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AUTHOR'S NOTE 

The following Notes on Prosody represent part (Appen¬ 

dix Two) of my Commentary to Aleksandr Pushkin’s 

novel in verse, Eugene Onegin. The work, containing 

this commentary, with two appendixes, index, my crit¬ 

ical translation of the novel, and a reproduction of the 

original 1837 edition, was published in four volumes in 

Bollingen Series, New York, and by Routledge and 

Kegan Paul, London. 

A few corrections, chiefly typographical, have been 

made for this reprinting. There was not space for a foot¬ 

note that I should have liked to add, on p. 47, asterisked 

to the phrase “monosyllabic adjectives” in line 4 of 

paragraph 2, to wit: “Not counting, of course, the mono¬ 

syllabic predicative forms—adverbish mongrels, really— 

of disyllabic adjectives, such as glup, ‘is stupid,’ from 

glupiy, or bel, ‘is white,’ from belly." 

V. N. 
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Notes on Prosody 

1. PROSODIES 

The following notes on English and Russian iambic te¬ 

trameters are intended only to outline the differences and 

similarities between them. Pushkin is taken as the great¬ 

est representative of Russian poetry; the differences 

between his iambic tetrameters and those of other mas¬ 

ters of the meter among minor and major Russian poets 

are matters of specific, not generic, distinction. Russian 

prosody, which came into existence only two centuries 

ago, is tolerably well known to native students: some 

good work has been done by a number of Russian theo¬ 

rists in relation to Eugene Onegin. On the other hand, the 

huge and ancient English genus is very imperfectly 

described. I have not been particularly interested in the 

question, but as much as I can recall I have not come 

across a single work that treated English iambics — 

particularly the tetrameter—on a taxonomical and 

comparative-literature basis, in a way even remotely ac¬ 

ceptable to a student of prosody. In my casual perusals, 

) 



Notes on Prosody 

I have of course slammed shut without further ado any 

such works on English prosody in which I glimpsed a 

crop of musical notes or those ridiculous examples of 

strophic arrangements which have nothing to do with 

the structure of verse. In other works, muddleheaded 

discussions of “short” and “long,” “quantity” and 

“equivalence,” not only contain various traditional non¬ 

sense or subjective illusions of sense but do not afford any 

systematic notion of the iambic modulation beyond te¬ 

dious arguments around and around “apostrophization,” 

“substitution,” “spondees,” and so forth. In conse¬ 

quence, I have been forced to invent a simple little 

terminology of my own, explain its application to Eng¬ 

lish verse forms, and indulge in certain rather copious 

details of classification before even tackling the limited 

object of these notes to my translation of Pushkin’s 

Eugene Onegin, an object that boils down to very little— 

in comparison to the forced preliminaries—namely, to 

a few things that the non-Russian student of Russian 

literature must know in regard to Russian prosody in 

general and to Eugene Onegin in particular. 

2. FEET 

If by prosodies we mean systems or forms of versification 

evolved in Europe during this millennium and used by 

her finest poets, we can distinguish two main species, the 

syllabic system and the metrical one, and a subspecific 

form belonging to the second species (but not inconsistent 

with certain syllabic compositions), cadential poetry, in 

which all that matters is lilt depending on random num¬ 

bers of accents placed at random intervals. A fourth form, 

which is specifically vague and is rather a catchall than a 

definite category (not yet having been instrumental in 

producing great poetry), takes care of unrhymed free 

verse, which, except for the presence of typographical 

4 



Notes on Prosody 

turnpikes, grades insensibly into prose, from a taxonomic 

point of view. 

Except in one or two special cases, Greek and Latin 

verse forms are not taken into consideration in the fol¬ 

lowing notes, and such terms as “iambic tetrameter” 

and so forth are not meant to suggest their ancient ap¬ 

plication, whatever that was, but are used strictly in 

reference to modern types of prosody, as convenient and 

innocuous nomenclatorial handles, instead of such am¬ 

biguous terms, in relation to metrical verse, as “octo¬ 

syllables,” and so forth. A foot is not only the basic 

element of meter but, in action, becomes the meter 

itself: a “monometer” is a line of one foot, and so on, to 

“hexameter,” a six-foot line, beyond which the metrical 

line is no longer felt as a line and breaks into two. 

Taken all in all, and with our quest limited to the latter 

half of the millennium in question, the greatest repre¬ 

sentative of the syllabic prosody in delicacy and complex¬ 

ity of modulation is certainly the French Alexandrine. 

The student is generally taught that its three character¬ 

istics are: an obligatory equality of syllables (twelve in 

masculine lines, thirteen in feminine ones), obligatory 

rhyme (in couplets or in any other arrangement, but 

with no two different masculine or feminine endings oc¬ 

curring in adjacent lines), and am obligatory caesura after 

the sixth syllable, which must be accented (or, if this is 

followed by a final e muet, the latter must be neutralized 

by am apocopate fusion with the vowel heading the sec¬ 

ond hemistich). Apart from niceties of instrumentation, 

which, after all, can be paralleled in other prosodies, 

but to which the French ear seems to be especially sensi¬ 

tive, a major part in the composition of the Alexamdrine 

is played by a combination of the following elements (of 

which the first is, of course, a feature of other syllabic 

lengths as well). It should always be remembered that, 

whatever prosody is followed, the art of the poet depends 
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on certain contrasts and concords, constraints and liber¬ 

ties, denials and yieldings: 

(1) The e muet: the interplay between the theoretical 

or generic value of the unelided e muet (which is never 

heard as a full semeion, as all the other vowels in the line 

are) and its actual or specific value in a given line. The 

number of such incomplete semeia and their distribu¬ 

tion allow endless variations of melody, in conjunction 

with the neutralizing effect of apocopes in any part of the 

line. There are two main varieties of e muet, especially 

noticeable in rhymes (see §13, Rhyme). 

(2) The interplay between the prosodically existing 

pause in mid-line and another pause, or pauses, or ab¬ 

sence of pause, proceeding from the inward rhythm or 

logical sense, or irrational lilt, of the line. Especially 

beautiful effects have been achieved by the so-called 

romantics after the pedestrian eighteenth century had 

all but stamped out French poetry. This kind of acrobatic 

shifting back and forth across the constant caesural 

ha-ha is something not duplicated in English or Russian 

iambic pentameters (of the blank-verse type), in which 

the artificial caesural pause after the second foot is tri¬ 

umphantly sung out of metrical existence by a Milton 

or a Pushkin. In the French Alexandrine the caesura is 

well adjusted to the rhythm of human breath in slow 

reading, while, on the other hand, secondary pauses 

owing to “shifts” allow for precipitated or delayed 

exhalations. 

(3) The enjambment or run-on, a fertile source of 

modulation, which is too well known from its presence 

in English iambics to need any explication here. 

(4) The rich rhyme (which is especially beautiful 

when enjambed, just as the caesural pause is especially 

enhanced when sense glides across it). It is imitated by 

the Russian rule of rhyme, which will be discussed later. 

The metrical system, on the other hand, is based first 

6 
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of all on a regular recurrence of rhythm within a line of 

verse, in which foot stress tends to coincide wdth accent 

(word stress), and nonstress with nonaccent. This recur¬ 

rence is seen as a sequence of similar feet. Each such foot 

can consist of either two or three divisions (semeia), one 

of which is stressed by the meter but not necessarily by 

the syllable of the word coinciding with it. This stressed 

division is called the ictus, while the unstressed divisions 

are called depressions. Mathematically, only five kinds 

of feet can exist: the iamb, the trochee, the anapaest, the 

amphibrach, and the dactyl. 

For the final foot to be complete, the presence of one 

semeion is sufficient, provided it is an ictus. Conversely, 

the identity of the meter is not affected by any number 

of unstressed syllables coming after the final ictus of the 

line. This final ictus and these additions to it are called 

“terminals.” A line terminating in an ictus is called 

“masculine”; a line terminating in one unstressed sylla¬ 

ble is called “feminine.” If the terminals of two, not 

necessarily adjacent, lines correspond in sound, the re¬ 

sult is a “rhyme.” The rhyme is masculine if the ultima 

of the last word of the line is stressed and coincides with 

the ictus. It is feminine if the penultimate coincides 

with the ictus, and “synthetic” or “long” if it is the ante¬ 

penultimate that is stressed. 

The samples given below illustrate the five combina¬ 

tions (of one ictus and one or two depressions) mathe¬ 

matically possible within the limits of one metrical foot. 

The first two are masculine tetrameters: (1) iambic and 

(2) trochaic; the rest are masculine trimeters: (3) 

dactylic, (4) amphibrachic, and (5) anapaestic. 

(1) The ros- | es are | again | in bldom 
(2) R6ses | are a- | gain in | bloom 
(3) Roses a- | gain are in | bloom 
(4) The r6ses | again are | in bldom 
(5) And the r6s- | es again | are in bloom 

7 
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An example of pausative or cadential verse using the 

same words would run: 

And again the rose is in bloom 

which the metrically trained ear hears as three anapaests 

with one missed depression in the second foot causing a 

little gasp or pause, hence the term. 

And a syllabic line would be: 

De nouveau la rose fleurit 

in which the e of rose is a type of depression that cannot 

be rendered in English, German, or Russian. 

An iambic foot cannot be illustrated by a word unless 

that word is part of a specific iambic line. An iambic foot 

can be illustrated by signs only insofar as these signs are 

made to express the maximal four variations in which 

an iambic foot actually appears in verse: 

regular beat 

w - scud (or false pyrrhic) 

^ - tilted scud (or false trochee) 

vi — false spondee 

To the discussion of these we shall now turn. 

An ordinary iambic foot (i.e., one not affected by cer¬ 

tain contractional and rhymal variations) consists of two 

semeia, the first semeion being called a depression {y or T) 

and the second an ictus (- or -). Any such foot belongs to 

one of the following types (with the basic metrical stress 

marked -, and the variable word accent '): 

(1) Regular foot, ^ -t (unaccented nonstress followed 

by accented stress); e.g., “Appease my grief, and 

deadly pain” (Earl of Surrey, The Lover Describeth His 

Restless State). 

(2) Scudded foot (or false pyrrhic), ^ - (unaccented 

nonstress followed by unaccented stress); e.g., “In expec- 

8 
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tation of a guest” (Tennyson, In Memoriarn, vi) and “In 

loveliness of perfect deeds” (ibid., xxxvi). 

(3) Tilt (or inversion), d-- (accented nonstress followed 

by unaccented stress); e.g., “Sense of intolerable 

wrong” (Coleridge, The Pains of Sleep), “Vaster than 

Empires and more slow” (Marvell, To His Coy Mistress), 

and “Perfectly pure and good: I found” (Browning, 

Porphyria's Lover). 

(4) False spondee,^ - (accented nonstress and accented 

stress); e.g., “Twice holy was the Sabbath-bell” (Keats, 

The Eve of St. Mark). 

3. THE SCUD 

We speak of an “accent” in relation to a word and of a 

“stress” in relation to a metrical foot. A “scud” is an un¬ 

accented stress. “An inextinguishable fl4me” has two 

accented and two unaccented stresses. 

When in verse a weak monosyllabic word (i.e., one not 

accented in speech) or a weak syllable of a long word hap¬ 

pens to coincide with the stressed part (ictus) of a foot, 

there results a modulation that I term a “scud.” 

If an accented syllable in speech be notated ', and a 

stress accent in verse -, then a scud is marked 

The unstressed part of a foot is marked »-> (for which a 

“depression” is the best term). * 

The verse quoted above is notated 

A scud can occur in any foot of any metrical line but is 

far more frequent in double-semeion meters or “bi¬ 

naries” (iambs and trochees) than in triple-semeion 

meters or “ternaries” (anapaests, amphibrachs, and 

•When in verse a strong monosyllable coincides with a depres¬ 
sion, the resulting element is marked d>, but the use of this sign 
is really necessary only in the case of “tilts” (of which further). 

9 
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dactyls).* We shall be mainly concerned with scuds in 

the iambic tetrameter. 

Weak—i.e., scuddable—monosyllables may be de¬ 

scribed as follows: 

Monosyllables that are of comparatively minor im¬ 

portance (articles, prepositions, etc.), unless especially 

emphasized, and that are not usually rhymed on, are 

counted as scuds equivalent to unaccented but metrically 

stressed syllables in longer words (actually, this is truer 

of English than Russian, because in Russian verse a scud 

provided by a monosyllable is a trifle less fluid than one 

provided by a polysyllable—which, of course, has no 

secondary accent in Russian). Between a typical weak 

monosyllable (such as “the”) and an indubitably ac¬ 

cented one (such as querulous “why”), there are grada¬ 

tions and borderline cases (“while,” “when,” “had,” 

etc.), which may be termed “semiscuds.” To determine 

them depends so much upon context, and is often so 

subjective a matter—in reference to random lines, at 

least—that one is not inclined to furnish a special mark 

for them (say, —). I have disregarded them in my 

percentile calculations. Semiscuds are not frequent 

enough in either English or Russian to affect numerical 

results when dealing with relatively small samples (say, 

fifty lines per poet). A special study of scuds, however, 

should take into account the fact that if we examine such 

Russian or English dipodies as: 

eyo toski, which means, and is accented, “of her distress” 
i on ubit, which means, and is accented, “and he is killed” 

we cannot but notice that if these syllables are iambized, 

the first ictus in each case is somewhat less strongly 

emphasized than in: 

*A good example of scuds in the amphibrachic trimeter is 

Praed’s Good-Night to the Season, 11. 23—4: 

“Misrepresentations of reasons 

And misunderstandings of notes.” 

IO 
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nemoy toski, which means, and is accented, “of mute 
distress” 

i Dzhim ubit, which means, and is accented, “and Jim is 
killed.” 

Among indubitably scudded monosyllables the most 

obvious ones are: “a,” “an,” “and,” “as,” “at,” “but,” 

“for,” “from,” “if,” “in,” “like,” “of,” “on,” “or,” 

“the,” “to,” etc. 

The scudding of such particles as “all,” “no,” “not,” 

“was,” etc., is a question of context and individual taste. 

Similarly, in Russian, obvious and unquestionable 

scuds are: dlya (“for”), do (“till”), i (“and”), na (“on”), 

ne (“not,” a word that should never be accented in good 

Russian), no (“but”), ot (“from”), po (“along”), pod 

(“under”), u (“at”), etc., whereas the scudding of bil 

(“was”), net {“no”), etc., depends on context and elective 

intonation. 

When we turn to polysyllabics, the first thing we 

notice is an important accentual difference between Eng¬ 

lish and Russian, and this has a definite repercussion on 

the frequency of pure scuds. In Russian, a polysyllabic 

word, no matter how long (provided it is not a blatantly 

artificial compound with the seam showing), can bear 

but one accent, and consequently a word of any length 

can bear only one stress accent in verse. Neither 

neveroydtneyshie (“most improbable,” pi.) nor vikarab- 

kavshiesya (“scrambled out,” pi.) has more than one 

accent. The first can easily be woven into a mellifluous 

iambic tetrameter (in which the last word means 

“dreams”): 

neveroydtneyshie snt 

whereas the shortest measure into which the second 

may be crammed is a somewhat bumpy trochaic 

pentameter: 

vtkarabkavshiesya kott 

It 
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(which means, in prose, “the cats that have scrambled 

out”). 

In English polysyllabic words, on the other hand, 

there may occur a secondary accent, especially in 

American speech, but still there are numerous long 

words that have only one accent, such as “guardedly” 

or “considering.” The secondary accent is found, for 

example, on the third syllable of the following word, 

when pronounced the American way: “matrimony”; 

but in British parlance, and thus in poetry written by 

Englishmen, it should be scanned “matrimony.” In the 

various examples of verses given further I shall disre¬ 

gard secondary accents when not intended by an Eng¬ 

lish author, but the fact remains that a number of 

ordinary compounds, constantly recurring in poetry, do 

bear the ghost of an additional accent, with a resulting 

semiscud, such as “overmuch” or “semidiameters,” 

whereas their Russian counterparts, chereschur and 

poludidmetri, are strictly single-accented. 

In regard to nomenclature, I should note at this point 

that Russian theorists use or have used for, or in connec¬ 

tion with, the element I call a scud the terms pirrihiy 

(“pyrrhic”), peon (“paeon”), poluudarenie (“half 

stress” or “half accent”), and uskorenie (“accelera¬ 

tion”). None is satisfactory. The notation of the pyrrhic 

{y d) suits, at best, two adjacent depressions in a line of 

ternaries, since it suggests an identical absence of stress 

and accent on both syllables, whereas the point is, of 

course, that there persists the shadow of the expected 

metrical beat on one of the semeia of a binary foot when 

it is scudded (nor can the pyrrhic be used in the sense of a 

foot in speaking of scuds in anapaests, amphibrachs, and 

dactyls, in which it is, as just said, a basic component). 

The same considerations apply to the paeon, which is a 

bulky thing containing two binaries ( U — VJ V,/ Or \J SJ —y 

and there are other variations), so that the verse “the 

12 
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inextinguishable flame” would be represented by two 

paeons of the type w w w -t, whereas the verse “extin- 

guishable is the flame” would be represented by both 

types. If the “paeon” is too big for use, the “half stress” 

or “half accent” is too small, since it strictly limits to one 

semeion the idea of “scud” (which, although focused 

on one semeion, affects the whole foot, especially in 

“tilt” variations). Moreover, this would entail terming 

the incomplete scud a “three-quarter accent,” which 

would lead to cumbersome complications. Finally, the 

term “acceleration” is misleading because second-foot 

scuds have an exactly opposite—namely, slowing-down 

—effect upon the line. 

In English theories of prosody scuds have been de¬ 

scribed as “weak places,” which is too vague and ambig¬ 

uous for recurrent nomenclatorial use, and defined as 

“omitted stresses,” which is meaningless, since the 

metrical stress of a scudded foot is not “omitted,” but 

merely not trodden upon by the unaccented syllable of 

the passing word, which, however, is aware of the 

unused steppingstone it skims. 

The scudding of iambic tetrameters produces, in Eng¬ 

lish, four simple varieties (of which, as we shall presently 

see, variety IV can hardly be said to be represented in 

Russian poetry); the scudded feet are underlined in the 

following examples: 

X - Th§ disregarded thing we break 

Is of the kind we cannot make; 

II yj — "We break th6 disregarded thing, 

Not thinking of its wistful ring; 

m yj-Lyj-Lyj-yj-L We break the thing we disregard, 

We break the statue 5f a bard 

iv yj-i-yjJ-yjJ-yj - Near which an age was linger- 
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o We take the thing and break the 

thing. 

(The last example is, of course, a scudless line.) 

The following are examples of combinations of the 

above scuds: 

i + ii + iv — Incomprehensibility, 

i + lli w — — w-£- This In the universe we see; 

I + II w — w — w i w — And, In the conflagration blent, 

I + IV w — — Stars and the awful firmament 

li +IV v~> — w — kj -L yj — Shine distantly and silently 

11 +III w -t w — J- On wildernesses and on me. 

Of the above six forms, only I + III (not too frequent in 

English, but fairly frequent in Russian) and 11 +III 

(about as infrequent in Russian as in English) have 

Russian counterparts. 

Other possibilities are, theoretically, Ill + iv, I + II + III, 

I + ill + IV, but they are artificial tongue-twisters of no 

prosodical importance. I have omitted the accent on 

“stars” ('i') for simplicity’s sake; the foot is a tilt-scudded 

one (^ -) instead of the basic ^ (See § 4, Tilted Scuds.) 

The scuds in the same verse and those in adjacent 

verses, when connected with lines, may form various 

figures, which express the modulation of the piece. 

Andrey Belly (1880-1934), the inventor of this dia¬ 

grammatic system, was the first to reveal that certain 

frequences of scuds (which he called poluudareniya, 

“half stresses”) and certain geometrical figures result¬ 

ing from their being connected by lines (triangles, 

quadrangles, trapezoids, etc.) were characteristic of this 

or that Russian poet’s iambic tetrameters. * When I was 

still a boy, I was greatly fascinated by Belly’s admirable 

work, but have not consulted it since I last read it in 1919. 

*See his tables, “Opxt harakteristiki russkogo chetlryohstopnogo 

yamba,” in Sirnvolizm, a collection of essays (Moscow, 1910). 

14 
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If we apply the Belian system to the fourteen lines, 

above, given as examples of scudding, but use a slightly 

different kind of notation (with scudded feet represented 

by x’s and scudless feet by o’s), we obtain the following 

scheme: 

I II III IV 

x o o o 
x o o o 
oxoo 
oxoo 
ooxo 
ooxo 
0 0 0 X 

0 0 0 0 

X X O X 

X O X 0 

X X O 0 

X 0 O X 

0 X O X 

O X X 0 

For the sake of easy reference I have collected, below, 

some English examples of scud modulation. They are 

mostly culled from Tennyson’s In Memoriam (1850), 

which is by far his best work, and are then marked by the 

numeral of their section. The rest are added because not 

found in In Memoriam. Scudded feet are underlined. 

Scudless 
Defects of d6ubt, and taints of bl6od [liv] 

And “Ave, Ave, Ave,” said [lvii] 

The little village 16oks forlorn [lx] 

Scud I ;u — 
And with the thought her cdlour burns [vi] 

The generations each with each [xl] 

Imaginations calm and fair [xcrv] 

Scud II: u-i-u-u-iut 

In 16veliness of perfect deeds [xxxvi] 
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And thine in undiscover’d lands 

A fresh association blow 

Scud 
The far-off interest of tears 

She takes a riband or a rose 

In vain; a favourable speed 

Scud IV: <-> — yj — <-j — — 

The praise that comes to constancy 

Defamed by every charlatan 

Scuds I+11: w — w — w — — 
As on The Lariano crept 

[Tennyson, The Daisy] 

Scuds 1+IH: 
In expectation of a guest [vi] 

My capabilities of love [lxxxv] 

A contradiction on the tongue [cxxv] 

On the bald street breaks the blank day [vii] 

[Cf.] To a green Thought in a green Shade [Marvell, 

The Garderi\ 

[lxxxv] 

[cxii] 

[cxm] 

[Milton, 

II Penseroso] 

[John Donne, 

The Extasie] 

Below is the analysis of fifty-line-long samples of 

scudded and scudless iambic tetrameters from ten com- 

Scuds I + IV: — 

All-comprehensive tenderness, 

All-subtilising intellect 

Scuds ii + iv: utu-uiu- 

On glorious insufficiencies 

With agonies, with energies 

Scuds 11 +III: w-i-w-w-wi 

Most musicall, most melancholy 

This Extasie doth unperplex 

[XL] 

[Cl] 

[I] 
[VI] 

[DC] 

[XXI] 

[CXI] 

16 
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positions, of which eight are by English authors. Three 

belong to the seventeenth century, one to the eighteenth, 

and four to the nineteenth: Donne’s The Extasie, 11. 

1-50; Butler’s Hudibras, pt. I, can. I, 11. 187—236; 

Marvell’s The Nymph Complaining for the Death of 

Her Fawn, 11. 73-122; Cowper’s Written after Leaving 

Her at New Burns, 49 11. in all; Coleridge’s The Pains of 

Sleep, 11. 1-50; Tennyson’s In Memoriam, 11. 1-50; 

Browning’s Porphyria's Lover, 11. 1-50; and Arnold’s 

Resignation, 11. 1-50. These are compared to two se¬ 

quences of similar length from Lomonosov’s Ode to 

Empress Elizabeth (1747), and from Pushkin’s Evgeniy 

Onegin, Four : IX-XII : 1-8 (1825). Semiscuds are not 

counted in any of the samples, and these are not large 

enough to permit more than a general impression of 

comparative scud frequency. 

1 u in IV I-II I-III i-rv ii-iii 11-rv 0 

Donne 6 4 8 2 1 1 1 1 26 

Butler 6 5 8 6 3 1 21 

Marvell 16 4 8 1 1 1 19 
Cowper 12 4 7 1 1 25 

Coleridge 5 8 2 1 4 1 29 

Tennyson 3 1 4 42 

Browning 6 2 6 36 
Arnold 6 10 5 1 1 1 26 

Lomonosov 1 8 24 2 1 14 

Pushkin 3 3 31 6 7 

See also § 9, Examples of Modulations. 

4. TILTED SCUDS 

In reference to an iambic line, a typical or unqualified 

“tilt” denotes a sequence of accented depression and un¬ 

accented stress, 't> - (instead of the expected ^ - or ^ -), 
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coinciding with any foot in the line. * Any tilt is a tilted 

scud, since the stress in such feet is not accented. English 

theorists term tilted scuds “inversion of stress”; a better 

description would be “inversion of accent,” since it is 

the word stress that (more or less gracefully) feigns a 

surrender to the meter. The meter is basic and cannot 

succumb to the word. 

Typical tilts in English iambics, to which they add 

considerable beauty, belong to four varieties insofar as 

number and length of words are involved in their 

producement: 

(1) The frequent “split tilt,” which consists of an ac¬ 

cented monosyllable (say, “deep”) and an unaccented 

one (say, “in”); 

(2) The not-very-frequent “short tilt,” which con¬ 

sists of an accented monosyllable and the unaccented 

first syllable of the next polysyllabic word (“dark in-”; 

see example, below); 

(3) The fairly frequent “duplex tilt,” which consists 

of a disyllabic word accented on the first syllable in 

ordinary speech (say, “guarded”); and 

(4) The rare “long tilt,” which consists of the first and 

second syllables of a trisyllabic word, accented on the 

first syllable in ordinary speech (“terri-”; see example, 

below). 

Examples: 

(1) Deep in the night on mountains steep, 
(2) Dark, inaccessible and proud, 
(3) Guarded by dragons, castles sleep; 
(4) Terrible stars above them crowd. 

*Even with the last one, if we regard the famous (perhaps, 
accidentally fivefold, or, perhaps, meant as a prose interpola¬ 
tion) “Never, never, never, never, never!” in King Lear (v, 
iii, 309) as a masculine line in iambic pentameter, entirely con¬ 
sisting of five tilted scuds and thus representing a maximal 
disembodiment of meter. 
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The “reverse tilt,” which is less interesting artistically, 

denotes a combination of unaccented stress and accented 

depression, — d, instead of the expected -uor-u, and 

may coincide with any even-place, odd-place segment of 

the iambic line except the last. The result is a scud tilted 

in reverse. 

Reverse tilts come mainly in one variety, the fairly 

frequent “split reverse tilt,” which consists of two 

monosyllables, the first unaccented and the second ac¬ 

cented : 

Sweet is the shiver of cold Spring 
when birds, in garden and grove, sing. 

There are two reverse tilts here: “of cold” and “and 

grove”; both are notated - v£; but in the first line the 

accent (on “cold”) is slighter, and metrically more ac¬ 

ceptable, than the accent on “grove” in the second line. 

“Cold” is connected logically with the next word 

(“spring”) and therefore skims on with the impetus of 

anticipation; it constitutes a common variation through¬ 

out the history of English iambics; but the logical beat 

on “grove” is equivalent in speech to that on the first 

syllable of “garden,” with which it is phrasally linked; 

in result, the voice strains unduly to combine accent 

and stress, and the effect is jarring to the ear unless ac¬ 

cepted as a deliberate experiment in rhythm variation 

transcending the meter. It will be noticed, incidentally, 

that if the second verse is read with a strict adherence to 

meaning, the prosodical result of “grove, sing” is, in 

binaries, the closest possible approach to a spondee (two 

adjacent stress accents); but they are separated by a 

pause (and it is in pausative variations that we take off 

from the metrical system in the direction of cadential 

forms). 

Another variety, the “duplex reverse tilt,” consisting 

of a disyllabic word accented on the second syllable 
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against the grain of a stress-unstress sequence of semeia 

(in the even-odd places of an iambic verse or in the odd- 

even places of a trochaic one), inevitably produces a 

harsh and uncouth effect, since the accent does not sub¬ 

mit to the stress as flexibly as it does in the ordinary 

duplex tilt. Metrically, the iambic foot is stronger than 

the trochaic word; dictionally, the iambic word is more 

self-conscious, and thus stronger, than the trochaic foot. 

Reverse tilts have been vaguely designated as “recession 

of accent” by English theorists; e.g., Robert Bridges, in 

Milton's Prosody (Oxford, 1893, pp. 52-61). 

As with all modulations in iambic meter, the beauty 

of tilt, especially of duplex tilt, which is such an admi¬ 

rable and natural feature of English iambic pentameter, 

and gives such allure to the rare lines in which Russian 

poets use it, lies in a certain teasing quality of rhythm, 

in the tentative emergence of an intonation that seems 

in total opposition to the dominant meter, but actually 

owes its subtle magic to the balance it tends to achieve 

between yielding and not yielding—yielding to the me¬ 

ter and still preserving its accentual voice. Only a blunt 

ear can perceive in it any “irregularity of meter,” and 

only an old-fashioned pedant would treat it as the in¬ 

trusion of another species of meter. In English poetry, 

its carefree admission by major poets, especially in the 

beginning of the iambic lines, is owing partly to the com¬ 

parative scarcity of such words in English as conform to 

the regular iambic foot and partly to accents in English 

words not being so strong and exclusive as they are in, 

say, Russian. 

I use the new term “tilt” or “tilted scud” in prefer¬ 

ence to “nonterminal wrenched accent,” because 

physically no special wrench is involved; on the con¬ 

trary, what happens is an elegant sliding movement, the 

tipping of a wing, the precise dipping of a balance. 

“Hovering accent” is ambiguous; and still more ob- 
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jectionable is the crude term “trochaic substitution,” 

suggesting as it does a mechanical replacement of one 

block of elements by another block. The whole point of 

the device lies precisely in the iambization of a trochaic, 

or sometimes even dactylic, word. It is not a substitu¬ 

tion, but a reconciliation: the graceful submission of a 

noniambic word to the dominant iambic meter of the 

verse. Further confusion arises from the fact that tilts 

can, and do, also occur in trochaic lines (in which case the 

sequence of places that a duplex tilt, say, occupies is not 

odd-even, as in an iambic line, but even-odd). 

Duplex tilts have nothing to do with certain emanci¬ 

pations of meter that form a gradation toward cadential 

verse (e.g., the recurrent substitution, in the course of a 

piece, of one entire foot, in, say, an iambic tetrameter, 

by a triplex foot represented by a word, or words, that 

cannot be elided). George Saintsbury, for example, who 

somehow sees tilts as forms of “equivalence,” gets hope¬ 

lessly muddled in his treatment of these modulations. 

The application of “wrenched accent” should be 

limited to forced terminals; i.e., to an artificial switch of 

accent, in a disyllabic rhyme word, from feminine 

(“England”) to masculine (“England”). 

When we turn to an examination of tilts in Russian 

iambic tetrameters, the following facts transpire: 

Split and short tilts are as natural a modulation in 

Russian as they are in English but occur less frequently. 

They are definitely rare in EO. 

The split tilt is even less frequent than the short tilt, 

whereas the contrary is true in the case of English, 

where the long word is less frequent in the 1 + 4 or 1 + 5 

or 1 -I- 6 or x + 7 syllable compartments of the line (where 

it has to sprawl in order to crowd out, as it were, the lone 

initial monosyllable of the line and thus produce the 

short tilt). 

Finally (and here we have one of the main differences 
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between English and Russian prosodies as used by major 

poets), the duplex tilt, in any part of the line, does not 

exist in Russian trochaics or iambics (except for the small 

group of certain two-syllable prepositions, to be dis¬ 

cussed further). 

The split tilt is represented in EO by such more or less 

widely scattered hnes as, for example: 

Eight : XVII : 3: Kak? iz glusht stepnth seleniy . . . 
How? from the depth of prairie 

homesteads . . . 

Eight : xvil : 11: Knyaz' na Onegina glyadit *. . . 

prince at Onegin [tum-tee] looks . . . 

Seven : XVII : 1 o: Kiy na bil'yarde otdihdl . . . 

cue on the billiard did repdse . . . 

Six : XL : 13: Tam u ruch'ya v tent gustdy . . . 

there, by the brook, in shade opaque . .. 

In this last example the tilt is not so strong as in the 

preceding ones, and there are in EO a certain number of 

other tiltings of even less strength, such as on gde 

(“where”), on (“he”), etc., which are only semitilts. 

The short tilt is represented by such hnes as: 

Three : IX : 4: P'yot obol'sdtel'niy obman . . . 

drinks irresistible deceit [“imbibes 

the ravishing illusion” would, of 

course, be a closer rendering of the 

contextual sense] . . . 

One : XXXIII : 7: Net, nikogda sred' pflkih dney . . . 
No, [tum-]not 6nce mid fervid 

days. . . 

•Here, and elsewhere, the obligatory article and absence of in¬ 
flective extensions in English make it impossible to render, 
with any elegance or completeness, both sense and scansion in 
the same number of semeia. The translation follows the word 
order. 
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Six : V : 14: V dolg osushat' buttlki tri . . . 
[The meaning is “on credit to drain 

some three bottles.”] 

Two : XXVIII : 4: Zvydzd ischezaet horovod . . . 
[.Zvyozd, “of stars,” ischezaet, “dis¬ 

appears,” horovod, a choral round 
dance performed in the open by 
Russian peasant men and maidens. 
The sense is “the choral dance of 
stars is disappearing.”] 

The duplex tilt does not occur freely in Russian verse: * 

its use is strictly limited to a dozen or so humble and 

servile disyllables, which, in speech, are accented on 

the first syllable but in verse are made, if need be, to 

undergo a neutralization of accent by scudding. In Push¬ 

kin’s poems, these words are: cherez (“across,” “over”), 

chtohi (“in order to,” “so that,” “lest”), dabi (“so as 

to”),iZf(“or,” “either”), (“between,” “among”), 

oto (the extended form of ot, “from,” as used before some 

words beginning with certain combinations of conso¬ 

nants such as vs), and pered (“before,” “in front of”):f 

Ruslan and Lyudmila, 
1:22: Cherez lesa, cherez morya . . . 

Over the woods, over the seas . . . 

*1 notice that on p. 39 of his frankly compilatory Russian Versi¬ 
fication (Oxford, 1956), Prof. Boris Unbegaun, when speaking 
of the device here termed “tilts,” is misled by one of his author¬ 
ities and makes a singular error in his only (would-be) example 
of a duplex tilt in Russian verse by assuming that the first word 
in the iambic line that he quotes from the poem Fireplace in 
Moscow (Kamin v Moskve), published in Penza, 1795, by the 
poetaster Prince Ivan Dolgoruki, is pronounced hrdsen, when 
actually here it should be krasydn (despite the absence of the 
diacritical sign)—which, of course, eliminates the “trochaic 
substitution.” 

-j-Not only oto, but each of the other words (except dabi), pos¬ 
sesses an abbreviated form: chtob, chrez, ilf, mezh, pred; the 
last four are mainly used in verse (cf. “amid” and “mid,” 
“over” and “o’er,” etc.). 
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EO, Six : XVII : 11: Chtob'i dvuhutrenniy tsvetok . . . 

[which means: “lest a two-morn- 
old blossom”] 

Six : VII : 2: Dabi pozavtrakat' vtroyom . . . 
[which means: “so as to lunch 

all three” (a trois)] 

Seven : II : 9: Hi mne chuzhdo naslazhden'e? 

[which means: “or is enjoyment 
strange to me”] 

Eight : “Onegin’s 
Letter” : 17: Oto vsego,* chto serdtsu milo . . . 

[which means: “from all that to 
the heart is dear”] 

One : LI : 6: Pered Oneginim sobralsya . . . 
[which means: “before Onegin 

there assembled”] 

Lines beginning with these neutralized words are few 

in EO. It is therefore of great interest to note that in 

One : LVI, in which our poet affirms his eagerness to 

differentiate between Onegin and himself, lest the sar¬ 

castic reader or some promoter of slander accuse him of 

narcissism, Pushkin disposes consecutively three lines, 

each beginning with one of the six tiltable disyllables: 

4 Mezhdu Oneginim i mnoy, 

Chtob'i nasmeshliviy chitatel', 

Ili kakoy-nibud’ izdatel' . . . 

[the last word meaning “editor,” 
“publisher,” or “promoter”] 

One would almost think that our poet, in 1823, recalled 

Sumarokov’s prosodical experiment of 1759 (see pp. 45-6). 

Only one scudded trisyllable occurs in EO and in Rus¬ 

sian verse generally. This is the staple peredo (an end- 

vowelized form of pered, “before,” used in speech 

’In masculine genitive case endings the gamma of the ultimate 
is pronounced v (vsevd). 
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mainly with mnoy, “me,” to buffer the clash of conso¬ 

nants), which is normally accented on the first syllable, 

but in verse may be tilted in such a way as to coincide 

with a depression-beat-depression compartment; e.g., in 

Onegin's Journey, XVI : 9: 

Razostlan btl peredo mnoy 

which may be paraphrased so as to render the tilt in the 

third foot: 

before me spread welcoming me. 

Otherwise, the long tilt, rare in English, never occurs in 

Russian iambics. An approach to it appears in artificially 

compounded epithets, such as this translation of “rosy- 

fingered dawn”: 

Rozovo-p erstnaya zarya 

in which the hyphen does not prevent the epithet from 

becoming a word of six syllables carrying but one accent 

on perst, despite the fact that in ordinary speech rozovo 

as a separate adjective or adverb is accented on the first 

syllable. 

The split reverse tilt occurs now and then in Russian 

verse, but on the whole Pushkin avoids it. Curiously 

enough, our poet was far from being a lucid theorist in 

prosody, but, as in Coleridge’s case, the intuition of 

genius was a more than sufficient substitute in practice. 

In a MS footnote to EO, Four : xli : 7, Pushkin incor¬ 

rectly defends (by notating it as a pyrrhic )the jarring 

split reverse tilt vo ves' (“at all,” “in all,” “in the 

whole”), which as a separate locution is accented in 

speech on the ves' (“all”) and which he scud-tilted in 

reverse in two passages: 

Four : xli : 7: Nesydtsya v g6ru vo ves' duh . . . 
goes tearing up hill at all speed . .. 
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Three : V : 14: Iposle vo ves' put' molchal . . . 

and after, the whole way was mute * ... 

The duplex reverse tilt is completely banned by Rus¬ 

sian major poets (but unintentionally used by some 

minor ones, such as Vyazemski, Rileev, and others) be¬ 

cause of its association with vulgarity and ineptitude, 

with the efforts of inexperienced versifiers, as well as 

with the semiliterate ditties of the servant hall such as 

the strum songs (chastushki) belonging to that deadliest 

of all folklore, the citified. Thus, in Chapter Four of his 

admirable novella The Captain's Daughter (1833-36), 

Pushkin, wishing to indicate the poor quality of a mad¬ 

rigal in trochaic tetrameters written by the young “I” 

of the story, Pyotr Grinyov, has him start 1. 7 with a 

duplex reverse tilt characteristic of such stuff: 

Oni duh vo mne smutili . . . 

Oni (sounded as “ah-nee”)> which means “they” (re¬ 

ferring to Masha Mironov’s eyes), is accented on the 

second syllable in speech but is horribly tilt-scudded in 

reverse here. The line means “they have confused 

[smutili] the spirit in me.” A criticism of this effort, and 

of the young lady who inspired it, is made by a fellow 

officer, Aleksey Shvabrin, and leads to an epde duel. 

The only time Pushkin himself, by an unfortunate 

and incomprehensible oversight, uses a duplex reverse 

tilt is in 1. 21 of his The Feast at the Time of the Plague 

(1830), a blank-verse translation (made from a French 

prose version) of act I, sc. iv, of The City of the Plague 

(1816), a blank-verse tragedy by John Wilson, alias 

Christopher North (1785-1854). The trochaically tilted 

word is ego (“his”), which is iambically stressed in 

speech: 

*In the preceding stanza, Three : iv : 2, Pushkin stresses vo ves’ 
correctly: . . . vo ves’ opdr, “at full career.” 
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Ya predlagayu vtpit’ v ego pamyat'. 

In memory of him I suggest drinking. * 

Pushkin must have got hold of a fairly accurate version, 

perhaps with the English original en regard. 

5. SPONDEES 

Strictly speaking, the spondee—i.e., two adjacent semeia 

bearing exactly the same stress accent (- -) and following 

each other without any break or pause (as might suggest 

to the ear an inner caesura or missed beat)—is an im¬ 

possibility in metrical verse as distinguished from 

cadential or pausative forms. But a kind of false spondee 

(vi - or - d) is not infrequent. 

It should be noted that there are certain disyllabic 

words, implicitly or actually hyphenated, that in a cer¬ 

tain type of speech or under certain emotional condi¬ 

tions can sound like spondees. I have heard Berliners 

pronounce Papa as “pa-pd.” American youngsters, 

especially when stylized on the stage, give the two parts 

of “gee-whiz” practically the same value. And in slow, 

deliberate, ruminant American speech, especially in 

business pronouncements or didactic monologues, such 

a word as “contact” may become “con-tdct.” Any num¬ 

ber of other two-syllable formulas of a similar kind can 

be listed. But the matter is rather of duration and jaw 

action than of accent, and whenever such a word is used 

in metrical verse it is bound to become a trochee or an 

iamb, or a scud, or a tilt; but it never becomes a spondee, 

unless its hyphen snaps and is replaced by a pause. 

“Good God!” Blanche uttered slowly: “Good 
God! Look!” I looked, and understood. 

“Rise! Rise!” I loudly cried to her 
“O rise! Rise!” But she did not stir. 

•Incidentally, Wilson’s original (1. 20) reads: 
“Therefore let us drink unto his memory.” 
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If these lines are to scan at all, their only logical rhythm 

is: 

The force of the meter sorts out the monosyllables in a 

certain, iambic, way, and it would be sheer lunacy on a 

theorist’s part to see “Good God” and “Rise! Rise!” as 

spondees. Thus the first “Rise! Rise!” is a rapid attack on 

a natural iambic scale, whereas the second set sounds 

much more slowly, with the last “Rise” lingering on in 

despair. In whatever way they are pronounced, they 

belong to the meter. 

If we regard the so-called “elegiac pentameter” 

(really a dactylic hexameter with the depressions of two 

feet, third and sixth, missing) as one line: 

— V_/W — W — — VJU — KJ — 

Cynthia, prim and polite, Cynthia, hard to outwit 

then the midway combination of “-lite” and “Cynth-” 

may be regarded as a spondee, but a spondee interrupted 

by the caesura. This is tantamount to considering the 

two hemistichs as two separate verses, each a dactylic 

trimeter with a masculine ending. In result, what we 

call here a spondee is merely the combined effect of a 

strong termination and a strong beginning. 

A similar case may crop up in trochees: 

Pity, if you have a heart, pretty Nancy Brown, 
Who on winter mornings, poor girl, must walk to town. 

The second line is unscannable metrically unless we 

spade the spondee in two and write or hear these verses 

as: 

Pity, if you have a heart, 
Pretty Nancy Brown, 

28 



Notes on Prosody 

Who on winter mornings, poor 
Girl, must walk to town. 

The first verse of a famous, though not very good, 

poem by Tennyson (1842): 

Break, break, break, 

if given to read to a person who does not know the entire 

piece, will probably be scanned as a trio of solid and slow 

beats devoid of any pathetic sense. For all we know, it 

might be a boxing referee talking in his sleep. When, 

however, the dominant rhythm of the poem is known 

beforehand, then its ternary lilt, broken by pauses, 

affects by anticipation the scansion of the first line, which 

may be then scanned either as an anapaestic monometer 

or, more artistically, as an anapaestic trimeter, with the 

depressions missing and replaced by rhythmic pauses. 

For true spondees, we have to go not to metrical verse 

but to cadential ones, in which the tonic scansion of what 

are “irregularities” to the confirmed metrist is of little 

or no interest: 

Gone is Li via, love is gone: 
Strong wing, soft breast, bluish plume; 
In the juniper tree moaning at dawn: 

Doom, doom. 

It should be noted that in metrical verse the false 

spondee, when represented by a hyphenated word or by 

two strong monosyllables, will disclose its metrical lean¬ 

ing as soon as placed in any compartment of an iambic 

or a trochaic line and should not be confused with disyl¬ 

lables that may be accented either fore or aft. A false 

spondee will generally lean toward the iambic, for the 

simple reason that, while its first syllable can take care of 

itself, the second syllable or monosyllable must be espe¬ 

cially strongly stress-accented in order to keep up with its 

predecessor and show what it can do in its turn (this is 
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especially clear when two strong monosyllables coming 

one after the other are identical words). 

In Russian poems false spondees are less frequent than 

in English ones, only because strong monosyllables are 

less frequent. Turning to EO, we find therein a num¬ 

ber of these combinations behaving as English false 
6 j- 

spondees do. Thus hleb-soV (“bread-salt,” meaning 

“hospitality,” “welcome,” “shared repast,” “good 

cheer”) is metrically duplicated by the sounds of “prep 

school” or “ebb-sole” (presumably a kind of fish), and 

gde, gde or tam, tam by “where, where” and “there, 

there” respectively. They may be placed in a trochaic 

medium, but (their inclination being iambic) a split re¬ 

verse tilt will be the only result. 

False spondees occur here and there throughout EO, 

but their presence adds little to variety in modulation. 

In such lines as: 

Five : xvn : 7: Lay, hohot, pen'e, svist i hlop . . . 
Barks, laughter, singing, whistling, 

claps . . . 

Six : xxxix : 11: Ptl, el, skuchal, tolstel, hirel . . . 
drank, ate, was dull, grew fat, 

decayed . . . 

the accents (Lay, Pit) starting the lines are swept off 

their respective feet by the strong current of the iambic 

meter. 

6. ELISIONS 

There are two varieties of elision in English prosody, 

and it is especially the second that enhances richness of 

rhythm (the presence or absence of an apostrophe is, of 

course, merely a typographical detail of no metrical 

significance; but for the linguist its omission in print 
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sometimes throws light on matters of local or periodic 

pronunciation). 

Of these two varieties the first is the rudimentary 

apocopation—i.e., the dropping or slurring of a final 

vowel before an initial vowel in the next word. A stand¬ 

ard English apocope is the metrically suggested reading of 

“many a” as - ^ (instead of - ^ ^). I find it as early as 

c. 1393, in John Gower’s Confessio amantis (bk. Ill, 1. 

605). An especially common apocope is the one involving 

the definite article in such combinations as “th’advice,” 

“th’enemy,” and so forth. It is still used in modern 

metrical verse, but the diacritical sign is dropped, per¬ 

haps because of its association with obsolete and artificial 

forms of poetry. 

The second variety of elision is the contraction that 

implies the elimination from the metrical count of a 

vowel in the middle of a word. Common contractions are, 

for example, words that have ve in the second syllable, 

such as “heaven,” “haven,” “given,” “never,” and so 

forth. A well-known contraction is “flower”—with tacit 

acknowledgment of its French pedigree (flor, flour, 

flew) and its prosodical relationship with such rhymes 

as hour-our (cf. higher-fire). Shakespeare contracted 

not only “flower” and “being” into one semeion each, 

but compressed into two semeia such words as “maiden¬ 

head” and “violet” (“maid’nhead,” “vi’let”). In some 

cases, the strange evolution affecting ve has resulted in 

the formation of a new word, such as “o’er” instead of 

“over.” Among time-honored slurrings is the curious 

case of “spiritual” contracted from four semeia (spir-it- 

u-al) to a disyllable sounding like something between 

“sprichal” and “spirchal,” on the perfectly logical basis 

that if “spirit” is scanned, as it often is, monosyllabically 

(as happens with “merit” and “buried”) and if, say, 

“actual” is scanned “actu’l,” why not contract to one 

semeion each part of “spiritual” (“spir’tu’l”) ? 
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The vowels u and e in the unaccented second syllable 

of trochaic verbs are prone to be elided in participle 

forms (“murm’ring,” “gath’ring,” “gard’ning,” etc.). 

Numerous other cases of elision, such as the loss of the i 

value in “-tion” (another obvious analogy with French), 

come readily to mind and need not be discussed here. In 

result, the employment of tilt and elision can make a 

perfect iambic tetrameter out of a sentence that as 

spoken fits no meter: 

watching the approaching flickering storm 
watching th’approaching flick’ring storm. 

The beauty of the English elision lies neither in the 

brutal elimination of a syllable by an apostrophe nor in 

the recognition of an added semeion by leaving the word 

typographically intact, but in the delicate sensation of 

something being physically preserved by the voice at the 

very instant that it is metaphysically denied by the meter. 

Thus, the pleasure produced by a contraction or a liaison 

is the simultaneous awareness of the loss of a syllable on 

one level and its retention on another and the state of 

balance achieved between meter and rhythm. It is the 

perfect example of the possibility of eating one’s cake 

and having it. 

Indiscriminate apostrophization disfigures elision by 

trying to reconcile eye and ear and satisfying neither. 

Judging by a certain pentametric line in The Canterbury 

Tales (“Twenty bokes, clad in blak and reed”—“Pro¬ 

logue,” 1. 294), I suppose Chaucer pronounced “twenty” 

as “two-enty,” as children still do today, but must a 

printer try to reproduce chance mannerisms or iron out 

blatant errors? Inexperienced Russian versifiers have 

been known to expand oktydbr’ (“October”) and shiptr 

(“scepter”) to ok-tya-ber' and ski-pe-ter—mere prosodic 

mistakes of no interest. 

Elision, properly speaking, does not occur in Russian. 
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Faintly approaching it is the substitution in verse of a 

“soft sign” (transliterated coincidentally by an apos¬ 

trophe) for the valued i before a final vowel in such 

endings as -ante and -enie (analogical to “-ion” endings 

in English). Thus, the contraction of the three-syllabic 

tlenie (“decomposition”) to the disyllabic tlene (I repeat, 

to avoid confusion, that the apostrophe here merely tran¬ 

scribes the soft sign—a letter that looks somewhat like 

a 6 in print or script) may be compared to the slurring of 

the i in “lenient” or “onion.” Pushkin and other poets of 

his time wrote and pronounced koy-kdk (“haphazardly”) 

for kde-kak-, and the archaic omission of the final vowel 

in adjectives, which Pushkin permitted himself now and 

then (start gddi, “olden times,” and tdyna pretest’, 

“secret enchantment,” for stdrie gddi and taynaya 

pretest’), may be regarded as a crude form of elision. 

Otherwise, such metrical pronunciations as zhAv'ronok 

for zhAvoronok (“lark”) and dvoyur'dniy brat for 

dvoyurodniy brat (“first cousin”) are but the blunders 

of poetasters. 

7. THE ORIGINATION OF METRICAL VERSE 

IN RUSSIA 

Iz pamyati izgrtzli gddi, 
Kto i za chtd v Hotine pal; 
No perviy zvuk Hotlnskoy odi 
Nam per vim krikom zhlzni stal. 

—Hodasevich (1938)* 

Years have from memory eroded 
Who perished at Hotin, and why; 
But the Hotinian ode’s first sound 
For us became our life’s first cry. 

*This century has not yet produced any Russian poet surpassing 
Vladislav Hodasevich (1886-1939). The best edition of his 
poems is Sobranie stihov, ed. Nina Berberov (Munich, 1961). 
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In this section I am not concerned with the anonymous 

remnants of medieval narrative poetry in Russia, the 

unrhymed and nonmetrical recitatives, whose form, 

botched by centuries of oral transmission, was, by the 

eighteenth century, when the metrical system was first 

borrowed from the West, incapable of providing indi¬ 

vidual talent with a diction and a technique: 

Chelovecheskoe serdtse nesmfslenno i neuimchivo: 
Prel' stilsya Adam so itwoyu, 
Pozabtti zapoved’ Bozhiyu, 
Fkuslli pldda vinogradnogo 
Ot dtvnogo dreva velikogo . . . 

Literal English translation: 

The human heart is unreasonable and uncontrollable: 
Adam was tempted, with Eve; 
They forgot God’s commandment, 
They tasted the fruit of the grape 
From the wondrous great tree . . . 

These lines (11-15) from a famous recitative piece en¬ 

titled The Tale of Grief and Ill-Fortune (Povest’ o gore i 

zloschastii), written probably about 1625 and preserved 

in a single eighteenth-century MS copy, afford a good ex¬ 

ample of a loose folk rhythm or ritual rhythm that had 

flowed on for anything up to half a millennium, but that 

in the age of Lomonosov had practically no effect at all on 

the evolution of verse form in Russia. Patriotic scholars 

have attempted to find a trochaic rhythm in short-line 

Russian folk songs, but I cannot think of any such piece 

following a regular tonic scheme before the eighteenth 

century had set the metrical tune; the latter happened 

to be congenial to national speech accentuation but was, 

as most of modem Russian culture, a western European 

grafting upon an organism that, in intrinsic poetical 

power, surpassed the models stemming from eighteenth- 

century Germany and France. 
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The origins of a national versification are seldom in¬ 

teresting. Prosody begins to matter only after poets have 

started to use it, and no poets were the makers of ponder¬ 

ous didactic doggerels who in the seventeenth century 

and on the threshold of the eighteenth century rhymed 

unscannable lines of random length, in an abruptly 

Westernized Russia, in an attempt to introduce a Polish 

system of syllabic verse, with strictly feminine rhyme, 

stumbling on in cacophonic couplets. Unendurable dull¬ 

ness settles upon him who peruses these imitations of 

structures, mediocre in themselves and completely alien 

to the rhythm of live Russian. His poor rewards are a 

few chance strains of trochaic lilt audible here and there 

in the otherwise amorphous heptasyllables (not counting 

the feminine terminals) of the learned monk, Feofan 

Prokopovich (1681—1736), and a few curious samples of 

moralistic pieces, in ludicrously incorrect Russian, put 

together by German pedagogues peddling various met¬ 

rical imitations at the Russian court. 

Ry the third decade of the eighteenth century, the 

syllabic line that really threatened to stay was an un¬ 

couth thing of thirteen syllables (counting the obligative 

feminine terminal), with a caesura after the seventh 

syllable: 

Bezumniy prosit vina; zri! mudrost' p'yot v6du. 

The madman clamors for wine; see! wisdom drinks water. 

The marks are there merely to show the accentuation 

of the Russian words; the English counterpart conforms 

exactly to the original. The order of stresses in the 

thirteener went in jumps and jolts and varied from line 

to line. The only rule (followed only by purists) was that 

the seventh, caesural, syllable must bear a beat. Another 

beat, the rhyme stress, fell on the twelfth syllable. It was 

on these two crutches that, as we shall presently see, a 

metrical form hobbled out of its syllabic prison and, cast¬ 

ing away its props, suddenly began to dance. 
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In 1735, Vasiliy Trediakovski (1703-69), a wretched 

rhymester but a man of intuition and culture, published 

a muddled and yet rather remarkable New and Brief 

Method of Russian Versemaking, in which he pro¬ 

posed a theory of metrical versification applicable to 

Russian thirteeners and offered examples composed in 

accordance with this theory. His “Rule First” reads: 

“The Russian heroic line [or “Russian hexameter”] 

consists of thirteen syllables, or six feet.” All these feet 

were, according to him, binaries,* of four species, iamb, 

trochee, “pyrrhic,” and “spondee,” placed in any order 

within the line, except that the last foot (forming the 

feminine rhyme) was always a trochee, and the third 

foot was never a trochee or a “pyrrhic.” 

Now—granted that other misguided metrists had also 

considered the “pyrrhic” and the “spondee” as “feet”— 

Trediakovski’s system of dividing a thirteener into six 

feet might have been all right if he: 

(1) Had postulated that one of the six feet—namely, 

one in the first section (of seven syllables)—should be a 

ternary foot (anapaest, amphibrach, dactyl, or any of the 

fancy varieties of the old pedants), or 

(2) Had transformed his “heroic line” into a feminine¬ 

ending Alexandrine by moving the caesura one syllable 

proximad, thus cutting the line into 3 + 3 feet, with a 

stress on the sixth syllable, and discounting the un¬ 

stressed last syllable of the second section, as being part 

of the (feminine) rhyme. 

Instead, Trediakovski, in order to divide thirteen by 

six without remainder, followed what seemed to him a 

more scholarly course: he disregarded the seventh 

(stressed) syllable of the first (seven-syllable) section, 

calling it a hypercalectic syllable; i.e., a stressed stop (by 

analogy with the time-honored error of counting as a 

*He denounced ternary feet because their use made an “un¬ 
seemly scamper” of Russian verse! 
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caesural stop, and not as the normal ictus of a truncated 

dactylic foot, the third stress in the so-called elegiac 

pentameter (see p. 28). 

According to his system, the following typically syl¬ 

labic couplet would have to be scanned as a first line con¬ 

sisting of a medley of myths: two iambs, a pyrrhic, the 

caesural stop syllable, a spondee, an iamb, and a trochee; 

and a second line consisting of another assemblage: 

three iambs, the caesural stop syllable, two iambs, and a 

trochee: 

W X w X STOP 

The mad- man cla- mors for wine; see! wis- 

dom drinks water; 

The pant- 

v-» — 

ing rake 
W — 

arrives 

is thrift’s daughter. 

STOP w X 

late; success 

Trediakovski continues thus: “However, the most per¬ 

fect and best verse is a line that consists solely or mainly 

of trochees, whereas a line consisting solely or mainly of 

iambs is a very bad one.” 

The first part of this passage was an epoch-making 

statement. Trediakovslu’s attack on the iamb is readily 

explained by the fact that he so labeled an arbitrarily 

chosen component of a heterogeneous line broken by a 

gap no iamb could bridge. Well might he find fault with 

such doggerel rhythms as I have mimicked above. 

It is also of no consequence that he saw his trochaic 

line as a combination of trochees and “pyrrhics,” with 

the beat of the seventh syllable not counted as part of a 

foot. This omission did not distort the trochaic meter, for 

the simple reason that what he omitted was really a 

trochee truncated by a masculine termination. His 

faulty theories were redeemed by the “elegies” he sub¬ 

mitted as examples; they possess no literary merit but 
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contain the first trochees deliberately composed in Rus¬ 

sian, and prefigure, if not inaugurate, the metrical 

system. 

His Elegy II (1735), 11. 79-82, reads: 

Dolgovatoe litso i rumyd.no bilo, 
Beliznoyu zhe svoey vsyo prevoskhodllo; 

Bud,' na belost' zrlsh' litsa, to lilei zryatsya, 

Na rumyanost' bude zrlsh', rdzi to krasyatsya. 

Elongated was her face and of rosy brightness, 
While surpassing everything by its lily whiteness; 
When its whiteness you regard, lilies it discloses, 
When its color you regard, lovely are its roses. 

In each of these lines the thirteen-syllable abomination of 

the schoolman was metamorphosed, and what emerged 

was not one metrical line, as Trediakovski thought, but 

two trippingly scudded verses—a trochaic tetrameter 

(with a masculine termination) and a trochaic trimeter 

(including a feminine rhyme at the end): 

When its whiteness you regard, 
Lilies it discloses; 
When its color you regard, 
Lovely are its roses. 

The birth of the iambic tetrameter, to which we now 

must turn, was not a consequence of the breaking up of 

the Russian heroic line—a trochaic potentiality to begin 

with. The favorite meter of later poets is heard raising its 

melodious voice now and then in syllabic verse as an un¬ 

differentiated variation of the nonasyllable. Thus, in a 

“cantata” consisting of syllabic lines of varying length, 

mostly unscannable, that Trediakovski, in his pre- 

metrical period, knocked together on the occasion of 

Empress Anna’s coronation (July 30, 1730), there is an 

accidental modicum of adjacent metrical verses such as: 

Fospleshchem gromko i rukami, 

Zaskachem veselo nogami . . . 
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With hands, too, loudly let’s be clapping, 
With feet let’s merrily be hopping . . . 

which are ordinary iambic tetrameters scudded on the 

third foot. * But the introduction of the iambic tetram¬ 

eter as an emphatic and conscious act, and the establish¬ 

ment of a clearly and correctly expressed metrical system 

of Russian prosody, were not owing to Trediakovski. He 

may be deemed the sponsor of the trochee. The god¬ 

father of the iambic tetrameter is the famous reformer 

Lomonosov. 

In September, 1739, in a “Letter about the Rules of 

Russian Versification” (first published in 1778), which 

Mihail Lomonosov (1711—65) sent (from the German 

university town of Freiburg, where he was studying 

metallurgy) to the members of a philologic committee at¬ 

tached to the Academy of Sciences in St. Petersburg, he 

advocated the total adoption of the metrical system and 

added as a separate illustrative item the first Russian 

poem, an ode, entirely and deliberately composed in 

iambic tetrameters. This is the Ode to the Sovereign of 

Blessed Memory Anna Ioannovna on the Victory over 

the Turks and Tatars and on the Taking of Hotin (or 

Kliotin, a fortress in Bessarabia, SW Russia, formerly an 

old Genoese citadel, restored by the Turks with the 

assistance of French engineers, and stormed by Russian 

troops on Aug. 19, 1739). The MS of this piece, now 

known as The Hotinian Ode, is lost. Scattered fragments 

of its initial text are quoted by Lomonosov in his manual, 

*Just as in the Northumbrian Psalter, of four and a half cen¬ 
turies ago, we find, here and there, iambic tetrameters, some 
of which are scudded on the third foot, such as “Of mouth 
of childer and soukdnd [sucklings]”—Psalm 8,1. 5. See also the 
beginning of the so-called “Tale of a Usurer” in the Sunday 

Homilies of c. 1330, in which a Scud 11 occurs: 

“An h61i min biydnd the se 
Was bfschop of a gret cite.” 
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A Brief Guide to Rhetoric, 1744 (pars. 53, 54, 79, 100, 

105, 112) and 1748 (pars. 68, 163, 203). The Ode was 

published by Lomonosov, in a revised edition (revised 

both in matter and manner, to judge by the fragments in 

his Guide to Rhetoric), only in 1751 (Collection of Various 

Works by Lomonosov), though it seems to have been 

known to the curious long before that. It is in stanzas of 

ten iambic tetrameters rhymed babaccedde (as usual in 

my notation, the vowels represent feminine rhymes). 

In this particular ode the rhyme scheme reverses the 

feminine-masculine sequence (ababeeciic) of the usual 

French ode of ten-verse stanzas (inaugurated by Ron- 

sard, popularized by Malherbe), which Lomonosov used 

as a stanza model, and of the later odes by Lomonosov 

himself and by Derzhavin, his great successor. 

In its preserved form of 1751 The Hotinian Ode begins: 

Vostorg vnezapniy um plenil, 

Vedyot na verh gort visokoy 

Gde vetr v lesah shumet' zabtl; 

4 V doline tishina glubokoy; 

Vnimaya nechto, klyuch molchit, 

Kotoriy zavsegda zhurchit 

I s shumom vriiz s holmov stremitsya. 

8 Lavrovi v'yutsya tdm ventst, 

Tam shih spcshit vo vse kontst; 

Daleche dim v poly ah kurltsya. 

A sudden rapture thralls the mind, 
leads to the top of a high mountain 
where wind in woods forgets to sound; 

4 there is a hush in the deep valley; 
to something listing silent is 
the spring that murmured all the time 
and down the hills with noise went surging; 

8 there, laurel crowns are being wound; 
there, hastes a rumor to all points; 
smoke in the fields afar is rising. 

The fountain is Castalia, on Mt. Parnassus. 
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This 1751 version of The Hotinian Ode has rather fre¬ 

quent scuds—for example, in II (a modulation that 

Lomonosov held in better favor than did Pushkin): 

41 Ne med' li v chreve ittni rzhydt 

I, s seroyu kipya, klokochet? 

Ne ad li tydzhki uzi rvyot 

I chelyusti razinut' hochet? 

Does brass in Etna’s belly neigh 
And bubble, with the sulphur boiling? 
Is Hades tearing heavy chains, 
Endeavoring his jaws to open? 

I have kept the literal sense and the rhythm but have 

sacrificed to their retention the alternate, masculine and 

feminine, rhymes. The word “neigh” is taken in the 

old sense, both English and Russian, meaning “to make 

a loud, harsh, jarring, and jeering sound.” (In modern 

Russian rzhanie, “neighing,” would apply only to the 

voice of a horse, or, vulgarly, to a succession of human 

guffaws.) 

The rhyme sequence babaccedde in the odic stanza of 

ten lines (as used in The Hotinian Ode, 11. 41-50, in 

which the terminals are rzhydt, klokdchet, rvydt, hdchet, 

rabt, rvt, brosdet, nardd, boldt, derzdet-, * the cc rhyme 

here is a poor one, as will be explained further) follows 

not the musical French alternation that begins on a 

feminine rhyme and ends in a masculine one (ababeeciic, 

as used, for instance, by Malherbe and Boileau), but 

German models in the odic department (in other re¬ 

spects, imitations of French, of course), which also pro¬ 

vided Lomonosov with the predominance of scudless 

lines that he advocated in his early metrical theories. 

The babaccedde alternations are found, for example, in 

an ode by Johann Christian Gunther (1695-1725), Auf 

*In English: neighs, bubbles, tears, wishes (all verbs), slave 
(fem. gen.), fosses, throws, people, marshes (gen.), dares. 
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den zwischen Ihre Rom. Kaiserl. Majestdt und der 

Pforte An. i~i8 geschlossenen Frieden, a formidable en¬ 

gine of five hundred verses dedicated to the peace con¬ 

cluded between Austria and Turkey (July 21, 1718). It 

has less than twenty per cent of scudded lines (not 

counting a few semiscuds). For example, 11. 11-20: 

Die Walstatt ist noch nass und lau 
Und stinkt nach Tiirken, Schand und Leichen. 
Wer sieht nicht die verstopfte Sau 
Von Asern faul und muhsam schleichen? 
Und dennoch will das deutsche Blut 
Den alten Kirchhof feiger Wut 
An jungen Lorbeern fruchtbar machen, 
Und gleichwohl hort der dicke Fluss 
Des Sieges feurigen Entschluss 
Aus Morsern und Kartaunen krachen. 

Using my modification of the Belian system of notation 

(see p. 15), we have: 

1 11 in IV 

0000 

0000 

oxoo 
0000 

0000 
0000 
0000 
0000 
ooxo 
oxoo 

There are a Scud II in 11. 13 and 20 and a in in 1. 19. 

The Hotinian Ode, although reversing the French 

order of rhymes (followed by Lomonosov in his later 

odes and in an earlier effort of his, in trochaic tetrameter, 

October, 1738, an imitation of an ode by Fenelon), con¬ 

tains in the quoted lines clumsy echoes of the imagery in 

the third stanza of Boileau’s Ode sur la prise de Namur 

(1693; an imitation in style of Malherbe’s ode Au Roy 
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Henry le Grand, sur la prise de Marseille,* composed 

1596, pub. 1630), 11. 21-30: 

Est-ce Apollon, et Neptune 
Qui sur ces Rocs sourcilleux 
Ont, compagnons de fortune, 
Basti ces murs orgueilleux? 
De leur enceinte fameuse 
La Sambre unie a la Meuse 
Deffend le fatal abord, 
Et par cent bouches horribles 
L’airain sur ces monts terribles 
V6mit le fer, et la mort.f 

Among the fragments (1744-48) of The Hotinian Ode 

we find such archaic lines as: 

Pretit' ne mogut ogn', voda, 

Orlitsa kah parit tuda 

which can be rendered in sixteenth-century English: 

Her can ne flame, ne flood retard 
When soars the eagless thitherward. 

Like all Lomonosov’s verses, The Hotinian Ode has 

little poetic merit, but prepares the advent of Derzhavin, 

who was the first real poet in Russia. It should be noted 

that despite the clumsiness of Lomonosov’s idiom, with 

its obscure banalities and perilous inversions of speech, 

’That particular ode by Malherbe, and Boileau’s poem, happen 

to be not in octosyllabics (as French odes generally are) but 

heptasyllabics, thus corresponding, in Russian or English, not 

to iambic but to trochaic tetrameters. The first Russian ode 

(1734), Trediakovski’s Ode on the Surrender of the Town of 

Gdansk (Oda o sdache goroda Gdanska, referring to Danzig 

taken by the Russians in a war with Poland, 1734), in syllabic 

verse, is also an imitation of Boileau’s piece, and was present 

at the back of Lomonosov’s mind in the course of composition. 

•j-The insipid rhymes sourcilleux—orgueilleux and horribles— 

terribles contrast oddly with the rich rhymes Neptune- 

fortune and fameuse-Meuse, both of which, however, were at 

least a century old in 1693. The two gods mentioned helped to 

rebuild the walls of Troy. 
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his iambic tetrameter already includes all the modu¬ 

lations that Derzhavin, Batyushkov, Zhukovski, and 

Pushkin brought to such perfection. At first Lomonosov 

deemed scuds good only for light verses, but in the mid- 

i 740’s gave in and sparingly used all the types of scuds 

we know. He was the first Russian to allow cross rhyme. 

To be quite exact, actual priority in the inauguration 

of the Russian iambic tetrameter should be given not to 

the fragments of The Hotinian Ode found scattered 

through the Rhetoric, but to a sample of this meter sup¬ 

plied by Lomonosov in his letter of 1739 (and marked by 

a subtle, perhaps unconscious, use of the same “fair- 

face” imagery as that in Trediakovski’s sample trochaic 

lines of 1735). This very first Russian iambic tetrameter 

goes: 

Beleet budto sneg litsom . . . 

in which Beleet=he, she, or it “looks white,” or “is fair¬ 

skinned,” or “whitens” (intr.); budto=“as if,” “similar 

to”; sneg=“snow”; litsom = instr. of litso, “face”; cor¬ 

responding to “in face” or “of face.” The closest transla¬ 

tion allowed by the meter would be: 

Appears as white of face as snow . . . 

A little further, in the same letter, Lomonosov devises 

an example of a scud in the regular iambic tetrameter 

(at the time he approved of these “pyrrhic” liberties only 

in “songs”): 

Tsvctt, rumydnets umnozhayte! 

The first word means “flowers,” the second, “rosy com¬ 

plexion” (cf. Trediakovski’s less colloquial rumydnost'), 

and the third is “augment” (pi. imp.). 

Ye blooms, augment your coloration. 

The samples of other meters that Lomonosov gives in 

his letter look similar, as if stills were taken of them 

while they hovered above an unknown context; but one 
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of his illustrations—namely, that of a dactylic hexameter 

—makes at least pleasing sense: 

V'yotsya krugami zmiya po trave, obnovivshis' v 

rasseline . . . 

Windeth in circles a snake through the grass, in 
a crack having molted . . . 

I have not managed to keep the dactylic ending, but the 

feminine one is the one used by Zhukovski and Pushkin 

in this measure. 

Of tremendous interest to the student of Russian 

prosody is a forty-four-line song (beginning Gde ni 

gulydyu, ni hozhu, “Wherever ramble I or go,” Grust' 

prevelikuyu terplyu, “I bear immeasurable woe”), 

which one of Boileau’s Russian followers, Aleksandr 

Sumarokov (1718—77), produced in 1759, when, with 

Trediakovski’s trochees and Lomonosov’s iambs, the 

metrical system had triumphed over the syllabic one. 

This lyrical poem, a stylized peasant girl’s love chant, is 

of little artistic worth but reveals a singular purity of 

phrasing, superior to the more imaginative but also 

more awkward idiom of Lomonosov. In it Sumarokov 

attempts to blend the liberties of stress, characteristic of 

the syllabic octosyllable, with a scansion that is prac¬ 

tically an iambic one. To an iambically trained ear catch¬ 

ing the rhythm of the first two verses, the entire piece 

sounds exactly like the Russian counterpart of an English 

poem in which the first foot, and the first foot only, is be¬ 

ing boldly tilted in every line. There are as many as 

twenty duplex tilts, and even one long tilt, in it, while 

all the rest of the lines are split-tilted with various de¬ 

grees of sharpness. Of the duplex tilts only one belongs 

to the small group of “neutral” words (1. 52, Pi on 

pdverhu pliiydt, “Whether upon the surface floats”). 

The others are such disyllables as vesel (1. 23) and tuzhit 

(1. 29): 
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Vesel li tt, kogdd so mndy? 

Merry are you when you’re with me? 

Tuzhit li v toy on storone? 

Grieving is he in yonder land? 

The long tilt is in 1. 18, Sdelalsya mil mne kak dushd, 

“Lovable grew he as my soul.” Unfortunately, Suma- 

rokov’s tilts proved stillborn. This and other poems of his 

were rejected as syllabic fossils by the next generation, and 

not a single Russian poet, except one or two innovators 

of today, ever dared use the free duplex tilt that had 

been accidentally introduced by the rhythm of Suma- 

rokov’s curious experiment in meter. 

8. DIFFERENCE IN MODULATION 

The first thing that strikes the student visually when he 

compares Russian verse structures to English ones is the 

lesser number of words that go to form a Russian line 

metrically identical to an English one. This feature is 

owing both to an actual preponderance of polysyllables 

in the Russian language and to the inflective lengthen¬ 

ing of its monosyllables such as nouns and verbs. Certain 

disyllabic forms, such as most nonmasculine nouns of two 

syllables, remain of that length despite inflective altera¬ 

tions (except in the instrumental plural, when a syllable 

is added); and, on the other hand, certain participial 

adjectives are capable of such a hypertrophy of caudal 

segments as to make them uncontainable within a tetra- 

metrical line. 

Generally speaking, it is only the lower words, such 

as prepositions and conjunctions, not affected by inflec¬ 

tion, that can be readily compared to their English 

counterparts as represented in verse. But even this is 

sometimes not possible, since another extreme is ob¬ 

tained in Russian through the scriptorial dwindling of 
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three common Russian words to metrical nothings in the 

case of the prepositions k (“to”), s (“with”), and v 

(“in”), which as such (i.e., not lengthened to ko, so, vo, 

as they are for euphonic reasons before certain words) 

are not monosyllables at all, but ethereal consonants 

that are allowed a discrete existence only by grammatical 

courtesy. I hope that in the revised, and romanized, Rus¬ 

sian script of the future these consonantal prepositions 

will be connected with the mother word by means of a 

hyphen (v-dushe, “in the soul”). 

The predominance of polysyllables in Russian verse 

(as compared to the prodigious quantity of monosyllabic 

adjectives and verbs in English) is basically owing to the 

absence of monosyllabic adjectives* in Russian (there is 

only one: zloy, “wicked”) and a comparative paucity of 

monosyllabic past tenses among the verbs (e.g., pel, 

“sang”), all of which, adjectives and verbs alike, are 

lengthened by number, declension, conjugation, and 

nonmasculine gender. Inflection also results in the com¬ 

paratively rare occurrence of lower words corresponding 

to those that speckle English verse and pullulate in Eng¬ 

lish speech, although of course, in a stanza or short poem 

in which the notions of altitude, confrontation, or 

distance happen to predominate, the occurrence of na 

(“on”), nad (“above”), pod (“under”), pred or pered 

(“before”), ot (“from”), do (“to”), and so forth would 

be as frequent as in English. And last but not least, the 

quantity of words in the line is affected by the non¬ 

existence of Russian words exactly corresponding to the 

English definite and indefinite articles. 

In result of all these facts, a Russian who wants to say 

“the man” uses only one word, but this word is a tri¬ 

syllable: chelovdk. Its dative, “to a man” or “to the man” 

or “to man,” is cheloveku or k cheloveku—four syllables. 

Dushd is “soul”; and “in the soul” is vdushe—two sylla- 

*See Author’s Note, p. vii. 
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bles. Very seldom, in translations from Russian into 

English and vice versa, can one monosyllabic noun be 

rendered by another. Some comfort is afforded in this 

respect by the coincidences dni and “days,” sni and 

“dreams,” mir and “peace,” and a few others, but the 

singular son is “a dream” or “the dream”—two syllables 

—and sna is “of the dream”—three syllables. And al¬ 

though we can find quite a few long adjectives in Eng¬ 

lish to match those of five, six, and seven syllables that 

are so abundant in Russian, it will be immediately clear 

from a comparative study of serious English and Russian 

poets, especially those of the nineteenth century, that 

because of associations with the burlesque genre the 

lyrical English poet will use conspicuous polysyllables 

warily, sparingly, or not at all, whereas the Russian 

lyricist, especially one of Pushkin’s time, who has no 

such worries, will feel a natural melodic association be¬ 

tween, say, the melancholy of love and polysyllabic epi¬ 

thets. In consequence, the mark of a first-rate performer 

of the time—the 1820’s, when the Russian iambic 

tetrameter was at its highest level of popularity with 

minor and major poets*—was the two-word or three- 

word technique; i.e., the art of making a minimum of 

words shape the line. This I term the “full line.” The 

natural colloquial falling into place of large words coin- 

*A decline of poetry set in after the time of Tyutchev (1803— 

73), despite the continued existence of two other major poets, 

Nekrasov (1821-77) and Fet (1820-92), neither of them a 

master of iambic tetrameter. The revival of poetry in the first 

two decades of this century was also marked by a revival of the 

meter in question; but a tendency has arisen among serious 

poets in recent years to give the form a greater concentration 

of meaning, sometimes at the expense of melody, owing per¬ 

haps to one’s irritation by the upstart modulations used by a 

generation of rhymesters who easily caught the scudding 

knack after Belly's work (1910), which found in scudding a 

separative agent to distinguish genius from mediocrity in the 

untheorizing past. 
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cides with an absence of gap fillers and lame monosylla¬ 

bles and results in a surge of scuds, so that, in the nine¬ 

teenth century, a high rate of scuds became a sign of 

expert handling in matters of poetical idiom. 

Masculine full lines in EO are limited to twenty-one 

combinations of three words and to six of two words (the 

additional possibility 1 + 7, involving the unpleasant 

I—II scud, was not used in Pushkin’s day). The following 

are random samples typical of Pushkinian intonations 

in EO: 

2 + 5 + 1: Ego toskuyushchuyu len' [One : vni : 8; which 
means “his fretting indolence” (acc.)] 

2 + 4+2: Vdalt Italiisvoey [One : vm : 14; which means 
“far from his Italy”] 

3 + 4+1: Zhelaniy svoevol'niy r6y [One : xxxii: 8; which 
is best rendered by the eighteenth-century 
French “Des desirs le volage essaim”] 

1 +4+3: Chtob epigrd.fi razbirat' [One : Vi : 4; which 
means “in order to make out epigraphs”] 

7+ 1: Zakonodatel'nitse zal [Eight : xxvm : 7; which 
means “in the legislatrix of salons”] 

6 + 2: Ostanovilasya ona [Five : XI : 14; the first 
word means “stopped,” and the second 
“she” (one wonders by means of what mirac¬ 
ulous circumlocution an English versifier 
might manage to compose a double-scud 
iambic tetrameter merely meaning “she 
stopped”)] 

The number of two-word or three-word lines is about 

thirty per cent in EO, to judge by a number of random 

samplings. In samplings from English poets, it rises 

from zero to barely five per cent. Among poets who use 

full lines more often than most English poets do, we find: 

2 + 3 + 3: Suspends uncertaine victorie [Donne, The 
Extasie, 1. 14] 

2 + 6: Upon Impossibility [Marvell, The Definition of 
Love, I. 4] 

4+2 + 2: Magnanimous Despair alone [ibid., 1. 5] 
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and so forth; but in romantic poets, a natural contempt 

for Hudibrastics restrains somewhat the urge toward the 

formation of full lines. * 

We can now sum up the main differences in modula¬ 

tion between English and Russian iambic tetrameters as 

used by major poets, f 

English 

(1) Scudless lines predominate over scudded ones in 

any given poem. In exceptional cases, at the maximal 

frequency of scudded lines, their number is about equal 

to that of scudless lines. 

(2) Sequences of scudded lines are never very long. 

Five or six in a row occur very seldom. As a rule, they 

merely dot the background of scudless series instead of 

forming sustained patterns from line to line. 

(3) Scuds are frequently associated with weak mono¬ 

syllables, duplex tilts, and scudded rhymes (Scud rv). 

(4) Scud I and Scud n occur about as frequently as 

Scud III but often tend to predominate, with Scud IV 

comparatively a rarity. The line is weighted accentually 

toward its end. 

‘Paradoxically enough, it is to English that we must go to find 

instances, in minor poetry, of a tetrameter made up entirely of 

one word. I am thinking of T. S. Eliot’s Mr. Eliot's Sunday- 

Morning Service, which begins with the (apparently, jocular) 

line: “Polyphiloprogenitive.” This, of course, can be (but 

never has been) duplicated in Russian; e.g., polupereimenovdt' 

(which means “to rename incompletely” and illustrates the ad¬ 

ditional metrical feat, impossible in English, of obtaining three 

scuds in a row instead of the scud, semiscud, accented stress- 

scudded terminal of the English example), 

f Among major Russian poets, the greatest masters in the form 

were, in the nineteenth century, Pushkin and Tyutchev and, 

in the twentieth, Blok and Hodasevich. Lermontov’s iambic 

tetrameters do not reflect his genius at its best, even in his 

celebrated Demon. Baratinski and Yazi'kov are often men¬ 

tioned with the major poets as tetrametric performers, but the 

first was definitely a minor poet and the second a mediocre one. 
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(5) Feminine rhymes are scarce, insipid, or burlesque. 

(6) Elisions are more or less frequent. 

Russian 

(1) Scudded lines greatly predominate over scudless 

ones. 

(2) Scuds often form linked patterns from line to line, 

for half a dozen lines in a row and up to twenty or more. 

Scudless lines rarely occur in sequences above two or 

three lines in a row. 

(3) Scuds are frequently associated with the unac¬ 

cented syllables of long words. Apart from the few ex¬ 

ceptions noted, there are no duplex tilts. Rhymes are not 

scudded (absence of Scud iv). 

(4) Scud III greatly predominates over other scuds. 

The line is weighted accentually toward its beginning. 

(5) Feminine rhymes are as frequent as masculine 

ones and add extrametrical music to the verse. 

(6) There are, strictly speaking, no elisions of any 

kind. 

9. EXAMPLES OF MODULATIONS 

English meter came into being almost four centuries be¬ 

fore Russian meter did. In both cases, modulation was 

bom with the measure. Among the tetrameters of 

Chaucer’s The Hous of Fame (1383-84), there are 

trochaic and iambic lines that contain all the scuds of 

later poets, although as usual with English poets the 

basic pattern is the scudless line and not, as in Russian, 

the third-foot scud. In The Hous of Fame we find a few 

third-foot scuds (1. 352, “Though hit be kevered with 

the mist,” or 1. 1095, “Here art poetical be shewed”), a 

few second-foot scuds (1. 70, “That dwelleth in a cave of 

stoon”), a few combinations of second-foot and third- 

foot scuds (1. 223, “And prevely took arrivage”). It dis- 
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plays such rhythmic formulas as, for example, the 

famous one based on two sonorous names (1. 589, “Ne 

Romulus, ne Ganymede”), which probably every Eng¬ 

lish poet who favored the tetrameter has used once or 

twice, down to our own times. Even tilts are present 

(1. 605, “ ‘Gladly,’ quod I. ‘Now wel,’ quod he”), but 

they are still rare, for when faced with the necessity of 

using an initial strong monosyllable or a strongheaded 

disyllable, old poets often preferred to switch for a verse 

or two from the dominant iambic meter to a trochaic 

one (i.e., to a line shorter by one, initial, syllable) rather 

than to tilt the iambic foot. 

It is not my intention here to outline, even cursorily, 

the history of the English iamb. But a few disjointed 

observations may be of some use. 

I think that on the whole the iambic tetrameter has 

fared better in Russia than in England. The Russian 

iambic tetrameter is a solid, polished, disciplined thing, 

with rich concentrated meaning and lofty melody fused 

in an organic entity: it has said in Russian what the 

pentameter has said in English, and the hexameter in 

French. Now, on the other hand, the English iambic 

tetrameter is a hesitating, loose, capricious form, always 

in danger of having its opening semeion chopped off, or 

of being diluted by a recurrent trimeter, or of developing 

a cadential lilt. The English form has been instrumental 

in producing a quantity of admirable short poems but 

has never achieved anything approaching, either in 

sheer length or artistic importance, a stanzaic romance 

comparable to Eugene Onegin. The trouble is that with 

the English iambic tetrameter the pendulum of its pur¬ 

pose swings between two extremes—stylized primitivity 

and ornate burlesque. The scudless or nearly scudless 

iambic tetrameter has been consistently looked upon by 

English poets and critics as something characteristic of 

the “folk ditty” and conducive to an effect of “simplic- 
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ity” and “sincerity.” Now, this kind of thing is a serious 

obstacle to the evolution of an art form. I am aware that 

the specious terms “simplicity” and “sincerity” are con¬ 

stantly employed in a commendatory sense by well- 

meaning teachers of literature. Actually, of course, no 

matter how “simple” the result looks, true art is never 

simple, being always an elaborate, magical deception, 

even if it seems to fit in well with an author’s tempera¬ 

ment, ideas, biography, and so forth. Art is a magical 

deception, as all nature is magic and deception. To speak 

of a “sincere” poem or picture is about the same thing as 

to call “sincere” a bird’s mating dance or a caterpillar’s 

mimetic behavior. 

By the seventeenth century, the English iambic 

tetrameter, in the hands of some performers of genius, 

becomes capable of elaborate music while treating 

frivolous as well as metaphysical themes. But at this his¬ 

torical point a disaster takes place. The emancipation of 

the iambic tetrameter in England becomes associated 

with the tendency toward Hudibrastics. Even the ex¬ 

ceptionally artistic poetry of Marvell tends fatally to 

lapse into the atrocious genre associated with Samuel 

Butler’s burlesque. This kind of stuff—the boisterous 

and obscure topical satire, the dismally comic, mock- 

heroic poem, the social allusion sustained through 

hundreds of rhymed couplets, the academic tour de 

force, and the coy fugitive verses—is something in¬ 

trinsically inartistic and antipoetical since its enjoyment 

presupposes that Reason is somehow, in the long run, 

superior to Imagination, and that both are less important 

than a man’s religious or political beliefs. It has nothing 

to do with wit, but has a great deal to do with a certain 

persistent strain of mental archness that in modern times 

is so painfully audible in much of Mr. T. S. Eliot’s work. 

The sad fact is thus that the English iambic tetrameter, 

despite the genius of some great poets who made it sing 
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and shimmer, has been maimed for life by certain, still 

thriving, trends and forms such as light verse (e.g., more 

or less elegant rearrangements of conventional images 

and ideas), the burlesque or mock-heroic genre (a dread¬ 

ful category that includes political and scholarly romps), 

didactic verse (comprising not only catalogues of natural 

phenomena but also various ‘ ‘meditations ’ ’ and ‘ ‘hymns ’ ’ 

reflecting the standard ideas and traditions of organized 

religious groups), and various junctions and overlappings 

of these three main varieties. 

This is not to say that there are not many tetrametric 

masterpieces in English. Some of the following samples, 

to which diagrams of modulations are appended, come 

from immortal productions unsurpassed in any language 

by poems belonging to the same category. These samples 

are followed by diagrams of EO rhythms. 

In all the diagrams, a scudless foot is designated by an 

O and a scudded one by an X. Semiscuds (such as the 

word “when”) are treated as regular beats. Duplex tilts 

are italicized in the text (e.g., in the second sample, 1. 6). 

Split tilts (e.g., in the same sample, 1. 5) are not italicized. 

False spondees (ibid., 1. 2) are not marked in the dia¬ 

grams, even when so topheavy as to border on the split 

tilt (e.g., in the sixth sample, 1. 8, or in the sixteenth, 

1. 1). 

1. Henry Howard, Earl of Surrey (i5i7?~47), The 

I II m IV Lover Describeth His Restiess State: 

0 0 0 0 i As oft as I behold, and see 
0 0 X 0 The sovereign beauty that me bound; 
0 0 0 0 The nigher my comfort is to me, 
0 0 0 0 Alas! the fresher is my wound. 
0 0 0 0 As flame doth quench by rage of fire, 
0 0 0 0 And running streams consume by rain 
0 0 0 0 So doth the sight that I desire 
0 0 0 0 Appease my grief and deadly pain. 
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In this poem of forty-five lines, with from twenty-six 

to thirty-one words in each of its nine quatrains, there 

is only one word that has more than two syllables. In 

the fourteen lines given above, there are ninety-seven 

words, a number that is interesting to compare with 

the eighty words in a reasonably well-scudded English 

sample or with the Russian average of about fifty in a 

fourteen-line stanza of EO. 

Like as the fly that see’th the flame, 
And thinks to play her in the fire; 
That found her woe, and sought her game 
Where grief did grow by her desire. 
First when I saw those crystal streams, 

14 Whose beauty made my mortal wound . . . 

n. William Shakespeare (1564-1616), Sonnet CXLV 

(1609): 1 

1 Those lips that Love’s own hand did make o 
Breathed forth the sound that said “I hate” o 
To me that languish’d for her sake; o 
But when she saw my woeful state, o 
Straight in her heart did mercy come, x 
Chiding that tongue that ever sweet x 
Was used in giving gentle doom, o 
And taught it thus anew to greet; o 
“I hate” she alter’d with an end o 
That follow’d it as gentle day o 
Doth follow night, who, like a fiend, o 
From heaven to hell is flown away; o 

‘‘I hate” from hate away she threw, o 
14 And saved my life, saying “not you.” o 

In this elegant little sonnet (Shakespeare’s only 

tetrametric one) the reader should note the comparatively 

high rate of scudding and, in the last line, the compara¬ 

tively rare third-foot duplex tilt, here eased in by means 

of a concettic alliteration. 
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in. JohnDonne(1572-1651), TheExtasie(pub. 1633): 

37 A single violet transplant, 
The strength, the colour, and the size, 

(All which before was poore, and scant,) 
Redoubles still, and multiplies. 

When love, with one another so 
Interinanimates two soules, 

That abler soule, which thence doth flow, 
Defects of lonelinesse controules. 

Wee then, who are this new soule, know, 
Of what we are compos’d, and made. 

For, th’Atomies of which we grow, 
Are soules, whom no change can invade. 

But O alas, so long, so farre 
50 Our bodies why do wee forbeare? 

A certain interesting eccentricity marks the rhythm 

of Donne, who has been somewhat overrated in recent 

years by lovers of religious verse. I have been slightly in¬ 

fluenced in the choice of this particular passage by the 

presence of the very rare variation I + II, which, however, 

is a little impaired by the possibility of substituting a 

secondary accent for the second scud. There are plums in 

the rest of the pie; e.g., 1. 29, “This Extasie doth un¬ 

perplex,” = n+m, and 1. 66, “T’affections, and to 

faculties,” = 11+IV. The apostrophization of the ugly and 

trite elision in the second example is a mannerism of the 

time. 

iv. John Milton (1608-74), L' Allegro (c. 1640): 
' 

103 She was pincht, and pull’d she sed, 
And he by Friars Lanthorn led 
Tells how the drudging Goblin swet, 
To ern his Cream-bowle duly set, 
When in one night, ere glimps of morn, 
His shadowy Flale hath thresh’d the Corn 
That ten day-labourers could not end, 
Then lies him down the Lubbar fend. 
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And stretch’d out all the Chimney’s length, o 
Basks at the fire his hairy strength; x 
And Crop-full out of dores he flings, o 
Ere the first Cock his Mattin rings. x 
Thus don the Tales, to bed they creep, o 

116 By whispering Windes soon lull’d asleep. o 

It is not easy to find a sustained sequence of iambic 

tetrameters in Milton, who deliberately interrupts their 

flow by beheading the iamb every time it begins to 

domineer. Cadential verse for him, as for Coleridge and 

Keats, was a great and fertile temptation. This extract 

from a resplendent masterpiece (1. 112 is one of the best 

in English poetry) is not very abundantly scudded, but 

extra modulation is achieved by means of the contrac¬ 

tions so characteristic of Milton’s style: 1. 108, “His 

shadowy Flale ...”;1. 109, “Thatten day-labourers .. 

and 1. x 16, “By whispering Windes . . .” 

V. Samuel Butler (1612-80), Hudibras, pt. I (pub. 

1662), can. I: 1 

187 For his Religion it was fit o 
To match his Learning and his Wit: o 
’Twas Presbyterian true blew, x 
For he was of that stubborn Crew o 
Of Errant Saints, whom all men grant o 
To be the true Church Militant: o 
Such as do build their Faith upon x 
The holy Text of Pike and Gun; o 
Decide all Controversies by o 
Infallible Artillery; o 
And prove their Doctrine Orthodox o 
By Apostolick Blows and Knocks; x 
Call Fire and Sword and Desolation, o 

200 A godly-thorough-Reformation ... o 

Hudibras teeters, of course, on the verge of jingle; in 

fact, it is the very parade of this teetering that barely 

saves it from hopeless topicality; but I give a sample of 
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the stuff because it displays one of the standard uses— 

the journalistic, mock-heroic genre—to which English 

and German satirists have put the most poetical of 

meters. The passage is scudded ostentatiously and vul¬ 

garly (a symptom of this is the frequency of iv). A rich 

scudding of iambic tetrameters is fatally associated in 

the English mind with jocose forms of minor poetry and 

with the same suggestion of verbal intemperance that 

makes the fancy rhyme odious in English. 

VI. Andrew Marvell (1621-78), To His Coy Mistress 

1 II III IV (pub. 1681): 
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1 Had we but World enough, and Time, 
This coyness Lady were no crime. 
We would sit down, and think which way 
To walk, and pass our long Loves Day. 
Thou by the Indian Ganges side 
Should’st Rubies find: I by the Tide 
Of Humber would complain. I would 
Love you ten years before the Flood: 
And you should if you please refuse 
Till the Conversion of the Jews. 
My vegetable Love should grow 
Taster than Empires, and more slow. 
An hundred years should go to praise 

14 Thine Eyes, and on thy Forehead Gaze. 

Note the modulations in the second part of this pas¬ 

sage. It comes from one of the greatest English short 

poems. I think that the “you” after the tilted “Love” in 

1. 8 rates half a scud, while the next one does not. Of the 

hundreds of English tetrameters I have examined, this— 

and certain sequences in Cotton and, alas, Samuel Butler 

—are closest in melodic figures to those so typical of 

Pushkin and his contemporaries, though still falling 

short of the Russian predilection for the rapid ripple of 

Scud III. 
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vn. Charles Cotton (1630-87), The New Year (pub 

1689): 

25 And all the moments open are 
To the exact discoverer; 
Yet more and more he smiles upon 
The happy revolution. 
Why should we then suspect or fear 
The Influences of a year 
So smiles upon us the first morn, 
And speaks us good so soon as born? 
Pox on’t! the last was ill enough, 
This cannot but make better proof; 
Or, at the worst, as we brush’d through 
The last, why so we may this too; 
And then the next in reason shou’d, 

38 Be superexcellently good . . . 

For an English poet, Cotton is an uncommonly rich 

scudder and, in fact, outranks Marvell in the use of long 

words and rare modulations but also is much inferior to 

him artistically. He is the only poet among those I have 

studied whose iambic tetrameters contain a number of 

the unusual scud variation I+II, with or without tilt 

(e.g., The Retreat, 1. 8, “And to my admiration finde”; 

Valedictory, 1. 22, “Scarsely to Apprehension knowne”; 

The Entertainment to Phillis, 1. 25, “Vessells of the true 

Antick mold”; and a few others). 

VIII. Matthew Prior (1664-1721), An Epitaph (“In- 

terr’d beneath this Marble Stone”; pub. 1718): 

17 Their Moral and (Economy 
Most perfectly They made agree: 
Each Virtue kept it’s proper Bound, 
Nor Trespass’d on the other’s Ground. 
Nor Fame, nor Censure They regarded: 
They neither Punish’d, nor Rewarded. 
He car’d not what the Footmen did: 
Her Maids She neither prais’d, nor chid: 
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So ev'ry Servant took his Course; 

And bad at First, They all grew worse. 

Slothful Disorder fill’d His Stable; 

And sluttish Plenty deck’d Her Table. 

Their Beer was strong; Their Wine was Port; 

50 Their Meal was large; Their Grace was short. 

I have chosen the most modulated passage in this 

poem by an essentially second-rate performer true to his 

pedestrian age. Another sequence of the same number 

of lines (37-50) is completely scudless. The occurrence of 

scuds—when they do appear—in II is characteristic of 

poorly modulated, commonplace poems in which the 

scudless type of line greatly predominates. The rarity of 

tilts (in accordance with contemporaneous theory) is also 

symptomatic of prosodic poverty in poems of that period. 

IX. Jonathan Swift (1667-1745), Stella's Birth-day 

(1726-27): 

1 This Day, whate’er the Fates decree, 

Shall still be kept with Joy by me: 

This Day then, let us not be told, 

That you are sick, and I grown old, 

Nor think on our approaching Ills, 

And talk of Spectacles and Pills; 

To morrow will be Time enough 

To hear such mortifying Stuff. 

Yet since from Reason may be brought 

A better and more pleasing Thought, 

Which can in spite of all Decays, 

Support a few remaining Days: 

From not the gravest of Divines, 

14 Accept for once some serious Lines. 

This jogging rhythm, with isolated, halfhearted scuds 

and an avoidance of tilts, is typical of the “light verse” 

(a ponderous and dreary machine) of the Age of Reason. 

Some may not think that 1. 8 should be allowed a full 

scud in III. I am not quite sure I should have included 

Swift’s doggerel. 
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x. John Dyer (i7oo?-58), Grongar Hill (pub. 1726): 1 

79 And there the fox securely feeds; o 

And there the pois’nous adder breeds o 

Conceal’d in ruins, moss and weeds; o 

While, ever and anon, there falls o 

Huge heaps of hoary moulder’d walls. o 

Yet time has seen, that lifts the low, o 

And level lays the lofty brow, o 

Has been this broken pile compleat, o 

Big with the vanity of state; x 

But transient is the smile of fate! o 

A little rule, a little sway, o 

A sun beam in a winter’s day, o 

Is all the proud and mighty have o 

92 Between the cradle and the grave. o 

A tame and typical minor poet endowed with a certain 

delicacy of touch and not as color-blind as most of his 

grove-and-rill brethren in that most inartistic of cen¬ 

turies. 
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xi. Samuel Johnson (1709-84), On the Death of Dr. 

Robert Levet {written 1782; pub. 1783): 1 

1 Condemn’d to hope’s delusive mine, o 

As on wre toil from day to day, o 

By sudden blasts, or slow decline, o 

Our social comforts drop away. o 

Well tried through many a varying year, o 

See Levet to the grave descend; o 

Officious, innocent, sincere, o 

Of ev’ry friendless name the friend. o 

Yet still he fills affection’s eye, o 

Obscurely wise, and coarsely kind; o 

Nor, letter’d arrogance, deny o 

Thy praise to merit unrefin’d. o 

When fainting nature call’d for aid, o 

14 And hov’ring death prepar’d the blow ... o 

The scant microbes of rhythm are a good test-tube 

sample of Samuel Johnson’s plain rhythms. 
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XII. William Cowper (1731-1800), Written after 

hi iv Leaving Her at New Burns (written c. 1754; pub. 1825): 
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12 Welcome my long-lost love, she said, 

E’er since our adverse fates decreed 

That we must part, and I must mourn 

Till once more blest by thy return, 

Love, on whose influence I relied 

For all the transports I enjoy’d, 

Has play’d the cruel tyrant’s part, 

And turn’d tormentor to my heart; 

But let me hold thee to my breast, 

Dear partner of my joy and rest, 

And not a pain, and not a fear 

Or anxious doubt, shall enter there.— 

Happy, thought I, the favour’d youth, 

25 Blest with such undissembled truth! 

Cowper has left very few iambic tetrameters. Those of 

several of his flat Olney Hymns are not worth dissecting. 

The modulations of this poem come rather as a surprise 

(and perhaps reveal the concentrated music that the poor 

sick man had in him), seeing the pedestrian quality of 

most of his rhythms. I have chosen this passage to get in 

the very rare I+II. 
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XIII. William Wordsworth (1770-1850), A Whirl-blast 

11 m iv from Behind the Hill (composed 1798; pub. 1800): 

x o o 1 A whirl-blast from behind the hill 

000 Rushed o’er the wood with startling sound; 

000 Then—-all at once the air was still, 

000 And showers of hailstones pattered round. 

000 Where leafless oaks towered high above, 

000 I sat within an undergrove 

000 Of tallest hollies, tall and green; 

000 A fairer bower was never seen. 

000 From year to year the spacious floor 

000 With withered leaves is covered o’er, 

000 And all the year the bower is green. 

000 But see! where’er the hailstones drop 
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The withered leaves all skip and hop; o o o o 

14 There’s not a breeze—no breath of air ... 0000 

The poem, which is an admirable one, seems to have 

been deliberately kept almost scudless by its author, save 

for a burst of music toward the end, with the final line 

(22) scudded on II and IV (“Were dancing to the min¬ 

strelsy”). Wordsworth’s later tetrameters are also 

sparsely scudded, with singing lines here and there in¬ 

terrupting lengthy spells of regular ones. With the 

Hudibrastic nightmare hardly more than a century old, 

no wonder genuine poets were chary of their scuds in 

serious verse. That Wordsworth could orchestrate his 

scuds brilliantly is proved by such lines as 1542-45 of 

The White Doe of Rylstone (composed 1807-08; pub. 

1815): 

Athwart the unresisting tide 

Of the spectators occupied 

In admiration or dismay, 

Bore instantly his Charge away 

in which the combination of scuds (11, I -t- III, i+in, 11) 

produces a very Pushkinian modulation. In the same 

poem occurs the very rare I+II line (754): 

With unparticipated gaze . . . 

XIV. SamuelTaylor Coleridge (1772-1834), The Pains 

of Sleep (composed 1803; pub. 1816): 1 

14 But yester-night I prayed aloud o 

In anguish and in agony, o 

Up-starting from the fiendish crowd o 

Of shapes and thoughts that tortured me: o 

A lurid light, a trampling throng, o 

Sense of intolerable wrong, x 

And whom I scorned, those only strong! o 

Thirst of revenge, the powerless wall x 

Still baffled, and yet burning still! o 

Desire with loathing strangely mixed o 

On wild or hateful objects fixed. o 
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Fantastic passions! maddening brawl! 

And shame and terror over all! 

27 Deeds to be hid that were not hid . . . 

In this great poem, contractions and split tilts add to 

the rippling of scuds, which here and there occur in con¬ 

secutive lines as they do in the verses of Andrew Marvell 

and Matthew Arnold. 

XV. George Gordon, Lord Byron (1788-1824), Ma- 

zeppa (composed 1818; pub. 1819): 

15 Such was the hazard of the die; 

The wounded Charles was taught to fly 

By day and night through field and flood, 

Stained with his own and subjects’ blood; 

For thousands fell that flight to aid: 

And not a voice was heard to upbraid 

Ambition in his humbled hour, 

When Truth had nought to dread from Power. 

His horse was slain, and Gieta gave 

His own—and died the Russians’ slave. 

This, too, sinks after many a league 

Of well-sustained, but vain fatigue; 

And in the depths of forests darkling, 

28 The watch-fires in the distance sparkling . . . 

Mazeppa is not one of Byron’s happiest compositions, 

but it serves my purpose as being mostly in iambic 

tetrameter. I have selected a passage from it to show his 

scudding at its poor best. The commonplace idiom is not 

redeemed, as it is in Wordsworth, by a concentration of 

rich poetical sense. 

XVI. John Keats (1795-1821), The Eve of St. Mark 

(composed 1819): 

1 Upon a Sabbath-day it fell; 

Twice holy was the Sabbath-bell, 

That call’d the folk to evening prayer; 

The city streets were clean and fair 
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From wholesome drench of April rains; o 

And, on the western window panes, x 

The chilly sunset faintly told o 

Of unmatur’d green vallies cold, x 

Of the green thorny bloomless hedge, x 

Of rivers new with spring-tide sedge, o 

Of primroses by shelter’d rills, o 

And daisies on the aguish hills. o 

Twice holy was the Sabbath-bell: o 

14 The silent streets were crowded well ... o 

The iambic tetrameter is not Keats’ favorite medium 

of expression. He interrupts its flow either with shorter, 

lilted lines, as in La Belle Dame Sans Merci (in which 

each quatrain ends in a cadential line), or with sequences 

of trochaic tetrameters, as in the batch coming after 1. 30 

in The Eve of St. Mark. In the minds of many English 

poets of the time, tetrametrics were associated with folk¬ 

lore, naive ditties, knights-errant, minstrelsy, fairytales, 

and so forth. 

XVII. Alfred, Lord Tennyson (1809-92), In Memo- 

riam, XI (pub. 1850): 1 

1 Calm is the morn without a sound, o 

Calm as to suit a calmer grief, x 

And only through the faded leaf o 

The chestnut pattering to the ground: o 

Calm and deep peace on this high wold, x 

And on these dews that drench the furze, x 

And all the silvery gossamers o 

That twinkle into green and gold; o 

Calm and still light on yon great plain x 

That sweeps with all its autumn bowers, o 

And crowded farms and lessening towers, o 

To mingle with the bounding main: o 

Calm and deep peace in this wide air, x 

14 These leaves that redden to the fall ... o 

I have chosen this as a particularly brilliant example 

of scudding (based mainly on monosyllables and partly 

owing to the repetition of a specific split tilt). There are, 
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however, other sequences of fourteen or more lines in 

other parts of In Memoriam in which there are no scuds 

at all, or in which these are reduced to one half of their 

value (e.g., sec. xv). See also pp. 15-16. 

XVIII. Robert Browning (1812-89), Porphyria's Lover 

(1856): 

29 For love of her, and all in vain: 

So, she was come through wind and rain. 

Be sure I looked up at her eyes 

Happy and proud; at last I knew 

Porphyria worshipped me; surprise 

Made my heart swell, and still it grew 

While I debated what to do. 

That moment she was mine, mine, fair, 

Perfectly pure and good: I found 

A thing to do, and all her hair 

In one long yellow string I wound 

Three times her little throat around, 

And strangled her. No pain felt she; 

42 I am quite sure she felt no pain. 

As already noted, the perception of semiscuds is a 

somewhat subjective affair and depends very much on 

the accentuation of adjacent words in the line. “She’s,” 

“me’s,” and “I’s” may be sometimes very slightly ac¬ 

cented, as I think they are here. Browning crams his 

iambic tetrameter so full of solid words that no wonder 

this admirable poem is so little scudded. There is a won¬ 

derful long tilt in 1. 21, ‘ ‘Murmuring how she loved me— 

she,” and the still more beautiful one in 1. 57, which in¬ 

duced me to choose this passage. Split reverse tilts are 

also characteristic of his style. 

XIX. Matthew Arnold (1822-88), Resignation (pub. 

1849): 

122 Signs are not wanting, which might raise 

The ghosts in them of former days— 
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Further on, in 1. 160, there occurs the rare long tilt 

(“Beautiful eyes meet his—and he”)- Arnold’s tetram¬ 

eters are splendidly modulated and marked by that 

special device of artists in prosody, the interruption of 

musically flowing lines by compact verses full of false 

spondees. Compare all this with the snip-snap banalities 

of, say, Arthur Hugh Clough (1819-61), a poetaster, or 

the eighteenth-century meagerness of modulation in 

Byron’s flat iambic tetrameters (e.g., The Isles of Greece, 

in which geographical names produce the few good 

scuds). 

Signs are not wanting, if they would; 

Suggestions to disquietude. 

For them, for all, time’s busy touch, 

While it mends little, troubles much. 

Their joints grow stiffer—but the year 

Runs his old round of dubious cheer; 

Chilly they grow—yet winds in March 

Still, sharp as ever, freeze and parch; 

They must live still—and yet, God knows, 

Crowded and keen the country grows; 

It seems as if, in their decay, 

135 The law grew stronger every day. 

XX. William Morris (1834-96), Old Love (pub. 1858): 1 

9 He gazed at the great fire a while: o 

“And you are getting old, Sir John;” o 

(He said this with that cunning smile o 

That was most sad;) “we both wear on, o 

Knights come to court and look at me, o 

With eyebrows up, except my lord, o 

And my dear lady, none I see o 

That know the ways of my old sword.” o 

(My lady! at that word no pang o 

Stopp’d all my blood.) “But tell me, John, o 

Is it quite true that pagans hang o 

So thick about the east, that on o 

The eastern sea no Venice flag o 

22 Can fly unpaid for?” “True,” I said ... o 

II III IV 

X 0 0 

0 0 0 

X 0 0 

0 0 0 

0 0 0 

0 0 0 

0 0 0 

0 0 0 

X 0 0 

0 0 0 

0 0 0 

0 0 X 

0 0 0 

0 0 0 

^7 



Notes on Prosody 

This minor poet, a kind of sterile cross between the 

stylizations of Tennyson and those of Browning, is no 

“master of the iambic tetrameter” (as I think Saintsbury 

has termed him), but he has not unpleasingly experi¬ 

mented in subdued rhyme and curious run-on patterns. 

The enjambment from one quatrain to another via an 

unaccented monosyllabic rhyme word in 1. 20 is a rarity. 

The postverbal “on” (closing 12) is of course accented in 

speech and is not a rare rhyme. 

I II III IV xxi. Modulations in EO, Four : ix, x, and 

0 0 0 0 1 Tak tdchno dumal moy Evgeniy. 

0 0 X 0 On v pe'rvoy yunosti svoey 

0 0 X 0 Bil zhertvoy burnih zabluzhdeniy 

X 0 X 0 I neobuzdannih strastdy. 

0 0 X 0 Privtchkoy zhizni izbaldvan, 

0 0 X 0 Odnirn na vremya ocharovan, 

X 0 X 0 Razochardvanniy drugim, 

0 0 X 0 Zheldn' em medlenno tomim, 

0 0 X 0 Tomim i vetrennim uspehom, 

0 0 X 0 Vnimaya v shume i v tishl 

0 0 X 0 Roptdn' e vdchnoe dusht, 

0 X 0 0 Zevotu podavlyaya smehom: 

0 0 0 0 Vot, kak ubtl on vosem' let, 

0 0 0 0 14 Utratya zhizni luchshiy tsvet. 

I II III IV 

0 0 X 0 1 V krasavits on uzh ne vlyublyalsya 

X 0 0 0 A volochilsya kak-nibud'; 

0 0 X 0 Otkazhut—migom uteshalsya; 

0 0 X 0 Izmenyat—rad bil otdohnut'. 

0 0 X 0 On Ih iskal bez upoen'ya, 

X 0 X 0 A ostavlyal bez sozhalen'ya, 

Chut' pomnya Ih lyubdv' i zldst'. 0 0 0 0 

0 X 0 0 Tak tdchno ravnodushniy gost' 

0 0 X 0 Na vist vecherniy priezzhaet, 

0 0 X 0 Sadltsya; kdnchilas' igra: 

X 0 X 0 On uezzhaet so dvora, 
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Spokoyno doma zasipaet, 

I sdm ne zndet poutru, 

14 Kudd poedet vvecheru. 

1 No, poluchlv poslan' e Tani, 

Onegin zhivo tronut btl: 

Yaztk devicheskih mechtdniy 

V nyom dumi roem vozmutil; 

I vspomnil on Tat'ydni miloy 

I bledniy tsvet, i vid untloy; 

I v sladostniy, bezgreshniy son 

Dushdyu pogruzilsya on. 

Bit’ mozhet, chuvstviy ptl starinnoy 

Im na minutu ovladel; 

No obmanut' on ne hotel 

Doverchivost' dushi nevinnoy. 

Teper' mi v sad pereletim, 

14 Gde vstretilas' Tat'yana s nlm. 

10. COUNTS OF MODULATIONS IN 

“EUGENE ONEGIN” 

Pushkin’s pet line was the chetirestopniy yamb, the 

iambic tetrameter. It has been calculated that during a 

quarter of a century, from his Lyceum period—say, 1814 

—to the end of his life, January, 1837, he composed in 

this measure some 21,600 hues, which amounts to more 

than half of his entire output in any kind of verse. His 

most prolific years in regard to poetry were 1814, 1821, 

1824, 1826, 1828, and especially 1830 and 1833 (from 

above 2000 to above 3000 lines yearly); his most barren 

years in the same respect were 1834 and 1836, with the 

annual count sinking to about 280. His greatest year in 

the production of iambic tetrameters was 1828, with 

some 2350 lines, after which there is a decided decline 

(e.g., only thirty-five such lines in 1832). I have taken 
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these figures, with slight alterations, from the Metrical 

Guide to Pushkin's Poems (Metricheskiy spravochnik 

k stihotvoreniyam A. S. Pushkina, 1934). 

After having composed his long poem Poltava (in 

which, incidentally, such passages as 11. 295-305 and 

401-14 form EO stanza sequences of rhyme but do not 

present separate entities of sense) in one fortnight (Oct. 

3-16, 1829, in St. Petersburg) Pushkin seems to have 

experienced a certain revulsion toward his pet line, al¬ 

though EO was not yet completed. His remarkable piece 

A Small House in Kolomna (forty octaves in iambic pen¬ 

tameter, 1829-30) opens with the petulant statement: 

Of the four-foot iambus I’ve grown tired. 
In it writes everyone. To boys this plaything 
’Tis high time to abandon . . . 

However, he used it again for The Bronze Horseman 

(1833), the most mature of his tetrametric masterpieces. 

In these notes on prosody, when illustrating such de¬ 

vices as scuds, tilts, false spondees, and so forth, I have 

discussed several aspects of the versification of EO. From 

the complete table of the scud modulations of EO, given 

for all 5523 lines, it will be seen that the predominant 

rhythm is Scud III (2603 lines). This is typical of the 

Russian iambic tetrameter in general. It will also be 

noted that the sum of all other scudded lines is about 

equal to the number of scudless lines (1515). Chapter 

One is unique in variety and richness of scudding. Two, 

Three, Four, and Five resemble each other in general 

modulation. Six, Seven, and Eight offer a certain drop 

in some of the categories. 

There are six stanzas in EO with every line scudded 

(Two : ix, Lenski’s soul; Three ; vi, gossip about Tatiana 

and Onegin; Three : XX, Tatiana’s confession to nurse; 

Three : xxiv, Tatiana defended; Six : xm, Lenski goes 

to visit Olga before duel; Six : XL, Lenski’s tomb) and 
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twenty-six stanzas with only one scudless line in each. 

No stanza is entirely scudless. The maximum amount of 

scudded lines is twenty-three in a row, and there are 

three cases of such sequences: Three : V : 11 to VII : 5; 

Three : xxni: 11 to xxv : 5; and Six : xn : 6 to xm : 14. 

In all these cases the vivid sustained melody coincides 

with a torrent of inspired eloquence. 

A closer look at the six varieties of modulation (and 

here the bilingual reader should consult the original text 

of EO) reveals the following facts: 

The maximum of first-foot scudders for any given 

stanza is four (in the last eight lines of One : xxxm, the 

famous evocation of the amorous surf; and in Eight : 

xxm, Onegin’s second conversation with Princess N., 

“this painful tete-a-tete”) and five (in the first seven 

lines of Six : X, Onegin’s dissatisfaction with himself be¬ 

fore the duel). In Chapter Seven (in which the number 

of first-foot scudders ebbs almost to one half of that 

found in Chapter One) we find runs of six and five 

stanzas completely deficient in this scud (vil-xiv, Olga’s 

marriage and Tatiana’s solitude; XXVIII-XXXn, departure; 

XLIII—XLVII, first impressions in Moscow). 

The number of second-foot scudders, so abundant 

(100) in Chapter One, dwindles by almost one half in the 

last three chapters, in which there are also long runs of 

omissions (172 lines in a row in Eight, interrupted only 

by a single such scud in “Onegin’s Letter”). There are 

several stanzas containing as many as five such scuds; 

and one stanza (One : xxi, Onegin’s arrival at the 

theater) breaks the record with six. There are some in¬ 

teresting runs of consecutive second-foot scudders; e.g., 

four at the end of One : xxxn (see n. to One : xxxil : 11- 

14) and four at the end of Four : xlvi. 

The commonest line in Russian poetry, the pastime 

of the cruising genius and the last refuge of the poetaster, 

is that facile and dangerous thing, the third-foot scudder. 
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It is the predominant melody in EO and is generally tri¬ 

partite; i.e., made up of three words or three logical 

units. The line “sings” (and may lull the Russian versi- 

ficator into a state of false poetical security), especially in 

the frequent cases in which the centred word in the 

third-foot scudded line has at least four syllables after a 

first word of two syllables, or has at least three syllables 

after an initial trisyllable. No stanza in EO consists ex¬ 

clusively of third-foot scudders; the closest approach to 

this is presented by Five : XXXV (end of name-day feast), 

with twelve such lines, and Six ; XL (Lenski’s tomb), 

with thirteen such lines. Sustained runs of this rhythm 

are often associated with a technique much favored by 

Pushkin, the rapid listing of various objects or actions. 

The combination of two scuds in one verse, the fast 

first-foot scud and the flowing third-foot scud, is what 

gives vigor and brilliancy to a Russian poet’s work, and 

Pushkin is a great artist in the use of this “fast flow.” It 

is especially attractive when the line is followed or pre¬ 

ceded by a second-foot scudder (see n. to One ; xxin : 11- 

13). The pleasure derived from the fast flow is owing not 

only to its euphony but also to the perception of its pleni¬ 

tude, of its perfect fit in regard to form and contents. 

The highest frequency of this line in any stanza is six 

{Journey, xxvni). There are three stanzas with five such 

lines (Two : xi, Eugene’s neighbors; Four : xxx, modish 

albums; and Eight: IX, defense of Onegin) and fifteen 

stanzas with four. Very sonorous and delightful are the 

runs of three consecutive fast flows in Four : xx : 9-11 

(on relatives) and Six : xxvn : 3-5 (Onegin’s retort to 

Zaretski). 

The frequency of the “slow-flow” line (second-and- 

third-foot scudder) reaches the extraordinary figure of 

nine in the brilliantly scudded first chapter, in which it 

even occurs adjacently (see n. to One : liii : 1-7). The 

decrease of Il + lll in all the other chapters may be the 
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result of Pushkin’s deliberate control in regard to a 

rococo rhythm. 

I find the maximum number of scudless lines in a 

stanza to be nine, and of such there are only two cases: 

Three : II (Lenski and Onegin talk) and Six : XLiv (sober 

maturity). In regard to runs of scudless lines (often as¬ 

sociated with didactic or conversational passages), I find 

nine stanzas having four such lines in a row, and five 

stanzas having five in a row. The record is six consecu¬ 

tive nonscudders: Three : XXI : 3-8 (Tatiana speaking to 

nurse) and Six : XXI : 4-9 (Lenski’s lusterless elegy). 

My list of scudded monosyllables commonly occurring 

in EO comprises some forty words. Their bulk is made 

up mainly of prepositions: bez (“without”), chrez 

(“through,” “across”), dlya (“for”), do (“up to”), iz 

(“out”), ko (“to”), mezh (“between”), na (“on”), nad 

(“above”), o or ob (“about”), ot (“from”), po (“upon,” 

“along”), pod (“under”), pred (“before”), pri (“by”), 

pro (“about”), skvoz’ (“through”), so (“with”), sred' 

(“amid”), u (“at”), vo (“in”), and za (“behind”). Next 

come the conjunctions: i (“and”), a (“but,” “and”), da 

(“and,” “yet”), no (“but”), iV (“or”), ni (“nor”), to 

(“now,” “then”), chem (“than”), chto (“that”), chtob 

(“in order to”), and hot’ (“though”). Incidentally, the 

scuddability of the last word is nicely proved by its vowel 

being pronounced in good Russian as an unaccented o. 

Finally, there are a few adverbs: ne (“not”), kak (“as,” 

“like”), uzh (“already”), and the terminal particles, 

conditional, interrogative, and emphatic: bi, li, and zhe. 

The disyllables and the one staple trisyllable scudded 

in EO have already been discussed under §4, Tilted 

Scuds. They are: pered, predo, peredo (“before”), oto 

(“from”), mezhdu (“between”), ili (“or”), chtobi (“in 

order to”), and dabi (“so as to”), all of them accented on 

the first syllable in speech. 

I have ignored the semiscuds completely (counting 

73 



Notes on Prosody 

them as regular beats) so as to avoid subjective prefer¬ 

ences of intonation in assessing borderline cases. Their 

number is negligible; but in order that other workers 

may check my calculations when comparing their figures 

with mine, something about such weak; words, which are 

not quite weak enough to be counted as scuds, should be 

said. There is, first of all, bit' (“to be”), bud' (“be”), bil 

(“was”), which I have invariably counted as beats, even 

in such combinations as chto-nibud' (“something”) and 

mozhet bit' (“maybe”), which are generally accented as 

dactyls in speech but not infrequently terminate a verse 

with a masculine rhyme. Monosyllabic numerals (such 

as raz, dva, tri, etc.), personal pronouns (ya, ti, on, etc.), 

and possessive pronouns (moy, tvoy, etc.) can be very 

weak semiscuds, especially in such dactylic locutions as 

bozhe moy (“my goodness”) or in the recurrent combi¬ 

nation moy Onegin. Chto in the sense of “what,” and 

kak in the sense of “how,” are almost good beats, and so 

are kto (“who”), tak (“so”), tarn (“there”), tut (“here”), 

gde (“where”), vot (“now,” “here”), and sey (“this”). 

The trickiest is the little group bliz (“near”), vdal' 

(“afar”), vdol' (“along”), vkrug (“around”), vne (“out¬ 

side”), chut' (“barely”), and lish’ (“only”), but I have 

not succumbed to the temptation of having them in¬ 

fluence my count. It is a curious thing that their allies 

skvoz' and chrez are felt by Russian prosodists to be true 

scuds (among which I place them), their pronunciation 

being affected by the very transiency they help to ex¬ 

press. Finally, there is vsyo (“all”), which I have left 

among the semiscuds, although it is very weak when 

spoken, especially in such anapaestic combinations as 

vsyo ravnd (“all the same”). And among the disyllables 

that produce a semiscudding effect (as examined in 

another section) there are several pronouns, such as ona 

(“she”), eyd (“her,” “hers”), nashi (“our,” pi.), and to 

these may be added the words sredi (“amid”), hotyd 
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(“although”), uzhe (“already”), hogdd (“when”), eshch- 

yd (“still”), all of which slightly weaken the beat of 

the foot, especially when recurring in the beginning of 

severed adjacent lines. None of these semiscuds have I 

taken into account when calculating the modulations in 

EO. 

Consultation of the appended table may be facilitated 

by reference to the following examples of EO lines 

(the English versions faithfully follow the rhythm; the 

reader is reminded that a scud is an unaccented syllable 

coinciding with the stress of a metrical foot): 

I: A line scudded on the first foot, or Fast: 

I vozbuzhdat' ulfbku dam . . . 

and to provoke the ladies’ smiles . . . 

II: A line scudded on the second foot, or Slow: 

Sred' modnih i starinnih zdl . . . 

in modem and in ancient halls . . . 

Ill: A line scudded on the third foot, or Flow: 

Zaretski, nekogda buyan . . . 

Zaretski, formerly a rough . . . 

I + III: A line scudded on first and third feet, or Fast 

Flow: 

Vfilosoficheskoy pusttne . . . 

in philosophical reclusion . . . 

11+III: A line scudded on second and third feet, or 

Slow Flow: 

Blistdtel'na, poluvozdushna . . . 
irradiant, half-insubstantial . . . 

O: A scudless line, or Regular: 

Pora nadezhd i grusti nezhnoy . . . 

the time of hopes and tender sadness . . . 

7; 
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SCUD MODULATIONS IN “eo” 

STAN- 

CHAPTER ZAS I 11 III 

1 + 
hi 

11 + 
III 0 

TOTAL 

LINES 

One 54 58 100 3°6 74 9 209 756 

Two 40 32 62 261 56 — >37 548 

Three 41 33 5° 268 58 2 >57 568 

Four 43 38 67 278 53 1 164 601 

Five 42 41 66 282 39 2 158 588 

Six 43 59 43 301 39 2 158 602 

Seven 52 32 52 378 68 3 >95 728 

Eight 51 5° 41 325 76 1 205 698 

Prefatory Piece — 3 7 2 — 5 >7 
T.’s Letter 

in Three 8 6 31 6 . 28 79 

O.’s Letter 
in Eight 8 1 26 1 _ 24 60 

Added in n. 
to Six _ 1 1 1 1 _ 1 14 

Added in n. 
to Eight — 1 2 _ — 2 5 

O.’s Journey >5 *5 127 29 1 72 259 

Totals 374 508 2603 502 21 1515 5523 

11. OTHER METERS AND RHYTHMS 

These notes on prosody, meant only to give the reader a 

clear idea of the meter used by Pushkin in EO, cannot 

include a study of other metrical forms, beyond the re¬ 

marks made on their origination. Suffice it to add that 

the similarities and distinctions between Russian and 

English forms remain the same throughout. What has 

been said of scud, tilt, elision, and contraction in special 

reference to the iambic tetrameter is also applicable of 

course to its trochaic counterpart and to the other lengths 

of binaries in use, such as trimeters and pentameters. 

In ternaries, scudding is possible too, but is of an ex- 
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tremely infrequent occurrence (being even rarer in 

English than in Russian), whereas the tilts possible in 

ternary lines belong to another type than those occurring 

in duplex feet, since in triplex ones they do not involve 

the stress but coincide with two adjacent depressions. 

Iambic trimeters, those chimes of pocket poetry, 

whose lilting rhythm in English affords an easy line of 

communication between meter and cadence, have not 

thrived in Russian: I can recall no serious first-rate piece 

composed entirely in that measure. Tyutchev’s famous 

stanzas beginning: 

Zima neddrom zlttsya, 

Proshla eyo pora . . . 

No wonder winter glowers, 
His season has gone by . . . 

belong definitely to the lightweight category. 

The iambic pentameter, rhymed or unrhymed, is not 

so abundantly represented in Russian as it is in English, 

but its blank-verse form vies with its English and Ger¬ 

man models in monosyllabic tilts, enjambments, and 

shifts of caesura (see especially Pushkin’s “diminutive 

dramas”), while a greater variety of scuds and the free 

admission of sonorous feminine terminations among 

crisp masculine ones go far to compensate for the absence 

of elision and disyllabic tilting. 

The iambic hexameter, which can breathe freely only 

if the modulations of long scuddable words lend sinuosity 

to its hemistichs, withers in English, being choked by 

fill-up words, dull masculine rhymes, and gritty mono¬ 

syllables; but in Russian poetry it becomes an extremely 

musical meander because of fluid scuds and the melody 

of true cross rhyme (feminines interlaced with mascu¬ 

lines). It should be noted that the Russian iambic hex¬ 

ameter permits a scudded caesura, which is taboo in its 

model, the French Alexandrine. Elere is an example of 
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whiil a Russian elegiac stan/.a would sound like if trans¬ 

posed into Knglish iambic hexameters: 

A linden avenue where Ii^lit and shadow mingle 
I icads to an ancient slab of opalescent stone, 
Whereon the visitor distinguishes a single 
IJripoi ishahle word to scholarship unknown. 

Trochaic tetrameters are considerably more seldom 

used for serious verse than iambic ones iu Russian but 

have provided a form for several memorable poems 

(such as Pushkin's Fairy Tales). Their system of scuds 

is exactly similar to that of the iambic tetrameter. 

It should be marked that in a tetrametric piece iambic 

lines are never combined with trochaic ones, ns they 

have been by several Knglish experimentators (Milton, 

Blake, (,'oleridge). ()n the other hand, a form that is very 

rare in Knglish poetry- namely, the trochaic petition 

eler (used, for instance, by Browning in One Word More, 

1855) was established by Trediakovski in an idyl of 

1752 and has provided Lermontov, Blok, and others 

with a remarkably musical medium of expression, which 

I can only mimic here: 

Nobody has managed to unravel 
That inscription on the stone; and yet 
Pools get formidable grants to travel 
To the limits of their alphabet. 

Ternary meters have thrived in Russia. Owing to the 

facility with which a Hussion rhymester can launch a 

line upon a dactyl, Russian dactylic hexameters are not 

so repulsive as Knglish ones, and ternary trimeters are 

among the most harmonious forms extant. The aniphi- 

brachic trimeter in Knglish is generally intermixed with 

anapaestic lines. The purest example is probably Swin 

burne’s, otherwise dreadful, Dolores (t8(i(i). 

Scuds and tilts occur also iu ternary feet, but the situa 

tion is somewhat different from that obtained in binaries. 

Scudded feet in ternaries are comparatively rare; here 
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are some examples of such modulations in (1) anapaest ic, 

(2) amphibrachic, and (3) dactylic trimeters scudded on 

the second foot: 

J_ _ ^ 

(1) None too prosperous but not a pauper 
j_ _ j_ 

Nezazhitochniy, no i nc nishchiy 
J_ __ 

(2) Lived opulently but not wisely 
]_ __ J_ 

Roskoshestvoval, no nc mudro 
j_ _ j/_ 

(3) Sorrowfid but not submissive 
j_ _ j_ 

Gorestniy, no nc pokorniy 

Incidentally, as every poet knows, (1) can be also 

scanned as a trochaic pentameter (with a scud on 

“-rous” and a semiscud on both “None” and “not”); 

(2), as an iambic tetrameter (with two adjacent scuds in 

11 and in, “-lent” and “but”); and (3), as a trochaic 

tetrameter (with scuds also in 11 and m, “-ful” and 

“not”). 

Disyllabic tilts in ternaries are not associated with 

scuds (as they are in binaries), since, as already men¬ 

tioned, they coincide with two adjacent depressions. The 

disyllable is practically neutralized into a pyrrhic. Their 

occurrence is common. An obvious example in Russian 

is the third verse of Zemfira’s song in Pushkin’s The 

Gypsies (composed 1824): 

Stariy muzh, grozn'iy muzh . . . 
JL 1 

Husband old, husband fierce . . . 

For an English example we may select the word “only” 

in an amphibrachic line (12) of Wordsworth’s The 

Reverie of Poor Susan (composed 1797; pub. 1800): 

L L L 
The one only dwelling on earth that she loves. 

i L L JL 
Odno tol'ko v mire ey lyubo zhil'yo. 

19 



Notes on Prosody 

12. DIFFERENCES IN USE OF METER 

In both English and Russian there is a definite predomi¬ 

nance of binaries over ternaries; but this predominance 

is perhaps more marked in English than in Russian. For 

reasons basically associated with the brevity of English 

words, an English poem in ternaries seems more diffuse, 

more self-conscious, more dependent on artificial gap 

filling, and, in fact, more difficult for the reader to tackle 

than a poem in binary meter. There is no such effort 

attending the assimilation of ternaries in Russian, in 

which long words are frequent and in which, in con¬ 

sequence, a greater number of memorable dactyls, 

anapaests, and amphibrachs than those in English have 

been produced. 

Pausative forms (connecting meter and cadence) came 

naturally to English poets since ancient time and did a 

great deal to alleviate both the monotony and the orna- 

mentality of English ternary feet. In Russian, omissions 

of depressions, resulting in pausative verse, did not come 

into general use until Blok (by far the greatest poet of 

the first two decades of this century), borrowing the de¬ 

vice from German cadence (rather than from English 

cadence), composed a number of magnificent short 

poems in it. But Tyutchev, as early as 1832 (in the 

poem Silentium, first published that year in Molva), 

had already inaugurated the musical gasp of mixed or 

broken meter, which he followed up by his Heinian Last 

Love, first published in 1854 (Sovremennik). Cadential 

forms might have been evolved directly out of syllabic 

ones in Russia if a poet of genius had thought of it before 

Lomonosov introduced metrical prosody. Derzhavin did 

leave some experimental verse in that direction, but the 

rigid adherence of the Zhukovski-Batyushkov-Pushkin 

school to regular meter in serious poetry precluded the 

acceptance of cadential lilts. 
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English poets, when they do turn to ternions, so con¬ 

sistently and so naturally intermingle anapaestic lines 

with amphibrachic ones that the English student of 

verse, unacquainted with other languages, is apt to dis¬ 

miss the amphibrach altogether as an arbitrary meter 

devised by the ingenuity of prosodists (along with the 

molossus and what not) * and to regard the amphibrachic 

lines, even when they predominate in a poem, as acepha¬ 

lous anapaests. In Russian, on the other hand, until the 

emancipation of meter associated with Blok’s name, 

there was a definite tendency on the part of poets using 

ternaries to have every line of the poem, no matter how 

long (except for imitations of the so-called classical 

hexameters, in which omissions of depressions were 

permitted), run strictly amphibrachically, or strictly 

anapaestically, or strictly dactylically. 

The most striking difference between Russian and 

English poems in binaries is the application to English 

iambics of the device of decapitation (which the anapaest, 

being bicephalous, can after all survive). The introduc¬ 

tion of random trochaic tetrameters, or sequences of 

them, starting and affirming themselves as iambic 

tetrameters, is so usual with English poets, and has 

assisted them in producing such enchanting pieces, that 

in the light of these examples the trochee is demoted by 

the theorist to the rank of acephalous iamb. The inter¬ 

ruption of an iambic sequence of lines by a trochaic line 

or lines is completely alien to Russian prosody, as studied 

in retrospect, but there is no particular reason why such 

variations could not be introduced. However, an organic 

reason for their absence may be traced to the general 

difference between Russian and English, a difference re¬ 

flected both in speech and in metrical composition. This 

•While perversely retaining the spondee and the pyrrhic, which 
are not feet, since no poem, not even a couplet, can be wholly 
made up of them in terms of metrical prosody. 
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difference is the greater rigidity, strength, and clarity of 

the single accent in a Russian word of any length, which 

leads to a sharper shock in the unexpected passage from 

an iambic line to a trochaic one (the looser and duller 

modulations of ternaries in Russian allow the passage 

from one ternary meter to another much more easily). 

In an English long word, on the other hand, a secondary 

accent often takes some of the burden of emphasis off 

the back of the main accented syllable; and in English 

verse, the existence of duplex tilt and scudded rhyme 

(both of which occur only in a rudimentary form in Rus¬ 

sian poetry) illustrate the English elasticity of meter, 

of which, in tetrameters, the trochaic line takes such 

delightful advantage in rippling the couplet that had 

been ostentatiously begun by an iambic smoothness of 

sound in the preceding verse. 

13. RHYME 

If we exclude a few scattered masterpieces (such as Push¬ 

kin’s beautiful but obviously derivative dramas), we can 

say that the medium of blank verse has not produced in 

Russia, during the two hundred years of its metrical 

history, anything similar in scope, splendor, and uni¬ 

versal influence to the unrhymed iambic pentameter in 

England since Chaucer’s day. On the other hand, there 

has not appeared, in the course of half a millennium, a 

rhymed English romance in iambic tetrameter com¬ 

parable in artistic merit to Pushkin’s Eugene Onegin. 

Further on, to simplify the comparison, the discussion of 

Russian and English rhymes is limited to nineteenth- 

century practice. 

Rhyme is not a component of meter, not part of the 

final foot, but rather its stub or its shoe, or its spur. It 

may closely fit the ultima when it coincides with the last 

ictus in masculine lines (hence masculine rhymes or 
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masculines, stressed on the only, or last, syllable of a 

word) or else it may be an ornamental and (in French 

and Russian) very beautiful appendage of feminine 

lines or of long lines (hence feminine rhymes or femi¬ 

nines, stressed on the penultimate, and long rhymes, 

stressed on the antepenultimate). The terms “single,” 

“double,” and “triple” used by some English theorists 

for masculine, feminine, and long are ambiguous be¬ 

cause rhyme is not the participating word but the effect 

of two, three, or more “like endings” (to use a famous 

definition of rhyme); therefore, a “single rhyme” would 

correctly mean one set of such endings in a piece of verse 

(e.g., “like endings” throughout a poem). What I term 

the “long rhyme” Russian theorists call a “dactylic 

rhyme,” which is extremely misleading not only be¬ 

cause rhyme lies outside meter and should not be ex¬ 

pressed in metrical terms, but also because a long rhyme, 

or long terminal, when attached to a line of binary 

verse, does not sound at all like the dactylic chime of the 

long rhyme, or long terminal, in ternary verse. In the 

case of iambics or trochees, the ear distinguishes an 

extrametrical echo of the binary measure, and the voice 

(while not giving the ultima the kind of value it gives a 

scudded masculine) reads the final, unaccented syllable 

more abruptly than it would the same syllable, had 

ternaries been scanned. 

A further removal proximad of the accent results 

in stunt rhyme, which has not yet been instrumen¬ 

tal in producing any major poetry either in English 

or in Russian. It should be noted that the feminine 

rhyme and the longer variants may involve two or 

more words. 

Rhyme may be adjacent (in couplets, triplets, etc.) or 

alternate (bcbc, bcbcbc, abab, baba, AbAb, etc.) * or in- 

*Here and elsewhere vowels denote feminines, consonants de¬ 
note masculines, and capital vowels denote long rhymes. 
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closing (one rhyme inclosing or “embracing” a couplet 

or a triplet; e.g., abba, bcccb, etc.). 

The more distant a rhyme word is from its fellow in 

level of sense or grammatical category, the “richer” the 

rhyme is felt to be. 

A rhyme may be formed by terminals spelled differ¬ 

ently, such as “laugh-calf,” “tant-temps,” lyod-kot 

(Russian for “ice-cat”), which are then termed ear 

rhymes. 

Eye rhymes, no longer used in French (“aimer-mer”), 

are permissible by tradition in English (“grove-love”) * 

and are barely possible in Russian, as in the case of rog- 

Bog (“horn-God”), the latter being pronounced gen¬ 

erally “boh,” with h as in “hob”; or vdroni-stdroni 

(“ravens-sides”), in which the second o in the second 

word is slurred so as almost, but not quite, to make the 

word sound disyllabic—a very rare case in Russian, in 

which, as a rule, the ear hears what the eye sees.f Per¬ 

haps the nearest approach to the English gynandrous 

type of rhyme, “flower-our,” would be storozh-morzh 

(“watchman-walrus”), but I do not think that this has 

ever been tried. 

Strictly speaking, there are no laws or rules of rhyme 

except the very general rule that a rhyme should afford 

at the best “satisfaction and surprise” (as the French say) 

or at least a sense of euphoric security (which goes for the 

routine rhyme in all languages), with a hereditary ac¬ 

ceptance of certain conventions. Rut even these sensa¬ 

tions can be altered and these traditions broken by any 

poet whose genius proves powerful and original enough 

to inaugurate imitable trends. 

*In English, such inexact rhymes as “love-off” or “grove- 
enough” rather curiously combine visual and auditory satis¬ 
faction or pain. 

fit should be noted, however, that to elide storoni to make it a 
trochee in a binary line would be considered in even worse 
taste than to rhyme it with voroni. 
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The general difference between English and Russian 

rhyme is that there are considerably more feminine 

rhymes in Russian and that in diversity and richness the 

Russian rhyme is akin to the French rhyme. In result, 

Russian and French poets can afford the luxury of de¬ 

manding more from the rhyme than English poets can 

afford to do. There is a certain subdued and delicate 

beauty of gray, gentle rhyme in English that is not du¬ 

plicated in the dazzlingly brilliant romantic and neo¬ 

romantic arrays of French and Russian poets. 

In French, the presence of at least two different con¬ 

sonants before a final e muet gives the latter a semblance 

of voice (mattre, lettre, nombre, chambre, etc.) and allows 

the French poet to mimic both the meter and the 

feminine rhyme of English and Russian verse. If we 

devise the line: 

Le maltre siffle, son chien tremble 

it may be scanned (if we do so with more deliberation 

than a Frenchman would) not much differently from, 

say: 

The master whistles, his dog trembles 

or from its Russian counterpart (in which, incidentally, 

the split reverse tilt is eliminated, together with the 

weak monosyllables): 

Hozyain svtshchet, py6s trepeshchet. 

Similarly, if we take the words: 

Phedre (Fr.) 
feather (Eng.) 
Fedra (Russ.) 

we may say that roughly they rhyme and that “Phedre- 

cedre” is as fully a feminine rhyme as “feather-weather” 

or “waiter-i^ter” (Russ. “wind”). A closer inspection, 

however, reveals that “Phedre” is somewhat shorter, 



Notes on Prosody 

and “feather” (or “waiter”) just a trifle shorter, than 

Fedra (or viter). This difference becomes immediately 

apparent if we take another set: 

mettre (Fr.) 
better (Eng.) 
metr (Russ, “meter,” 

the measure of length) 

Metr-vetr (archaic veter) is a masculine rhyme, but it is 

almost identical in terminal sound to the French 

“mettre” or “metre.” On the other hand, if an English¬ 

man manages to pronounce metr correctly, it will form a 

gynandrous association with “better” only insofar as 

“fire” does with “higher.” 

Another type of e muet affecting the eye is what might 

be termed the deaf-mute e. If we take the words: 

palette (Fr.) 
let (Eng.) 
let (Russ, “of years”) 

it will be seen that what in French makes a feminine 

rhyme (“palette-omelette”) is to the English and Russian 

ear a harmony with masculine endings in “-et.” Conse¬ 

quently, if we devise the line: 

Telle montagne, telle aurore 

it comes to the metrist as something of a shock that it is 

syllabically identical to the iambically sounding: 

Le maitre siffle, son chien tremble. 

We are now in a position to draw a comparison be¬ 

tween English and Russian rhyme: 

There are poems in Russian that consist of only mascu¬ 

line rhymes or only feminine rhymes, but whereas in 

English a feminine rhyme may crop up at random 

among a long sequence of masculines, no such cases occur 

in serious Russian verse. Neither in English nor in Rus- 
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sian is it necessary for a rigid scheme of rhyme to be 

sustained throughout a poem, but in a Russian freely 

rhymed poem, in which both kinds of rhymes occur, 

terminals belonging to different sets of rhymes will not 

be placed in adjacent lines (say, ababaececded, etc.) un¬ 

less a certain standard scheme is deliberately repeated 

over and over again. 

The Russian masculine rhyme allows identity to be 

limited to a final vowel if the latter is preceded by a vowel 

or a soft sign (moyd, “my,” fern.; tayd, “concealing”; 

ch'ya, “whose,” fern.); otherwise, it demands at least a 

two-letter coincidence (moy, “my,” masc., and Tol- 

stdy, or son, “dream,” and balkdn, “balcony”) and it 

conforms to the rule of the consonne d’appui (“support¬ 

ing consonant”) whenever a consonant precedes the final 

vowel. Da (“yes”) rhymes with vodd (“water”) but not 

with Moskvd; and tri (“three”) rhymes with dart 

(“give”) and utri (“wipe”) but not with prosi (“ask”) as 

“tree” and “see” would in English. In this respect a cer¬ 

tain freedom is traditionally granted—owing to obvious 

lyrical reasons—to case endings of lyubdv': lyubvi (“of 

love”) is allowed to rhyme with words in which the 

penult is a vowel; e.g., tvoi (“thy,” pi.). Pushkin hap¬ 

pens to go further: in Three : XIV, he rhymes lyubvi-dnl 

(“days”), which is not admissible and constitutes the 

one really bad rhyme in the whole of EO. In English it 

is, of course, the other way round, and although the 

support of a consonant is sometimes unavoidable—given 

the paucity of rhyme in general—such coincidences of 

sound as “sea-foresee” or “Peter-repeater” have been 

distasteful to most poets of the past. 

A curious characteristic of Russian feminine rhymes 

is the license accorded to certain common unaccented 

endings. Let us consider the words 

zdli (“halls”) 
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maliy (“small”) 
aloy (“of the red,” fem. gen.) 
zhalo (“sting”) 
Praia (“of the Ural”) 

The endings after the l are all slightly different in sound, 

but a Russian poet of Pushkin’s time and later will think 

nothing of rhyming zali-maliy, maliy-aloy, and 

zhalo-Urala. Of these three types, the first is not in¬ 

elegant; the second is absolutely correct (indeed, in old- 

fashioned or declamatory style the adjectival ending iy 

is actually pronounced as an unaccented oy), and zhalo- 

Urala, though shocking to the purist, is frequently used 

(Pushkin rhymes both rana, “wound,” and rano, 

“early,” with “Tatiana”). Zali, on the other hand, does 

not rhyme with aloy or zhalo or Urala, and the last does 

not rhyme with any of the first three in the column. 

There is no analogy for this in French, and only a very 

distant one in English (cf. “alley” and “rally” or such 

cockney assonances as “waiter-potato”). 

The feminine rhyme in Russian, as already men¬ 

tioned, sounds a jot fuller and more fluent to the ear than 

the feminine rhyme in English. It is also (as well as the 

masculine) more of a masquerader than its English 

counterpart. The further proximad identity of spelling 

is carried, the more striking and more delightful the 

rhyme is deemed, granted that in the course of this im¬ 

proving consonance difference of sense grows in inverse 

ratio to that of sound. Thus, the identical rhyme supruga 

(“wife”) and supruga (sing. gen. oisuprug, “husband”), 

while conforming to the wonderful comical tone of 

the narrative poem wherein it occurs (Pushkin’s Graf 

Nulin, 1825), would be weak in a serious piece. 

In feminine rhymes or in two-letter masculine end¬ 

ings the consonne d'appui is welcome but not obligatory. 

Examples of rhymes that are rich owing to its presence 

and to other reasons are: 
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sklon (“slope”) 
Apolldn 

prostoy (“simple”) 
zolotoy (“golden”) 

prostdy 
Tolstoy 

prostaya (fem.) 
zolotaya (fem.) 

prostaya 
staya (“a flock”) 

vstrechaet (“meets”) 
otvechaet (“answers”) 

Richness of rhyme can also be achieved by such subtle 

shuttles of critical consonants as in balkdn-sklon, in 

which ornamental support is provided by alliteration. 

The existence of a scudded terminal in binary meters 

depends on the line’s ending in a word of at least three 

syllables with a secondary accent either upon the ultima 

or on the antepenult; and since organically a Russian 

word can have but one accent, it follows that scudded 

rhyme (Scud rv in iambic tetrameter) does not occur in 

Russian poetry. A few cases occur as prosodic mistakes 

in old doggerels going back as far as the eighteenth cen¬ 

tury, and a few experiments by genuine poets have been 

made in our time. In 1918, during the Civil War, I re¬ 

member Maksimilian Voloshin, an excellent and erudite 

poet (1877-1932), reading to me at a Yalta cafe, one cold 

and gloomy night with the sea booming and splashing 

over the parapet onto the pavement, a fine patriotic 

poem in which the pronoun moya or tvoya rhymed with 

the end of the line i nepreodolimaya (“and [tum-tee-]un- 

surmountable”), producing a I + II + IV scud combination. 

The English situation is quite different. If we choose 

the word “solitude” for the ending of a line, we observe 

that a normal secondary accent on the ultima (especially 
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conspicuous in American speech) affords a perch for a 

perfectly banal rhyme (say, “solitude-rude”)- Not all 

long words, though, provide this support or, if they do, 

do so under coercion (e.g., “horrible” forced into rhyme 

with “dull” or “dell”). In other cases, tradition comes 

into play, and by an ancient rule of the poetical game or 

prosodical agreement, polysyllables ending in y (“-ty,” 

“-ry,” “-ny,” etc.) may yield a dubious solace to the 

English versifier by rhyming with “see,” “me,” “tree,” 

etc. 

In Russian verse I find something faintly resembling 

a Semiscud IV only in the following case, which needs a 

brief preface. The Russian locution rendering the idea 

of “some” in relation to time, place, person, thing, or 

manner (sometime, somewhere, someone, something, 

somehow, etc.) is -nibud\ and when properly printed is 

connected by a hyphen with the words for “when” 

ikogda), “where” (gde), “who” (kto), “what” (chto), 

“how” (kak), etc. Thus, kogda-nibud’ means “some¬ 

time” or “someday,” gde-nibud' means “somewhere,” 

kto-nibud’ means “someone” or “somebody,” chto- 

nibud’ means “something,” kak-nibud’ means “some¬ 

how,” etc. Now, the point is that in ordinary speech, or 

in any part of a metrical line other them its terminal in 

binary verse, these compounds are accented on the 

syllable preceding the neutralized -nibud’. A line going: 

Ktd-nibud', ktd-nibud', kto-nibud' 
Somebody, somebody, somebody 

is a regular dactylic trimeter with a long terminal. 

Moreover, a few of these forms, when inflected—e.g., 

kakdya-nibud’ (“some kind of,” fern.)—automatically 

receive a single accent on the first part of the compound 

and lack all accent on the end of the second part when 

participating in a binary line in which otherwise they 

could not find a scannable place. 
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Pushkin and other poets of his time rhyme hto-nibud', 

gde-nibud', etc., with grud' (“breast”), put’ (“way”), 

blesnut' (“to flash”), etc. In describing Onegin’s desul¬ 

tory and haphazard education, our poet starts a famous 

stanza (One : v) with the lines: 

Mi vse uchilis' ponemnogu, 

Chemu-nibud' i kak-nibud': 

Tak vospitan'em, slava Bogu, 

U nas nemudrend blesnut'. 

All of us had a bit of schooling 
in something and [tum-te-]somehow: 
therefore with culture, God be lauded, 
with us it is not hard to shine. 

Chemu-nibud' is the dative of chto-nibud', and the second 

line, in which it occurs: 

Chemu-nibud' i kak-nibud' 
w — 

is modulated very much like 

With Cherubim and Seraphim 

(Christina Rossetti, The Convent Threshold, 1. 24). How¬ 

ever, the Russian reader so little expects a scud on the 

final ictus that in reading Pushkin’s line he would ac¬ 

cent the bud' more than in ordinary speech. 

In the first third of the nineteenth century in Russia 

there is a tendency on the part of good poets to resist the 

facile rhyme depending on verb endings (infinitives in 

-at', -et', -it’, -ut’; past tenses in -al, -ala, -alo, -ali, -il, 

-ila, etc.; present tenses in -it, -yat, -aet, -ayut, and 

many other overwhelmingly repetitious forms), either 

by using it as seldom as possible or by enriching it with a 

consonne d'appui. Although in EO poor verbal rhymes, 

as well as poor noun rhymes (in -an'e and -en’e cor¬ 

responding roughly to “-ition” and “-ation,” and case 

endings, such as -oy) are perhaps more frequent than 

our poet’s miraculous art might warrant, the above- 
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mentioned tendency obtains too, even in such passages 

in which the deliberate listing of actions or emotions 

makes it difficult to avoid monotony of rhyme. 

In scooping at random a handful of rhymes from EO 

we can sift out such rich ones as: 

pirov (“of feasts”) 
zdorov (“in good health”) 

zeval (“yawned”) 
zal (“of halls”) 

da-s (“yessir”) 
glas (“voice”) 

krov'yu (“blood,” instr.) 
Praskdv'yu (fern, name, acc.) 

nesndsniy (“odious”) 
sdsni (“pine trees”) 

istdr'ya (“story”) 
Krasnogor'ya (place name, gen.) 

dovolen (“pleased”) 
kolokolen (“of steeples”) 

rdda (“glad,” fern.) 
maskardda (gen.) 

and the best rhyme in the whole poem: 

siniy (“blue”) 
Rossini 

There is also an abundant crop of weak or poor rhymes 

such as: 
Richardsdna (acc.) 
Grandisona (acc.) 

blizhe (“nearer”) 
nizhe (“lower”) 

easy case endings: 

umdm (“mind,” instr.) 
litsdm (“face,” instr.) 

the easy and inexact: 
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provorno (“nimbly”) 
pokorna (“submissive”) 

priezd (“arrival”) 
prisest (“a sitting down”) 

and banal rhymes such as: 

lyubov' (“love”) 
krov' (“blood”) 

dchi(“eyes”) 
nochi (“nights”) 

In English, fancy rhymes or split rhymes are merely 

the jester bells of facetious verselets, incompatible with 

serious poetry (despite Browning’s talented efforts to 

glorify them). The Russian Pushkin can quite naturally 

and artistically rhyme gde vi-devi (“where are you”— 

“maidens”), but the Englishman Byron cannot get away 

with “gay dens’’-“maidens.” 

The beginning of Four : XLIV contains one of the most 

ingenious rhymes in the whole of EO, an unexpected 

but at the same time completely natural and delightful 

chiming of a foreign name with a very Russian locution 

accented on the preposition: 

Pryamtm Onegin Chil'd Garol'dom 

Vdaisy a v zadumchivuyu len': 

So sna saditsya v vannu so-l'dom, 

I posle, ddma tsel'iy den' . . . 

which means (in free iambics, unrhymed): 

Onegin like a regular Childe Harold 
lapsed into pensive indolence: 
right after sleep he takes a bath with ice, 
and then remains at home all day . . . 

but all Byron could have achieved, had the roles been 

reversed, might have resulted in the burlesque: 

And similar to the boyar Onegin, 

With a cold bath my Harold would the day ’gin 
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or perhaps he; might have rhymed “liceiit" with “ire 
in’t” (for other remarks on this curious subjei I see my 

n. to Four : XL1V : i). Another striking rhyme in the 

same canto, st. xi.lll, coming on tin* heels of a quip 
regarding weak rhymes, is //'. Scott raskhdd, an ear 

rhyme with the second word sounding ras hAt, a comic 

echo of the English writer’s name. 
A lew words remain to he said concerning the long 

rhyme. Since so many thousands of Russian words are 

accented on tin* antepenult, or incur this accent by in 
flection, a long rhyme, especially a weak one (e.g., 
m'i-linlc rnyati'.'/inle, “tender restless,” or piUyushchiy- 

mechtdyushchiy, “the flaming the dreaming”), is easier 

to find and is used far more extensively in Russian than 

in English. Nor does it have in Russian any particular 
association with the extravagant and the trivial. It was 

neither rich nor popular during the first third of the last 

century, but then steadily increased in fancifulness and 
charm with poets experimentally inclined. Probably the 

most famous short poem in long rhyme (alternating with 

masculines) is lllok’s The Incognita (Ncznakornka), a set 
of iambic tetrameters in which the rhymal concatena 

lion of extra syllables looks like the reflection ol lights 

in the suburban puddles of the poem’s locus. The long 

rhyme, however, leads ton deadly monotony ol rhythm 

in a protracted piece, whereas its more striking specimens 
(Pet's skrdmno ti kdrnruitl', “demurely you room," or 

Rlok’s stdlikov knSlikor, “of tables of rabbits”) become 
so closely associated with the poems in which they were 

initially used that their occurrence in later verse inevi¬ 
tably sounds like a reminiscence or an imitation. The 

quest for spectacular rhymes eventually led Russian 

poets to the incomplete or assonant rhyme, but this 

matter lies outside the scope of our present inquiry. 
The reader should he careful not to confuse the scudded 

masculine rhyme with the long rhyme. In the following 
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ex ample, all six lines are in iambic tetrameter, with a 

long rhyme in 1 and 3, a masculine rhyme in j and 4, 

and a feminine rhyme with contraction in 5 and (i. 

The man who wants to write a triolet, 
When choosing rhymes should not forget 
That some prefer a triple violet 
And some a single violet; 
Nor should ho spurn the feminine vi’let 
Blooming, contracted, on its islet. 

The fact that the rhyme, no matter its length, lies out - 

side the metrical scheme of the line leads to some droll 

results. If we devise, for example, an iambic couplet in 

which the rhyme is not merely long, hut monstrous and, 

indeed, a very sea serpent in length, we shall see that 

despite there being six additional syllables after the ictus, 

making fourteen syllables in all of tile line, the latter 

still remains a tetrameter (or “octosyllable," as some 

would call it): 

Kst' rtfmtprdchni't, mtprdshivaynshehiesjra, 
1 mnogondzhki Asf ’, podkJshivayushclriesya 

which means, in prose, “There are solid rhymes that 

suggest themselves readily, and centipedes, whose legs 

buckle under them." This couplet is identical in metrical 

length with, say: 

Est ’ rifmt tdchnie, i tst' 
Drugic. / W/i nt ptrtchist' 

which means, “There are exact rhymes, and there are 

other ones. All cannot be listed.” 
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