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Reviving Andrei Bely’s heritage:
Metricalization in Vladimir Gubin’s
Illarion i Karlik

Noemi Albanese

Abstract

The heritage left by the literary experiments of the Silver Age and of the
avant-garde was almost forgotten until the 1960s, when dissent towards the
socialist realism’s guidelines became stronger and the cultural underground
started to take shape. In this context, some authors re-discovered the
achievements of the 1920s’ literature and mixed them with the feelings and
perceptions of the Soviet man. One of them was V. Gubin, whose povest’ Illarion
i Karlik is a clear sample of this attempt of recreating the connection, previously
abruptly broken, between the underground culture of the 1960s and the Silver
Age.

The aim of this paper is to focus on Illarion i Karlik, underlining the
connection between his artistic sensibility and the explorations of Andrei Bely,
who started to pursuit the complete metricalization of the prosaic text. This
rhetorical device indeed constitutes the basis of the novel and offers a sample
of how aesthetics became the main way of resistance against the regime.
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Reviving Andrei Bely’s heritage:
Metricalization in Vladimir Gubin’s
Illarion 1 Karlik

Noemi Albanese

The presence, in prosaic texts, of fragments with a clear metric
character has been a constant in Russian literature since the 18t century,
but it was only during the Silver age and thanks to the linguistic and
artistic reform implemented by Andrei Bely that this phenomenon
assumed a precise role in identifying authorial poetics oriented on the
purely aesthetic perception of the literary work and process. For this
reason, Bely’s studies became an essential point of reference for anyone
who has subsequently attempted to follow similar paths.

The idea that there is no boundary between poetry and truly artistic
prose (which is deeply different from journalism and popular fiction),
arise in Bely’s writings around 1909, when he began to add an
increasingly higher metric coefficient to his prose (starting with
Serebriany golub', 1909), and has given its most complete theoretical
definition in the article O khudozhestvennoy proze?, published in the
«Gorn» magazine in 1919. In the very first lines he highlights the
sameness of prose and poetry, stating also an equivalence between the
prose that he considers as the «best one» and the metricalized structure
of prose:

! Transl.: The Silver Dove. — Here and in all the following occurrences,
translations from Russian into English are mine (N.A.).
2 Transl.: On Artistic Prose.
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[...] He gapoM MBI geauM pedb Ha XyAO0XKeCTBEHHYIO U IIpO3an-
YECKYI0; MEXAyY ITI0D3MEN U ITPO30M XyA0KECTBEHHON HET TPaHNIIBL;
IIPU3HAKU IIODTUYECKON U MPO3aMdeCcKON pedu OAHU: TYT U TaM
LIBeThl OOPa30B; TYT M TaM Te >Ke BCTpedaloT Hac PUIYpHI U TPOIILI;
Pa3MEepPeHHOCTh  XapakTepu3yeT XOpOINyl IIpo3y, U 9DTa
pasMepeHHOCTb IpUOAVIKaeTCsl y  Ay4dIIMX IIPO3aMKOB K
OIIpeAeAE€HHOMY pa3Mepy, Ha3blBaeMOMY METPOM; pa3MepPeHHOCTb
BHYTPEHH: («PUTM» UAN «Aaj») XapaKTepU3yeT XOpOIIyIO HIpo3y?
(Bely 1919: 49).

Bely also finds in the prose of great authors such as Gogol, Pushkin
or Tolstoy the presence of a well-defined sequence of accents*.
Therefore, he discarded the traditional idea that the difference between
prose and poetry lies in the presence or absence of metre. To
demonstrate that the metre is present and can be traceable in every
literary work, Bely refers to the classical metres and at the same time
expands the boundaries of traditional measures. He identifies 24
measures (19 more than the ones traditionally used in Russian poetry,
i.e. iamb, trochee, dactyl, amphibrach and anapaest), various
combinations of which would define the framework of each text. This
approach has been criticized and is certainly exaggerated and can be
considered valid only theoretically, as an expression of Bely's overall
aesthetic conception; but it is not applicable to the everyday literary

3 Transl.: It is not by chance that we divide the discourse into literary and
prosaic; there is no boundary between poetry and artistic prose; the character-
istics of poetic and prosaic discourse are the same: images flourish in both; in
both we meet figures and tropes; rhythm characterizes good prose; and in the
best writers, this rhythmicity approaches a precise measure called metre; the
internal rhythmicity ("rhythm" or "tone") characterizes good prose.

41t is worth noting that Bely, talking about the difference between prose
and poetry as it is traditionally understood, does not link it to the double seg-
mentation and, therefore, to the formal organization of the text that seems to
be, nowadays, the only valid criterion to distinguish prose from poetry. In-
stead, Bely was convinced that the difference is structural and to be found in
the metric sequence.
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practice, and, in any case, productive. Bely himself was well aware of
this, and, in his own literary practice, he preferred using traditional
metres. In his work we can identify the first phase, where certain
fragments in binary metres (trochee or iamb) are accompanied by a
precise graphic setting of the text, organized according to principles
reminiscent of visual poetry (we refer in particular to the cycle Simfonii®,
1902-1908), and the second, more mature phase, its climax being
represented by Maski® (1932), where the metrical pattern is intended to
be present in the whole piece of work, and this is accomplished through
the use of ternary patterns, more productive than the binary ones (see
Orlitsky 1999).

Sploshnaya metrizatsiya, the complete metricalization, which
requires accurate examination and longer periods of perception of texts
that should preferably be read aloud, can be considered a great
innovation of A. Bely’s and the yardstick for all the authors aspiring to
the poetics focused on the aesthetic perception of the word and aiming
to bring the prose, in its refinement, to the level of poetry:

Beaniit >xe 1 ero mocaeagosareant MeTPU3YIOT Bech TEKCT; IIpU
DTOM MeTp, Aa’Ke He 3axXBaTbIBasl BCe CAOTOBbIE IPYIIIIbI, BEICTYIIAaeT
JMIMEHHO KaK 3HaK DCTeTUYeCKOI HPUPOABI IIPO3adecKoro TeKCra,
OpUpaBHMUBAsL €r0 K  BBICOKON (CTMXOTBopHoﬁ, cnaaado-
TOHIYECKOI1 110 mpeumy1iectsy) nmossun’ (Orlitsky 2002: 38).

Therefore, Bely tries to make the metricalization process
universally applicable. On the one hand, this attempt makes the
metricalization clearly recognizable and a sign of “high” art; on the other
hand, making the process pervasive and applying it to every type of text,

5 Transl.: Symphonies.

¢ Transl.: Masks.

7 Transl.: Bely and his successors apply metricalization to the entire text;
and the metre, although not covering all the syllabic groups, acts precisely as
a sign of the aesthetic nature of the prosaic text, making it equal to the higher
poetry (in verse, predominantly accentual-syllabic).
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Bely weakens its strength and often obtains results that have been
considered by different critics as too artificial. This is the main objection
that Bely’s opponents made to this literary device. Note, for instance,
Mikhail Girshman’s comment (Girshman 1982: 309), according to which
the real problem with this kind of texts lies in the fact that readers — even
if not educated or specially trained — are led to perceive the metre as
something separated from the text itself and not as an integral part of
the work.

According to this line of thinking, the real sign of art is precisely
the imperceptibility of the rhythm in prose, which allows to retain the
multiformity of speech, not flattening it on a metrical pattern that can
become redundant and uniform: «[p]JuTMmsanmsa mpo3sl Xopolia,
IIOKyJa OHa He3aMeTHa, IIOKyJa IIpo3a He IOXOXKa Ha ctuxy. byayun
SBHOI1, HAMEPEHHOI, pUTMH3alllsl yOuBaeT IIPO3y TakK Ke, KaK, CKaXkeM,
BHYTpeHHs1s1 pudmar® (idem: 319). Furthermore, it should always be kept
in mind that any attempt to mechanically apply the methods of poetic
text analysis to prose (in addition to Bely, we can recall theories of
Peshkovsky and Shengeli; see Peshkovsky 1928, Shengeli 1921 and, for
a general overview, Orlitsky 2008) can be considered an acceptable
starting point but they cannot but fail as they do not take into account
processes and ways of organization inherent to prose.

Thanks to Bely, metre in prose, traditionally clausal (klauzal nyj),
«OJHO3HAYHO 3ajalolmuii pa3OueHue TeKcTa Ha yCAOBHbIE CTPOKH,
aHaA0TaMU KOTOPBIX BBICTyHaIOT ero ¢pparmeHTsl»’ (Orlitsky 2002: 51),
becomes mostly catenary (tsepnoy), «mnoaoOHOro pasdOueHmuss He
IpeArioAaralommyil 1 He MMEIOIINiI TOYHOTO aHalora B CTUXOBOII
KyabType»!0 (ibidem), so it is realized as an uninterrupted flow.

8 Transl.: Rhythmization of prose is fine as long as it is imperceptible, as
long as it does not make prose resemble verse. When it is made evident, inten-
tional, rhythmization kills prose just as, for instance, internal rhymes do.

? Transl.: Which univocally establishes the division of text into conven-
tional [verse] lines, the text’s fragments being considered the lines” analogues.

10 Transl.: Which does not imply such a division and does not have a pre-
cise analogue in verse culture.
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Leaving aside criticisms and discussions that arose around Bely’s
ideas, it is unquestionable that they made a very strong impact on the
contemporary artistic world and influenced the aesthetics of all
succeeding Russian authors, both those who deliberately detached
themselves from them, avoiding any metrical pattern (even accidental'')
or making an ironic and caricatural use of the process, and those who
made metre a crucial element of their own artistic conception.

Because of his purely aesthetic approach, not applicable to the
practical revolutionary needs, the work and research of Bely and the
entire Silver Age were condemned to oblivion by the Soviet system and
by the normative canons of socialist realism. The latter, aiming at a clear
definition and delimitation of every aspect of art and life, did not
approve of the mixture of verse and prose, which within socialist realism
returned to being two separate and monolithic poles. This same division
can be also found in the first period!? of the Russian literature in
emigration, but for a different reason: emigrant writers wanted to place
themselves in the wake of the great 19t century Russian novel tradition
(see Orlitsky 2008: 304).

Later on, it is thanks to Vladimir Nabokov (1899-1977), an
extraordinary figure beyond any classification, group or school,
representative of the second generation of writers-émigrés, that the link
with the poetics of formal elaboration and contamination between prose
and poetry of the beginning of the 20" century, broken by the Soviet
government, is reestablished again. His example was actively followed

1]t is interesting to note that the attempt to avoid any metric inserts at
any cost often results in great artificiality, since in every Russian text, includ-
ing journalistic ones, due to the nature of the language itself, one can find the
standard metric coefficient of about 15% (see Orlitsky 1991 and 2002). Going
up over 20% indicates the deliberate authorial will to move in the direction of
prose metricalization, while falling below 10% indicates the opposite desire.

12 We are referring to the first (during the Revolution of 1917 and the fol-
lowing civil war mainly) and to the second (during and after World War II)
waves of Russian emigration; for an overview of the different waves, see
Magarotto 2007 and Raev 1994.



Noemi Albanese, Reviving Andrei Bely's heritage: Metricalization in Vladimir Gubin's Illarion i Karlik

by the “unofficial” literature (in particular in Leningrad, while in
Moscow writers mostly referred to the avant-garde experiments)
starting from the late 1950s—early 1960s'. In this period searches in the
field of metricalization of the entire piece of prose or its fragments start
again, and the boundaries between the two poles appear once more
permeable, becoming the basis of the aesthetics of the so-called Bronze
Age of Russian literature. The mixture of prose and poetry and,
specifically, the metrical pattern, defines an artistic alternative to the
aesthetics proposed by the regime, therefore not subordinated to the
criteria — dear to the official propaganda — of an art at the service of the
construction of the new Soviet era, but based on stylistic refinement and
formal perfection. In this sense, the tendency towards metricalization of
prose can be considered as an integral and characteristic aspect of those
works that are anti-Soviet from the merely aesthetic point of view. In the
practice of various authors, this attempt is carried out in different ways,
as it adapts to each author’s specific poetics.

Vladimir Andreyevich Gubin (Leningrad, 1934 — Saint Petersburg,
2003) can be considered as a true follower of Andrei Bely's theories and
practice. In his Illarion i Karlik'*, a povest’ continuously elaborated,
refined and rewritten in the period of over twenty years, Gubin pursues
the complete metricalization, making the metrical pattern the focus of
the text’s artistic nature and value.

The name of Vladimir Gubin is well-known to those who have been
an active part of the Leningrad underground, but, unfortunately, even

3 «luteparypnas npakrtuka 1960-1980-x . gemoHcTpuUpyeT obocTpen-
HBIJI MHTEpecC K ITOVCKaM Ha CTBIKe CTMXa ¥ IIPO3bl, OepyIIuM CBOe Hayalo B
MaccoBbIx 9KcrepumMenTax 1910-1930-x 1r. 1 ray0ke — B OT4€ABHBIX OIIBITaX
11o»1oB 1 mpo3ankos XIX B.» (Orlitsky 1991: 4). Transl.: The literary practice of
the "60-'80s shows an exacerbated interest for searches at the borderline be-
tween verse and prose, which started in mass experimentations of the "10-"30s
and, earlier, in certain experiments by some 19th century poets and prose-writ-
ers.

14 For an introduction to V. Gubin, his poetic and to Illarion i Karlik, see
Caramitti 2015.
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today it remains almost totally unfamiliar to anyone outside that circle.
He lived all his life in Leningrad (then St. Petersburg) and was part of
LitO (literaturnoye obyedinenie, literary circle) lead by David Yakovlevich
Dar, a master and an unquestioned maitre a penser for the young
generation. It is thanks to his relationship and continuous cultural
exchanges with Dar that Gubin developed his own poetics, focused on
a constant labor limae and on a refined elaboration of the phonic and
rhythmic material.

Another crucial meeting for Gubin was the one with Boris Vakhtin,
Vladimir Maramzin and Igor Efimov. They immediately found some
common aesthetic point of view among them, and founded, in 1964, the
Gorozhane? literary group, that has been considered the most important
unofficial association of prose writers in '60s Leningrad (see Ariev 2015:
648). Together they compiled (and tried to publish, but without success)
two prose collections, in 1964 and 1966, clearly stating the intention to
recreate a link with the literary tradition of "20s. Although they were not
openly against the current status quo as defined by the socialist realism,
their works were not accepted by any publishing house, and received a
few negative and often specious reviews (in particular, the one signed
by Vera Ketlinskaya; see Dolinin et alii 2003).

After the failure to publish the two collections of prose, Gubin
decided to stop his efforts to see his works published and choses to
pursue the path of a lifetime self-isolation, in which he rethinks all his
work, refining, chiselling and condensing it'6. Illarion i Karlik is clearly
the major result of this “poetic work” (see idem: 647), based not on the

15 Transl.: The city dwellers. For an overview of this literary group, see
Iocca 2018.

16 Realizing the impossibility to publish his work was for Gubin a painful
moment, which reflections could be found in Illarion i Karlik, in particular in
the characters of Grafaill (in his name, Rafail, Raphael, and grafoman, grapho-
maniac are merged), a dissident poet, and of Karlik himself, described as a
pisar’, a scribe. For a complete analysis of this theme, see Caramitti 2015.
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idea of fame and success but on the one of «gocromHcTBa n
CaMOAO0CTaTOYHOCTH, BepHOCTU 1 Bepb»!” (Juriev 2014: 137).

It is exactly on the basis of this idea that writing became for Gubin
across the years a way to re-read the morally and aesthetically
unacceptable Soviet era, capable to allow him to go beyond any political
compromise. Unable or unwilling to resist in a different way, he chose
the faith in Literature and in the Russian language as an alternative to
the given reality, identifying the mission of every writer, and therefore
his mission, in being a «corosapu[mi] o ssrKMBaHMIO»!® (Gubin 2003:
455), despite all the difficulties and pains of everyday life.

In the novel Illarion i Karlik, started in 1976 and accomplished in
1996, Gubin carries to extremes that particular conception of language
already born in the environment of Gorozhane, embodied in the
"Tpagunus BBIBEPHYTOIO, CABMHYTOTO, OpPHaMeHTa/AbHOIO CJAOBa,
3arOHSAIONIETO CMBICA B HEBO3MOXKHOCTh HMKOMY UM HIUYEMY CAYXKUTB,
Kpome ceOst camoro"!? (idem: 139). According to this principle, the
motivation and reason of art is far from the work’s plot: it only lives in
and on the poetic Word.

It is possible to distinguish 4 main published versions of the novel:

1. Illarion i Karlik, subtitle: Skazano na Rusi v 4-kh chastiakh doveritelno
Mikhailu Efrosu®, published in Paris (and is, therefore, a case of
tamizdat?'), in 1984 in «Echo» (n. 13), magazine of Russian

7Transl.: Dignity and self-sufficiency, loyalty and faith.

18 Transl.: Survival companion.

19 Transl.: Tradition of the twisted, moved, ornamental word, which
drives the sense into the impossibility of serving anything or anyone else, but
itself.

2 Transl.: Said in Rus’ in 4 parts confidentially to Mikhail Efros.

21 As anticipated, after understanding the impossibility to be officially
published in the Soviet Union, Gubin retired. He continued writing just for
himself and shared his works only with his closest friends, in particular the
former Gorozhane. Their continuous support and interest for Gubin’s narrative
is the reason why he finally decided to publish the first version of his main
work (which did not circulated even in samizdat) in tamizdat, on the journal
directed by V. Maramzin, a former Gorozhane member, emigrated in 1975.
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emigration published by V. Maramzin. The 4 parts are titled:
Karlik, Potseluy-menya-za-nozhku??, Illarion, I na smekh, i na smert?;

2. Bashnia (Glava iz romana «lllarion i Karlik»)?*, published in the
Petersburg magazine «Sumerki», 12, 1991, pp. 40-70;

3. Illarion (Glava iz romana «Illarion i Karlik»), published in the literary
almanac  «Kamera khraneniya» (Saint Petersburg -
Frankfurt/Mein, V, 1996, pp. 43-69);

4. Illarion i Karlik, subtitle: Povest’ o tom, chto...?> published by the
«Kamera khraneniya» publishing house in Petersburg in 1997 and
reprinted in 2003 in the second volume (dedicated to the 1970s) of
the three-volume anthology Kollektsiya: Peterburgskaya proza
(leningradskiy period) published by «Ivan Limbakh». This version
is considered the canonical one, faithful to the author's last wishes,
and is divided into four parts, with titles slightly differing from
the 1984 edition: Bashnia, Pomezana, Illarion, I na smech, i na smert.

The difference between the four texts is impressive and allows to
clearly understand the evolution of Gubin's poetics and style; in this
article, we will refer only to the last edition (published in 1997 but,
according to the author’s note, dating back to 1976-1980), the most
complete from stylistic point of view.

As the Word itself is the centre of the povest’, the plot of Illarion i
Karlik is very sparse: Karlik is the guardian of a phantom tower in which
the heads, detached from the bodies but still thinking, of the 'great' of
the nation are kept. He has a sister, Pomezana, who has the habit of
flying around the world naked. In one of her flights she ends up in the
clutches of the henchmen of the bloody monarch Illarion, few pages
before described in his merciless destruction of the idyllic village of
Shnurki. Illarion falls in love with Pomezana and therefore tries to
convince her to marry him, but without any success. Karlik tries to free

2 Transl.: Kiss-my-foot.

ZTransl.: Both for fun and for death.

2 Transl.: The tower (a chapter from the novel «Illarion and Karlik»).
% Transl.: Short novel about what...
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his sister but ends up in prison, from where he manages to escape only
thanks to the help of Procent, Illarion's derided and humiliated brother
and inventor, who proposes to use a device of his own invention, able
to transfer souls from one body to another. In the general confusion the
device is no longer used, and it is not clear what happens to Karlik, who
suddenly reappears in a courtroom, accused of the murder of the
monarch. At the same time, in the characteristic confusion of temporal
planes and alternated flash-backs and flash-forwards, Illarion's lustful
feelings towards Pomezana are transformed into mere hunger that leads
him, frustrated by the failed attempts to conquer her, to tear the girl to
pieces; shortly afterwards he will die devoured by the flames that almost
magically burst out of the fireplace.

These few elements of the plot are essentially condensed only in the
fourth part of the povest’, I na smech, i na smert; in the first one, Bashnia,
the discourse is focused on Karlik and is full of digressions on different
themes, like the role of the artist, poetics, happiness, and love. The
second part, Pomezana, is made up only of ellipsis?® and the third one,
Illarion, is also rich in digressions and focuses on the destruction of
Shnurki. The whole action takes place in an unrecognizable time and
space, halfway between past and future, but it is possible to read in some
small details, such as bloody and insane deeds of Illarion, or the
description of how authorities treat artists, a clear echo of the Soviet
present of the author, which allows us to interpret the text as an aesthetic
claim of the role of writers in a society that has lost every poetry and
freedom to create.

For this reason, the role of the metricalization is crucial, even if its
presence is not clear in the first reading, at first sight. The task of the
ideal reader, cooperative and deeply involved in the literary process, is
to recognize the priyom, finding the key to understanding and proper

26 To give to the reader a better idea, this is all the content of the second part:

. 910 He Aas nedatn.» (Gubin 2003: 489) / Transl.: [...] etc. etc. This is not to
be printed.

10
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reading of a work that otherwise remains, even for the Russian readers
— as confirmed, among others, by the critic Yu. Orlitsky and by the poet
D. Davydov during private conversations held in winter 2014 -
unintelligible. It is therefore possible to apply to Gubin the same analogy
that Bely, in his introduction to Maski, used for his own art, not
immediately understood by his contemporaries, comparing it to
Impressionism: «/IMIIpeccMOHUCTB OBIAM HEIIOHSITHBI 40 MOMEHTa,
II0OKa KTO-TO He MOACKa3aad: BOT KaK IX HY>XHO CMOTPeThb; C 9DTOTO
MOMEeHTa — BAPYT: HeIIOHATHBIE CTaAll IOHATHBI»?Y (Bely 1989: 762).
Therefore, one needs to find the right way of reading, which consists, in
the case of Illarion i Karlik, in recognizing the centrality of the musical
and rhythmic element, realized in accordance with specific metrical
patterns. It is exactly Bely’s novel Maski (1932), the third volume of the
trilogy Moskva, that can be considered, from the metrical point of view,
the noble antecedent of the operation carried out by Gubin in Illarion i
Karlik. For this reason, the author’s introduction, placed at the beginning
of the novel, is fundamental; here Bely provides a sort of business card,
«XyA0>KeCTBeHHBII rTacriopT»28 (ibidem) of himself and of his work. After
a brief summary of the plot of the two previous volumes and an
anticipation of what is contained in the third, the author, aware of the
fact that many readers and critics considered his style unusual and not
very comprehensible, identifies the problem in the centrality reserved to
sound and intonation, underlined as well by the particular segmentation
of the phrase:

Kro He cunraercs co 3BykoM Moux ¢pas U ¢ MHTOHAIIMIOHHO
pacCTaHOBKOM, a A€TUT C MOAHUMEHOCHOI OBICTPOTOI IIO CTPOKe,
TOMY BeChb >KMBOM paccka3 aBTopa (M3 yXxa B yXO) — AgoOcaHas
roMexa, MpPeTKHOBEeHIe, KOTOpOe CO34aeT  HeIOHATHOCTD:
HEIIOHSITHOCTb — He OTTOTIO, YTO HEIIOHATEeH aBTOp, a OTTOIO, YTO

? Transl.: The Impressionists were misunderstood until someone sug-
gested: that's how you need to look at them. From that moment, they suddenly
became understandable.

2 Transl.: An artistic passport.

11
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OUKM, T.e. CIelVaAbHBII NpUOOP AAs HOIIEHMS Ha HOCY, He
BeJAIONINI O Ha3HAYEeHUU JuTaTeAab [...|, HAYMHAEeT HIOXaTh, a He
HOCUTH Ha HOCY? (idem: 763).

Bely concludes by saying that Maski is actually not a prosaic text,
but a poem in verse, «HanmcaHHasi IPO30il A48 HKOHOMUU Oymary»3
(ibidem) where, thanks to punctuation, the main pauses and intonational
accents are highlighted. Metricalization is a fundamental aspect of such
an artistic framing, and Maski is the work with the highest metric
coefficient in Bely's entire production; here metres — mainly ternary —are
alternated in a fluid way, and non-metric fragments are almost
completely absent.

In order to give a sample of how Maski is organized on the metric
level, and of the use that Bely makes of punctuation, it is interesting to
recall the incipit of the novel. It is quite a long fragment as it extends
until the moment when the end of the phrase, indicated by a full stop,
coincides with the end of the metrical chain:

Kosues Tperuii c sabopamu aomurcst n3 ['apraraaosa k Xanmmx-
Vnnaxena ocoOH:AKY (KyILaeH DaeoHopoii /leonosHO TuTteaesoin);
OCTaHOBMMCSI: BOT APsIHIIeBaTasl CTaph!

N Coaspumk-Crapuak ¢ HenepenpeBbiM aymaan, 4TO
ITIOKYTIaA0Ch IIPOCTPAHCTBO ABOPa, a He AOM: 445 IIOCTPOVIKIA.

PeneitHnK, 4a KycT, 4a AbIcacToe MeCTO — 00ABIIIOIN Oyepaydaiuii
ABOp, oOOHeceHHbII 3a0opamu ot lapraraaosa, Kosnesa,
Pesedpoxoba 1 CHHIOKUIIIEHCKOTO IepeyAKOB, KOTOpble BMecTe C
KebpuspiM 1 APUKOBBIM — TOA0BOAOMKA CILAOIIHBIX 3arOTyANH,

» Transl.: To those who do not take into account the sound of my phrases
and the intonational arrangement, but flies along the lines with flash-like
speed, the whole author’s tale (from the ear to the ear) is but annoying hin-
drance, and obstacle that creates obscurity: not because the author is unintel-
ligible, but because the reader, ignorant of the function of glasses, that special
device that should be worn on one’s nose, begins to sniff them instead of put-
ting them on his nose.

% Transl.: Written in prose only to save paper.

12
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KyJAa CKpeOaul-CKOIIAOMBI, CEMBIICTHIE AI0AY, 32 CKapOaMI cean,
rAe yAUIIbl HeT HUKaKOM, U B TYIIMK BRIIIMPaeT IlepyMHaMI TOACTOe
CcOoOCTBO.

3agepraems 34ech, — YOPTOB C ABajllaTh; M IOT OOOTpeIb
ABaAllaTh pa3, KaK TeAeHOK, Makapammu 3arHaHHbI B Kosuesy,
CKazaTh MOXKHO, CIIMpaAb.

Ort Hee — TyIIMYKY, TOUHO AaIIOYKM COPOKOHOKKI. 3a00pUMKI,
KPBIIIY; IOAIPBITMBAET IIPOTYBApuMK; CKOpsidach, IpoiiJelb —
koe-KaK; [Aaxk96MJ]! koam TpAMO TMONAEIIb, — Pa3AeTSITC
OeprioBbie KocTy; 1 OygeT pazOmutme Hoca o AoM Henepernpesa:
KpacHBIN (pyHAaMeHT Ha YANILY BbIIIeA.

Apyrue aoma He JollepAM; AUIIL  KPBIIIM  KpPUBBIE
KPBI)KOBHMKOBBIX KpacCHO-P>KaBbIX 1IBETOB, B IAyOMHe TYIIMKOB
IIOBAASTCS, TPyXAeIoT o4 HeboMm; a gom Hemnepemnpesa mper 3a
3a00PUK; 13 C30-CePM30BOI BEIITPYUHBI «CaM» C ILATUIIAA0M PYKOA
[AH38]% 1 c 61104€4KOM YalfHBIM, 113 OKOH CBOMX pacCy>kKAaeT.

HanpoTus 3a00puuk, rayxoii, ockaabAsscs p>KaBbIMU 3yObAMIL;
CYPUKU, AUICTHSI CMeTaeT; II04yMaelllb — cad.

34ech KOrga-To Cros4a U KaaKa-A0XKAelKa; U KyCT II04pe3HOM
Obl4; AaTyK, A4aKPUOAb Pa3BOANAY; 11BeAa LHeHTU(OANs; HbIHe Ke
TOIIOAD PsIOOIO AVICTBOIO IITYMUT Ja CKAOHSIETCS ANIIa IIPOIIeIIOM —
Cy4bJICTOE, MIINCTOe U 3acTpylleloe JAepeBO; KOAU KOpy
OTOpBelllb, — 3allax Ipean; ckameedka: «Xannux-lVnmaxew,
Vnat» — Ha Hei1 Bepe3ano® [AM$49I' 4% (Bely 1989: 367-368).

3196 dactyl chains with a masculine caesura. Here and in all the following
occurrences, the indication of the metrical pattern in bold is mine (N.A.) and it
is always located at the end of each metrical series. The indication of the meter
(aax for dactyl, am@ for amphibrach and an for anapaest) is followed by the
number of feets and, when relevant, by the indication of the caesura (M for
masculine and I'/ for hyper-dactylic).

5238 anapaest chains.

33 This fragment (as the following one from Illarion i Karlik) is not trans-
lated as the focus is not on the content but on the metrical pattern.

34 49 amphibrach chains with a hyper-dactylic caesura.
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The metricalization of the prosaic text implemented by Bely is
pervasive, it covers the text almost in its totality, creating very long
chains. In order to make this experiment possible, the author made a lot
of choices at the lexical and spelling levels of words (for example, using
the termination of the feminine singular instrumental -oyu instead of -
oy, or the verbal ending form -sya instead of the regular -s’, resulting in
an extra syllable), and in some cases they are perceived by the reader as
extremely artificial and redundant.

Building on the example of Maski, Gubin follows the path of the
complete metricalization of the text, but manages to make the rhythm
not too evident, avoiding in this way the criticisms that have been made
against Bely, who has been accused (as already mentioned) of rhythmic
monotony and of excessive predominance of the metrical aspect over all
the others. To achieve this result, the author of Illarion i Karlik focused
on a different perception of the unity of the text, linking it not to the
logical-syntactic aspects of the plot (that is quite weakened), but to the
centrality of the poetic word and of its density, that is able to create wide
and pervasive textual links. The length of the metrical chains is on
average around 10 to 20 units, so they are far shorter than the extensive
chains created by Bely. Even when he uses the same metre in subsequent
chains, Gubin chooses to interrupt the rhythm, to segment it, even
against any logical, syntactic or intonational pause, making the rhythm
unpredictable and giving the text a major variability, as can be clearly
seen in the incipit of the povest”:

baoxu — Bor yparan! [Au2]*¥ Dra cpintyyas mraa 6e3 e4uHOToO
IIATHBIINIKA CBeTa CIIellna HaBCcTpeuy Tebe — KaK OIMAKY JKeJe3a
HaBcTpeuy MarHuty. Cruxms, ympukas, ympkada [Aax16]* 1o
kopriycy Hoca, [AM@2]¥ HacTpomaasiaa raaza HpPOCAE3UTHCS,
Ilapallada He3alllUIeHHYIO I1A0Th, ela TeIlAylo IIel0, He KaIlly.

% 2 anapaest chains.
%16 dactyl chains.
372 amphibrach chains.
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Brop>xeHnne gamaoch yckopeHHO, Aamnaoch oHO [Aak16M]*® Bcero
Hyruero [AmM@2]* (Gubin 2003: 453).

The entire text is metrically organized and structured, as it has been
proved by the analysis of the entire povest” as per the principles of the
metrical scan of poetic texts, applicable also to prose as demonstrated by
the researches by Yu. Orlitsky and S. Kormilov (in particular, see
Orlitsky 1991, 2002 and Kormilov 1995, 2012). This investigation,
conducted for the first time by the author of this contribution’, showed
the coexistence of very long and short fragments where all the canonical
patterns mostly used in Russian poetry (the two binary, iamb and
trochee, and the three ternary, dactyl, amphibrach and anapaest)
interchanges and are carefully balanced, creating a final effect of high
harmonization. The longest metricalized fragment is composed of 73
amphibrach chains (Gubin 2003: 481), but this is an unicum; in the rest
of the povest’, Gubin prefers higher variability and alternance, which
contributes to create the impression of a very refined prose, close to
poetry in his rhythm.

The final result is an extraordinary and compact text which can be
understood and deciphered properly by a participating and patient
reader thanks to the metrical element. Even in the first version,
published in 1984, there is a tendency towards the metricalization of the
text in prose, but here it is absolutely less pervasive, thus revealing a
tension towards the poetic element, more specifically rhythmic, which
is not necessarily translated into the use of the metre.

Continuing working on Illarion i Karlik for twenty years, Gubin
chooses to make the metre the centre of his art and the unifying element
of the text itself, also demonstrating a maturity of elaboration and an

%16 dactyl chains with a masculine caesura.

% 2 amphibrach chains.

0 The results of the integral scan of Illarion i Karlik by V. Gubin have been
realized and reported for the first time in N. Albanese, Procedimenti poetici in
prosa: dinamiche sperimentali nella letteratura underground degli anni '60 e '70, PhD
thesis, University of Rome “Tor Vergata”, 2017.
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inclination for the labor limae much deeper than a young man at his first
literary experiences could have done. To give an idea of the real weight
of the metre in Gubin's povest’, it seems interesting to report the
statistical data elaborated from the integral analysis of the text: out of
the total 53,659 syllables, a good 96% were metricalized. This number
has been obtained including in the calculation the metric fragments with
a number of feet lower than the generally accepted one*! (therefore, with
less than 3 feet for the ternary metres and 4 for the binary ones). This
percentage goes down to 92% if the short fragments are not considered.
Inside the metricalized fragments, the proportion among the different
metres shows a clear predominance of ternary metres on the binary
ones, as shown in table 1:

Percentage calcu- | Percentage calcu-
lated on properly | lated on properly
metrical chains + metrical chains
short chains only
Dactyl 55,5 % 57,1 %
Amphibrach 31,1 % 30,8 %
Anapaest 12,2 % 11,4 %
Tot. ternary patterns 98,8% 99,3 %
Tamb 0,8 % 0,4 %
Trochee 0,4 % 0,3 %
Tot. binary patterns 1,2 % 0,7 %

Table 1. Distribution of the metrical patterns in the metricalized
fragments of V. Gubin’s Illarion i Karlik

41 The practice to include in the calculation shorter fragments is common
and scientifically accepted if they are inserted in a general metric context, or if
they are preceded or followed by standard length metric chains (see Orlitsky
2002: 49).
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These are certainly impressive numbers, that have never been
reached after Bely by any author who has not used metricalization for
parodistic purposes; there is significant predominance of ternary
patterns, in particular of dactyl, but thanks to the careful work carried
out by the author, the final effect is of great harmony and refinement,
that identifies Illarion i Karlik as a perfect sample of aesthetical non-
conformity to the Soviet standard.
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