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PREFACE

It is easy to see why scholars both in the East and the West should have been
slow to recognize the long history behind the late seventeenth-century and
eighteenth-century Russian word-play poems and the extent and coherence of
the poetic system to which they belong. The poems themselves are often short
and unusual in form and sometimes obscure in expression. They rarely have
the characteristics favoured by editors of collected works or anthologists.
Consequently they tend to become known only when complete editions of their
authors’ works are published.

Three factors have retarded the study of word-play poetry in the
Slavonic literatures. The first is that most of the earliest word-play poems are
in Greek or Latin and that many of the books which refer to them are in
Latin. Since the two classical languages are no longer widely known to
scholars in Eastern Europe, these rich sources are largely closed to them.
Second, in Eastern Europe there has been a general reluctance to investigate
the foreign, i.e. extra-Slavonic, origins of Slavonic word-play poems. A third
factor is that much valuable material on them has remained unpublished in
manuscripts.

The failure to relate these poems to a single system has led to their
being treated as individual, eccentric poetic experiments, as they are, for
example, in G. A. Gukovskii's Russkaia poeziia XVIII veka of 1927.

Among the first twentieth-century Russian literary scholars to
acknowledge the existence of a corpus of Russian and Russian Church Slavonic
word-play poetry and to identify some of its varieties was P. N. Berkov. -His
Virshi of 1935 includes six types of word-play poem. His identifications of the
types are mainly correct, but regrettably he gives no sources for the poems
which he printed.

After the Second World War I. P. Eremin published a description of
word-play poems in the works of Simeon Polotskii. He added to the types
exemplified by Berkov, but his account has the disadvantage of being confined
to a single author, and he makes no attempt to give a history of the different
types. _

The first scholar to try to define word-play poetry with respect to the
Slavonic literatures as a whole and to name and give examples of its main
types was D. TschiZzewskij. His booklet, Formalistische Dichtung bei den
Slaven (1958), covers the production of word-play poetry from the origins of
the Slavonic literary languages to the twentieth century. He made a careful
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I. PICTURE POEMS

Some types of word-play poetry, known collectively in Latin as carmina
curiosa, nugae, or lusus poetici, in Greek as texvomaiyviov and in Russian as
Kypbe3HHH C¢THX, are very ancient. One such are picture poems, called
carmina figurata or purypHite cTuxu. They are blocks of verse arranged to
form the outline or silhouette of an object which may or may not be referred
to in the body of the poem. This is the true picture poem, and it is found in
Greek, Latin, Russian and other literatures. But there are other compositions,
presented in the identical way so that their outline recalls some object, which
are not in poetry but in prose; and there are yet others which are partly in
poetry and partly in prose.

Picture compositions are known of as early as the fourth century B.C.
when several were written by Simias of Rhodes. Three of his picture
compositions, the celebrated 'Egg’, the 'Axe' and the "Wings of Love', found
their way into the Palatine Anthology, a collection of some 3,700 Greek
epigrams made by an unknown Byzantine scholar or scholars around A.D.
980.2 Sometimes picture poems contain elements additional to their verbal
texts and the outlines they present. Thus Besantinus's 'Altar’, composed in
Greek in the reign of the second-century Roman emperor Hadrian, and
presumably addressed to him, is also an acrostic, the first letters of whose
twenty-six lines spell the words *Olumie, mohhotg el Buoeiog (O Olympian,
mayest thou sacrifice for many years).® There is a parallel among Simeon
Polotskii's picture poems.*

Picture poems do not appear to have been mentioned along with other
carmina curiosa by such fourth-century Latin grammarians as Servius
Honoratus, Marius Victorinus or Diomedes.5 However, they were composed in
the eighth century as, for example, by Lul, the assistant of Boniface and the
future bishop of Mainz.6

Along with other examples of word-play poetry picture poems tend to be
treated towards the end of works on poetics, customarily after the epigrams
and the epitaphs.

Probably the fullest treatment ever given to them is found in
Encyclopaedia, the work of the German Protestant theologian Johann Heinrich
Alsted. Born in 1588, he became professor of philosophy and theology at
Herborn in Nassau, from where he moved to a chair at Weissenburg in
Transylvania: the reason for the employment of a German professor in this
eastern part of Hungary appears to have been its large German population.
Alsted remained in Weissenburg until his death in 1638. In 1629 he completed
and i 1630 published his seven-volume encyclopaedia, which contains a
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detailed description of sixty varieties of word-play poetry, among them many
examples of picture compositions, mainly poems.”?

Alsted refers to word-play poetry in his sections on both Greek and Latin
verse prosody, but when he comes to Greek word-play poetry or, as he calls it,
technopaegnion, he merely says that it is identical to Latin: "Technopaegnion
poésios Graecae idem est cum Latino', and confines himself to printing a single
example, Simias of Rhodes's 'Egg’, using a text very different from that in the
Palatine Anthology.

In the pages on Latin word-play poetry he lists the following varieties of
picture compositions: the 'Amphora’, the 'Altar' (ara), the 'Cup’ (calix), the
'Water-clock' (clepsydra), the 'Shield' (clypeus), the 'Column' (columna), the
‘Spindle’ (fusus), the 'Organ' (organum), the 'Egg' (ovum), the 'Felt Cap'
(pileus), the 'Goblet' (poculum), the 'Pyramid' (pyramis), the 'Rake' or the
'‘Mattock' (rastrum), the 'Steps' (scala), the 'Axe’ (securis), the 'Saw' (serra),
the "Tripod' (tripus) and the "Tower' (turris). All the examples with which he
illustrates these picture compositions are in Latin, except one, which is in
Greek. He mentions Simias's 'Egg' a second time, but now he specifies three
sizes of egg, a larger egg (ovum grandius), which he has already exemplified
in the section on Greek verse prosody, a smaller egg (ovum minus), which he
illustrates here with a Latin egg, and a tiny egg (ovum pusillum), which he
illustrates with a single sentence of Greek prose owuiag $6810¢ 1’ £moinoev ovtme
(sic) (Simias of Rhodes made me thus), printed in an egg-like shape.8

wioc

06d1o0c¢
WeéEmoimn-
OE&EVvV OV -
T C.
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The German poet and literary theoretician Martin Opitz (1597-1639) was
a near contemporary of Alsted. The first edition of his Buch von der
Deutschen Poeterey (1624) contains no picture poems (in German Bilder
Reime) nor any references to them.® However, when Enoch Hannman brought
out an 'augmented and improved' edition of this work in 1645, he inserted a
single picture poem called the 'Pyramid’, a subject which occurs among
Alsted's examples. It is a short poem of lines with predominantly alternate
rhyme in honour of 'immortal poetry'.1°

Nicht.
Es bricht
Z u s ammen
Gantz uberhin
Der strenge Flamen
Die Doner und der Lauf
Pyramidem. Es fahren

Der greise Zeit. Sie bawet auf

Der Poesie beit trotz den Jahren
Den scharffé Zahn gesetzt die Ewigkeit
Als VielfraB alles das das ma anschauet

Die steinern Gebiirg’. In sie hat doch die Zeit
Egypten rihm dich nit/da du  hast  auffgebauet.

Two early seventeenth-century English poems reproduce the chief
features of Besantinus's 'Altar’ and Simias of Rhodes's "Wings of Love'. Both
come from The Temple, a collection of short religious poems by George
Herbert (1593-1633), the poet and Anglican clergyman who was rector of
Bemerton near Salisbury for the last three years of his life.!?

George Herbert's 'Altar’ contains sixteen iambic lines of various lengths
rhyming in pairs. The altar table is made up of two pentameters and rests on a
stone of two tetrameters. This stone is supported by a column of eight
dimeters, which in its turn stands on a base of two tetrameters set in a plinth of
two pentameters.
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The Altar

s BROKEN ALTAR, Lord, thy fervant rears,
Made of a heart, and cemented with tears:
Whofe parts are as thy hand did frame;
Noworkman’stool hath touch’d the fame.
A Heart alone
Is fuch a ftone,

As nothing but
Thy powerdoth cut.
Whereforeeach part
Of my hard heart
Meets in this frame,
To praife thy name :

That, if I chance to hold my peace,
Thefe ftonesto praife thee may notceafe.
O let thy blefled SacriFicE be mine,
And fan&ify this ALTAR to be thine.

His 'Easter-Wings' has four wings, each again composed of iambics. The
two upper wings are made up of five lines which decrease by a foot each line
from pentameter to monometer, whereas the two lower wings increase
similarly by a foot each line from monometer to pentameter. Just as the
narrowing down of the upper wings symbolizes the poet's decline in prosperity
and health, so his rise in spirituality is indicated by the widening out again of
the lower wings. This contrast in significance between the upper and lower
wings creates an antithesis typical of Baroque word-play poetry.
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LorDp, who createdft man in wealth and ftore,
Though foolithly he loft the fame,
Decaying more and more,

Till he became

With thee
O let me rife
As Larks, harmonioufly,
And fing this day thy victories :
Then fhall the fall further the flight in me.

My tender age in forrow did begin:
And ftill with ficknefles and thame

Thou didft {o punifh f{in, /

That I became ’

Moft thin./

45

With thee
Let me combine,
And feel this day thy victory,
For, if I imp my wing on thine,
Affli&ion fhall advance the flight in me.

8 Moft poor:
Z %
> e

EASTER-
&

Justus Georg Schottel (1612-76), the poet and authority on the German
language, devoted five pages to Bilder Reime in his Ausfiihrliche Arbeit von
der Teutschen HaubtSprache (1663).12 All his texts are in verse, and his five
picture poems portray the objects they represent as silhouettes, with the edges
of their lines of verse forming the contours of the objects. He has a sixteen-line
'Egg' in iambics, a fourteen-line 'Tower' in dactyls, a twenty-eight-line
'Pyramid’ in trochees (which contains fourteen types of trochaic verse-lines), a
twenty-two-line Catholic 'Cross' in trochees and, finally, a twenty-one-line
'‘Goblet' (or perhaps in the context of the 'Cross' a 'Chalice’) in dactyls and
anapaests.
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Here is Schottel's 'Egg'":
Behend
Das Ende
Bey jedem Ding
Klein / grof} / gering
Gar unverhoft sich find
Das eitle weg verschwindt/
Wer auf Gott un auf Tugend traut
Der hat auf festen Grund gebaut
Was Tugend gibt/ Was Gott beschert
Bleibt unverdorben/ unverwehrt/
Darum ich nur GOtt liebe
In Tugend mich stets iibe

All Eitelkeiten
Werf ich zu seiten
Behende
Thrende.

And this 1s his 'Cross':
Gar viel Schmertze

Ich 1m Hertzen
Stets entpfinde/
Meine Siinde

Trukken tdaglich mich / weil ich nicht kan leben
Wie die Seele wil: Weil ich nicht kan streben
Recht mit Emsigkeit nach des Himels willen/
Muf} ohn Willen oft Leibeswillen stillen/
Auf Gott  trauen/
Auf jhn  schauen/

Sey stets mir
Hochste Gier:
Seine Giite
Mein Gemiite
Stets erfiille

Stets umbhiille
Er mich Armen
Mit erbarmen
Stets erquikke/
Denn ich  schikke
Mein Begehren
Nach dem  Herren.
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Alsted's monumental work was known to some of the teachers of the Kiev
Academy in the seventeenth and early eighteenth centuries, but at this time his
name was regarded, in B. Uhlenbruch's words, as 'taboo’, so taboo that it
could not be mentioned, and he was therefore referred to simply as the 'author
of the Encyclopaedia’.3 In Orthodox Kiev then and later the fear of Protestant
influences, literary as well as religious, appears to have been even stronger
than that of Catholic influences.

In his edition of Simeon Polotskii's selected works Eremin printed three
picture poems. Only one is of the type which Alsted demonstrates in his
numerous examples, that is, the type which is built up out of blocks of
horizontal verse-lines. This picture poem is called the 'Cross' (krest), and it
has the form of an Orthodox cross with a vertical beam and three cross-beams
instead of the single cross-beam of the Catholic cross.'* However, unusually
for the Orthodox cross, it does not have eight points, because the vertical beam
does not project beyond the topmost cross-beam. The verse-lines are pairs of
isosyllabic rhyming lines of different lengths. Note that the pairs of rhyming
lines constituting the second and longest cross-beam are printed consecutively
on the same lines as if they were leonines, whereas the lines forming the
vertical beam below the second and third cross-beams are eleven-syllable
syllabic lines divided at the caesura after the fifth syllable.

Alsted does not have a 'Cross' among his examples of picture poems, but
he uses the shape of a cross, actually a Catholic one, elsewhere among his
examples of word-play poetry.15

The other two picture poems given by Eremin are of a 'Star' and a
'Heart':18 neither occurs among Alsted's examples. Nor can their structure be
paralleled from among his picture poems. Instead of a silhouette being built up
by blocks of verse of varying length, a picture is formed by the verse-lines
themselves, so that, for example, the eight points of the star are lines of verse
issuing from its centre, and the oval curves of the heart consist of curving lines
of verse. The 'Star' was composed in honour of the birth of the Tsarevich
Simeon Alekseevich in 1665. Like Besantinus's 'Altar’, it contains an acrostic:
the first letters of the verse-lines forming the star's centre spell the tsarevich's
(as also the author's) first name 'Simeon'. The 'Heart' occurs in Simeon
Polotskii's poem Orel rossiiskii, which celebrates the presentation of the
Tsarevich Aleksei Alekseevich (1654-70) to the people as heir to the throne in
1667.

What was the source of Simeon Polotskii's picture poems? Born in 1629,
he was a student at the Kiev Academy, then the Mogilianskii Academy, from
about 1642 to about 1653, and he may have studied also at the Jesuit college in
Vilnius. He is not known to have studied in the West. The absence of close
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correspondences between Simeon Polotskii's picture poems on the one hand
and those in Alsted's Encyclopaedia and the Palatine Anthology on the other
suggests that he had no direct knowledge of either work. In fact, the unique
manuscript of the Palatine Anthology was not discovered in Heidelberg by the
French scholar Salmasius (1588-1653) until 1607, and it remained there only
until 1623, when it was taken to Rome. There it was left until 1797, and its
whole text was not published until 1813-14.17 In view of the prominence of
the cross, the heart and the star in Catholic religious symbolism Simeon
Polotskii most probably took the models for his picture poems from some
Catholic work on poetics which he may have seen in Vilnius.

The Ukrainian poet and printer Ivan Velichkovskii was a decade or so
younger than Simeon Polotskii. Little is known of his life, but at the beginning
of the 1680s he is thought to have been working at the printing-press founded
in Chernigov by its archbishop, Lazar” Baranovich. In the mid 1680s he
moved to Poltava and became a priest at the Church of the Assumption. He
died in Poltava in 1726.18

Like others of his fellow-countrymen at that time, he was a master of
word-play poetry, and among his carmina curiosa there is a picture poem
called the 'Cross'. Like Simeon Polotskii's 'Cross', it is an Orthodox cross with
three cross-beams, but, unlike his, it has eight points because the vertical beam
projects above the topmost cross-beam. Also like Simeon Polotskii's, it is
formed of pairs of mainly rhyming isosyllabic lines, but it is shorter, with
twenty-two lines against forty-three.1®

In his treatment of word-play poetry Alsted manifests the impartial
interest of the polymath. But in Western Europe attitudes to it were changing.
Magnus Daniel Omeis, who was born in Nuremberg in 1646 and who became
professor of eloquence, morals and poetry at Altdorf, included a section on
picture poems 1n his Griindliche Anleitung zur Teutschen accuraten Reim- und
Dicht-Kunst of 1704.20 He states, correctly, that they are not new inventions
but by his time were already about two thousand years old, and he refers to
examples in German poetry. But he then proceeds to dismiss both this and
other forms of word-play poetry scornfully: 'One should not spend too much
time on such school trifles (Schul-galanterien).'!

This seems to have been the attitude also of Feofan Prokopovich, who
returned to Kiev from his studies abroad in 1702 and became a teacher at the
Kiev Academy, his former school. In 1705, the year after the appearance of
Omeis's work, he gave a course on poetics to the Academy's students.
However, the section on the epigram in his manuscript textbook De Arte
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Poetica, which he wrote for this course, and which is the section to which one
would normally turn for information on word-play poetry, has not a single
word on the picture poem or on any other type of word-play poetry.22

Prokopovich was made rector of the Kiev Academy in 1710, and in 1715
Peter I summoned him to St Petersburg, where he lived and worked for the
rest of his life. He managed the school which he opened in his mansion on the
Karpovka River in St Petersburg in 1721 personally; so the list of subjects in
its syllabus should be indicative of his views. It may therefore be significant
that from the subjects taught at the Kiev Academy grammar, rhetoric and logic
remained on its syllabus, but that poetics did not.23 Had Prokopovich begun to
doubt its vaiue?

Prokopovich had no control over the syllabus of the Slavo-Graeco-Latin
Academy in Moscow, whose academic tradition stretched back to its
foundation in the 1660s by Simeon Polotskii. It is therefore not surprising that
the poetics course in the Moscow Academy in the late 1720s and early 1730s
should have differed completely from that taught by Prokopovich in Kiev
twenty years earlier and, in particular, that, unlike the Kiev poetics course, it
should have included a full treatment of the carmina curiosa.

This course was given by a young monk, Fedor Kvetnitskii, who had
graduated from the academy in 1729 and had been immediately appointed to
its staff. He had been entrusted with the class in poetics, and on 17 November
1732 he completed his own Latin manuscript textbook entitled Clavis Poetica
(The Key to Poetry).24 Part of the significance of this course is that it was the
one which M. V. Lomonosov started on 15 July 1732 and on which he was
examined on 1 July 1733 and on the succeeding days.25 In view of the
conservative nature of academic syllabuses the course presented in Clavis
Poetica may have been similar to that taken by V. K. Trediakovskii when he
studied at the Moscow Academy in 1723-25. The carmina curiosa occupy ff.
115-22 of the manuscript textbook.26

Compared to that followed by the German verse theoreticians of the
seventeenth century, the order in which Kvetnitskii takes the poetic genres is
unusual. Epigrams, anagrams and epitaphs come first, then the other literary
and dramatic genres, and finally the carmina curiosa. The end position of the
carnuna curiosa is standard: what is unexpected is the placing of the epigrams
and epitaphs in front of all the other poetic genres. The explanation may lie in
the order in which Kvetnitskii introduced the Latin poets to his pupils, that is,
he may have started with the epigrammatist Martial, then gone on to Virgil,
Ovid and Plautus, and ended with the carmina curiosa.

Despite the full attention which he gives to many other types of word-play
poetry Kvetnitskii passed over the picture poems in silence. Nor did
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Trediakovskii refer to them in his Novyi i kratkii sposob k slozheniiu
rossiiskikh stikhov in the editions of either 173527 or 1752;28 nor were they
mentioned in Lomonosov's Pis ‘mo o pravilakh rossiiskogo stikhotvorstva of
1739,29 nor in A. P. Sumarokov's article 'O stoposlozhenii'.3°

An explanation for at least Lomonosov's silence on the picture poems and
other types of the carmina curiosa may be found in some passages from the
works of Johann Hiibner and Johann Christoph Gottsched, some of whose
writings on versification Lomonosov is known to have studied.3! In his Neu-
vermehrtes poetisches Hand-Buch of 1712 Hiibner gives a brief treatment of
two of the carmina curiosa, the echo and the acrostic.32 He mentions some of
the other types by name, but refuses to say anything about them: 'Now there
are still several artificial genres remaining, that is, poems with irregular
rhyming patterns (/rr-Reime), chain rhymes (Ketten-Reime), picture poems
(Bilder-Reime), the Wieder-Tritte, the Sechstinnen, and the like ... However,
because I have not composed any in my life, nobody will expect me to give
him any instruction in them.'33 In a similar vein Gottsched writes in his
Grundlegung einer Deutschen Sprachkunst of 1748: 'At the beginning of this
century the celebrated Reimmann wrote Poesis Germanorum Canonica et
Apocrypha and in its last section proposed various new forms of verse. But I
shall not treat of them in this chapter, because they have not met with the least
approval in Germany. Just as little shall I give rules for picture poems
(Bilderreime), the Sechstinnen, acrostics, chronostics, logogryphs, poems with
irregular rhyming patterns (Irreime), poems with end rhymes (Endreime),
serpentine verses (Ringelreime), echoes (Widerhdllen), poems based on
anagrams (Buchstabenwechseln), cabalistic (Cabbalistischen) poems and
riddle-verses (Rdthselversen). Now that the true art of poetry has been made
clear this poetical trash has been completely rejected. Rather shall I speak of
certain Greek and Latin types of verse which have already made a good
beginning in Germany.'34 This passage reveals a deeper and more reasoned
hostility to the carmina curiosa than that expressed by Omeis.

Although ignored by Trediakovskii, Lomonosov and Sumarokov, picture
poems reappeared subsequently in eighteenth-century Russian poetry. In 1761
A. A. Rzhevskii published in the journal Poleznoe uveselenie a verse fable
under the title Muzh i zhena in the form of an almost perfect rhombus or an
ace of diamonds, with some resemblance to Simias's 'Egg'.35 However, in
other ways Rzhevskii's 'Rhombus’ differs from Simias's 'Egg': the verse-lines
of the 'Rhombus’ are all iambics of different lengths, whereas Simias's 'Egg’,
whether in the text of the Palatine Anthology or in Alsted's text, does not
appear to be in verse. Prosodically Rzhevskii's 'Rhombus’ seems to be close to
Schottel's 'Egg', which is also in various iambic metres. Unlike both Simias's
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'Egg' and Schottel's 'Egg', the 'Rhombus' does not constitute an entire
composition, but is preceded by four lines of verse and followed by eighteen
more.

Some forty years later Derzhavin composed two picture poems. The first
consists of six lines of iambics in memory of Field-Marshal A. V. Suvorov,
who died in disgrace in St Petersburg in 1800. The lines are arranged to form
the outline of a coffin if looked at from one end.36

Ha cMepTs CyBopoBa

OKOHYH, BEYHOCTH,
TeX CIIOpPoB beCKOHeYHOCTS,
KTo 60MbIlle U3 TBOUX IePoeB GLLIL
OKOHYHU 6€CKOHeYHOCTS CIIOPOB.
B TBoe CBATHIIUIILEe BCTYIINI
OT Hac CyBOPOB.

Neither the Palatine Anthology, nor Alsted, nor Schottel, nor Simeon Polotskii
provided a model for this type of picture poem.

On the other hand, Derzhavin's second picture poem, a 'Pyramid' dated
1809,37 is in the tradition of the 'Pyramid' picture poem exemplified by
Alsted, Hannman and Schottel.

lTupaMuIa

3pro
3apro,
JIy9aMUy;
Kak cBelllaMy,
Bo Mpake biecTAILY,
B BOCTOPT BCe AYIIU IPUBOAAIILY.

Ho 4T0? - OT coJHIIa JIb B HeH TOJIb MUJIOe BIUCTaHbe?
HeT! - IlupaMuzia - pge;m ©OJarux BOCIIOMHHAHbE,



SIMEON POLOTSKII'S 'CROSS'

Kpeer npeuectnslii nepkse caasa,

Ha nem ympe nawma raasa

XpHucTtoc rocrnoawr, Behbx crnacurean,

Kposrio cn uckynureas.

Xorain abro

CH BeCeAO

COREpPLINTH,

AonkeH ObITH

KpecTa

YTHTEeAD

H AHOHTEAD,

H ot Hero Bes abra mauuuaTH
Ou 60 ob6biae Thx 6rarocroBuTH,

B nawarbx aba cu u xoneuy aapyer,

Kpeer Ha a2emona meub oT 6Gora AaHbl
Cum spar [Noamag ascknii nochuecs,

B pacnsiTOM Ha HEM BbIHY YIIOBATH.
HKe KPECT HA CA TUIATCH BO3AOXKMTH.
kakoBa B ABaBx xTo 6rarorpe6yer.

Hae TOHAT

H Ha BCH, XPHRCTHaAHBbI.

u maro cMepTurpBx B KOHey coTpecs.

Ceit 1apem BhpHbIM

B 6paHeXx

HeluecTHBbDIA

noMoraer,

Bparu ucrtpebaser.

OH [IpaBOCAaBHDbIM

ecTh 3allMIIeHHue,

TOHHTEAEM K€

B BoJaX TOMNAEeHHe.

Ero 34k 3nams

Bnpeat noaararo,

ero TH CHABWI,

lHapo Haul,

KeAaar.

Ada ta T BcaaBuT, ko KoHcTaHTHHa,

yTuTeAs cyma npucHoaBBbl CbhiHa.

Jda 6yser Tu kpecT, KO CTOAN OrHEeHHbIiH

B HoIM, a Bo AAM — obArak 6oxecTBeHHBIH.

[Hur tBOMM AroZem,
cTpax e BpamAYIOMIbIM,
Ha XPpHCTHAHBDI

CO mMeueM HAYLIbIM.
Cum Xpucroc Bparu
cost nob6baur ectn,
kpect Ha mo6bay

u te6b Bpyuua ecrs,

Aa XI)HCTHZIHb}[

oT BapBap

cltaceltu-,

cam B curab ero

MHOI'O J'\'l_"vT muBeon.
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SIMEON POLOTSKII'S 'HEART'
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IVAN VELICHKOVSKII'S 'CROSS’

CHio TH Mallyio
KHHXHIY [Oapylo,
deBpoHUE IAHHO:
H3BOJIb HelIPeCTAHHO
3a BCeX MOJIsby MHOTY
IIPUHOCUTH bBory.
N o MHe, ceCTpHILe,
IIOMOJIHCA CHILE :
Tocmony, cmacH paba HoaHHa, -
OT HeTro Xe MH cif KHHXevKa [aHHa,
Allle Xe XHBB 6ymy
M a3d He 3abymy,
3a Tebe ko Cnacy
BCeTZIAIIIHero  4acy
MOJIOH IIPHHOCHTH
MHJIOCTH IIPOCHUTH
Oa HOacT TH Bce 6iaro
U CllaceT OT 3J1aro
AKo  6yaromaTess
¥ XH3HH IIONATeJs,
eMy Xe 4eCTh, CJIaBa
6yox W IOepXasa.



ALEKSEI RZHEVSKII'S ' RHOMBUS'

[IPLTYA 1L
MY U EEHA

My HeKkorjaa XeHy 3a TO CBOIO 6paHu,
Uro noma He CHAHT H BCAKHH JeHb TyJsfer.
IlocTynox eHUH Obl1 BeChMa eMy He MHJ,
M nns Toro BOT TaK XKeHy CBOIO iYHSET:

«Her,
Mor cser,
Hexnoxuo
To, uto ¢ Tob6oi
U xuth He MOXHO,
Kak ¢ 106poto xKeHOH.
C nBopa Bcerzia Tbl XOMHILb;
Te6ss mo Bcg OHH JnoMa HeT.
He 3naio, ¢ keM npHusizHb Thl BOAHILD;
Henb3sa yxutbca HaM ¢ TOOOH, MO¥ CBeT.
['yasifl, na ToAbKO Mepy 3HaThb B TOM JOJXKHO;
[loxBa/IbHO JIb MPUXOMAUTL HA YTPEHHEH 3ape?
[lo BcsikHit NeHb ryasTh TebGe KeHa, He MOXKHO,
JIub To B34 MOXBaJATh, UTO €CThb B CBOeH Mope.
Tel xymo nmenaeub, KeHa, HEJOXKHO,
A XomMilb TOJIBKO, YTOG Tebe ry/afTh,
M nom nycrol TH ocrasJsiellb.
XoXy H 4, Ja TOpProBarTh;
A Tel Bcerfia JbiTaelb».
«Kak MHe 6bl He XOIUTH,
e x xse6 nocraTt?
Te6e Tak XKHUTb
Hexkcraru:
He Bcsxk
Taxk
XKHBET, Kak Mbl ¢ T060IO;
MHo#t He CCOPHUTCS MO CMePTb C CBOEH KEeHOI».
CeM MyXy cBOeMY, XKe€Ha MHHT, YTOXKY;
Uro cayuarmch ero, eMy To L0Kaxy,
1 6yny noctynath Bceria no My»KHei BOJe,
C nBopa yX HHKyHda XOIHTb He cTaHy 6oJe.
Ha 3aBTpesi 1OMO# KaK C TOPry My NpHilies,
M noma OH CBOIO XO3SIOLIKY Hallles.
JKeHa, yBUIeBLIY BIaJH €ro, BCTPeYaer;
Myx oueHb paj: }KeHa NpPHKasn Hab/al0maeT.
[Tpuien, et roBOpUT: «X0350IIKa, MOH CBeT,
[Topa o6enath HaM». — «¥ Hac obena’ HeT, —
)KeHna oTBeTcTBYyeT, — 51 €CTh Belb He BapHJa».
— «Jla pss uero?» — cnpocua. «C nBopa
f He XOMHJa».
— «Jla nas yero?» — «THl caM MHe He BeJiesl XOMHTh,
Cumena noMa i, KOMY e eCTb KYNHTb?»
Henbas, 406 TOT KOria HayKOH MpeMeHHJCH,
HecwmbicaeH KTO pOaHIICA.
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I1. ALPHABETIC VERSES

Abecedarian or alphabetic verses, in which successive lines of verse or
successive stanzas begin with successive letters of an alphabet, Hebrew, Greek,
Latin or Church Slavonic, are even more ancient than the picture poems.38
Examples of them are found in Psalms 25 and 34 of the Psalms of David in
their original Hebrew. Another occurs in Psalm 119, each of whose twenty-
two parts is headed by successive letters of the twenty-two-letter Hebrew
alphabet and each verse of which starts with the letter which heads each part.
According to D. L. Page abecedarian verses are found in the prologue of a
Greek comedy of the end of the third century B.C.39

In his Encyclopaedia Alsted cites an alphabetic poem of twenty-two Latin
lines in elegiac couplets composed for the New Year by Prince Maurice of
Hesse. Each successive line starts with a new letter of the Latin alphabet. Not
quite all the letters of the Latin alphabet were used.4% Here are its first eight
lines:

Annus abit transactus, adestque recentior annus;
Bis sit prosperior qui venit, atque abiens.
Christe rogo primum votum largire petenti,
Da PACEM nobis, optime CHRISTE, tuam.
E verbo sincera tuo DOCTRINA resultans
Floreat in templis, floreat inque scholis.
GRATIA sit populo DIVINA parata misello;
Hassia quos RITUS iam tenet, obtineat.

Among Velichkovskii's carmina curiosa is an alphabetic song in which
each successive word instead of each successive verse-line starts with the next
letter of the alphabet. Since it is the Church Slavonic alphabet, there are two
'z's, dzelo and zemlia, two '1's, izhe and izhei, and both forms of uk. The
alphabetic sequence of the Church Slavonic letters is maintained perfectly until
the letter 'kh', kher, inclusive. The song has twelve six-syllable syllabic lines,
rhyming in pairs.41

A3 6J1ar BceX I'IyOHH3,
neBasi eOUHA,

XHUBOT 334YaX 3BAHAIM,
Icyca H3bpaHHM,
KOTPUH JIIoZle MHOIO
Ha obeq MMOKOK
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paricka cobupaer,
TYHe VIPeXIaaeT.
YMHe dpeHikc XpHUCTe,
OT4e, LLAaPIO YHCTe,
IIeCTBYH LUIeAPOTAMHY,
MaTepe Mos6aMH.
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III. ACROSTICS

Acrostics are perhaps the type of word-play poetry best known to the present-
day reader. In their simplest form the initial letters of lines of verse spell out a
word or a name or a short sentence. In this form they were used by the early
Latin poet Ennius42 and by the composers of the Sibylline oracles.43 They are
also found in the short passages of verse of unknown date at the beginnings of
Plautus's comedies, which summarize their plots: the words which they make
are the plays' titles.44 Acrostics at the beginning and end of /lias Latina, an
epic antedating Nero's death, attribute the work to an Italicus, but probably not
the Silius Italicus who wrote Punica.45

By extension the term 'acrostic' is sometimes applied to the word formed
by the initial letters not of successive verses but of successive words.

The initial letters of some verses quoted by the Christian apologist
Lactantius of the late third century A.D. spell out the five Greek words
"Incotg Xpuotog Oeot viog owte |, but if the initial letters of these five words
are assembled, they form the word  ix80¢ .46 A word such as tx0vg
might be termed an acrostic of the second degree on the ground that it is
formed from words which are themselves acrostics. But this usage is
objectionable, since etymologically the word 'acrostic' refers to the extremity
of a verse-line, i.e. its beginning or end, whereas in this example the letters
constituting the 'acrostic' are at the beginnings of successive words.

True acrostics of the second degree exist. Boccaccio composed a
celebrated one in his L’'amorosa Visione, in which the initial letters of all the
triplets of this fifty-chapter poem form three further poems, in the first of
which he dedicates his work to his love Maria. This dedicatory poem is itself
an acrostic, since the initial letters of its first, third, fifth, seventh and ninth
lines spell the name 'Maria'.47

Acrostics of these types were known all over Europe in the Dark Ages,
the Middle Ages and the Renaissance, and examples can be found in English,
French, Italian, German and other literatures.48

In double acrostics the last letters of successive lines form a word or a
name as well as their first letters, often the same word or name;4° and in triple
acrostics letters in the middles of the lines do the same.50 As Tschizewskij
points out, there is no possibility of the words or names conveyed by an
acrostic being apprehended by the ears alone: like most types of word-play
poetry, this type can be appreciated by the eyes only.5!

Alsted mentions four types of acrostic, that is, verse-initial only, verse-
final only, verse-initial and verse-final together, and verse-initial, verse-medial
and verse-final together.52 He gives the examples which were by then
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standard, adding also acrostics by Liberius and Belisarius in honour of
Sedulius the bishop.53 He also gives examples of ‘acrostics’ formed from the
first letters of words. One is:

Scripturae Ad Normam Cum Tanta Volumina Scribam,
THeiologos Omnes Metior Atque Sophos.

The 'acrostic' is 'Sanctus Thomas'. Note that the hexameter of the elegiac
couplet is a leonine verse in that the words ending the two hemistichs rhyme.54

Acrostics are frequent in the Russian Church Slavonic poetry of the
second half of the seventeenth century.

According to Pozdneev, the monk German, who died on 11 December
1682 at about the age of forty, composed fourteen acrostic songs in which his
own name is given. Some of the acrostic messages go much beyond the naming
of their author or their addressee and are short poems in their own right.
Typically this superimposed poem repeats more directly, because less
diffusely, the message of the substrate poem. Unusually one of German's
acrostic messages 1s autobiographical: 'In the month of May I am ill', a
complaint about an unseasonal sickness.55

Simeon Polotskii incorporated an acrostic poem into his Orel rossiiskii
composed to celebrate the coming of age of the Tsarevich Aleksei Alekseevich
in 1667, with the text 'O Lord, grant many years to the Tsar Aleksii
Mikhailovich'. The acrostic message runs down the initial letters of the twenty-
two-line poem and then continues down the initial letters of the second
hemistichs, so that the poem is at once a simple acrostic and a mesostich, a
combination not covered by Alsted's scheme, which provides for a verse-
medial message only within the triple acrostic. A further contrast is that in
Alsted’s triple acrostic the verse-initial, verse-medial and verse-final texts are
identical, whereas in Simeon Polotskii's poem the verse-medial text completes
the verse-initial one.56

In November 1678 — the date is revealed in the acrostic itself —
Archimandrite Tikhon composed a long verse preface to his historical work
Latukhinskaia Stepennaia kniga. The acrostic extends over the entire poem and
consists of four rhyming lines of nine-syllable syllabic lines (one of which is
missing one syllable) and a conclusion in prose which gives the date. The
acrostic identifies the author and his monastery, adding the engaging
confession that he 'composed these books without difficulty and received
sufficient reward for his work'.57



RUSSIAN WORD-PLAY POETRY 17

The acrostic contained in the prefatory verses by the monk Mardari
Khonikov in 1679 for his edition of Johannes Piscator's translation of the Bible
is less communicative: 'The monk Mardarii Khonikov worked on this.'®8

Myapoctu caaBa 6yau Bory nogaredio,

OTLY, CbIHY H AYyXYy, MHPa CO3[AaTeJlo,
HayunBuiemy gesno ce 6aaro Hauarty,

a 6/1aroBOJIMBLIEMY B 110J13Y BCeX CKOHUYATH.
XynoxHe Juua B KHU3e cell H306parXKeHHa,

MEPHBIMH CJ1aBEHCKHMH CTHXH H3bSICHEHHA.
A cne OblcTh THIAHHEM MYyXKa BceGJararo,

pauydTessa NHCAHM{ BecMa npejpararo.
Ho6p y6o ceil, 1oOpbIX Xe KeJaTeab COBeplleH,

Adanacuii uMeneM, HoaHHOM poxK/eH,
Pekombiit Penocues, e Msi NOHYIH;

Hucyc e Xpucra ceit uapcrsa o6mHuK Gyau!
M cHue a3 npecayiiHUK 304 B ceM He cMeX OHITH,

XydOyMeH Cbli, lep3HYX CHsi COUHHHTH.
O6aue, untatento, U3pellld Aep3alo:

He maxnap sonny mecra, Tebe ymoasio,
HM>xxe 3aBHCTJHB cblil Bpar W 6/1aruX HelllasH,

KoBapeH 00 3J1blif, ceMy HUKOT/la e BHHMail,
Onaro 37100y TLIETHY NPHCHO NoBepras,

BeceJslo XKe Ha Xy[bl TPYAbl NpH3Hpad,
TBoeto Mynpoctuio rpy6as HcnpasH,

pady e MHJOCTHBe TBOEMY OCTaBH.
Ycepnue Moe B ceM GoJiee BO3OGH,

MOJ/ITHX K€ MOHX TPYIOB BOTILE He NMOTyOH.

M3napulit ceamb Thicdlib ¢10 ocMbiécsit cejimaro,
JIeTro XBaJIMTH JOJIXKEHCTBYIO TBOpLLa 6Jararo,
Ctposiliaro Bce, ex<e eCTb YTOAHO eMy,
KO 11aplo H Oory, 3a BCs cJlaBa TOMY.

According to S. N. Brailovskii the monk, teacher and writer Karion
Istomin wrote two acrostics. The first is a privetstvo to mark the birth on 18
February 1690 of Peter I's son Aleksei by his first wife Evdokiia Lopukhina.
It is a twenty-two-line poem in six-syllable syllabics with paired rhyme. Its
message, addressed to the new-born child, sums up the wishes expressed in the
main text: "Tsarevich Aleksii, may you live forever.'

Amune 6ynu cnasa,
Jlio60oBbL yucTa, npasa
Ennuomy Gory,

K cefe B caorax MHOrY.
Wcpannb HenecTHbI,
Wabpanuelit 4 ueCTHbIA
lapeB cbiH, LlapeBHYb
Anexcuit Tletpopub,
Panyfica 6naxenno,
EMay xu31ub cnacelno,
B rocnosne u3pancTryil,
HaBectiio oTpaAcTnyil,
YenosekoM B 10J3¢,

B smatwix Jietax foase.
E3an yMHe B KHMIaX,
Yty MYApOCTb B BepHrax:
Hocut 6na anarul,
O6nwr 11 moGonn Gpatn,
YKiutH ¢ neio 6aaro,
HmcTBO Bcem mpesiparo.
Bapactu 14 Gor B caase,
WUwmern 10 anpasel !
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The other acrostic occurs in Istomin's Bukvar’, which was published
anonymously in Moscow in 1696. It is found in the section O uchenii
privetstvo right at the end of the book and reveals the author's name as Karion
ieromonakh Istomin.59

The acrostics in St Dimitrii Rostovskii's well-known spiritual song lisuse
moi preliubeznyi, serdtsu sladoste®© and in his kant in honour of the martyr St
Dimitrii of Salonika®! confine themselves to naming their composer: the
former, evidently written at an early stage in his ecclesiastical career, calls him
simply the 'priest-monk Dimitrii', whereas the latter, the text of which
follows, names him in his capacity as archimandrite of the Novgorod-Severskii
Monastery and so dates the work to between 17 September 1699 and 23 March
1701.

Jlo6paro Bosi, napesn u3Gpanna
HMucycy Xpucry, Bparom He nonpatiia
Myuyennka canaBy dumurpus uremo,
11 meclieii BeHel eMy COTJIeTeMo.
Tpuympyh peune naag Bparos coGopuoi,
panyficsi MeXAy anreabCKIsi XOPb,
Hucyca, siko cnanka, Bo3nio6HBbii
11 32 YeCTb ero AYILY MOJOKIIBbLIf!
Cemy noapaxai, Konuem npousenuy,
aJyylly, ¢ OUTOM JKeJUblo HANOEHHY;
Bnaacst na ropbkns 3a caankaro panoi,
ucnoBesaoy XpucTa npei THp aHbl.
Yawy cnua cMmepty, B 11060Bb POXKAEHHBIH,
armell 3a aruila ymep 3akoJieHHBbIH;
Pebpa konnam Jo6Ge3no npenasbiil,
Xpucry ¢ mo6GoBHIO C1aBHO COCTpaaaBhiil,
Mcnycrna KpoBH 0GHABHBIA peKH —
MepTBEeH Bpejl JI0leM OMBITH Ha BEKH.
ANuylmnM aHech craceHust TOKH
He BO36PaHSAIOT OT rpo6GHON ONOKH:
1o pakun ero npuXOMHUT KTO BEpHO,
panam npuemMJier BpayectBo 6e3amepHo.
M mu1 k Te6Ge Bcu cnemno npuGeraem,
TBOEH TMOMOLILH yCepaHo »xeJjaem.
He otpumnn nac, Bone ua6panunsiil,
OT TMOJKOB, HAeXe eCH coueTalHbIi;
Bparom B cem MiIpe Thl cTepblil r1aBy,
rocrnoja TBOEro npHuleabid BO CJaBy,

OT'[;I]MI{ OT 11ac BCSI CMePTIBIA pa]]bl,

pa3)KeHH yMma 3J10Ko3Hbis1 (6 )parnbl.
OGpartu cepaua ropé scerna 6biTH,

AaxKAb MOJHTBAMM M0JITO 3/1€ NMOXKHTH.
Cralu B NOMOILb, BCET1a BOOPYKEHHbI

KOIHEM, KPEeCTOM, 1a TH, BO3/1i06JIeHHbIH,
Imenonocen ty gonro 3gpaBcrTByer

11 Beurte B HeGe co XPHUCTOM Ja 1lapcTByer.
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In accordance with his patent policy of ignoring all manifestations of
word-play poetry Prokopovich says nothing about acrostics in his De Arte
Poetica and appears to have written none.

The acrostic was one of the two types of word-play poetry which Hiibner
described, but his specification of it is brief: 'An acrostic, or an acrostichon, is
a type of verse in which the initial letters contain a name or something else
noteworthy.' His example is a four-stanza German poem which spells out
'Erdmuthe Dorothea Herzogin zu Sacfh]sen'.62

The Portuguese philologist and grammarian Emmanuel Alvares (1526-
72), an early member of the Society of Jesus, composed a Latin grammar
which was used in schools and colleges all over Europe and went into many
editions. Towards its end there is a short section on metrical feet and the
quantities of syllables. In later generations scholars took it upon themselves to
expand this section, and so, when in 1730 Ludovicus Vaslet, tutor to the
Marquis of Hartington, brought out a new edition of Alvares's grammar in
London, he added to it a large section on word-play poetry under the heading
Lusus Poetici.®3 This may have been the first edition of Alvares's grammar to
deal with the carmina curiosa: the editions of 1572, 1599 and 1632 at least say
nothing about them.®4 In this section Vaslet gave examples of both simple and
double acrostics.6>

Kvetnitskii, Vaslet's contemporary in Moscow, devoted a full three pages
of his manuscript piitika to them. His first example is a double acrostic in
Latin on the name of Jesus.® As was then accepted, the letters 'u' and 'v' of
the Latin alphabet are treated as one letter, namely 'u', and the letters 'i' and '}’
are identified in 'i". His second example is of a triple acrostic in Latin, again
on the name of Jesus, which runs down the middle of the poem as well as down
the beginnings and ends of its lines.6’ In a further example he follows the
procedure which produced the word ix0vc, i.e. the 'acrostic' is based on the
initial letters (but, in distinction from {y6¥c, also on some final letters) of
successive words rather than on the initial letters of successive verses:

Int[r]epidE cunctoS hostes hoc nomine UinceS.68

But why should one stop with the triple acrostic? The final development
of this process is demonstrated by a poem in the first line of which the initial
letters of every word form a word or a name in conjunction with the initial
letters of every word which stands in the lines immediately below it. If the
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word or name is to be the same throughout, as it is in many double and triple
acrostics, it follows that each word in the same line must begin with the same
letter. Now a line in which each word begins with the same letter is called in
Alsted's terminology a tautogrammon.®® Hence the final development of the
acrostic via the double and the triple acrostic is the acrostic each of whose lines
is a tautogrammon. Alsted gives an example based on the Latin word 'Deus":
Kvetnitskii's example uses the name 'Tudas':70

Impius, I[n]constans, ludas, Infidus Iniquus,
Uilis, Vanicrepus, Veterator, Vappa, Venenum,
Deductor, Discors, Delator, Dira, Dolosus,
Antitrifur Atrox, Astutus, Apostata Avarus,
Sanio, Secutor, Stultus, Saevus, Sceleratus.

In both these Latin acrostics the verse-lines are all dactylic hexameters of a
kind.

No eighteenth-century Russian poets followed either Alsted or Kvetnitskii
down this path;7! nor did they follow the latter in imitating his squared cross,
in which the dactylic hexameter

Ore patris Numen Bethleem generatur in antrO,

repeated four times, forms the four sides of a square, with the 'O's at the
beginning and end of the line binding the sides together at each corner.72 A
refinement is provided by a second sentence, which also begins and ends with
an 'O’ and which crosses the square diagonally in two directions, starting from
both the top left- and the top right-hand corners. This second sentence, another
dactylic hexameter, reads:

Omnibus ut pateat caelO sub nascitur ipsO.

Nor did any of the further developments of the acrostic illustrated by
Kvetnitskii find imitators among Russian poets later in the eighteenth century.
In one of them, a poem of ten Latin elegiac couplets, the letters carrying the
acrostic message, abandoning all connection with the etymological meaning of
the acrostic, cross the verse-lines diagonally.?3 The letters with the message
are not confined to the beginnings or ends of words: they are found in any
position in a given word. The message, when read from the bottom up,
starting from the beginning, middle and end of the last line, reads:

Tendit ad ardua virtus.
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One of the functions of the acrostic is to reveal surreptitiously a fact
which it might be unbecoming or even dangerous to state openly. The first
motive was probably dominant in the acrostic poems written by the Russian
monks in the late seventeenth century: the second was certainly uppermost in
the acrostic with which Kantemir accompanied the manuscript copies of his
first satire. It is a simple acrostic which reveals his first name, Antiokh,
only.74 It was probably composed after the completion of the first text of
Satira I by the end of 1729 but not later than April 1730 when Kantemir's
authorship of it became widely known.

ABTOp 0 cebe (3murpamma III)

Allle ¥ POCCKH ITHIY, He POCCKA €CMb POZa;

He M3 MMOAJMIKX POAUTHCA AaJila MHEe IIPHUPOAA.
TpymoB, benl XUThe MOe UCIIONHEHO ORUIO,

H1a sy4iero, no6po, OKBIIe B PyKaxX, CIIJIRLIIO.
OTIIa, MaTeph MOrpebox B OTPOYECKH JIeTa,
XOTbh MOT'Y OHTE He OTell, XUTeJb Oe IHKHA CBeTa.

Acrostics were not confined to monks, prelates or highly educated
aristocrats: they were found also among the Old Believers, people of varied
social origins who had rejected the Russian Orthodox Church of the time and
abhorred the ways of contemporary Russian society.

Two acrostics survive lamenting the deaths of the brothers Andrei and
Simeon Denisov in 1730 and 1741 respectively: along with Daniil Vikulin they
had been leaders of the Old Believer community on the River Vyg in the
Olonets guberniia. The first, composed on the death of Andrei Denisov by a
woman, probably a member of the women's monastery founded in 1706 about
twenty versts from the River Vyg on the River Leksa, is a simple acrostic with
the message: 'I am crushed by grief.'7S

CTHX IIAYA, EMY KE KPAEI'PAUHECHE
«IIEYAJB CORPYIITAET Mi»

[Meuanbubiit TepH MeHe ybonaer,

eX<e OKO Moe He 3PUT, UTO XKeJderT.
Yasnue oT Mene yaannces,

a LBeT Moesi XKH3HH CoKpbical
Jlvuxca a3 coxpoBulla npeapara,

ce MOEH KaJIoCTH OTpaja HU MaJjia.
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O6urenn ncnosnens njavenia Kianua,
Kako ke a3 6yny eanna 6e3 nnaua?
PanocTh 11epKOBHA NMEPCTHIO MOKpEBICH,
yTexa nycthlina Bo rpobe AepIKHTCS,
llaeT uckpa Bo ruesjie Moero cepaua,
AHApest He BHXIO NyCTbIHHOBO/LILA!
Ennna B nevanu npebuiBaio,
Tebe, cnafuaiiia cBera, MOMHHAIO.
Mue orciony HHKoraa na 6yau pamocth,
IKO OCTaBH Hac XPHCTHAHCKA CJA0CTb.

The second, a lamentation on the death of Simeon, also a simple acrostic,
bears the message: "Trofim weeps for Simeon, and Koz'ma sorrows from
distress of heart.'76 No doubt Trofim and Koz 'ma, who subsequently became a
leader of the Old Believer community, were the acrostic's authors.

Several of the songs found in a manuscript sbornik of love-songs of the
1730s and early 1740s are also simple acrostics. Most of them contain merely a
name, either that of the author of the acrostic song or that of the song's
subject. Among these names are 'Kniazhna Praskov’ia Trubetskaia',”7 'Aleksei
Isniulovich Tatki1',78 'Kniaz”~ Aleksei Dol[gorukii]'7® and 'Praskov’ia
Ioannovna'.80 One song contains a cry of despair: 'Because of misfortune I am
ruining my life in the world.'81

However, cultivated Russian poets of the latter two-thirds of the
eighteenth century in general shunned the acrostic, and only isolated examples
of it occur.

I. F. Bogdanovich (1743-1803) has an example of the acrostic riddle,
whose solution (Vinr) is given by the acrostic message:82

Bech BeK MOH B IOHOCTH ILBETET,
Y HUKkoOrZa He YMUpAK;

Ho pasBe KTo MeHsA yObeT,

To XH3HP MOK OKOHYEBAI.

[u. A. Neledinskii-Meletskii (1752-1828) composed a six-line poem with

the actual title Zagadka akrosticheskaia (Acrostic Riddle). Its solution is
Druzhba:83

II0BOJIBHO UMEeHEeM U3BECTHA 51 CBOUM;

PaBHO KJIAHETCA IJIYT U HEIIOPOYHKH UM.

YTexXol B 6eIcTBUAX Bcel'o BGrBaw 6oJle,

KU3Hb CJTaloCTHEH IIPU MHe U B CaMOM JIy4illel HoJie.
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BlaXeHCTBY YHCTHX AYII MOTY CIYXHTh OOHA,
A MeX 3JIomesIMH - He OHTH A Co3qaHa.

There are three simple acrostics by Derzhavin.84 The first, a four-line
poem in iambic hexameters, is yet another acrostic riddle. It has the solution
Rosa:

PomdAck 0T IJIaMeHH, Ha Heb60 BO3IBHIIAIOCE;

OTTyZa Ha 3eMJIIO BOOOK BO3BPALIAKOCE.

C 3eMJIM MeH4 BJIeYeT IIJIaHeT BCeX KHA3b K 3Be3aM;
A 6e3 MeHA ToCKa CMePTeJIbHAS IIBeTaAM.

The line of the second simple acrostic is metrically heterogeneous,
consisting of a choriamb followed by two amphibrachs, catalectic in the first
and third lines and acatalectic in the second and fourth lines. The acrostic Boga
is in the genitive/accusative case for the reason that it answers the question
'Kogo 1a budu pet™?":

Byny s meTs Tebsi, Kak U meJ,

OT4e 6yaruiil Kak 3BaTh, He YMeEIO;
T'yCIBMH OYLUH 3BeHeTh, KaK 3BeHeJT;
AJbpoH HAYAB, OMEroH HeMeK.

The third, composed on 6 July 1816, two days before he died, appears to
have the message Ruina chti, which is obscure enough to allow different
interpretations. One of them could be: Tt is a ruin, take this into account,’
which would reinforce the poem's expressed meaning. Another interpretation
would take chti as a contraction of chesti, but the sense 'the ruin of honour'
seems less apt, and Derzhavin, unlike certain of his contemporaries, was no
student of the old manuscripts in which such contractions abound. When an
acrostic message is difficult to understand, the possibility, always present in
acrostics, that the letter sequences could have arisen fortuitously, increases,
and with respect to this poem we may doubt whether we have to do with an
acrostic at all.85

Peka BpeMeH B CBOeM CTPeMIJIeHbH
YHOCHUT BCe AeJia JIaeH

M TOIMUT B IPOMACTH 326BeHbA
Hapons, 1lapcTBa U LapeH.
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A eCJIM YTO U 0CTaeTCA

Upe3 3ByKH JIUPH H TPYOH,

To BeYHOCTH XePJIOM IIOXpeTCs
U obiile#t He yimeT cyapbl
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IV. ECHO POEMS

The echo is one of the best known and most documented of the carmina
curiosa. It is mentioned by the grammarian Servius Honoratus of the fourth
century A.D., who writes: "The echo metre is used when the sound of the last
syllable accords with the penultimate syllable, as in:

Exercet mentes fraternas grata malis lis.'86

According to this example the word forming the echo should be a
monosyllable orthographically identical to the last syllable of the preceding
word. Note also that the echo word lis 1s a part of a complete sentence and is
not the answer to a question posed by the preceding words, which was to be
the more usual relationship between the echo words and the words which
preceded them.

The adjective nymuxol from vyd (echo) occurs in a list of qualities
desirable in verse-lines drawn up by the grammarian Diomedes, but his
explanation indicates that he meant by it no more than 'ringing' or
'sonorous'.87

Alsted deals with the echo poem in the context of alliteration, a
misunderstanding because alliteration requires the identity or similarity of
sounds at the beginnings of words, whereas the echo requires the identity or
similarity of one word to the final portion of a preceding word. In his Latin
examples syllabic quantity is disregarded, and only orthographic identity
sought:&8

Dic an dives ero, si carmina scripsero? Sero.
Semicaper Faunus cur ita clamat? Amat.
Vere novo sponsum me fore reris? Eris.

Note that in all three examples the echo answers a question asked by the
preceding words and that the first example, a dactylic hexameter, is a leonine.
In a further example he gives an echo verse, metrically an elegiac dactylic
pentameter like the last two of the three previous examples, which is also a
macaronic in that it mixes two languages, Latin and Greek:

Utraque verno aevi flore decora. Koga.
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Yet another example resembles the first in being a dactylic hexameter which is
both an echo verse and a leonine, but differs from it in that both hemistichs
contain echo words: note that the line has a late caesura.

Dic mihi, quisnam clamor? Amor. Quisnam furor? Uror.

Finally he cites a forty-eight-line echo poem by Paulus Melissus Schedius in
hendecasyllables.

The echo is mentioned in Opitz's Buch von der Deutschen Poeterey8® and
again in Hannman's edition of 1645.90

Schottel makes a sharp distinction between the 'pure echo' and the
tThyming echo'.%! The 'pure echo' is the precise repetition of the last sounds of
the last word of the line, whereas the 'thyming echo' can be 'barely or not at
all distinguished from the rhyme'. These are the last eight lines from his
example of a 'pure echo' (Reines Echo oder Widerhall):

Recht ja Recht sol wieder schweben

Sich mit Fried zusammen kleben. Echo. Leben.
Fried und Recht die kiinnen geben

Rechten Nutzen / rechtes Leben. Echo. Eben.
Wollust die aus Kriegen komt

Wie ein Rauch dahin verschwind. Echo. Wind.
Niemand spinnt bey Kriegen Seiden /

Worin kan der Krieg uns kleiden? Echo. Leiden.

Along with other word-play poems George Herbert included an echo
poem in The Temple.92 Unlike Alsted his echoes are based on phonetic, not
orthographic, identity, and as in Schottel's ‘pure echo’ the echo word is either
phonetically identical with its source, e.g. 'no’ with know' and 'holy' with
‘wholly' (pronounced with a single [1]), or it repeats more or less of its final
segments, e.g. 'T' repeats the final diphthong of ‘high' and 'leisure’ the last
segments of ‘pleasure’. The rhymes in the last two lines suggest that Herbert
pronounced persever’ with penultimate stress, as did Shakespeare. The only
exceptions are lines 11 and 12, in which, even if the pronunciation ['jt s], now
dialectal, 1s postulated for 'yes', the echo is still not a 'pure’ one, because 'bliss'
does not contain a segment [j].
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Heaven

O who will show me those delights on high?

ECHO. l.

Thou Echo, thou art mortal, all men know.

ECHO. No.
Wert thou not born among the trees and leaves?
ECHO. Leaves.
And are there any leaves, that still abide?

ECHO. Bide.
What leaves are they? impart the matter wholly.
ECHO. Holy.
Are holy leaves the Echo then of bliss?

ECHO. Yes.
Then tell me, what is that supreme delight?

ECHO. Light.
Light to the mind: what shall the will enjoy?
ECHO. Joy.
But are there cares and business with the pleasure?
ECHO. Leisure.
Light, joy, and leisure; but shall they persever?
ECHO. Ever.

The variety in the nature and formation of the echo word or phrase is
illustrated by Simeon Polotskii's twenty-four-line echo poem Dialog kratkii,
which he composed in 1660 either for presentation to the Tsar Aleksei
Mikhailovich or for recitation before him on 19 January by twelve youths
(otroki) whom he had brought with him to Moscow from the Bogoiavlenskii
School in Polotsk.93 Eleven of the verse-final echo words are disyllabic, nine
are trisyllabic, one is monosyllabic and one is tetrasyllabic. The echo word
follows directly after the word or part of a word which it echoes in some
lines, but in other lines the rhyming syllables are separated by one or two
syllables. The greater the gap between the rhyming syllables, the more an echo
verse comes to resemble a leonine verse, for example, line 20, in which the
echo word is separated from the phrase which it echoes by two syllables. Here
is the text of the poem from the Rifmologion.
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Oxanor KpaTKHH

Pu, IlacTe, KOMY CIYXHII, KTO €CTh ceH? AJIeKCeH.

Unisl KkpoB? CH Muxanios. 'ocynapes? llapes.

KTo caHoM? Ilaps pokcaHoM. Kosib OyX? XpabpHH My X.

Byou X 1lapb Ha [IPeMHOI'a KPEIIoK JIeTR, CBeTa.

UTo B HeM 3PHIIHU ea JeNOoTH? JoOPOTHL

Kua? Beakua. HaXxnas eAUHY. MHIOCTHHIO.

Kyio n1060Bb HMeeT KO 60ry? [IpeMHOTY.

BIUXHHUX JIOOUT JIU CBOUX U Kako? EH, BcAko.

UTo My 6oJisipe, PILH MH OTBeTOM? COBETOM.

Kako Ha Bparu TBOPHUT obenn? Bes Genmm.

ECTh J1 HObeZIHEM OTell MUJIocepA? EH, ycepa.

BeM, He KpBe XOlLeT B OpaHeX, HO BePH 6€3 MepH.

3eMJIb My IIPOCTPAHCTBA TAKO X He Tpeba, HO Heba.

TeM MoJlUM: 6y 1M MTOMOIIL eMy 6ora MHOT2.

I1apCcTBYH Xe 34paB, O 1Lapio BCHM KOHILeM IO COJIHILEM,

Y MHJIOCTHB BcerQa Ha TBOA JIIOAH Oy au.

[Tonaxas Ha NePXaBHKA CH I'Pall OTPanH,

Ia Tako CllaBeH 6yaelll MOBCIOAY, OTCIOLY.

KoMy cBeT ecTh 1lapHila MapuaM? PoccuaMm.

O ILapeBHUYe NMOBeXAb MU. MICIIOJIHP HANeXIMH.

YTo ¢ HUM 6ymeM? CTpax JoAeM. M3BecTHO? HellecTHo.

CyT JIY 1IaPeBHH CBeTHJIA YJI0BEeKOM? BCUM BEKOM.

TeM A2 Bcerza CUAIOT BO BCH KOHILH CBeTQ,
EAXHOAYILIHO [T0eM MHOTI'a JIeTa.

On the same occasion Simeon Polotskii offered a second echo poem,
consisting of twelve Sapphic stanzas, under the title Dialog kratkii o gosudare
tsareviche i velikom kniaze Aleksii Aleksieviche; however, only the first seven
stanzas have the same features as the first echo poem, namely that the echo
word or phrase is an answer to a question, and that the rhyming questions and
answers are close to one another. In the remaining five stanzas there is no
framework of questions and answers, and in many lines the rhyming words or
phrases occur at the ends of hemistichs, so that these lines resemble leonines.

In 1691 Velichkovskii presented the metropolitan of Kiev, Varlaam
Iasinskii, with a sbornik entitled Mleko ot ovtsy pastyru nalezhnoe and
containing an extensive section of carmina curiosa.%% In it he writes that the
echo is a 'verse-line in which, like some echo, that is, answer, two syllables
formed from the very last letters of the line answer each end of the line'.95 His
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example takes the form of a series of questions and remarks addressed to
Adam on the consequences of his expulsion from Eden. In accordance with this
prescription all the echo words or phrases are disyllabic. Here is his thirty-line
echo poem:
YTo milavdellld AZlaMe: 3éMHAT'0 JIU Kpad?
Pas.
UeMy B OHb He BHiHZeIlH, OOHIII JIH ¢ OpaHH?
PaHH.
He M[OXellIH] JIX BHIHTH BHY TP €ro nobkouo?
BbnHo.
Wi Bo3bpaHeH Tebb BXon €CT XepyBUMH?
Mu.
OTKyZy mbeT TH cA CHLleBasa nocazna?
C canma.
KTo Tu B canb cubas cMepTHy noznane oT ApeBa?
€Ba.
KToXe €By B TOM IIPeJICTH, 3MHH JIX BePTOrPALACKiN?
AICKiH,
To chemmu ciiesaMu He 6€3 BUHH I10JIE;
Ouel
OTcelth BcA 6y mellln co TPYZAOM CTAXATH,

XaTH,
OTcenb Tebe, Yaro, cMepPTh BO3MET KO I'poby
oby.
To cMepPTH yXe €cTe BO BbKHU Npenany,
AHH.
OTKyZy Xe XU3Hb [TaKH HaYHeTe B3KMATH
MaTHh.
MaTH 4Yaio OTPOOUT Bac [0T IIyT] XpHUCTOBa
OBa.
[171010M JIH NIPeYHUCTH A MaTepe OXUCTe?
HcTe.
OB ¥ HacC CIacil TOT IJIoA AEBHA yTPoOH
ObH.

Note that Velichkovskii's echo words meet precisely the requirements of
Schottel's 'pure echo': on the other hand, Schottel does not require that the
echo word should be disyllabic.

A shorter version of this echo poem (by two lines) is quoted by Berkov,
who comments, not quite correctly, that it is made up of questions and
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answers.%6 TschiZzewskij also quotes from this poem but only its lines 7-14.97
His observation that 'carmina echoica are poems in which the last word is
repeated by the Echo and so provides an answer to the question posed in the
poem' is also inaccurate: in fact in Velichkovskii's poem only parts of the last
words are repeated, and not all the echoes are answers to questions.

Exceptionally in view of his critical attitude towards the carmina curiosa
in general Omeis devotes three pages to the echo, mainly of advice on how to
avoid faults in its composition.®® Prokopovich, however, has nothing to say
about it.

Johann Hiibner wrote: 'An echo is a repetition of a sound which is caused
by the reiteration of the last syllables, such as was once sung in the
performance of "The Converted Wittekind" in the school theatre at Merseburg
by one who had fallen in love with Rotrudis, a princess and daughter of
Charlemagne.'9® He then cites an entire song in German. Here, for example, is
its fifth verse.

Indef} erscheine mir im Traume,
Rotrudis, meiner Seelen-Lust:
Jetzt lieg ich unter diesem Baume,
Vielleicht einmahl an deiner Brust,
Da will ich sagen, du bist mein
Und ich bin dein,
Echo. Dein, dein, dein.100

A single repetition is enough to constitute an echo: the two subsequent
repetitions show the original echo re-echoing.

As his illustration of 'Echoici versus' Vaslet quotes an exchange in which
a succession of questions is posed and answered in the hexameters and
pentameters of elegiac couplets.’01 The answers, all disyllabic except one
which 1s monosyllabic, which constitute the echoes, complete each hexameter
and pentameter. In the majority of lines orthographic, but not phonetic,
identity 1s achieved, for example:

Echo, quid tibi vis? Urget quis te furor? Uror.
Quae causa est cursus? Quis tibi clamor? Amor.

Kvetnitskii defines the carmen echicum as one which as its last word has
one which answers, and has a similar cadence to, its penultimate word.102 He
illustrates it with an altercation between a young husband and his elderly wife
expressed in Latin hendecasyllables. The following lines from it show that he
adhered to the convention that the echo word should be disyllabic.
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Linguae es faemina nequioris? Oris.
Et mens es[t] tibi plena fraudis? Audis.

Very probably echo poems or passages of echo lines still remain
unrecognized in the writings of eighteenth-century Russian poets. In view of
TschiZzewskij’s remark that carmina echoica often occur in Baroque drama
they may also be found in the texts of late seventeenth-century and early
eighteenth-century Russian plays.103
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V. CARMINA CHRONOSTICA

The carmen chronosticum, to give it its Latin name, is based on the fact that in
Latin certain letters of the alphabet, namely, M, D, C, L, X, V and I, can also
behave as numbers: the great majority of the Latin letters, however, did not
have this subsidiary numerical function. It was quite different in classical
Greek, in which not only did all the letters of the alphabet also serve as
numbers, but three obsolete letters continued to be employed as numbers long
after they had ceased to be used as letters. These letters were: digamma or vau,
which stood for 6, koppa, which stood for 90, and san, which stood for 900.
The Old Church Slavonic literal system for numbers was based on the
numerical system of Byzantine Greek. The numerical values of the Old Church
Slavonic letters were the same as those of the letters of the Byzantine Greek
alphabet to which they corresponded; but, if a letter in the Old Church
Slavonic alphabet did not have a precise counterpart in the Byzantine Greek
alphabet, it was left without a numerical value. In this way buky, zhivete, shta,
sha, the hard and soft jers, jery, jati, all the ligatured letters and jus bol’ shoi
were excluded from the numerical alphabet: for an unclear reason jus malyi
was retained as the equivalent of san, signifying 900.

The carmen chronosticum 1s defined by Alsted as a poem in which literal
numerals are used to indicate a date by the year, month and day, or simply by
the year: the latter are named eteostichs.104 He gives two examples from
sixteenth-century history. One refers to the Emperor Charles V and the other
to the Massacre of St Bartholomew's Day on 24 August 1572 in the reign of
Charles IX of France. Here is his first example:

CaroL Vs est Intus reCubans hoC noMIne quintus.
Ex rebus gestis reliqua haeC vos sCire potestis. (1557)

Note that only the capitalized letters are summed and that both the dactylic
hexameters are leonines.
The second consists of a single dactylic hexameter:

BarthoLLoMaeVs fLet, qVIa FranCICVs oCCVbat AtLas. (1572)

Omeis names the category, but gives no examples of it.105 Prokopovich
does not even mention it.

Among his [usus poetici Vaslet includes the Epitaphium numerale, sive
Chronographicum, aut Chronosticum. His example is an epitaph on a woman
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who died in childbirth in Haarlem in Holland on the Feastday of the Holy
Innocents, 1572.106

QVa ferVs InnoCVos IVgVLarat LVCe pVeLLos
ReX, heV! fatalLls LVXIt et Ipsa MIhI

Kvetnitskii defines what he calls the carmen chronosticon as a way of
specifying a year by using letters from the ecclesiastical numerical system.107
His example is:

Orbls VICtor eraM seD VICtor et astra sUbIVI.

If the numerical values of the capitalized letters are summed, they give the
total 1725, the year of Peter I's death.

In the best examples all the Latin letters with numerical values are
capitalized and not just some of them. From this point of view the examples
cited from Vaslet and Kvetnitskii are superior to those cited from Alsted.

A carmen chronosticum in honour of Peter II's coronation was composed
by Kantemir.108 When the numerical values of the capitalized letters according
to the Church Slavonic system are summed, they produce the date 1728. The
pair of rhyming lines are eleven-syllable syllabic lines with caesura after the
fifth syllable, the commonest syllabic line after the thirteen-syllable line. In a
note on these lines Kantemir wrote: 'In this epigram all that is noteworthy is
that, if you add together those letters of the first line which have some
numerical meaning or other (and which have been deliberately writ large),
they will produce the total 1728, the number of the year in which the Emperor
Peter II was crowned with the royal crown. Such a verse is ordinarily called a
khronostikh." The lines were written after 25 February 1728, when Peter II
was crowned, but before 18 January 1730, when he died.

[IETP IIPIa CBuIIE KPellKy BJIACTs HA JIroIU
BeHvaHbeM. TBOPUe, TOMOIILL KPellKa Oy IH.

In 1774 Sumarokov composed a twelve-line poem called Na strel tsov on
the revolt of the streltsy in Moscow in May 1682.109 His purpose in writing
it, as he explains in a note, was to demonstrate how a precise date and time
could be conveyed in poetry in an elevated style without directly naming either
times or days. Although different in execution from Kantemir's distich,
Sumarokov's poem might be described as a type of carmen chronosticum in
that in it a date is indicated in a riddling manner.
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VI. CARMINA CANCRINA

More complex than the carmina chronostica are the carmina cancrina, the
'crab’ songs, known in Russian as raki. Part of their complexity is due to the
variety of the terms applied to them. Besides carmina cancrina they are known
as carmina retrograda,}10 versus reciproci, versus recurrentes1l and versus
convertibiles.112 In English they are known as palindromes. All these terms
refer to the same feature, namely, that these lines can be read backwards, 1.e.
from right to left, as well as forwards, i.e. from left to right. Like most of the
carmina curiosa, the carmina cancrina are intended for visual appreciation
only.

The complexity of the carmina cancrina lies also in the different forms in
which their palindromic character can be realized. The fundamental division is
between verbal palindromes, in which merely the order of whole words is
reversed but the individual words are still read from left to right, and literal
palindromes, in which both the order of the words and the order of the letters
in the words are reversed. In verbal palindromes the reversed line still consists
of the same words but in the reverse order, whereas in the literal palindromes
groups of letters are produced which may have to be recombined into different
groups if they are to form the words making up the original line, unless these
words are symmetrical, such as Anna, Lat. ama, or Rus. ded. If all the words
are symmetrical, then there will be no need for any recombination of letters in
the reversed line. Alsted gives an example of a dactylic hexameter containing
only symmetrical words:

Otto tenet mappam, madidam mappam tenet Otto.113

Characteristically carmina cancrina contain both symmetrical and
asymmetrical words.

A fourteen-line Greek poem which has been identified as the prologue of
an unknown New Comedy play and dated to the end of the third century B.C.
contains seven verbal palindromes.}14 Each odd-numbered line has been
reversed to form the following even-numbered line. The metre, the comic
lambic trimeter, remains unchanged.

"Eowg, "Adpoditng viog Emetnng, véog,
VEOG Emietung viog "A¢poditng "Eowc,
EMAVO’ dyyeEA@®V TOLOVTO TTEAYUA T,
TOAYUE TL TOLOUTOV Ay yeA®V EANAvOa,
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rnata v loviov mdhal yeyevnuévov,
YEYEVNUEVOV TTAAAL ®OTd TNV Tooviow.
ooV veaviorog véav Toollnviav,
Tootlnviov véav veaviorog rdonv

gmoiat’ £0000€lg EVITOQOG TWAOVUEVTV,
Twlovuivny e0moQog EpacBelg EmpLato.
Toollnviog yeyevnuévog xatd ToVg VOUOLG,
ROTA TOVG vOUoug yeyevnuévog Toollnviog,
EX WOV YUVOIRO XATEPLW * TO TEQU EXELG.
EYELC TO TEQUAL* HOTERIM YUVaix EXWV.

This poetic device was no doubt calculated to impress the play's plot upon
the audience's mind at the outset of the performance. Its powerful effect, due
to each statement being made twice, but the second time with its emphasis
altered thanks to the changed word order, can be appreciated from this English
rendering by Page:

Love, son of Aphrodite, gentle youth
(Youth gentle, son of Aphrodite, Love)

Is come, to tell the following romance;
(The following romance to tell, is come);

It happened in Ionia long since;

(Long since it happened in Ionia);

A rich young man, seeing a maid at Trozen,
(At Trozen, seeing a maid, a rich young man,)
A prey to love, purchased her at a sale;
(Purchased her at a sale, a prey to love);

He changed his nationality by law;

(By law his nationality he changed);

He lived a married man. That is the end.
(That is the end. He lived a married man).

The Latin grammarians of the fourth century A.D. were interested in
verbal palindromes, but apparently not in literal palindromes. Their attention
was directed to the changes of metre which the reversal of the words of a
given line could bring about. Thus Servius Honoratus gives examples of a
dactylic hexameter, which, when reversed, becomes a versus Sotadicus, i.e. an
ionic a majore tetrameter brachycatalectic.

Ire cupis si rus mala vites somnia quaeso.
Reversed: Quaeso somnia vites mala si rus cupis ire.
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His other example, an iambic trimeter, when reversed, turns into an
elegiac dactylic pentameter.

Micant nitore tecta sublimi aurea.115
Reversed: Aurea sublimi tecta nitore micant.

Another of the fourth-century grammarians, Marius Victorinus, gives an
example of an elegiac couplet which is reversed line by line. The dactylic
hexameter once again produces a versus Sotadicus and the dactylic pentameter
an iambic trimeter. However, he also cites lines which, when reversed,
preserve their original metre unchanged. One such is the Virgilian

Musa, mihi causas memora, quo numine laeso,!16

which was the example used by most of the writers on this subject up to the
eighteenth century. Reversed, this line remains a dactylic hexameter, although
not one which adheres to the Virgilian conventions.

Reversed: Laeso numine quo, memora causas mihi, Musa.

If individual lines can be reversed, why not whole elegiac couplets, so that
the last word of the pentameter becomes the first word of the hexameter?
Marius Victorinus gives an example to demonstrate the feasibility of this
transformation also. Since the two lines of the elegiac couplet are unequal in
length, and since in the reversed couplet the shorter line has to precede the
longer, the last word or words of the original hexameter have to be added to
the reversed pentameter to bring it up to hexameter length.

Icarium Notus ut confidens flamine tranat,
Caerula verrentes sic freta Nereides.117
Reversed: Nereides freta sic verrentes caerula, tranat
Flamine confidens ut Notus Icarium.

To this range of examples another fourth-century grammarian,
Diomedes, added a further example, showing how a slightly imperfect iambic
trimeter (it has one syllable too many), when reversed, can turn into a perfect
elegiac dactylic pentameter.

Pio precare ture caelestum numina,118
Reversed: Numina caelestum ture precare pio.
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These Latin grammarians dealt only with verbal palindromes. Alsted
repeats and extends their examples and goes on to give numerous and varied
examples of literal palindromes, to which he applies the Greek term diavidviov
from diowhog, meaning a 'double course', i.e. a racing track which goes to the
furthest point of a stadium and then returns.119

All but one of Alsted's examples are in Latin, but there is one in Greek,
with only two imperfections in the reversed line (in its second word an o
micron 1s present where an alpha is required, and in the fourth word an alpha
1s present where an o micron is required).

Niyov dvopnuata un udévov oYy 120
Reversed: Nipov dvourjuata ur povoy dyuy

He completes his account of the carmina cancrina with a palindromic tour
de force, a poem of twenty-nine elegiac couplets, entitled 'Melos
retrogradum’, every line of which is a literal palindrome. He introduces it
with a justified enthusiasm: 'Inter omnia retrograda maxime admirabile est
illud elegiacum.'121 Here are its first ten lines:

Aspice: nam raro mittit timor arma, nec ipsa,
Si se mente reget, non tegeret Nemesis.
Me tum animat recte, me dem et certamina mutem,
Si res una velit utile, vanus eris.
Sumere fatali vis si vi, lata feremus:
Seu temere regnum emungere, re metues.
Ire diu, et tumide tete dimitte videri:
Sevo Marte palam tot mala petra moves.
Se ledi feret ira pede, parit ere fideles
Seva pedes animos omnia [vere omina] sede paves.

According to TschiZzewskij Slavonic examples of the versus cancrini
appeared in the sixteenth century, but he does not give examples.122

In his Mleko Velichkovskii distinguished three types of carmina cancrina,
which he calls raki: literal palindromes (rak leteralnyi), verbal palindromes
(rak slovnyi) and contradictory palindromes (rak prekoslovnyi).123

He illustrates the first category with a poem, eleven of whose lines are
literal palindromes.124 In the first seven lines the Virgin Mary praises her own
mother Anna, and in the remaining lines the Virgin in heaven is praised by her
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worshippers on earth. The lines which are literal palindromes are italicized.
Line 18 is an alternative to line 16.

Mene papm ma pajgocTs Gorom Mipy AaHHA
Anna 60 dap 60 uma mu ofpadosanna.
Anna dap u mum cibHb® mupa OaHHA.
AHHQG Mu mamu u ma ML MAHHA
Anna numa msf A mamu ndHHA.
3Hail BcAK, a3 B HeOb e€cM uncTa HHUBa
A emdai mam A mamu a Omsa.
3mait o {mac B) meGb wncras muBoO.
[0 srbalii mamo mamu a Omeo.
Te6b cunuoli Bce HeGO oTBep3ecs camo
O mamu eeaukas arKu A€8 U MAMO
AKW sne6 w marxo 0 mamu eeauka
Aku Jom o mamu u mamo moauxa.
JloT 3 cBATHIX umHa, TH 3 C¢BATHHmMEBIX Anka
Mapis B me6b m wo cMmept: ;kmBa:
A smdai mamo mo mamu a dreéa.
A6o Tak:
A smoaii mam ¢cm ce mamu a drea.
Ame 6b1 1 nog MopeM Mora Jion npeOwIBaTI
H mamo smwdon Icyc im o dreeo mamu.
Ot rpo6a KammenTia MOmHO TO nO3HATH.

Velichkovskii explains that the grave of Pope Klimentii was on the sea-bed, but
that each year in his memory the sea gave way, so that the faithful could praise
Jesus, 'wondrous among his saints', beside the pope's grave.

A version of lines 12 and 13 of this poem (but with line 13 preceding line
12) was printed by Berkov as examples of the carmen cancrinum.125

After this poem Velichkovskii gives an isolated seven-syllable line I Tam
Icyc i [MaT]y, introducing it with the words: "This too can be read backwards.’

Velichkovskii's example of the verbal palindrome is a couplet of ten-
syllable syllabic lines which is reversed line by line:

Bricoko nbtBa €CT BO3HECEHHA
Tnyboko Ko 64llle CMUPeHHa. 126

Reversed: Bo3HeceHHa €CT ObBa BHCOKO
CMHpeHHa 64llle AKO I'NIy6oKo.

The reversed lines retain the meaning of the original lines.

He next gives two examples of verbal palindromes which reverse both the
order of their words and their sense, that is, they are contradictory
palindromes, although they are slightly imperfect in that the reversed lines
involve a change in the position of commas. TschiZewskij calls palindromes
which reverse their sense as well as their word order 'antithetic'.127 In
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Velichkovskii's first example, read from left to right, the Virgin Mary speaks,
but, reading from right to left, the speaker.is Eve:

Co MHOIO XU3Hb, He CTPAX CMEepPTH,
MHoO0 XHUTH, He YyMepTH.128

Reversed: CMepTH CTPaX, HEe XU3Hb CO MHOKO
IYMepTH, He XHTH MHOK.

In the second example the speaker, reading from left to right, is Abel, but,
reading from right to left, it is Cain:

Bory noxpy XepTBy TYYHY, He XyOyIO,
MHoOTy, He Manyw, OJ1a[Tryio, He| 3/1y10.129

Reversed: Xynyio, He TYYHY XepPTBY MoXpy Bory
3JIy10, He OJIaryio, MaJIylo, He MHOTY.

Kvetnitskii distinguishes literal from verbal palindromes, and among his
examples of the literal palindromes cites:

Roma tibi subito motibus ibit amor,
and of the verbal palindromes:
Crede mihi summo labuntur culmine Reges.130

In view of their technical difficulty Russian verse palindromes in the
eighteenth century are extremely rare.

Probably in his latter years Derzhavin composed a four-line verse riddle,
the first two lines of which are literal palindromes. Its solution is Bog.

{ pasymy, yMy 3ap4,

A uny ¢ MeveM, cynud,
¢ HavaJla TOT Xe, U ¢ KOHILA
U BCeMH YTycA 3a oTILa. 131

The first line is a perfect literal palindrome in that in the reversed line even
the comma after pasymy remains in the same place; however, in the reversed
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second line the comma has removed from between ¢ and Me4dYeM to between
MedveM and CyAUSL.
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VII. VERSES WITH EMPHASIZED WORDS OR
LETTERS

Just as simple acrostics allow a poet to communicate two messages, only the
first of which is immediately apparent, so verses in which some words or
letters are made to stand out by increased size or by being written or printed
in vermilion (kinovar’) can be used to convey a second text. In contrast to the
second text of the acrostic this second text is readily perceptible: if the words
are not already entire, they have only to be assembled from the individual
letters or groups of letters singled out in the verse-line.

In the simplest form of this type of word-play poetry whole words are
picked out by being printed in capitals. In the following example from George
Herbert's The Temple the second message 1s conveyed by a succession of
capitalized words, which cross a ten-line poem diagonally, starting with the
first word of the first line and ending with the last word of the last line.132
Note that both the first and the last lines and the superimposed text are in the
same metre, the iambic pentameter with a feminine ending. The secondary text
sums up the primary text so accurately that it may well have been composed
before it. If so, the secondary text might more properly be called the primary
text, around which the apparent but not real 'primary text’ was composed by
way of exegesis.

Coloss. iii. 3
QOur Life is hid with Christ in God

MY words and thoughts do both express this notion,
That LIFE hath with the sun a double motion.

The first IS straight, and our diurnal friend;

The other HID, and doth obliquely bend.

One life is wrapt IN flesh, and tends to earth:

The other winds towards HIM, whose happy birth
Taught me to live here so, THAT still one eye
Should aim and shoot at that which IS on high;
Quitting with daily labour all MY pleasure,

To gain at harvest an eternal TREASURE.

Verses with emphasized letters resemble the carmina chronostica in the
way in which certain letters are picked out, but they differ from them in that
the letters are assembled into words in the order in which they occur in the
text, generally going from left to right, whereas the numerical letters
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identified by their size or colour in the carmina chronostica are simply added
up, the order in which they occur being irrelevant.

After the death of the Tsarevich Aleksei Alekseevich in 1670 but before
the marriage of the Tsar” Aleksei to Natal“ia Kirillovna in 1671 Simeon
Polotskii composed epigrams to be placed beneath portraits of members of the
Russian royal family. Each epigram consists of a pair of rhyming, mainly
isosyllabic syllabic lines, whose purpose is to explain the meaning of their
names. The names themselves are spelt out by single emphasized letters or by
pairs or triplets of them in the first line of each epigram.133 Here is the
epigram to Sof’ia Alekseevna (1657-1704), who ruled from 1682 to 1689.
Most of the epigrams have eleven-syllable lines, but the first line of this one
has twelve syllables:

CiaBHO, ako PUHUKC, MyApPOCTs NPOLLBETAET,
HeBHXXUM KaMeHb B GPOH CH IIoJlaraeT.

In his Mleko Velichkovskii has six verse-lines which contain his Christian
name and surname spelt out in capital letters three times.134 First the Christian
name and the surname appear together, but distinguished by being in different
fonts, 1n a pair of anisosyllabic rhyming lines, which have been written on one
line presumably to make the two names easier to make out. Next, the surname
1s preceded by the Christian name, loann, in a pair of rhyming thirteen-
syllable lines. The third time, again in a pair of rhyming thirteen-syllable
lines, both the Christian name and the surname are printed individually as
literal palindromes, so that the letters forming both names are reversed, but
the reversed Christian name still precedes the reversed surname. Note that this
1s not the literal palindrome as defined above, because here the order of the
names themselves is not reversed, only the letters constituting them, i.e. this is
a literal palindrome which is not at the same time a verbal palindrome. The
lines read:

OCTaHHA WITyd4YKa

Incyca Xpucta BEJTUYaiim0, sKO Baecs ects CnAnKIN

3HauMo.
I3 HecOsnAHHa oTma BociABHH YHCTe,
BEJIMYarw 3 MaTtKOmw Tsa, BeceCiranKIM Xpucre.

- ABTOP IO YHTeJIHHKA,
HAcTpOH HaBcnak nmuHoOpy. EcjIH yramaeli,

ropmwrM Ko 3 Cux, BOaK YU JIEB-
To MeHe ITO3Haelll.
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Kantemir composed three epigrams, the burden of each of which is that
he as author of Satira I refuses to reveal his name. The third epigram, as
already mentioned, is a simple acrostic based on his Christian name, Antiokh.

The second epigram runs:

ABTOpD o cebe (dnurpamma II)

KToO A4 TakoB - He CKaXy, a BOT MHe IIpUMeTa:
He pycak, IUK UMeHeM, MJIaH MOH JieTa.l35

As it 1s printed here, none of its letters is emphasized, but if certain letters
were to be singled out, as they are below, they would spell its author's
surname backwards, just as does the second line of the third pair of lines from
Velichkovskii's Mleko given above.

KTo A TakoB - He CKaXy, a BOT MHe NPMMETa:
He pycAK, UK UMeHeM, MJIAAK MOHU JieTa.

Emphasized letters generally have the function of carrying a second
message, but in the epigram which Trediakovskii printed in 1730 in his
translation Ezda v ostrov liubvi and in which all the words are capitalized
except those directly referring to the epigram's target, their function is to
imply the target's insignificance.

K oxXyXnaTeNdio 30HIY

MHOI'O HA MHOT'Y KHHUTU Bac, 6paTen, BEIBAJIO,
A HA 3TY HEYXJIHU Bac TAKH HE CTAJIO?136

The twenty-four-line poem which Mikhail Sobakin wrote for the New
Year of 1737 to celebrate the capture of Azov in 1736 uses emphasized letters
to headline the key facts about the victory, the two countries which were
involved in the battle, Russia and the Crimea, their respective leaders, Anne
and the khan, the place which was captured, and the date of the poem's
composition.137 [t is written in twelve-syllable syllabics.
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sucaymait moin BonPOC, CUflromma B csere:
KTO TA TOAb YKPacHia, AKo po3y B Jere?
BO MCTHHY CKa)Keéllb, 9TO MYXPHIH
BrageTenb,
rnasa yseasAHHA, aemy scak ceaze-
Tenb.

mepTByH y6o cero B Hagalo el roja

ACKPDEHHI0O BEPHOCTb TBOEro Hapoja,

a 3a npomegmui rox Gnarogapm Gory,
aro ABAJA Te6e TOJAb MHAOCTH CBOIO
MHOTY,
pas6nB BepoJomOes, cBoGoxE HEBHHHEBIX,

A 30Bymux na 6pann moxasa GecCHIbHHX,
xamauka noPHl Mpakom ym B pamd

Teno;
ge amen ycueXA Hnm s raroe aeno.
npefeuin Ke TBOW Tpejennl HEBPENHH,

H JIOIAM pAajgecd KATH AHA GeaGexHBI.
paaxydcs ®m B ced TOoJ, UTO HalHHACHIM,
u6o ThI CA IIIAcrauBy m B cem Omrx

qaems,

OO BJIaCTHIO KPEOKO XPaHUMa TaKoIo,

MEe caasBel o6pas BceM Kaxer coboro.
gpa CEM COTsopr Tt x BRHImEEMY

MOAHUTBY,

A& nacT ed oOMABHY W B celt rog JOBHTBY;
uead ga uzocTPUTIHHA Toa oGomwny,
moceKads BPAroB XPHCTHAHCTBA BCIOAY,
Aa yCARIIA@ B MAPe riac €e ABATCH:
CE MOA G6or, ro60oi0 Mory mnoxBaiuThCA.

It 1s noteworthy that, unlike the examples from Simeon Polotskii and
Velichkovskii, in Sobakin's poem the emphasized letters constituting the words
of the second text are all contiguous instead of being scattered over the verse-
lines.
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VIII. VERSES WITH LETTERS REPLACED BY THEIR
CHURCH SLAVONIC NAMES

Velichkovskii composed a rhyming couplet in which some of the capitalized
letters stand for their names in the Church Slavonic alphabet, and only if these
letters are replaced by their respective Church Slavonic names do the two lines
rhyme and make sense. In its original form this couplet reads:

co CM 6FoM OEXII
HOII Hac CT 610¢TH 6y me.138

The third singular future auxiliary 6yne is a Ukrainianism (<6yTu). When the
capitalized letters are replaced by their Church Slavonic names, it reads:

co Cs10BOM BoroM nobpo ecTh XHBOT, JIIOOH,
Halll OH ITOKOH, Hac CJIoBO TBepdo OJIIOCTH 6y e,

The second line 1s a normal thirteen-syllable syllabic line with caesura after the

seventh syllable. The first is the same only if ecTs is read as a disyllable;

otherwise it would be a twelve-syllable line, and the prosody of the couplet

must be described as pre-syllabic owing to the absence of isosyllabism.
TschiZewskij cites a similar example from Berkov:

¢ 6boroM 3JIE npebRBATH B CBeTe.
HOII, Hac XpaHUT BCeX OT ceTH.139

With their Church Slavonic names substituted for the capitalized letters it
reads:

¢ 6oroM 371ech Dob6PO eCTh IPeOHBATH B CBeTe.

HAIll OH ITOKOH, HaC XPAHUT BCeX OT CeTH.140

[sosyllabism could be achieved by reading npe6nBaTs for mpe6OnBaTH;
otherwise the prosody of this rhyming couplet has to be regarded as pre-
syllabic.

Berkov and TschiZzewskij term this type of word-play poetry carmen
gryphicum, and Berkov explains 'gryphic verses' (grificheskie stikhi) as verses
which ‘contain words read according to the names of their letters, as a result
of which the verse acquires another meaning'. However, the appropriateness of
this term with its suggestion of riddles seems doubtful, and the implication that
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the unexpanded couplets already have a satisfactory meaning cannot be
accepted.
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IX. CARMINA SERPENTINA

The theoreticians of the carmina curiosa disagree on the definition of the
carmen serpentinum, and in particular Kvetnitskii holds a different view of it
from Alsted. The latter describes it as a verse or verses whose 'end agrees with
its beginning', i.e. is identical with it, whether it takes the form of a single
word or a group of words.14! He cites the examples:

Graja juvenca venit, quae te, patriamque domumque
Perdat, 10 prohibe: Graja juvenca venit.
And:
Una fuit mulier, patuit qua janua letho,
Ex qua vita redit, una fuit mulier.

In this couplet the hexameter refers to Eve and the pentameter to the Virgin
Mary. He applies to them the further term epanaleptici ( from Gr.
¢movohaupdavewy : to take up again, resume, repeat), and contrasts them with
verses which he calls concatenati or epanodici (from Gr.&rdvodog: a return,
recapitulation), which go into reverse halfway, e.g.

Me tibi donat honor, sed honor qui me tibi donat.

Schottel assigns the terms raythmus circinnans and Ringel Reime to this
type of word-play poetry.142 His first example has two lines:

Ringel Reim
von zwo Zeilen

Gliikk-Ungliikk hat die zeit / gefal3t steh und bereit
Wans Gliikke lacht / dieweil Gliikk-Ungliikk hat die zeit.

In his second example the repetition, not quite perfect, of the opening words of
the first line comes in the fourth line:

Ringel Reim
von vier Zeilen

Das alte hinvergeht / wer sicher hie wil leben
Der mus in Unschuld stets der Frommigkeit nachstreben:
Ohn Gottes furcht gar kein erschaffnes hie besteht /
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Die Welt ist Eitelkeit / das eitle hinvergeht.

Among the other examples is a poem of fifteen lines with a repetition of
the opening four words of the first line after the eighth and fourteenth lines,
which is the pattern of the rondeau in its pure form.143

Vaslet gives an extensive example from one of Martial's epigrams (Book
IX, n0.99), which accords exactly with Alsted's definition:

Rumpitur invidia quidam, charissime Juli,
Quod me Roma legit, rumpitur invidia.
Rumpitur invidia, quod turba semper in omni
Monstramur digito, rumpitur invidia.
Rumpitur invidia, tribuit quod Caesar uterque
Jus mihi natorum, rumpitur invidia.
Rumpitur invidia, quod rus mihi dulce sub urbe est,
Parvaque in urbe domus, rumpitur invidia.
Rumpitur invidia, quod sum jucundus amicis,
Quod conviva frequens, rumpitur invidia.
Rumpitur invidia, quod amamur, quodque probamur:
Rumpatur, quisquis rumpitur invidia.

As a further example he adds the famous couplet from Ovid's Amores (I, 9):

Militat omnis amans, et habet sua castra Cupido:
Attice, crede mihi, militat omnis amans.144

Each stanza of Rzhevskii's three-stanza poem in iambic hexameters which
begins [ vsiakii tak zhivet and which he incorrectly terms a rondeau resembles
a carmen serpentinum as defined by Alsted and Vaslet in that the opening four
words of each stanza are repeated as its concluding four words: the chief
difference between Rzhevskii's poem and Alsted's examples is that the
repetition does not occur in the immediately following line but in the fourth
line; however, in this feature Rzhevskii's poem corresponds precisely to the
second of Schottel's examples.145
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POHJIO

U Besikuit Tak XKHBeT, Thl JyMaelllb BCEYacHO!
Ho xymo u3BHHATH MOpoK B cefe MPHUCTPacTHO.
Xotst 661 YTOHYJ B NMOPOKaXxX 3JbIX BeCh CBeT,
HenpaB # Tbl, XOTa M BCAKHH TaK JKHBET.

M Besikuit Tak KHBeT, Belllaelllb Thl HANIPAaCHO;

Tem H3BHHATE cebsi 6e3yMHIO MPHYACTHO.

Ta mblcab He 06JIerYHT, KOJb CepAlle COBECTh pPBeT!
OnHH N1 TONBKO f? — H BCAKHH TaK XKHUBeT.

M Bcakui Tak »XHBeT, 0 MHeHHe yKacHo!

B o6baTtHs TBoM BBeprath ce6Gs onacHo.

CHs xecToKa MbIC/Ib B HeCUacThe NpHBEIET,

Kak craneM paccyXAaTh: H BCAKHH TaK XHBET.

(1761)

Another of Rzhevskii's 'rondeaus’, also published in 1761, involves the
repetition of a sequence of words from the start of the poem, but here the
repeated words have the nature of a refrain occurring after each three-line
stanza.l46

POHTO

He nyuie b ymepeTb, Thl 4acTO paccyKaaellb,
YcnexoB B ueM-HHOYAb Korfa He obperaellb;
H vacro roBopHIlIb: BOSMOXHO JIH TeplneTs?
He nyuute np ymepers?
Koab Tbl xejaHHeM CBOMM He obJlagaellb,
HMma cebe uHHOB, H HX He moJy4aellb,
Hauto Ha cBere XHTb, KOJIb PalOCTH HE 3PeTh?
He nyuywe np ymepers?
JKenaB cokpoBHLa, Thl TOJNIOBY JIOMAelllb,
Ho TiierHo tpaTHiup TPYHd, ero He YMHOXaellb.
HecHocHO KoJIb HH B UeM ycnexoB He HMeTb:
He nyuiue np ymepers?

Buio6sicb B KpacaBHLly, Npel Hew BO3IbIXaeulb,
O pok! Tl B3IOXH T€ BCe CYeTHO Tepsiellib.
Ilokone MyYHTbCS? HOKOJNb B JIOGOBH TJETh?
He nyuiie b ymepers?
JKeslaHHOTO KOHIla YK€ Thl JOCTHFaelllb:
Wner xenaHHa cMepTh — Thl Ha Hee B3Hpaellb.
CkaxH, xKejaellp JH Teneps Thl YMEPEeTh?
He nyuute b norepners?
OxoTHO yMepeThb ThI [JIsi TOTO XKeJaellb,
Yto ckopo cMepTH Thl cebe He OXMHIaelib,
H ronpKo roopHlb: He Ayullie Jb yMEPETh?
He nyuute ab norepners?
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A third 'rondeau’, published in 1763, is rather an exercise in the
composition of a poem with continuous rhyme.147 Needless to say, neither of
these latter two poems is a rondeau sensu stricto.

In 1805 I. I. Dmitriev published a poem called Stansy consisting of four
four-line stanzas, each of which starts and ends with the words ia schastliv
byl.148 Apart from the fact that its fourth lines consist solely of the words ia
schastliv byl, making an iambic dimeter, whereas the fourth lines of
Rzhevskii's first 'rondeau’ are 1ambic hexameters, the last hemistichs of which
are formed by the words [ vsiakii tak zhivet, and that Dmitriev's poem has
alternate rhyme whereas Rzhevskii's has paired rhyme, the stanza structures of
the two poems are identical.

CTAHCBI

Sl cyacTauB Obl1 BO AHH HEBHHHOCTH Gecrneynof,

Iorna mue 6or M106BH H B MbIC/b HE MPHXOIH;

O Bospact feTckHX JeT! MouTo Thi Gbi HE BeYHOMH?
$I cuactauB Gbia.

Sl cyactainB 6bL1 BO AHH BOJIEGCTB, OYapoBaHMIi,

Koraa n1060BbI0 CBET H KpaceH JIHLIb U MHJI;

Jloxaycsi u onATb TOMb CAALOCTIILIX MeuTaHHI?
91 cyacTaus Gbia.

$1 cuacTnnB Oblsl BO AHH HAJEXKbI, YBEpeHbS,
Koraa Kanapuchbl B3rasii MeHs »HBOTBOPHJI;
OpnHn xeaHusA YK GblJIH HachaxKaAenbs!

41 cuacTaB ObiJ.

A cuactanB Obll BO JHH BOCTOPrOB HeMpepbiBHbIX
i1 cepauy munuix 6yps! Kak s rorpa mo6ual
Yool Toraa ve nea A B necusix 3aynbiBUbIX:

$I cuactaus Obua.
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X. VERSUS CONCORDANTES

Kvetnitskii writes: 'The serpentine verse is that in the second line of which
certain words or syllables are placed which go with both the first line and the
third and which is read in the manner of a curved snake.''49 He gives first two
Latin examples and then some lines in Russian Church Slavonic which are
found also in Velichkovskii, although he does not mention him by name.

Pauper cael temn pauper
amat um con it honores
Dives lux quir dives
Ad cael duc men Basili alt
um it tes us um

In nigr trud men Calvin avern
b HU pas I1J10 YyKpalla

KO BY HO OBl I0T'.
Ta ha§3 Kpac po ybIIaxa

However, in other writers these examples are termed versus concordantes or
versus symphoni. These two Latin examples of versus concordantes come from

Alsted:150
bonus tristatur capessit.
Nunc{ }in mundo{ }et astra{
malus laetatur relinquit.

Q anguis di tristi y mulce pavit,
Lr}os{ } }rus{ } }dine{

H sanguis mi ChristJ dulce lavit.
Simeon Polotskii's 'Star’, the picture poem which he composed in 1665 to
mark the birth of the Tsarevich Simeon Alekseevich, contains eight couplets of
versus concordantes, all eleven-syllable syllabic lines with caesura after the
fifth syllable. The couplets are also an acrostic, since the first letters
(occasionally the second letters) of each of the middle shared lines form the
name CMMEOHD. The problem posed by the name's last letter, a hard jer

(which cannot start a line ), is solved by prefacing it with a small ¢. Here are
the first three couplets:1>?
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BeTJIasg 3Be3la HHor'La 5B
C HcA
[TacHTeJIb erJa MHUPOBH poX

[IOCTACh CJIOBA OT OTILa POXI
U eHHa

3BOJICHHEeM BO IIJIOTh obJedy

YOPUHU BOJICBH U ILapU IIO3H
M alla
OLILb B HeH BoXUIO U II0CJIeOOB

The essential feature of the versus concordantes is that the middle line of
the three contains words, morphemes or non-morphemic sequences which
complete the words, morphemes or non-morphemic sequences in the first and
third lines: the middle lines are as it were shared by the first and third lines. If
the first and third lines, when filled out by material from the second or middle
lines, express opposite or contrasting meanings to one another, they can also be
designated versus antithetici, as they are by Berkov. Thus he describes the
following as carmen antitheticum, a:152

AlaM [IpecTyII 3aKJI0Y
HUK Hebo aeT.
Hucyc IIpaBen OTBep3

Two poems in Simeon Polotskii's Orel rossiiskii, entitled Afierosis I and
2, have been variously categorized. For Eremin they were examples of a
'graphic Rebus' (graficheskii rebus). TschiZewskij included them with his
carmina griphica (Rdtselgedichte). For Hippisley in 1977 they were a 'form of
cryptography’, a 'kind of paromoeon'. In 1985 he called them cryptograms
and changed their titles to Aphaeresis I and 2.153 However, as will be
explained, there are grounds for describing both poems as versus
concordantes.

Here are their texts as they appear in Orel rossiiskii:
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Aduepocuc 1

53

Hazexnmo Py CH e NIPpUBLTCTBO
AlJe KCH e Xe BB
ILa Py 1t TBOHM
Cero He npe 3pH all'h pabs IPHHOCUT
MaJIbH 1112 ro ph
o2 Py 1Lk cBomM
[IpaBeIHO COJIH e PKBe Ko T'JIaBh
TH nt 1o OHEeCIIs MHUJIIb
pe qe cA oba
KTo Xe oT COJIH L2 Py OeCHHUILH
Kor I TKHETD
He IIpH 3ph cAa TBOEe4.

The first four lines are reconstituted by reading the first three columns only
from top to bottom; the second four lines are reassembled similarly by reading

down the third and fourth columns.

Hagmexnmo PycH, Anexcue 11apy,
Cero He Ipe3pU MalbHllIaro oapy.
[IpaBeZIHO COJIHILE TH JIbIIO peyvecs,—

KTO Xe OT COJIHILA KoT'Zla He NpHU3phcsl

CHe NPUBLTCTBO, €Xe BB Pyl TBOHU

3pH, alll's pab® MPHHOCHT roph pylld cBow,
IlepkBe Ko I'JIaBb moAHecIl's MUJb cA b4,

L[apy, JeCHHIH Aad TKHeTDd CA TBoOeA.

AdcHepocHuc 2

TH Xe 0 COJIH e PKBe
CJIaBHQ Pyc Ka KO
po aa M
[IpeKpacHHH® 1B Te be
JIOXeCH IIapCKH X Ba
138)(¢ na CTh
O AJe KCH e roxe
HO BO IIpo cJia
A BJICH He MOJI

COJHILY Hall  CBE Te 65

HageXxao

TH XBaJIy
OOCTONHY?
JIn 11apsp
CJIaBy,
BHHY
BJIATH
YHO
TILAHHE,
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BECM a OH TA
jfedife OieH He JIOXK HO
300UM CUH  IIPHU MU JI0 CTHIO CH
HallHUCaH HH u 362 BUT
Te 3 a BCKOPS,
[To YHHY cy 1112 CTeM  TIPOCJABHUT,
30 ou A KO
Ha He 3 b cBbT B 30pt.

The first half of the second Afierosis is obtained by reading the first three
columns only from top to bottom, and its second half by reading the third,
fourth and fifth columns similarly from top to bottom.

TH Xe, O COJIHILe CJIaBHA PYCKa POAa,

[IpeKpPacHHH ILBbTe JIOXeCH ILapCKUX IJIOAQ,
O AJnekclue HOBOIIPOABJIeHHE,

COJIHILY Halll ¢BETe BecMa monobiieHHe,
30OUH CUH IPUMH , HAITHCAHHH Tebh

[lo YMHY cylla 30OUA Ha Hebb.
IlepkBe HaZleX 0, KaKO Z1aM TH XBaJly,

Tebe mocToWHY? XBaJi Llaps A3CTh CJIABY,
EroXe BHHY IIPOCJIABIATS HEMOJIYHO

Tebt THIaHUE, a OH THA HEJIOXHO
MuJIOCTHIO cH H36aBUT 654 BCKOPS,

[IlacTeM IIPOCJIABUT, AKO 651 ¢BET B 30pk.

Both poems are parts of the cycle written to celebrate the presentation to
the people of the young Tsarevich Aleksei Alekseevich in 1667: the first greets
him as the 'hope of Russia' and the second as the 'hope of the church'. Each
poem 1is called an afierosis ( <agpiéowoig <dpiepdw: to hallow, consecrate),
because its purpose was to consecrate him to the tasks which awaited him. As
Hippisley remarks, the term 'aphaeresis' refers to the removal of initial letters
or syllables from words. It is therefore quite inappropriate for poems which
show no instances of this process, although many instances of words which
have been split.

The essential structural feature of these poems is that the elements listed
in the third column of the four in Afierosis / and in the third column of the
five in Afierosis 2 are incorporated both into the lines constituting the first
half of the poem and into those which make up its second half. Thus the two
third columns complete the columns to their left and right in exactly the same
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way as the middle line completes the first and third lines in the first type of
versus concordantes.

The contrast between the first type of versus concordantes and this second
type lies in the difference in the position of the shared elements. In the first
type the shared elements in the middle line occupy the same positions in the
first and third lines, i.e. if they serve as prefixes, roots or suffixes in the first
line, they do so also in the third line. In this second type the shared elements
conclude words belonging to the first half of the poem but initiate words
belonging to its second half.

What unites the two types and allows them both to be described as versus
concordantes is the fact that they are composed in the 1dentical way. The first
line of the first type and the first half of the second type are composed first.
Next the elements in the first line of the first type and in the first half of the
second type which are to be shared are identified. Finally, the third line of the
first type and the second half of the second type are constructed around the
shared elements.
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XI. CARMINA JOCOSA

According to Alsted versus jocosi are so called because they are composed to
evoke merriment (ad jocum captandum).154 He gives two examples of such
verses which he says are called cruces grammaticorum:

Mala mali malo mala contulit omnia mundo.
De cane, de cano, cane decane, cane.

In Mleko Velichkovskii describes as humorous (zhartovnyi) lines in which
pairs of lines may be read in two ways. Horizontally from left to right they
yield one sense, but vertically, so that each word in the upper line is construed
with the word in the lower line standing immediately below it, they produce a
diametrically opposed sense. He gives two examples.

OCTaB MOJIUTBY, OEBCTBO PACTIIH, 3JIKX YTH, OPYXe,
JIHOCTS 106U, COXPAHAR 3JIOCTS, JIal MOOPHX Iy Xe.

Bo3HeHaBHX TPe3BeHHHNX, MAHHUIL 06U 3510,
ToOpAHX NOYHTAH, 3JI0CJIOB CMUPEeHHHX Bcello.

Berkov cites the second couplet in a slightly different version as his example of
carmen antitheticum, 6.155

These examples satisfy the definition of the carmina curiosa proposed
earlier, but it is not certain that both of Kvetnitskii's examples of the carmen
jocosum would do so. The definition which he gives of it seems hard to
distinguish from that of the epigram: 'A humorous poem is one which is
composed with keenness of mind with a view to merriment and wit.'156

His first example is in crude dactylic hexameters:

Si vis sanari, de morbo nescio quali,
Accipe igitur medicinam nescio qualem,
Utere nescio quo, sanabere nescio quando.

It is not easy to see how this qualifies as word-play poetry.

The fourth-century Roman poet Ausonius demonstrated the humorous
effect of ending dactylic hexameters with monosyllables, a device which goes
back to a celebrated line in Virgil's Aeneid, where, however, its purpose is not
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humorous but rather to suggest the ungainly collapse of the ox which the
words describe:

Sternitur, exanimisque tremens procumbit humi bos.157

Perhaps in extension of this model Ausonius wrote ten short poems in
dactylic hexameters, all of whose lines end with monosyllabic words, and a
single sixteen-line poem, also in dactylic hexameters, in which each line begins
and ends with a monosyllable and the word which ends one line is repeated to
start the following line. The cycle is completed by the last word of the last
line, which is the same as the first word of the first line. He calls this last poem
Technopaegnion.158

Alsted, conceivably with the distinction made by Ausonius in mind,
describes two types of carmen acromonosyllabicum: that which simply ends
with a single monosyllabic word, and that which ends one line with a
monosyllabic word and starts the following line with the same monosyllabic
word.

As his last example of the versus Proteus Alsted gives two dactylic
hexameters capable of many millions of permutations. Both lines consist
entirely of monosyllables except for one word, whose function 1s to provide
for the compulsory dactyl in the fifth foot and which, as there are no other
short syllables in the lines, is immovable:

Lex, rex, grex, res, spes, ius, thus, sal, sol, (bona) lux, laus.
Mars, mors, sors, fraus, fex, Styx, nox, crux, pus, (mala) vis, lis.159

Vaslet mentions Ausonius's Technopaegnion and describes and
exemplifies both versus monosyllabis finiti and versus monosyllabis coepti et
finiti. His examples of both types come from Ausonius's poems. These are the
first two lines of his example of the type which merely ends with a
monosyllable:

Saepe in conjugiis fit noxia, si nimia est dos.
Sexus uterque potens, sed praevalet imperio mas.

These are the first four lines of the type which ends with a monosyllable and
starts the next line with the same monosyllable:

Res hominum fragiles alit, et regit, et perimit fors.
Fors dubia, aeternumque labans: quam blanda fovet spes.
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Spes nullo finita aevo: cui terminus est mors.
Mors avida, inferna mergit caligine quam nox.

Under the heading Versus Proteus, qui varias species induere potest Vaslet
includes a dactylic hexameter containing nine monosyllabic words:

Rex, dux, sol, lex, lux, fons, spes, pax, mons, petra, Christus.

In a note he points out that the names assigned in this verse to Christ have all
been taken from various passages in the scriptures. The line is very similar to
the first of Alsted's two dactylic hexameters exemplifying the versus
Proteus.160

Kvetnitskii's second example of the carmen jocosum is an elegiac couplet
containing no fewer than fourteen monosyllabic words:

Pix, pax, fex, fax, lux, nex, nix, nox, Phrix, quoque Styx, strix
Et grex et Rex et crux habet 1psa crucem.

Part of its humorous effect is due to all the monosyllables ending in x. There
can be little doubt that this qualifies as word-play poetry.161

George Herbert, who did not disdain word-play poetry if it could provide
an attractive vehicle for his religious teaching, composed a three-stanza poem
in which every word but one is a monosyllable.162

The Call

Come, my Way, my Truth, my Life:
Such a Way, as gives us breath:
Such a Truth, as ends all strife:
Such a Life, as killeth death.

Come, my Light, my Feast, my Strength:
Such a Light, as shows a feast:

Such a Feast, as mends in length:

Such a Strength, as makes his guest.

Come, my Joy, my Love, my Heart:
Such a Joy, as none can move:

Such a Love, as none can part:
Such a Heart, as joys in love.
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Ausonius's poem Technopaegnion, a form of the versus Proteus
demonstrated by both Alsted and Vaslet, and one of Kvetnitskii's forms of the
carmen jocosum may have contributed to the complex literary ancestry of
Rzhevskii's Oda 2, sobrannaia iz odnoslozhnykh slov, which he published in
the journal Poleznoe uveselenie in 1761. Here is this three-stanza poem, which
contains only monosyllabic words. With its alternate rhyme and continuous
masculine endings its stanza is identical to that of George Herbert's poem,
except that the latter's metre is the trochaic tetrameter catalectic, whereas this
poem is composed in 1ambic trimeters acatalectic.

Oma 2,

C06paHHaH H3 OONHOCTIOXHHX CJIOB

Kak A ¢Taj 3HaTh B3OP TBOH,

C TeX IIop MOH AYX pBeT CTPACTS:
C TeX IOP BeCh CTHO COH MO,
CTaJl 3HATh C TeX IIOP A BJACTS.

XoT5 CIIJIIO, TBOH B30OP 3P0 B CHe,
Y B CHe OH OYX MOH PBeT:

O KOJIp, aX, MHJI OH MHe!

Ho 4To MHe B TOM, MOH CBeT?

OH MUJI, HO A JIUIIL PBYCE;

Kak pBych A, TH TO 3HaH.

BCAK Yac 1 MHJ OKTH TILYCE;

TH X MHe XOTb B3AOX B M3y Hamn.163
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XII. MACARONIC SONGS

A typical macaronic song of the Renaissance was a bilingual composition in
Latin and a vernacular language, whose words received Latin terminations.
They were often attempts of students to express ideas outside the range of their
limited Latin vocabulary. Trilingual and multilingual macaronics followed.

The term was soon extended to bilingual and multilingual poems which
did not include Latin. Part of their facetious effect was due to the juxtaposition
of words and phrases from two or more languages, but another and perhaps
greater part was the result of the melding of two or more languages by the
addition of morphemes belonging to one language to another. This was the
more striking if one language had a synthetic morphology whereas the other
had an analytic one. Hence the effectiveness of the macaronics formed from
Latin on the one hand and from one of the modern, mainly analytic languages
of Western Europe on the other.

Macaronics formed from two synthetic languages offered increased
opportunities for yet more bizarre linguistic effects, since there could be an
interchange of derivational and inflectional morphemes instead of a
unidirectional transference, in which the morphemes of the synthetic language
were attached to the roots and stems of the words of an analytic language.

Simeon Polotskii composed macaronics in Russian Church Slavonic and
Polish and in Russian Church Slavonic, Polish and Latin.164 An unusual
feature is that the languages are kept apart from one another. Here, from his
Rifmologion, are four lines from his birthday greeting to the boyar Bogdan
Matveevich Khitryi in Russian Church Slavonic alternating with Polish.

PamocTH NOJHKH OHeCh IeHb COBEPILIAEM,
VoBa ¢BATA ¢BETIIO IPOCIABIIAEMS.
Ktorego dat bog tobie za patrona,

Moy dobrodzieiu, on tobie obrona ...

A Christmas greeting, again from the Rifmologion and to the same boyar,
evidently a versatile linguist, was in Russian Chuch Slavonic, Polish and Latin.

[eHb IIpeBecesINH HHHb coBeplilaeM’,
XpHcTa poXAeHHA NNbCHEMH NIPOCIABIIAEM.
Ktoremu niebo posyta anioty

Z wdz[i]ecznemi hymny na fest przewesoty.
Hi nunciarunt Deum incarnatum,

Turbale] pastorum in Bethleem natum.
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BoJioBH co mapHu Ko XPHUCTY IIPHHUIOIIY,
MHupo, Kaaujo, 3J1aTo IIpHHecoIIa.

Ktorym na drodzie gwiazda wodzem byia

Az do Bethlehem, gdzie Panna powita.
Pastores autem ut Christum widerunt,
Diwino culta [vere cultu] mox adorawerunt ...

Kvetnitskii defined his carmen slavonolatinum vel Macoronicum (sic) as
one 'which is written in a mixed Latin and Slavonic language inflected
according to the Latin construction in such a way, however, that the number
and quantity of the verses are preserved'.165 His example is a macaronic
elegiac couplet:

Rozcrisare solet tverdus zub semper orechum
Natruzdare zubem tverdus orechus amat.

'Rozcrisare' and 'natruzdare' are macaronic formations from pasrpssaTts and
HaTPyXAaTsh respectively.

Although quintessential macaronics contain words whose roots, word-
derivational affixes or inflectional suffixes, come from two or more
languages, in others, like those of Simeon Polotskii, the merging of the two or
more languages stops at the level of the verse-line. In yet others, as in this
macaronic passage from a verse composition by Princess E. R. Dashkova
(1743-1810), it stops at the level of the word:166

VHHe XeHIILHUHH MyXeH CBOUX JlacKaf,
dpaHILy3cKHe ¢JIoBa ¢ POCCHACKUMH Melllas,
VIM HeXHO I'OBOPAT: MON COeur, HJb XHU3Hb MOA
«ITo3BOJIb MHE ITIOMaXaTh, XOTH A XeHa TBOA,
«Jla Xo4eTcsA MOXHUTH B IPUATHOH MHe cBoboze,
«HM ¢BeTYy II0Ka3aTh, MTO MH XHBeM I10 MOZIE;
«JT1060BHHUK MoH Tebe KOHe4YHO OymeT APYT,
«Bcerza Tebe roToB IS APYXKECKHUX yCIYT.
«[0a OH Xe U yMeH, aimable ¥ npekpaceH,

«He mpaszaa ¥, mon coeur, TH Ha 3TO COTJIaceH?
A MyX XOTA K XeHe BCIO BepHOCTH Habsronal,
M K XeHIIHUHaM APYTIrUM OTHIOAL He OTJIeTall,
Ho ciyuias cHe, 0H TOJIBKO YTO B3AKHXaeT,

U el ¢ YYTHUBOCTEHIO IO MOZle IIOTAKAeT.
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XXeHa eMy B OTBeT: «mon coeur tres obligée,
«BHIIIF BePHOCTE HAOMIOAATE KOHeYHO préjugé
«/ BepHOCTS B XeHIILHHe He I'JIyIIOCTH JIX 3HAK?
TyT MyX ell TOBOPUT: Tak MaMHHbKa, TaK-Tak.
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XIII. VERSUS PROTEI

Alsted defines the versus Proteus as one whose words can be transposed in
many different ways but which, however they are transposed, still form a
correct verse-line. He demonstrates this capability with a line composed by
Julius Caesar Scaliger:

Perfide sperasti te divos fallere, Proteu,
the position of the words of which can be permutated almost limitlessly, e.g.

Proteu, sperasti te, perfide, fallere divos.
Perfide, sperasti te, Proteu, fallere divos.
Fallere te divos sperasti, perfide Proteu.
Sperasti, Proteu, te fallere, perfide, divos.

He gives two further examples, the first of which is an elegiac couplet which
he describes as distichon centies variabile.167

In his Mleko Velichkovskii describes a 'multi-adaptable verse' which can
be changed round several dozen times and states that the Romans knew it as
'Protean verse' from the name of the sea-god Proteus who was renowned for
his ability to change his form. His example is a twenty-line poem of ten
rhyming couplets, each line of which has five words. Each successive couplet
presents the words in a new order, but the couplet continues to rhyme. This is
achieved by constructing each of the couplets so that the first word of the
upper line corresponds to the first word of the lower line in the sense that it
both rhymes with it and has the same number of syllables as it. Both words
should have the penultimate stress which is normal in syllabic verse, so that,
when needed, they can take their place at the end of the line.
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ko HEBY pACHO HJOAB YKpamaloT,
tako nbBy xpacHO poper yOiazkaiorT.
Hupy psacHO mwioasl yKpamalT KO,
JIIBBy kpacHO pojasl ybGiaskalT TakKo.
PsichHo mionpl yKpamalT AKO HUBY,
Kpacro ponst yGmakaroT Taxko nbmy.
Ilnope ykpamaloT Ko HABY PACHO,
Ponnl ybnamkarot tako abBYy KpacHO.
Vxpamawor axo HuBy [psacEo mio s,
Vénamaor Taxo nlbBy xpacmo popls.
fAxo mumopmt pscao muey y[xpamatot],
Taxo pomw kpacHO AbBy yOGias;kaioT.
HuBy yxpamaioT psCHO IJIOAB AKO,
BBy ybnaskaioT KpacHO DOJIBI Tako.
PscHOo sAx0 miiofn yKpamawoT HUBY,
Kpacro Taxo poamt yGrnaskaoTt abBy.
ITmopsr sAKO HHWBY YKpamaloT pACHO,
Ponsr Taxko nbBy yOnaskaloT KpacHuo.
YxpamaoT sAKO pACHO HHUBY NJIOAH,
Y6nakawT TaKo KpacHO abBY pomH.

Since each of the words of an upper line thymes with the corresponding
word 1n the lower line, providing that the rhyme involves orthographic as well
as phonetic identity, couplets of a Protean poem can be presented in the same
way as versus concordantes with the elements common to both lines
substracted from them to form a line inserted between them. However, this
relationship between the Protean poem and the versus concordantes holds only
on the basis of TschiZewskij’s narrow definition of the latter, namely that 'the
middle line contains the endings to the beginnings of the words in the first and
third lines': if the shared elements are other than word-final, it cannot be
sustained.168

Vaslet defines the versus Proteus as one 'which can assume various
forms’, and he goes on to give two dactylic hexameters as examples:

Tot tib1 sunt dotes, virgo, quot sydera coelo.
Speras, perfide, jam Divos te fallere, Proteu?

The second of these examples is patently derived from Alsted's first
example.169
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XIV. CARMINA CLIMACTERICA

Kvetnitskii defines the carmen climactericum seu gradatum as one in which
there is an approach to some object as though by an ascent or descent; but the
two examples which he then gives, both elegiac couplets, make it clear that his
concept 1s a semantic one only and that this type of poem has nothing to do
with true word-play poetry: it is simply a category of epigram.!70 Here is one
of the two examples:

Aspide quid peius? Tigris. Quid tigride? Daemon.
Daemone quid? Mulier. Quid muliere? Nihil.

In 1805 Dmitriev published a four-line poem which parallels this poem
precisely:171

«YTo Jerve nepHIIka?» — «Bonax», — A oTBeYam.
«A Jerve u BOAK?» — «Hy, BO3AYX». — HoOpH# 3HaK!
A Jlerve u ero?» — «Kokerka». — «To4yHoO Tak!

A Jlervye H ee?» — «He 3HaIO».
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XV. LEONINES

Leonines, versus Leonini or leoninskie stikhi, are verses with internal rhyme,
generally between the caesura and the line's end or clausula. In the Latin
hexameter the rhyme between the strong caesura and the clausula can only be
perfect if both the two syllables preceding the caesura are long and the final
anceps syllable of the clausula is also long: in other circumstances the rhyme
involves conflicts of quantities. In the Latin pentameter similarly the rhyme
between the caesura and the clausula can only be perfect if the last anceps
syllable of the clausula is long.

In the classical period leonines in the pentameter of the elegiac couplet
occur occasionally, but in the hexameter they are very rare.

Leonines may occur in Russian syllabic or syllabo-tonic verse, but
without the framework of the Latin hexameter, whose hemistichs differ
metrically, or of the elegiac couplet to prevent the verse-lines from
disintegrating, the presence of the internal rhymes tends to divide long lines
into two short lines with the internal rhymes being perceived as end rhymes:
what inhibits this is the fact of the rhyming hemistichs being printed in a single
line.

This 1s the case with Simeon Polotskii's Telo krasnoe (from Vertograd
mnogotsvetnyi), an eleven-line poem in ten-syllable syllabic lines (except line
2, which has eleven syllables), in which the first hemistich of five syllables
rhymes with the second hemistich of five syllables.172 It is simply the fact that
the poem is presented in long lines of ten syllables which prevents its being
perceived as consisting rather of five-syllable lines rhyming in pairs. This is
certainly the acoustic impression.

TeJlo KpacHoe

KpacHoe TeJ1o 3peTH Becelo,
eraa PacHaJuTCcs,  MepP3Ko ABHUTCA.
Toe KTo JIOOUT, OyIIy CH TYOHUT,
H60 To 6y IHUT, Oa BCAK ¢ HUM OJIYOHUT.
He nobu Tella, H 6ymeT lleJia
Oyllla KOHeYHO, TOXUBET BEeYHO
[IpH XU3HHU XJebe co XpUCTOM B Hebe.
Oy1IK JIO6HTe, TeJIO MePTBHTE,
Ia ero ¢cTpacTH BaC BO HallacTH

HHKOI'Ia BBOOAT, HO I3 OTXONAT,
Hu4To BpeauBllle, ILeJIN JIMIIHBILIE.
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Rhyming the ten-syllable lines in pairs would not have preserved the
integrity of the ten-syllable lines, because each of the clausula rhymes would
have rhymed also with the rhymes at the two caesurae; so the acoustic
impression would have been of four short rhyming lines.

The solution to this difficulty is to replace the rhyming hemistichs with
rhyming cola inserted into a pair of long rhyming lines: the two end rhymes
would tend to preserve the integrity of the long lines. This example comes
from Simeon Polotskii's Rifmologion:173

ECTh IPeJIeCTs, B CBeTe, AK B ITOJIHOM ILBeTe, TY TH OCTABY,
BosnmobneHHas, Oylile IPellIHas, oT 3JI06 BOCIPSHH.
[IpeXOOUT BPeMs, a I'PeXoB 6peMsA TA yrHeTaeT,;

IleMOH Xe cMeJINi Ha Tebe B CTPeJIE A4 CBOH BIyLIaeT...

But the fact 1s that leonines are a type of verse whose existence depends on the
way 1n which they are presented on the page.

The same applies to the four lines from Simeon Polotskii's cycle of
verses under the title Stisi na voskresenie Khristovo obshchii (in his
Rifmologion), which are cited by Eremin as examples of leonines:174

Bor BceMoryuLuH, HeboM BIARYIILUH

OHECh TOPXECTBYeT, MUP JINKOBCTBYET,
SIKo reeHa MHeCH ITobeXIeHH3,

Ipex YIPasOHUCSH, CMEePTh YMEPTBHUCH ...
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XVI. LOGOGRIPHI AND CARMINA GRIPHICA

Alsted defines griphi or logogriphi as a type of poem 'quo vocis multiplex
faecunditas absconditur’, a capacious formulation which can serve as a catch-
all for a rather heterogeneous group of word-play poems.175
Vaslet gives numerous examples of logogriphi.176 All except one have the
form of either one or more dactylic hexameters or elegiac couplets. In one
example a pair of dactylic hexameters contains a clue to a six-letter word and
clues to three other words formed by removing varying numbers of letters
from the six-letter word without, however, altering the order of the letters
which are left.
Musica, Mus, Sica, Musca
Literulis senis aures oblecto sonore;
Curro tribus; quatuor perimo; sed quinque volabo.

Another example, consisting of a single dactylic hexameter, contains a
message which is revealed by the removal of a single letter from both the
beginning and end of a word, here 'navem’, qualified as 'prora puppique
carentem' (a ship lacking its prow and stern). The dactylic hexameter is:

Mitto tibi navem prora puppique carentem,
The meaning is: '‘Mitto tibi "ave" ' (I send you a greeting).
A third example, exemplified by an elegiac couplet, depends on the
existence in Latin of the homonyms facies (you will do) and facies (faces) and
the homomorphs Véneris (of Venus) and véneris (thou shalt have come). In the
pentameter the humour is created by the juxtaposition of identical sequences of
letters which can be read either as integral words or as divided into two
words. The couplet is:

Quid facies, facies Veneris cum veneris ante?
Ne sedeas, sed eas, ne pereas per eas.

A fourth example also rests on the divisibility of a single word into other
words. This word is the verb sustineamus, the first person plural present
subjunctive of sustineo. The word form can be divided into three nouns, all in
the nominative, sus, tinea and mus. The equivalence of the three words to the
original integral word is based on the identity of letters only: the difference in
vowel quantities between susfinéamus and finéa and miis is ignored.
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This last example reappears in Kvetnitskii under the heading carmen
grammaticum, which he defines as 'a poem containing a word which, when
divided, is equivalent to more words and which obscures its meaning until the
grammatical order has been reinstated'.177 The verse-line, as given by
Kvetnitskii, is:

Furfur edit pannum, panem quoque sustineamus.

With the last word divided into three it can be construed: sus edit furfur;
pannum tinea; panem mus. The text of the verse-line 1s identical to that of
Vaslet except that the latter, more correctly, reads 'furfurem' for 'furfur'.

The third and fourth types of logogriphi appear to be the source of the
word-play devices used by Rzhevskii in his /dilliia (1762), whose effects
depend on the existence of homonyms and the resolution of integral words into
constituents:178

UIONWJITINA

Ha 6perax TeKYLUIHX peK
[TacTymroxk MHe TAaKO pPeK:
«He BHZaJ NpejleCTHee TBOEro A CTAHY,
['J1a3 TBOUX, JIUILA H BeK.
3HaH, ZOKOJIb IIPOLJIUTCA BEK,
BepHO A, MO#l CBeT, Tebs, Beps, JIOOUTH CTAHY ».

B3moxu B30P €ro MOH 3peL.
Pa3yM OHJI ellle He 3pel.
COTrJIaCHJIach MEICIIF MOS C JIGCTHOH MEICIIFIO ¢ TOIO.
4 cxasana: «Byzgeus Mo,
TH JUILA B cjle3aX He MOH,
ToJbKo 6y b JIUILD BePeH MHe, KOJIb TOTO A CTOOx.

CTpacTh Ha JIeCTh AHeCh IIPOMEHS,
M He MECJIUT NIPO MEHS.
O HeBepPHHIU! HKNHe cTaJl IIJIeHeH TH HHOK.
MHe ckasain: «Iloau TH IpPo¥b
U cebe Opyroro nNpovb».
Kak HeCHOCHO CTPaXAy AHECh, PBYCA A H HOI.
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The first eight lines contain four pairs of homonyms. In the remaining ten
lines besides two more pairs of homonyms there are three words which are
resolvable into constituents: stoiu into s toiu, promenia into pro menia and
inoiu into i noiu.

The fourth type of logogriphi is found also in Derzhavin's four-line poem
Na Bagrationa of 1806.179

O, xakK BeJIUK Ha-1oJjie-oH!

OH XHTP H OHCTP U TBePA BO 6paHy;
Ho AporHyJ, Kak MpocTep JIHUIIG AJIAHHU
K HeMy ¢ LITHKOM Bor-paTti-oH.

Here it is the two names which have to be divided into constituents, Napoleon
into na pole on and Bogration into Bog rati on. The acceptability of the
substitution of the spelling Bog — for Bag — 1n the name of the Russian
general rests on their both being pronounced [ b2 g | in the third pre-tonic
syllable.

What unites the various types of logogriphi is that, while one meaning of
a verse-line or whole poem is obvious, another, more or less hidden, lies
waiting to be uncovered.

In May 1680 Simeon Polotskii included a section of eight-syllable
syllabics in a privetstvo written to celebrate the second marriage of the boyar
Mikhail Timofeevich.180 However, each of the eight-syllable syllabic lines can
be split into two four-syllable lines, so that the poem can also be read as
consisting of two columns of short, four-syllable lines.

Bor, ci# BB Hebb
PazocTs Tebb

Oa napyeT

YecTh H CJIaBY
MyXy npaBy

Ia roryeT

3a To, AKO

BckM Oar BeAko
BruBaellu
BSOHBM MHJIOCTH
CKOPOHEM PamocTh
TBOpAeIH ...

Boxe 6narui
CBbTe mparuu

[a XpaHUIIH
Mapdy 3npasy

B TBOX cJIaBy
IOXe 3pHUIIH

TA N06ALLY

M ciyxalry
CepaueM IIPaBHM
JMOM HeCHEIM
CJIOBOM YeCTHHM
He JIyKaBHEIM ...
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In 1761 Rzhevskii reproduced this scheme almost exactly in Sonet,
zakliuchaiushchii v sebe tri mysli, whose iambic hexameters can similarly be
divided into two iambic trimeters.181 In this way the fourteen iambic
hexameters of the sonnet can also be read as twenty-eight lines of iambic
trimeters.

COHET,
SARJIOYANINNA B CEBE TPH MEBICIH:

qutail sect no nopadky, 00HU nepsble NOAYCTUWUR U Opyaue noAyCTULLS

BoBekH He MJEHIOCH

Tul Benai, g T060H

[To cMepTh He NpeMeHIOCh;
Bex 6yAy C MBICIBIO TOH,

He nectna nas Meuns
Jluwb B cBeTe THI omHa
Ckaxy s He MaHs:

Ta yacte Tebe pana

BbiTh BBEK NMPOTHBHOH MHE,
B ceit TBl oaHa cTpaHne
MHue ropectn u 6ena,

[IpoTHBen MHe TOT uac,
Kak 3pio TBOMX B30p rJas,
Cmymatocsi Bcerna

KpacaBHLieH HHOH,

BCerja mpeJsbliaThCsl CTaHYyy
BOBeK xkap Oyner MOH,
JOKOJIe He YBAHY.

HHas Kpacora,

MOH NyX BOCIJIaMEHHJIA.
csobolla OTHATA —

0 Thbl, YTO AYyX nJeHuxal

H3MeHbl He Operuco,
CO MHOIO Bek JIIOGHCD.
1 My4yCsi TOCKOIO,

KOJib HeT TeOsI CO MHOH;
MHHYTOH CYacCTJHB TOH,
H BeceJ, KoJb ¢ 106010,

A year later, in 1762, he repeated this exercise, but replaced the rhyming
pattern of the first eight lines, which in the sonnet of 1761 have alternate
rhyme, by enclosing rhyme, and that of the last six lines, aabcceb, by aabcbe.182
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COHET

Tpu pasnsie cuctemor 3axarodarowuid: 4utal cnepsa 8ece no nopaiky,
noTOM nepavle NOAYCTUWUL, O HAKOHEY NOCAeOHUE NOAYCTUWILU

[lpectaneM paccyxnatb:
He 3pum xyaoro sgecs,
Xyn, TATOCTEH CBET BeCh,
Ham Z0aXHO 3aKJI04aTh,

IMourumcs paccyxaathb:
Ml cnpaBensninBo nHech
Ben, ccop, 6onesneit
cMech, —
«XyIbiM TO AOJIXKHO
3BaTb», —

Xyznoro B cBeTe Her,
Hesexxa uspeuer:
He cmbicais, rosopur,

Bcé nosmkHO mpesuparth,
B He3HaHHMH KPHYHT:
Honr unaxk paccyxnaars,

no6pa BO MHOIOM HeT.

8 TOM JOJIXKHO COTJIACHTbCA.
BO3MOXKHO JIb yTBEPAHTLCA?
YTO BeChb HCNpaBeH CBeT.

3J1eCb CHacTHe pacrer,
BO3MOXeM BeCeJIHTbCH.

BCE K 106pOMY CTPeMHTCH,

6e3yMmerl H3peuer.

3lleCb YTelaTbCH MOXKHO.
«H cyacTHe ecTb JIOXKHO»,
HeJb3fl BCEro XBAaJHTb.

XOTb MOXHO yTellaTbCH.
«EcTb, ecTb 4TO MOXYJHTBY,
B TOM JOJI)KHO YTBEDPXKIATHC X .
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XVII. VERSUS CORRELATIVI

The essence of this type of word-play poem, also known as versus reticulati, 18
that a list of words all belonging to one part of speech is followed by a list of
the same number of words, belonging to a different part of speech, such that
the first item of the first list is construed with the first item of the second list
and so on. Typically, there can be two, three or four such lists, consisting of
the same number of words, but each list representing a different part of
speech. It is as if three or four sentences, constructed identically, had been
decomposed so that all their subjects were brought together, then all their
verbs, then all their direct objects and finally all their instruments or agents.

Two lines from Hamlet (Act 1II, Scene I, lines 158-59) may present a
perhaps slightly distorted example of the versus correlativus:

O, what a noble mind is here o'erthrown!
The courtier's, soldier's, scholar's, eye, tongue, sword;

The change of the expected word order ‘eye, sword, tongue' to 'eye, tongue,
sword' may have been dictated by a metrical consideration, a preference for a
monosyllable containing a long vowel, 'sword’, over one with a short vowel,
'tongue’, to form the stressed syllable of the line's final iambic foot.

Alsted gives the following example:

Anguis, aper, juvenis, pereunt vi, vulnere, morsu,
Hic fremit, ille gemit, sibilat hic moriens.183

Vaslet's example is:

Pastor, arator, eques, pavi, colui, superavi,
Capras, rus, hostes, fronde, ligone, manu.184

A line in M. 1. Popov's verse translation of Gellert's verse fable 'Die
Nachtigall und die Lerche', published in Dosugi in 1772 under the title

Solovei, may be an example of the versus correlativus:185

Yp4as, Opobui, BU3XKaJ, KyAPABO, I'YCTO, TOHKO,
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The line meets the first requirement, namely that the number of words
belonging to the different parts of speech should be identical. The doubt arises
over whether the three adverbs qualify the three verbs individually, the first
adverb going with the first verb etc.: if they do, this is a true versus
correlativus. The two following lines, however, fail to satisfy the first
requirement:

[TOpBIBHO, KOCHO BAPYT, BOPYTI TOMHO, HEXHO, 3BOHKO,
CTeHaJl, XpUIIeJI, ILeJIKaJ, CKPUIIeJ, TAHYJI, BHJIAN ...

In the twentieth century V. la. Briusov revived this type of word-play
poetry with an elegiac couplet in dactylo-trochees:186

XapaKTepHCTHKa Beprunusa
(Tomoyorusa IleHTanusa)

[TacTHpPS, OpaTal, BOHH, I1aC, BO3AeJINBAJ, HU3HI,
Ko3s, oropoZi, BparoB — BeTKOH, JIOIIATOH, MeYeM.
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XVIII. POEMS WITH CONTINUOUS RHYME WHICH
REVERSE THE SEQUENCE OF
RHYMING WORDS
HALFWAY

Neither classical Greek nor Latin verse prosody made any regular use of
rhyme as a prosodic device, and, as already remarked, the internal rhyme of
leonine verse was a rarity. Consequently word-play poetry involving rhyme is
almost exclusively post-classical.

Alsted does not mention rhyme in his treatment of Greek and Latin verse
prosody except for a fleeting reference to leonines:187 Schottel, however,
gives it several pages.188 He describes in particular the Wiederkehr (carmen
retrocurrens seu recurrens)i89 and the Wiedertritt (carmen retrogradiens);190
the similarity of the Latin designations to those of the carmen cancrinum is
unfortunate. Both types of poem have continuous rhyme in the sense of the
phonetic identity of the final vowel plus consonant of the words which end
each line. The special feature of the Wiederkehr, as also of the Wiedertritt, is
that the sequence of rhyming words is reversed halfway through the poem, in
the following example from the fifth line.191

Wiederkehr

(Carmen retrocurrens)

Von vier Reimworteren
Alle Welt ist Sorgen voll.
Niemand sorget wie er soll /
Jeder wiinscht ein eignes wol /
(So zu reden) Sorgen-toll. Wiederkehr
Armer Mensch bist Sinnen-toll
Leib und Seel hats nimmer wol /
Bif} du lernest wie man soll /
Recht seyn Himmels-Sorgen voll.

il el sl ol ol o

Schottel prints another and longer Wiederkehr, of twenty-six lines, all of
whose lines end in words in -ingen. The lines are numbered successively 1-13
and then 13-1. These are the two lines numbered 13, which end in dingen and
bedingen respectively, since the sequence of rhyming words goes into reverse
from the second 13th line. 192

13. Doch wollen wir jetzt nicht um ein gewisses dingen.
13. Dan wenn man alle Lust nach Wunsch nur wil bedingen. /
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The only difference between the Wiederkehr and the Wiedertritt is in the
number of their lines and the number of the individual rhyming words. The
word tritt means 'step', and the name Wiedertritt doubtless refers to the
forward and backward movement of two feet as in a dance. The Wiedertritt
therefore cannot have more than two different rhyming words and
consequently not more than four lines. Here are Schottel's three examples of
the Wiedertritt:193

Wiedertritt oder Gegentritt

Schon ist der Wald und griines Feld:
Was sol mir Ehre/ Gold und Geld?
Viel Miih’ ist da/ wo ist viel Geld/
Viel befer ist mir Wald und Feld.
Wir Schifer leben ohne leid/

Wo Ehre wohnt/ regieret Neid;

Je grosser Guht/ je grosser Neid/
Wir bleiben frolich ohne Leid.

Laf} stehlen/ Morden/ wer da kan/
Laf} seyn/ wer wil/ ein Sorgen Mann/
Ein solcher Mann ist ein UnMann/
Der nur so eitle Sorgen kan/

In 1760 Lomonosov composed a six-line epigram attacking the literary
style of a contemporary writer. The writer's name is not given, but its position
in the poem is indicated by a succession of dots terminating in the possessive
suffix -ov.

The epigram's first four lines form a Wiedertritt in that they display
continuous rhyme and in that the order of the individual rhyming words in the
first and second lines is reversed in the third and fourth lines, so forming the
recurrence necessary for this carmen curiosum.

Like Rzhevskil's picture poem Muzh i zhena and Derzhavin's carmen
cancrinum, Lomonosov's Wiedertritt 1s accompanied by verse-lines which
belong neither to this or any other type of carmen curiosum. Here is this
Wiedertritt:194

KTo X04YeT MOXOAUTH 1O MHAM H I10 6OJIOTY
[To KOYKaM, 110 I'PA3H H 30UTE K Xonbbe 0X0Ty?
XKenaellls COUTH CBOK K XOXOSHHIO OXOTY?
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[Tpoliau MmeckoM, IO MHAM, 10 KaMHAM, 110 60JI0TY,
e TepH, KpaIluBa, I'PA3b, U PXABYUHA, U IIHJIb.
CHeuIylIs OTCTAaTh OT KHUTI'? YUTAH ....OB LIITHUJIE.

Two other Russian poems of this period display one of the features of the
Wiederkehr and the Wiedertritt, namely continuous rhyme.195

Eighteen of the twenty-two lines of one of Rzhevskii's rondeaus’ end in
words in -at’, all infinitives. However, all the rhyming words except one
(vymyshliat’) differ from one another, and there is no recurrence in Schottel's
sense. Here is this poem, published in 1763.

POHJL0

UTto6 KHHIH HAM YHTATL,

W ux, unras, NOHHMaTh,

H kpacoTy WX no3HaBarth,

U yto6el caMmoMy nHcaTh,

Yrto6 3Be3snbl Ha HeGe CUHTATH

H mepy um onpenensito,

Hnu npupoly HeneltaTh, —

JIMLb NOTPYAHCH, TO MOMXKET BCSIK,
Hukaxk.

Ho 6ykau xopouto yecars,

H uyT06 HapaAbl BHIMBILLIATD,

YTto6 Moabl TOYHO HAGJIOLATD,

Cornacue B 1{BeTax M03HAaTh,

H uto6 HapsjaaM BKyC AaBaTh,

Hnu no mone nocrynars,

Uto6 B MIOAAX CKYKY NPOTrOHATD,

3abaBHbl peYH BBHIMBILLIATD,

HIyTHTb, pe3BHTbCA H CKAKaTb,

H GecnpecranHo 4To6 KpHUaTh,

Ho, rosopsi, U He ckasaTp, —

Toro He MOXeT clenaTh BCAK
Hukak.

Continuous rhyme is also demonstrated in Sumarokov's forty-four-line
poem Dvadtsat’ dve rifmy, composed in 1774 to support his case in favour of
the aesthetic merits of rhyme against G. A. Potemkin, who was arguing for
blank verse. All the odd-numbered lines end in words in -adu / -iadu: the even-
numbered lines rhyme in pairs. The similarity to the Weiderkehr and the
Wiedertritt consists in the use of a single rhyme in all the twenty-two odd-
numbered lines; but again there is no recurrence in Schottel's sense.
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ABARIATL ABE PHOMBI

[loremxun! He ruycna xopOma pugma Barasay
M cayxy me raaka,

XoTs cAarateAlo NPHHOCHT M Aocazy,
Koab Mysa He raaaka,

H reamkonciioMy npotueHa BepTorpany,
Koraa cBunbeit Bu3xHT.

H tpyauno pudmosath nucuy, B Hayke MAaay,
Koab pugma mpoub 6exHT.

YBuaerp MoHO pHPM BEAHKYIO FpoMany,

0 AOAXKHO Ab HX TAHYTDb?

A raymble 1Mcobl HX MLyT, 6YATO KAAAY,

B xpusoii Tawart ux myTb.

Uto kx HUM sin pH6pe/leT, TIOCTaBAT pHPMOH CpARY,

Tak pupma ueroana!

A 5 na pudMy BBeK HeKCTaTH He HacsAy,
XoTp pupma He 6eana.

K 3apocmemy ona mpaaeil npuBOAHT caay,
Ize Toabko Aec rycroii,

H KO OLIHIIAHHY 110 OC€Hb BHHODpAaAy,

I'ae xBopocT AnuIb mycToOH.

Ha6pabca rakosbr B m36ax mmuTbhr yaay,
Beprstcs kyb6apem

M crapar xuxxuny csoio noaobio rpaay,
Baaysasch nysbipem.

51 BBek 1M pasyma, HiH MbICAH e yKpaay,
Hmes umctpiii ym.

He 6pomy pudmoio Bo cTHXOTBOpCTBO ARY
H ne ucnopuy aym.

He aam, ne noaoxy s pudmoli mopuu ckraay,
CruxoB He NoBpexy;

OcTaBAIO TOPTHTD 5 CTHXH OT PHQMBI Taay,
Kro ragpt — ne ckaxy.

MM cAyXHT TOABKG TO 3a Bpaku BO Harpaay,
Uro MHOro aypaxos,

Kortopbie un B uem He 3HaAM cpoay Aaay,
H Bkyc y uux Takos.

HecMbicAennbl uTelibl AaloT NHCLaM OTPazy,
Toanamu xBaraTr Hx,

XoTs CTHXM TIHILAT W CIEpeay H €3ahy,
M Anoaron um aux.

Oanako cKBepHOMY TaKOMY My3 OH Hanxy
O6uabl He TBOPHT.

Tax on He cBep:xkeTCA, XOTSA H BPeT, KO aay,
H B age ne cropur.
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XIX. SECHSTINNEN

The sechstinnen are poems consisting of six six-line stanzas. Their lines do not
rhyme, but the verse-final words in each stanza follow the sequence of verse-
final words laid down in the first stanza, with the exception that the verse-final
word of the last line of the first stanza provides the verse-final word of the
first line of the second stanza. This sets off a permutation which works itself
out over the whole six stanzas. In the sixth stanza the last word of the last line
1s the same as the last word of the first line of the first stanza, and with this the
permutation 1s complete. The six verse-final words are not chosen at random
but are anagrams of the words forming the poem'’s title. Schottel gives a full
description of the sechstinnen,196 and Hiibner!97 and Gottsched!98 refer to
them.

Like the poems in which the sequence of rhyming words is reversed, the
sechstinnen form patterns in verse-final words, not in rhymes, and this is their
essential difference from the sonnet, the madrigal, the ballade and the rondeau,
all of which make patterns in rhymes only.199

Here are the first two verses of a sechstinne by Schottel:

1. Es wikkelt sich gar oft und spielet mit verzug

2. Ehsich zu eigen gibt ein hochgewiinschtes Gliik:

3. Man mufl mit Meisterhand/ und miihsamlich aufbauen

4. Eh man sein eigen Haus versichert kan besitzen:

5. Nur wan man wol geharrt/ gebaut/ getrauet fest/

6. Dan folgt die Niessung recht gantz eigen und gewiinscht.
6. Die Oster Sonne komt und strahlet uns gewiinscht/

1. Blikt lieblich klar/ und scheint viel schoner nach verzug/
2. Bringt den GeburtsTag her und drin ein hohes Gliik/

3. Ein langes hohes Gliik/ so wil der Himmel bauen/

4.  Und unser Fiirst und Herr uhmwiirdigst sol besitzen/

5. Und die Stammreiche Seul Hochfiirstlich griinden fest.
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XX. BOUTS-RIMES

Bouts-rimés are poems composed around a set of previously selected verse-
final words, which rhyme together in a certain pattern; the subject of the
poems can be left open, or it can also be laid down. According to Gilles
Ménage their inventor was the seventeeth-century French poet Dulot who
sketched out the outlines of three hundred sonnets all in the form of their
rhyming end words. It was the theft of these skeleton sonnets in 1648 which
brought his technique to light and initiated a literary craze which swept over
Europe.

In 1761 Rzhevskii published a sonnet in Poleznoe uveselenie which was
constructed around fourteen end words taken from a sonnet by A. V.
Naryshkin: the end words of the fourteen lines of the two sonnets are
completely identical. Unlike those of the sechstinnen, however, which do not
rhyme, they are involved in the sonnet rhyming pattern abba abba ccd ede.290

COHET,
COYAHEHHWA HA PAG®MB, HABPAHHBE HANEPE]

Ha 1o /b rna3a tBou Be3lle MeHs BCTpeuaJi,
Uto6sl, cMepTeJbHO MHE J1065 Tebs1, cTpaaaTh,
UTo6 B ropectd MoeH oTpajbl He BHAATH

U uTo6bl MHE CHOCHTb XKECTOKHE Neyaau?

[1penecTHbie rnasa xotd He OTBeuaJH,

Uro Gyay KHU3Hb, J1004, B yT€Xax NPOBOKAAThH,
Sl Tuuncsa pagoctu cebe OT BPEMSA XKAATh,
UTto6b HECKJOHHOCTH uyachl ¢ co60f1 npoMuaJy,

Ho BpemeneM y3HaJ, uto TWETHO 1 11004110,
Uro TweTHo 419 Te6s yTexH g ry6.io
H ctpacTbio cyeTHO! Tep3alocs BCeyacHO,

Onnako 1 0 TOM He GYLYy BeK TYXKHTb:

Jlio6uTh npeKpacHylo NMPHUATHO H HECUACTHO,
ITpusiTHO 3peTb ee U 1JI HEE MHE XHTb.

This 1s the sonnet by Naryshkin:
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3a To, UTO HEXHOCTbIO JI060BbL MOIO BCTPEuasH,
[TpenecThble rina3al BoBekH MHe CTpajfarTh,
BoBeky BaMH MHE TOKOR He BHAATh,

Bbl MHE MPHUYHHOIO HECHOCHBISA MevasH.

Hanexnc# nbeTsi, Bbl MHE MPHTBOPHO OTBEYAJH,
YTo BpeMsi cHaCTAHBO MOTY fl MPOBOXK1aTh,

Yro nonxen 3a a1060Bb cefe HArpaisl XKaaTb.
Hapexna cnapkas! Te guu 1e6s npoMuanu.

Jlo6e3nasi! Te6s HanpacHo 1 Ja106.10,
HanpacxHo mMy3amH cnokoficTBHe ry6.1o,
CypOBOCTH TBOM TO KaXyT MHe BCEYacHO;

Ho nycrtb s He 1106HM, X0Tb 6YLY BEK TYKHTb,
Xotb 6yay O Te6e B3ASIXAaTH I HECYACTHO, —
Tu 6yaews MHE MHAA, LOKOAE GYLY XKHTb.

In 1763 Rzhevskii printed in Svobodnye chasy a sonnet and an epigram
composed 'to set thymes' (na zadannye rifmy). It is not certain that the noun
rifmy here means identical rhyming words rather than merely rhyming words
because we are not told what the zadannye rifmy are.20! However, 1t almost
certainly means identical rhyming words because in the same year
Bogdanovich published in Nevinnoe uprazhnenie three poems of four lines
each under an overall title which incorporates the phrase na odni zadannye
rifmy.202 The fact that the four lines of each of the poems end with the same

words, imeiu, o nem, umeiu and moem, implies that the phrase means identical
rhyming words.

COHET H DIIHIrPAMM A4
HA B3AJAHHLIE PH®MBI

1
COHET

Yro B cepile 1 TBOEM HEPEAKO MPEMEHSIOCH,
XoTsi cKphIBaelllb Thi, HE MOXHO HE BHAATb.

91 Bcakuit yac T060#, a106€e3Has, NAEHAIOChH,

U nonKeH BCAKHH yac, MpeMeHbl XK AaB, CTPaAaTh.
1 B MbICJISIX HHOTZA TBOHX C AylIeH PaBHAIOCD,
Tbl cepAue MHE CBOE H PYKY Xouellb [1aTh;

Ho Bapyr Toria e s T06010 0GBHHAIOCE,

Uto MbICJell He MOTY TBOHX sl OTrafarth.

3HaTh, MHE HAa3HayYeHO HecyacTHy 6biTb CyAbGOIO
U, 3ps npeMeHHOH HpaB, BCEria roperb T06010.
He 3uaB cyAbGbl cBOEH, HECUACTIHB YEJOBEK:

91, MoKeT ObITb, elle B3/IbIXalo He HanpacHo,
Wb npespeno Moe To6OIO Ccepaue CTpacTHO, —
Toro MHe 3HaThb HeJb3s, IpeKpacHas, BOBEK.
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2
SIMMATPAMMA

TE yacTo rOBOPHIUE, 4TO 51 Te6s ry6Jo,

U cabimia B3O0XH S TBOH, TOOOH CKyualo,

Uro s Ha cTpacTh TBOW 6eccTpacTHo oTBevalo,
M BCSAKME TEPIHT TO X, KOTO A He JI06J1O0.

These are the three four-line poems by Bogdanovich which suggest that
the phrase na zadannye rifmy refers to identical rhyming words.

CTAXH, TPOSAKO COUHHEHHEIE
HA OJLIIA 3AJAHNLIE PHOMEI

I

UTo ecTh BCeMY TBOpEll, COMHEHbS HE . ... HMEIO!
Mtue cepaute rOBOPHT .... 0 HeMm;

Ho wnako mo6urh s1 Gora He .... yMeo,
Kaxk Tosnko B GauKHEM JHLIL .. MOEM,

I1

He Myuych, eciu 51 GorarcTsa He ... HMelo,
XOTh IOVIXKEH S TIEUIHCh .. O HOM;

Koab MHJIOI0 IO6HM, CIOKOHHBIM GBITh ... yMeEl0
B 1ocpenHeM KHTHH .... MOEM.

i

Bniob6sicst 1 B8 Te6s, CNIOKOHCTBA He ... HMEIO,
H., norepss noko#, XxoTs rpyuly .. o HeM;
Ho Bosspatuth ero, Knapuca, He ... ymeio,
TIpusATHOCTL HAXOAS B MYYEHHH .... MOEM.

Again in 1763 and in the same journal Bogdanovich published Oda v
chest’ krasote?03 and Drugaia oda, s temi zhe rifmami, protiv krasoty;204
both poems have three six-line stanzas, and the end words of all the lines in
them are identical. Since the second ode propounds precisely the reverse view
to the first, it might be called antithetic.
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0JA B YECTDH KPACOTE

Kpaca Hac cuactusi Ha caMblii BepX BO3HOCHT,
M camu 6oru utaT B CO3/aHbE KPaCoOTY.
O u3Hbl KOrja Thl COH, MPOMJIH CHIO MEUTY,
[Tponnuck, o cnankHii CoH, MoOKa HAc cMepThb

He CKOCHT,
W nacnagutbcs nafl NpHATHOCTbMH e€e,
[Toka He o6paTHT UX CMepTh B HeGLITHE.

Hab To/MibKO MOHMMATL CBOH HECHACTbS SACHO
BcecusibHbl HeGeca Hac B CBET MPOHM3BEJH,

M yreweHbs HeT [AJisi CMEPTHLIX HA 3eMJIH?
[1pectaneM pasMbllIISITH O TOM, YTO HAM YXKacHO,
H3abliieM cnoco6bl Ko obieruenbio 6en,

OctaBuM no ce6e Mbl CJHANKOH JKH3HH CJeI.

Korma Mbl menbiii BeK He MOXKeM Hacaa)KaaThes,
[ToTwuMcst XOTb NPOMJIHTL NMPHSTHOCTL CHX MHHYT,
Bes BosBpalllenns KOTOPbI NMPOTEKYT,

H uto6 packasiibeM BMOCHENOK HE Tep3aThCs,
Ilycth Hawux pagocrell KpaTualilibe yach
CocraBsiT c/1anKy XXH3Hb, MOKa LBETYT KPACHI.

APYTASL OJIA,
C TEMII KE PUOMAMNH, HPOTHB EPACOTHI

Turetiio ¢Ber Bcerga . ... BO3HOCHUT,
TurerHo ciaBuT ..... Kpacory:

B wueii Mbl BUAMM JIMIUbL .. MEUTY;
CMepTb HJIb CTAPOCTb OHY ... CKOCHT,
Bpems npesiectd ....... ee

O6patut ...... B HeOHTHE,

Ecau Mbl paccCMOTPUM ... SICHO,
Yro xpach! ..... NPOH3BEJH,
Y3pum OGpaHH.. ... Ha 3eMJTH
U ormuensne ..... YK acHOo;
¥Y3pum ThicsiuM TaMm ... bex,
[ne Mbl UX YBHAUM ... CJed.

Tuwerno uaem ... HacJaXIaTbest
JISCTHBIM SIIOM CHX ... MHHYT,
Kou CKOpo ... NpOTeKyT

U npunyast Hac .. Tep3arbes

B nonrue nmotom ... yackl
Hcucsaroue .. ... Kpachl.
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In 1787 in Novye ezhemesiachnye sochineniia appeared a ten-line poem
by Neledinskii-Meletskii under the title Stikhi na zadannye rifmy.205 Again the
word rifmy seems to mean whole rhyming words and not merely rhymes. This
impression is strengthened by the fact that the end words are separated from
the rest of the line by three dots.

CTHXH HA 3AJAHHBIE PHO®MBI

BbiBaJ s MoJsiofel, cTaJd MOKpasi... TPSMHLA,
Uro npexje Obljo Mell, TO CTAJO MHe ... rOpYHLA.
BriBasio, mosicom cBO# ceNaBIUH . .. IJIATOK,
[TycTHTbCA B MAACYHBI H B 3y0bl B3ATb ... CBHCTOK
HoBosbHO, 4TO6 3a6LITh MHE BCAKO ... OFOPYEHbE,
A HblHe TIeTHO Obl MoLoOHOE . .. padeHbe.

Ko cuactblo yesoBek mosaser, Kak OyATO ... pak:
EMy 6 uATH Bniepesl — OH NATHTCS ... AypakK.
Hrpaer cMosona, Kak B GLICTPOH peuke ... LIyKa,
A ¢ JeraMH npHAYT 3a60Thl, TPYCThb H ... CKYyKa.

What connects these Russian poems with the German sechstinnen is that
they are all built round a predetermined succession of end words: what
separates them from the sechstinnen is that the Russian words are involved in a
pattern of rhymes and endings.
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XXI. CARMINA CABALISTICA

In Kvetnitskii's description of it the carmen cabalisticon, like the carmen
chronosticon, 1s a method of indicating a date, but unlike the carmen
chronosticon, which uses only those Latin letters which have a numerical
value, the carmen cabalisticon uses all the letters of an alphabet, each of which
1s assigned a numerical value by a chart. The sum of these values gives the
date.296 Note that in Kvetnitskii's conception of the carmen cabalisticon all the
letters of a given verse-line are taken into account and not only those letters
which are singled out from the others in some way. As he points out, the same
verse-line can form both a carmen cabalisticon and a carmen chronosticon
depending on which letters are involved in establishing the date.207

XXII. CARMINA ARITHMETICA

Kvetnitskii seems to be the only source of this type of word-play poetry which
he describes in detail over three and a half pages.208 Its essential feature is the
assignation of the numbers 1, 2, 3, 4 and 5 to the vowels a, e, i (j), 0 and u
respectively in Latin sentences, most of which are dactylic hexameters. These
sentences are then used to choose individuals from a group of thirty, consisting
of fifteen Catholics and fifteen Jews, to be thrown overboard from a sinking
ship in order to lighten it. The aim is that only the Jews should be sacrificed in
this way and that all the Catholics should be preserved. With one sentence
every tenth man is selected to be hurled into the sea, with another every ninth
man, and so on. The scheme, perhaps designed for class use, 1s as bizarre as it
is complex. The reference to Catholics no doubt indicates the religious
allegiance of the college in which it originated.

XXIII. CARMINA QUADRATA

Kvetnitskii's carmen quadratum consists of a square, each of whose four sides
has five slots which contain words constituting dactylic hexameters.209 Most of
the second, third and fourth columns, if read downwards, and the second, third
and fourth lines, if read from left to right, also produce correct dactylic
hexameters.
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XXIV. VERSUS OMNIVOCI

The versus omnivocus consists of a line of verse which contains one example
of each of the eight parts of speech. This dactylic hexameter 1s given by
Alsted:

Vae tibi ridenti, quia mox post gaudia flebis.

Vaslet, who prefers the term versus absolutus, exemplifies it with this dactylic
hexameter:
Ah! si me flentem super aethera mox rapuisses!

Note that for both these examples to be perfect the present participles ridenti’
and 'flentem’ have to be regarded as adjectives.210

No doubt this type of carmen curiosum was devised to help in the
teaching of grammar.

XXV. VERSUS RHOPALICI

Servius Honoratus and Ausonius both cite examples of this type, also called
versus ascendens or fistularis. It consists of a succession of words, starting
with a monosyllabic word, each of which is one syllable longer than the
preceding word.211 These two examples are dactylic hexameters:

Rem tibi confeci, doctissime, dulcisonoram (Servius).
Spes Deus aeternae stationis conciliator (Ausonius).
This example 1s an elegiac couplet:

Ut via virtutis laudabilis anteferenda
Formidabilibus sollicitudinibus! (J. Bisschop).

The unsubstituted scheme of the two hemistichs in the pentameter is identical,
which would preclude the second hemistich from having one more syllable
than the first; but the possibility of substituting one long syllable for two short
ones in the first hemistich (but not in the second) allows the syllabic length of
the word filling the whole of the first hemistich to be less than that of the word
filling the whole of the second hemistich.
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There is a clear application of this type of word-play poetry to the
teaching of Latin verse composition.

XXVI. VERSUS GIGANTEI

Alsted terms these verse-lines paxpdéxwhror and defines them as employing
words of excessive length.212 His example is an elegiac couplet:

Conturbabantur Constantinopolitani
Innumerabilibus sollicitudinibus.

J. Bisschop produced this model consisting of three elegiac couplets:213

Terrificaverunt Otthomannopolitanos
Intempestivis anxietudinibus.
Debellaverunt, heu! Gratianopolitanos

Terriculamentis Carolomontesii.
Depugnaverunt Constantinopolitani
Opprobramentis illacrymabilibus.

These lines from Macbeth (Act II, Scene 1I, lines 60-63) contain an
example of the versus giganteus in English:

Will all great Neptune's ocean wash this blood
Clean from my hand? No, this my hand will rather
The multitudinous seas incarnadine,

Making the green one red.

If any examples of this type of word-play poetry exist in eighteenth-
century Russian poetry or more probably in Russian Church Slavonic piitiki,
they should be easy to recognize.
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XXVII. CENTONES

Alsted defined the Cento as a poem put together from several verses from one
or more poets and mentioned that it is also called the carmen harmoniacum.214

Vaslet gave as his example of the Cento eleven dactylic hexameters
assembled from fragments of lines taken from different books, occasionally
from the same book, of Virgil's Aeneid or from his Georgics. Each composite
line consists of two such fragments, and the books from which each fragment
comes are indicated in the margins.

This particular Cento was composed by Laelius Capilupus and was
intended to convey ‘aliquo modo' the sense of the Lord's Prayer. Here are its
first four lines:

Aen. Aen.
5 Salve, sancte parens, summi regnator Olympi, 7
11 Quem primi colimus, Coelo Ereboque potentem; 6
1 Semper honos, nomenque tuum, tua magna voluntas, 12
1 Imperium sine fine tuum, laudesque manebunt: 1

In a note Vaslet quoted Julius Caesar Scaliger, who compared the
Centones to parodies on the ground that they altered the sense of the original
verses, adding that they had been composed from Virgil's works by Ausonius,
Proba Falconia and Capilupus among others.215
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XXVIIL. THE REBUS

The Rebus 1s a riddle which has something in common with the verse-lines in
which letters are replaced by their names in the Church Slavonic alphabet (see
Chapter VIII). There are several categories.

In one a picture is accompanied by a line of verse which alludes in some
way to the subject of the picture. In this way the Rebus's solution is indicated
by two clues, a pictorial one and a verbal one.

As his example Vaslet gives the seal of the abbot of Ramsey in
Huntingdonshire.216 The seal bears the engraving of a ram swimming in a sea,
the pictorial clue, accompanied by the elegiac pentameter:

Cujus signa gero dux gregis est, ut ego

which is the verbal clue. Putting the two clues together solves the riddle.

In another category an incomplete sentence has to be completed by
supplying lexical elements suggested by the mutual position to one another of
certain of the words. The correctness of the solution is proved both by the
meaningfulness of the sentence which results and by its metrical correctness as
a verse-line.

Vaslet's example of this category of Rebus recalls the format of the versus
concordantes (see Chapter X). The Rebus is:

Est servire
aliis tenetur.

Jure qui

The lexical element to be supplied is the verbal prefix sub-, and the solution 1s
the dactylic hexameter:

Jure subest aliis, qui subservire tenetur.
Another Latin Rebus:

O quia tua te
be bus bia abit

has a similar solution, the addition of the root super to the incomplete
sequences in the second line. This yields:
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O superbe, quia superbus, tua superbia te superabit.

A third category depends on the fact that, if words in one language are
pronounced according to the phonetic conventions of another, and the resulting
sounds are interpreted as being words of that other language, they can be made
to yield a totally different sense from their original one.

Vaslet cites the Latin Rebus: Vindex mortalium, decus pacis, belli tremor.
[f these words are read as they would be in French, they sound: Vindex mort a
Lyon, d'écus pas six, belitre mort. Vaslet explains 'belitre’ as a beggar or a
sorry fellow. The sense, though obscure, differs radically from that of the
Latin words read either in an Anglicized or Italianate style.
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CONCLUSION

Scattered among the works of Russian poets between the mid seventeenth and
early nineteenth centuries are isolated, generally small-scale poems, which
belong neither to the genres of Russo-Ukrainian scholasticism, nor to those of
Russian neo-classicism, nor to the minor poetic genres of fixed form, such as
the sonnet, the ballade, the madrigal or the rondeau. These poems, the carmina
curiosa, although heterogeneous in formal characteristics, are united by
common traits, a preoccupation with and delight in verbal ingenuity.

Some of their forms were invented in the Middle Ages, but others were
created in Hebrew literature before the golden age of Greek literature. Some
forms were popular in the Alexandrian age of Greek literature and others in
the silver age of Latin literature. Some centuries later they were widely
cultivated 1n the monasteries where literary learning was preserved after the
dissolution of the Roman Empire. Surviving into the early Middle Ages, they
flourished during the Renaissance and reached a peak of elaboration and
complexity in the sixteenth and seventeenth centuries. Thereafter their decline
was rapid in both Western and Eastern Europe. In Russia, at least, they
continued to be studied in the religious academies in the eighteenth century, as
witness Kvetnitskii's Clavis Poetica: outside them they fell into disuse by the
middle of the eighteenth century.

However, stray examples of the carmina curiosa occur in Russian poetry
in the second half of the eighteenth century and in the early nineteenth century,
and twentieth-century Russian poets have employed some of their techniques
from time to time.

There were several causes for their decline in Russia. The carmina
curiosa had been part of the traditional syllabus of the religious schools of
Eastern Europe. Apart from providing intellectual entertainment they had
educational functions, among them to develop the linguistic abilities of future
preachers and theologians. But the lay schools founded in Moscow and St
Petersburg in the first half of the eighteenth century had quite different aims.
They jettisoned almost the entire medieval academic syllabus and along with it
the carmina curiosa, introducing instead the sciences, modern languages, social
accomplishments and professional skills. Significantly, some forms of the
carmina curiosa survived longer in Old Believer communities, which had been
deliberately set up out of reach of contemporary cultural influences.

In the second half of the eighteenth century outside the religious schools
the carmina curiosa could not retain their aficionados. Poetic puzzles could not
compete with the richer intellectual fare being offered by the literary journals,
translated and original stories and novels, and the theatre.
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Even within the religious schools the carmina curiosa had come under
criticism. In the second quarter of the seventeenth century the Jesuit
theologian, poet and teacher M. K. Sarbiewski had omitted them from his
Praecepta Poetica, as did Prokopovich from his De Arte Poetica at the
beginning of the eighteenth century.

The reason for this negative attitude to the carmina curiosa among
clerical academics, as also among some non-clerical academics, appears to have
been a growing realization that their tradition was alien to Greek and Latin
literature of the best periods, that is, for Greek literature, the sixth and fifth
centuries B. C., and, for Latin literature, the first century B. C. and the first
century A. D. This sharpened perception of the literary taste of the foremost
Greek and Latin writers could not be obtained until many of their works,
which had been lost for centuries, were rediscovered and published. When this
took place in the sixteenth and seventeenth centuries, it became plain that these
classical authors had written virtually no carmina curiosa at all and that almost
all these poetic forms were either pre-classical — the minority, or post-classical
— the great majority. Moreover, such arbiters of classical literary taste as
Horace in the first century B. C. and Longinus in the first (or perhaps the
third) century A. D. had not endorsed them. The carmen serpentinum, of
which there are examples by Ovid and Martial, is a striking exception.

The attitude of the German literary theorists of the seventeenth and
eighteenth centuries vacillated. Alsted treated the carmina curiosa at length and
uncritically. Schottel's account, shorter than Alsted's, was still substantial.
Reimmann's, reputedly, was full and positive. Opitz, on the other hand,
omitted them; Hannman treated them briefly; Omeis, Hiibner and Gottsched
were dismissive or condemnatory. In France Boileau failed to mention them in
his L’Art poétique, as did his eighteenth-century Russian epigone Sumarokov
in his Epistola 11 of 1747. Lomonosov had presumably been initiated into them
by Kvetnitskii, but his poetic works contain hardly a trace of them.

The reappearance of the carmina curiosa in the works of certain Russian
poets of the second half of the eighteenth century, among them Rzhevskii,
Bogdanovich, Neledinskii-Meletskii and Derzhavin, presents a problem which
perhaps their literary biographers may be able to solve.
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NOTES

For the labyrinth in the works of Simeon Polotskii see A. Hippisley, 'Cryptography in
Simeon Polockij's Poetry' (hereafter 'Cryptography'), Russian Literature, V, 1977, pp.
389-402, in particular pp. 393-95, and The Poetic Style of Simeon Polotsky (hereafter
Poetic Style), Birmingham Slavonic Monographs, No. 16, Birmingham, 1985, pp. 55-
57, and L.I. Sazonova, Poeziia russkogo barokko (vtoraia polovina XVII - nachalo
XVIII v.), Moscow, 1991 (hereafter Poeziia russkogo barokko), pp. 82-86. For a
general treatment of the labyrinth poem see J. Adler, U. Ernst, Text als Figur. Visuelle
Poesie von der Antike bis zur Moderne, 2nd edn, Weinheim, 1988 (hereafter Text als
Figur), pp. 168-82.

W.R. Paton (ed. and trans.), The Greek Anthology, five vols, London, 1916-18, vol. 5
(1918), pp. 134-35, no. 27 ('Egg"), pp. 126-27, no. 22 ('Axe'), and pp. 128-29, no. 24
(‘Wings of Love").

Ibid., pp. 130-31, no. 25.

See Simeon Polotskii's 'Star' (note 16).

See T. Gaisford, Scriptores Latini Rei Metricae (hereafter Scriptores Latini), Oxford,
1837, pp. 363-77 (Servius Honoratus), pp. 1-241 (Marius Victorinus), and pp. 422-524
(Diomedes).

E.S. Duckett, Anglo-Saxon Saints and Scholars, New York, 1947, p. 395.

J.H. Alsted, Encyclopaedia, seven vols, Herborn, Nassau, 1630. The edition referred to
in this monograph is: Scientiarum Omnium Encyclopaedia , four vols, Lyons, 1649.
Word-play poetry occupies pp. 539-40, 547-64, of the first volume.

Ibid., 1, p. 559.

M. Opitz, Buch von der Deutschen Poeterey, Brieg, 1624.

M. Opitz, Prosodia Germanica, oder Buch von der Teutschen Poeterey ... von Enoch
Hannman ... vermehrt und ... verbessert (hereafter Prosodia Germanica), Frankfurt am
Main, 1645. The 'Pyramid' is found on pp. 196-97. In the edition of 1658, which was
also published in Frankfurt, it is on pp. 290-91. For another 'Pyramid' from this period
see Adler, Ernst, Text als Figur, p. 101.

The Works of George Herbert in Prose and Verse, two vols, London, 1859, 11, pp. 19,
38. For Herbert's 'Altar’ see Adler, Ernst, Text als Figur, p. 88. For other picture poems
portraying wings see ibid., pp. 44, 47, 53.

J.G. Schottel, Ausfiihrliche Arbeit von der Teutschen HaubtSprache (hereafter
Ausfiihrliche Arbeit), Braunschweig, 1663. For the Bilder Reime see pp. 951-55.

Fedor Kvetnickij, Clavis Poetica, ed. B. Uhlenbruch, Slavistische Forschungen, Band
27/111, Cologne, 1985, pp. LXX-LXXI and footnote 136.

Simeon Polotskii, /zbrannye sochineniia, ed. 1.P. Eremin, Moscow-Leningrad, 1953, p.
113, and Hippisley, Poetic Style, p. 58, note 7. See also Eremin, 'Poeticheskii stil”
Simeona Polotskogo', Trudy Otdela drevne-russkoi literatury, VI, Moscow-Leningrad,
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p. 45; and Sazonova, Poeziia russkogo barokko, pp. 78-81. For another 'Cross' by
Polotskii see Hippisley, Poetic Style, pp. 54-55.

Alsted, Encyclopaedia, 1, pp. 554, 555.

Polotskii, Izbrannye sochineniia, opposite pp. 129, 128 respectively. For the 'Star' see
Hippisley, 'Cryptography’, pp. 390-91, and Poetic Style, pp. 53-54, 57-58, and for the
'Heart' Poetic Style, p. 58, and Sazonova, Poeziia russkogo barokko, p.81. The 'Cometa
Poeticus' of Franciscus Vigilius Grammatica, published in 1726, has a marked similarity
to Simeon Polotskii's 'Star’ (Adler, Ernst, Text als Figur, p. 108). Alsted refers to
Balthasaris Bonifacius's 'Heart', but he does not print it (Encyclopaedia, 1, p. 552).

J.E. Sandys, A History of Classical Scholarship, three vols, New York, 1967, vol. I, p.
285; A. Lesky, A History of Greek Literature, London, 1966, p. 742.

O. L. Bilets’kyi (ed.), Khrestomatiia davn oi ukrains kol literatury (do kintsia XVIII st.)
(hereafter Khrestomatiia), 3rd edn, Kiev, 1967, p. 254.

Tschizewskij, Formalistische Dichtung, p. 44.

M.D. Omeis, Griindliche Anleitung zur Teutschen accuraten Reim- und Dicht-Kunst
durch richtige Lehr-Art/ deutliche Reguln und reine Exempel vorgestellet ... (hereafter
Griindliche Anleitung), [2 parts], Altdorf, 1704.

Ibid., [1], p. 128.

Feofan Prokopovich, Sochineniia, ed. 1.P. Eremin, Moscow-Leningrad, 1961, pp. 322-
30.

I.A. Chistovich, Feofan Prokopovich i ego vremia, Sbornik statei, chitannykh v Otdelenii
russkogo iazyka i slovesnosti Imp. Akademii Nauk, vol. 4, St Petersburg, 1868, p. 631.
Kvetnickij, Clavis Poetica, p. 3.

A.V. Topchiev et al. (eds), Letopis” zhizni i tvorchestva M.V. Lomonosova, Moscow-
Leningrad, 1961, pp. 25-26.

According to the pagination of B. Uhlenbruch's edition, pp. 231-45.

V.K. Trediakovskii, /zbrannye proizvedeniia, Moscow-Leningrad, 1963, pp. 365-420.
Id., Sochineniia, three vols, St Petersburg, 1849, I, pp. 121-78. Trediakovskii made a
critical reference to leonines in his essay 'O drevnem, srednem, i novom stikhotvorenii
rossiiskom' (Sochineniia, 1, pp. 756-96, in particular pp. 764-65).

M.V. Lomonosov, Izbrannye proizvedeniia, Moscow-Leningrad, 1965, pp. 486-94.

A.P. Sumarokov, Polnoe sobranie vsekh sochinenii, v stikhakh i proze, ed. N.I
Novikov, 10 parts, 2nd edn, Moscow, 1787, 10, pp. 50-77. According to M. Grinberg,
P.N. Berkov dated this article to 1771-73 (M. Grinberg, 'Stat'ia A.P. Sumarokova "O
stoposlozhenii” kak sostavnaia chast” ego iazykovoi i literaturnoi programmy', Uchenye
zapiski Tartuskogo Gosudarstvennogo Universiteta, No. 709, Tartu, 1985, pp. 100-13,
p. 101.
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31
32

33
34

35

36

37

38

G.M. Korovin, Biblioteka Lomonosova, Moscow-Leningrad, 1961, pp. 307-08.

J. Hiibner, Neu-vermehrtes poetisches Hand-Buch, das ist, eine kurtzgefaste Anleitung
zur Deutschen Poesie ... (hereafter Hand-Buch), Leipzig, 1712, pp. 115-17, 119-20.
Ibid., p. 125.

J.Ch. Gottsched, Grundlegung einer Deutschen Sprachkunst, Leipzig, 1748, p. 534.
Jacob Friedrich Reimmann (1668-1743), a schoolteacher and inspector of schools (1702)
in Halberstadt, published his Poesis canonica et apocrypha, bekannte und unbekannte
Poesie derer Teutschen in 1703 (Allgemeine Deutsche Biographie, vol. 27, Leipzig,
1888, pp. 716-17). For Sechstinnen, Irreime, Ringelreime and Buchstabenwechseln see
Schottel, Ausfiihrliche Arbeit, pp. 975-77, 968, 948-51 and 971-75 respectively.

G.P. Makogonenko, I.Z. Serman, Poety XVIII veka, two vols, Leningrad, 1972, 1, pp.
213-15, no. 89, and notes, p. 585; TschiZewskij, Formalistische Dichtung, p. 44. G.A.
Gukovskii seems to have been unaware of the long history of the types of word-play
poetry which Rzhevskii composed and which Gukovskii treats merely as a reaction
against Sumarokov's poetry: 'The poetry of artificiality replaced the poetry of simplicity’
(Russkaia poeziia XVIII veka, Leningrad, 1927, p. 182). The interesting question is
where and how Rzhevskii became acquainted with the forms of word-play poetry which
he reintroduced. For Rzhevskii's picture poem see ibid., p. 181.

Tschizewskij, Formalistische Dichtung, p. 44. The text printed here has been taken from
G.R. Derzhavin, Sochineniia, ed. Ia.K. Grot, seven vols, St Petersburg, 1864-83, 3
(1866), p. 380, no. LXXXIV, note 1. Grot explains that he copied the particular form
which the epitaph has here from a manuscript sbornik. A few years earlier Derzhavin had

composed the following prose epitaph on himself:

3aech NeXHUT [JepXaBHH,
KOTOPHH IOAAEPXHBaAJ IPaBOCY IUE;
HO, NOAABJIEHHHH HeNpPaBIoIo,

IMaJ, 3allLHILaA 3aKOHH.

Grot records that the autograph of this epitaph is on the back of a letter to the poet dated 6
May 1796 and suggests that the epitaph was written that same year after a time when it is
known that Derzhavin had had many troubles in his official position. Grot describes the
epitaph as having the appearance of a lapidary inscription, but it also resembles the shape
of a coffin seen from one end (ibid., 3 [1866], p. 504).

Tschizewskij, Formalistische Dichtung, pp. 42-43. The text of the 'Pyramid’ given here
is taken from Derzhavin, Sochineniia, ed. Grot, 3 (1866), p. 442: Tschizewskij's text
(p.43) differs from it substantially.

TschiZzewskij, Formalistische Dichtung, pp. 20-23; E. Kuhs, Buchstabendichturg. Zur

gattungskonstituierenden Funktion von Buchstabenformationen in der franzosischen
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39

40
41
42
43
44
45
46

47

48
49

50

51
52
53
54
55

Literatur vom Mittelalter bis zum Ende des 19. Jahrhunderts (hereafter
Buchstabendichtung), Heidelberg, 1982, pp. 30-39, 109-10.

D.L. Page, Greek Literary Papyri, two vols, 1 (no more published), London, 1941, pp.
322-25.

Alsted, Encyclopaedia, 1, p. 549. In the original the word 'floreat’ is in roman type.
TschiZzewskij, Formalistische Dichtung, p. 23.

Cicero cites an acrostic 'Q. Ennius fecit' from verses by Ennius (De Divinatione, 11, 111).
For an example see H. Diels, Sibyllinische Bldtter, Berlin, 1890, pp. 25-37, 113-15.
Alsted, Encyclopaedia, 1, p. 548.

J. Wight Duff, A Literary History of Rome in the Silver Age, London, 1968, pp. 273-76.
For the description of a word such as ix00c as an acrostic, see Paulys Real-
Encyclopddie der classischen Altertumswissenschaft, vol. 1, Stuttgart, 1894, column
1201, and Encyclopaedia Britannica, eleventh edn, Cambridge, 1910-11, 1 (1910), A-
AND, p. 156.

For the term 'acrostic in the second degree' see Encyclopaedia Britannica, IV (1910),
BIS-CAL, p. 103.

For acrostics in French literature see Kuhs, Buchstabendichtung, pp. 100-07.

For Tschizewskij, on the other hand, a 'double acrostic' is a poem in which the initial
letters of its odd-numbered lines spell a first name and those of its even-numbered lines a
surname (Formalistische Dichtung, p. 53).

TschiZzewskij writes: 'Poems in which letters standing in the middle of the lines form
particular words are called "mesostichs™ (ibid., p. 54). It is not clear from this whether
the letters involved can stand in any position in the words in which they occur, or whether

they must be word-initial or word-final.

Ibid., p. 52.

Alsted, Encyclopaedia, 1, p. 548.
Ibid.

Ibid.

A.M. Panchenko (ed.), Russkaia sillabicheskaia poeziia XVII-XVIII v.v., Leningrad,
1970, p. 19, where other acrostics by German are cited. A complete list is given in A.V.
Pozdneev's doctoral thesis (see ibid., p. 19, footnote 1). Panchenko remarks that in the
‘mature period’ of syllabic prosody acrostics were used 'fairly rarely' (ibid., p. 20). For
examples of acrostics prior to Polotskii see ibid., pp. 62-70, no. 4, and notes, pp. 363-
64, a poem by I.LA. Khvorostinin, who died in 1625; and pp. 75-77, no. 6, pp. 78-81,
no. 7, and pp. 82-84, no. 8, and notes, pp. 365-66, all poems by the spravshchik
Savvatii: no. 6 is dated between 23 March and September 1634; nos 7 and 8 are undated
but are probably before September 1652, the last mention of Savvatii in the records of the
Moscow Péchatnyi dvor (ibid., p. 73). See Panchenko, Russkaia stikhotvornaia kul ‘tura
XVII veka, Leningrad, 1973, pp. 43-44, 63-77. See also A.V. Pozdneev, 'Rukopisnye



RUSSIAN WORD-PLAY POETRY 07

56

57

58
59

60

61

62
63

65

67
68
69

70
71

pesenniki XVII-XVIII vekov', Uchenye zapiski, Moskovskii Gosudarstvennyi zaochnyi
pedagogicheskii institut, Tom 1, Moscow, 1958, pp. 5-112, in particular pp. 15-18; the
date of German's death is given on p. 16.

Hippisley, Poetic Style, p. 59, and 'Cryptography', p. 391; Eremin, 'Poeticheskii stil”
Simeona Polotskogo', p. 144; Sazonova, Poeziia russkogo barokko, pp. 62-63.
Panchenko, Russkaia sillabicheskaia poeziia XVII-XVIII v.v., pp. 175-78, no. 177, and
notes, pp. 377-78.

Ibid., pp. 180-81, no. 178, and notes, p. 378.

Ibid., pp. 19-20, and S.N. Brailovskii, Odin iz pestrykh XVII-go stoletiia, Zapiski
Imperatorskoi Akademii Nauk, VIII® Série. Classe Historico-Philologique, vol. 5, no. 5,
St Petersburg, 1902, pp. 132, 266. For the acrostic in Istomin's Bukvar” see T.A.
Bykova, M.M. Gurevich, Opisanie izdanii napechatannykh kirillitsei, 1689 - ianvar”
1725 g., Moscow-Leningrad, 1958, p. 60. Further examples of acrostics by Karion
Istomin are cited by Sazonova, Poeziia russkogo barokko, p. 62.

C.L. Drage, W.N. Vickery, An XVIIIth Century Russian Reader, Oxford, 1969, pp. 7-
8, no. 7, and notes, pp. 203-04.

Panchenko, Russkaia sillabicheskaia poeziia XVII-XVIII v.v., pp. 253-54, no. 200, and
notes, p. 386.

Hiibner, Hand-Buch, pp. 119-20. The text is unchanged in the edition of 1742.

E. Alvarus, Regulae de Syllabarum Quantitate, Cultiores multo & auctiores quam antea
editae. His accedit ARS METRICA, Ita concinnata, Ut quae de praecipuis CARMINUM
generibus documenta traduntur, exemplorum loco esse possint. Quibus adjungere visum
est LUSUS ALIQUOT POETICOS... (hereafter Regulae), London, 1730. The section
‘Lusus aliquot poetici e variis auctoribus collecti’ occupies pp. 75-118.

E. Alvarus, De Institutione Grammatica Libri Tres, Olyssippone, 1572; id., De
Institutione Grammatica Libri Tres, Eborae, 1599; id., Prosodia sive Institutionum
Linguae Latinae Liber Quartus, [sine loco], 1632. In Solutio XIII of Clavis Poetica, 'De
figura in universali', Kvetnitskii refers to an 'Emmanuele’ whom Uhlenbruch identifies as
Emmanuel Alvares (Clavis Poetica, pp. XL-XLI and 50 (f. 24V)).

Alvarus, Regulae, pp. 93-95.

Kvetnickij, Clavis Poetica, p. 231.

Ibid.

Ibid., p. 232.

Alsted, Encyclopaedia, 1, p. 548. For the tautogrammon in Latin and French poetry see
Kuhs, Buchstabendichtung, pp. 51-59.

Kvetnickij, Clavis Poetica, p. 232.

For examples of the tautogrammon in Bal ‘mont see the first stanza of his poem 'Cheln
tomlen‘ia’ (K.D. Bal’mont, Stikhotvoreniia, Leningrad, 1969, pp. 89-90, and quoted by
TschiZzewskij, Formalistische Dichtung, p. 17):
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76
77

78
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Bevep. Bamopse. Banoxu BeTpa.

BenM4aBHH BO3IJac BOJIH,

Bnusko 6ypa. B 6eper 6reTcA

Yy XKOKH YapaM YePHHH YeJIH.
Further examples occur in Bal’'mont's poem 'Pesnia bez slov' (ibid., p. 90), whose first
stanza is:

JIaHANIIY, TIOTHKH. JIacky M060BHHeE.

JTacToukH neneT. Jlo63aHbe Ny 4ed.

Jlec 3eneHelolINH. JIyT pacllBeTaIOLLH.

CBeTNIHNHE CBOGOAHMHE XypYalluit pydeH.
Kvetnickij, Clavis Poetica, p. 232.

Ibid., p. 233.

Antiokh Kantemir, Sobranie stikhotvorenii, ed. Z.1. Gershkovich, Leningrad, 1956, p.
237, and notes, pp. 472-73. For an analysis of the functions of the acrostic with many
examples of its use principally from the West European literatures of the fifteenth and
sixteenth centuries see J.L. Flood, '»Die Botschaft hor’ ich wohl ...« Zu Anonymitét
und >Versteckspielen< bei Hermann Bote', Hermann Bote, Stddtisch-hansischer Autor in
Braunschweig 1488-1988, ed. H. Blume, E. Rohse, Tiibingen, 1991, pp. 261-91, in
particular pp. 263-67.

Panchenko, Russkaia sillabicheskaia poeziia XVII-XVIII v.v., pp. 304-05, no. 230, and
notes, p. 396.

Ibid., pp. 305-06, no. 231, and notes, p. 396.

J. Sullivan, C.L. Drage, Russian Love-Songs in the Early Eighteenth Century: a
Manuscript Collection, three vols, London, 1988-89, 1 (1988), pp. 12-13, no. (13), and
pp. 63-65, no. 61, and notes, 2 (1989), pp. 17-18, and pp. 75-77.

Ibid., 1, pp. 30-31, no. 32, and notes, 2, pp. 40-41.

Ibid., 1, pp. 104-05, no. 108, and notes, 2, pp. 133-36.

Ibid., 1, pp. 144-45, no. 150, and notes, 2, pp. 195-97.

Ibid., 1, pp. 2-3, no. 1, and notes, 2, pp. 2-4.

S.A. Vengerov (ed.), Russkaia poeziia. Sobranie proizvedenii russkikh poetov (hereafter
Russkaia poeziia), vol. 1, XVIII vek. Epokha klassitsizma, St Petersburg, 1897, p. 589.
Makogonenko, Serman, Poety XVIII veka, 2, p. 293, no. 136, and notes, p. 526.

For the first two simple acrostics see Derzhavin, Sochineniia, ed. Grot, vol. 3 (1866), p.
468, and Tschizewskij, Formalistische Dichtung, pp. 54-55. Tschizewskij's reference for
the two acrostics, 'Grot I1I, 368', is incorrect.

Derzhavin, Sochineniia, ed. Grot, vol. 3 (1866), pp. 235-36. For a discussion of the
principles involved in the acceptance or rejection of acrostics as applied to fifteenth- and

sixteenth-century German literature see Flood, '»Die Botschaft hor’ ich wohl ...«', p.
213,
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Gaisford, Scriptores Latini, p. 377.

Ibid., p. 470.

Alsted, Encyclopaedia, 1, p. 549.

Opitz, Buch von der Deutschen Poeterey, pp. [29-30, 49-50].

Id., Prosodia Germanica, pp. 33-34, 64-65. In the edition of 1658 the echo appears on
pp- 33-34, 64-65, 273-76.

Schottel, Ausfiihrliche Arbeit, pp. 946-48.

The Works of George Herbert, 11, pp. 216-17.

See Eremin, 'Poeticheskii stil” Simeona Polotskogo', p. 143; A. Khippisli, 'Carmen
echicum u Simeona Polotskogo', Trudy Otdela drevnerusskoi literatury, XXIX,
Leningrad, 1974, pp. 361-64; and Hippisley, Poetic Style, pp. 24, 29-31. The last two
lines of the poem are not echo verses. Lines 2, 3, 6 and 21 contain internal echoes beside
the verse-final echoes.

Bilets’kyi (ed.), Khrestomatiia, p. 254.

Ibid., p. 256.

P.N. Berkov (ed.), Virshi. Siilabicheskaia poeziia XVII-XVIII vekov, Leningrad, 1935,
pp- 271-72, and notes, p. 315.

Tschizewskij, Formalistische Dichtung, pp. 47-48. Tschizewskij's text differs from that
of Bilets kyi.

Omeis, Griindliche Anleitung, (1}, pp. 125-28.

Hiibner, Hand-Buch, pp. 115-16.

Ibid., p. 117.

Alvarus, Regulae, p. 92.

Kvetnickij, Clavis Poetica, p. 239.

Tschizewskij, Formalistische Dichtung, p. 48.

Alsted, Encyclopaedia, 1, p. 551. See also Kuhs, Buchstabendichtung, pp. 39-51, 108-
09, 128-29.

Omeis, Griindliche Anleitung, [1], p. 128.

Alvarus, Regulae, p. 96.

Kvetnickij, Clavis Poetica, pp. 233-34.

Kantemir, Sobranie stikhotvorenii, pp. 234-35, and notes, pp. 470-71; Tschizewskij,
Formalistische Dichtung, p. 51.

A .P. Sumarokov, Izbrannye proizvedeniia, ed. P.N. Berkov, Leningrad, 1957, p. 309,
and notes, p. 566.

Kvetnickij, Clavis Poetica, p. 242. For carmina cancrina in French literature see Kuhs,
Buchstabendichtung, pp. 59-66.

Alsted, Encyclopaedia, 1, p. 550.

Alvarus, Regulae, p. 78.
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Alsted, Encyclopaedia, 1, p. 550. For symmetrical, i.e. palindromic, words in English
see A. Belsey, A Short Treatise on the Art of the Palindrome, Cardiff, 1984, pp. 4-5.
Page, Greek Literary Papyri, vol. 1, pp. 322-25.

Gaisford, Scriptores Latini, p. 377. For a definition of the versus Sotadicus see ibid., p.
374. The versus Sotadicus should contain fourteen syllables; so Servius Honoratus's line
is one syllable too long. A hypermetric syllable could be removed by reading 'quaeso
omnia' for 'quaeso somnia'. The reversed line would be further improved by reading 'rus
si' for 'si rus'.

Ibid., pp. 155-56. The line comes from Virgil, Aeneid, I. 8.

Ibid., p. 156.

Ibid., p. 502.

Alsted, Encyclopaedia, 1, p. 550.

Ibid.

Ibid.

Tschizewskij, Formalistische Dichtung, p. 35.

Bilets’kyi, Khrestomatiia, p. 257.

Ibid.

Berkov, Virshi, p. 270, and notes, p. 314.

Bilets’kyi, Khrestomatiia, p. 257, and TschiZewskij, Formalistische Dichtung, p. 38.
Ibid., p. 39.

Bilets’kyi, Khrestomatiia, p. 257.

Ibid.

Kvetnickij, Clavis Poetica, p. 242.

TschiZewskij, Formalistische Dichtung, p. 36. The text in Derzhavin, Sochineniia, ed.
Grot, vol. 3 (1866), p. 443, note 1, differs:

{ pasyMy yMy 3aps,

A uOy ¢ MeveM CyOu 4,

C HaYyaJla Ta X A K ¢ KOHILa

U BceMH 4UTycA 32 OTLL2.

Tschizewskij dates the poem to 18035, but does not cite his evidence.

The Works of George Herbert, 11, p. 89.

Panchenko, Russkaia sillabicheskaia poeziia XVII-XVIII v.v., pp. 166-67, nos 165-70,
and notes, pp. 376-77; Hippisley, 'Cryptography’, pp. 391-92. See also Sazonova,
Poeziia russkogo barokko, pp. 61-62.

Bilets ‘kyi, Khrestomatiia, p. 259; TschiZzewskij, Formalistische Dichtung, p. 50;
Hippisley, 'Cryptography’, p. 392.

Kantemir, Sobranie stikhotvorenii, p. 237, and notes, p. 472.

V.E. Vasil'ev er al. (eds), Russkaia epigramma vtoroi poloviny XVII-nachala XX v.,
Leningrad, 1975, p. 68, no. 30, and notes, p. 629.
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137

138
139

140

141

142
143
144

145
146
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149

Berkov, Virshi, pp. 258-59, and notes, p. 313. See also Berkov, 'U istokov dvorianskoi
literatury X VIII veka. Poet Mikhail Sobakin', Literaturnoe nasledstvo, 9-10, Moscow,

1933, pp. 421-32, in particular pp. 425-26.
Tschizewskij, Formalistische Dichtung, p. 50.

Ibid. TschiZzewskij corrects Berkov's reading ITOTI to HOIT and alters the spellings and
punctuation. See Berkov, Virshi, p. 274, and notes, p. 315.
In the first line Berkov reads 3[E as 3eso zo6po ecTs. In his text he gives the first three
letters of the second line as ITOI, although in his notes he gives them as HOII and
substitutes for them Haur oTell nmaku.
Alsted, Encyclopaedia, 1, p. 563. For an example of epanalepsis in a hymn composed in
elegiac couplets by the Venerable Bede see Duckett, Anglo-Saxon Saints and Scholars, p.

325. A couplet translated by Duckett gives its flavour:

'A spouse betrothed to God, she reigned on earth for twice six years,

Then in a cell she dwelt, a spouse betrothed to God.'

Schottel, Ausfiihrliche Arbeit, pp. 948-51.
Ibid., p. 949.
Alvarus, Regulae, pp. 87-88. These examples are exceptions to the generalization that the
Greek and Latin writers of the best periods did not use the techniques of the carmina
curiosa.
Makogonenko, Serman, Poety XVIII veka, 1, p. 218, no. 96, and notes, p. 585.
Ibid., 1, p. 211, no. 86, and notes, p. 584.
Ibid., 1, p. 295, no. 210, and notes, p. 588. This 'rondeau’ is considered in Chapter
XVIII, 'Poems with Continuous Rhyme which Reverse the Sequence of Rhyming Words
halfway', along with Schottel's Wiederkehr and Wiedertritt, with which it shares the
feature of (almost) continuous rhyme. For a formal definition of the rondeau see C.L.
Drage, Russian Literature in the Eighteenth Century, London, 1978, pp. 98-99.
[.I. Dmitriev, Polnoe sobranie stikhotvorenii, Leningrad, 1967, p. 352, no. 308, and
notes, p. 459, which cite an authorial note describing this poem as a translation.
Kvetnickij, Clavis Poetica, p. 242. Evstratii, an adherent of Tsar Vasilii Shuiskii in the
Smutnoe vremia and probably a monk, provides support for this view of Kvetnitskii. In
1613 he composed a twelve-line poem in couplets in what according to him was called
serpentikum versus (sic) by the Romans (Pancherko, Russkaia sillabicheskaia poeziia
XVII-XVIII v.v., p. 39). Its first couplet has the following form:

Enuno Bory B Tpou
ol \
CJIaBHMO/ \B emmu/

IIB

1.e. ExnusHoMy Bory B TpoHILH,

CnaBUMOMY B €IHHHILH,;
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In his note Panchenko correctly identifies this form of word-play poetry as
simfonicheskaia (ibid., p. 362).

Alsted writes: ‘Versus concordantes, seu symphoni, dicuntur, qui habent communes
quasdam dictiones et syllabas, ac conveniunt dictionum ac syllabarum numero, etsi sunt
antithetici ...” (Encyclopaedia, 1, p. 552). This is the meaning given to the term versus
concordantes also by Tschizewskij, who illustrates it with a Polish example
(Formalistische Dichtung, p. 45). In Alsted's text of the second example 'anguis' and
'sanguis' have been inverted: in the present text they have been transposed, and the full
stop after 'pavit' has been replaced by a comma.

Hippisley describes the lines of the couplet which he cites from Simeon Polotskii's
picture poem, the 'Star’, as sharing 'common elements where they join, thus forming
what is known as symphonic or serpentine verse' (Poetic Style, p. 57). His use of the
term 'symphonic verse' is in agreement with Alsted, but not his use of the term
'serpentine verse', in which he agrees with Kvetnitskii.

Berkov, Virshi, p. 268, and notes, p. 314.

Eremin, 'Poeticheskii stil” Simeona Polotskogo', p.144; TschiZzewskij, Formalistische
Dichtung, p. 49; Hippisley, 'Cryptography’, pp. 396-98, and Poetic Style, pp. 60-61.
Alsted, Encyclopaedia, 1, p. 554. In the second example a comma has been inserted after
'decane’.

Bilets’kyi, Khrestomatiia, p. 258; Berkov, Virshi, p. 269, and notes, p. 314.

Kvetnickij, Clavis Poetica, p. 244.

Virgil, Aeneid, V. 481.

H.G. Evelyn White (ed.), Ausonius, two vols, London, 1919-21, I, pp. 286-309.

For the two types of carmen acromonosyllabicum see Alsted, Encyclopaedia, 1, p. 547,
and for the two dactylic hexameters exemplifying the versus Proteus see ibid., 1, p. 561.
See Alvarus, Regulae, p. 91, and for the versus Proteus, p. 85.

Kvetnickij, Clavis Poetica, p. 244.

The Works of George Herbert, 11, p. 178.

Makogonenko, Serman, Poety XVIII veka, 1, p. 213, no. 88, and notes, p. 584. This
poem and Rzhevskii's verse fable Muzh i zhena, which he presents in the form of a
picture poem, were printed on successive pages in the same issue of Poleznoe uveselenie
in 1761. N.D. Kochetkova, who compiled the notes for this volume of Poety XVIII
veka, sees both works solely in contemporary eighteenth-century terms. On her view,
Rzhevskii composed Oda 2 to support Sumarokov's rule on the stressing of
monosyllables in Russian verse, namely that prepositions and conjunctions preceding
monosyllabic words are unstressed, and he wrote Muzh i zhena in order to demonstrate
the use of all the iambic metres from the monometer to hexameter. However, it is not clear
why Rzhevskii should have wished to give examples of the six iambic metres, and the

explanation that in Muzh i zhena he was combining the creation of a picture poem with a
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164

165
166

167
168

169
170
171

172

173

174

175

176

177
178

179

demonstration of a range of verse-lines, just as Schottel had done in Lis picture poem the
'Pyramid’, seems more plausible. Oda 2 might be regarded as a contribution to the
controversy on the stressing of monosyllabic words in poetry, or it could be a carmen
curiosum. However, since, when Oda 2 and Muzh i zhena were first published, they
were printed side by side, the likelihood is that, if one is a carmen curiosum, then the
other is too. Gukovskii also saw Rzhevskii's Oda 2 only in terms of the controversy over
monosyllables (Russkaia poeziia XVIII veka, pp. 180-81).

Eremin, 'Poeticheskii stil” Simeona Polotskogo', pp.144-45; TschiZewskij,
Formalistische Dichtung, p. 31; Hippisley, Poetic Style, pp. 33-34.

Kvetnickij, Clavis Poetica, p. 244.

Vengerov, Russkaia poeziia, p. 717. Note that the final e of aimable in the ninth line of
the passage is sounded.

Alsted, Encyclopaedia, 1, p. 561.

Bilets ‘kyi, Khrestomatiia, p. 258; Tschizewskij, Formalistische Dichtung, p. 42.
Eremin's treatment of Velichkovskii's stikh mnogoprimenitel ‘nyi shows that he may
have misunderstood the term ('Poeticheskii stil” Simeona Polotskogo', p. 143). For
TschiZzewskij's narrow definition of the versus concordantes see Formalistische Dichtung,
pp. 45-46.

Alvarus, Regulae, p. 85.

Kvetnickij, Clavis Poetica, pp. 244-45.

I.I. Dmitriev, Polnoe sobranie stikhotvorenii, ed. G.P. Makogonenko, Leningrad, 1967,
p. 352, no. 307, and notes, p. 459.

Panchenko, Russkaia sillabicheskaia poeziia, p. 160, no. 148, and notes, p. 376; Eremin,
'Poeticheskii stil” Simeona Polotskogo’, p. 142.

Hippisley, Poetic Style, p. 23; Eremin, 'Poeticheskii stil” Simeona Polotskogo', p. 142.
Ibid., p. 142.

Alsted, Encyclopaedia, 1, p. 555. For logogriphi in French literature see Kuhs,
Buchstabendichtung, pp. 137-55.

Alvarus, Regulae, pp. 112-15" The punctuation of Vaslet's examples has been revised.
Kvetnickij, Clavis Poetica, p. 244.

Makogonenko, Serman, Poery XVIII veka, 1, p. 262, no. 166, and notes, p. 587,
Gukovskii, Russkaia poeziia XVIII veka, p. 180; N.J. Crowe, The Pastoral Theme in the
Literature of Eighteenth- and Early Nineteenth-Century Russia, unpublished PhD thesis,
Cambridge, 1991, pp. 117-22.

Derzhavin, Sochineniia, ed. Grot, vol.2 (1865), p. 579. In a note Grot records that the
poem was published in the issue of the journal Blagonamerennyi for February 1818. See
also Vengerov, Russkaia poeziia, p. 669, and for a different text, Derzhavin,
Stikhotvoreniia, Leningrad, 1957, p. 309, and notes, p. 442.
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Eremin, 'Poeticheskii stil” Simeona Polotskogo', p. 143; Tschizewskij, Formalistische
Dichtung, p. 48.

Makogonenko, Serman, Poety XVIII veka, 1, p. 217, no. 95, and notes, p. 585;
Gukovskii, Russkaia poeziia XVIII veka, pp. 179-80.

Makogonenko, Serman, Poety XVIII veka, 1, p. 263, no. 169, and notes, p. 587.
Alsted, Encyclopaedia, 1, p. 549. A comma has been inserted after 'vulnere', and
'moriens' is read for 'movens'.

Alvarus, Regulae, p. 86.

Makogonenko, Serman, Poety XVIII veka, 1, p. 561, no. 354, and notes, p. 613.

V. Ia. Briusov, Opyty, ed. D. TschiZewskij, Slavische Propylden, Band 60, Munich,
1969, p. 120, and notes, p. 190. See also Tschizewskij, Formalistische Dichtung, p. 47.
Alsted, Encyclopaedia, 1, p. 549.

Schottel, Ausfiihrliche Arbeit, pp. 857-67.

Ibid., pp. 935-38.

Ibid., pp. 938-40.

Ibid., p. 936.

Ibid., p. 938.

Ibid., p. 939.

M.V. Lomonosov, Polnoe sobranie sochinenii, ten vols, Moscow-Leningrad, 1950-59,
vol. 8 (1959), p. 676, no. 247, and notes, pp. 1115-16.

Makogonenko, Serman, Poety XVIII veka, 1, p. 295, no. 210, and notes, p. 588;
Sumarokov, Izbrannye proizvedeniia, pp. 310-11, and notes, p. 567.

Schottel, Ausfiihrliche Arbeit, pp. 976-77. Schottel spells Lat. sextina as sechstine:
Hiibner and Gottsched spell it as sechstinne.

Hiibner, Hand-Buch, p. 125.

Gottsched, Grundlegung, p. 534.

For the rhyming schemes of the sonnet, the rondeau, the ballade and the madrigal see
Drage, Russian Literature in the Eighteenth Century, pp. 95-100.

Makogonenko, Serman, Poety XVIII veka, 1, p. 257, no. 144, and notes, p. 587.

Ibid., 1, p. 291, nos 202-03, and notes, p. 588.

I. F. Bogdanovich, Stikhotvoreniia i poemy, Leningrad, 1957, p. 153, and notes, p.
234,

Ibid., p. 157, and notes, p. 235.

Ibid., p. 158, and notes, p. 235.

Makogonenko, Serman, Poety XVIII veka, 2, p. 269, no. 118, and notes, p. 524.
Kvetnickij, Clavis Poetica, pp. 234-36.

Ibid., p. 235.

Ibid., pp. 236-39.

Ibid., p. 241.
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Alsted, Encyclopaedia, 1, p. 558; Alvarus, Regulae, p. 77. In a note on his example
Vaslet classifies 'flentem' as a participle.

Ibid., p. 77.

Alsted, Encyclopaedia, 1, p. 555.

Alvarus, Regulae, p. 78.

Alsted, Encyclopaedia, 1, p. 551.

Alvarus, Regulae, p. 99.

Ibid., pp. 116-18. All the examples which follow have been taken from Vaslet except the
Rebus which begins 'O superbe ...". In German Rebuses are known as Bilder-Schriften.
See Omeis, Griindliche Anleitung, [1], pp. 194-97.
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INDEX OF TYPES OF WORD-
PLAY POETRY AND GENRES

Abecedarian verses, see alphabetic verses
Acrostic riddle, 22, 23

Acrostics, 1, 2, 8, 11, 15-24, 41, 51
Alphabetic verses, 13-14

Anagrams, 10, 11, 79

Ballade, 79, 91

Bilder-Reime, see picture poems
Bouts-rimés, 80-84
Buchstabenwechseln, see anagrams

Carmen acromonosyllabicum, 57

Carmen grammaticum, 69

Carmen gryphicum, 45

Carmen harmoniacum, 88

Carmen retrocurrens seu reCurrens, See
Wiederkehr

Carmen retrogradiens, see Wiedertritt

Carmen slavonolatinum vel Macaronicum, 61

Carmina antithetica, see versus antithetici

Carmina arithmetica, 85

Carmina cabalistica, 11, 85

Carmina cancrina, 34-40, 75, 76

Carmina chronostica, 11, 32-33, 41, 42, 85

Carmina climacterica seu gradata, 65

Carmina echoica, see echo

Carmina figurata, see picture poems

Carmina griphica, 52

Carmina jocosa, 56-59

Carmina quadrata, 85

Carmina retrograda, see carmina cancring

Carmina serpentina, 47-50, 51, 92

Centones, 88

Chronostics, see carmina chronostica

Cruces grammaticorum, 56

Echo, 11, 25-31
End-reime, 11
Epigrams, 2, 9, 10, 56, 65, 76, 81

Epitaphium numerale, sive Chronographicum,

aut Chronosticum, see carmina chronostica
Epitaphs, 2, 10
Eteostichs, 32

Figurnye stikhi, 2

Graficheskii rebus, 52
Grificheskie stikhi, 45
Griphi, see logogriphi

Irr-Reime, 11
Kant, 18
Ketten-Reime, 11
Kur“eznyi stikh, 2

Labyrinths, 1

Leonines, 8, 16, 25, 26, 27, 28, 32, 66-67,
75

Logogriphi, logogryphs, 11, 68-72

Lusus poetici, 2, 19, 32

Macaronics, 25, 60-62
Madrigal, 79, 91

Nugae, 2
Ode, 82

Palindromes, see carmina cancrina
Picture poems, 2-12, 76

Raki, see carmina cancrina
Rdthselversen, see riddle-verses
Rebus, 89-90

Rhythmus circinnans, 47
Riddle, 22, 23, 89
Riddle-verses, 11

Ringel-reime, 11, 47

Rondeau, 48, 49, 50, 77, 79, 91

Sapphics, 28
Sechstinne, 11, 79, 80, 84
Sonnet, 79, 80, 81, 91

Tautogrammon, 20

Verse riddle, 39

Verses with emphasized words or letters,
41-44

Verses with letters replaced by their Church
Slavonic names, 45-46

Versus absoluti, see versus omnivoci

Versus antithetici, 52, 56

Versus ascendentes, see versus rhopalici

Versus concatenati, 47

Versus concordantes, 51-55, 64, 89

Versus convertibiles, see carmina cancrina

Versus correlativi, 73-74

Versus epanaleptici, see carmina serpentina

Versus epanodici, 47

Versus fistulares, see versus rhopalici

Versus gigantei, 87

Versus Leonini, see leonines

Versus monosyllabis coepti et finiti, 57

Versus monosyllabis finiti, 57

Versus omnivoci, 86

Versus Protei, 57, 58, 59, 63-64

Versus reciproci, see carmina cancrina

Versus recurrentes, see carmina cancrind

Versus reticulati, see versus correlativi

Versus rhopalici, 86

Versus Sotadicus, 35, 36

Versus symphoni, 51

Widerhall, see echo
Wiederkehr, 75-77
Wiedertritt, 11,75-77

Zagadka akrosticheskaia, see acrostic riddle
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INDEX OF WORKS
REFERRED TO IN THE TEXT

Aeneid (Virgil), 56, 88

Afierosis 1, Afierosis 2 (Simeon Polotskii),
52-54

‘Alle Welt ist Sorgen voll." (J.G. Schottel), 75

'Altar' (Besantinus), 2, 4, 8

'Altar' (G. Herbert), 4-5

‘Amin” budi slava,...” (Karion Istomin), 17

Amores (Ovid), 48

Amorosa Visione, L' (G. Boccaccio), 15

Art poétique, L’(Boileau), 92

Ausfiihrliche Arbeit von der Teutschen
HaubtSprache (J.G. Schottel), 6

Avtor o sebe (Epigramma II) (A.D. Kantemir),
43

Avtor o sebe (Epigramma I1I) (A.D. Kantemir),
21

'Axe' (Simias of Rhodes), 2

Bible, 17

‘Bog, syi v nebe..."” (Simeon Polotskii), 70

Buch von der Deutschen Poeterey (M. Opitz),
4,26

‘Budu ia pet” Tebia, kak i pel,..." (G.R.
Derzhavin), 23

Bukvar” (Karion Istomin), 18

Call, The (G. Herbert), 58-59
‘Chto legche peryshka?..." (1.I. Dmitriev),
65

Clavis Poetica (F. Kvetnitskii), 10, 91
Coloss. iii.3. Our Life is hid with Christ

in God (G. Herbert), 41
‘Conturbabantur Constantinopolitani...", 87
'Cross' (Ivan Velichkovskii), 9, illus.no. 4
‘Cross' (J.G. Schottel), 6-7
'‘Cross' (Simeon Polotskii), 8, illus.no. 1

De Arte Poetica (Feofan Prokopovich), 9-10,
19, 92

Dialog kratkii (Simeon Polotskii), 27-28

Dialog kratkii o gosudare tsareviche i
velikom kniaze Aleksii Aleksieviche (Simeon
Polotskii), 28

‘Die Nachtigall und die Lerche’ (C.F. Gellert),
73

‘Dobrago voia, tsarevi izbranna...” (St Dimitrii
Rostovskii), 18

Dosugi (M.1. Popov), 73

Drugaia oda, s temi zhe rifmami, protiv
krasoty (I.F. Bogdanovich), 82-83

Dvadtsat” dve rifmy (A.P. Sumarokov), 77-78

'Easter-Wings' (G. Herbert), 5-6

'Egg' (J.G. Schottel), 6-7, 11

'Egg' (Simias of Rhodes), 2, 3, 11

Encyclopaedia (J.H. Alsted), 2, 8,9, 13

Epistola Il (A.P. Sumarokov), 92

'Es wikkelt sich gar oft und spielet mit
verzug' (J.G. Schottel), 79

Ezda v ostrov liubvi (V.K. Trediakovskii), 43

Georgics (Virgil), 88

Grundlegung einer Deutschen Sprachkunst
(J.C. Gottsched), 11

Griindliche Anleitung zur Teutschen accuraten
Reim- und Dicht-Kunst (M.D. Omeis), 9

Hamlet (Shakespeare), 73
'Heart' (Simeon Polotskii), 8, illus.no. 3
Heaven (G. Herbert), 26-27

‘1a razumu, umu zaria' (G.R. Derzhavin), 39

Idilliia (A.A. Rzhevskii), 69-70

‘lisuse moi preliubeznyi, serdtsu sladoste’
(St Dimitrii Rostovskii), 18

Ilias Latina (Italicus), 15

Kharakteristika Vergiliia (Topologiia Pentadiia)
(V.Ia. Briusov), 74

K okhuzhdateliu Zoilu (V K. Trediakovskii), 43

'Kto khochet pokhodit” po pniam i po bolotu’
(M.V. Lomonosov), 76-77

Latukhinskaia Stepennaia kniga, 16
'‘Love, son of Aphrodite, gentle youth...", 35

Macbeth (Shakespeare), 87

Melos retrogradum (Johannes a Lasco), 37

‘Mene radi na radost” bogom miru danna’ (Ivan
Velichkovskii), 38

Mleko ot ovisy pastyru nalezhnoe (Ivan
Velichkovskii), 28, 37, 42, 43, 56, 63

‘Mudrosti slava budi Bogu podateliu,..." (Mardarii
Khonikov), 17

Muzh i zhena (A.A. Rzhevskii), 11-12, 76, illus.
no. S

Na Bagrationa (G.R. Derzhavin), 70
Na strel’tsov (A.P. Sumarokov), 33
Neu-vermehrtes poetisches Hand-Buch
(J. Hiibner), 11
Novye ezhemesiachnye sochineniia, 84
Novyi i kratkii sposob k slozheniiu
rossiiskikh stikhov (V. K. Trediakovskii), 11

Oda 2, sobrannaia iz odnoslozhnykh slov
(A.A. Rzhevskii), 59

Oda v chest” krasote (I.F. Bogdanovich),
82-83

Orel rossiiskii (Simeon Polotskii), 8, 16, 52

Ostannia shtuchka (Ivan Velichkovskii), 42

‘O stoposlozhenii’ (A.P. Sumarokov), 11

Palatine Anthology, 2,3,9,11, 12

Pis‘'mo o pravilakh rossiiskogo stikhotvorstva
(M.V. Lomonosov), 11

Poesis Germanorum Canonica et Apocrypha
(J.F. Reimmann), 11

Poleznoe uveselenie, 11, 80

Praecepta Poetica (M.K. Sarbiewski), 92

Psalms of David, 13

Punica (Silius Italicus), 15

'Pyramid’ (G.R. Derzhavin), 12
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'Pyramid’, 4

‘Reka vremen v svoem stremlen’i..." (G.R.
Derzhavin), 23-24

'Rhombus’ (A.A. Rzhevskii), 11-12, 76,
illus.no. 5

Rifmologion (Simeon Polotskii), 27, 60, 67

‘Rodias’ ot plameni, na nebo vozvyshaius”,..."

(G.R. Derzhavin), 23

Rondo: ‘Chtob knigi nam chitat’, ..." (A.A.
Rzhevskii), 77

Rondo: ‘I vsiakii tak zhivet, ..." (A.A.
Rzhevskii), 49

Rondo: 'Ne luchshe |” umeret’, ..." (A.A.
Rzhevskii), 49

‘Rumpitur invidia quidam, charissime Juli’
(Martial), 48

‘Salve, sancte parens, summi regnator
Olympi,..." (Laelius Capilupus), 88

Satira I (A.D. Kantemir), 21, 43

Sibylline oracles, 15

Solovei (M.1. Popov), 73-74

Sonet i epigramma na zadannye rifmy (A.A.
Rzhevskii), 81-82

Sonet, sochinennyi na rifmy, nabrannye
napered (A.A. Rzhevskii), 80

Sonet. Tri raznye sistemy zakliuchaiushchii...

(A.A. Rzhevskii), 72

Sonet, zakliuchaiushchii v sebe tri mysli
(A.A. Rzhevskii), 71

Stansy (1.1. Dmitriev), 50

'Star' (Simeon Polotskii), 8, 51, illus.no. 2

Stikh placha, emu zhe kraegranesie "Pechal”
sokrushaet mia”, 21-22

Stikhi na zadannye rifmy (Iu.A. Neledinskii-
Meletskii), 84

Stikhi, troiako sochinennye na odni zadannye
rifmy (LLF. Bogdanovich), 82

Stisi na voskresenie Khristovo obshchii
(Simeon Polotskii), 67

Technopaegnion (Ausonius), 57, 59

Technopaegnion (J.H. Alsted), 3

Telo krasnoe (Simeon Polotskii), 66

Temple, The (G. Herbert), 4, 26, 41

Terrificaverunt Otthomannopolitanos...’
(J. Bisschop), 87

Vertograd mnogotsvetnyi (Simeon Polotskii),
66

‘Ves” vek moi v iunosti tsvetet, ..." (ILF.
Bogdanovich), 22

'Vyslushai moi vopROS, SlIAiushcha v
svete:..." (M.G. Sobakin), 44

'Wings of Love' (Simias of Rhodes), 2, 4

Zagadka akrosticheskaia (Iu. A. Neledinskii-
Meletskii), 22

Za to, chto nezhnost’iu liubov’ moiu
vstrechali, ... (A.V. Naryshkin), 80-81

INDEX OF PERSONS,
PLACES AND INSTITUTIONS

Abel, 39

Adam, husband of Eve, 28, 29

Aleksei Alekseevich, tsarevich, §, 16, 28, 42,
54

Aleksei Mikhailovich, tsar, 16, 27, 42

Aleksei Petrovich, tsarevich, 17

Alsted, Johann Heinrich, 2-4, 8,9, 11, 12,
13, 15, 16, 20, 25, 26, 32, 33, 34, 37, 47,
48, 51, 56, 57, 58, 59, 63, 64, 68, 73, 75,
86, 87, 88,92

Altdorf, 9

Alvares, Emmanuel, grammarian, 19

Anna, mother of the Virgin Mary, 37

Anne, empress, 43

Ausonius, 56, 57, 59, 86, 88

Azov, 43

Bagration, Petr Ivanovich, prince, 70

Baranovich, Lazar”, 9

Belisarius, 16

Bemerton, Salisbury, 4

Besantinus, 2, 4, 8

Bisschop, Janus, 86, 87

Boccaccio, Giovanni, 15

Bogdanovich, Ippolit Fedorovich, 22, 81,
82,92

Bogoiavlenskii School, 27

Boileau, 92

Boniface of Crediton, St, 2

Briusov, Valerii Iakovlevich, 74

Cain, 39

Capilupus, Laelius, 88
Charlemagne, emperor, 30
Charles V, emperor, 32
Charles IX, king of France, 32
Chemigov, 9

Dashkova, Ekaterina Romanovna, princess,
61

Denisov, Andrei, 21

Denisov, Simeon, 21, 22

Derzhavin, Gavrila Romanovich, 12, 23,
39, 70, 76, 92

Dimitrii of Salonika, St, 18

Dimitrii Rostovskii, St, 18

Diomedes, grammarian, 2, 25, 36

Dmitriev, Ivan Ivanovich, 50, 65

Dolgorukii, Aleksei, prince, 22

Dulot, French poet, 80

Eden, 29

Ennius, 15

Eve, wife of Adam, 29, 39, 47

Feofan Prokopovich, 9, 10, 19, 30, 32, 92

Gellert, Christian Fiirchtegott, 73
German, monk, 16
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Gottsched, Johann Christoph, 11, 79, 92

Haarlem, Holland, 33

Hadrian, emperor, 2

Hannman, Enoch, 4, 12, 26, 92
Hartington, marquis of, 19
Heidelberg, 9

Herbert, George, 4, 26, 41, 58, 59
Herborn, Nassau, 2

Horace, 92

Hiibner, Johann, 11, 19, 30, 79, 92
Hungary, 2

Tasinskii, Varlaam, see Varlaam Iasinskii
Istomin, Karion, see Karion Istomin

Jesus Christ, 19, 58

Kantemir, Antiokh Dmitrievich, prince, 21, 33,
43

Karion Istomin, monk, 17, 18

Karpovka, river in St Petersburg, 10

Khitryi, Bogdan Matveevich, 60

Kiev, 8,9

Kiev Academy, 8, 9, 10

Koz'ma, 22

Kvetnitskii, Fedor, 10, 19, 20, 30, 33, 39,
47, 51, 56, 58, 59, 61, 65, 69, 85, 91, 92

Lactantius, 15

Leksa, river, 21

Liberius, 16

Lomonosov, Mikhailo Vasil evich, 10, 11, 76, 92
London, 19

Longinus, 92

Lopukhina, Evdokiia, tsaritsa, 17

Lul, St, bishop of Mainz, 2

Mainz, 2

Mardarii Khonikov, monk, 17
Marius Victorinus, grammarian, 2, 36
Martial, 10, 48, 92

Maurice of Hesse, prince, 13
Ménage, Gilles, 80

Merseburg, 30

Mikhail Timofeevich, boyar, 70
Mogilianskii Academy, 8
Moscow, 10, 27, 33, 91
Moscow Academy, 10

Napoleon, emperor, 70

Naryshkin, Aleksei Vasil ‘evich, 80

Naryshkina, Natalia Kirillovna, tsaritsa, 42

Neledinskii-Meletskii, Iurii Aleksandrovich, 22,
84, 92

Novgorod-Severskii Monastery, 18

Nuremberg, 9

Old Believers, 21-22, 91

Olonets guberniia, 21

Omeis, Magnus Daniel, 9, 11, 30, 32, 92
Opitz, Martin, 4, 26, 92

Ovid, 10, 48, 92

Paulus Melissus Schedius, 26
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Peter 1, emperor, 10, 17, 33

Peter 11, emperor, 33

Piscator, Johannes, 17

Plautus, 10, 15

Polotsk, 27

Polotskii, Simeon, see Simeon Polotskii

Poltava, 9

Popov, Mikhail Ivanovich, 73

Potemkin, Grigorii Aleksandrovich, prince,
field-marshal, 77

Praskov 1a Ioannovna, 22

Proba Falconia, 88

Prokopovich, Feofan, see Feofan Prokopovich

Ramsey, abbot of, 89

Reimmann, Jacob Friedrich, 11, 92

Rome, 9

Rostovskii, Dimitrii, St, see Dimitrii Rostovskii,
St

Rotrudis, princess, 30

Rzhevskii, Aleksei Andreevich, 11, 48, 49, 50,
59, 69, 70, 76, 77, 80, 81, 92

St Petersburg, 10, 12, 91

Salmasius, Claudius, 9

Sarbiewski, Maciej Kazimierz, 92

Scaliger, Julius Caesar, 63, 88

Schottel, Justus Georg, 6, 7, 11, 12, 26, 29,
47, 48, 75,76, 77,79, 92

Sedulius, bishop, 16

Servius Honoratus, grammarian, 2, 25, 35, 86

Shakespeare, 26, 73, 87

Silius Italicus, 15

Simeon Alekseevich, tsarevich, 8, 51

Simeon Polotskii, 2, 8, 9, 10, 12, 16, 27, 28,
42, 44, 51, 52, 60, 61, 66, 67, 70

Simias of Rhodes, 2, 3, 4, 11

Slavo-Graeco-Latin Academy, see Moscow
Academy

Sobakin, Mikhail Grigor’evich, 43, 44

Society of Jesus, 19

Sof“1a Alekseevna, princess, regent, 42

Sumarokov, Aleksandr Petrovich, 11, 33, 77, 92

Suvorov, Aleksandr Vasil ‘evich, prince,
field-marshal, 12

Tatki, Aleksei Isniulovich, 22

Tikhon, archimandrite, 16

Trediakovskii, Vasilii Kirillovich, 10, 11, 43
Trofim, 22

Trubetskaia, Praskov ia, princess, 22

Varlaam lasinskii, 28

Vaslet, Ludovicus, 19, 30, 32, 33, 48, 57, 58,
59, 64, 68, 69, 73, 86, 88, 89, 90

Velichkovskii, Ivan, 9, 13, 28, 29, 30, 37, 38,
39, 42, 43, 44, 45, 51, 56, 63

Vikulin, Daniil, 21

Vilnius, 9

Virgil, 10, 36, 56, 88

Virgin Mary, 37, 39, 47

Vyg, river, 21

Weissenburg, Transylvania, 2


















