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RHYTHM WITHOUT RHYME:
THE POETRY OF ALEKSEJ REMIZOV

Alex M. Shane

Remizov’s reputation as a leading Russian writer of considerable influ-
ence in the first quarter of the twentieth century and as one of the great
Russian émigré writers seems to be secure despite Soviet attempts to ignore
or denigrate his work. Dmitry Mirsky’s contention in 1925 that “the recent
development of Russian prose does not proceed from Gorky or Andreev or
Bunin, but from two writers of the Symbolist party—Bely and Remizov,”!
has withstood the test of time for fifty years. It was affirmed in 1976 by
Patricia Carden, who aptly demonstrated the leading role of Bely, Remizov,
and Xlebnikov in shaping the Modernist movement in pre-Revolutionary
Russia.? Gleb Struve’s prophetic contention of thirty years ago that
“should Bunin be assigned the primary role in the chapter on the émigré
period in some future history of Russian literature, then, in all probability,
Remizov, who resembles him not in the least, would be placed next to
him”? has been realized in the past decade: first by a double issue of the
Evanston TriQuarterly devoted to Russian émigré literature in 1973 which
began with a tribute to Remizov and several translations of his work,* and
more recently by the appearance of two issues of the Russian Literature
Triguarterly devoted solely to Remizov.3

However, in all the critical commentary scattered over three quarters of a
century in Russian, Russian émigré, and Western literature, nothing has
been said about Remizov’s poetry. Perhaps this was due to the small
number of poems that he penned, perhaps to the exclusion of most of them
from his eight-volume collected works, or perhaps simply to the difficulty
in locating his verse. Whatever the reason, it is rather surprising that the
poetry of a writer renown for his experimentation with rhythmic prose, of a
writer for whom “all the techniques of poetry . . . [were] justified in prose
writing,” has escaped critical attention. Let us attempt a remedy by examin-
ing the nature of Remizov’s poetry and by speculating on its function in his
development as a modernist writer.

Remizov’s attempts at writing poetry would appear to have been con-
fined to two periods: 1902-1903, and the years of Revolution, 1917-1919.
Works of the first period comprise at least six rhythmic personal mood
pieces, “Osennjaja pesnja” (“Autumn Song”), “Mgla” (“Darkness”), “Sever-
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nye cvety” (“Northern Flowers”), “Verenica dnej” (“The Skein of Days”),
“Posle znoja Zelanij” (“After the Heat of Desire”), and “Preljudii” (“Pre-
ludes”); two incantations, both entitled “Zaklinanie vetra” (“Conjuring the
Wind”); a half-dozen rhythmic prose poems on Zyrian themes of which
only four can be considered verse poems, “Omel i En,” “Poleznica,”
“Kutja-Vojsy,” and “Iketa”; a short modernist lyric, “Etoj no&ju strannoj
... (“This strange night . . .”); a poem dedicated to his daughter, “Natage”
(“To Natasha”); a translation of a Latvian lullaby, “MedveZja kolybelnaja
pesnja” (“The Bears’ Lullaby”); and a longer narrative poem, “Iuda pre-
datel” (“Judas the Betrayer”). The poetry of the second period consists of
three lyric responses to the Revolutions of 1917, “Krasnoe znamja” (“The
Red Banner”), “O sudbe ognennoj” (“On Fiery Fate”), and “Zenitnye
zovy” (“Zenithal Summons”).

Remizov had begun experimenting with rhythmicized prose by autumn
1902, shortly before meeting Valerij Brjusov, the doyen of Russian modern-
ist poetry who described Remizov as “my admirer” and a “rather confused
maniac.”’ His first published work, “Pla¢ devuski pered zamuZestvom” (“A
Maiden’s Lament Before Marriage”), a rhythmicized prose lament adapted
from the Zyrian “Bérdan Kylias,”® was soon followed by his first attempts
at free verse. In “Osennjaja pesnja” Remizov personifies autumn in a cry
for love, at the moment of colorful beauty and farewell before the onset of
winter. Despite a variable, unstructured line length, the piece was consist-
ently cast in binary meter, primarily iambic which shifts in five instances to
trochaic:

Ocennss necus’®

JIrobute xe mens, mrobure!

JIrobyliTech Ha Kpacy npomagbHbIX
B30pOB!

Bcs xpoBb Most Ipu epBoit BeTpeue,
IIPY JIETKOM JyHOBEHbE CMEPTEJIb-
HOH CTYXH IUTOM GarpsHbIM Mo-
Kpbljla IpyIb MOIO.

51 30710TOM M TYCKJIBIM cepebpom
ycTjajna Bce JOPOTH.

B moux riasax mocienHuit xapkuii
Tpenet 3abaucrai.

S yxoxy oT Bac . . .

JIroOute xe MeHs, mrobrTe!

Ha nebe 30pu sipkue yx 3umy Bo3-
BELIAIOT, U CJIE3bl, HEUCCSAKAS, JILIOT-
Cs U3 MyTHOH TY4H.

Hacrasno Bpems yidTu oT Bac . . .
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Ho nycts e Mo# npomanbueiii B30p,
M )KaXIbl ¥ 3a0BEHbS MOJIHBIN, 06€3-
YMBEM IIBILIET;

ITycts kpacoTa UAET aKKOPAOB I'PyCT-
HBIX 3€MJIE XOJIOOHOH, IBeTaM
yBsamum!

JIroOute xe MeHs, ro6uTe!

A companion piece, “Mgla,” displays an obvious tendency toward ternary
meter, which Remizov later was to prefer. The basic metrical pattern was
forcefully established by the initial sentence/line in dactylic tetrameter, and
was subsequently retained as a base in the five sentences which followed,
varying in length from four to fourteen metric feet. Of the total fifty feet,
ten broke with the basic dactylic pattern, usually by the absence of an
unstressed syllable. The melancholy mood of the poet in isolation, tortured
by debilitating thoughts and memories fostered by his perception of natural
phenomena, serve as precursor to a whole series of mood pieces which he
was to write in the final year of his Northern exile.

Mrnal®

Tuxo cnyckaercs MrilucTas HoYb.
H3moxiine ey 390HYT U OPEMITIOT B TYMaHe.
CkyuHble, TOJITHE IECHU 3aBOJMUT I'Ae-TO B TpyOe
BETEP CEPAUTHIA U XMYPBIH.
.. . KT0-TO NeHuBOo GpoIuT Mo KphIlie . . .
Mpeicnu U cHBI, KaK MOTHUBBI pa3OUTOH MapMaHKH
XPHILIO, CTAPYECKHUM CTOHOM BCE
MOBTOPSIOT O BEYHOCTH JDKH
U O MOIUIOCTH MacoK.
XoueTcst BCHOMHHTB XOTh TEHb Yapyromiei
CKa3KM.
A IOXOWK LapamaeT CTeKJIa, U Yachl KPUKJIMBO
MOIOT O CMEPTH HEHYXXHOTO [IHSL.

Attempts at traditional syllabo-accentual versification represented an
anomaly in Remizov’s work, for most of his early efforts were directed at
developing lyric rhythmic prose mood pieces and occasionally free verse, all
of which he grouped together in three sections under the general title
“Poluno$énoe solnce. Poémy” (“The Midnight Sun. Poems.”) in 1908.!! The
first section, entitled “Belaja basnja” (“The White Tower”), consisted of a
series of lyric prose fragments depicting the poet’s imprisonment and exile.
Despite numerous features normally associated with verse such as allitera-
tion, repetition of key words and whole phrases, syntactic parallelism, and
the frequent use of a one-line sentence; the lack of rhyme and of a discerni-
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ble underlying metrical pattern, coupled with the tendency to equate the
paragraph with a single sentence usually one, two or three lines in length,
would indicate that the piece be viewed as rhythmic prose rather than poet-
ry. Apparently Remizov himself considered this to be the case, for three
years later he included an expanded and revised version of the work in the
story (rasskaz) entitled “V plenu” (“In Captivity”).!?

The second section of “Poluno$¢noe solnce” comprised eighteen varied
short pieces: some were written in the rhythmic prose style of “Belaja
badnja” and were subsequently included in “V plenu” or other prose
works,!? two were clearly poems in the trochaic meter, while others were
penned in a rhythmic free verse which retained the integrity of the verse
line and exhibited an underlying syllabo-accentual meter. Of the two trocha-
ic poems entitled “Zaklinanie vetra,” the one cast in four stanzas of trocha-
ic tetrameter best embodies the Zyrian belief which inspired the two incan-
tations: namely, that the wind is stupid and can be easily quieted by being
told that his grandmother is alive. The second poem displays a personal
lyric element by introducing the poet’s sleeping daughter Natasa as the
motivation for his conjuring the wind, which is emphasized metrically by
replacing the basic trochaic meter with one iamb and two amphibrachs
(lines nine and ten). Although Remizov handles the basic meter well, the
two poems are relatively poor in rhyme, which is largely verbal or absent
altogether.

3axiuHaHue BeTpalt
[1] [2]
Yro TbI, IIIyNblid, I'yIUIIL, BETED, ?’I CKpHIIAIIE,
YTO Thbl, OYHHBIH, Meuellb JTUCThS, R ALY

IUISIILIENIb, CTOHEI, BOEIIb, KOJIEIb . . . Tl B oxoLIKO CTyuMIIL—

MEI OKHO 3aKpbLIH
| 38178
Berep, 6abymika xuBa! Tt wrmybe

To1 BopuHie—
IMTeuxy 3aTonuu.
He ctyuwn, ToI,
He xmnup—
Pa36ynumr Hartamry!
Kpenko nansyuxu ciioxunia,

BouHBI B peyke ThI B36ypJisiels,

UBBI JOJIy NIPUTHETAEIIb,

€IKOH MBIIBIO BO3AYX TOYHIID . . .
Betep, 6abymrka xuBa!

Temuwrii BETEP, Thl HE CJIBIIINIIb; I'y6xu anwie packpnLia,
HE pBIJAHbE, HC CTCHAHLE, Tuxo, THXO OBINIUT.
IHCKH, BU3TH, CTPEKOTHS . . . Ho NpUOET TBOS Iopa,
BeTtep, 6abymka xuBa! ITo3oBy Torna Tebs.
Trl BO3bMeELIb €€ Ha IJIeYH,
Vcnoxkoiics, BeTep ropbKuid, VHecemnscs ¢ Heit naneve.
YTHUIIH CBOU TPENET 3BOHKHIA, BeTtep, ThI €if Bce ckaxy,
BETED, CTPAILHO! . . . 3aKJIMHAIO . . . Bce necunHKH OKaxH.
Betep, 6a6ymka sxuBal A motowm, Korja BepHeIbCs,
CBeyn MBI 3aCBETHM—
Betep!

Betep, oI yiimenincs!
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Of greater interest and significance, however, were his experiments in
free verse such as “Severnye cvety” (“Northern flowers™), a lyric mood piece
in which the description of northern flowers by animating metaphors cul-
minates in a decadent death wish. When the poem was first published in
1903, the capitalization of the first letter in each of its twenty lines under-
scored the primacy of the poetic line. In the 1908 version, however, six
words were dropped and prose rules of capitalization were applied.!®
Although the poem does not at first glance yield to scansion, if the first
stressed syllable of each line is placed in a vertical line,'¢ then a definite
tendency toward a ternary meter with variable line length (seven to seven-
teen syllables or two to six ternary feet) emerges. Postulating a dactylic
base and indicating missing syllables with an “o” and extra syllables with
an “x,” a rather consistent metrical pattern emerges:

CeBeprxe LIBEThI

Ilenkuil maayH KOJIOYAMH XUIIHEIMH JIATAMHU L, G L
JIOXHTCsl Ha TEMHO3EJIEHYIO, NBILIHYIO IPYb JIMIIAEB. L L
Bepeck cypoBsIii, 6eccTpacTHEIH, kak CTapUK nocudegwiuil, LN 1A
CTOUT B U3r0JIOBbE. Loiied

CoxHeT oJieHH MOX, neroti 3acmeigwiedi, TpyCTHO B3AbIXas, £ le0200--—1-0-
Korpma Bcst B U3yMpyax MOJI3eT 3eJieHUNa. Ll t
B MenHBIX LINeMax, ajies TeJlaMH,

CTpoi#iHO UOYT TyuM BOHCKa KyKyIIKHHA JIbHA. LI —100L——L0—1——=
A KpyromM nyXxoM C€BEPHBIX NTHUI] ——200<-0L—=2
BrenHo-3eneHbIe MXH, Auwau K €M BEryT: L—lo—l—lo0t--2

W3 TpsAcUHBI 3Meell BBINOI3AET JIMHHES Ll Ll
U, nackasice, THTAHTOB JIECHBIX OOHHUMAET, Ll il
Bele, BILIE 10 CTAPLIM CTBOJIAaM ITPOOHPAsCh,
OTtpasnss no6ery, 8 KOPHU 6OH3AACH.

PockouHBIM KOBPOM, 0JIeAHO-TTy Py pHBIH,

Bynaro 3abpei3raHHbI KpOBBIO, 110 6010TaM pacKUHYJICS

MepTBbIit MOX, XeJlaHbs 6yIs MOJOHTH U YCHYTb, l0lo-temtieloZ
VcnyTs HaBceraa . . . L
3anax npesnu U FHUIH, KaK ByaJsb Joporas, A YA LA

IToxprIBaeT YepThl SAOBUTHIE, TOJTHBIE CMEPTH. —

In a poem theoretically consisting of ninety-three ternary feet, there are
three instances of extra unstressed syllables, ten instances of monosyllabic
deletions (i.e. substitution of dactyls with trochees), and five instances of
disyllabic deletions. Four of the latter and five of the monosyllabic dele-
tions are accompanied by a strong caesura, while the remaining mono-
syllabic deletions emphasize important word combinations (olenij mox, v
mednyx Slemax, mertvyj mox, zapax preli). The fact that all of the deviations
in the basic metrical pattern have rhythmic function and that the number
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of deviant feet comprise less than 19% of the total number of feet enables
us to characterize the basic nature of this work to be a poem, albeit consid-
erably more free formally than is usually encountered in Russian verse.
Four more of the eighteen pieces also lend themselves to an analysis
essentially similar to that of “Severnye cvety”: “Poleznica,” “Kutja-Vojsy,”
and “Iketa” scanning in dactylic and “Omel i En” in iambic.!” All were
inspired during Remizov’s exile in Ust-Sysol'sk where he avidly listened to
the stories and legends of the indigenous Zyrian populace. Omel and En
are two basic and infinite deities of the Zyrian mythological world who
together created the Universe (Remizov likens the Zyrian dualistic myth of
creation to the Bogomil-Christian myth among the Slavs of the joint crea-
tion of God and the Devil Satanail).!® The Zyrian dualistic myth (and
Remizov’s version of it) has unique motifs in that both Omel and En, bur-
dened by their might and unaware of their creative power, each decide on
committing suicide, but in falling meet each other and realize their immor-
tality. In this moment of rapture, En creates the visible world and retires to
the heights of the Brusiany Hills (the Urals), but Omel creates a strange
world of swamps, of poisonous plants and serpents, of dreams and disillu-
sionment. All beings of En’s world live and die happily governed by the
natural seasons, but Omel’s children are lonely captives in En’s sunny
world and all their dreams and efforts to free themselves are futile. Polez-
nica lives in hiding in the fields, waiting for unwary children to wander
near so that she can eat their entrails and be transformed into a woman of
En’s world. Similarly, female wood demons, despairing of their own trans-
formation, live in the hope that union with a man will produce a human
child that would lead them out from captivity into En’s world, but are
cruelly disillusioned by their non-human offspring with twisted heels, Iketa.
Kutja-Vojsy are demons of the whirlwind who are empowered by lenten
kutja to rule the world for twelve days, from Christmas Eve to Epiphany.
Other pieces in the “Poluno$¢noe solnce” collection also deal with creations
of Omel such as Kikimora (similar to its Russian counterpart), who seeks
respite from despair through pranks and humor, and Bubylja, the house
demon embodying the eternal despair of Omel. None of these pieces, how-
ever, preserves the integrity of the poetic line nor lends itself to scansion.
Remizov’s rhythmic poems on Zyrian themes were paralleled by a series
of lyric mood pieces dating from January 1903, which have never been
published.!® Although similar to the Zyrian poems in scansion and rhythm,
they differ dramatically in mood, reflecting the poet’s personal despair at
spiritual exile and spent passions. In “Verenicy dnej” Remizov combines
bold anthropomorphic imagery (“no€ zorkim uxom . . . prilnula,” “stajami
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ptic razgovory dusi poneslis”) and original alliteration (“Ja sledil za tem
témnym, temnee, em tma”) with what were soon to become modernist
clichés of lyric terror (Zutko), abstraction (kto-to, on, o cem-to, Cto-10):

Bepenunsr qHei*

3a1yMYHBO-THXO.
TeMHasi HOYb 30PKHUM YXOM K OKOILKY NPUJIbHYJIA.
MBICITH JIBIOTCS CJIE3aMHU, KPacHbIE, OJ1€IHBIE MBICIIH.
XKytko.
K10 — 310, XTO?
CoBa LIENIECTAT, 3aCTOHAJIH JI063aHbs.
OKHO yaCHYJIOCh: 6€3rpOMHasi MOJIHHS NacTh
royiybyro OTKpbLIa.
TpeneTHO-THXO.
B ToCKe LENEHE0, 3aTaUJICS, IPUCITYIIIMBAIOCh
XaHO.
O noBTOpH, NOBTOPH!
KpacHble, 6J1eJHBIE MBICIIH JIBEOTCS CIIE3aMH.

ITonro He MOT 5 3aCHYTb B 3Ty HOYb.

MHe BUIeNCS KTO-TO HEBUOUMBIH B U3r0JIOBBE MOEM.

B cTeks1a TOHKMMH MaJibLIaMH J0XIb KOJTOTHIL.

TIpoxoxXwuii 0 4eM-TO KpUYa. . .

3aTHxajo, 3aTUXJIO.

3a6bIThIE KAIUIH IOBTOPSI/IM OAHO TOJIBKO CJIOBO U YMUDAJIH.

OTKpbIBas ria3a, s CIEAUI B TEMHOTE,

S cnenun 3a TEM TEMHBIM, TEMHEE, YEM ThMa, — OH
CTOSJT Y OKHA.

TuinHa 3aTaniack.

CrasiMH [ITHI] pPa3srOBOPHI AYIIH IIOHECIIHCE,

U HesicHBIE MBICIIH B JIFOAEH IpeBpaluasch, T BEPEHULEH:
6e306pa3HO-KpHUYALIME KaPJIUKH, POl THyCaBbIE,
CNafIOCTPAcTHbIE, BEJIMKAHBI CEAbIE, TYMaHHBIC.

S xe XOTeJI, TaK XOTeJI paccka3aTb O YEM-TO
TOMSILEM BOH TOMY . . .

OH 6€3MOJIBHO CTOSI1 Y OKHa.

U s yx BCTaBaJl, NOAXOOMI . . .

Tak BCIO HOYb.

TonbKO MO3AHO, MO YTPO YTO-TO THKKOE, KOJIKOE
NpHUIABUIIO TJI1a3a, ¥ BEKH COMKHYJIUCh.

Trics4a ycT, nepebuBas Opyr gpyra, 6onrany,

Bonras, CIMBaIUCh.

A macMypHBIii IeHb YX 3a/eprUBall OKHA NbLILHOM,
KHCEHHOI0 ITOPOH.

In the companion piece “Posle znoja Zelanij,” also cast in a rhythmicized
ternary meter, modernistic abstraction (“I &to-to zasmejalos, zaplakalo i
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zasmejalos’™”), beasts of passion (jarostnyj zver’), anthropomorphism, fra-
grant flowers and summer skies are combined with what will become major
Remizovian themes—the wisdom of apes (mudrost’ obezjanjja) and the tran-
sitory nature of life, symbolized by the image of a large blind fly buzzing
aimlessly:

Iocne 3109 *enaHuii?!

Karturcs jnerkumMu, 3BOHKAME CTPYSIMH TOX[b C JIETHEro Heba.
JleTHee HE6O — caJ] YEPHBIX OYIINUCTHIX LBETOB.
W MenbKaroT, CKOJIb3AT, BBIPBIBAKOTCS XKIYTS IPybl rojybero-
LUX, MJICIOLIUX MOJIHUH.
U cranpHBIMH KOTTSMH ObET 00 yTEChI OTHEHHBIX 3BE3[
OTJAJICHHBIX CTPAIIHBIH, HCTIaYKaHHBIN
KpPOBBIO, SIPOCTHBIH 3BEPb,
Bret u peser.
OxHa pacKpBbITHI.
Sl onuH. . .
S cTaparoch IPOHUKHYTH B TaliHy B30CIIEHHBIX TyY U
MY3BIKH TPOMOB.
A mpeo MHOIO UOYT U3BasiHbS BCEX MPOXHUTBIX MOMX OHEIi:
Jlroneit BCIOMUHAKO TEX, YTO BCTpeyas, oGHUMaI, yOuBair,
Cxa3Ky 4 IECHU U Yaphbl BHOBb 0XKHBAIOT,
BHOBb 0)KHUBAIOT YJIBIOKH, TPHMACHI.
U cxoTckMii raM roroyeT U MyIpoCTh 00€3bsHbs I1y60KO-
MEBICJIEHHO MEYTaeT.

W 4yTO-TO 3aCcMessIoCh, 3aIlJIaKajio U 3aCMESIOCh.

IIBeTEI, UTO COXpaHsI0, KaK NaMATh JOPOTYIO, S BCTIOMHHUIL.

Hx s cpesas, korja BCTpeval . . .

V30pHbI#, cTaphlil KIIFOY 3amel, ¥ cepebpo Ha KpBIIIKe,
TYCKJIO Tasl, 3aUrpaio.

51 OTBOPHJI CTAPHHHYIO MIKATYJIKY — JIapel 3aBETHBIH.

OpHHU CyXHe JIMCTbS U YepHbIE OYTOHBI, KaK yroJibs 3a-
OBITHIX 0YaroB, Ha [THE JIEXKaT . . .

OpHU cyxue JIUCThbA!

U 4T0-TO 3aCMEAIIOCH, 3aIJIaKajlo U 3aCMESAJIOCH.

Bcero aymroii yHOIIYCh B AYIIY HCCOXIIHNX U MbLIb-
HBIX [[BETOB,

Bcero aymnoi npunajaro K cepanam.

OHM MHe CcyJIiIH, OHM obemamny . . .

U cHOBa MpOTATUBaIOT PYKH,

Cnosga, Te cjioBa, IOBTOPSIOT . . .
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Bopyr myxa 3axyxokaia cienas, 6oybiias Myxa,
OHa €CT YeJI0OBEYbE MSCO-Taaallb.
K cBeun, Ha xeaToe 00JIbLHOE MJIAMS, TO IIOIJIETUT, TO
CKpOETCS, TO CHOBa BbETCSI.
HeBosnbHOE B AyIie, IPUKOBaHHOE K OPEHHOCTH,
OPOXKUT, CMESACH.
U rae-to B riiyouHe 6e310HHOE, HEMOE ILJIaYeT.
Hacrana TummHa, COH 0XMEJIEBIINX TYY.
3emJs HachIlIEHHAs!, YepHas MOKOWHO, POBHO IBIIIET.
A MyXa BCE XYXOKHUT, XYXOKHT . . .

A third mood piece, “Preljudii,” which was probably written during Holy
Week, reflects the author’s despair at life’s transitory nature, unfulfilled
desires and his own ugliness. Although Christ’s Resurrection would appear
to offer hope for a new life, the poet remains bound to the past as he
gropes for the future and views life as a series of cruel, mocking and humil-
iating tribulations. The seasonal shifts from summer to spring to autumn
(the latter described in a cryptic three-lines which stress its transitory joys
and sorrows) provide the poem with a cyclical nature, which locks the poet
into an unending and inescapable human condition characterized by regret,
hope, desire, and tribulation.

IMpenroaun??

JIHU moLieNTyeB U J1ack Ha BeuepHeil 3ape yBAOaroT.
JleTHss, 3HOMHAA HOYb MOKUTAET COHHBIE CeJla.
B xpoBaBhbIX Jyyax ALIMHOTO COJIHIIA KPEMYaeT MOpO3.
IToxapsl XeJaHuil BCIILIXHYJIM B THOpbMax.
51 mpoxo3Ky 1o BelIHei gopore . . .
JIunKue TUCThA CMEroTCH,
XpycT XKe U HEMOILb OCEHHUX HaBEBAEeT BOJIHEHbE
0 OpEHHOCTH XU3HH.

3aBTpa CBetnas Hous.
XoaAT TyMaHHbIE TyYH, MITKHE CTEJIFOT MOCTENIH
s 6enoro cera.
CHera, yBsifas, TKYT cTe6EILKY M3 CHHUX CHEXHHOK.
3Hoii HacTynaeT, He6O TOCKYET O Ipo3ax, HEHACTheE.
3aBTpa HOBasl XH3Hb, 3aBTPa COJIHIE yMpeT!
O BYepalIHEM TOCKYIO . . .
CHsbl npuU3bIBalO, TOE UAYT U CXOOATCS TeCHO Bueparn-
Hee ¢ 3aBTpa.
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B neuanbHO-ycTaNbIX aKKoOpaax,

B 671€K710CTH MEPKHYLIMX KPaCOK

BHATEH MHE OT3BYK.

C 6011b10 TaIOCh 5 C 326UTHIM XKETAaHLEM

B py6uie cmMpagHoM ypoacrTsa.

B3opbl cTpaasl 6€3bICXONHON HEOTCTYIIHO CEOAT U
BOJIHYIOT.

MenHelil OPKECTp aACKUX XKeJIaHHH,

Be33acTeHYHBO-BOJIBHBIE CTPYHEI,

BeccoBecTHO-NIbSHEIE O3B

Bypsamu xnemyTcs B 3HOHHO-TEMHEIOIMX AyMaXx.

be33aboTHO-KaTAIMHACS XOXOT HACTYNAET MOTOMOM.

HM3yBepckue Ka3HH 3a Ka3HAMM HIYT.

O6siMTas APOCTHO-SIPKUM 3aKaTOM K YTPY CEdeeT
U XMETCS 3¢eMHas Kopa.
B nbimHeIX y6opax LBETHCTHIN NMIIAH 3aTHUBAaET
HEHACTbEM TATYYe-CJIE3JIUBLIM.

ITepemenHas ocens . . .
TpoH BakxaHamii.
Priganue ckpumnok.

In graphic contrast to Remizov’s amorphous free verse are the short,
tightly knit lines of “Etoj noCju strannoj . . .” (“This strange night . . .”), an
undated poem which may have been written as early as 1903 but was
published only in 1906.2 It contains decadent, demonic overtones including
a black mass, a tormented soul, and an appeal for a golden angel to dispel
the grave-like cold of the poet’s life. Yet other details and the mention of
the soul as “flaming” and “blood-singed” also point to the possibility of
reading the poem as a copulation metaphor. Remizov displays considerable
formal freedom including the absence of rhyme in some stanzas and occa-
sional deviation from the basic trochaic trimeter scheme (substitution of
anapest dimeter in the first and second lines of verses four and eight,
replacement of the first foot by an iamb in the second line of verses one,
five, and six).
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OTO# HOYBIO CTPAHHOMN C po6koit MOIUTBO#
OJIETOM JIyHOH, MOCJIEAHUX CTyNEHEH
YepHYyIo 00eIHI0 3aurpa’sio cepaue
s CBEpILAJI C TOOO. IJIaMeHeM Ho4eH.
B TecHOM Kkpyre 3aMKHYTHhI# OToii HOYbIO CTPAHHOH,
LIENBIO TEIUIBIX PYK, oneTol JIyHOH,
TYJIKUMH CTYIIEHIMHU YEepHYI0 00eqHI0
sl CILyCKaJICsi BIJIyOb. s cBepIIaj ¢ ToOOoM.
CeTbr0 MyK GeCUHCIIEHHBIX KpoBsio onanensas,
nmyTaJa 3emis, CJIe3bl XOPOHS,
nmyTaa, Oymuia . . . ThI TOPHUIIIb, ThI FACHEMIb,
njiakasa JgyIa. IUIEHHHUIIA-Ay1Ia.
IIpunerai, npunerai, Ipuneraii, npunerai,
aHreJ 30J10TOH, aHTeJl 30JI0TOH,
OBeBaii, oBeBai, oBeBaii, oBeBai,
xoJ101 rpo60oBoii! XoJ107 rpo6OoBOi.

Remizov’s attitude toward his poetry must have changed appreciably in
the three years between the appearance of Cortov log i poluno$énoe solnce
(The Devil’s Lair and the Midnight Sun) in December 1907 and of the first
volume of his Socinenija (Works) in November 1910.2* In preparing the
eight-volume collection of his writing, Remizov carefully reviewed all of his
work up through 1910, frequently making numerous and extensive revi-
sions in style and substance.?’ It is therefore significant that the poémy
section of Cortov log ... was totally dismantled. All of the published
poems discussed above were systematically excluded from Socdinenija with
the exception of “Severnye cvety,” which was depoeticized and included as
a prose fragment in the final section of “V plenu.”?¢ Only three poems were
included as poems in Remizov’s Sodinenija: a twenty-nine line dedicatory
preface to his daughter Natasa (“Natase”) and a ten-line translation of a
Latvian lullaby, “MedveZja kolybelnaja pesnja,” in Posolon’ (Follow the
Sun), a collection of retold folktales and children’s games;?” and a 375-line
lyric narrative poem, “Iuda predatel,” which was appended in the commen-
tary to Remizov’s tragedy about Judas Iscariot.?® Apparently Remizov had
renounced all his attempts at verse, whether relatively standard in rhyme
and meter or rather free in unrhymed, deformed meter, and now turned full
attention to the development of a rhythmic prose characterized by poetic
features such as syntactical parallelism, repetition of words and phrases,
alliteration, and palpable rhythm.
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“Iuda predatel” stands unique among Remizov’s early poetic efforts by
virtue of its length and subject matter—the treatment of a biblical theme,
the betrayal of Christ by his disciple Judas. Despite the poem’s narrative
function, the lyric elements tend to predominate, with the emotions of both
the poet and of Judas playing equally important roles. An authorial pro-
logue (the first of six numbered sections and consisting of thirty-four lines)
delineates the theme of bitter woe (“O gore gorkoe derznuvsim . . .”) that
will befall him who betrays. Undoubtedly inspired by Luke 22:22 (“gore
¢eloveku tomu, imZe predaetsja”), the prophetic threefold repetition of “O
gore gorkoe” (lines 1 and 9) and “O gore, gore” (line 31) also carries over-
tones of Christ’s sevenfold denunciation of the scribes and Pharisees.?’ The
second section (consisting of fifty-three lines) combines lyric landscape de-
scriptions with allusions to several of Christ’s miracles, but focusses on
presenting Judas as a lonely, melancholy soul with an ill-defined longing,
closest to Christ of all the disciples, and, strangely, quotes Christ’s words:
“I iZze a3Ce mene radi/ pogubit svoju dufu,/ obrjaséet ju.”*® Perhaps
Remizov is suggesting, as did Leonid Andreev in his story “Iuda Iskariot”
which was also published in 1907, that Judas was the most faithful of the
disciples in that he knowingly facilitated the immortality of Christ’s teach-
ings through betrayal which led to His crucifixion and resurrection. The
inevitability of Christ’s death is underscored in section three (consisting of
fifty-three lines), while Judas’ decision and betrayal are described in section
four (consisting of forty-six lines), indicating that Judas had only feigned
the role of the betrayer because he believed in Christ, the Son of God, and
in His godly powers. The lyric first-person realization of betrayal (the
seventeen-line section five) conveys the author’s emctions as well as those
of Judas and represents the climax of the work:

5.[lines 187-203]

O, T'ocniow,

g npenasai Tebs . . .

ITerTan Tepnesne

B UCKaHbSIX TIIETHBIX.

XoTen ctaTh Ha cyAbOy NATORO,
pacimarars,

NONPaBUTh YTO-TO . . .

U cronbko pas,

1065 u Beps,

TSDKENIBIM CIIOBOM
ockopb6ieHse Gpocalt 3a ockopOIeHbeM
4 HAHOCHJI JIFOOBM XeTaHHOU
3a paHoO# paHy.
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U Bopyr ouHYBILHKCS,
TOINTAaJI HOPYraHHOE CEpALE.
O, TI'ocnou,

A npenasan Tebs . . .

The final section (consisting of 172 lines) depicts the Last Supper according
to a composite of the four gospels (relying most heavily on the Gospel of
St. John), then shifts to a lyric description of Judas’ horror and despair at
the realization that in his zeal to glorify Christ, the Son of God, he has
betrayed Christ, his fellow man. Morally destroyed, Judas repents and dies.
The entire poem is effectively rendered in free verse with varying line
length, in an elevated lyric style with an underlying iambic meter. There is
no indication that Remizov again returned to verse composition prior to
the Russian Revolution.

The Revolutions of 1917 must have had a tremendous effect on Remizov,
for they prompted an unusually strong lyric response in a genre that could
only be described as an indefinable composite of free verse and rhythmic
prose. “Krasnoe znamja,” Remizov’s reaction to the February Revolution
in Petrograd,®! may well represent the first poetic response to the Revolu-
tion by a major writer and may have influenced Blok’s “Dvenadcat’™” (“The
Twelve”), which was written six months after Remizov’s work had been
published. The sixteen-stanza piece, which was accompanied by nine strik-
ing drawings by S. Lebedeva, begins with the author-narrator rising from
his grave, then describes in the third person, a hunched, faceless pilgrim
wandering through Russia (second stanza), only to return to the authorial
first person (sixth stanza) for the remainder of the work, thereby identifying
the author-narrator with the pilgrim and creating a Christ-figure. Interrupt-
ing this lyric prologue are three short stanzas (third, fourth, and fifth)
which are repeated verbatim once again as stanzas ten through twelve:

III.
3aps-3apsHuna,
KpacHas gesuna,
Mars IIpecBstas Boroponurna.
Iv.
Ho, na, nonk! Uo, ua, uo, nonxk! Mo, ua, no, mojk!
IIau, nai, nam, mnar, nam, nan, nai, nai.
V.
Co cBsATHIME ynoKo#, XpHucre,
aymu pab Coux . . .
(p- 73, 77-78)
The unusual juxtaposition of folk, onomatopoeic, and ecclesiastical rhythms
immediately brings to mind and anticipates the unique texture of “Dvenad-
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cat,” with its colloquialisms, folk songs, and machine-gun fire. However,
whereas Blok’s Christ appears unexpectedly only at the conclusion of the
poem, in Remizov’s text Christian symbolism and Russian Orthodox
refrains are employed consistently throughout and logically lead to the
final stanza which refers both to Christ and to Mother Russia, and also
echoes the author-narrator’s lyric resurrection in the initial stanza:

XVI.
CMepTHIO CMEPTh NONPasB,
¥ CyLIMM BO rpobex XHBOT JapoOBaB.

(p- 80)

The two longest and logically central stanzas (seven and nine) were
couched in rhythmic prose at first publication, but subsequently were
reworked, together with stanzas thirteen and fourteen, into an eighty-line
poem which was included under a new title, “Krasnyj zvon” (“The Red
Pealing”), in a book of memoirs.? Beginning with a eulogy to St. Peters-
burg highly reminiscent of the prologue in Puskin’s “Mednyj vsadnik”
(“The Bronze Horseman”), Remizov bemoans the desanctification of the
city as the reason for destruction (“obezdolili, otreklis’ ot apostola, imja
svjatoe tvoe promenjali na Celovefeskoe ... Vot polemu otstupili sily
nebesnye,” p. 75), and arrives at the dualistic conclusion that the city of
Peter the Great (and the Christian faith of Peter the Apostle) are engulfed
in the flame of Revolution:

Pa36ur xamens IleTpos.
KaMeHb OrHEM NBIXHYIL.
U ctouus TH B OTHE — XxojioaHas Hesa Tever.®?

An apocalyptic vision of a silver belt in the sky studded with five new white
suns, of a red rainbow containing two reddish-purple and two white suns,
and of a crown (eighth stanza), precedes the poet’s lyric appeal to crucified
but unshakeable Mother Russia for comfort and salvation from the cur-
rent turmoil. Then, after the repetition of the three refrains, the poet de-
scribes his soul-pain at the defilation of Russia (stanzas thirteen and four-
teen), looks forward to her regeneration (symbolized by an icon-lamp), and
appeals to his wise, counselling [soviet?] brothers (“bratja mudrye i sovet-
nye,” p. 80) to decide his country’s fate. Perhaps Remizov came to believe
that the exceedingly rich and manifold Christian symbolism (the resur-
rected narrator, church refrains, wandering pilgrim, the star folk-symbol of
Virgin Mary, the apocalyptic vision) tended to detract from the impact of
suffering Mother Russia, for in the later blank verse version he deleted the
first six stanzas and the repeated refrains (stanzas ten through twelve,

B
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which would have been perceived as pale imitations nine years after “Dve-
nadcat’”), and began instead with the eulogy to St. Petersburg racked with
revolution (originally stanza seven), followed by the declaration of his soul-
pain (originally stanzas thirteen and fourteen), a description of Mother
Russia gripped by woe and likened to crucified Christ (originally stanza
nine), and finally ending with the poet’s lyric appeal to his unshakeable
homeland for comfort and salvation (originally part of stanza nine and
given below in the 1927 version):

Poavna Mos mpocTopHas, TepnesiuBas U 6e3mMoIiBHas!
ITpumu BepHBIX, IPUMH U OTYASBILIUXCS,

CTOHKHX M IIaTKHX,

60ApbIX ¥ HEMOILHBIX,

MPHMH KPOBHBIX TBOUX

U NIPHLIBbIX K Tebe,

BCEX — OT MaJja [0 BeJuKa —

ThI OJIHa HeKose6umas!

U3 rapy U CMYyThI BbIBEU

Ha BOJIbHBIH Genbii cBet.’*

In March 1918 Remizov penned a second lyric response to the events of
the preceding year, entitled “O sudbe ognennoj”** and inspired by Heracli-
tus’ belief that change, guided by an intelligent law which he called Jogos,
comprised the basic reality. For Remizov, however, the guiding force took
the form of a deterministic fate (sud'ba) not at all resembling the chance
fate so typical of his pre-Revolutionary prose works.® Through fate, power
(sila) becomes law (pravo), and everything and everyone is subject to the
judgment (sud) of the two cleansing brothers, fire (ogon’) and war (vojna).
Power conquers chaos, creating law which rules the universe, only to be
destroyed by fire and war so that a new life may arise. The abstract apoth-
eosis of cleansing fire and inexorable fate, which comprises the first half of
this work, abruptly gives way to a lyric second half where the author-
narrator, with scorched heart, scales a fiery, rocky peak in search of God’s
help in finding a source of light. Directed to the waters of Mnemosyne, his
sorrowful soul gains wisdom and departs from the body into eternal light
and joy. Although the piece was couched in a rhythmic prose that utilized
lines and stanzas arranged symmetrically around a vertical axis, the con-
stant shifts in stress and syllable distribution precluded determination of an
underlying metrical scheme.

Remizov’s final poem, “Zenitnye zovy,” totally lacked the sanguine faith
in the cleansing fire of Revolution so graphically expressed in “O sudbe
ognennoj.” Instead it presents the poet’s poignant appeal for salvation from
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an indifferent fate and age. The poet languishes in darkness and desperately
cries out for help:

Ecnu 4To-TO He momo#IeT,
HE IPUKOCHETCS YKo
K MOEMY Cepany —
s Ipomall.
U B Tsxenoit BAHYIEH ThME
Kak-6ynTo Gepy s 4To-TO —
X0Yy MaTEPUHCKYIO PYKY
IpPWXATh K CEpaLy.
U BuXy, MOXHATHIH IAYK TaM B BrICOTE.>’

But the appeal evokes no response from a hostile fate and age, threaten-
ingly symbolized by a shaggy spider, iron raven, and iron stag, until the
closing lines where the sought-for light of dawn assumes the form of a
Cross:

51 B3bIBarO U3 Mpaka:

«XKene3Hblil 0JIEHB,

MOTYYHMH pOTaMH K 3ape MOObIMH,
6pocs, H

PacKoJIOTH THOJIEHBM KOCTH MOM Ha KYCKH.
51 nyXoM MOHUM OIyIyCh

B BOJIOBOPOT IJIyOHHBI,

U 110 TOHKOH urie

B30BBIOCh K BBICOTE.»

Mosya oJieHb IOBIMAET pora,
U 3aper0 CBEpPKAeT KpPecT.
Vx! xak BeTep CBUCTHUT B yIlIax.
CaHku MuaTcs 10 pOBHO# gopore —
BOJIKM — KOHHU MOHU — BOJIbHO HECYT
K 3ape.
(lines 65-79)

Devastated by the forces of war and revolution, Remizov sought salvation
in the Russian Orthodox faith, emigrating from Soviet Russia two years
later. Reworked extensively before inclusion in Remizov’s massive memoir
on revolutionary Russia, “Zenitnye zovy” was divested of its underlying
ternary (occasionally binary) meter and became a page-long prose frag-
ment.®

In retrospect we see that Remizov was never comfortable in working
with poetic forms. His three published poems in a modernist vein were
never reprinted, his experimentation with unrhymed, deformed meters on
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Zyrian mythological themes were subsequently either discarded or reworked
and incorporated into prose pieces, and three lyric mood poems remained
unpublished. The significance of subject matter and lyric intensity of “Iuda
predatel’” prompted him to retain and reprint the piece in subsequent years
as an appendix to his dramatic tragedy on the same theme. The cataclysmic
Revolutions of 1917 and Civil War prompted him to return to verse as the
highest form of elevated lyric intensity, but even then he vascillated
between utilizing a rhythmic prose fragment and a poetic line with underly-
ing meter, moving from prose to poetry in “Krasnoe znamja”/ “Krasnyj
zvon,” but from poetry to prose in “Zenitnye zovy.” His major poetic
work of the Revolutionary period, “O sudbe ognennoj,” represented a
compromise—written essentially in a nonmetrical prose, it sought to create
the illusion of poetry through use of line, short stanza, and symmetric
graphic distribution. Nevertheless, Remizov’s expefimentation with poetic
forms and techniques reflected his lifelong preoccupation with the formal
and auditory aspects of his prose, which utilized many secondary features
usually associated with poetry (alliteration, repetition, parallelism, inver-
sion) in making palpable the verbal texture of the printed word.

State University of New York at Albany
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