneT Ball cropbunli mpyd — — — — — — — —

W OyM gucoxoe cmpemagrbe., = — - om— — m e = — -

In this case we cannet discuss a line in isolation without neg-
lecting a great part of its function in the poem, since each fi-
gure is experienced against the background of the others.

Repetitions and oppositions occur on every level of a poem:
semantic, phonic etc. The following example illustrates how the
phonemic-semantic repetition moves two words into extraordinary
focus, thereby interfering with the even accentuation distribu-
tion which we found to be typical of the TI line:

Ha Musabix OGDOCHTHL B30OD YMUAbLHDBI IT, 256

FOOTNOTES

1 E.qg., Jan Muka¥ovsky, "The Connection Between the
Prosodic Line and Word Order in Czech Verse",
A Prague school reader on esthetics, literary
structure, and style. Selected and translated from
the original Czech by Paul L. Garvin, Washington
1955, pp. 131-154; Milan Jelfnek, "Slovosled v
dne&ni &eské poezil", Teorie verse I. Sbornfk br-
nénské versologické konference 13.-16. kvé&tna 1964,
Brno 1966, pp. 33-45; Frantifek Dane3, "Intonace a
ver8", Slovo a slovesnost : 19, 1958, pp. 103-124,

2 N, s.Pospelov, Sintaksideskij stroj stizotvornyx
proizvedenty Pudkina, Moskva 1960, pp. 22-24.

3 Ju. Tynjanov, Problema stizotvornogo jasyka, (Le-
ningrad 1924) The Hague 1963, pp. 44, 92.

4 By 'normal speech' I refer to grammatical (litera-
ry) speech which is not organized by rhythm or metre,
As an example of standard definition of inversion
and its use I quote A, G, Rudnev (Sintaksis osloi-
nennogo predlofenija, Moskva 1959, pp. 25-26):

"MusBepcusa (or nat. cmosa inversio - nepeso-
pauuBagde), T.e. OTCTynJieHHe OT NPHHATOTO B CTPYK-—
Type NpelsIoOXKeHHA MOPAXRKa CJIOB C LeJIbW [PHBJIeYh BHU-
HaHve craywaTelJiel K BHOesteHHOM TakuM 06pa3oM TpyImne
CNOB, TaK KaK BCAKOCE OTKJIOHEHHEe OT CTaHIOAPTHOTO MHo-
PROKa& CJIOB HeMHHyeMO o6pamaeT Ha Ccef0A BHUMaHHe H NpH-
obpeTaeT ONpeHdeyIeHHOE CTUJIMCTHUECKOE 3HAYEeHHEe.
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lpocTass HHBEPCHA ONpeldelieHUs HaGMOHaeTCR B TeX
cnyyasx, korga onpelesyleHde BMeCTe C OnpepesiaeMhM
cyioBOM OBpasyeT LeJIbHOe coueTaHHe, YTOUHAA H OONOJ~
HAS CMHCJH CYMECTBHTENBHOIO, HIM CcOOePXHT B cebe ocC-—
HOBHOW CMHCJI OIpeleSIAeMOro uYJjieHa NpelJIOXeHHs, Ha
YTO yKa3HBAaeT ¥ MepelBUXKa JIOUHYECKOrO yOapeHHA C
onpeneNsgeMoro cJIOBa Ha onpeneneHue, Hanpumep: Xopo
6un uyenosex nodAoxumenvhuil, npaxmuuecxuii (Typreuen)."”

Thus not all inverted adjectives result in a
shift of emphasis cf. N.N.Prokopovi&, Voprosy sin-
taksisa russkogo jazyka, Moskva 1974, p. 282:

"JacTh cnyuYyaeB C HeOGOCOGJIeHHEMH NDHIaraTeJbHEMH
nagaeT Ha WHPOKO PacnpocTpaHeHHHe, CTaBuHe TpPafgKIHOH-—
HEMU COYETaHHA, KaK Jmwou Jdobpue, cepdye uenoseueckKoe
H T.MN, &4 TaKkke Ha MHOTOYHCJIEHHHE COYeTaHHS CO CJIOBOM
yenogexk B pPAa3HHX mnamexax (uveaosexa 6ednoz20, ue/A08EHOM
YMHBM, ueqosexa Oosee Moauaausoeo U T.n.)."

This brings us to the question of the stylistic
function of certain inversions. Rudnev (op. cit.)
states that "... npocTad HHBEDCHA NPHMEeHAETCH JJIA
NDHOAHNSA DEYH TODPXeNTBEHHOCTH HIIH OTTeHKa CTaDnHHR".

Similariy in her article, "K voprosu o roli
Puskina v stanovlenii sovremennyx norm porjadka slov",
Voprosy teorii i metodiki Zzudentja russkogo jazyka,
Saratov 1965, pp. 137-149, O. B. Sirotinina distingu-~
ishes between those inverted adjectives which are
‘motivated communicatively" and those which are not:
"ToCTNOSHUEA ONpenalieHul, JIOTHYECKHK He BHIEIASMHIX,
SHa XapakKTepHa A NPEeBHeDVCCKOTO A3HMKA ..., OCTATKH,
OTTOJIOCKH 3TOTO BCTPEUAMTCHA NaXe B COBDREMeHHON paz-
rOBODHOM peud ..." (p. 141). Sirotinina continues to
say that inverted adjectives in PuSkin's (prose) works
are nearly always "communicatively motivated" (p. 142).
A more radical, and a more provocative, distinction
between two kinds of inversion is found in I. I. Kov-
tunova, "O ponjatii inversii', Problemy sovremennoj
filologii, Sbornik statej k semidesjatiletiju akade-
mika V. V. Vinogradova, Moskva 1965, pp. 167-171. Kov-~
tunova distinguishes between two types of inversion,
those which effect functional sentence perspective,
and those which do not. Accordingly: "llepecTaHoBKa
KOMIIOHEHTOR CJIOBOCOUYETAHHA, O6JlafgaviiX ONHWHAKOBONM
CTeneHbm OHHAMHUYHOCTH, HE CONPOBOXAAeTCA HHTOHALUOH-
HEM BHOeJIeHHEM KAKOTO—-HHOGYOAER KOMIOHEHTa ... CTHAHCTH-
Yeckuil s3ddexkT STOrC THUNA KHBEPCHU HHOrOa 3aKMoYaeTcHd
npocTo B o6pamaione®t Ha ceb6f BHUMaHWEe HeOOGHUHOCTH CHO-
BOPACHOJNIONeHHsZ. HOo Yyame BCero B COBPEMEeHHOM DYCCHKOM
A3HKe HHBEPCHM STOr'C THNA O6JaNawT onpelelleHHON ¢ T u-
JIMCTHYEeCKOH OKpackoo#, BH3IHBAsA npesicrabje-
HHe ¢ Tex cdepaX peyeBOH NeATeNIEHOCTH, INA KOTOPHLIX
Takoe PacrosioXeHHe ABJIAETCA OOHYHEM. Hanpumep, nopa-
HOK CJIOB B MNpPHBENEHHHX BHEE Pa3HOBHOHOCTAX CJOBOCOUE-
TaHHIt o0LYer AT CTHXOTBOPHONW PeyH, Ir'Ae I'OCHOACTBYET
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6ONnwan CBO6OJAA CROBOPACHONOKEHUA MO CPABHEHH C
peubpld npozandeckoin." (pp. 169-170).

None of the descriptions quoted above give any
criteria according to which a particular inversion
may be classified as bearing a communicative func-
tion respectively a purely stylistic function
(quite apart from the guestion as to whether such

a distinction is warranted). Moreover the purpose
of the present investigation is precisely to ques-
tion the nature of the distinction between inver-
slons occurring in normal speech, and those occur-
ring in poetic speech. For that purpose we cannot
take as our starting point an existent but unsatis-
factory distinction; instead we need a fixed point
with which to correlate our findings. For this rea-
son I am assuming that an inverted adjective in nor-
mal speech effects a shift of focus. On the same
grounds we do not take into consideration the ques-
tion in its historical aspect; our interest at this
moment 1s not in Puskin's historical role, but in
an eventual difference in principle between inver-
sions in normal speech and inversions in poetic
speech.

Op. cit., p. 184,

L. V. S8erba, "Opyty lingvisti&eskogo tolkovanija
stixotvorenij I", Izbrannye raboty po russkomu jazyku,
Moskva 1957, p. 33. See further TomaSevskilj (Teorija
Literatury, (Leningrad 1925) Letchworth 1971, p. 47)
who discusses "unusual word order" as occuring in
poetry. Distinquishing inversions where two juxta-
posed words change places, TomaSevskij has the fol-
lowing to say:

"B HHBEDPCHPOBAHHHX KOHCTPYKIUUAX COBepllaeTCA nepe-
pacnpenesieHHe JIOTHUECKOTO YOAaPeHHS H MHTOHAIlHOHHOE
0bocob6JieHHe CINOB, BOOOGHme B [MPOM3HOLICHUM TPHMHEKAWWHX
K CJIABHEM CJIOBaM CHHTaKCHYEeCKOH I'DYIIIH.

B coueTaHHH ,TalHas aymMa" anuTeTr crnabo obHocobneH
OT CYHeCTBHUTEJILHOI'O, M ,dyMa" HeceT Ha ceGe JIOTH-
yeCKoe yhapeHHWe. B coueTaHuH  JOymMa TarHaa" yoruyeckoe
yoapeHHe NepelBHraeTCA Ha CJOBO ,TamHaA", u oba ciosa
MeHee TeCHO CBf3aHH,. TakuM 06pa3oM B HHBEPCHPOBAHHHX
KOHCTDPYKIKAX CJIOBaA 3ByvyaT 6GoJiee BHDA3UTEeNLHO, bosee
Becko," :

The example maiinana dysa 1s taken from a stanza by
Majkov.

Throughout this article the word "marked"” is used in

the sense of 'unusual', *unpredictable' (= in Russian
npuanaxoeunii); 1t does not denote a privative opposi-

tion (= 1in Russian mapxuposauHnii) .
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10

11

More broadly speaking we should allude to the con-
frontation between syntax and rhythm since the
problem is no less pertinent in non-metrical verse.
The present investigation is nevertheless confined

to metrical verse. Concerning the description of
metrical verse, we distinguish between "metre' and
"rhythm" as follows: by metrical we mean notlonlY
the abstract metrical scheme but also its realiza-
tion as long as we are viewing it in termsiof met-‘
rical stresses. That is we consider — - — = — — — —~
to be a metrical description rather than a rhythmi-
cal realization of a four foot iambic line; as sOOn
as we include in our reference the verbal material
by means of which the metrical stresses are realized,
i.e. the syntheslis of metre and language, we are
dealing with factors of rhythm: H nomuw uyydnoe MzHO-
genbe 1s a rhythmic realization of a four foot iambic
line,

All references to Pufkin's poetry are quoted from
A. S, Puskin, Polnoe sobranie sodinenij v desjatt

tomaxz, tzdante vtoroe (AN SSSR institut ruskoj li-
teratury) Moskva 1957-1958, Roman numerals denote

volume, arabic numerals denote page.

Concerning inversions in poetry, Kovtunova (op. cit.,
note 4) has the following to say: "B CTHXOTBOpPHOH
peuu HabmogaeTcs W OTHOCHTeNbHaA c¢Boboda CJoBOpac—
MOJIOKE@HHA KOMIIOHEHTOB CHHTAKCHUYECKHX KOHCTPYKILHM,
Hanyuve paBHONPABHHX BapHAHTOB JIMWAET MOPAOOK CJIOB,
"MHBEePCHPOBAHHHK" C TOUKH 3PEHHA NMPO3aHUYECKON peuH,
TOrO CTHUINHCTHYECKOTO 3HadYeHMA, KOTOpoe OH TaM MNpH-
o6peraeTr (CTHMHCTHYECKas OKpacka gaeT cebg UyBCTBO-
BATh JIHWE NOPH YHOTpeObNIeHHHM KOHCTDVKIIMH He B TOH che-
pe peul, HOJA KOTOPOH OHa ABNAeTCHA OBHuHOHW). CTHIHC-
THYeCKH GespasnuyHoe ynoTpeblieHHe DPa3HHX BapHaHTOB
CIIOBOPACIIONIOKEHUS BXOOMUT B YHCIIO HHPdepeHUHaNbHHX
NMPHU3HAKOB, OTIHUYAKWMX CTUXOTBOPHYI0 peub OT MOpo3avdye-
ckoit,”" (pp. 170-171). I do not share Kovtunova's
opinion that inversions in poetry are "stylisti-
cally indifferent". This view-point fails to ac-
count for the evolution of poetic style, evident
for example in the predilection for different in-
versions in different periods, specific poets etc.
Furthermore, such a view-point overlooks the in-
teraction of poetic language with non-peoetic lan-
guage (cf. sections 2.1. and 2.2.), implying that
the distinction is fixed once and for all, Lastly:
Is any aspect of language indifferent in poetry?

This fact is no doubt a corollary to that gramma-
tical formula by which Jakobson distinguishes the
lyric from the epic, that is "for the'lyric,invariably
the first person of the present tense; for the epic, the
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third person of the past tense." (Roman Jakobson,
“Marginal Notes on the Prose of the Poet Pasternak",
Pagsternak. Modern Judgements, ed. Donald Davie and
Angela Livingstone, London 1969, p.138).

F. I.Tjutlev, Polnoe sobranie stixotvorenij, Lenin-
grad 1957, p. 157,

Cf. Tynjanov, "Ritm, kak konstruktivnyj faktor stiza"
(= first chapter of Problema stixotvornogo jazyka,
Op. cit.).

Osip Brik, "Ritm i sintaksis", Two Essays on Poetic
Language (= Michigan Slavic Materials 5), Ann Arbor
1964, p. 60. In Russian the term reads "rhythmico-
syntactic”, an unnecessarily clumsy rendering in
English.

G, DerZavin, Almazna sypletsja gora, Moskva 1972,
p. 131.

See Mukafovsky, op. cit., pp. 135-136,

A. K, Tolstoj, Polnoe sobranie sodinenij I, S.~Peter-
burg 1896, p. 206,

Nikolaj Zabolockij, Stixotvorenija, pod obddej re-
dakciej G. P. Struve i B, A. Filippova, Washington
D.C. - New York 1965, p. 29,

Op., cit., p. 10,

Cf. Tynjanov, ibid. TomaZevskij formulates the problem
as follows:"Y nosTa MHTOHAlHOHHHEe OTPEe3KH He TacCHBHO
OTpaxawT MHCJIb, & AKTHBHO DPeryJIMPYWT BHpaXeHKe MHCJIH .,
OHH ABJIANTCA 3aKOHOM, KOTOPHH HAXO COGJIWCTH. 3TO H
OoTJyiHYaeT CTPYKTYPY CTHXa OT CTPYKTYDPH NPO3H, I'le HH-
TOHalUMA caMa no cebe He ABNAETCA 3aJlaHMEM, a MexXaHW-
HECKH DOXOAeTCA M3 HOPMAaNBHOT'O MOTOKA PevuH." Stilistika

1 Stixoslofenija, Leningrad 1958, p. 298.
Op. cit., p. 11,

Kiril Taranovski, Ruski dvodelni ritmovi I-IIT, Beo-
grad 1953, p, 85, These realizations of the four
foot iambic line hereafter to be referred to as TI,
TII etc.

Brik (op. cit., p. 59) calls Puskin "macTep cymesnmi
B CBOeM CTHXe OOBbefMHHTB M TpeGOBAHUA MO3THUECKON
9CTeTHKHM M TPe6OBaHHUA CEeMAaHTHYECKON OCMHCHeHHoCcTH"
and continues to explain that this accounts for the
"rara x NywkHHY" amongst investigators of Russian
verse.
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The word 'accentuation' is chosen to refer to this
phenomenon in poetry rather than 'focus' or 'empha-
sis'; the term 'focus' is too closely associated
with discussion of functional sentence perspective
to be suitable in our discussion of accentuation
within the single verse line which need not
comprise a complete sentence; the word 'emphasis'
has on the other hand too broad a frame of refer-
ence, since it may refer not only to the objective
information signalled by the text itself, but also
to subjective factors incurred in the performance
of the text. Our concern here is with objective
information signalled by the text.

This hypothesis finds support in the guotations
from Tynjanov cilted on pp. 11-12.

B. V. Tomadevskij, Stix 7 jazyk, Moskva 1958, pp.
25 and 47.

See Lotman's discussion in 4Analiz poétideekogo teksta,
Leningrad 1972, pp. 54 f£ff, and in particular his
remarks on children's recitation of poetry:"Iloxa-
3aTeJILHO, KAK YKTAKNT CTHUXH geTd. BeAkufl, KxTo Ha-
Gaoman OeTCKYW AeKJjiaMaldi H O6HyMelBall ee 3aKOHH,
He MOXeT He IIPH3HATh, YTO CKAHAOBKAa — He QHKLHA.
Nocxonbpky ONnfA peGeHka YCTAHOBHUTEL faxT: "3To cTuxu"
- 6HBaeT 3HAYWUTEJNILHO BaXHee, UYeM onpenenuThb, 'mpo
4YTO OHH", CKXaHnoOBKa CTAHOBHTCHA E€CTECTBEHHHM CIOCO-
6oM IexJamMaluH. "Bapociioe" urTeHHe NeTH BOCIHPUHH-
ManT ¢ GONBUHM COMNPOTHBJIEHHEM, YNDPAMO yTBeDpxOaf,
4YTO HX, JeTCKOe UTeHHe -— Jny4due, kpacHsee."

Ibid. pp. 49 and 43. See note 8 for discussion of
terms 'metre' and 'rhythm’'.

V. Zirmunskij, Introduction to Metriecs, The Hague
1966, p. 128,

See 3.1.2,
See 6,2,3., and 6.2.4.
Examples are limited in each case to 10.

The word 'intultion' denotes a response to a given
signal for which it 1is not immediately possible

to glve rational account; it does not imply that

the objective signals are lacking or that the
response is incorrect. In the case of poetry the
response is frequently inexplicable in rational
terms on account of the complexityof the synthesisof
signals emitted. Concerning word order (in Czech
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poetry), Mukafovsky says: "The word order, and with
it the prosodic line, is thus related not only to
syntax but also to the other components of the work
of poetry; the relationships are here manifold and
often crisscross. Most pronounced, next to the link
with syntax, 1s the relation of word order and the
prosodic line to rhythm and meaninag."
(Op. cit., p. 149).

While inversions beyond the confines of the cohe-

sive NP (AS), as well as inversions where the com-
ponent parts of the NP are no longer in immediate

juxtaposition, are outside the scope of the present
investigation, it must be recognized that they af-
fect the prosodic manifestation of the entire syn-
tactic phrase in which they occur.

Op. cit. Osip Brik seems to touch on the same prob-
lem when he defines what he terms "Sespasiuunnii snumem"
{(op. cit. vpp. 60-61):"B crpouke "Pycasixa TJNia Mo peke
rony6oi" ciyoso "rony6on" He omymaeTrca; CeMaHTHKAa eTro
npuraymeHa, ero € JNerKoCTbie MOXKHO 3aMEHHTh APYTHM
npHaaraTenbHsEM. 3TO ABMleHHEe s 6yny Ha3HBAaTL 6e3pas-
nuuHeM 3nuTeToM.” Brik attributes the "indifference"

of the epithet to the attitude towards the adjective
typical of PusSkin's time when "or =anurera TpebyeTca
CKPOMHQCTE, TpebyeTcs, UTOBH OH CEeMaHTHMUYECKH He BH-
ndpas, a TOJIBKO 3aHHMasJyli 6H HeOob6XonuMoe PHUTMHKO—-CHH-
TakcHuyeckoe MecTO." Although the line quoted by Brik
is an amphibrachic tetrameter, it is significant that
the adjective in question is inverted in final posi-
tion. The fact that the semantic impact of the word
2oaydolt qualifying pexe is indifferent is a manifes-
tation on the semantic level of the rhythmic propen-
sity of the final position, which in ternary as well
as binary metres 1s automatic in as far as it marks
the end of the metrical unit.

Op. cit., p. 162.
Op. cit., pp. 39-40,
Op. cit. pp. 23-24.

Here should be considered combinations such as ASSA,
ASAS etc. Thus in the figure SAAS, the accentuation
normal for an inverted adjective in the second foot
of a TIV line infects the non-inverted adjective in
the juxtaposed NP, the syntactlic chiasmus effecting
opposition between the two adjectives at the mid-point
of the fiqure:

B uszHanbe CKYyuHoMm, xaxowi uac II. 29

Y 208 mopcruxr nodeoduntt xod II. 338
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It is interesting to note that with one exception,
all the TI.5 examples manifest identical rhythmo-
syntactic distribution of syllables: = —| —
(kawxouii 3syx, caadxuii mym etc.),

Presumably the lack of TII.3 examples finds its ex-
planation in the fact that the normal syllable count
and stress distribution of an inverted NP (SA) simply
does not 'fit' the first three feet of an TII line.

An inverted adjective in normal speech, particularly
spoken, tends to carry a note of implied negative
comparison: 4 xynuaa naamve xpacroe 1implies that the
dress I bought was not any dress, not a blue, black
or spotted dress, but specifically, a red dress.

In addition the line is the first line of the poem
and automatically bears a strong forward-directing
function. See 14.4.

A further feature of TVI lines i1s that they frequent-
ly begin with a monosyllabic synsemantic word which
occupies the initial unstressed position and occasio-
nally constitutes hypermetrical stress, e.g.:

CHX HeNnOONMCAaHHHX KapaKylh ITI. 164

This touches on an aspect of the problem lying be-
yond the scope of the present investigation: namely,
the fact that the automatic cadence is always less
in the first line of a stanza or rhyming unit, and
always strongest in the final line. See 14.3.

Rhyme figures of repeated or alternating NPs AS and
SA in final position constitute a typical feature of
romantlec poetry, beginning with Puskin, E.g.:

B TOMJIEHBRAX zpycmu Oe3nHadexHol,

B TpeBOTrax wuyMiol cyemn,

3Byuas MHe HOOJII'O 20A0C Hexnul ,
H CHUNMUCE Mus/ne uepmu. II. 267

This is to be the subject of a forthcoming article.
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