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PREFACE

The use of terminology in this work, as generally in the writing in English about
Russian verse, derives in large part from Russian metrics. The term ‘metre’ is
used here to refer to a metrical base (iambic, trochaic, and so on), a generic
scheme of strong and weak positions, while the term ‘measure’ refers to the
species of a metrical genus (iambic tetrameter, iambic pentameter, and so on).
The term ‘ictus’ refers to a metrically strong syllable, while the traditional foot
is the recurring unit of strong and weak syllables. The binary metres (iambic
and trochaic) have feet of two syllables, and the ternary metres (dactylic,
amphibrachic, and anapaestic) have feet of three syllables; these are the
syllabo-tonic metres, also called ‘classical’ in Russian metrics because it is in
them that the Russian verse tradition is established in the eighteenth and
nineteenth centuries. The tonic metres are those in which the interval between
ictuses may vary. The three tonic metres recognized in Russian metrics are
dol'nik (one or two syllables between ictuses), taktovik (one to three syllables
between ictuses), and accentual verse (zero to four or more syllables between
ictuses/stresses); a very rare metre which allows for intervals of zero to two
syllables is here termed ‘udarnik’. A transitional metrical form allows for a
degree of deviation from a given measure, but not to such an extent that a
qualitative transformation takes place; the criterion used in Russian metrics is
that the number of lines which break the metrical scheme should not amount to
25% of the total. A metrical tendency towards a given form can be definedin a
similar way.!

It is useful to distinguish between degrees of rhythmical organization in tonic
verse, especially in Maiakovskii’s accentual verse: so, in accentual verse, a
rhythm of one or two syllables between stresses will be termed dol'nik, a
rhythm of one to three syllables between stresses — taktovik, and a rhythm of
zero to four or more syllables between stresses — accentual; similarly, a
rhythm of one syllable between stresses will be termed binary, and a rhythm of
two syllables between stresses — ternary. Dol’nik rthythm will be considered to
include both binary and ternary, but otherwise the rhythms are exclusive of
each other. This use of the terms ‘dol'nik’, ‘taktovik’, and so on to denote a
rhythm as well as a metre need not (and does not) constitute or lead to a
confusion of rhythm and metre and is of great descriptive convenience in the
characterization of Maiakovskii’s verse.

The term ‘measure’ refers generally to line length, as well as to the species of
a metrical genus. The measures of a syllabo-tonic metre are designated
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trimeter, tetrameter, and so on, while tonic measures are designated three-
ictus, four-ictus, and so on (accentual measures have sometimes been referred
to as three-stress, four-stress, and so on); a free measure is one in which the line
length is not regulated. The term ‘hexametral verse’ is introduced here to refer
to a long line measure based more or less closely on the traditional Russian
hexameter.

The term ‘anacrusis’ is used in Russian metrics to refer to that part of the line
which precedes the first ictus (iambic metre is thus considered to have a
monosyllabic anacrusis); where the anacrusis varies, its scope is here extended
to refer to that part of the line which precedes the first fulfilled ictus. Dol'nik
measures with a fixed anacrusis are identified, like ternary measures, as
dactylic, amphibrachic, and anapaestic according to the length of the anacrusis.

The line ending is termed ‘clausula’: it can be masculine (zero), feminine
(monosyllabic), dactylic (disyllabic), or hyperdactylic (trisyllabic). A clausula
which includes more than one word is termed ‘compound’; heterosyllabic
rhyme involves the combination of clausulae which are unequal in length, while
the rhyming of clausulae which are differently stressed is termed ‘heterotonic’.
The term ‘rhyme scheme’ refers to the arrangement of lines in a rhyming
pattern (abab, abba, and so on), while the term ‘clausula pattern’ refers to the
arrangement of clausulae (fmfm, fmmf, and so on); these details can be
brought together by using lower case letters for masculine clausulae, upper
case letters for feminine clausulae, and further symbols to distinguish dactylic
and hyperdactylic clausulae (AbAb, AbbA, and so on), but there is no need for
this convention here.

By analogy with the clausula, an extended interval at a metrical division
within the line, the caesura, may be feminine (one syllable) or dactylic (two
syllables).

The representation of rhythm used here is numerical. A numerical sequence
represents the number of unstressed syllables, such that in the representation
of a full line the first number represents the number of syllables before the first
actual stress, the second number represents the number of syllables between
this stress and the next one, and so on, while the clausula is represented by the
abbreviations m (masculine), f (feminine), and so on, for example:

311m Ha 6epery nycTBIHHBIX BOAH

Alternatives are given where appropriate, and in the case of a hypermetrical
stress in the clausula the position of this stress is numerically represented in
brackets before the clausula.

In Maiakovskii’s verse the graphical line and metrical line often do not
coincide, because the metrical line may be broken up into two or more
graphical lines. So, in order to avoid confusion, the term ‘line’ alwaysrefers to a
metrical line, while graphical lines are so called. When representing the rhythm



xi

of a line which is broken up into more than one graphical line, the numerical
sequence is placed opposite the opening graphical line.

In verse quotations which are incorporated in the text a single slash (/) is used
to separate graphical lines within a metrical line, while a double slash (//) is used
to mark the boundary of a metrical line. Transliteration from Cyrillic follows
the Library of Congress system without ligatures. Names of critics (such as
Jakobson and Weidlé) are, however, given in their generally accepted form, as
are the names of Maria (in Oblako v shtanakh) and Lily Brik.

I would like to express my gratitude to all those who have helped, encour-
aged, and borne with me during the writing and re-writing of this book, but
especially I would like to thank Professor A. B. McMillin, Professor G.S.
Smith, T.J. Binyon, and Julian Graffy.

Robin Aizlewood
London, 1987



INTRODUCTION

In his major theoretical article ‘Kak delat’ stikhi’ Maiakovskii indicates the
pre-eminent role of a rhythmical ‘rumble’ (‘ryx’) as the basis of his verse and
describes how it can serve as a model of existence: ‘arsa Mens st0 . . . BoOGLIE
NOBTOPEHHE Ka)KAOTO ABAEHHA, KoTOpoe s BbigeAsio 3Bykom’.! He also
demonstrates the actual generation of verse from the bare rhythmical gul/
through intermediate versions to its final verbal form. In this study I aim to
explore the role of verse form, as presented in ‘Kak delat’ stikhi’, in
Maiakovskii’s first major work Viadimir Maiakovskii. Tragediia and five main
love poems Oblako v shtanakh, Fleita-pozvonochnik, Chelovek, Liubliu, and
Pro eto. These works can be interpreted as a composite whole, a single text in
effect, an interpretation confirmed by the poet himself both within the texts
and elsewhere: the Tragedy serves as an introduction to an exploration in five
parts of the theme of love, with Oblako v shtanakh, Chelovek, and Pro eto as a
central trilogy, the major explorations of the theme.2

Maiakovskii’s demonstration of the generative process, taking as his
example the opening stanza of his poem ‘Sergeiu Eseninu’, serves as the point
of departure in Chapter I. A consideration of the symbols used to represent the
original gul leads to a definition of it as the metrico-rhythmical level of verse,
since it involves a precise indication of the metrical base embodied in
rhythmical words. The transformation of this original gu/ into actual words is
described as a process of gradually finding words that fit, with factors of
rhythm, sound, and sense all playing their part. The process, however, is not
one of moving away from the structure of the original gul as considerations of
sound and sense take over, but one of returning to it; the final version is closer
to the initial version than all the intermediate ones. So the word in
Maiakovskii’s verse is first and foremost metrico-rhythmical; it is first defined
on the metrical level and receives articulation as sound and sense through this,
its primary form.

The role of the rhythmical gul can be related to the basic semiotic premise
of Futurism, as defined by Smirnov: ‘XyzoxecTBeHHbI CMBICA — 3TO He
TO, 4YTO apTHKYAHMpYETCA, a TO, Kak aprukyaupyercs’.® Yet this basic
premise has never been properly shown to apply in Maiakovskii’s verse; on the
contrary, he is generally contrasted to the so-called zaumniki, Khlebnikov and
Kruchenykh, if not dissociated from Futurism altogether. But the Futurist
‘word as such’ or ‘self-sufficient word’ is relevant to Maiakovskii as well as to
these poets, only it takes metrical, not morphological or phonological, form. In
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Maiakovskii’s verse the basic semiotic premise of Futurism finds its application
in the role of the rhythmical gul.

The generation of the opening stanza of ‘Sergeiu Eseninu’ also casts light on
the special role of the tonic principle in Maiakovskii’s verse, a role first
highlighted by Jakobson in 1923. Maiakovskii’s versification has been much
studied since, but the most important work was undertaken in the 1960s and
early 1970s, above all by Gasparov with his studies of Maiakovskii’s free
trochee and iamb, accentual verse, dol'nik, and taktovik (the latter two within
broader accounts of these metrical forms).*

Gasparov has proposed two criteria for the stressing of Maiakovskii’s
accentual verse which will be followed here: (1) the same group of mono-
syllabic and disyllabic function and semi-function words as in classical verse is
considered to be stress-ambiguous;3 and (2) they are stressed or not in such a
way as to avoid both stresses on adjacent syllables (zero intervals) and
excessively long intervals without stresses. The second criterion is more of a
guideline than a principle, but, as Gasparov shows through a control count of
maximum, medium, and minimum stressing, the scope for subjectivity is in fact
very small;¢ wherever there is reasonable doubt, alternative interpretations are
given. Elsewhere the general practice of stressing these words in metrically
strong positions, and not stressing them in metrically weak positions, is
followed. Hypermetrical stresses are counted when they are the ‘heavy’
stresses of fully-stressed words, but not when they are the ‘light’ stresses of
stress-ambiguous words,” except where the graphical lay-out dictates it;
otherwise, in accordance with general practice, relative stress strength is not
considered when counting stresses.® In the case of possible secondary stresses
in compound words alternative interpretations are given, but the preferred
interpretation is to count the extra stress if the word is unusual. In addition, as a
general rider to these principles of stressing, any graphical line, however short
and whatever word(s) it contains, is considered to carry at least one stress even
if, were the graphical lay-out different, the interpretation would also be
different; similarly, the presence of a graphical division within a line may very
occasionally affect the stressing of stress-ambiguous words and lead to a longer
interval than Gasparov’s second criterion might dictate. Finally, following
Gasparov again, the rhythmical interpretation always adheres to a pronunci-
ation corresponding strictly to the graphical form, including the position of
marked stresses, found in the Polnoe sobranie sochinenii; drawn out vowels, as
in ‘meaB-e-e-e-e’ (Iv, 160), are counted as one syllable.? The position of stresses
has been checked by reference to Maiakovskii’s works (especially his rhyming
practice), dictionaries,!? and native speakers; where there is doubt, alternative
interpretations are given.

The broad metrical classification of Maiakovskii’s verse established by
Kolmogorov and refined by Gasparov distinguishes four main metrical types:
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classical iamb and trochee which, though uncommon, are found; free iamb and
trochee; dol’nik, most often four-ictus or alternating four-ictus and three-ictus;
and accentual verse, with a more or less regulated variation in the length of the
line or a fixed ictus (stress) scheme, most often four-ictus (Kolmogorov
distinguishes two types here).!! This is only a broad classification, and a
considerable metrical variety (taktovik, popular verse forms, and so on) can be
found, especially in Maiakovskii’s later verse. An interesting earlier feature,
however, is a metrical form which is here termed ‘hexametral verse’: it is a long
line form based more or less closely on the hexameter, and it plays a minor but
important role in Maiakovskii’s metrical repertoire.12

The leading types are accentual verse and the dol'nik. After the earliest,
syllabo-tonic poems and a brief period of transition, in which the cycle ‘Ia’ and
the Tragedy play the key role, accentual verse becomes the dominant, almost
exclusive type in early Maiakovskii, while the dol'nik comes to prominence
alongside accentual verse later, in the 1920s. Maiakovskii is not the first nor the
only poet to use accentual verse, but its dominant role in his versification,
especially early on, is nevertheless quite distinctive. Free trochee and iamb (the
former is the more common) are found almost exclusively in the later verse,
emerging at the same time as hexametral verse, an early feature, wanes.
Classical iamb and trochee, though found in the early verse, appear more
frequently later. In the texts to be studied the four main metrical types are all
represented, although there is no proper free iamb. The distribution of the
metrical types in these texts broadly reflects the general picture just outlined:
accentual verse is dominant in the early works, but gives way almost completely
to the dol’'nik in the two later poems Liubliu and Pro eto; hexametral verse
features in the early works (apart from Fleita-pozvonochnik), while the free
trochee is prominent in Pro eto; classical iambs are prominent in both Chelovek
and Pro eto, but especially in the former.

The six textual studies that make up the main body of the book involve the
detailed description of metrical and rhythmical composition; the description
has two parts — an overall account and a commentary — and each chapter is
supplemented by an appendix which gives a full rhythmical description of the
text and its breakdown into metrical segments. The description of the texts
accounts for the metrical level as fully as possible, covering the elements of
measure, rhythmical form, anacrusis (where it varies), and rhyme (in its
metrical aspect). The description of all these elements is well established,
except perhaps for the description of rhythmical form in accentual verse; a way
of describing degrees and kinds of rhythmical regularity in this verse (at least in
Maiakovskii’s accentual verse) is used here whereby a rhythm of one or two
syllables between stresses is termed dol’nik, a thythm of two syllables between
stresses is termed ternary, and so on (see Preface, p. ix).13 The metrical aspect
of rhyme, as opposed to its phonological or grammatical aspects, lies in the
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rhythmical form and correspondence of clausulae, and their combination in
clausula patterns and rhyme schemes. Broadly speaking, this approach to the
description of a text on the metrical level follows the principles which have
been put forward by Rudnev, except that he includes word boundary variation
as the lowest level of his description (he has short, syllabo-tonic texts primarily
in mind).4 The role of word boundaries, however, has not been studied in
dol'nik and accentual verse, but it would seem to be minor,’® and the
description of the metrical level can still be sufficiently full without taking word
boundaries into account.

A description of the metrical level along these lines is applicable to both
monometric and polymetric texts, and both types are represented among the
texts to be studied. A polymetric composition is a structure that employs, as its
constructive principle, more than one or indeed several different measures;
these constituent measures form the metrical base of the text and generate a
composition of metrical segments in simple or more complex sequence. A
distinction can be drawn between traditional (macro-) polymetricity and
micro-polymetricity, where the alternation of measures occurs at the lower
compositional levels of the-stanza or even line; this latter type was developed in
the early twentieth century by, among others, Khlebnikov and Maiakovskii. A
polymetric text, and a monometric text too, may also include segments of
prose.1¢

The six texts that form the subject of this book have all been studied before,
but in all cases, though to varying degrees, the present work supersedes earlier
studies in descriptive fullness and/or accuracy.!?

The description of metrical and rhythmical composition in these studies is
not just an end in itself but also the means to a semantic interpretation of verse
form. The correlation of form — not just verse form — and meaning, though
long established, still needs to be set on a firm base. A statement of the problem
was formulated by Jifi Levy: he suggests that the relationship is one of ‘parallel
morphology’ between the two systems, acoustic and semantic, rather than a
‘one-to-one relation between segments of both levels’, and distinguishes
between the ‘forms of meaning’ and the ‘meanings of form’.18 More spec-
ifically, following Attridge, it is possible to distinguish four main semantic
functions of the metrical level: these are a compositional function, an
associative function, an iconic function (verse form as a representation of the
world), and an affective function (verse form as an expression, or index, of
inner states):1° these functions do not necessarily operate in isolation but may
interrelate in a variety of ways.

The compositional function provides a relatively sure base for the semantic
interpretation of verse form. Since the metrical level provides a formal matrix
that underlies the whole text, it can serve to reinforce or modify meaning in a
variety of ways: it can emphasize or connect, it can intensify or mark a break or
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change; the use of a rhythmical or metrical change as a signal of a change on
another level is well known.2? In addition, the metrical level can have a
compositional function in the architectonics of a longer text; the studies
undertaken here show very well how metrical and rhythmical patterns at higher
levels, in the text as a whole or in its major parts, can articulate larger
compositional themes.

Whereas the compositional function works internally, the other three func-
tions work by establishing relations with the world beyond the text.2! The first
of these functions, the associative function, has recently become the centre of
attention in the semantics of verse form, although the question of the relation
of certain metres or measures to certain genres or subject matter goes back at
least to Aristotle. Associations may be attached to any element of verse form:
certain stanza forms, for example, have very specific associations (the Onegin
stanza, terza rima, and so on), while dactylic clausulae in Russian verse can
have folk associations. More generally, a measure’s rhythmical profile in a
given text (or the profile of some other element) forms part of its rhythmical
tradition and may derive an associative colouring or stylistic function accord-
ingly.22 Above all, however, associations are attached to individual measures
(and their rhyme scheme variations). The pioneering study in this field was that
of Taranovsky, who found a recurrent journey motif in the trochaic decasyl-
lable of the bylina and also, in nineteenth- and twentieth-century Russian
verse, in a trochaic pentameter tradition originating in Lermontov’s ‘Vy-
khozhu odin ia na dorogu’.2® Subsequently Gasparov has taken up and
developed this study of the associations, or semantic ‘aureoles’, attached to
measures. Semantic aureoles can be defined as sets of genre, thematic,
intonational, lexical, and perhaps also other associations (or ‘colourings’);
these colourings may be both numerous and diverse, and more or less clearly
defined. Associations may derive from individual poems as well as from the
general tradition, and the particular associations relevant to a given text are
identified by the words. Here both Gasparov and Taranovsky have relied on
their intuitive judgement of content, but now Tarlinskaja, with Oganesova and
also Coachman, has proposed a more objective method of determining and
studying themes based on a semantic classification of all notional words in the
texts to be studied.24

Gasparov holds that the association of metre or measure and meaning is
entirely conventional and determined by historical usage.25 But there is an
alternative view (often, though not invariably, echoed by poets) that metres,
measures, and other elements of verse form may have an intrinsic meaning or
value. Papaian, for example, has suggested that genre associations may be
broadly determined by metrical structure: he classifies genres along the scale of
song — verse — prose, and measures according to the degree of monotony of
their metrical structure, and correlates the two. In a forthcoming article
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Shapiro also posits, in a more general way, an intrinsic value of metres,
measures, and other elements of verse form based on structural characteris-
tics.26 But associations still take shape and develop within literary tradition and
can be studied in this dimension, even if the process may be determined by
more than historical convention.

The other two semantic functions — the iconic and affective functions
—need to be approached with greater caution, and yet it is here that verse form
may be most general in its semantic scope. Among iconic devices Attridge
makes a distinction between those that are ‘mimetic’ and those that are
‘emblematic’: the former ‘take effect as an immediate part of the reading
activity, and need not reach consciousness as a separate semantic mechanism’,
while the latter ‘provide relations between the linguistic substance and the
larger world only by means of a conscious intellectual act’.27 It is in the area of
such emblematic interpretation that the greatest care is required. Most dir-
ectly, however, verse form can represent the world in terms of its own
properties; as Dr Johnson put it: “The representative power of poetic harmony
consists of sound and measure; of the force of syllables singly considered, and
of the time in which they are pronounced. Sound can resemble nothing but
sound, and time can measure nothing but motion and duration’.28

As well as representing external reality, verse form may also, and more
immediately, represent the rhythms of the voice, and so, by embodying those
rhythms, it can have an affective function as an expression, or index, of the
inner world — mental and emotional — which the voice may convey.?® This
affective function, however expressed, has often been distinguished: Hegel,
for example, asserted that ‘the whole character of versification must have
corresponding to it, especially in connection with rhythmical movement, a
specific sort of subject matter, above all a specific sort of movement in our
feelings’.3°

In Maiakovskii’s verse, with its orientation towards the spoken word and the
externalization of the inner world, the affective function is overtly engaged,
while in ‘Kak delat’ stikhi’ he asserts that for him the rhythmical gulis already a
model of existence; the examples he gives show that the scope of the model is
both extensive and general (see xi, 101). So in Chapter I, following the
analysis of the generative process itself, an overall framework is established for
the semantic interpretation of verse form in the works to be studied. This
begins with a consideration of the model in its most general aspect and then
covers the role of the various elements of verse form (rhyme, line length,
rhythm, and so on) in the articulation of meaning; no element, however,
necessarily has a fixed, uniform semantic value, while in other poets the
semantic potential of verse form may be realized differently.

Principles for the semantic interpretation of a text on the metrical level, as
for its description, have been put forward by Rudnev.3! Actual textual studies,
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however, are generally rather limited in both number and scope, and this is
very much the case with Maiakovskii.32 The present work is the first
comprehensive account of the relationship of verse form and meaning in his
poetry; at the same time the role of verse form, as presented in ‘Kak delat’
stikhi’, has been tested and confirmed.



CHAPTER 1

‘KAK DELAT’ STIKHI’

In his major theoretical article ‘Kak delat’ stikhi’ (1926) Maiakovskii identifies
the basis of verse as a rhythmical ‘rumble’ (‘rya’):

A X0y, pa3MaxuBas PyKaMH M MbI¥a €Ll€ NOYTH 6€3 CAOB, TO YKOpaYMBas Liar,
4TO6 HE MeIAaTh MbIYAHMIO, TO IOMBIYUBAIO GHICTPEE B TAKT LIAraM.

Taxk o6cTpyruBaeTcs ¥ OPOPMAAETCA PUTM — OCHOBA BCAKOM NMOSTHYECKOH BEllH,
[pOX0Asias Yepe3 Hee 'yAoM. I10CTENEeHHO U3 STOrO ryAa HaYMHAELIb BHITHCKMBATh
oTaeAbHble cAoBa. (Xi1, 100)

Then, in a unique account of the creative process, he demonstrates the actual
generation of verse from this bare rhythmical form to its final verbal form. The
example he uses to demonstrate the generative process is the opening stanza of
his poem ‘Sergeiu Eseninu’, the stated intention of which is to answer the
latter’s final poem:

CHayaaa ctux EceHMHy npocTo MbIYaAcA TPHUOAH3HTEABHO TaK:

Ta-pa-pa /pa pad/ pa, pa, pa, pa/pa pa/
pa-pa-pu /pa pa pa/ pa pa /pa pa pa pa/
pa-pa-pa /pa-pa pa pa pa pa pu/
pa-pa-pa/pa pa-pa/ pa pa /pa/ pa pa.
IToToM BHIAACHAIOTCA CAOBA:
Brbl ymiau pa pa pa pa pa B MUP HHOH.
MoxeTt ObITh, A€THTE pa pa pa pa pa pa.
Hwu aBanca BaM, Hu 6a6b1, HM MUBHOM.
Pa pa pa /pa pa pa pa/ Tpe3BoCTb.
(xu1, 102)

Subsequently he works, often at great length, on each line separately and in an
order (1, 3, 4, 2) which shows that the odd lines play the leading role. The eight
versions (initial, intermediate, and final) of the first line are as follows:

I. Ta-pa-pa/papa/pa, pa, pa, pd/papa/ (xm, 102)
2. Bnlymau pa pa pa pa paB MHpP HHOM. (x1, 102)
3. Bblymiau pa papaBMup HHOM, U T. 4. (xn,102)
4. BBl yWIAM B MUD MHOM. (xm1,103)
5. Boiymau, Cepexa, B MU HHOH. (x1, 103)
6. Bbl yimAu 6eClIOBOPOTHO B MHP HHOIA. (xu, 103)
7. Boryman, Ecennn, B Mup HHOH. (xm, 103)
8. BBl yLIAH, KAK TOBOPUTCA, B MUP MHOM. (xu, 107)
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The five versions of the third line, the next to be worked on, are as follows:

1. pa-pa-pa/pa-papapapapapu/ (xu, 102)
2. Huasanca Bam, Hu 6a6b1, HU TMBHOM. (xi, 102)
3. HuaBanca Bam, HU TUBHOIA. (xm, 104)
4. Her Te6e vy aBaHCa, HU IUBHOIA. (xm, 104)
5. Hurtebe aBaHca, HM MUBHON — (xu, 107)

The fourth version of this line is introduced to show the derivation from the
popular saying ‘aet Te6e Hu AHa, Hu nokpsiwky’ (X11, 104) and so does not count
as a proper rhythmical variant. The four versions of the last line are as follows:

1. pa-pa-pa/pa pa-pa/ pa pa/pa/ papa. (x11, 102)
2. Papapa/papapapa/ Tpe3Bocts. (xu1, 102)
3. papapipapapi papa Tpe3BOCTb. (xu, 104)
4. Tpessocrb. (xn1, 107)

The five versions of the second line, the last to be completed, are as follows:

1. pa-pa-pu/papapa/ papa/papa papa/ (xu, 102)
2. MosxeT 6bITh, A€THTE pa pa pa pa pa pa. (x, 102)
3. MOXeT GbITb, A€THTE pa-pa-pa-pa. (xm, 105)
4. MoxeT 6bITb, A€THTE . . . 3HAIO BalLly PE3BOCTD! (xm, 106)
5. Ilycrora,— AeTHTe, B 3B€34bI BPE3BIBAACh. . . (xu1, 107)

With the completion of the second line the whole stanza is brought together in
its final form:

Bb1 ymau, Kak roBOpHTCS, B MUP HHOM.
Ilycrora, — AeTHTe, B 3B€34bI BPE3BIBAACH . . .
Hu tebe aBaHca, HM MUBHON —
Tpe3BocTs.
(x11, 107)

The graphical division into the step-ladder form would come later, during the
preparation of the text for publication.

Of course, as Maiakovskii himself points out, his outline of the creative
process is a simplified and intellectualized schematization of the real, ‘more
intuitive’ thing, but it is, nevertheless, reliable:

Pazymeercs, A uepecyyp ONpOINAI0, CXEMAaTH3UPYI0 M MOJYHMHAIO MO3rOBOMY
orbopy mostuueckyio pabory. Koseuno, mpouecc mucaHus OKOAbHEH, MHTYHTHBHEH.
Ho B ocHoBe pa6oTa Bce-Taku BeA€TcsA [0 Takoi cxeMe. (X1, 107)

The ensuing analysis of the rhythmical gul proceeds from Maiakovskii’s
assertion that the representation is, at base, accurate, but it is sufficient for the
argument that it should have a general validity as an accurate representation of
a possible generative process.
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A Definition of the Rhythmical gul

The division of the original rhythmical gul into lines forming a stanza is already
an indication of verse form. Maiakovskii uses eight symbols in his representa-
tion of this original gul: ta; pa; pu;*;/; —;,;and a period (.). The first three
symbols (ta, pa, and pu) are used in a standard way to represent syllables. Ta
serves as the initial symbol, while pu would represent a marked syllable relative
to pa and so would be stressed in Russian; in terms of the stanza’s composition
it would be expected to herald some kind of break or fall. The two such marked
syllables both show up clearly in the final version of the stanza — as dashes on
the level of punctuation: the one in the second line is realized in the syntactic
break after ‘Ilycrora’, and the one at the end of the third line is realized in the
rhythmical and also intonational fall to the shortened last line.

The accent and slash are also used in a standard way to mark a stress and a
boundary; the slash divides the syllable sequences into groups varying in length
from one to seven syllables, but the stresses are only marked in the first line
(one in each group).

The remaining three symbols are of secondary importance and can be
interpreted according to their significance as punctuation marks. The hyphen,
for example, could be expected to indicate a tighter syllable grouping, while the
comma could be expected to indicate a looser syllable grouping or a hesitation
in the line’s flow. Both these symbols, however, appear only locally in the
initial version and always within the primary divisions marked by the slashes.
The final symbol, the period, is found just once in the initial version at the end
of the fourth line (the other three lines end with slashes); this can be taken as an
indication of the self-sufficiency of the stanza as the basic compositional unit, or
‘brick’, in Maiakovskii’s verse: ‘Hapa6oraB npubGAN3UTEABHO MOYTH BCE ITH
KHUPIIHYH, 51 HAYUHAIO UX NIPUMEPATD, CTaBA TO HA OJHO, TO HA APYroe MeCTo’
(x11, 107).

The rhythmical gul can essentially be defined in terms of the first five
symbols, that is, in terms of sequences of stressed and unstressed syllables
arranged in groups. In ‘Sergeiu Eseninu’ Maiakovskii answers Esenin’s last
poem, which is written in the trochaic pentameter with a single hexameter line,
in the free trochee, and the position of the stresses marked in the first line of the
initial version — on the third, fifth, ninth, and eleventh syllables — is already
sufficient to indicate a trochaic metrical base. But this is not a conventional
metrical scheme because the line is not divided into six feet but into four
syllabo-accentual units of varying lengths, each with a stress. The stresses must
therefore represent fulfilled ictuses, not just ictuses, and the syllable groups
must represent stressed words or groups of words united under one stress, with
the position of the stress governed by the metrical base. This is readily
confirmed by a comparison of the initial and subsequent versions: in the second
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version the slash disappears (apart from in the fourth line) as words appear,
and most of the words or word groups correspond exactly to syllable groups
from the preceding version, a correspondence which is closer still in the final
version.

Having indicated the trochaic metrical base in the opening line, Maiakovskii
does not then need to mark any stresses in the initial versions of the other lines:
this is because the division into syllable groups involves the presence of stress,
while the ictus position of the stresses, as the generation of the first line will
show, is not necessarily fixed. Not all the original syllable groups are subse-
quently realized in verbal form, but where they are, they correspond to words
or word groups which carry a heavy stress (the stress of a fully-stressed word).
In two cases, however, corresponding word groups also include a stress-
ambiguous word which, according to accepted practice, would carry a light
stress: at the beginning of the first line ‘ra-pa-pa’ corresponds to ‘Bsr yman’
(x11, 102), while in the third line ‘pa-pa pa pa pa pa pu’ corresponds to ‘Hu te6e
aBanca’ (x11, 102, 107). This means that, here at least, the rhythmical gul
primarily distinguishes the heavy stresses of fully-stressed words, grouping
syllables around them. It does not mean, however, that the light stresses of
stress-ambiguous words should be discounted, because they will still figure in
the final rhythmical form of the line; moreover, although there is no apparent
indication yet of a light stress on ‘But’ in the first line (unless in the initial ‘ra’),
there may well be some indication of a light but subordinate stress on ‘re6e’ in
the third line, since the hyphenation of the first two syllables in the original
syllable group suggests some internal dissimilation.

In the initial version of the stanza the four lines consist of eleven, twelve, ten,
and eleven syllables respectively. This range, which is roughly equivalent to
five or six trochaic feet with clausulae, already suggests a free measure, but at
the same time it also establishes the leading line lengths of pentameter and
hexameter which account for sixty-two of the poem’s seventy-eight lines. As
the verse takes on verbal form the length of each line varies, but in the final
version of the stanza the first two lines return to their exact original length, the
third line is reduced to nine syllables, while the fourth line is cut down to just
two syllables. A free measure can be considered a rather special case but this
variation nevertheless accords with Maiakovskii’s general account of the stage
at which the measure defines itself: ‘Pazmep moayuaercs y MeHs nokpsiTHeM
STOrO PUTMHYECKOrO I'yAa cAoBamu’ (XII, 102).

The rhythmical gul can thus be defined in general terms as verse form, since it
involves both the division into lines and their metrical organization; or, more
specifically, it can be defined as the metrico-rhythmical level of verse, since it
involves a precise indication of the metrical base embodied in syllabo-accentual
units that represent words or groups of words (united, here, under a heavy
stress).! The rhythmical gul also carries an indication of the poem’s measure,
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though here not necessarily a precise indication of the length of each individual
line.

Maiakovskii’s Versification: The Tonic Principle, Rhyme, Graphical Lay-out

The initial version of the first line (‘ra-pa-pa /pa p¥/ pa, pa, pa, p¥/pa pa/’
(x11, 102)) has the form of a trochaic hexameter with four main (heavy) stresses.
In subsequent versions, however, the number of ictuses in the line varies, while
in all but one case the number of main stresses stays constant; the exception
(version 4: ‘Bsi yuau B Mup unoit’) is introduced hypothetically and is imme-
diately rejected not only because its rhythm reminds Maiakovskii of the line
‘Beanblii KOHB B IoAe naA’ but also because it breaks the metre, which is set:
‘““Pa pa pa” BHIKHABIBATb HUKAK HEAB3Sl — PHTM npaBuAbHbIii’ (X1, 103). The
maintenance of a constant number of stresses in all the other versions suggests
that a scheme of four main stresses, a tonic base, may also be defined in the
original gul. Although the number of main stresses seems to be defined
already, the position of the ictuses they fulfil is not: the first, third, and fourth
stresses stay fixed in position (the latter two relative to the end of the line), but
the second stress moves and in the final version (‘Bsi yuian, kak rosopurcs, B
mup uHoit’ (x11,107)) falls on the seventh, not the fifth, syllable. In the initial
version of the second line (‘pa-pa-pu /pa pa pa/ pa pa /pa pa pa pa/’ (x11, 102))
the number of ictuses is even ambiguous (it could be five or six), but the line can
be defined as a trochaic line with four main stresses, as it turns out to be:
‘TlycroTa, — AeTuTe, B 3Be34bl BpesbiBasch’ (X1, 107). This is a further indica-
tion of the role of a tonic, as well as syllabo-tonic, base in the structure of the
rhythmical gul.

Zhirmunskii characterized Maiakovskii’s free trochee as an accentual rein-
terpretation of syllabo-tonic metre, and an explanation of this apparent tonic
character has recently been put forward by Mikhail Lotman. He stresses the
distinction between factors of metre and factors of prosody, and suggests that
the ‘tonic organization of prosody is characteristic not only of Maiakovskii’s
accentual verse, but also of his syllabo-tonic verse’. He goes on to distinguish
between ‘primary’ and ‘secondary’ metre: in Maiakovskii’s free trochee and
iamb the primary metre is accentual and the secondary metre — syllabo-
tonic.2 This explanation can account for the anomalous rhythmical character of
Maiakovskii’s free trochee and iamb in which the secondary rhythm of strong
and weak ictuses is levelled, a phenomenon that runs counter to the two main
laws of Russian binary verse: the laws of regressive accentual dissimilation and
stabilization of the first ictus after the first weak position in the line.3 Here, in
the structure of the rhythmical gul, this phenomenon can be related to the fact
that the number of main stresses in the line may be defined before the position
of the ictuses they fulfil and even before the number of ictuses in the line.
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In connexion with the role of the tonic principle in Maiakovskii’s verse it is
also worth noting that his classical binary verse can be unusually fully-stressed:
the schematic rhythm of his earliest, syllabo-tonic poems (1912-13), five of
which are written in iambic tetrameter, has often been noted, and the same
feature can be found in later verse too. The stress load in these five poems of
iambic tetrameter is 85.9%, which is significantly higher than Taranovsky’s
figures both for the typical stress load of this measure in Russian verse
(78.4%-81.5%) and for the theoretical stress loads in the language and
discourse models (71.3% and 70.2%).* Omission of stress is also rare in
Maiakovskii’s dol’nik, even though it is a regular rhythmical feature of the
dol'nik metre (after the earliest period of the metre’s development). In the
four-ictus dol'nik of Liubliu, for example, lines with omitted stresses comprise
only 6.1% of the total, compared with Gasparov’s theoretical figure of 36.2%
and overall figure for verse (1900-60) of 21.3%.5 This serves to enhance the
status of the strong syllables (the tonic principle).

Among Maiakovskii’s earliest poems there are two experimental rhyme
poems (‘Utro’ and ‘Iz ulitsy v ulitsu’) in which the division into lines dissolves,
but the crucial, transitional stage in the development of his verse comes in the
four poems of the cycle ‘Ia’ (1913). In these poems Maiakovskii tries deregu-
lation of the line length (free iamb, free trochee, free dol'nik/ternary), he
varies the anacrusis in dol’nik/ternary verse, he mixes metres within the cycle,
within individual poems, and even within stanzas, and, finally, he introduces
irregular intervals in binary, ternary, and do!’nik metre. Both the deregulation
of the line length and the variation of the anacrusis are important, but it is
above all through the deregulation of the intervals between ictuses, rather than
through the omission of stress which gives binary metre its flexibility, that
Maiakovskii’s verse develops from the cycle ‘Ia’ onwards, and the tonic
principle comes into its own as the leading principle in his verse.

The generation of the opening stanza of ‘Sergeiu Eseninu’ can also be related
to the characteristic absence of fixed clausula patterns in Maiakovskii’s verse,
since the marking of slashes at the end of the first three lines (replaced by a
period at the end of the last line) implies that the original gul takes in the whole
line and that the clausula is not determined independently of the last syllable
group in the line (the rhyme itself only takes phonetic shape at a later stage
since the rhythmical gul has no value as sound). This is confirmed by the exact
correspondence between the initial and final versions of those lines which
extend beyond the last metrical stress into hyperdactylic and feminine
clausulae respectively: ‘pa pa pa pa’ — ‘BpesbiBasicy’; ‘pa pa’ — “TpesBoctp’
(xm, 102, 107).

Finally, it is interesting to compare the structure of the original gul:

Ta-pa-pa /pa pa/ pa, pa, pa, pa/pa pa/
pa-pa-pu /pa pa pa/ pa pa /pa pa pa pa/
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pa-pa-pa /pa-pa pa pa pa pa pu/
pa-pa-pa /pa pa-pa/ pa pa/pa/ pa pa.
(x1, 102)
with the graphical lay-out adopted for publication:

Bei ymian,
KaK FOBOPHTCH,
B MHP HHOH.
IMycrora. ..
Aeture,
B 3B€3bl BPE3BIBASACD.
Hwu tebe aBanca,
HU [TMBHOM.
TpesBocTs.

(vi, 100)

In the first two lines there is no graphical recognition of the penultimate
divisions marked in the original gul, so the graphical lay-out cannot be a
representation of the metrico-rhythmical deep structure of the verse. Instead it
is readily apparent that the division into steps follows the syntax, and Gasparov
has shown that this is indeed so: it is subordinate to the syntactic division of the
verse, and its role is to highlight the rhythmical significance of that syntactic
division. The tripartite division of the first two lines into two steps of one word
followed by one step of two words is the standard type for a four-stress line in
Maiakovskii’s free trochee and later verse generally. 6

The Transformation of the Rhythmical gul into Words

The transformation of the original rhythmical gul into words is a process of
finding words that fit:

HekoTopsle CAOBa POCTO OTCKAaKUBAIOT U HE BO3BPALIAIOTCSA HUKOTAQ, APyrHe
3a4€P>KUBAIOTCA, IEPEBOPAYHBAIOTCA H BHIBOPAYHUBAIOTCA IO HECKOABKY AECATKOB
pas, MOKa He YYBCTBYEILb, YTO CAOBO CTAAO HA MeCTe (3TO 4yBCTBO, pa3BHBAEMOe
BMECTE C OIBITOM, W Ha3biBae€TCA TaAaHTOM). IlepBbIM daiie BCEro BHIABASETCH
TAQBHOE CAOBO — TAQBHOE CAOBO, XapaKTEPHU3YIOLIEE CMBICA CTHXA, HAH CAOBO,
noarexxauee pudpmoske. (xiu1, 100-01)

Broadly speaking, this fit may be on the levels of rhythm, sound, and/or sense,
and the generation of each line will now be examined more closely in order to
establish how these factors interrelate in the generative process.

The eight versions of the first line, as already stated, are as follows:

I. Ta-pa-pa/papd/pa, pa, pa, pd/pa pa/ (xu1, 102)
2. Bolymau pa pa pa pa pa B MUp HHOH. (xm, 102)
3. Belymau pa pa pa B MU HHOH, U T. 4. (x11,102)
4. BBl yluAu B MHp HHOM. (xu1, 103)
5. Borymau, Cepexa, B MUP HHOM. (xm, 103)
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6. Boi ymau 6ecCrioBOPOTHO B MMP HHOMA. (xm, 103)
7. Bl ymau, EceHnH, B MUp HHOI. (x11, 103)
8. BBl yLIAH, KaK TOBOPHTCA, B MUD HHOA. (xu1,107)

The key and rhyming words are the first to appear, as Maiakovskii predicts, and
are immediately fixed in the second version. ‘Bsi yman’ and ‘uxoit’ correspond
to the first and last syllable groups respectively, with a light stress on ‘Bsr’ not
indicated in the original gu/ (unless in the initial ‘ra’). But, although the stress
on ‘e mup’ corresponds in position to the penultimate stress of the initial
version, it would seem that the two central groups have in fact changed places
with the longer group now preceding the shorter one. Even so the monosyllabic
‘8 mup’ still does not match the disyllabic second group exactly, but it does
match the penultimate, monosyllabic group from the initial version of the last
line (‘/pa/ pa pa’ (x11, 102)). Bearing in mind that in Maiakovskii’s work on the
stanza this second version of the first line would have followed on from the
initial version of the last line, such a translation or influence seems very likely.
The other central syllable group, originally the third but now the second,
causes problems: ‘Yro xe sT0 3a “pa pa pa” npokasras’ (xm, 103). The
possibility of doing without this ‘pa pa pa’ is rejected in the hypothetical fourth
version, and in all the other versions of the line, as has already been pointed
out, the number of stresses and words or word groups remains constant while
the number of syllables and of ictuses does not. It seems of no great concern to
Maiakovskii whether this second group consists of three or five syllables, and in
the fifth, sixth, and seventh versions he tries three different words, ‘Cepesxa’,
‘6ecnnoBopotHo’, and ‘Ecenun’. He rejects the first as too familiar, the second as
semantically weak, and the third as too serious; finally he adopts ‘kax
rosopurcs’, justifying his choice on the grounds of meaning and tone:

“Kak roBoputcsa”, He 6yAy4H NpsAMOi HACMEIKO, TOHKO CHUMAET NMaTeTHKY CTHXa U
OAHOBPEMEHHO YCTPaHAET BCAYECKHE 110A03pEHH 10 MOBOAY BEPHI aBTOpa BO BCE
3arpo6Hble axuHewu. (Xi1, 103-04)

At the same time, however, ‘kak rosopuTcs’ is also closer to the structure of the
original gu/ than all the preceding versions: like ‘6eciosoporHo’, but unlike
‘Cepexa’ and ‘Ecenun’, it returns the line to its original length, while, unlike
‘6ecrnoBOpoTHO’, it also realizes the commas of the initial version in a break or
hesitation in the line’s flow.

The five versions of the third line, the other odd line and the next line to be
completed, are as follows:

1. pa-pa-pa/pa-pa pa pa pa papu/ (xu, 102)
2. HuaBanca BaM, Hu 626b1, HY TUBHOM. (xu, 102)
3. HuaBaHca BaM, HY TUBHOM. (xu, 104)
4. Hert Te6e Hu aBaHCa, HYM TMBHOI. (x11, 104)
5. Hurtebe aBanca, Hu MUBHOM — (x1u1, 107)
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This line is the only one to move straight from fully symbolic to fully verbal
form. Given that the final ‘pu’is stressed, the line as it originally stands is not in
fact consistent with trochaic metre because ‘pu’ is the tenth syllable; it seems
likely that Maiakovskii lost count in the long second syllable group. He returns
to this line after completing the key first line which determines the shape of the
stanza as a whole. According to Maiakovskii the high tone of the opening calls
for a contrasting, more conversational tone in the second half of the stanza, so,
given his conviction that short lines are light and jolly (xm, 104), he sets about
cutting down the length of the last two lines. He rejects ‘uu 6a6s1’ as ‘tactless’
(xm, 104), but in so doing he also returns the line to its original bipartite
structure, though as yet without the distinctive asymmetry of the initial version.
The deletion of ‘uu 6a6sr’ makes the line both rhythmically and semantically
false:

HeaocTaeT Kakoro-To CAOKKa. 9Ta CTPOKa, BHIGHBILMCh H3 PUTMA, CTaAa GpaAbIINBOM
U C ApPYroil CTOPOHBI — CO CMbICAOBOI. OHa HEJOCTaTOYHO KOHTPACTHA M 3aTeM
B3BaAMBAET BCE “aBaHChl M MUBHbIE” Ha 0AHOro EceHuHa, B TO BpeMs Kak OHH
OAHHAKOBO OTHOCATCA KO BceM HaM. (X1, 104)

In order to heighten the contrast and generalize the reference, Maiakovskii
takes a popular model: ‘Her Te6e Hu gHa, Hu nokpbiky’ (X1, 104); this model,
when fitted to the metrical base and put in its most conversational form, gives a
final version which again is closer to the structure of the original gul than all the
intermediate ones. The line now has the distinctive asymmetric structure of the
initial version, though in reverse order, with two main stresses on ‘aBaunca’ and
‘nuBHO’ and a light but subordinate stress on ‘re6e’. The trisyllabic ‘uu nusnoR’
corresponds exactly to the first syllable group (‘pa-pa-pa’), while the final
position of the stress corresponds to the original ‘pu’. The first half of the line
also corresponds very closely to the longer syllable group: it is just one syllable
shorter to fit the metre, and, as has already been pointed out, the original gul/
may even carry some indication of the light stress on ‘re6e’ in the hyphenation
of the opening syllables. So in its final version the line is only two syllables, or
one foot, shorter than the first line, a disparity that hardly constitutes a striking
contrast between the two. The contrast lies instead in the length measured in
stresses or the lightness of rhythmical form: the first line has four heavy stresses
with one light stress in addition, while this line has only two heavy stresses with
one light stress in addition; just such a contrast, however, is already evident in
the initial version of the stanza before any words have appeared.

The four versions of the last line, which is completed after the third, are as
follows:

1. pa-pa-pa/pa pa-pa/ pa pa/pal papa. (xmu, 102)
2. Papapa/pa pa pa pa/ Tpe3BocTb. (xm, 102)
3. papapapapapapapa Tpe3BOCTb. (x11, 104)
4. Tpessocrs. (xm, 107)
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The shortening of the third line is given as the precedent for discarding all the
redundant syllables before ‘rpessocty’, yet this final form is already suggested
in the structure of the original gul: both by the ‘pu’ at the end of the third line,
which requires a break or fall following, and, within the fourth line itself, by the
arrangement into syllable groups. This arrangement marks out the end of the
line and especially the penultimate division, which produces the only mono-
syllabic unit in the initial version of the stanza; it is the ninth syllable and will be
stressed, but if the initial version of the second line is correct and so does not
end in a masculine clausula it is almost certain that the last line ends in a
feminine clausula (a heterosyllabic rhyme combining masculine and feminine
clausulae, though not impossible, is most unlikely). If so, however, the metre
would be broken because both the ninth and tenth syllables would be stressed.
This means that the last two syllables are already set apart from the rest of the
line which, given the probable translation of the penultimate, monosyllabic
“unit into the second version of the first line, already appears redundant.
‘TpesBocts’, a feminine clausula and the third rhyming word to be fixed straight
away, duly appears in the second version, but it is still preceded by seven
syllables divided into two groups by slashes. This, the only use of the slash
outside the initial version, is itself an indication that these syllables now only
have symbolic value; moreover, with the stress falling on the first syllable of
‘rpesBocTs’, the number of syllables preceding (seven) is inconsistent with the
metre. Such carelessness suggests that Maiakovskii has ceased to discern any
clear structure in this part of the line, so the ultimate discarding of all the
redundant syllables has, in effect, already been accomplished without the
precedent of the third line. The carelessness becomes almost wanton in the
next version when ‘rpessocts’ is preceded by eight syllables with stresses
marked, incorrectly, on the third, sixth, and eighth syllables. The perversity of
this last stress on the syllable immediately preceding ‘rpessocrs’ serves as a
final confirmation of the extra syllables’ redundancy. Such a contiguity of
stressed syllables would normally only occur within a line when there is a
hypermetrical stress, but it can also occur between lines when one line ends in a
masculine clausula and the next opens with a stressed syllable, as is the case in
the final version of the stanza.
The five versions of the second line, the last line to be completed, are as
follows:

1. pa-pa-pu/papa pa/ papa/pa pa papa/ (xu, 102)
2. Mosker 65ITh, A€THTE Pa pa pa pa pa pa. (xm, 102)
3. MOXeT GbITh, A€THTE pa-pa-pa-pa. (xu1, 105)
4. Moxer 6bITb, A€THTE . . . 3HAIO Ballly PE3BOCTD! (xu, 106)
5. Ilycrora,— Aerute, B 3B€34bI BPE3bIBAACh . . . (x11,107)

The first words to appear in the second line are ‘Moxer 61T’ and ‘Aerute’,
corresponding to the first two syllable groups ‘pa-pa-pu’ and ‘pa pa pa’.
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Although ‘Mosxer 6piTh’, as a tightly knit word group, may realize the force of
the hyphens, it does not realize the force of the far more distinctive and
powerful ‘pu’ because it is not followed by an appreciable break and the stress
probably falls on the first, not the third, syllable. Maiakovskii then leaves this
line, with its second half untouched, until the whole of the rest of the stanza has
been fixed; when he does return to it he defines the work to be done as a matter
of finding a rhyme: ‘ocraercs ToAbKO 04Ha CTPOKa, HE 3aTIOAHEHHasA puPpMoi’
(xm1, 105). This definition of his task is reflected in the third version which,
through the use of hyphens, seems to reduce the second half of the line to just
one word. The stress is marked to match the feminine clausula of the fourth
line, but the line is thereby reduced from twelve syllables to ten and probably
also from four stresses/syllable groups to three. The further work on this line is
explained almost exclusively in terms of considerations of sound. The fourth
version returns the line to its original length in syllables, but the rhyming word
‘pesBocts’ is rejected as too obvious. So, moving from sound to sense,
Maiakovskii looks for a more striking rhyme:

B3aB camble xapaKTepHBlE 3BYKH PpHPMYeMOro cAoBa “pe3B”, MOBTOPSAIO

LIS

MHOKECTBO pa3 Mpo cebs, MPHCAYIIHBAACh KO BCEM accoLuanuaM: “pes”, “pess”,

“peseps”, “Bae3”, “Bpe3”, “Bpe3B”, “BpesbiBasch”’. CyacTAMBasA pudma HaiijeHa.
T'raroa — aa eme TopxectBennsiit. (x11, 106-07)

Having established this rhyming word which, hyperdactylic clausula notwith-
standing, corresponds exactly to the final syllable group of the initial version,
Maiakovskii then moves on to support it over the line as a whole:

Ho Bot 6e4a, B cAOBe “Tpe3BOCTh”, XOTA M HE TaK XapaKTEPHO, KaK “pe3B”, HO Bce

e AcHO 3By4aT “1”, “cTb”. UTOo € HMMHU cAeraTh? Hago BBeCTH aHaAOrHYHBIE GYKBBI M
B MIPEABIAYIYIO CTPOKY.
ITosToMy cAOBO “MOXKET 6GbITH” 3aMEHAETCA CAOBOM “IYCTOTA”, H30GHUAYIOLIUM H

€69 %,

T”, 1 “cT”’, @ AAA CMATYEHHA “T” OCTaBAAETCA “AeTHTe”, 3BydYalllee OTYACTH Kak
“rerbutne”. (11, 107)

A more important (but unacknowledged and therefore perhaps subconscious)
influence in the exchange of ‘ITycrora’ for ‘Moxer 61T’ could well be the
structure of the rhythmical gul, because the force of the original ‘pu’, which has
lain dormant in the intermediate versions, is at last realized. The first stress now
falls on the third syllable and there is a clear break in the line’s flow before
‘aerure’. The introduction of ‘s 3Be3anr’, on the other hand, is not commented
upon, although it is an obvious example of support for the rhyme beyond the
rhyming word itself. But the influence of the original gul is again evident too,
for the correspondence between the syllable groups of the initial version and
the words of the final version is now both complete and exact. The correspon-
dence is all the more remarkable in view of the fact that work on this line is
suspended after the second version and only taken up again when the other
three lines have been finished (if there is felt to be some stage management in
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this correspondence, then it still shows that this is precisely what Maiakovskii
wished to demonstrate as characteristic of his creative process).

The process of finding words that fit, therefore, is not one of moving away
from the structure of the original rhythmical gul as considerations of sound and
sense take over, but one of returning to it; the final version of the stanza is
closer to the initial version than all the intermediate ones. Maiakovskii may
explain the transformation into words as dictated largely by considerations of
sound and sense, but these factors never take over to direct the words away
from the structure of the original gu/; its influence may work in part on a
subconscious level.” The word in Maiakovskii’s verse is first and foremost
metrico-rhythmical; it is first defined on the metrical level and receives
articulation as sound and sense through this, its primary form. The rhythmical
gul thus serves as the vocal and semantic chords of Maiakovskii’s verse, or, in
his own early definition of its ideal role: ‘pur™m, Bockpemalommii croBa’
(1,301).8

A Framework for the Semantic Interpretation of Verse Form

As the generative base of Maiakovskii’s verse the rhythmical gul is already
significant as a model of existence:

OTKyAa NPUXOAUT STOT OCHOBHOH I'yA-PHTM — HEHU3BECTHO. JIASl MEHS STO BCAKOE
MOBTOpPEHME BO MHE 3BYKa, LIyMa, IOKAYMBAHMA MAH AK€ BOOOLIE MOBTOpEHHE
Ka)KAOTO ABAEHHsA, KOTOPOE 5 BBIAEASIO 3BYKOM. PHUTM MOXET NPHHECTH H LIyM
MOBTOPAIOLIETOCA MOPSA, W NPHCAYTa, KOTOpas €XEyTPEHHE XAONAET ABEPBIO H,
MOBTOPAACH, NAETETCA, WIAENas B MOEM CO3HAaHHMH, W Aa)K€ BpPALEHHE 3EMAH,
KOTOPOE y MEHs, KaK B Mara3uHe HarAAZHbIX OCOOUH, KAPHKATypHO YepPeAYETCA U
CBA3BIBAETCA 0643aTEABHO C IOCBUCTHIBAHHEM Pa3AyBaeMoOro BETPa.

CrapaHue OpraHM30BaTh ABH)KEHHE, OPraHH30BaTh 3BYKH BOKPYT ce6s, HaX0As
HXHMH XapaKkTep, MXHHE OCOGEHHOCTH, 9TO OAHAa M3 TAABHBIX IIOCTOSHHBIX
MOSTHYECKUX PabOT — PUTMHYECKHE 3aTOTOBKH. S HE 3HAIO, CYIIECTBYET AH PHTM
BHE MEHs HAHM TOABKO BO MHE, CKOpeil Bcero — Bo MHe. (X1, 101)

The examples cited in the first paragraph imply that the scope of the model is
both extensive and general; they may all be identified, though with varying
degrees of certainty, in the works to be studied.

In its most general aspect the model can be related to the nature of verse
itself. Verse form arises out of the imposition of certain specific constraints on
language. The verse text is divided into relatively short segments, or lines. This
division s set, and need not coincide with the syntactic division of the text; itis a
division over and above that which the text receives as a text of the language.®
The lines themselves are organized prosodically according to a system of
versification. Verse is rhythmically organized as such, but the natural language
is not, although it does have prosodic properties. In Russian these properties
include the qualitative distinction of stressed and unstressed syllables, their
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relative overall frequency, certain tendencies in their arrangement, and so on.
In this respect the imposition of verse form on language is the imposition of an
extra level of order on the properties of the language. Verse form, therefore,
involves a dialectic, an interplay between different degrees and kinds of order.
In this way verse form can correspond to a dialectic model of existence, as is the
case in the texts to be studied.?

InMaiakovskii’s verse the primary constraint of verse form—the divisioninto
metrical lines — is almost invariably marked by rhyme; rhyme is the most
constant feature of his verse (Shtokmar even defined Maiakovskii’s verse system
as ‘rhyming’).11 Unrhymed lines are therefore particularly anomalous and may
signify the breakdown of verse form itself (into ‘prose’), as Maiakovskii himself
indicates in ‘Kak delat’ stikhi’: ‘Ge3 pu¢mbl (MoOHUMas puPMy IIHPOKO) CTHX
paccenaercs’ (11, 105). This key role of rhyme is reinforced by the maintenance
of a standard stanza form or ‘brick’ (x11, 107), the abab quatrain, throughout
nearly all of his work. In his later verse, in Pro eto, for example, the couplet
comes to play a more important, though still minor, role, but other stanza forms
stand out as unusual and may have a special, local function.

After his earliest, syllabo-tonic period Maiakovskii moves into an accentual
verse in which the division into metrical lines is not generally consolidated into
a system of fixed measures, although his first major work, the Tragedy, is still
transitional in this respect.2 In the fluid structure of this verse the organization
according to line length is manifested instead in the leading role of four-stress
lines and the major, but subsidiary, role of three-stress lines (56.5% and 35.2%
respectively in Oblako v shtanakh and 63.6% and 24.1% respectively in
Fleita-pozvonochnik).13 Against this background both shorter and longer lines
are perceived as deviations from the norm, and so may acquire a compositional
or other significance accordingly. The significance of short (one-stress and
two-stress) lines is compounded, in metrical context, by the fact that they may
involve a more radical breakdown of form than simply deviation from the
norm. One-stress lines have no internal structure and so, inasmuch as the
constraint of rhythmical organization primarily governs the stem, they effect-
ively break this constraint; two-stress lines, on the other hand, have a more
uncertain status in that they do have a minimal internal structure but yet cannot
by themselves develop a rhythmical inertia in the stem, since this requires two
or more commensurable intervals. The significance of long lines may also be
compounded in a different, but complementary, way. In theory no precise limit
can be set on the length of the line; but in practice, beyond a certain length,
which for classical Russian verse Tomashevskii put at five to six feet,!4 the
structure of the verse becomes less and less clearly defined. In the hexameter
and other long measures a caesura, which divides the line into two and so
facilitates perception of its structure, is normal or obligatory, but in Maiakov-
skii’s accentual verse, in the absence of such compensatory factors as a division



21

into half-lines, a fixed line length, or a regular rhythm, rhythmical organization
may almost dissolve in long lines. Finally, the organization of this verse
according to line length (measure) also covers the arrangement of lines in the
stanza. In the standard quatrain four-stress (and five-stress) lines normally
occupy first and third positions, while three-stress (and shorter) lines occupy
fourth and second positions (compare the order of work (1, 3, 4, 2) on the
opening stanza of ‘Sergeiu Eseninu’); a different arrangement, such as a 4434
or 3444 stress scheme or even the promotion of a short line to the head of the
stanza, is perceived as more or less anomalous.

In the middle of Maiakovskii’s career the fluid structure of his early accentual
verse gradually consolidates and his verse returns to a system of generally
discrete and fixed measures, among which four-ictus verse plays the leading
role (a consolidation of the role of four-stress lines). This return to a system of
discrete measures brings the associative semantic function far more into play.
Maiakovskii himself defines some associations of measures in ‘Kak delat’
stikhi’, both specific: ‘4-cronusiii ampubpaxuii, npuAyMaHHbIA AAS LIONOTKA’
(x11, 84); and more general: ‘S npocro y6exaen Ars ce6s1, YTO AAS T€POUYECKHX
HAH BEAHYECTBEHHBIX NEpeaady Haj0 GpaTb AANHUHHBIE paBMCpbl ¢ GOABIIMM
KOAHYECTBOM CAOTOB, a AN BeceAblx — KopoTkue’ (X1, 102). Since the particu-
‘lar associations relevant to a given text are identified by the words, Maiakov-
skii’s account of the stage at which the measure defines itself applies equally to
the stage at which the associations of the measure define themselves: ‘Pazmep
TOAYYA€TCA Y MEHSA INOKPLITHEM 3TOTO PUTMHYECKOIO r'yAa CAOBaMH, CAOBaMH,
BBIABHUTAaEMBIMH LIEAEBOI ycTaHOBKO# (X1I, 102).

Finally, one of the physical conditions cited by Maiakovskii as necessary for
the creation of verse can be related to a possible iconic significance of line
length organization as a model of the organization of space: ‘Ilepo, kapaxaauu,
nmumymas MaUIHHKA, . .. XKHANIAOIIAAb ONPEJEAC€HHOIO KOAHYECTBA IIArOB,
KOTOpbIE HY)KHO ZeAaTb AAas paborsl’ (XII, 87). A free measure could corres-
pond to the removal of barriers in space, and a fixed measure to its more rigid
organization with extended or contracted boundaries (long lines or short lines).
This iconic significance of measure is explored most fully in Chelovek, while
another possibility, the iconic association of measure with size, number, or
degree, though found in the works to be studied, is explored most fully in
150000000 (as befits the title) where long lines and large numbers go together.

In Maiakovskii’s accentual verse the basic unit is the stressed word or group
of words united under one stress, and syllabo-tonic metre proper is absent. 5 In
these circumstances the norms of the language, subject to modification or
stylization according to the conventions of verse, may serve as a model of
rhythmical regularity.1¢ In Russian the overall ratio of stresses to syllables is
around 1:2.7 or 1:2.8, although it varies according to the discourse model
chosen.1” This theoretical or ‘natural’ inertia of Russian has no exact artificial
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equivalent, but it is nevertheless close to ternary metre, while dol'nik metre
may approximate it more broadly.® According to the conventions of Russian
verse ternary metre is perceived as more regular than dol’'nik metre (and
historically the dol’nik arose on a ternary base), so the model of rhythmical
regularity in Maiakovskii’s accentual verse is a ternary inertia.

The significance of any rhythmical tendency can then be determined, still
subject to modification or stylization according to the conventions of verse, by
the way in which it organizes the language, or, in Maiakovskii’s actual creative
practice, by the way in which it makes the language ‘walk’ (further metaphorical
usage of this kind derives from this creative practice): ‘I xoxy, . . . To ykopauu-
Balo wiar, 4106 HE MelaTh MbIYaHHIO, TO ITIOMBIYHBAIO 6bICTp€C B TAaKT Iaram’
(xm, 100). A ternary rhythmical tendency of two syllables between stresses, as
the ideal walking pace of the language, expresses order and inertia, while a
binary rhythmical tendency of one syllable between stresses, as a contraction of
the language’s rhythmical stride, expresses constraint.!® A dol'nik rhythm of
one or two syllables between stresses can approach binary rhythm, but more
normally it approaches ternary rhythm and serves as a broader model of
regularity and so also, though more loosely, expresses order and inertia.
Contrasting or opposing values are expressed by the looser rhythms, taktovik
(one to three syllables between stresses) and accentual (zero to four or more
syllables between stresses). In a process which accompanies the similar consoli-
dation into discrete measures, metres return or redefine themselves, as it were,
in Maiakovskii’s verse through the consolidation of certain rhythmical ten-
dencies into fixed, or ideal, rhythmical types.2° A metre’s significance, which is
to be distinguished from meaning conveyed through associations, is then
determined in exactly the same way as that of the rhythmical tendency out of
whichitevolves, while rhythmical variations articulate meaning through the way
in which they realize the metre. Thus, as on the level of measure, the semantic
structure of the metrico-rhythmical level corresponds precisely to its formal
structure.

The examples Maiakovskii gives of the rhythmical gul as a model of existence
(the servant, the earth’s rotation, and so on) all have a kinetic aspect which is
then highlighted, together with the organization of sound, as the basis of a
rhythmical perception of existence: ‘CrapaHue opraHu3oBaTh ABHIKEHHE,
OpraHHU30BaTb 3BYKH BOKPYT CCGH, ... O04Ha U3 TAQBHbIX ITOSTHYECKHX pa60T —_
putmudeckue 3sarotoBku’ (X1, 101). These two features, rhythm as the
organization of movement (and time)2! and rhythm as the organization (or
articulation) of sound, are central to the meaning of Maiakovskii’s verse.

The interaction of language norms and verse conventionsis also evident in the
anacrusis and clausula. In the accentual verse of Oblako v shtanakh and Fleita-
pozvonochnik zero, monosyllabic, and disyllabic anacruses stand in a ratio of
38:47:13 compared with a theoretical ratio (according to Gasparov) of 29:43:23.
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Commenting on this greater relative frequency of zero anacruses, Gasparov
suggests that Maiakovskii tries to reach the first stress as soon as possible in order
to set the rhythm in motion.22 Compositional variations in the anacrusis tend to
follow the rthythm, which is as one would expect since anacrusis and rhythmical
form are closely related. In Maiakovskii’s dol’'nik the anacrusis may still vary,
but more commonly there is a dominant tendency (usually monosyllabic,
amphibrachic) or the anacrusis is even fixed (as in classical verse) and so it
participatesin defining the measure and associations. Where there isa dominant
monosyllabic anacrusis, asin Liubliu and Pro eto, the thythmical quickening of a
zero anacrusis may have a compositional role signalling a climax.

In the accentual verse of Oblako v shtanakh and Fleita-pozvonochnik mascu-
line, feminine, and dactylic clausulae stand in aratio of 27 : 44 : 27 compared with
a theoretical ratio (according to Gasparov) of 34:44:17, a compensatory
preference for longer clausulae which, Gasparov suggests, gives Maiakovskii
more rhyming space; even hyperdactylic clausulae are not altogether rare.
Maiakovskii develops heterosyllabic rhyme, to the extent that about 15% of
rhymes in his accentual verse and dol'nik may be of this type; generally he
combines feminine and dactylic clausulae, while heterosyllabic rhyme combin-
ing masculine and feminine clausulae is rare, and therefore more marked. He
also develops rhyme with a (heavy) hypermetrical stress in the clausula,
although this type can have a rather specialized function in association with
iambic metre; heterotonic rhyme, however, is very rare. In Maiakovskii’s later
verse, especially in the context of fixed measures, the clausula (like the anacru-
sis) comes more under the sway of the conventions of Russian verse and
masculine clausulae reassert themselves at the expense of dactylic ones. 23 Fixed
clausula patterns are still not the rule, but through the traditional link of rhyme
scheme and metrico-stanzaic types the clausula may become involved in the
articulation of meaning through associations; the clausula may also assist in the
demarcation or correlation of measures. In the architectonics of the texts,
however, the clausula and clausula pattern generally play a relatively neutral
role, but they may complement trends in other elements or, more interestingly,
even contrast with those trends; otherwise, in accordance with the marginal
metrical role of clausula, the compositional (as opposed to structural) signifi-
cance of rhyme in its metrical aspect is largely determined in local context. The
phonological aspect of rhyme, which is of course very prominent in Maiakov-
skii’s verse, does not fall within the scope of this study, nor, more generally, does
the sound texture of the verse.

The Role of the Rhythmical gul in Relation to the Basic Semiotic
Premise of Futurism

The basic semiotic premise upon which Futurism is founded has been defined
by Smirnov as follows:
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@OyTypu3M COOOIIMA CMBICAY CBOMCTBO BEIUH, MAaTE€PHAAH30BAA CEMAHTHKY
X)’AO)KCCTBCHHOFO 3HaKa, ypaBHﬂJ\ PIACO}\OI‘H‘-ICCK)’IO CpCAy C SMHHPH‘{CCKOﬁ. HO
STHUM npmeaM HCPCACJ\K& BCII.(CFI ANA MaﬂKOBCKOl‘O €CTb HHYTO HHO€, KaK CME€Ha
HMEH, OGHOBAAIOLIaA OOBEKTHI, C KOTOPHIMH CPOCAHCH € JUHHIIBI BBIPAKEHHS . . . .
XyA0:xKeCTBEHHBIH CMBICA, 5TO HE TO, 4YTO AapPTHKYAHpYeTCA, a TO, KakK
ApPTHKYAHPYETCA, CaM 3BYKOBOM, rpapHYECKHi, HAH MMMHKO-KECTHKYAALIMOHHbIH
aKT. BHCILIH}IH, MaTCpHa}\bHaﬂ CTOPOHa 3HAKa OTOXAECCTBAAECTCA C €0 HACAAbHBIM
aCIeKToM. 24

This basic premise is capable of explaining many elements of the poetic systems
of Futurism in general and its individual poets, Maiakovskii included, in
particular. It can be related to the oft-noted Futurist orientation towards the
iconic arts of painting and cinema, the conception of art as the continuation of
life and vice versa, the organization of space and time and cause and effect, the
typical reordering of syntactic, morphological, or phonetic units (inversion,
metathesis, anagrams), and so on; it can even be related to the Futurists’
generic concept of man.2’

Smirnov and others have identified and illustrated many or all of these
features in Maiakovskii’s work, but the basic premise from which they derive
has never been properly shown to apply in his verse. On the contrary, ever
since Matiushin’s complaint (referring to the Tragedy) that Maiakovskii ‘aurzge
HE OTPBIBAET CAOBO OT CMBICAA, HE MOAB3YETCA CAMOLICHHBbIM 3BYKOM CAoBa’,26
there has been a general tendency to oppose his poetic practice to that of the
so-called zaumniki, Khlebnikov and Kruchenykh, if not to dissociate him from
Futurism altogether; the Futurist principle of the ‘slovo kak takovoe’ (the
‘word as such’) or the ‘samovitoe slovo’ (the ‘self-sufficient word’) is generally
considered to apply only marginally, if at all, in his verse. Pomorska, for
example, while recognizing that Maiakovskii ‘utilised Futurist technique’,
places him ‘at the opposite pole from the “transrational” poets’ and empha-
sizes that ‘he implements the program of “the word at liberty”” mostly in the
structure of rhyme’, citing in particular the early experimental rhyme poems
‘Utro’ and ‘Iz ulitsy v ulitsu’.2” Smirnov, while showing that the basic premise
of Futurism can lead to an overcoming, reordering, or dissolution of language’s
structure, suggests that in Maiakovskii’s verse only superficial syntactic struc-
tures are dissolved, a feature which Vinokur characterized as ‘cBoeo6pasnoe
ABAC€HHE NPEOAOACHHA CHHTAKCHCa H BbICBOGO)KACHPIH CEMAHTHKH H3 CBA3H
¢opmarbubix orHoweHuit’.28 This weakening of syntax, however, can be
related to the pre-eminence of the rhythmical gul, because in their primary
form words are already both demarcated and metrically linked; in effect, the
metrical level may partially supplant the role of syntax.2° Even Jakobson, while
he asserts Maiakovskii’s technical achievement in the rhythmical liberation of
the word, still opposes this to Khlebnikov’s achievements in the field of
semantics and word formation:
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MasKoBCKHMii, MOAMHCABINMIA B 1912 I'. IPOLIYMEBLIYIO A€KAAPaLHIo OCBOG0KACHUA
MOSTHYECKOTO CAOBA, He OCBOGOKAAET CAOBAa OT TPAAMLHOHHOH CEMAHTHKH M
TPaAULIMOHHOMN POopMBI CAOBOOOpa3oBaHHsA M0406H0 XAeOHHKOBY, HO OH OCBOGOX-
Aaet ero ot IIpokpycroBa AOXKa PHUTMHYECKOH HHEPLIMHM CHAAA60-TOHMYECKOTO
cruxa.30

But, as both stated and demonstrated in ‘Kak delat’ stikhi’, the form of
Maiakovskii’s verse has more than this merely technical significance. The
rhythmical gul is the generative base of his verse; the word is first defined on the
metrical level and receives articulation as sound and sense through this, its
primary, material form. The ‘word as such’ or the ‘self-sufficient word’ is
relevant to Maiakovskii as well as to Khlebnikov or Kruchenykh, only it takes
metrical, not morphological or phonological, form.3! In Maiakovskii’s verse
the basic semiotic premise of Futurism finds its application in the role of the
rhythmical gul.



CHAPTER 11

VLADIMIR MAIAKOVSKII. TRAGEDIIA

The composite title of Maiakovskii’s first major work Viadimir Maiakovskii.
Tragediia (1913) indicates both the central subject and the dominant mode of
his lyric poetry, and, in Pasternak’s well-known interpretation, it also implies a
shift in the relationship of the poet to his work:

3araaBHe CKpbIBAAO TEHHAABHO NMPOCTOE OTKPBLITHE, YTO MOST — HE aBTOP, HO —
npeaMeT AMPHMKH, OT IePBOro Auna obpamaomuiics Kk Mupy. 3araaBue 6BIAO He
HMEHEM COYHHHTEAS, a paMHAHEl cogepxkaHua.!

In the original production Maiakovskii also directed the play and acted the part
of V.Maiakovskii. He uses the dramatic form to explore his subject poly-
phonically in a way that Livshits related to Evreinov’s theory of monodrama:

uCHTpOM APaMaTHY€CKOTO ClIEKTAKAA 6bIJ\, KOHE€YHO, aBTOP IbECHI, npeBpa'mBumﬁ
CBOIO POAB B MOHOZDPAMY. . . . OcraAbHbIe TNMEPCOHAXH . . . 6bIAM BIIOAHE KapPTOHHBI:
HE IIOTOMY, 4YTO YKPBIBAAHCh 34 KAPTOHAXHBIMH aKCe€CCyapaMHM H Ka3aAHCb
Cym€CTBaMH ABYX HBMCPCHHﬁ, a [MOTOMY, 4YTO, 10 3AMbICAY aBTOPaA, ABAAAHUCH TOABKO
0OA€eYEHHBIMH B 3PHTEAbBHBIE 06pa31>1 HUHTOHAILIUAMH €ro co6CTBEHHOTO roaoca.?

The voices of the Poet and the other characters, and their relationship to each
other, are represented in the polymetric composition of the play.

Metrical Composition

In his autobiography ‘Ia sam’ (1922, 1928) Maiakovskii writes under the
heading ‘Nachalo 14-go goda’: ‘UysctByio mactepctBo’ (1, 22); but the Tragedy,
written in 1913, shows him still experimenting and exploring. This experimen-
tal and exploratory character of the play is one of its strengths, but at the same
time, with the poet not yet the complete master of his form, it can also lead to
difficulties and uncertainties of interpretation, so that not all lines or stanzas
can be classified unambiguously; these doubtful cases, however, do not affect
the basic metrical outline of the play.

The Tragedy has a complex and variegated polymetric composition involving
ten different metrical forms or measures; as such, it belongs to the third of the
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three main metrical traditions in Russian verse drama — iambic pentameter,
free iambic, and polymetric.3 The cast of metrical and rhythmical voices arising
out of this polymetric composition fits Khlebnikov’s notion of a ‘theatre of
measures’ in which ‘pasmepel cyTp AeficTBylomue AMLa, Ka)KA0€ C Pa3HBIMH
3ajaHUAMM BBICTyNas Ha moamoctkax caosa’ (although Khlebnikov’s imme-
diate reference here is in fact to the rhythmical variations of a single measure).*
Two of the ten metrical voices (or maybe even four) are peculiar to a single
character, while the others are found in the speech of two or more. The Poet,
who in the original production wore a variety of costumes, and the Ordinary
Young Man, who wore normal clothes, each have several metrical voices,
while the other characters, who carried shields or props designating their
distinctive features, have set metrical or rhythmical voices in accordance with
their cardboard status and the manner of acting:

O kakoii 661 TO HH GBLAO KECTHKYASALIUH Hedero 6bIA0 ¥ AyMaTh. Best urpa cBoanaace
K YHTKE POAEH H K NEPEJBHKEHHIO IO NMPAMbIM HAallPaBAECHHUsAM: BIEpeJ, Ha3a/,
BIIPaBO, BAEBO, H BCE 9TO AMLIOM K 3pUTEAI0.S

Apparent attempts by these other characters to speak out of character, as it
were, are brief and unsuccessful.

The account of the metrical composition of the four parts (Prologue, Acts I
and II, and Epilogue) and of the play as a whole will be followed by an account
of each measure (in order of appearance) not only overall but also, where
appropriate, in terms of the individual rhythmical voices of different characters
(also in order of appearance); in one case, however, the minor characters are
all classified together. The clausula patterns are not generally related to the
characters, and, as in subsequent chapters, they are not always described in
full. The basic unit for the purposes of classification both here and subsequently
is the metrical line marked by rhyme, although unrhymed lines may be
included where the form of the verse dictates it. The normal compositional unit
is the stanza but occasionally the measure may alternate within a stanza, a kind
of extreme micro-polymetricity developed by Khlebnikov but generally
avoided by Maiakovskii;® its use here makes for some of the difficulties and
uncertainties of interpretation.

One area of difficulty lies with lines in a hexametral context which cannot
properly be classified as hexametral. There are ten such lines in the play, one in
the Prologue, five in Act I, and four in Act II; the context suggests that those in
the Prologue and Act I may be classified under four-ictus accentual verse and
those in Act II under free accentual verse (respectively the leading forms in the
two halves of the play), but they will be treated as doubtful cases. There are
also two lines in a non-hexametral context in the Epilogue which could be
related to the hexametral form; they too have been treated as a doubtful case,
as has a single, incorrect line of three-ictus anapaestic do!’nik. The other main
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difficulty of metrical classification concerns a six-line stanza and three couplets
(half-quatrains) which seem to combine four-ictus and three-ictus verse; there
are three alternating four-ictus and three-ictus measures in the play, but in
these cases the metrical classification is still uncertain. There can be a problem
in distinguishing between a rhythmical echo and the metrical form itself, but for
the sake of consistency all the examples listed here have been treated as
doubtful cases. Another problem of interpretation arises out of a rhythmical
deformation of metrical structure in some of the measures; this can lead to
verse that in other circumstances could at best only be described as a transi-
tional metrical form, but here the point lies precisely in the deformation of
metrical structure and so the verse is classified and described according to the
basic measure. Finally, the four-ictus accentual verse might also be interpreted
as a transitional metrical form (accentual verse with a four-ictus metrical
tendency), but it has been treated, perhaps without sufficient justification, as
the measure proper. In the summary account of the play’s metrical composition
the doubtful cases are listed as such; in the ensuing account of each individual
measure they are covered as and when is appropriate, and are then considered
in detail in the commentary.

Maiakovskii’s standard stanza form, the abab quatrain, is maintained with
hardly a break throughout the play, accounting for 264 of the 283 lines. The
only other forms used are a six-line stanza (abcabc), a five-line stanza (ababb),
two three-line stanzas (aax), and a couplet (aa); as in subsequent chapters, the
significance of these minor forms will be considered in the commentary. The
great majority of stanzas are metrically homogeneous, but eight quatrains
(twelve if the doubtful cases are included), the couplet, and the two three-line
stanzas are heterogeneous. The two unrhymed lines in the three-line stanzas
are hexametral and have naturally been included in the classification as
metrical lines, but there is also a single unrhymed segment which stands outside
the stanza fabric of the verse and so has been classified as ‘prose’. A full
rhythmical description and a breakdown of the metrical segments are given in
Appendix I.

The ten metrical forms or measures employed in the play are hexametral
verse, four-ictus accentual verse, free accentual verse, iambic tetrameter with
feminine or dactylic caesura, alternating four-ictus and three-ictus amphi-
brachic dol'nik, four-ictus dol'nik with an amphibrachic tendency in the
anacrusis, free trochee, three-ictus anapaestic dol'nik, alternating four-ictus
and three-ictus accentual verse, and alternating four-ictus and three-ictus
dactylic dol'nik. The distribution of the play’s 283 lines among these ten
measures (with doubtful cases) in the Prologue, Acts I and II, and Epilogue
and also overall is given, in percentages of the relevant total, in Table 1; as in
subsequent chapters, the single ‘prose’ segment is shown too, but not as a
‘percentage, and it does not count towards the line totals.”
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TasLE 1. Metrical Composition

Prologue  Actl Actll  Epilogue  Total Lines

Hx 10.0 3.0 11.0 — 5.7 16
Ac4 66.7 27.4 — — 23.3 66
AcF — 10.7 63.0 83.3 26.1 74
I4c+1/2 — 7.1 — — 4.2 12
Dk4343Am — 7.1 — — 4.2 12
Dk4-Dk4Am — 17.9 2.7 — 11.3 32
TF — 2.4 — — 1.4 4
Dk3An — 11.3 — — 6.7 19
Ac4343 — 7.1 — — 4.2 12
Dk4343D —_ — 15.1 — 3.9 11
Doubtful 23.3 6.0 8.2 16.7 8.8 25
‘Prose’ — — 1 —

Lines 30 168 73 12 283

The table shows the dominance of accentual verse and the dol’'nik, while the
two binary forms account for only 5.6% of the total. The leading metrical form
is accentual verse: the three accentual forms account for nearly 55% of the total
and the two leading types (four-ictus and free accentual verse) each account for
about a quarter of the total, while the four dol'nik measures and hexametral
verse account for a little over 30%. Four-ictus accentual verse is the leading
form in the Prologue and Act I, but free accentual verse, which steadily rises in
prominence from Act I through Act II to the Epilogue, is the leading form in
the second half (and also overall). The two halves are unevenly balanced in
length; similarly, while the first half is metrically quite varied (featuring nine of
the ten forms used in the play), the second is more uniform. In the first half,
however, the four-ictus scheme on its own or in alternation with the three-ictus
form accounts for about two thirds of all lines and so provides considerable
unity and regularity within the variety, while in free accentual verse, which
dominates in the second half, the form of the verse can come close to
dissolution. Thus, in its basic compositional outline, the play moves from a
certain unity within variety towards dissolution in a single, dominant form. The
most prominent of the secondary forms is the four-ictus dol’'nik, but the most
notable is hexametral verse because it alone is found in the Prologue, ActI,
and Act II (and maybe in the Epilogue too); the other secondary forms appear
in linear succession rather than in combination, and generally do not recur at
all, exhausted after a single segment, or else, apart from the four-ictus dol'nik,
recur only locally.
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1. Hexametral Verse

Hexametral verse is a long line form based more or less closely on the
traditional Russian hexameter, a six-ictus dactylic do!'nik measure with a final
interval of two syllables (almost invariably) and an unrhymed feminine
clausula.® So the criterion for the interpretation of a line as hexametral is that it
can be related to the hexameter; the distance allowable will depend on the
context. It is a feature of this metrical form not only here but also elsewhere
that the basic compositional unit may be the line not the stanza; in the case of
isolated lines, therefore, the criterion is applied more rigorously, while in a
hexametral context the scope of the measure is extended to include longer lines
and perhaps also shorter, five-ictus ones too. An approach to hexametral verse
can be seen in three short poems of 1913. In ‘Neskol’ko slov obo mne samom’,
the fourth poem in the cycle ‘Ia’, six-ictus dol'nik lines alternate with shorter
five-, four-, and three-ictus ones, in ‘Ot ustalosti’ five-ictus lines (for the most
part regular dactyls) dominate, although there are some six-ictus lines too, but
in ‘My’, the most consistently hexametral of the three poems, Maiakovskii
develops a range of five-, six-, seven-ictus and longer lines, for example:

110221f  Jlopora — por aja — IbAHH IPy30BO30B XParbl!

13212m  /piMAmmecs HO34pH BYAKAaHOB XMEAEM PaclIupb!

022222f ITepea AnHAIOIMX AHFEAOB 6POCHM AIOOMMBIM HA ILIAATIBI,

0222222m 6yaem xBocTsl Ha 60a 06py6aTh y KOMET, KOBBLIAAIOLIMX B LIMPb.
(1,53)

Hexametral verse will also be used in Oblako v shtanakh, but its most
important role is in the four major works of the years around the Revolution —
Voina i mir, Chelovek, Misteriia-buff, and 150000000.

Here in the Tragedy the hexametral voice belongs primarily to V. Maiakov-
skii the Poet (abbreviated to VM in tables), and, in accordance with its
derivation from the hexameter, it is adopted as the classical voice of the poet; it
is also briefly adopted ‘out of character’ by the Man with a Stretched Face
(abbreviated to Face). These classical associations on the metrical level link
with a general orientation towards Greek tragedy in the play which is evident in
the genre itself, the use of masks, the reporting of action which takes place
off-stage, and so on.

Since, by definition, hexametral verse lacks a precise metrical scheme, it
presents problems of description as well as of interpretation; it is therefore
described according to its function and character in the given text. Here
Maiakovskii is basically using the traditional hexameter as a six-ictus dactylic
dol'nik (without the fixed final interval), but the standard form is not always
adhered to. In addition he borrows from the pentameter of the elegiac couplet
by using a zero interval over the caesura; such lines will be considered as
correct, but otherwise the hexametral verse will be described as a do!’ nik form.
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The distribution of the sixteen lines of hexametral verse according to line
length and rhythmical form is given in Tables 2 and 3. Line length is measured
in ictuses and rhythmical form is primarily classified as correct or incorrect,
both in terms of dol’nik metre (with the qualification outlined above), while
lines with a ternary rhythm are classified additionally as such; lines with a
hypermetrical stress are classified, as generally, according to their underlying
rhythmical form.

TaBLE2. Line Length TaBLE3. Rhythm
12 8 7 6 5 Ct Inct Ty Lines
VM 1 1 1 9 2 12 2 2 14
Face - — 1 1 — 1 1 1 2
Total 1 1 2 10 2 13 3 3 16

The tables show that the six-ictus measure of the hexameter is maintained in
ten of the sixteen lines, while thirteen, including two which feature zero
intervals over a caesura, are correct in rhythmical form (anacrusis excluded); in
fact, in two of the three incorrect lines the irregular interval occurs over the
caesura (compare the variable caesura in the iambic tetrameter with feminine
or dactylic caesura). Most of the six-ictus lines have a central caesura, but in
others it is asymmetric. Maiakovskii also uses a division into third-lines,? either
within a six-ictus line or else in combination with half-lines as a way of
extending the measure to seven or eight ictuses; the twelve-ictus line is a
remarkable double hexameter. There is an interesting development in the
hexametral verse which echoes the play’s basic compositional theme: at first
the hexametral voice has a traditional profile, but later the form is subject to
variation. In the two lines in the Epilogue which might be classified as
hexametral, variation of the measure turns to rhythmical deformation: both
lines (probably) have six stresses and the second is quite close to the hexameter
in rhythmical form, but the first line has a binary rhythmical emphasis that
makes it unrecognizable as a hexameter.

The distribution of the sixteen lines of hexametral verse according to
anacrusis and clausula is given in Tables 4 and 5.

TABLE 4. Anacrusis TaBLES. Clausula
0 1 2 m f Lines
VM 10 3 1 8 6 14
Face 1 1 — — 2 2
Total 11 4 1 8 8 16
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The hexameter base shows in the leading role of the zero anacrusis, although
it only accounts for eleven of the sixteen lines. The two unrhymed hexametral
lines both have feminine clausulae, as in the traditional hexameter, but
otherwise Maiakovskii both rhymes and varies the clausula; the alternation of
feminine and masculine clausulae (in that order) found in three of the four
quatrains which have two or more hexametral lines is also found in the elegiac
couplet.

2. Four-ictus Accentual Verse

Accentual verse had been used before in Russian poetry, but it is first
developed widely (and variously) in early Futurism; Maiakovskii is of course a
leading figure in this development. This measure, which he first uses in the
short poem ‘Liubov”’ (1913), corresponds to the leading stress scheme in his
accentual verse. Here it is the leading form in the Prologue and Act I but is
completely absent from the second half of the play. It is introduced by the Poet
in the Prologue and is adopted in Act I by the Man without an Ear (abbreviated
to Ear), the Man with a Stretched Face, the Ordinary Young Man (OYM), and
the Man without an Eye and a Leg (Eye); these are all the main characters in
the first half of the play except for the Old Man with Black Dry Cats. The Poet
and his disfigured parts or doubles use four-ictus accentual verse as the main
narrative measure to tell of the alienated state of things in the modern city:
Maiakovskii’s use of this and the other two accentual forms can be related to
the introduction of accentual verse in a tragic lyric mode in early Symbolism,
but more directly it relates to contemporary Futurist use in association with
urban themes, as, for example, in Khlebnikov’s Zhuravl’ or in the verse of
Shershenevich and Bol'shakov.10

The distribution of the sixty-six lines of four-ictus accentual verse according
to line length and rhythmical form is given in Tables 6 and 7. As subsequently
with accentual verse, line length is measured in stresses, and rhythmical form is
classified as accentual, taktovik, dol'nik, ternary, and binary; ternary and
binary are subsets of dol'nik, while two-stress and one-stress lines (when they

TABLE 6. Line Length TaBLE7. Rhythm
8 7 5 4 Ac Tk Dk Ty Lines
VM 5.0 — 15.0 80.0 20.0 40.0 400 5.0 20
Ear — 4.2 83 875 292 50.0 208 83 24
Face — — — 4 2 — 2 —_ 4
oYM — — — 2 1 — 1 — 2
Eye — — 187 812 125 562 312 — 16

Total 1.5 1.5 121 848 242 439 318 45 66
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appear) are too short to be classified for rhythmical form. Percentages are
given for the Poet, the Man without an Ear, and the Man without an Eye and a
Leg (the three main voices), as well as for the overall totals, but actual figures
are given for the two minor voices.

Since Table 6 shows that the four-stress form accounts for about 85% of all
lines, this verse might alternatively be interpreted as accentual verse with a
four-stress metrical tendency, but in context it seems preferable to treat it as
four-ictus accentual verse with certain local variations. The eight-stress and
seven-stress lines, for example, are extended, double lines (a device already
noted in the hexametral verse), and all four longer lines in the Poet’s speech
appear in two consecutive stanzas with a theme of extension beyond set limits.
A single extra stress has been counted in just five other lines, but there are no
shorter lines; in context this extra, fifth stress can be interpreted as indeed
additional, quasi-hypermetrical (although the notion of a hypermetrical stress
in accentual verse must be handled with care), and so a four-ictus scheme
would seem to pertain.!! Table 7 shows that taktovik rhythm is the leading
form, while ternary rhythm is rare and binary rhythm not present at all. An
interesting feature of this accentual verse is the fact that a taktovik rhythm may
fit the metre of free trochee (or iamb) for a few lines at a time, before varying
again with an interval of two syllables; in the cycle ‘Ia’ a related phenomenon
can be discerned when lines of free iamb or trochee contain the occasional
irregular interval. Once again, therefore, the link between Maiakovskii’s free
binary and tonic verse is demonstrated.

The rhythmical differentiation of the individual voices is not great: the Poet
introduces the devices of an extra stress and the extended line, while both the
Man without an Ear and the Man without an Eye and a Leg show a clear
preference for taktovik rhythm, with the former leaning towards irregularity
and the latter towards regularity. The two minor voices, curiously, are drawn to
the contrasting types of dol'nik and accentual rhythm, although their lines are
very few. »

The distribution of the sixty-six lines of four-ictus accentual verse according
to anacrusis and clausula is given in Tables 8 and 9; percentages and actual
figures are used as before.

TABLE 8. Anacrusis TaBLE9. Clausula
0 1 2 3 m f d Lines
VM 15,0 450 350 5.0 — 85.0 15.0 20
Ear 416 29.2 250 4.2 41.6 58.3 — 24
Face 2 2 — — 2 2 — 4
oYM — 1 1 — 2 — — 2
Eye 437 250 31.2 — 37.5 50.0 12.5 16

Total 33.3 348 288 3.0 30.3 62.1 7.6 66
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Dactylic clausulae, which come to prominence in Maiakovskii’s verse from
1914, are few here, and there is just one heterosyllabic rhyme (also a common
type in his mature rhyming practice). Some differentiation of the main voices is
evident in both anacrusis and clausula. The Poet prefers a longer anacrusis and,
even more so, the feminine clausula, but then there is a shift to zero anacruses
and masculine clausulae in the voices of the Man without an Ear and the Man
without an Eye and a Leg, although feminine clausulae remain the leading
form. This shift, like the preference for taktovik rhythm, also serves to
emphasize these characters’ distance from the Old Man’s voice, which is
amphibrachic dol'nik, while the rise of the zero anacrusis may be related to a
rise in tension through Act I as well. There are seven different clausula patterns
in the fifteen homogeneous accentual quatrains, of which the most common are
ffff (five quatrains) and mfmf (four quatrains).

The six lines in the first half of the play which appear in a hexametral context
but which cannot properly be classified as hexametral show the dual influence
of hexametral and four-ictus accentual verse: five of the six lines are standard
four-stress lines (one is short), but these five lines also have zero anacruses and
are dol'nik in rhythm.

3. Free Accentual Verse

This metrical form, which lies near the end of the metrical scale in Russian
verse,!2 plays an important role in the development of Maiakovskii’s verse and
is the leading form in the play. In it the form of the verse can come close to
dissolution, and its rise in prominence from Actl through ActII to the
Epilogue is the key movement in the play. It is introduced by the Poet at the
very beginning of ActI and is subsequently used by various other characters
too, but the only other major voice is that of the Man with Two Kisses (2K) who
has the central and longest speech in Act II. The other individual characters to
use it are the Ordinary Young Man, the Man without an Ear (with a voice from
the crowd), the Man without an Eye and a Leg, and the Man without a Head
(Head); it is also used by the Newsmen (News), people trying to speak all
at once (All), the Children Kisses (Ks), and threatening voices (All). In
accordance with its formal character free accentual verse is the voice of
dissolution and disintegration. It is the voice into which the Poet increasingly
lapses when he is no longer a creative, moving force but barren and redundant;
then, without the Poet to direct them, it takes over among the other characters
in Act II as the ideal of a common language, which was proclaimed by the Poet
in the Prologue, dissolves — it becomes a common language, but a language of
disintegration and dissolution.

A compositional equivalent of the form’s significance can be seen in the
principle governing the alternation of speakers. Elsewhere this generally
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occurs between stanzas or sometimes between the two halves of a stanza, but
here it may occur not only after a single line but also, twice, within a metrical
line; in both these cases the line is classified as a whole under the character who
begins it. In two or three places the division into metrical lines is not certain,
but for the purposes of classification a probable (or possible) interpretation
which keeps the basic stanza form is adopted.

The distribution of the seventy-four lines of free accentual verse according to
line length is given, in percentages, in Table 10; all the voices apart from those
of the Poet and the Man with Two Kisses are classified together because they all
have just a very few lines each.

TasLE 10. Line Length

10 9 8 7 6 5 4 3 2 1 Lines

VM 38 — — 115 77 154 115 269 192 3.8 26
2K 42 — — 208 16.7 333 167 — 42 42 24
Others — 42 42 — 125 208 42 208 16.7 16.7 24

Total 27 14 14 108 122 23.0 108 16.2 13,5 8.1 74

The range of line length is great and the spread wide, both overall and within
the individual voices, and the four-stress form, the leading form in the first half
of the play, is relegated to an unremarkable role. The poet’s voice shows a great
range and spread, while the voice of the Man with Two Kisses shows a
concentration of long lines in the range of four to seven stresses; among the
other characters, however, there is a contrasting, but not uniform, tendency
towards shorter lines.

The distribution of the seventy-four lines of free accentual verse according to
rhythmical form is given, in percentages, in Table 11.

TasLE 11. Rhythm

Ac Tk Dk Ty By Short Lines
VM 34.6 30.8 11.5 — 3.8 23.1 26
2K 45.8 33.3 12.5 4.2 4.2 8.3 24
Others 41.7 8.3 16.7 — 4.2 333 24
Total 40.5 243 13.5 1.4 4.1 21.6 74

This table shows that the free accentual verse is rhythmically very irregular
too (in all the voices), much more so than the other two accentual measures
(see Tables 7 and 26); it is so irregular that a sense of rhythmical organization
may more or less dissolve.
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The distribution of the seventy-four lines of free accentual verse according to
anacrusis and clausula is given in Tables 12 and 13.

TaBLE 12. Anacrusis TaBLE 13. Clausula
0 1 2 3 4 m f d h Lines
VM 34.6 154 462 3.8 — 308 538 154 — 26
2K 45.8 20.8 29.2 — 4.2 16.7 583 208 4.2 24
Others 20.8 50.0 25.0 — 4.2 41.7 50.0 8.3 — 24
Total 33.8 28.4 338 14 2.7 29.7 541 149 1.4 74

The theme of diversity (dissolution) is evident in both anacrusis and clausula.
In the anacrusis there is an even spread among the three main forms, while the
two anacruses of four syllables are the only such ones in the play. Similarly,
there is more diversity than elsewhere in the clausula, although feminine
clausulae are in the majority; the hyperdactylic clausula is one of only two in
the play, and there are also four heterosyllabic rhymes involving lines of free
accentual verse out of a total of only six in the play. Eight different clausula
patterns are found in the fifteen homogeneous free accentual quatrains, of
which the most common are ffff (five quatrains) and fmfm (three quatrains).

The four lines in Act II which appear in a hexametral context but which
cannot be interpreted as hexametral range in length from three to five stresses;
three have zero anacruses, and two are dol’nik in rhythm.

4. Iambic Tetrameter with Feminine or Dactylic Caesura

The iambic tetrameter with feminine caesura is one of the leading measures
with an expanded (or truncated) interval over the caesura which were first
widely used by Bal’'mont and Lokhvitskaia and were subsequently favoured by
Severianin, particularly around this time; it is used by Maiakovskii in the short
poem ‘Za zhenshchinoi’ of 1913, and it will play a small but crucial role in
Chelovek. The iambic tetrameter with dactylic caesura, though not exclusive to
Severianin, was especially developed by him.1* Here the iambic tetrameter
with feminine or dactylic caesura (Maiakovskii’s own innovation?) is a metrical
voice exclusive to the Poet. It is adopted as the voice of Severianin for the
Poet’s dance near the beginning of Act I and does not subsequently recur, but it
does set the four-ictus scheme which gives the verse direction in Act I.

TaBLE 14. Caesura TaBLE 15. Clausula

f d f d Lines

VM 10 2 11 1 12
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The distribution of the twelve lines of iambic tetrameter with feminine or
dactylic caesura according to caesura and clausula is given in Tables 14 and 15.

There is only one omission of stress, in the first ictus; this is the most common
position for the omission of stress in the iambic tetrameter with feminine
caesura. As the tables show, both caesurae and clausulae are predominantly
feminine, thereby reproducing the symmetrical rhythmical movement typical
of Severianin. Both heterosyllabic and compound rhyme, which Severianin
developed, are represented in a heterosyllabic rhyme involving a (heavy)
hypermetrical stress in one clausula; this is one of just three examples in the
play of a hypermetrical stress in the clausula.

5. Alternating Four-ictus and Three-ictus Amphibrachic Dol'nik

Although the dol'nik was brought into the mainstream of Russian verse by the
Symbolists, the four-ictus and alternating four-ictus and three-ictus forms were
not canonized by them (unlike the three-ictus dol’'nik).1* The alternating
four-ictus and three-ictus dol'nik (not necessarily with an amphibrachic ana-
crusis) is an important measure in Maiakovskii’s metrical repertoire, particu-
larly in the 1920s; it is first used, for just one stanza, in ‘Neskol'ko slov obo mne
samom’ in the cycle ‘Ia’. Here it is neither introduced nor subsequently
adopted by the Poet; it is one of the two metrical voices of the Old Man with
Black Dry Cats (abbreviated to Old). It is closely related to his major,
four-ictus dol'nik voice which is predominantly amphibrachic too; the two
measures alternate at the start of his main speech in Act I after which this one
does not recur in the Old Man’s speech, but in two doubtful cases it may
subsequently be adopted by the Ordinary Young Man and the Man with a
Stretched Face (these will be considered in the commentary).

The distribution of the twelve lines of alternating four-ictus and three-ictus
amphibrachic dol'nik according to rhythmical form and clausula is given in
Tables 16 and 17; four-ictus and three-ictus lines are classified separately, and,

TABLE 16. Rhythm (Dk4) Rhythm (Dk3)
222 221 122 22 12 oS Lines
Oid 3 2 1 2 3 1 12
TaABLE 17. Clausula (Dk4) Clausula (Dk3)
m f m Lines

(0)1] 2 4 6 12




38

as subsequently with dol'nik measures, rhythmical form is classified as 222,
122, 22, 12, and so on, while lines with omitted stresses are classified as such
because the omission of stress is rare in Maiakovskii’s dol'nik and is therefore a
distinctive rhythmical feature.

For the purposes of this classification an interjection which precedes the first
metrical line has been ignored. The verse is rhythmically regular with almost
half the lines overall having a ternary (222 and 22) rhythmical form. A
masculine clausula is maintained without a break in the three-ictus lines; this
association of three-ictus lines with masculine clausulae is almost constant in
the play and assists in the demarcation of measures (a preference for feminine
clausulae is evident in the four-ictus measures).

6. Four-ictus Dol'nik with an Amphibrachic Tendency in the Anacrusis

The four-ictus dol'nik, often, as here, with an amphibrachic tendency in the
anacrusis, is a very important measure in Maiakovskii’s later metrical
repertoire; it is the main narrative measure in Liubliu and Pro eto, and it is also
used in Vladimir Il'ich Lenin and Khorosho. Here it is the Old Man’s major
metrical voice, but it is also adopted by everyone together (All) in a chorus
stanza near the end of ActI.

The distribution of the thirty-two lines of four-ictus dol'nik with an
amphibrachic tendency in the anacrusis according to rhythmical form,
anacrusis, and clausula is given in Tables 18, 19, and 20.

TaBLE 18. Rhythm

222 212 211 122 112 111 Lines
Old 19 5 2 — 1 1 28
All 2 1 — 1 — — 4
Total 21 6 2 1 1 1 32

TaBLE 19. Anacrusis TaBLE 20. Clausula

0 1 2 m f Lines
Oold 5 21 2 2 26 28
All — 4 — — 4 4
Total 5 25 2 2 30 32

The overall percentage of monosyllabic anacruses (78.1%) is sufficient to
define an amphibrachic tendency in the anacrusis. The voices of the Old Man
and everyone in chorus are in effect indistinguishable (the 122 form used by the
latter but not by the Old Man is found in his other measure), and the rhythm of
the Old Man’s voice is itself essentially the same here as in his other measure,
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even a little more regular (see Table 16). The regularity of the verse in this
measure is further reinforced by the strict maintenance of a feminine clausula
in all but two lines, and these come outside the Old Man’s main speech. In
general, the predominance of ternary rhythm and the monosyllabic anacrusis
suggests a broad definition of the Old Man’s voice as amphibrachic. This
rhythm, which does not derive from the Poet, can be related to the Old Man’s
distinctive feature, his millennial age, because in Maiakovskii’s later verse
ternary, especially amphibrachic, rhythm comes to express the inertia of time,
the inertia of millennia in Chelovek and of centuries in Pro eto. In this
connection it is also worth noting that both of the Old Man’s measures can have
ballad associations, as they will do in Pro eto where the ballad genre is
described as ‘uemoroz’ (1v, 140).

7. Free Trochee

This measure, which is approached in occasional experiments in early
twentieth-century Russian poetry (and before),5 is first used by Maiakovskii in
the cycle ‘Ia’ in the last two stanzas of ‘Neskol’'ko slov 0 moei mame’ and the
first two lines of the following ‘Neskol’ko slov obo mne samom’; it will play a
key role in Pro eto, Vladimir Il'ich Lenin, and Maiakovskii’s later verse more
generally. Here it is a second metrical voice exclusive to the Poet, and, like the
iambic tetrameter with feminine or dactylic caesura, it appears just once, in a
single stanza in Act I. In context the free trochee has a compositional role, but
it is also intriguing to find a journey motif present (it is not evident in the cycle
‘Ia’) because of the subsequent association of this measure with the journey
motif in Pro eto and elsewhere in Maiakovskii’s later verse. 16

The distribution of the four lines of free trochee according to line length
(measured in both ictuses and stresses) and clausula is given in Tables 21 and
22.

TaBLE 21. Length (Ictus) Length (Stress) TaBLE 22. Clausula
15 9 6 5 11 6 4 3 m f Lines
VM 11 1 1 1 1 1 1 2 2 4

A comparison of the figures for length in ictuses and stresses shows that the
latter are quite readily omitted, but the most striking feature of this verse,
which it shares with the free accentual verse, is the extraordinary range in the
length of the line.

8. Three-ictus Anapaestic Dol'nik

The three-ictus dol'nik was canonized by the Symbolists with Blok at their
head. This variant, with an anapaestic (disyllabic) anacrusis, soon became the
leading form;” it will play a special, though minor, role in Chelovek and Pro
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eto, and is found elsewhere in Maiakovskii’s later verse too. Here it is
introduced by the Poet in Act I and then, following a final, doubtful line from
the Poet, it is taken up by the Ordinary Young Man. The Poet adopts it as the
voice of the Symbolist poet (specifically that of Blok) in association with the
theme of the feminine, while the Ordinary Young Man adopts it in imitation of
the Poet.

The distribution of the nineteen lines of three-ictus anapaestic dol'nik
according to rhythmical form, anacrusis, and clausula is given in Tables 23, 24,
and 25.

TaBLE 23. Rhythm

22 12 21 11 Inct Lines
VM 3 3 2 1 1 10
oYM 2 1 3 — 3 9
Total 5 4 5 1 4 19

TABLE 24. Anacrusis TaBLE 25. Clausula

0 2 3 m Lines
VM — 10 — 10 10
oYM 1 7 1 9 9
Total 1 17 1 19 19

The relative frequency of the first three rhythmical forms is close to that of
the measure in its earliest period of development (1890-1910); a certain
percentage of incorrect lines can also be found in this period. 8 The presence of
a single incorrect line in the speech of the Poet is not too unusual, but the
presence of three such lines in the speech of the Ordinary Young Man is
striking: it shows a rhythmical deformation of metrical structure which is
characteristic of his use of verse form generally; moreover, he also fails to
maintain an anapaestic anacrusis in every line. But the association of three-
ictus lines with masculine clausulae is confirmed in the maintenance of a
constant masculine clausula in the speech of both characters.

9. Alternating Four-ictus and Three-ictus Accentual Verse

This measure, which is closely related to the four-ictus accentual verse,
corresponds to another leading stress scheme in some of Maiakovskii’s
accentual verse, although as a distinct measure it is not found elsewhere in his
early verse. Like the four-ictus accentual verse, it is only found in the first half
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of the play where it serves as an alternative to the main narrative measure. It is
used by the Man without an Eye and a Leg at the end of Act I, but the principle
of alternation of four-ictus and three-ictus lines would seem to have been
introduced by the Poet in a six-line stanza in the Prologue: this stanza appears
to have an underlying 443443 ictus scheme, but the interpretation is not certain
and so it has been left as a doubtful case.

The distribution of the twelve lines of alternating four-ictus and three-ictus
accentual verse according to rhythmical form, anacrusis, and clausula is given
in Tables 26, 27, and 28; four-ictus and three-ictus lines are classified both
separately and together.

TaBLE26. Rhythm (Ac4) Rhythm (Ac3) Rhythm (Ac43)

Ac Tk Dk Ty By Ac Tk Dk Ty By Ac Tk Dk Ty By Lines

Eye — 2 4 1 — 21311 2 37 21 12
TABLE27. Anacrusis (Ac4) Anacrusis (Ac3) Anacrusis (Ac43)

0 1 0 1 2 0 1 2 Lines
Eye 3 3 2 3 1 5 6 1 12
TaBLe28. Clausula (Ac4) Clausula (Ac3) Clausula (Ac43)

m f m f m f Lines
Eye 4 2 4 2 8 4 12

The voice of the Man without an Eye or a Leg is more regular than in the
four-ictus accentual verse, with dol'nik rhythm more prominent and even two
lines of ternary rhythm (see Table 7); in context this may show the influence of
the Old Man. The anacrusis is more streamlined here and the masculine
clausula is the leading form (see Tables8 and 9), but the association of
three-ictus lines with masculine clausulae is no longer constant.

10. Alternating Four-ictus and Three-ictus Dactylic Dol'nik

The experimental rhyme poem ‘Iz ulitsy v ulitsu’ (1913) has a dactylic base
which in the last stanza at least is clearly embodied in an alternating four-ictus
and three-ictus scheme, though with one monosyllabic (do!’nik) interval. Here
the alternating four-ictus and three-ictus dactylic do!' nik is the metrical voice of
the three Women with Tears: the Woman with a Little Tear (T1), the Woman
with a Tear (T2), and the Woman with a Large Tear (T3). They speak in turnin
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the opening passage of ActII, although the Poet intervenes in free accentual
verse with the first line of the middle stanza; it is also possible that the Poet
himself adopts this measure in a couplet later, but the interpretation is
uncertain. Maiakovskii’s use of the alternating four-ictus and three-ictus
dactylic do!'nik for the Women with Tears appears to derive from the tradition
of Nekrasov, who uses the parent dactylic form in association with the theme of
grief and probably in stylization of the folk lament, as in “V derevne’ and ‘V
polnom razgare strada derevenskaia’;'® these associations accord with the
Women’s distinctive feature, their tears.

The distribution of the five four-ictus and six three-ictus lines of the alterna-
ting four-ictus and three-ictus dactylic do!'nik according to rhythmical form,
anacrusis, and clausula is given in Tables 29, 30, and 31 (two lines do not
conform to the ictus scheme of the measure).

TABLE 29. Rhythm (Dk4) Rhythm (Dk3)
222 221 Inct 22 21 Not Lines
T1 1 1 — 2 — — 4
T2 — — 1 1 — 1 3
T3 — — 2 — 1 1 4
Total 1 1 3 3 1 2 11
TaBLE 30. Anacrusis (Dk4) Anacrusis (Dk3)
0 2 0 1 2 Lines
T1 2 — 2 — — 4
T2 — 1 1 — 1 3
T3 2 — 1 1 — 4
Total 4 1 4 1 1 11
TasLE 31. Clausula (Dk4) Clausula (Dk3)
f d m f Lines
T1 2 — — 4
T2 1 — — 2 3
T3 — 2 — 2 4
Total 4 2 2 4 11

These tables show a severe and progressive deformation of the metrical
structure in accordance with the increasing size of the tears; as elsewhere, the
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point lies in this deformation of the proper measure, rather than in a trans-
itional metrical status. The first stanza is correct and very regular in thythm, but
in the second and third stanzas there are three incorrect lines, three incorrect
anacruses, and even two lines which do not conform to the ictus scheme of the
measure, although in context the one in the second stanza might be interpreted
as a regular three-ictus line preceded by a metrical interjection; without the
parallel of the first two stanzas the third stanza could hardly be related to the
measure at all. It is interesting that a zero interval between stresses is found in
four lines, because this rhythmical effect, which is generally avoided, will be
associated with the expression of pain in Pro eto (see Chapter VII, p. 238). In
the first stanza the three-ictus lines end in masculine clausulae, but not
thereafter.

The polymetric composition of the Tragedy clearly illustrates the play’s trans-
itional and pivotal status in the development of Maiakovskii’s verse from his
earliest, syllabo-tonic and experimental, period (1912-13) to his periods of
maturity. The play brings together many of the measures from his short poems
of 1912-13, especially from the cycle ‘Ia’, with the notable exception of the
iambic tetrameter; it also holds the elements out of which his distinctive
accentual verse will be formed, while at the same time raising some of the key
metrical themes that re-emerge in later years. Maiakovskii’s distinctive
accentual verse, in which the line length and rhythm may be more or less
regulated, could be said to arise out of a fusion of the free accentual verse with
the fixed-ictus accentual and dol’'nik measures in the play. The play is thus a
presentation or dress rehearsal of aspects of Maiakovskii’s metrical persona.
The play’s metrical themes together form a composite structure. The
detailed analysis of this structure has now reinforced and clarified the basic
compositional outline which showed a movement from a certain unity within
variety towards dissolution in free accentual verse. In the first half of the play,
as already noted, a quite extensive correlation of measures is established
through the four-ictus and alternating four-ictus and three-ictus schemes; on
this level there is also a potential link between free accentual verse and the free
trochee, while the three-ictus anapaestic dol’nik and hexametral verse stand
more or less apart in accordance with their roles as poetical voices. The dactylic
dol'nik in Act II shares the alternating four-ictus and three-ictus scheme, but
the scheme is now subject to deformation. On the metrical level the main body
of measures divides into two groups, dol'nik and accentual, sharing a common
tonic base. The Old Man’s two dol'nik measures are rhythmically assimilated
so that his voice can be defined more broadly as amphibrachic; his rhythmical
influence may also show in the alternating four-ictus and three-ictus accentual
verse, but not in the four-ictus accentual verse. The theme of dissolution is
evident in the deformation of metrical structure in the other two dol'nik
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measures — the three-ictus anapaestic dol'nik and the alternating four-ictus
and three-ictus dactylic dol'nik — and also in the hexametral verse, but it
reaches an extreme in the form of the free accentual verse itself. Finally, the
two binary measures — the iambic tetrameter with feminine or dactylic caesura
and the free trochee — stand apart both from the main body of tonic measures
and from each other. In the play’s polymetric composition, therefore, disinte-
gration overcomes integration. _

The play’s polymetric composition also highlights the leading role of the Poet
and defines the other characters’ roles relative to him. Through the Poet
Maiakovskii would seem to be searching for a voice of his own, yet he also
adopts established voices: those of the classical poet (hexametral verse),
Severianin and the Bal’'mont melodic tradition (iambic tetrameter with femi-
nine or dactylic caesura), and Blok and Symbolism (three-ictus anapaestic
dol'nik). Indeed, the play’s composition provides a metrical illustration of
Matiushin’s assertion that ‘8 “Tpareauu” MaskoBckuii npo6uparcsa K HOBOMY
CKBO3b 3apOCAH Tpa,zmunﬁ CHUMBOAH3MaA: BCAOI‘O, BaJ\bMOHTa, Bpxocona,
Baoka’.2° The three poetical voices and the free trochee essentially belong to
the Poet alone, while in the two main accentual forms his role is that of
initiator. He introduces the forms, and the other characters, as ‘intonations of
his voice’,?! then take them up with individual rhythmical emphasis. Although
he does not initiate the three Women’s dactylic dol’nik voice, it turns out that
they are divorced from their form which indirectly derives from the Poet
himself. Whereas the Poet initiates voices, the Ordinary Young Man, his
negative double, imitates them, and, through his rhythmical theme of deforma-
tion, he embodies a variant of the play’s basic compositional theme. Of the
other characters only the Old Man in his millennial detachment possesses a
certain genuine independence from the Poet; he initiates his own two closely
related metrical voices, pursues them without interference from the Poet, and
himself even influences other characters, although the four-ictus scheme and
probably also the principle of alternation of four-ictus and three-ictus lines
have already been introduced by the Poet.

Commentary

The text of the Tragedy divides into sixty metrical segments (including the
doubtful cases) and one ‘prose’ segment; the metrical segments range in length
from one to twenty-eight lines. For the purposes of the commentary the play is
divided into thirteen more or less discrete passages, ranging in length from
eight to forty-four lines. Each passage is characterized according to its metrical
and rhythmical composition: the analysis of each passage is headed by a tabular
description of its constituent metrical segments and their rhythmical composi-
tion according to the parameters of line length and rhythmical form. Each
segment within a speech and each speech within a segment have a separate line



45

in the table, except where the speaker alternates within a metrical line in which
case, as before, the line is classified as a whole under the character who begins
it. Heterogeneous stanzas are treated as separate compositional units, so each
segment within such a stanza has a line of its own. In the left hand column of the
table the number of the opening graphical line of the segment or speech within
a segment and the identity of the speaker are indicated. The main body of the
table gives the classification according to line length and rhythmical form. Line
length is measured in stresses, whatever the measure, and hypermetrical
stresses (other than those in the clausula) are counted; six-stress and longer
lines are classified together as long, and two-stress and one-stress lines are
classified together as short. The binary measures are not classified for rhythmi-
cal form, nor are short lines other than those arising from the omission of stress.
All other lines are classified as accentual, taktovik, dol'nik, and ternary;
ternary, as usual, is a subset of dol’nik. This is the form used to describe the
accentual measures in the first half of the chapter, and it is now extended to the
dol'nik measures and hexametral verse; incorrect lines of these measures may
therefore be classified as accentual or taktovik according to the length of the
incorrect interval(s), while correct lines are classified as dol'nik (or dol!’nik and
ternary). Lines with an initial omitted stress or a hypermetrical stress in the
anacrusis are classified according to the rhythm of the rest of the line, while
lines with a non-initial omitted stress or a hypermetrical stress in the stem are
classified according to their underlying rhythmical form; the presence of an
omitted or hypermetrical stress shows in the line length (only heavy hypermet-
rical stresses are counted, unless the graphical lay-out dictates that a stress-
ambiguous word should be hypermetrically stressed). The metrical classi-
fication of each segment is indicated in the penultimate column of the table,
and the number of lines in the segment or speech within a segment is indicated
in the final column. This basic pattern is continued in all but one of the other
chapters as well, and so, after the first table has been set out in full, subsequent
tables will be given without the headings Line Length and Rhythm.

Prologue (ll. 1-59)

TABLE 32. Line Length Rhythm

Long S5 4 3 Short Ac Tk Dk Ty Form Lines
1) VM 3 - - - — — — 3 1 Hx 3
9) —_ - 1 — — - - 1 — Ac4? 1
12) _ - 8 - — — 5 3 1 Acd 8
26) -1 3 2 — 1 4 1 1 Acd43443? 6
33) 1 3 8 — — 4 3 5 — Acd 12
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The Prologue is delivered by V. Maiakovskii the Poet, who in the original
production was dressed in a frock coat:
022222f Bam A noHaTh,
rouemy s,
CIIOKOHHBIH,
HacMeLEK rPpo3010
022121m  aymy Ha 6A104€ Hecy
K 06e Ay HAYIIHUX A€ET.
122122f C HebpuToii mexu naomasei
CTeKas HEHYKHOH CA€3010,
0122m 1,
6GBITh MOXKET,
MOCA€AHHUH IMOST.
(1,153,1.1)22

The Poet opens with a perfect dactylic hexameter, and of the first three lines
only the third, with a monosyllabic anacrusis, deviates from what can be
considered the regular Maiakovskian hexameter (without the fixed final inter-
val and unrhymed feminine clausula of the traditional form). In this way
V. Maiakovskii, who is introduced in the list of dramatis personae as ‘nost
20-25 aet’ (1, 152), seeks to establish his role and identity as poet in the very
opening lines of the play itself by assuming the metrical voice of a poetic
tradition, the hexameter, which stretches back to classical literature; the
hexameter is an eminently respectable voice to match his dress. The Poet,
however, may be the last poet, and the verse shifts out of the hexameter in the
last line of the stanza.

This shorter last line moves the verse into the four-ictus scheme of the main
narrative measure in the first half of the play, four-ictus accentual verse. In this
measure the Poet now goes on to describe the alienated state of things in the
modern city that threatens the classical poetic tradition:

2323f 3ameyaru Bbl —

KavaeTcs

B KAMEHHBIX aAAEAX
2312f TOAOCATOE AHLIO IIOBELIEHHOM CKYKH,
2212f a 'y MYalIMXCA peK

Ha B3MBIACHHBIX LIEAX
1222f MOCTBI 3AAOMHAH JKEAEIHBIE PYKH.
0122f He6o naauer

6e3yaepixHoO,

3BOHKO;

2331d ayobaauka

rpPHUMacKa Ha MOPIIMHE POTHKA,
1131f Kak 6yATO )KeHIMHA XK ara pebeHka,
1123d a 60r eit KHHYA KPHBOTO HAMOTHKA.

(1.12)
As yet, however, the rhythm remains dol'nik and taktovik.
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In the next stanza, a problematical six-line stanza, the Poet contrasts ‘you’
and ‘T’:

02224 ITyXABIMH MaABLIAMM B PBIKHX BOAOCHKAX
0333d COAHIIE H3AACKAAO BaC Ha30MAHMBOCTbIO OBOJA —
231/0131m B BallIUX AYIIaX BBILIEAOBaH pab.
21311(1)/ A, 6eccrpaluHsiii,

011311(1)d  HeHaBMCTb K JHEBHBIM Ay4aM IOHEC B BEKAX;
1131d C AyIIO¥H HaTAHYTOH, KAK HEPBEI NPOBOAA,
000m a—

1apb Aamn!

(1.26)

The interpretation of an underlying 443443 scheme (or at least some kind of
alternation of four-ictus and three-ictus lines) is supported by the contrast and
parallelism between the first and second and fourth and fifth lines, the standard
abab stanza, on the one hand, and between the third and sixth lines, in which
the Poet moves from description to evaluation, on the other; this interpretation
is also supported by the clausula pattern, with masculine clausulae, the form
which is associated with three-ictus lines, in the third and sixth lines. Given the
possibility of a fourth stress in the third line, however, as well as the extra
length of the fourth line, the stanza is probably best considered a doubtful case.
The rhythm of the middle four lines is in fact consistent with binary metre,23
but, since three lines have the rhythm of trochaic metre and the fourth of
iambic metre, this rhythm would seem not to be significant. In his later verse
Maiakovskii avoids such fortuitous rhythms, but here, as noted earlier, it is an
example of how the free binary and tonic principles can run close at this stage in
the development of his verse. In other respects the two halves of the stanza
contrast sharply in order to highlight the opposition of ‘you’ and ‘T’. The
opening two lines continue the rhythm and narrative or descriptive thread of
the preceding stanzas, and the preferred interpretation of ‘s Bammx’ at the start
of the third line as unstressed creates a contrast with the emphatic ‘s’ at the
beginning of the last line. The second half of the stanza opens with a line which
can be interpreted as extending beyond the four-ictus scheme in both directions
through ‘A, 6eccrpawmnsiit’ at the head of the line and the hypermetrical stress
in the clausula at the end; the device of extension is continued in the stanzas
following and is echoed in the expanded stanza form itself. In the fifth line the
verse returns within the bounds of the measure in preparation for the emphatic
last line in which the Poet proclaims himself the ‘tsar of lamps’ (material light),
a parody of the Prince of Light (spiritual light);2* with two zero intervals, this
last line breaks the inertia of dol'nik and taktovik rhythm which has been
maintained so far.

The Poet now appeals to all those who have rebelled against the order of the
world, understood not only as the light of day but also as silence, and proclaims
the aesthetic means by which his kingdom will be realized:
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1131/11111d  IIpmaure Bce KO MHe,
KTO PBaA MOAYaHHE,
12111f KTO BBIA
OTTOTO, 4YTO NIETAH IIOAJHEH TYTH, —
3223/11223f s BaM OTKpOIO
CAOBaMH
NPOCTBIMH, KaK MbIYaHbe,
22242/ HalllM HOBBIE AYIIH,
012242f ryasiime,
Kak pOHapHbIE AYTH.

(1.34)

The affirmation of life and self through the overcoming of silence is a very
archaic notion with its roots in primitive culture, and the identification of
silence as a form of imposed order locates the struggle against this order in the
articulation of the word as sound.?5 The wording of the Poet’s aesthetic
programme recurs in the introduction to the rhythmical gu/ in ‘Kak delat’
stikhi’ (‘CHavara ctux EceHuHy npocto Mbl4ancsi NPUGAHBUTEABHO Tak’
(x11, 102)),26 for in Maiakovskii’s verse the word receives articulation as sound
and sense through its metrico-rhythmical form; it is primarily on this level that
the struggle against imposed order, the struggle for a voice, will be carried out.
In the actual form of the stanza, in accordance with the thrust of his rhetoric,
the Poet expands the established four-ictus scheme through the addition of
extra stresses. The odd lines can both be interpreted as four-stress or perhaps
five-stress lines, while the even lines both have five certain stresses; the last line
could even be interpreted as a six-stress line. In this last line the rhythmical
stride also extends to take in an interval of four syllables.

In the first two lines of the next stanza the Poet moves on to present his ideal,
a world of huge kisses (‘simple’ love) and one common language:

2122f S BaM TOABKO TOAOBBI ITaABLIAMH TPOHY,
20233312f My Bac

BBIPACTyT ry6s1

ANA Ol'pOMHbIX noueAyeB

U A3BIK,
POAHOIA BCEM HAPOAAM.
11423f A A, npuxpaMbIBas JyIIOHKOM,
y#Ay K MOEMY TPOHY
0221f C AbIpaMH 3B€3/ 110 HCTEPTHIM CBOAAM.

(1.44)

After a standard four-stress opening line the metrical expectation is for the
second line to end at ‘noueayes’, forming a five-stress line with an extra stress
on ‘ac’, but it turns out that the line extends beyond its metrical limit into a
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whole new period (not just a hypermetrical stress in the clausula). This
extension leaves the four-ictus scheme behind and the words reach beyond the
conventions or boundaries laid down in one poetic tradition, individual or
national, and so, as it were, into a common language.2” In the last two lines of
the stanza, with the old order erased in the heavens and his mission of
liberation complete, the Poet, deflated but still regal, will become redundant;28
the third line still has five stresses (‘voemy’ has been considered stress ambi-
guous here and so not stressed), but the last line returns to the four-stress form.

In the final stanza of the Prologue the poet envisages radiant acceptance of
death:

0122f Asry,
CBETABIH,
B 0J€XKJaX U3 A€HH
1243f Ha MATKOE AOXK€ M3 HaCTOAIero HaBo3a,
1221f M THXHM,
LIEAYIOIMUM LINAA KOACHH,
1232f OoOHHMET MHe 1LI€J0 KOAECO ITapOoBO3a.

(1.53)

The stanza stays within the four-ictus scheme but now embodies a range of
dol'nik, taktovik, and accentual rhythm, with intervals of one to four syllables.

Act I (II. 60-80)

TaBLE 33
Long S 4 3 Short Ac Tk Dk Ty Form Lines
60)VM 2 — 1 1 — 2 2 - — AcF 4
69) — — 11 1 — I4c+1/2 12

After the high tone of the Prologue ActI opens conversationally in free
accentual verse with the Poet now dressed in Maiakovskii’s famous yellow
blouse:

0623313f MunrocTuBbie rocygapu!
3awrronaitre MHe Ayuy,
MyCTOTA COYMTHCA HE MOTAA 6bl.
2213m A He 3Ha10, NTA€BOK — 00HMAa MAH HET.
213f A cyxoii, kak kameHHas 6aba.
2362221323m MeHs BHIAOHAH.
MuaocTuBbIE FOCyAapH,
XOTHTE —
ceifyac nepe Bamu 6y €T TaHLEBATD
3aMeYaTEAbHbIH I109T?

(1. 60)
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The scene is the city in a web of streets and a beggars’ festival is being
celebrated, but the radiant resolution envisaged at the end of the Prologue has
been subverted into contradiction, inability to distinguish between opposites,
and empty exhaustion. This sudden, unexplained loss of faith and purpose is
reflected in the form of free accentual verse: the organization of the verse has
dissolved on the level of measure with a range of three to ten stresses in the line,
but a degree of organization remains on the rhythmical level with all but
two intervals in the takfovik range. The theme of empty exhaustion here
adumbrates the Epilogue (‘Teneps s nHemuoro Bwicox’ (1. 517)), while the
introduction of free accentual verse sums up the play’s metrical movement at
the very inception of the action.?®

The Poet’s role has been reduced to that of performing artist, and as a spent
force he must adopt a ready-made metrical voice in order to move the verse
forward: the voice he chooses for his dance is that of Severianin, from the
melodic tradition of Russian verse. So, echoing the theme of ‘breaking silence’
in the Prologue, the Poet now incites the alienated people of the city to carnival
rebellion in the iambic tetrameter with feminine or dactylic caesura:

1121f  HMmuTe >XMPHBIX B AOMaX-CKOPAYMaxX
1121f  u B 6y6en 6pioxa Beceabe beliTe!

1131f CxBaTHTE 32 HOTH TAYXHX H FAYIIBIX
1131f M AyiTe B yLIM HM, KaK B HO3ApH QAciiTe.

(1.69)

The basic measure is a form typical of Severianin at the time and the use of a
dactylic caesura, which was especially developed by him, helps further to
identify his metrical voice as the particular model within the tradition, while
another indication lies in the move into dance itself. Khardzhiev cites a
contemporary account of Severianin’s manner of declamation as half singing,
half dancing,3° and Maiakovskii himself scathingly dismisses Severianin as a
‘ballerina’ in the article ‘Poezovecher Igoria Severianina’ (1914):

YBAEKAIOTCA TOAOCOM, OCAHKO#, MATKMMH MaHEPaMH, — OAHHM CAOBOM, BCEM TeM,
9TO HE MMEET HUKAKOro OTHOLIEHUA K Mod3uu. /la B caMOM Jere, He 6arepuHa AH
3TO, BEAb OH TaK M3AIEH . . . (I, 339)

The symmetrical rhythmical movement generated by the metre with its strong
caesura readily lends itself to a dancing lilt, and it is even possible to suggest
Severianin’s ‘Egopolonez’ (1912) as a particular model in the basic measure.
The parallels between the opening stanza of Severianin’s poem and the Poet’s
dance are quite striking:

Kusu, xusoe! INoa cornua 6y6HbI
CMeAee, AI0AH, B CBOI TOAOHE3!
Kak nA040HOCHBI, KaK 3AaTOTPy6HBI
CHombl p’kaHbIe MOUX 1033!31
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In both cases the exhortation is couched in musical terms and the same word is
even used (‘6y6en’; ‘Gy6musr’).

The adoption of Severianin’s voice may be appropriate for the Poet in his
role as performing artist, the empty poet whom V. Maiakovskii announces
himself to be at the start of the Act, but his frivolous posture is belied by the
import of his words. While the opening stanza of the dance reproduces the
Severianin variation of a dactylic caesura, the second introduces heterosyllabic
rhyme and a hypermetrical stress in the clausula (both typical of Severianin):

1121f Paszbeiite aumina y 6ouex 3nocty,
1121(0)f  BeAb s ropsAMI GYABDKHHK AYM €M.
1121f Ceroans B BallleM KpHYallleM TOCTE
321d s OBEHYAIOCh MOMM Ge3yMueM.

(1.73)

The other characters, except for the Old Man who entered earlier, now fill up
the stage, and the dance is concluded in a regular stanza with constant feminine
caesura and clausula:

1121f I'paneHbIx cTpodek 60coi aAMa3HUK,
1121f B3META IIEPHHBI B YY)KHX )KHAMLIAX,
1121f 3aKI'y CEroAHs BCEMHPHBIH MPa3AHMK
1121f TaKMX 60raThiX ¥ NECTPHIX HULIMX.
1.77)

ActI (Il. 81-125)

TaBLE 34
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
81)0d — 1 3 3 1 — — 8 2 Dk4343Am 8
90) - — 4 — — —_ — 4 4 Dk4-Dk4Am 4
94) —_- - 2 2 — _ - 4 4 Dk4343Am 4
98) —_- — 20 - — — — 20 14 Dk4-Dk4Am 20

The Poet’s dance is interrupted by the Old Man in the amphibrachic voice
which can be associated with his millennial age. He dismisses the Poet’s
adopted voice as an inappropriate, frivolous framework (echoing Maiakov-
skii’s own estimation of Severianin) behind which there lies a cry of anguish:

11222f OcTtaBb.
3auyeM MyApeLiaM NorpeMylleK nmorexa?

42m 51 — ThICAYEAETHHI CTAPHK.
1221£ H By — B Tebe Ha KpecTe U3 cMexa
112m pacnaT 3aMy4Y€HHBIH KpHK.

(1.81)
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‘Ocrabp’ serves as a metrical interjection standing outside the first metrical line
proper of the measure, and the Old Man’s relative independence from the Poet
is indicated by the switch from the four-ictus scheme of the dance to the
alternating four-ictus and three-ictus scheme in his amphibrachic dol'nik. The
Old Man’s major, four-ictus dol'nik voice, which is also predominantly
amphibrachic, is introduced in the third stanza, but the alternating four-ictus
and three-ictus measure then returns for one more stanza before the four-ictus
measure takes over for the rest of the speech. There may be some differen-
tiation of the two measures’ compositional roles. The first half of the Old Man’s
speech, where the alternating four-ictus and three-ictus dol’nik is dominant, is
more narrative or descriptive, while the switch to the four-ictus do!'nik in the
third stanza accompanies a switch, at least in the first two lines, to rhetorical
declaration, but the fourth stanza is again narrative or descriptive:

1122f A€rAo Ha ropo4 rpoMasHoOE rope

112m U COTHH MaXOHBKHUX roOpb.

1221f A cBeuH M AaMITBHI B TaAAsAlLeM CTIOpe
112m TTOKPBIAH LIOMIOTHI 30Pb.

1222f Beab MATKHE AyHBI HE BAACTHBI HaJl HAMHM, —
1222f orHu poHapeii M HapAAHEH U XAelle.
1222f B 3eMAe ropo4oB HaPEKAKCDH FOCNOaMH
1222f M A€3YyT CTEPETh HAaC 6e3aymHEle BELH.
1222m A c Heba Ha BOii YeAOBeUbeii OpAbI

122m rAaaguT obesymesiuuii 6or.

1222m U pyku B oTpenbsx ero 60poai,

122m H3BEACHHBIX MBIABIO JOPOT.

(1. 86)

In the second half of his speech, however, the Old Man takes up the seditious
thrust of the Poet’s dance, calling on the people of the city to overthrow God,
and his voice becomes set in the four-ictus scheme.

Ternary rhythm becomes much stronger from the third stanza onwards, and
in the second half of the speech other rhythmical forms and zero anacruses are
used to highlight the Old Man’s key refrain:

0222f Bpocbre kBapTHpHI!

HauTe 1 raagpTe —
0211f rAaAbTe CyXHMX U YEPHBIX KOLIEK!

(1.123)

The explanation of this image is given by Maiakovskii in his article ‘Bez belykh
flagov’ (1914):

BeAb KOrja €rurnTAHE UAH I'PEKH TAaJHAH YEPHBIX H CYXHX KOLIEK, OHH TOXKE€ MOTAH
AO6bITb SAEKTPHYECKYIO HCKPY, HO HEC UM BO3HOCHM MBI IIECHIO CAABBI, 4 TEM, KTO
GACCT}H.[IPIC raasa gaA NnoOBEIICHHBIM 'OAOBaM (ponapeifl H CHAY TBICAYH PYK BAHA B
ryaswue gyru tpamsaes. (1, 324)

The Old Man’s overthrow of God will take the same form, mastery of light, as
that proposed by the Poet in the Prologue, but, whereas the Poet’s kingdom
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will be powered by men’s liberated souls, the Old Man offers another, and old,
superstition. He also takes up the theme, raised by the Poet in the Prologue, of
the alienated city: he presents it in terms of the relationship between man and
things and the rebellion of things, but, regarding things as soulless, he cannot
bring harmony between them and man.32

Act1 (I 126-61)
TABLE 35

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

126)Ear 1 2 17 — — 4 13 5 2 Ac4 20

The Old Man gives way to the first of the Poet’s disfigured parts or doubles,
the Man without an Ear; he returns to the narrative proper and introduces a
female figure deriving from the woman given an idiot child by God in the
Prologue:

01251/ 310 — npasJa!
2251m Haz ropoaom
— rAe GAIOTepoB APEBKU —

0231m JKEHINMHA
— YepHbIe Mellepbl BEK —
0342m MeyeTcs,
KHJA€T Ha TPOTyaphbl MAE€BKH, —
2222m a IIAE€BKH BBIPACTaIOT B OTPOMHBIX KaA€EK.

(1.126)

The switch to one of the Poet’s disfigured doubles brings a sudden shift into the
greater irregularity of four-ictus accentual verse, with a probable extra stress at
the head of the first line; the shift into four-ictus accentual verse also accom-
panies a rise in the general tension which is indicated by an authorial remark
(‘Bce B BoAHenun’ (1, 157)) after the third stanza. This is immediately followed
by a long, seven-stress line at the head of the fourth stanza:
1120210f U Bor

CEeroAHs

cyTrpa

B Ayury

Bpe€3aA MaTyul ry6sl. .

(1.146)

This line repeats the form of the extended line in the Prologue (with two zero
intervals), but the correspondence between the metrical and semantic levels
seems to have been lost. o .

A certain rhythmical development within the speech can be seen in the move
from a more varied profile towards a more sustained taktovik rhythm at the end:
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2313f T'ocnioaa!
OcTraHOBHTECH!
Pa3Be 310 MOXHO?!
03331f /Jlaxe mepeyAKH 3aCy4YHAH pyKaBa AAA APaKH.
2323f A Tocka Mos pacrer,
HETIOHATHA U TPEBOKHA,
2123f KaK CA€32 Ha MOpJe y IAadyieii cobaku.

(1.155)

But although the Man states that his anguish is growing, the rhythmical
development within the speech hardly corresponds to such a rise; this confirms
the relative lack of rhythmical manoeuvre that the minor characters possess.
Within this stanza itself, however, the extra stress on the emphatic ‘Jaxe’ at
the head of the second line can act as a local rhythmical signal of the growing
anguish (extra stresses are also just possible on ‘sTo’ and ‘mos’ in the first and
third lines); on another level there are of course the exclamations.

Actl(ll. 162-71)

TABLE 36
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
162)0d — — 2 — — - — 2 1  Dk4-Dk4Am 2
165) Face — — 2 — — 1 — 1 — Ad 2
167)Ear — — 2 — — 1 — 1 — 2
170)Face — — 2 — — 1 - 1 — 2

The opening movement of Act I, which had been initiated by the Poet’s
dance, now ends in a dispute about things between the Old Man, the Man
without an Ear, and a new character, the Man with a Stretched Face:

CrapuK c KOIKaMu

1212m Bot Buaure!
Bewu Hago pyburs!

1222f Heaapom B ux Aackax mpoBHAEA Bpara 5!
YeAoBEK C paCTAHYTHIM AULIOM

1212m A, MOeT ObITh, BEIY HAA0 AIOOHTH?

0411f MoskeT 6bITh, Y Bele# Ayua gpyraa?
Yenrosek 6e3 yxa .,

0214m MHorue BelH CuMTh Ha060pOoT.

0221f Cepaue He cepauTcs,

K 3A06€ rayxo.

YeAOBEK C paCTAHYTHIM AHIIOM
(pPasocTHO MOAAaKHBAET)
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1412m U tam, rae y 4eAOBEKa BHIpE3aH poT,
0211f MHOTHM BelllaM IIPHIIMTO yXo!

(1. 162)

This altercation is preceded by another authorial remark (‘Ewe tpeBoxHee’
(1, 158)) indicating a further rise in anxiety, which here is conveyed through the
orchestration of the contrasting voices and their alternation within a stanza
rather than through a straightforward move towards greater irregularity. The
Old Man repeats his rejection of things in his familiar four-ictus dol’nik voice,
while the other two characters adopt a more positive attitude, suggesting that
man and thing are not opposed as soul and matter but that things may have a
different spiritual make-up. The agreement of these two characters on the
ideological level is paralleled on the rhythmical level in the like combination of
accentual and dol’nik rhythm in each of their speeches. In context, however,
this combination of rhythmical types may indicate an underlying uncertainty
which remains unresolved even when positive affirmation takes over on the
verbal level; the form of the first line of the Man with a Stretched Face, when he
is still expressing uncertainty, actually repeats that of the rhyming line in the
Old Man’s speech. So, although the latter’s influence appears to have been
rejected, it may still be present in the form of the verse (in the do!'nik rhythm)
in preparation for the return of his voice in a chorus stanza near the end of the
Act when the problem of the relationship of man and things is raised again and
apparently resolved.

Act (Il 172-219)

TABLE 37
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
1) VM — — 1 — — —_ - 1 —  A4? 1
173) 1 - — — — —_ - 1 — Hx 1
176) _- - 1 — 1 - — 1 —  Ac4? 2
179) 2 — 1 1 — TF 4
193) 2 — 1 1 — — 3 1 — AcF 4
203) —_ — 2 6 — — 1 7 2 Dk3An 8
213) - — — 2 - = = 2 1 2
215) 1 - — — — 1 — — — AcF 1
219) e — 1 — — Dk3An/AcF? 1

The conclusion of the opening movement of Act I in uncertainty calls for an
intervention on the part of the Poet, who now shifts the play into a discourse
that ranges over past, present, and future; this shift is accompanied by a shift
into metrical diversity. In the opening stanza the Poet establishes himself in a
didactic role:
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0221m 31060ii He Ma)KbTe CepAeLl KOHIIbI!
012222f Bac,

AeTeid MOMX,

6yAy y4uTb HEIIPEKAOHHO H CTPOTO.

0112m Bce BrI1, AtOAH,
Aunb 6y6eHIbI
31f Ha KoAmake y 6ora.

1.172)

The rhythmical form of the first line repeats that of the line in the preceding
altercation which it most closely echoes on the verbal level:

0221f Cepaue He cepauTcs,
K 3A006€ rayxo.
(1.168)

This creates a rapport between the Poet and his doubles, specifically the Man
without an Ear, through the form of the verse; the metrical classification as
four-ictus accentual verse could also be taken from this earlier line, but even so
there is no obviously satisfactory metrical classification for the three non-
hexametral lines in this stanza. In the second line, a hexameter, the Poet adopts
his classical voice again as the most appropriate voice for his didactic role. The
third line then returns to the four-ictus scheme, while the rhythmical fall and
breakdown into the short last line reinforces the bathetic thrust of the Poet’s
teaching.

The force of this short line is felt in the stanza following, in which the
four-ictus scheme set by the dance dissolves into the free trochaic measure as
the Poet recounts his past search for the soul:

01133113131f A
HOTOM, pacnyXxiuei OT UCKaHUH,
oborea
M Ballly Cyury
H ellje KaKhe-TO ApyTue CTpaHbl

213m B ZJOMHHO H MacCKe TEMHOTBI.
211331f A uckan

ee,

HEBHUJAHHYIO Aylly,

YTO6HI B ry6pI-paHsl
2113m MOAOKHTD €€ LIeASLHE L{BETHI.

(1.179)

The association of the free trochee with a journey motif may or may not be
significant here, but the trochaic base certainly has a compositional role
because it gives the verse an underlying structure just as the journey has an
underlying purpose. Bearing in mind the possible interpretation of measure in
terms of the organization of space, the free measure may correspond to the
Poet’s free wandering in space and the very division into metrical lines is
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rendered less distinct by the presence of potential additional rhymes
(‘nckannit’ — ‘crpans’ —'pansr’; ‘cymy’ — ‘aymry’). The Poet’s search for the
soul and his Harlequin guise indicate the assumption of a Symbolist identity
which may have its roots (note the past tense) in Maiakovskii’s professed early
enthusiasm for the Symbolists (see 1,17). This assumption of a Symbolist
identity will soon extend to the metrical level and will lead to the appearance of
the Poet’s Znakomaia, an echo or parody of Blok’s Neznakomka.

The Poet now pauses (‘OcranoBunca’ (1, 159)) before moving on to describe
first his present state and then his encounter with the soul:

2111f H onsars,

Kak pab

B KPOBaBOM IIOTE,
023f TeAo GeayMueM Kagaio.

0112131f  Bmpouewm,
pas3 HalleA ee —
Aymry.
Brimaa
B roany6om Karmore,
2132231f  roBopwurt:
“Cagurecs!
A AaBHO Bac xKJana.
He xotnTe AM cTakaHYMK 4ai0?”
(1. 190)

The break or inversion in the logical chain in the middle of the stanza is a device
which effectively reduces the soul to a logical irrelevance, an afterthought
hardly worth mentioning, and the dissolution into a loose, faktovik rhythm in
free accentual verse corresponds to the loss of that purpose which informed the
Poet’s search, for the soul turns out to be a caricature of the Symbolist ideal: the
soul is material and drinks tea, a recurring symbol of byt for Maiakovskii. The
rhythm of the first line is in fact consistent with trochaic metre and may carry a
rhythmical echo of the preceding stanza; this rhythm, however, may be
fortuitous, and with the strong pause between the stanzas it would be difficult
to classify the line as free trochaic (even as a doubtful case).

The revelation of the material nature of the soul offers a possible resolution
of the problem of soul and matter, but the dissolution of the Poet’s purpose, as
of the form of the verse, brings him to another halt (‘Ocranosuncs’ (1, 159)) and
returns him, in the present, to his state of emptiness. In order to move the verse
forward, therefore, the Poet again has to adopt a ready-made metrical voice.
Although he has discredited the spiritual content of the Symbolist ideal, he now
returns to the past and transfers his Symbolist guise onto the metrical level,
adopting, in its anapaestic variant, the three-ictus dol'nik which was canonized
by the Symbolists with Blok at their head:
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212m A — nosrT,
s pasHHUIly cTEp

232m MEXAY AMLIaMH CBOHX U YYKHX.
0121m B rHoe MOpros McKana cecrep.
212m IJeAroBaA y30pHO 60ABHBIX.

(1.203)

The parallels and differences between the Tragedy and Blok’s Lyrical Dramas
have been studied in some detail,33 though not on the metrical level. There is,
however, a close parallel on this level. The free dol'nik dominates in Korol' na
ploshchadi and Neznakomka, but the three-ictus dol'nik is one of the two
leading metrical themes in Balaganchik,3* which had been performed on the
same stage as the Tragedy in 1906. A possible source of the Poet’s three-ictus
anapaestic dol'nik voice within Balaganchik is Pierrot’s lament for his
cardboard love, which begins as follows:

S cTtoan mex aByMsa poHapAMHU

M cayman ux roaoca,

Kak menTtaauce, 3aKpbiBIIMCh NTAQILAMH,
ILleroBana ux HOYB B rAasa.3s

In addition to the metrical parallel (the monosyllabic anacrusis in the second
line is an exception) there is also a verbal parallel in the identical position of
‘LleroBana’ here and ‘LJerosan’ in the Tragedy, while a more general parallel
lies in the cardboard status of Pierrot’s Columbine because the Poet’s Znako-
maia also turns out to be a doll.

The adoption of this metrical voice allows the Poet to reassert himself in his
role as poet (albeit in past, Symbolist terms), but he now switches into the
present and then future in order to propose a fire to burn out emotion and a
feast of flesh:

222m A cerogusa

Ha XEeATbIH KocTep,
0112m cnpsATaB rAybke CAE3bI MOpEii,

211m A B3B€AY M CThIJ CECTED

222m M MOPILHHBI CE€AbIX MaTepeii!
222m Ha tapeakax 3aAM3aHHBIX 3aA
221m 6yaem xpaTh Teb1, MACO, Bek!

(1.208)

The repetition of a rhyme from the first stanza in the second (‘crep’ — ‘cecrep’;
‘koctep’ — ‘cectep’) may be designed to reinforce the incantatory tone, but the
adopted Symbolist voice, the voice of spiritual love, is quite inappropriate here
and its use rings like parody (compare his other adopted voice). This incon-
gruity is indicative of an inherent instability in the Poet’s voice which is made
manifest in the lack of support for his triumphant conclusion in the form of the
verse, for the rhetorical burst reaches its climax not at the end of the rhythmical
period but mid-stanza, thereby leaving the rhythmical movement unresolved.



59

As the climax (anti-climax) to his speech, the Poet now unveils his Znako-
maia, a grotesque caricature of the feminine ideal in the shape of a huge doll.
The appearance of the Znakomaia causes consternation among the other
characters, and when the Poet continues it is in a quiet aside (‘B cropone
— tuxo’ (1, 160)):

063013d  MmunrocTussle rocyaapu!
T'oBopsr,
rAe-To
— Kakercs, B Bpasuaun —
213m €CTh OAMH CYaCTAUBBIM YEAOBEK!

(1.215)

The Poet’s voice has lost both direction and power, and the stanza is concluded
bathetically. The long third line dissolves the form of the verse, recalling the
opening stanza of the Act, while the fourth line is another problematical line: it
might either be interpreted as a line of free accentual verse or, in view of the
anapaestic anacrusis and three-stress form, it could be a final, incorrect line of
three-ictus anapaestic dol'nik to mark the dissolution of the Poet’s Symbolist
voice; the latter interpretation finds support in the stanza following, in which
the Ordinary Young Man would seem to reproduce this line in the form of the
three-ictus anapaestic dol'nik. The long third line also has a dactylic clausula,
thereby creating an anomalous heterosyllabic and dissonance rhyme (‘san’
— ‘Bpasurun’). The Poet’s rhetoric had involved the burying of tears but now,
unable to maintain his assumed voice, he is forced to acknowledge the reality of
unhappiness in the world and the way is clear for his tears to come and haunt
him in Act II. With the dissolution of his metrical voice the Poet is once more a
spent force and henceforth more or less ceases to play a positive role.

Act1 (1. 220-43)

TABLE 38
Long S5 4 3 Short Ac Tk Dk Ty Form Lines
22000YM 1 — — — — — — — AcF 1
226) _— - - 1 —_ _ - 1 1 Dk3An 1
228) —- - 1 3 — — 1 3 — 4
233) —_ -1 1 — 1 — 1 1 Dk43? 2
235) _ - 2 - - 1 — 1 1 Acd 2
239) 2 - - - — 2 — — — AcF 2

With the eclipse of the Poet as a positive force the centre of the stage is now
taken by the Ordinary Young Man who had entered at the time of the unveiling
of the doll. He is the Poet’s negative double, and, as Stahlberger has pointed
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out, he fits Maiakovskii’s definition of ‘the happy possessor of common sense’

in the article ‘Otnoshenie segodniashnego teatra i kinematografa k iskusstvu’
(1913):3¢

CuyacTAuBbI 06A2AaTEAB 3APaBOrO CMBICAA HMEET T'POMajHOE IPEHMYILIECTBO
nepeA ApyruMH AI0AbMH — OBITh BCeraa ¥ BCEM IIOHATHBIM.

9t0 gocTHraeTcsa 6Aarosapsa AByM, €4Ba AH HMEIOIIMM JOCTOMHCTBA, paKTaM:

OrpaHM4YeHHOCTb YPOBHSA 3HAHHA TEMH JK€ PaMKaMH, KaK U 3HaHHA OAMIKHero.
(Y70 e npu TaKHX YCAOBUAX MOKHO CKa3aTh HEMTOHATHOIO?)

M cnocobHOCTs NMpPH YCHAYMBO-HYAHOM 3aHATHH CBOMM AEAOM BOCIIPMHHUMATb
YCTaABIM M CAQOBIM MO3rOM TOABKO CaMbl€ PEXYLIHME M CAy4YaiiHble 4epPThl HOBOTO
ABAenus. (1,282)

The key to the metrical composition of the Ordinary Young Man’s speech
would seem to lie in this definition and in the stage direction ‘noa6eraer
Kaxkgomy, uennsercsa’ (I,160). His addressee at any given moment may be
deduced not only from what he says but also, given that he clings parasitically to
the voice of the character being addressed, from the metrical voice in which he
says it (the voices of the characters are, as it were, designated like their
distinctive features). His reproduction of these metrical voices matches his dim
and facile understanding of the issues; in accordance with Maiakovskii’s
definition he grasps the most obvious feature (usually the ictus scheme), or else
an accidental feature, but he shows no real understanding of the voices he
reproduces. '

The Ordinary Young Man begins by addressing the Poet; he has grasped the
idea of a fire, but he has a confused idea of what is to be burnt:

061163212m  Munrocrussie rocyaapu!
Croiite!
MunrocTuBbIE TOCyAapH!
T'ocioaus,
rOCIOAHH,
CKKHTE CKOpeii:

222m 9TO 34€Ch XOTAT CKEYb
Mmarepeii?

(1.220)

The Ordinary Young Man here reproduces the Poet’s last two lines, but,
confusing a compositional unit for a stanzaic one, he makes them into a
rhyming couplet; he reproduces the free accentual line with exaggerated
length, while the second line becomes a regular three-ictus anapaestic dol'nik
(compare the doubtful status of the corresponding line in the Poet’s speech).

In the next stanza, in an unwitting parody of the Poet’s own assumption of
this voice, the Ordinary Young Man continues in the three-ictus anapaestic
dol'nik as he moves on (or back) to the question of life’s mysteries:

2011m TI'ocnioaa!
Mogsr Aroaeit ocrep,
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321m HO Nepej TaifHaMM MHPa HHK;

223m a Beab BBI 32)KUTaeTe KOCTEP

212m U3 COKPOBHII] 3HAHUH H KHHT!
(1.228)

The Ordinary Young Man bows before life’s mysteries, relying instead on the
knowledge reproduced in books, and there is a parallel between his miscon-
struction of the Poet’s rhetoric and his reproduction of the Poet’s metrical
voice: he has picked up the distinctive and repeated rhyming complex ‘crep’,
just as he has grasped the idea of a fire, but there is also an incorrect line and a
line with a trisyllabic anacrusis, while the rhythm of the opening line is
disrupted by the hypermetrical stress in the stem.

The Ordinary Young Man would now appear to leave the Poet as he goes on
to consider the problem of things; he would appear to be addressing, both
separately and together, the Old Man, the Man without an Ear, and the Man
with a Stretched Face:

2222m Sl npuAyMmaA MalIMHKY AASl PyOKH KOTAET.
202m S ymom BoBce He naox!
2222m Y MeHs eCTb 3HAKOMBIH —
OH ABaALIATh [IATh AET
1421m  paboraer
HaJ KallKaHOM AAA AOBAM 6AOX.
(1.233)

For the Ordinary Young Man the problem of things is a purely technological
one on a petty, household scale, and he seems to show no awareness of the
differing views on the subject among those he is addressing; it may be,
however, that his speech shows a dim awareness of some differentiation of their
voices. The first two lines could be addressed to the Old Man in the alternating
four-ictus and three-ictus scheme of his major metrical voice, while the second
two lines could be addressed to the other two characters, or perhaps all three
together, in their four-ictus scheme. In his reproduction of the Old Man’s voice
(if that is what it is) the Ordinary Young Man fails to perceive its amphibrachic
rhythm, continuing instead with the anapaestic anacruses (and masculine
clausulae) picked up in his reproduction of the Poet’s voice; moreover,
although the first line has a ternary rhythm, there is a zero interval in the
second, while in the second half of the stanza ternary rhythm returns in the
third line but the fourth is accentual again.

In reproducing the voices of those around him the Ordinary Young Man is
exercising his chief asset, the ability to be understood. This ability, however, is
the negative realization of the Poet’s ideal, because communication is achieved
not through one common language but in a multiplicity of individual ones,
thereby institutionalizing mankind’s disunity.
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In the final two lines of his speech the Ordinary Young Man would appear to
lapse into his own natural voice as he comes to the kernel of his philosophy,
reproduction:

211203f Y Mens xena ecrb,
CKOPO pOAHMT CblHa HAH AOYKY,
12152122f  a BbI— roBopuTe ragocru!
HHTEAAHTEHTHBIE AlOAH!

ITpago, kak 6yaTo o6uaHO.
(1.239)

Yet again the Ordinary Young Man demonstrates his indifference to qualita-
tive distinctions (‘ceina uau 404Ky’), and, without a metrical model to feed off,
the form of his voice dissolves in free accentual verse: the two lines are both
long, but unequal, and more or less lack rhythmical organization; moreover,
the speech in fact ends before the verse has been given structure through
rhyme.

Actl (ll. 244-83)

TaBLE 39
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
244)Ear 1 — — 1 — 1 — 1 — AcF 2
248) OYM — 1 1 1 — 2 — 1 — 3
253)VM — — — — 1 - = = = 1
254) - -1 - — - — 1 — Ac4? 1
255) 1 1 — — — — — 2 — Hx 2
260)OYM — — 1 3 — —_ 2 2 1  Dk3An 4
267)Face — — 1 — — - — 1 — A4? 1
268) 2 — — — — — 1 1 1 Hx 2
273)Bar — — 2 — — 1 1 — — Ac 2
275)Face — 1 — 1 — 1 — 1 1 Dk43/AcF? 2
218)Al — — 4 — — — — 4 2 Dk4-Dk4Am 4

The reaction of the other characters to the speech of the Ordinary Young
Man is to suggest that he gets up on a box or a barrel in order to be seen:
Yenrosek He3 yxa

220222f MoAoa0# 9yeroBeK,
BCTaHb Ha KOPO6OUKy!

M3 ToAnibl
Ayuiue Ha 604Ky!
Yerosek 6e3 yxa

121f A TO Bac COBCeM He BHAHO!
(1.244)
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This suggestion can be interpreted as a translation into visual and spatial terms
of the Ordinary Young Man’s facelessness, which was realized on the level of
costume in his normal clothes; when he is not reproducing the voices of others
the form of his voice dissolves and so, lacking a proper metrical identity, he
cannot be ‘seen’. The renewed participation of these other characters releases
the movement suspended by the Poet’s discourse on the soul and tension soon
rises as events move rapidly towards a climax in the rebellion of things. But
without the guiding influence of the Poet, who has relinquished the centre of
the stage to the Ordinary Young Man, the Man without an Ear is disorientated.
He begins in his accustomed four-ictus accentual voice but does not quite
manage the rhyme, which is supplied in an extension by a voice from the crowd
(‘aouky’ — (‘kopobouxy’) — ‘6ouxy’), while his second line has only three
stresses.

The Ordinary Young Man rejects these characters’ sarcasm but is apparently
confused in his attempt to reproduce the nearest voice at hand by their metrical
disorientation:

1341m H nevero cMeaThca!
Y mens 6parels ecTp,
04232f  MareHbKHH, —
BBI IpHAETe U 6yA€Te xKeBaTh €ro KOCTH.
111m Br1 BCE xoTHTE CHECTD!
(1.248)

These three lines hover round the four-stress form but are all unequal in length,
and so have been classified as free accentual (like the two lines before). After
an authorial remark indicating general anxiety (‘Tpesora. I'yaxu. 3a cuenoit
kpuku: “llrtans, wranst!™ (1,161)), the Poet himself steps in to finish the
stanza with a short line:

Of Bpocsre!
(1.253)

The Poet’s intervention, though decisive (the crowd surrounds the Ordinary
Young Man), is nevertheless essentially negative and his subsequent attempt to
assert the vast potential of his unfulfilled appetite and justify the call to a feast
of flesh is couched in conditional form:

0212f Ecau 6 BH TaK, Kak i, TOAOJAAAH —
02222f JAaAH
BOCTOKa H 3aIr1aja
BbI ObI TAOaAH,
112222f  kax rAOXKyT KOCTh HE60CBOAA
3aBOJOB KOIT4YE€HbIC pO)KH!

(1.254)

The complex and somewhat contrived form of this stanza, which is repeated in
the next stanza but one, may be intended as the metrical equivalent of a
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conditional construction. The opening line, the protasis, follows the four-ictus
scheme set in this Act by the Poet’s own dance, while the second line, the
apodosis, moves towards the hexameter (and has been classified as hexame-
tral) but does not achieve the full measure; the initial-final internal rhyme
(‘aann’ — ‘raogann’) in this line corresponds to the sense of embracing spatial
extremes. The full measure of the hexameter is only achieved in the unrhymed
third line, a subordinate clause attached to the apodosis: it is a regular
hexameter in all but the anacrusis. This return to (or towards) the hexameter is
to be expected because it is the only ready-made metrical voice left to the Poet
which has not been discredited; the Poet will assume this voice again in Act II,
but here the form of the stanza would seem to give it a conditional status.

The attempted hexameter voice does not appear to count for the Ordinary
Young Man who now intervenes to defend love, which for him lies in
possession, in the Poet’s earlier, three-ictus anapaestic dol'nik voice:

0121m Yro ke, —
3HA4YHUT, HUYTO AIOOOBB?
213m Y mens ectb Coneuxa cecrpa!l
(Ha koAeHsx.)
031m Munsle!
He AeiiTe KpoBb!
222m Aoporue,

He HaJo KocTtpa!

(1. 260)

In familiar fashion there are two incorrect lines, one with a zero anacrusis.

The Ordinary Young Man’s frantic appeal is followed by another authorial
remark indicating a rise in the general anxiety as off-stage the things begin to
take on a life of their own: ‘T'peBora Beipocaa. Beictpeasl. Haunnaer MegreHHO
TAHYTH OAHY HOTY BoAocTO4Has Tpy6a. 3aryaero xereso kpour’ (1,161). The
rise in tension and anxiety throughout this passage is not matched by a
straightforward move towards greater irregularity in the form of the verse (if
anything the opposite is the case); it is transmitted instead through the
cacophony of metrical voices arising out of the general disorientation. An
attempt to follow the Poet’s metrical lead is now made by the Man with a
Stretched Face who rejects the Ordinary Young Man’s defence of love by
rejecting love itself:

0211f Ecau 6 BBI Tak, Kak A, AOOHAH,
0222222f  BbI GBI y6HAK AIOGOBD

HMAHM AOOHOE MECTO HAILLAK

H pacTAMAH 6
122322f LIepIlIaBoe NOTHOE He6o

U MOAOYHO-HEBHUHHEIE 3BE3bI.

- (1.267)
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In attempting to follow the Poet, however, the Man with a Stretched Face is
speaking ‘out of character’, because the hexametral voice is specifically associ-
ated with the role of poet, and the conditional metrico-syntactic construction,
in accordance with the general disorientation, loses its point and form. The
relationship between the second and third lines has been altered: the second
line now over-achieves the measure, and the distinction between the two lines
has been lost on the syntactic level because the third line is now part of the
apodosis; furthermore, the attempted internal rhyme in the second line
(‘yburn’ — ‘pactanaum 6’) is out of place. Correspondingly, the sense of the
Poet’s parallel stanza would seem to have been altered or even inverted:
whereas the Poet asserted the vast potential of his unfulfilled appetite, the Man
with a Stretched Face moves from his lack of fulfilment in love (the implication,
in context, of the first line) to a violent rejection of love as such.

The Man without an Ear takes up this rejection of love in relation to ‘your
women’, but he now reverts to character in his accustomed four-ictus accentual
voice in the ictus scheme set by the Poet’s dance:

0142m Baim ;xeHIMHBI HE YMEIOT AIOGHTD,
1322f OHH OT IOIIEAYEB PaCITyXAH, KaK I'yOKH.

(1.273)

These two lines are followed by a further indication of a rise in tension:
‘BcTynaoT yAapsl THICAYM HOr B HaTsaHyToe 6pioxo maomagu’ (I,162). The
stanza is then completed by the Man with a Stretched Face who switches to the
theme of matter and spirit in a feminine context:

31011/312Im A u3 Moeii Aymn
TOKE MOYKHO CIIHTh
122f Takue HapAAHble I06Ku!

(1.275)

The earlier dispute involving the Man with a Stretched Face, the Man without
an Ear, and the Old Man is resolved here (at least in relation to man) in
accordance with the Poet’s teaching: the human soul is in fact material, so the
opposition of matter and spirit is removed. Disorientation, however, persists
on the metrical level. The metrical form of the verse is hard to determine: this
could be free accentual verse, or, given the amphibrachic rhythmical form of
the second line, there could be an approach to the alternating four-ictus and
three-ictus amphibrachic do!'nik in preparation for the adoption of the Old
Man’s voice in the climactic chorus stanza following.

The tension on stage now reaches an extreme: ‘BoaHenue He noMemaercs.
Bce Bokpyr rpoMaaHoO# xeHIuHbL. B3aBaruBaior Ha naeun. Tamar’ (1, 162). The
assault on the doll, the symbol of the spiritual and the feminine (or perhaps the
spiritual in the feminine), brings all the characters together for the final, chorus
stanza of the passage in the Old Man’s voice:
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1222f Haem, —

A€ 3a CBATOCTD

PaCnAAH IPOPOKa,
1212f TeAa OTAAAMM Pa3AETOMY IAACY,
1222f  Ha yepHOM rpaHMTE rpexa H IIOpoKa
1122f MOCTaBUM MIAMATHHK KPaCHOMY MACY.

(1.278)

This assertion of base physicality against spirituality rounds off the theme of
matter and spirit in the four-ictus scheme set by the Poet’s dance (note the
dance motif here), but the Old Man’s metrico-rhythmical influence is now clear
in the strong amphibrachic rhythm of his major, four-ictus dol’nik voice. On
the one hand, this move into the four-ictus dol’nik rounds off the passage’s
disorientated, heterogeneous composition with one last voice; on the other
hand, it may also be adopted because the Old Man is the only figure left capable
of giving a positive metrical lead, since he alone possesses a certain genuine
independence from the Poet. The resolution of matter and spirit cannot be
attributed either solely or primarily to the Old Man, but a retrospective
indication of his ideological influence can be seen in his appearance in Act II
with just one plucked cat (the others, presumably, have been rubbed bare in
order to generate electricity according to his ancient rite).

ActI (ll. 284-338)

TABLE 40
Long 5 4 3 Shot Ac Tk Dk Ty Form Lines
284)Eye — — 4 4 — 1 3 4 2 Acd4343 8
299) -1 7 — — 1 5 2 — Ad 8
316) —_ - 2 2 — 1 — 3 — Ac4343 4
321) — 2 6 — — 1 4 3 —  Acd 8

The preceding passage ends triumphantly with the discarding of the doll:
‘Besymue Hagopsanrocs. Kenummny 6pocurn’ (1, 162). Meanwhile a new charac-
ter, the Man without an Eye and a Leg, has entered, and in the concluding
speech of the Act he tells of a rebellion off-stage:

0232f Croiire!
Ha yaunax,
rae Auna —
Kak 6pems,
111m y BCEX OAHH M T€ X,
1211f  cefivac poanaa crapyxa-Bpems
132m  orpomHbIit
KPHBOPOTHIH MATEX!

(1.284)
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This is the rebellion of things, as in Khlebnikov’s Zhurav!’, and it complements
or perhaps supersedes (‘Croiire!’) the resolution which has been proclaimed on
stage in the Old Man’s voice. In their rebellion the things turn against the
existing order manifested in their names, which are discarded as worn out and
so incapable of signifying the objects they traditionally and conventionally
denote; the things have taken on a human life of their own, and everybody, as
well as everything, has been reduced to raw material (‘Auua/ . . .y Bcex ogau u
TEe X’).

The voice of the Man without an Eye and a Leg incorporates both four-ictus
and alternating four-ictus and three-ictus accentual verse; as such, and also in
its rhythmical profile, it brings together the main voices of the city— the voices
of the Old Man, the Man without an Ear, and the Man with a Stretched Face
(with the Poet in the background). The accentual base and the four-ictus
accentual measure derive from the latter characters, while the alternating
scheme and the combination of the two schemes derive from the Old Man;
dol'nik rhythm is also quite prominent in the alternating measure.

Although this Man’s voice brings together the main voices of the city, in his
speech there would seem to be a move towards an erosion or erasure of existing
structural relationships on the level of verse form corresponding to the things’
discarding of their names. The alternating scheme, as in the Old Man’s main
speech, continues from the first stanza into the second, but it does not then
return until the fifth stanza and the relationship between the two forms as
minor and major no longer clearly applies. Whereas in the Old Man’s speech
there seemed to be some differentiation of the two measures’ compositional
roles, here none is apparent, and the switch from one to the other, for example
between the second and third stanzas, does not seem to have any compositional
or other significance:

0223m CMmex!
Ilepea MOpaaMu BBIAE3LIMX FOJ0B
222f OHEMEAH 3€MEADB CTAPOKHABI,

1222m a3aoba
B3/yBaAa Ha A6ax roposoB
042f peKM —
TBICAYEBEPCTHIE KHABI.
0221f MeaneHHoO,
B yKace,
CTPEAKH BOAOC
2213m MOJBIMAACA Ha ABICOM TEMEHH BPEMEH.
11141f H Bapyr
BCE BEIlH
KMHYAHCb,
pasampast roAoC,
0323m CKHABIBAaTh AOXMOTbA U3HOILIEHHbIX HMEH.

(1.292)
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The close association of masculine clausulae and three-ictus lines is broken in
the second stanza, and the same clausula pattern is not found in any two
consecutive stanzas throughout the speech. Similarly, the three main types of
rhythmical form appear to alternate and combine more or less indis-
criminately. There is no one clear rhythmical tendency or movement within
the speech, no stanza has a sustained rhythm of one type or another, and
no two stanzas have the same overall rhythmical profile. The penultimate
stanza, for example, has three lines of dol'nik rhythm while the final stanza has
none:

0333m Kaxzgana xarola HeJOCTyIHa U CTpOTa.
1121d YyAKH-KOKOTKH

I/H'pl/lBO [HypﬂTCﬂ.
2122m ST AeTeA, Kak pyraHb.

Apyras Hora
1221d eme goberaer B coceAHEH yAHLe.
01131/0115f Yro xe,

BHI,

KpHYallie, 9T0 A KareKkar! —
0233m cTapbie,

JKHPHBIE,

o6pirosrimne Bparu!
11133f Cerogus

B LIEAOM MHPE€ He HaliAeTe YEAOBEKa,
2224m Y KOTOpOTO

ABE

OAMHAKOBBIE

Horu!

(1.321)

Although there is a change from narrative to rhetorical statement between
these stanzas, the principle of rhythmical composition here matches the notion
of a body incongruously put together, and the presence of an extra stress in at
least one line of the final stanza (as well as in a line earlier) prepares for the
dissolution of the leading role of the four-ictus scheme and the general
deregulation of line length in the second half of the play.

The erosion or erasure of existing structural relationships and the reduction
of everyone and everything to raw material could lead to a transformation of
reality through the renaming of things. This would be a task to be performed by
the Poet, whose very role once involved the erasure of distinctions between
people: ‘Sl —mnosT, / s pasuuuy crep // Mexay Aunamu csoux u yxux’ (1. 203);37
but the Poet in the Tragedy is by now a spent force.
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Act I (1. 339-73)

TaBLE 41
Long 5 4 3 Shot Ac Tk Dk Ty Form Lines
339)Eye — 2 — 2 — 1 2 — AcF 4
H¥H)VM — — — 1 — - - 1 — 1
349) T1 _ - 2 2 - —_ - 4 3 Dk4343D 4
3I’SH)VM — 1 — — — — 1 — — AcF 1
360)T2 @ — — 2 1 — 2 — 1 1 Dk4343D 3
366)T3 — — 2 1 1 2 - 1 — 4

The problem of things has been resolved by their rebellion and Act II takes
place in the new city: ‘Ckyuno. ITromaas B HoBoM ropoge’ (1, 165); in this Act the
unresolved problems of human relations come to the fore. V. Maiakovskii has
changed into the classical attire of the poet (toga and laurel crown), and in the
opening stanza of the Act the Man without an Eye and a Leg announces that the
Poet has been proclaimed prince, presumably in recognition of his supposed
leading role in the liquidation of the old order and creation of the new:

YenoBek 6€3 raaza 1 HOTH
(ycAyKAHMBO).

11021/1131f ITosT!

IlosT!

Bac o6bABHAM KHA3EM.
13212m IToxopHele

TOANATCA 32 ABEPHIO,

MAABLIbI COCYT.
221f Iepea KaxAbIM IOAOKEH Ha3eMb
121m KaKOH-TO CMEIIHOH cocyA.

B. MasakoBckuii

011m Yro xe,
nycThb UAYT! (1.339)

The Man without an Eye and a Leg provides a superficially smooth transition
between Acts, but the form of the verse in this stanza indicates a radical change
in the situation. The four-ictus scheme which gave the verse direction through-
out much of ActI has lost its leading role, and the verse is set in the free
accentual form which will dominate in this Act. The last line, which stands
outside the standard abab quatrain and is only added to it through a relatively
poor additional rhyme (‘cocyr’ — ‘cocya’ — ‘uayt’), reveals the Poet to be on
the edge of or almost outside the verse, hence the loss of a pivotal ictus scheme.
The Poet’s status has been inverted: he is no longer the mover of the verse, a
role which he had already potentially relinquished by the middle of Act I, but
its audience.
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This change in his status is brought home to the Poet in the next three stanzas
as tears, which he had buried in Actl, are presented to him by the three
Women with Tears. The first is the Woman with a Little Tear:

0221f Bot 510 cAé3Ka MOsA —
BO3bMHTE!

022m MHe He Hy)XHa OHa.
Iycrs.

0222f Bor oHa,
benasn,
B IIEAKE M3 HUTEH

022m T'Aa3, OCHIAQIOIIMX I'PYCTh!
(1.349)

The basic measure in this and the next two stanzas is the alternating four-ictus
and three-ictus dactylic dol'nik, but, with the erasure of the traditional
relationship between form and content (at least for the people of the city), the
Women do not understand the significance of their tears and so are not aware of
the form as a lament. Suffering still persists, but it is not recognized as such.
The tears are objects divorced from their bearers and therefore seem redun-
dant; attribute and person are divorced, and the form of the Woman’s voices is
determined not by them but by their tears. There is a direct correspondence
between the progressive deformation of the metrical structure and the increas-
ing size of the tears, and an inverted correspondence between these features
and the concern of the Women. In this opening stanza the rhythm is regular,
even dactylic, in three lines, and the three-ictus lines end in masculine
clausulae, but there is a striking enjambement between the third and fourth
lines.

The poet now intervenes in an attempt to refuse the proffered tear, butitis in
fact the logic of his situation which has called it and the following tears forth:

B. Masakosckuit
(6ecnoxoiino).

23311f He Hy:»xHa oHa,
3a4eM MHe?

(Caeayromeii.)
H y Bac raasa pacnyxau?

Bropas
(6ecrreuHo).
2022f IMycraxn!
CeIH yMHpaer.
He tasxko.
2102f Bor emme caesa.
Mo:xHO Ha TyPAIO.

022f Byaer kpacuBas npsxka.
(1.357)
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The Poet’s brief speech stands as the first metrical line of the stanza, but his
uneasy status in the verse is clearly evident in the line’s form which cannot be
related either to the metrical structure or ictus scheme of the measure. The
stanza is completed by the Woman with a Tear, and the greater degree of
sufferingimpliedis conveyed through the form of the verse. Only the last line has
a dactylic anacrusis and rhythm, the even lines no longer end in masculine
clausulae, and there are zero intervalsin both the second and third lines (the zero
interval is the rhythmical effect which will be associated with the expression of
pain in Pro eto). The second line even breaks the measure, but it could be
interpreted as an amalgam consisting of a regular three-ictus line, dactylic in
rhythm, preceded by a metrical interjection or surrogate opening line
(‘TIycraxu!’) after the Poet’s anomalous contribution. This stanza does not elicit
any further verbal reaction from the Poet but his reaction of mute fright is
nevertheless recorded: ‘ucnyran’ (1, 166).
The third Woman now presents her large tear with yet greater indifference:

0220d Ber e cMoTpiiTE,
4yTO A
rpsA3Has.
021f Brimorocs —
6yay amie.
0310d Bot BaM 1 MOsA cAe3a,
fpasaHasn,
12f 6oabwas cresuma. (1. 366)

The deformation of the verse is now severe: no lines have a dactylic rhythm,
two have zero intervals, and the measure breaks down in the short last line.

Act II (1. 374-468)

TABLE 42
Long 5 4 3 Short Ac Tk Dk Ty Form Lines

3749 ) VM — 1 — 1 — 1 1 — — AcF 2
378) News — — — — 2 2
381) All 1 — — — 2 - 1 = — 3
388)Head — — — — 1 1
390)2K @ — 3 — — 1 1 1 1 1 4
397) All ‘Prose’

399) 2K 0 5 4 — 1 10 7 2 — AcF 20
452) Ks -1 — 1 2 2 - - — 4
459)VM — — 1 1 — - — 2 1 Dk43D/AcF? 2
464)Al — 1 — — 1 1 — — — AcF 2
467)0d — — 2 — — — — 2 — Dk4-Dk4Am 2
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After the presentation of the third and largest tear the Poet has had enough,
but he tries to hide behind a flippant tone before giving way to the cries of
newspaper vendors:

B. MaskoBckuii

031/0111m Byaert!
Hx yxe ropa.
21053m /Ja u MHe nopa.
Kro 3TOT O4apoBaTeABHBIH MaTEH?

l'azeTyuku
22m Qurapo!
Qurapo!
1m MarsH!

(1.374)

Free accentual verse has returned, and the form of the verse in this stanza
further underlines the Poet’s altered status in the new order. He appears to
attempt some impromptu rhyming (‘Ux yse ropa. // lau mue nopa’) which has
the ring of popular light verse, but, without answering his question, the cries
of the Newsmen complete the stanza with two short lines, and the Poet’s
attempted couplet (if that is what it is) is broken up by a dissonance rhyme
(‘ropa’ — ‘©@urapo’).

The Man with Two Kisses has appeared, causing consternation among the
other characters who try to speak all at once (‘ToBopsT Bnepeb6oit’ (1, 167)):

13f Cmorpure —

KAaKOM AUKHi1!
222132m OTOHAUTE HEMHOTO.

TemHo.

ITycrure!

MoA0A0i1 4eAOBEK,
1d He uKauTe!

Yerosek 6€3 roAOBEHI

00m H-u-u-u...

9-3-3-3. ..

(1.381)

The interpretation adopted is one of several alternatives, some more likely
than others, since almost every graphical line might be considered to end in a
possible rhyme (‘Cmorpure’ — ‘Ilycrure’ — (‘U-u-u-u’); ‘anknit’ — ‘uxaiire’
— (‘U-n-u-u’); ‘HeMHOro’ — ‘TeMHO’; ‘ueroBek’ — ‘D-3-9-3”). As a result the
boundaries of the metrical lines and even of the stanza itself (should the
stutterings be considered part of the stanza or not?) cannot be established with
any certainty.38 This dissolution of the primary constraint of verse form, the
division into metrical lines, corresponds to the confused babble of voices; it not
only indicates the characters’ disarray and disunity but also represents the
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dissolution of the Poet’s ideal of a common language (note the Newsmen’s
French), just as the stuttering of the Man without a Head, a progression on the
theme of disfigurement, represents the dissolution of language itself.

This is an appropriate cue for the Man with Two Kisses whose main speech
will record the breakdown of the means to that common language, kissing. In
his introductory stanza, however, he describes the degradation of sexual
relations on a heavenly scale:

YeroBek ¢ ABYMA MTOLIEAYAMH

03112f Tyun orzalorcsa neby,
PBIXABI H FaAKH.
0(0)f Jenb rub.
02222f /JleBylIKH BO34yXa TOe 4O 30A0Ta MaJKH,
21102f M UM TOABKO A€HbIH.

B. MasxkoBckuit
Yro?
YeAoBeK C ABYMA MOLIEAYAMH
JleHbru u AeHbru 6!
T'oaoca
013° Tue!

Tume!
(1.390)

The reactions of the Poet and the other characters suggest that there is
something inappropriate in what is said and/or in how it is said; the Poet either
cannot understand or cannot hear, but when the Man with Two Kisses repeats,
it is unnecessarily loud. The Man’s voice does not quite have the amorphous
contours of his main speech, that is, it is not quite his proper voice, and the
stanza certainly has some curious features: apart from the hypermetrical stress
in the clausula (one of only three such examples in the play) in the short second
line, the most curious feature is the smooth rhythm of the third line, which has
the form of a dactylic pentameter with three dactylic word boundaries. The
unrhymed, ‘prose’ extension at the end of the stanza then completes the
dissolution of verse form in the previous stanza when the characters were trying
to speak all at once.

In his main speech, which is introduced as a ‘raner ¢ AbIpABbIMH MAYAMH
(1,167), the Man with Two Kisses tells the tragic tale of a man who has been
given two kisses (i.e., himself):

124312f BoAbIIOMY U TPA3SHOMY 4EAOBEKY
NIOJAPHAH ABa IIOLIEAYA.
2220221m YeroBeK GbIA HEAOBKHH,
He 3HaA,

YTO C HUMH J€AATh,
KyAQ HX A€Tb.



74

02413f T'opog,

BECh B Npa3AHHKeE,

BO3HOCHA B cCOBOpaxX aAAHAYS,
0323m AIOAM BBIXOAMAHM KPaCHBOE HaJETh.

(1.399)

The man eventually commits suicide, and so the dislocation of narrator and
subject is compounded by a dissolution of causality to the extreme point where
the narrator of the story has, as its subject, hanged himself.4° With the erasure of
structural and now also causal relationships the act of kissing is divorced from
bothagent and object;itis materialized, and the kisses, like the tears earlier, lose
meaning for their bearer and are discarded as redundant only to take on a life of
theirown. Thus the Poet’sideal of kissing has turned into a self-sufficient cause in
itself, not a relationship between people, and leads to suicide.

The dissolution of the Poet’s ideal in this speech is matched by an extreme
dissolution of the form of the verse: the lines are mostly long but of unequal
length, the range of line length is vast (from two to ten stresses), and the
rhythmical organization has more or less dissolved. As a dance, therefore, this
speech also represents the ultimate dissolution of the Poet’s original dance
which set the metrical and thematic direction of Act I (note also the return of
the festival motif). In the first two stanzas the lines are concentrated in the
middle of a range of four to seven stresses, but in the third and particularly the
fourth stanzas even this semblance of organization disappears:

0231221f Bpocun.
U Bapyr
y TIOLIEAYA BBIPOCAH YLIKH,
OH CTaA BEPTEThCA,

0411d TOHEHbBKMM FOAOCOYKOM KPHKHYA!

“Mamouxy!”
2321332f Hcnyrancs yenoBek.

O6epHYA AOXMOTbAMH AYILH CBOEH AporKalliee TEAbLIE,
11232d TIOHEC AOMOH,

YTOOBI BCTAaBUTD B TOAY6€HBKYIO PAMOYKY.
0123204312f ZIOATO PBIACA B ITBIAH IO Y4EMOAAHAM
(MCKaA paMOuKy).
OrasiHyACA —
MOLIEAYH A€KHT Ha JUBAHE,
11121d rPOMaAHblii,
MKHUPHBIH,
BBIPOC,
cMeeTcH,
6ecurcs!
0332131f “Tocrioan! —
3aNAAKaA YEAOBEK, —
HHKOTAa HE AYMaA, 4TO A TaK YCTaHy.
02f Hazo nosecutsca!”
(1.419)
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In the third stanza there is already a slight tendency for the lines to diverge in
length but in the fourth stanza, which ends in the man’s suicide, this divergence
reaches an extreme; and the dissolution of the form of the verse again extends
to the division into metrical lines and even stanzas, for the first line of the fourth
stanza could end on ‘aemoaanam’ rather than ‘gusane’ (or there could be five
metrical lines in the stanza), while either ‘pamouxy’ could mark the end of the
third stanza.

In the final stanza of the speech, while the man hangs, there is a general
disintegration of the sexual relationship in the mechanical, impersonal process

of a kiss production line:
2111d H noka BuceA OH,
ragKui,
JKaA€HbKHi, —
21232m B 6yAyapax »KeHIMHBI
— ¢pabpuxmu 6e3 gpiMa 1 TPY6 —
235131h MHAAHOHAMH BbIAECABIBAAH ITOLIEAYH, —
BCAKHE,
6oAbiIME,
MaA€HbKHE, —
1413m MACHCTBIMHM pbhlYaraMi LIAEMAIOmKUX ry6.

(1.442)

The lines are shorter again and the range has contracted, but the range of
intervals is greater than ever; the clausulae are generally more varied in this
speech than elsewhere, and the heterosyllabic rhyme here (‘xarenbkuit’
— ‘manennkue’) involves the first hyperdactylic clausula in the play.

The children kisses now roll off the production line and onto the stage, each
one bringing a tear to signify the universal unhappiness in sexual relationships:

114f Hac maccy BeinycTHAn.
Bospmure!

12210f Ceituac ocTaAbHBIE IPHAYT.
IToxa — BoceMs.

00f A—
Murs.

of ITpocum!

(1.452)

The tone is inappropriately bright and cheery (‘pe3so’ (1, 169)), while there is a
breakdown into short lines and also two zero intervals.
The presentation of tears involves the Poet once again, but he protests that
he cannot take on the burden of suffering:
2122/215m T'ocnoaa!
INocaymraiire, —
A He mory!
022h Bawm xoporuo,

a MHe ¢ 6OABIO-TO KaK?
(1. 459)
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These two lines would fit into the free accentual context, but it is possible that
there is an approach to the alternating four-ictus and three-ictus dactylic
dol'nik, the voice, appropriately, of the lament, since the second line has the
form of a dactylic trimeter. But the reaction of the other characters is now
openly hostile (‘Yrpoast’ (1, 169)):

41403/ Tot morosopu eije Tam!
411203m Mb1 u3 T1e6a caeraem pary,
2d KaK U3 KpOAHKa!

(1. 464)

The third line of the stanza breaks up any possible organization established in
the Poet’s opening couplet, and the familiar, bathetic effect of the short last line
drives the point home (compare the earlier stanza with the Newsmen).

The reversal in the Poet’s fortunes is thus complete. The other characters
have turned against him and the Old Man, the most independent of them and
the first and now also the last to speak, steps in to pass judgement. The Old
Man commands the Poet to take up both the role of poet, which he alone can
fulfil, and the burden of suffering:

2111m Thl 0AMH yMe€E1Ib IECHH TIETh.
(Harpyay ca€s.)
2212f OTHecH TBOEMY KpacHBOMY 6ory.

(1.487)

The rhythm of the Old Man’s voice in his major, four-ictus do!'nik measure has
altered notably: both lines have a disyllabic anacrusis, and neither has a ternary
rhythmical form while one has a binary form. This rhythmical alteration may be
related to the disjointing of the millennial inertia of time in the rebellion of
things or else to a change in the Old Man’s other distinctive feature, his cats, for
he now appears with just a single, plucked cat.

ActII (ll. 469-511)

TABLE 43
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
469)VM — — — 1 1 1 — — — AcF 2
472) _- - - 1 — —_ - 1 — 1
474) 1 - - — — —_ — 1 — Hx 1
477) -1 - — — 1 — — — AcF 1
481) 1 - - - — — 1 — — Hx 1
483) _ - 1 - — —_ - 1 —  AcF 1
485) 2 - - — — — 1 1 — Hx 2
491) - -1 — — 1 — — — AcF 1
493) 4 — — — — - - 4 — Hx 4
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In the final speech of the Act the Poet offers some very brief initial resistance
but then agrees to assume the burden of tears and so also assumes the
archetypal role of poet as martyr and scapegoat:4!

11m ITycrure cecrn!
He gaiot. B. MasKOBCKHI1 HEYKAIOKE TOMYETCA,
cobupaer caeasl B yeMoaaH. CTaA ¢ 4eMOAaHOM.
202f " Xoporo!
Aaiite aopory!
(1. 469)

Since the Old Man’s speech breaks off in the middle of the stanza the Poet has
been forced, for the first time in this Act, to give structure to the verse through
rhyme and so commit himself in his role as poet.

In the rest of the speech motifs from the Prologue return as the Poet
envisages a life of wandering with his burden of tears (compare ‘crexkas
HeHyxHOH cae3oro’ (1. 8)) rather than the assumption of his throne. Hexametral
verse returns too, because that is the only metrical voice left through which he
can assume his role as poet:

012f Aymar —
paAocTHIit 6yay.
1212121m BAectamumu raazaMu
CAAY Ha TPOH,
H3HEKEHHBII TEAOM IpeK.
00223f Her!
Bex,
AOporue A0porH,
He 3a6yay
223122m BAILIM HOTH XyAble
M ceble BOAOCHI CEBEPHBIX pek!

(1.472)

The Poet’s hexametral voice may match his attire in toga and laurel crown, but
these classical associations and the image of a lordly Greek are now subverted.
Moreover, compared with the opening lines of the Prologue, the Poet’s
assumption of his role in this measure is no longer smoothly accomplished: the
odd lines both fall short of the measure, while the second line is a longer,
seven-ictus line with a monosyllabic anacrusis and the final line, a six-ictus line
at last, has a disyllabic anacrusis and an irregular interval over an asymmetric
caesura.

In the second stanza the Poet envisages his departure, with his soul left shred
by shred on the way (a recurring image in Maiakovskii’s poetry that is first
found in the cycle ‘Ia’):

0212f Bot u ceroana —
BBbIHiAy CKBO3b rOpOJ,
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022221m Ayuty

Ha KOIbAX JOMOB

OCTaBASAA 32 KAOKOM KAOK.
021131f Psajom AyHa nofiger —

TyAa,

rae He6ocBoA pacniopor.
2424/24212m IlopaBHseTcA,

Ha CEKyHAY IPHMEPHT MO KOTEAOK.

(1.483)

The opening line again falls well short of the measure, but the next two lines are
hexametral (and more correct); the last line, however, is not at all close to the
hexameter and has not been classified as hexametral, even though, given stress
omission, it could in fact be related to a six-ictus dol’nik scheme.

Then, in the final stanza of the Act, the poet at last sets off with his burden:

002122m A
C Holllel Moek
uay,
CIIOTHIKAIOCh,
MOA3Y
022222- JAaAblie
0201022m  Ha cesep,
TyAa,
rae B THCKaX 6€CKOHEYHOM TOCKH
MaAbLIAMH BOAH
BE€YHO
rpyAb pBET
OKeaH-H3yBep.
02122012m A aobpeay —
yCTaAbIH,
B nocaegHeM 6peay
6poury Bamy caesy
021221m TeMHOMY 6ory rpo3
Y HCTOKa 3BEPHHBIX BEP.
(1.493)

Although the opening line at last has six stresses, it is more like a five-ictus line
with a hypermetrical stress on ‘I’ than a six-ictus line with an incorrect, zero
interval, but it has still been classified as hexametral. The second line, however,
is a remarkable double hexameter. Its first half, ending at ‘rockw’, is a dactylic
hexameter, while the second half, following a zero interval, splits into three
with another zero interval over the first caesura and a hypermetrical stress on
‘rpyas’. This repetition and continuation of the measure beyond its allotted
span allows the Poet no escape from his role and his burden even as his journey
continues beyond the span of finite time into infinity. The third line too is
extended, though not to the same extent: it can be interpreted as composed of a
third-line and two half-lines, the first two of which rhyme with each other
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(‘ao6bpeay’ — ‘6peay’). The zero interval between the two half-lines, like the
zero intervals between sections in the preceding line, may recall the elegiac
couplet, where this occurs over the caesura in the pentameter, and so introduce
an appropriate elegiac note. The last line, as the Poet reaches his end,
concludes the action of the play in a regular Maiakovskian hexameter.

So, in order to free himself of his burden, the Poet must journey northwards
(the negative pole) and backwards in time to the source of human suffering in a
dark, not beautiful, God at the very origins of religious consciousness. The
Poet’s end is not a glorious reign nor a radiant death but probable annihilation
as the last stage in a process of gradual disintegration. In this context of
movement backwards in time the hexametral voice could acquire a new
significance, because, with its roots 'in early literature, it might serve as a
medium through which to return towards the origins of consciousness. As the
final token of failure, this movement also reverses the movement forwards in
time projected at the beginning of the Prologue (‘x o6eay naymux aer’ (1.6)).

Epilogue (ll. 512-35)

TABLE 44
Long 5 4 3 Shot Ac Tk Dk Ty Form Lines
512) VM 2 — — — — 1 1 — — HxACF? 2
517) 1 2 1 2 4 4 1 1 — AcF 10

Dressed once more in his frock coat and more as author than as character,
the Poet concludes the play with a brief epilogue in which he sums up what has
been achieved. A flippant and provocative tone and the confession of barren
exhaustion echo very closely the opening stanza of Act I

111101/ A 3TO BCe nHcaA
31101f 0 Bac,
6eaHBIX KpBICaX.
121321d Karer — y MeHA HeT rpyau:
A KOPMHA 6bI Bac 406poit HEeHEHBKOH.

121f Teneps s HEMHOTO BBHICOX,
01/2d 51— OAQKEHHEHbKHUH.

(1. 512)

The form of the first two lines may recall the hexametral verse of the preceding
speech or of the opening stanza of the Prologue, but only as an ironic echo to
reinforce the general effect: the rhythm of the first line, with largely
monosyllabic intervals, is altogether uncharacteristic of hexametral verse (and
there may be only five stresses), but the bipartite, six-stress form and rhythm of
the second line are more characteristic and so remind of the hexameter. But the
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breakdown into shorter lines then shifts the verse unequivocally into the free
accentual form which sums up the play’s metrical movement.

The second stanza continues with a mixture of longer and shorter lines and
the rhythm becomes more irregular, but the Poet now qualifies his self-
disparagement:

200f Ho 3ato
KTO
rae 6b1
01132m MBICASIM JaA
TaKo# HeYeAOBeYHii mpocrop!

2101f 9T0 A

MOIaA MaAblieM B He6o,
21m AOKa3aA:

OH — Bop!

(1.519)

The assertion of proven divine guilt is undermined by the usual idiomatic sense
of ‘nonaa nmarbyem B He60’ as against the literal meaning invoked here, while
the first two lines make a virtue of the play’s exploratory and experimental
character.

Finally, in the last stanza of the Epilogue, the Poet signs off in equivocal
self-affirmation:

21411d HMHoraa MHe KaxeTca —
S IETYX FTOAAAHACKHH
HAH A

10f KOPOAB IICKOBCKMIA.

312044d A usoraa
MHe 60ABIIIE BCETO HPaBHTCA
Mos cO6CTBEeHHasA PaMHANA,

13f Baaaumup MasakoBCKHid.
(1.528)

There is here a striking disparity in the length of the odd and even lines and
the rhythmical irregularity reaches an extreme, while the equivocal self-
affirmation takes the form of a disguised obscenity (‘neryx roaranackuit’), an
absurdity (‘kopoAs nickoBckuit’), and a final throw-away line which at the same
time returns to the title and central subject of the play.



CHAPTER III

OBLAKO V SHTANAKH

In Oblako v shtanakh (1914-15), his ‘second tragedy’ as he called it (1, 347),
Maiakovskii explores his role and place in the world through and in love. In his
autobiography ‘Ia sam’ (1922, 1928), however, he describes the genesis of the
poem as follows: ‘UyscTByio MacTepcTBO. Mory oBAaseTs TeMOH. BniaoTHylo.
Crasao Bomnpoc o treme. O peBoAlonHoHHOIA. Jymaio Hag “O6AakoM B mTaHax”’
(1,22); while earlier, in his preface to the second edition (1918), he had
described the poem in terms of ‘four cries’: ‘“Zloroit 8awy A1060BB”, “A0A0i

’
LT3 o9y 6

6auLe HCKYCCTBO”, “A0AOH 6aut CTpoi”, “A0A0H 6auLy PEAUTHIO” — YEThIPE KPHKa
yeTbipex yacreil’ (X1, 7). The ‘revolutionary’ element in this definition lies in
the repeated ‘zonoit’ rather than in any particular one of the themes, but, as
analysis of the poem shows, the crucial theme is in fact that of love; it is this
theme that is described in the Prologue to Pro eto, about which Maiakovskii
was already thinking at the time of first writing ‘Ia sam’ in 1922 (see 1, 374), as
universal and, in effect, revolutionary.

Metrical Composition

The sense of ‘mastery’ is evident not only in the handling of theme but also in
the form of the verse. The exploratory metrical polyphony of the Tragedy is
dissolved, and the Poet’s accentual voices come together with the Old Man’s
dol'nik voices in the broad church of Maiakovskii’s accentual verse. Oblako v
shtanakh is for the most part a monometric poem, written in accentual verse,
but with one polymetric section, the first half of Part IV, where accentual verse
alternates with hexametral verse and a quatrain of amphibrachic tetrameter.
Two stanzas in this section (a quatrain and a six-line stanza) are metrically
heterogeneous, involving accentual and hexametral verse, but otherwise the
alternation of measures occurs only between stanzas. Both the hexametral
verse and the amphibrachic tetrameter are adopted as poetical voices, and it is
possible to suggest a similar use of syllabo-tonic measures in a further four lines
in two separate metrically heterogeneous stanzas, one in Part II and one in
PartIII. The measures involved are alternating iambic hexameter and
tetrameter, amphibrachic tetrameter, and amphibrachic dimeter; their use is
occasional and does not constitute polymetric composition proper, but in view
of their suggested function they are classified separately. Elsewhere it may be
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possible to suggest a rhythmical echo of some other measure within the
accentual verse, but such lines are not classified separately. Although the
distinction between the occasional adoption of a syllabo-tonic measure and a
rhythmical echo is a fine one, the interpretations adopted seem to make sense
in context. The number of lines is anyway very small, and an alternative
interpretation would not significantly affect the rhythmical profiles in the
accentual verse.

A feature of the poem is the use, locally quite extensive, of extraneous
segments which may stand inside or outside the stanza fabric of the verse; these
usually consist of a word or two but are sometimes longer. The poem is organized
inMaiakovskii’s standard abab quatrains, butin the first half of Part I'V there are
two six-line stanzas (cababc and cabacb) formed by the incorporation, through
rhyme, of extraneous lines (one of them hexametral) in the standard abab
quatrain; these lines, since they are rhymed, are naturally included in the
classification. Elsewhere, however, there may be a problem in deciding whether
a segment is extraneous or a part of the adjacent, or surrounding, metrical line
(oreven transitionalin status). The graphical lay-out-can assist in interpretation,
although it varies in different editions and cannot be taken as an absolute
indication of metrical status; the lay-out adopted in the latest Polnoe sobranie
sochinenii, however, is probably the most authoritative and discerning in its
reflection of that status. In practice, the status of the segments generally becomes
clear in context and each case will be considered in the commentary, but for the
purposes of classification there are considered to be eight extraneous, ‘prose’
segments that stand outside the fabric of the verse and so are not counted as
metrical lines. There are also a further ten lines (one in Part I and the restin the
first half of Part IV) which can be interpreted as complicated by the initial
addition or inclusion of extraneous segments that are akin and often parallel to
the ‘prose’; these lines are given a metrical classification according to the form of
the main body of the line. A full rhythmical description and a breakdown of the
metrical segments are given in Appendix II.

The five metrical forms or measures employed in the poem are accentual
verse, alternating iambic hexameter and tetrameter, amphibrachic tetrameter,
amphibrachic dimeter, and hexametral verse. The distribution of the poem’s
452 lines among these five forms in the Prologue and four parts (the two halves
of Part IV, as subsequently, are taken separately) and also overall is given, in
percentages of the relevant total, in Table 1; the ‘prose’ segments are shown as
in the preceding chapter.2

The table shows very clearly the predominantly monometric (accentual)
composition of the poem generally and the contrasting polymetricity, prin-
cipally involving accentual and hexametral verse, of the first half of Part IV

before a return to accentual verse in conclusion. It is evident that there is a~ -

break in the poem’s movement after Part III, and the first half of Part IV, which



83

TaBLE 1. Metrical Composition

Prologue Partl  PartIl PartIIl PartIVa PartIVb Total Lines

Ac 100.0 100.0 97.1 99.1 47.9 100.0 93.6 423
164 — — 1.9 — — — 0.4 2
Am4 — — 1.0 — 8.3 — 1.1 5
Am2 — — — 0.9 — — 0.2 1
Hx — — — — 43.7 — 4.6 21
‘Prose’ — 1 — — 6 1

Lines 24 108 104 112 48 56 452

is the great emotional climax of the poem, is already highlighted; it contains
nearly all the extraneous, ‘prose’ segments too, while the first emotional
climax, in Part I, is marked by the first such breakdown into ‘prose’. It is also
notable how nearly equal the four parts are in length, and likewise the two
halves of PartIV; this suggests a concern for compositional balance and
symmetry.

1. Accentual Verse

The accentual verse of Oblako v shtanakh, and of Maiakovskii’s early work
generally (after the Tragedy), embodies a comprehensive range of rhythmical
variation and metrical tendencies; as such, it can serve as a broad model of
existence, while continuing (here) in a largely tragic mode.

There are four lines of accentual verse which can be interpreted as
complicated by the addition of extraneous segments; for the purposes of the
classification here these segments are discounted. The distribution of the
resultant 423 lines of accentual verse according to line length (measured in
stresses) in the Prologue and four parts and also overall is given, in
percentages, in Table 2.

TaBLE2. Line Length

9 7 5 4 3 2 1 Lines
Prologue — — 16.7 54.2 29.2 — — 24
PartI — — 3.7 51.9 37.0 2.8 46 108
Part IT 1.0 — 3.0 58.4 33.7 2.0 20 101
Part I1I — — 0.9 56.8 37.8 3.6 09 111
Part IVa — 4.3 43 52.2 34.8 4.3 — 23
Part IVb — — — 64.3 32.1 3.6 — 56

Total 0.2 0.2 3.1 56.5 35.2 2.8 1.9 423
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The table shows a distribution which is broadly characteristic of Maiakov-
skii’s early accentual verse generally:3 four-stress lines play the leading role and
three-stress lines the major subsidiary role; five-stress and short (two- and
one-stress) lines play a minor role, but there are only two longer lines. This
minimal presence of long lines in the accentual verse helps to highlight the
appearance of hexametral verse. The table also reveals further details of the
poem’s compositional outline. The Prologue establishes the leading role of the
four-stress form, but is distinguished by the unusual prominence of five-stress
lines and the absence of short lines. In the main body of the poem there is a
general rise in the percentage of four-stress lines from Part I through to the end
of the poem, but with a slight reversal of the trend in Part III (and again in the
first half of Part IV). This rise is accompanied by a fall in the percentage of
three-stress and short (particularly one-stress) lines from Part I through-to the
end of the poem, though again with a certain reversal of the trend in Part III; its
profile, especially in the percentage of four-stress lines, is close to that of the
poem as a whole.

The number of different types of stress scheme and the distribution of the
102 homogeneous accentual quatrains among them in the Prologue and four
parts and also overall are given in Table 3.

TABLE 3. Stress Scheme

4444 4343 4443 4433 4333 3333 Others Types Total

Prologue 1 1 — — 1 — 3 6 6
Part 1 2 1 6 3 1 2 12 17 27
Part II 4 5 3 3 1 2 7 13 25
Part ITT 6 7 2 — 2 1 9 13 27
PartIVa 1 — — — — — 2 3 3
Part IVb 3 2 1 2 1 — 5 10 14
Total 17 16 12 8 6 5 38 35 102
% 16.7 15.7 13.7 7.8 59 4.9 37.3

This table complements the preceding one: the great diversity of types
(thirty-five in all) demonstrates the fluidity of Maiakovskii’s accentual verse,
while the five most frequent types, and especially the two most frequent ones
(4444 and 4343) which account for nearly a third of all accentual quatrains,
emphasize and reinforce the leading role of four-stress lines. None of these
schemes involves the promotion of a three-stress (or shorter) line to the leading
positions (first and third) ahead of a four-stress line; such anomalous schemes,
however, are to be found among the great variety of minor types. The leading
(4444 and 4343) schemes correspond to the two fixed-ictus accentual measures
in the Tragedy, and the former is consistently the leading type in Maiakovskii’s
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accentual verse; these schemes would also be familiar, and hence perceived as
regular, in the context of the ictus schemes of Russian verse generally. The
3333 scheme, on the other hand, though also very common in Russian verse, is
infrequent in accordance with the subsidiary role of three-stress lines; it is
interesting that all the quatrains of this type occur at transitions because this
adumbrates a compositional function of three-ictus verse in later poems
precisely as a break or transitional form. The variations from part to part also
complement the trends in the line length itself. Over the first three parts there is
an even rise in the number of four-stress stanzas, while the 4443 form gives way
to the 4343 form as the leading type in the individual parts; there is also less
overall diversity in the number of types after PartI. In the second half of
Part IV, however, there is more diversity again, perhaps in compensation (a
common verse phenomenon) for the greater prominence of four-stress lines
there (64.3%).4

The distribution of the 423 lines of accentual verse according to rhythmical

form in the Prologue and four parts and also overall is given, in percentages, in
Table 4.

TaBLE 4. Rhythm

Ac Tk Dk Ty By Short Lines
Prologue 33.3 25.0 41.7 16.7 4.2 — 24
Part I 14.8 25.9 51.9 14.8 5.6 7.4 108
Part IT 25.7 30.7 39.6 9.9 5.9 4.0 101
Part 111 18.9 29.7 46.8 18.0 4.5 4.5 111
PartIVa 26.1 21.7 47.8 13.0 8.7 4.3 23
Part IVb 16.1 33.9 46.4 10.7 3.6 3.6 56
Total 20.3 28.8 46.1 13.9 5.2 4.7 423

The table shows the leading role of dol'nik rhythm: dol’nik lines are almost
as common overall as taktovik and accentual lines together, but are still less
prominent than four-stress lines; this confirms that line length is a more
powerful factor of organization than rhythm. Ternary rhythm accounts for
nearly a third of dol'nik lines (locally more), but binary rhythm is rare. The
rhythmical profile of the verse varies quite notably from part to part. If the first
half of Part IV — with a relatively small number of lines in a special, polymetric
context — is ignored, then these rhythmical variations are more marked in the
dol'nik and accentual forms than in the intermediate, apparently more neutral,
taktovik form; this is significant, because the combination or alternation of
these contrasting rhythmical types plays an important role in the poem’s
composition. The variations in rhythm provide an interesting counterpoint to
the variations in the line length and stress scheme. The Prologue provides a
relatively irregular rhythmical introduction to the poem. Part I, where the line
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length organization is less strong, is now rhythmically the most regular (in
terms of the percentage of dol'nik lines), while Part IT, where the line length
organization is stronger, is thythmically less regular; this again shows the factor
of compensation at work, but the contrast between the two parts is much more
marked here than in the line length. Part III then resolves these contrasting
tendencies and, as in the line length, has a profile which is very close to that of
the poem overall; a similar profile is also found in the second half of Part IV in
conclusion. It is interesting to note the higher percentage of ternary lines in
Part III, matching (and in fact often accompanying) the high proportion of
4444 and 4343 stanzas there.

The distribution of the 423 lines of accentual verse according to anacrusis in
the Prologue and four parts and also overall is given, in percentages, in Table 5.

TABLE 5. Anacrusis

0 1 2 3 Lines
Prologue 29.2 37.5 33.3 — 24
Part I 38.9 52.8 6.5 1.9 108
Part IT 43.6 38.6 15.8 2.0 101
Part ITI 36.0 48.6 11.7 3.6 111
PartIVa 26.1 60.9 8.7 4.3 23
Part IVb 32.1 44.6 19.6 3.6 56
Total 37.1 46.8 13.5 2.6 423

The table shows a distribution which is broadly characteristic of Maiakov-
skii’s early accentual verse generally:5> monosyllabic and zero anacruses are the
leading forms, disyllabic anacruses play a minor role, and trisyllabic anacruses
are rare. As one would expect, since rhythmical form and anacrusis are closely
related, the variations from part to part largely follow the variations in rhythm.
Disyllabic anacruses are unusually prominent in the Prologue, while the
variations in Parts I, II, and III match very closely the rhythmical movement
(from greater through lesser regularity to synthesis) noted above. The high
proportion of monosyllabic anacruses in the first half of Part IV would help to
distinguish the accentual verse more clearly from the hexametral verse, where
zero anacruses predominate; the second half of Part IV again returns towards
the overall profile of the poem, though not as closely as in the rhythm.

The distribution of the 423 lines of accentual verse according to clausula in
the Prologue and four parts and also overall is given, in percentages, in Table 6.

The table shows the greater length of clausula characteristic of Maiakovskii’s
early accentual verse (after the Tragedy): feminine clausulae are the leading
form, with masculine and dactylic clausulae almost level as major secondary
forms, and there are nine hyperdactylic clausulae as well; the percentage of
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TaBLE 6. Clausula

m f d h Lines
Prologue 16.7 45.8 29.2 8.3 24
Part 1 22.2 50.0 25.9 1.9 108
Part II 19.8 55.4 24.8 — 101
Part ITI 333 36.0 26.1 4.5 111
Part IVa 26.1 43.5 30.4 — 23
Part IVb 39.3 42.9 17.9 — 56
Total 26.7 - 46.1 25.1 2.1 423

dactylic clausulae has risen quite dramatically from the Tragedy where it was
12.0% in the three accentual measures and just 5.3% overall. Twenty-four
rhymes (11.6%) in the homogeneous accentual stanzas are heterosyllabic, but
there is no example of a hypermetrical stress in the clausula. In accordance with
the marginal metrical role of clausula, the variations from part to part are less
significant than elsewhere. Parts I and II, which are so clearly differentiated in
all other respects, are not so here. The only clear trend is a rise in the
proportion of masculine clausulae in PartIII (at the expense of feminine
clausulae) and again in the second half of Part IV (at the expense of dactylic
clausulae). '

The number of different types of clausula pattern and the distribution of the
102 homogeneous accentual quatrains among them in the Prologue and four
parts and also overall are given in Table 7.

TABLE 7. Clausula Pattern

fmfm mfmf dfdf fff fdfd mmmm Others Types Total

Prologue — 1 2 — 1 —_ 2 5 6
Part1 2 5 3 4 3 — 10 13 27
Part I1 3 4 1 5 3 — 9 13 25
Part ITI 7 3 4 — 3 2 8 12~ 27
PartIVa 1 — 1 — — —_ 1 3 3
Part IVb 2 1 2 3 — 3 3 8 14
Total 15 14 13 12 10 5 33 25 102
% 14.7 13.7 12.7 11.8 9.8 4.9 324

Feminine clausulae, as the leading form, are involved in all the five main
patterns, four of which are alternating; the two most frequent types correspond
to traditionally the most common (fmfm) and second most common (mfmf)
alternating rhyme schemes in Russian verse. This table too shows little
significant difference between the first two parts, but in Part III there is a high
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proportion.of the fmfm type, just as there is a high proportion of the 4343 stress
scheme; in fact, in three stanzas they go together. This correspondence is quite
loose, but it is not unexpected because within literary tradition rhyme schemes
and clausula patterns can become associated with metrico-stanzaic types.

2. Hexametral Verse

Hexametral verse is adopted in the first half of Part IV as the classical,
respectable voice of the poet, and so, as in the Tragedy, it is essentially used as a
dol'nik measure.

Six hexametral lines are complicated by the addition or even inclusion of
extraneous segments, which for the purposes of the classification here are
discounted. The distribution of the resultant twenty-one lines of hexametral
verse according to line length (measured in ictuses) and rhythmical form is
given in Tables 8 and 9; rhythmical form is classified as in the preceding
chapter.

TaBLE 8. Line Length TaBLE9. Rhythm
10 9 8 7 6 5 Ct Inct Ty  Lines
1 1 1 4 12 2 17 4 3 21

Table 8 shows that the six-ictus scheme of the traditional hexameter is
maintained in rather over half the lines, while Table 9 shows that a correct
dol'nik rhythm is maintained in all but four lines. Most lines have a more or less
central caesura; there are no examples of a zero interval over the caesura, but
in one of the incorrect lines the irregular interval occurs there. Four lines in fact
feature stress omission, which was not found in the hexametral verse in the
Tragedy.

The distribution of the twenty-one lines of hexametral verse according to
anacrusis and clausula is given in Tables 10 and 11.

TaBLE 10. Anacrusis TaBLE 11. Clausula
0 1 2 3 m f Lines
16 1 1 3 10 11 21

Zero anacruses, in accordance with the hexameter base, are the leading
form, and the three trisyllabic anacruses, where the first stress is omitted, are
also consistent with the hexameter; in theory the same could apply to the line
with a disyllabic anacrusis, but in context such an interpretation is unlikely.
Three of the four homogeneous hexametral quatrains have the fmfm clausula
pattern which was also associated with hexametral verse in the Tragedy.
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3. Alternating lambic Hexameter and Tetrameter, Amphibrachic Tetrameter,
and Amphibrachic Dimeter

These measures are adopted, like hexametral verse, as poetical voices, but
their use is occasional and the particular associations relevant in each case will
be considered, in context, in the commentary.

Apart from the one quatrain of amphibrachic tetrameter in the first half of
Part IV, these measures are found in two heterogeneous stanzas with accentual
verse. The first such stanza involves the iambic couplet and a line of amphi-
brachic tetrameter, while the second involves the line of amphibrachic dimeter
(although this interpretation is less certain). The only omission of stress in any
of these lines (given the measures) occurs in the iambic hexameter: the stress
omitted is the fifth, which is the stress most characteristically omitted in this
measure. 5

The distribution of the eight lines of these measures according to clausula is
given in Table 12.

TaBLE 12. Clausula

m f d ) Lines
164 1 — 1 2
Am4 1 2 2 5
Am?2 — 1 — 1

The iambic tetrameter ends in the only clausula in the poem which involves a
(heavy) hypermetrical stress.

The predominantly monometric, accentual composition of Oblako v shtanakh
is characteristic of Maiakovskii’s early period of ‘mastery’ after the Tragedy,
while the use of hexametral verse as the only other extended metrical theme
maintains and develops this minor yet distinctive line in his early verse. But the
function of hexametral verse and the other syllabo-tonic measures as adopted
voices is a feature that still looks back to the Tragedy, rather than forward to
the integrated polymetric composition of later works. The broad outline of the
poem’s metrical composition indicated a break in its movement after Part III
and highlighted the first half of Part IV (the great emotional climax) before a
return to the main metrical theme in conclusion. This compositional outline has
now been reinforced and clarified, particularly in respect of the first three parts,
by the broad rhythmical trends noted in the accentual verse. The first three
parts in fact form a classical tripartite composition: Parts I and II are contras-
ted, and Part III then brings these contrasting tendencies together in a prelimi-
nary conclusion which sums up the poem’s movement so far. After the break
into polymetric composition in the first half of PartIV, this preliminary
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conclusion is then taken up again, in revised form, in the poem’s finale in the
second half of Part IV. Thus the four parts with their ‘four cries’ (x11, 7) are not
discrete and separate but together form an integrated, complex composition.

Commentary

Within the broad compositional outline already established the most striking
feature of the poem is, by contrast, its sudden transitions. This feature has
often been noted, but has not been explained; the transitions are regarded as
unmotivated and the poem’s movement, partially or throughout, is considered
to lack logic: ‘BMecTO MOCA€A0OBATEABHOTO OCMBICACHHOTO PACKPbITHA TEMBI
BCTYIIAaAH CAOKHBIE€E ACCOLIHATHBHBIE CBA3H Cyﬁ'beKTHBHbIX HpeACTaBJ\CHHﬁ,
Aomanacs roruka’.” The poem is held together by and in the poet hero’s
persona, and the primary model of his perception and experience of the world
is, as stated in ‘Kak delat’ stikhi’, the form of the verse. It is through and in the
form of the verse that the logic of the poem’s movement, sudden transitions
included, becomes apparent.

The poem divides quite readily into eighteen more or less discrete passages,
each with its own rhythmical or metrical theme or movement. The eighteen
passages vary in length from twelve to forty-eight lines with exactly half in the
middle range of twenty to twenty-eight lines. The text also divides into
twenty-three homogeneous metrical segments, ranging in length from one to
122 lines, and eight ‘prose’ segments. The description of each passage, divided
into rhythmical as well as metrical segments, follows the pattern established in
the preceding chapter. Those lines which can be interpreted as complicated by
the addition or inclusion of extraneous segments are now classified as they
stand, so that the full line is accounted for, but when quoted (and in Appen-
dix IT) an additional description excluding these extraneous segments is given
in brackets following the description of the line as a whole.

Prologue (ll. 1-30)

TABLE 13
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
1) — 4 13 7 — 8 6 10 4 Ac 24

The Prologue opens with a provocative harangue of the poet’s audience
delivered in an appropriately rough metrical and rhythmical voice (compare
the use of the respectable hexameter in the opening lines of the Tragedy):

01162m Baiuy MbICAB,
MEYTAIOUIYI0 HA Pa3MAT4YEHHOM MO3TY,
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'1423f KaK BBDKHPEBIIMI AaKeH Ha 3aCaA€HHOH KYLIETKE,
02322m 6yay Apa3sHuTh 06 OKpPOBaBAEHHBII cepALIa AOCKYT,
0522f AOCBITa H3BHU3AEBAIOCh, HAXAAbHBIM U € AKHM.
(1,175,1.1)8

This accentual verse would unsettle the ear attuned to syllabo-tonic or dol’nik
rhythms and would frustrate attempts to discern metrical structure: the rhythm
is very irregular and the leading role of four-stress lines is not immediately
apparent because of the greater (five-stress) length of the odd lines, although in
retrospect the greater length could be considered to lie in an extra, lighter stress
at the head of the line. This kind of anomalous rhythmical or even metrical
opening, in contrast to the more usual normative role of opening lines (at least
in lyric verse),® is a recurring feature in Maiakovskii’s long poems. Another
recurring feature, however, is the prologue’s role as metrical and rhythmical
overture. 10 Here, despite the irregular opening, the Prologue overall provides
a surprisingly comprehensive introduction to the poem’s rhythmical variations:
the intervals cover the full range, from zero to six syllables, found in the poem,
and all the' main rhythmical types (including binary) are represented.

In the second stanza, which has a 5343 stress scheme, the poet goes on to
introduce himself as young, loud, and beautiful. Then in the third stanza, which
opens with another (probable) five-stress line, he introduces the main theme of
the poem, love:

02111/ Hexubre!

0411d BrI A1060BB Ha CKPHITKH AOKHTE.
1211f AI060Bb Ha AUTABPbI AOKHT IPYy6BIii.
2103d A cebs, Kak 51, BHIBEPHYTb HE MOKETe,
2211f 9TO6BI 6BIAM OAHM CIIAOILHBIE TY6bI!

(1.11)

The use of musical imagery (as in the very title Fleita-pozvonochnik) focuses on
the formal treatment of the theme, and it is indicative of the crucial role of love
that art is raised in relation to it (rather than one of the other ‘cries’).1!
Maiakovskii compares other treatments of the theme with his own ability to turn
himselfinside outand play, asit were, on his externalized heart and nerves; thisis
inversion or ‘opened form’,12 and as a mode of expression it overtly engages the
affective function of rhythm as an embodiment of emotional and mental
conditions.*? After three consecutive four-stress lines in this stanza, the leading
role of the four-stress form is firmly established in the next stanza, the fourth:

2232h IMpuxoanTe yuntocs —

M3 rocTuHo#i 6aTHcTOBA,
0322f YHHHasA YMHOBHHUIIA AHT€ABCKOM AMTH.
2223h U xoTopas ry6sl CNIOKOHHO NEePeAHCTHIBAET,
2222f KaK KyXapKa CTPaHHIIbl [IOBapEHHOH KHHUTH.

(1.16)
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This stanza introduces hyperdactylic clausulae but otherwise has a consoli-
datory role which is reinforced by the comparative rhythmical uniformity (with
three disyllabic anacruses as well).

The next stanza, which introduces the key compositional device of sudden
transition, returns to a more diverse rhythmical profile:

1121d Xoture —
- 6yay ot Msca beweHbrii
222m — M, Kak He60, MeHAA TOHa —
1142f XOTHTE —
6yAy 6e3yKOpPH3HEHHO HEXKHBIH,
223m He MY>XYHHa, a — 06AaKo B 1ITaHaX!
(1.21)

This stanza confirms the subsidiary role of the three-stress form; there is by now
a discernible trend, a cadence, towards shorter line length in preparation for
the move into the poem proper. Here the three-stress lines occupy the even
positions (as in the second stanza), but in the final stanza they take over after a
single four-stress line:

1212f He Bepio, uTo ects uBeToyHasa Hunna!

022d MHO0I0 OnATh CAABOCAOBATCA

125f MY’K4YHMHBI, 3aA€KaHHbIe, Kak 60ABHHIIA,
135d M )KEHLUMHBI, HICTPETIaHHbIE, KaK IOCAOBHLIA.

(1.27)

This final stanza of the Prologue highlights and juxtaposes the contrasting
tendencies of dol’nik and accentual rhythm.

Part I (Il. 31-84)

TaBLE 14
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
31) — — 9 2 1 1 1 9 1 Ac 12
51) —_ 1 6 5 — 1 1 10 2 12
69) —_ - 2 9 1 — 4 7 2 12

The first half of Part I builds up to the poet hero’s meeting with his beloved,
Maria, and culminates in her rejection of his love. The hero is made to wait for
hours beyond the appointed time of four, and as he becomes increasingly
distraught his surroundings, his body, his emotions, and the verse become
more and more deformed.

In this opening passage, after a less regular first line:

1313f Bu1 aymaeTe, 3T0 OpeauT Marapus?
(1.31)
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the poem proper gets under way in predominantly dol'nik rhythm, but with
relatively few ternary lines (overall the ratio of ternary to dol'nik lines is nearly
1:3). The most striking rhythmical effect is created in two short lines which
adumbrate the extreme deformation to come in the account of the actual
meeting. The first short line is found at the end of the second stanza:

0222m B ApAXAYIO CIIHHY XOXO4YYT H PXKYT
2f KaHAEAAOPBI.

(1.43)

This line marks the first stage in the deformation of reality with the animation
of the material surroundings.

Towards the end of the passage the thythm becomes rather less regular and
the second short line, placed third, breaks the expected cadence of the stanza as
well (three-stress and shorter lines normally occupy second and fourth
positions) and so creates an even more striking effect to emphasize the key,
emotionally charged, word of the passage:

1212m Eme u eme,
TKHYBILHCH AOXKAI0
131/1111f AMLIOM B ero Autio psboe,
Om xay,
1232f oOphI3raHHEIi rPOMOM ropoAckoro npu6os.

(1. 69)

As the tension rises through the passage there is also a general shortening in the
line length and the next two stanzas (the last) both consist entirely of
three-stress lines.

Part1 (ll. 85-112)

TABLE 15
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
85) — — 6 2 — — 4 4 — Ac 8
100) — 1 4 3 — 5 3 - — 8

After the two successive stanzas of three-stress lines there is a break when
the hero turns on the still absent Maria and cries ‘enough’:

1223f ITpoxasaTasn!

YTo XK€, ¥ BTOro He XBaTHT?
0131m CKOpO KpHKOM H34€PETCs POT.
0131f Cabimy:

THXO,

Kak 60ABHOI1 € KpoBaTH,
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011m CIIPBITHYA HEPB.
H soT, —
(1.85)

Following ‘Bor’ there is an enjambement between stanzas, and the hero’s
nerves soon begin to run wild as the process of deformation continues, now
internally as well as externally. The reassertion of the leading role of four-stress
lines provides a certain metrical consolidation at the start of the passage, but
the internal organization of the verse breaks down into taktovik and then
accentual rhythm:

0413m PyxHyAa ITyKaTypKa B HHKHEM STae.
0213d Hepbr —
6oAbLIHE,
MaAEHBbKHe,
MHOrHe! —
015m ckavyt 6elieHsle,
H yxe
124f y HEPBOB NNOAKAIIHBAIOTCSA HOTH!
(1. 100)

At the very end of the passage Maria’s approach, at last, is heralded by a
longer, five stress line:

01123d /JBepu BApyr 3arsACKaAmy,
6yATO y rOCTMHHUIIBI
310f He nonagjaer 3y6 Ha 3y6.
(1.110)

“Part1 (ll. 113-34)

TaBLE 16
Long S 4 3  Short Ac Tk Dk Ty Form Lines
113) - - = 2 2 — 1 1 — Ac 4
119) - -1 - 3 -1 - — 4
125) — 1 1 2 — 2 - 2 2 4
134) ‘Prose’

The break between this passage and the preceding one is not very marked as
the poem now moves into the emotional climax of the actual meeting with
Maria and her rejection of the hero’s love. The process of deformation also
reaches an extreme: first, within the metrical bounds of verse form, in a
breakdown into short lines, and then, ultimately, in a breakdown into ‘prose’.

The opening stanza has a 3322 (or 3323) stress scheme:

113f Bouna ThI,
pe3Kas, Kak “Hate!”,
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021m My4a epyYaTKH 3aMIIl,
11d CKa3aAa:
“3HaeTe —
30/020f 5 BBIXOXKY 3aMYx’.
(1.113)

The theme of the passage may also be echoed in the heterosyllabic rhymes,
especially the second which is one of only two such rhymes combining
masculine and feminine clausulae. In the next stanza the breakdown into short
lines becomes more extreme:

0232m YT0 X, BHIXOANTE.
Huuero.
ITokpenaoce.
03d Buaure — cnokoeH Kak!
1m Kak nyasc
1d NOKOMHHKa.

(1.119)

The first line here is a standard four-stress line but the second line has only two
stresses and the last two lines just one stress each; the constraint of internal
rhythmical organization is breaking down. The rhymes hold the verse together
but even this hold is loosened by the enjambement between the third and
fourth lines which involves the rhyme as well (‘cnoxoen xax’ — ‘myanc
/Inoxotinuxa’). On the surface this stanza records the hero’s calm face, while the
theme of breakdown is conveyed through the form of the verse; this contrast
between a calm exterior and turbulence underneath, which will be made
explicit in the volcano image later, is also described in ‘Poslushaite’ (1914): ‘A
nocae / X0AUT TPEBOXHBIH, / HO CTIOKOIHBIA HapyxHO’ (I, 60). More generally,
this kind of inverted correspondence between levels is a characteristic feature
of Maiakovskii’s poetry.
In the third and final stanza, which refers back to the past, there is a certain
consolidation in a 4353 stress scheme:
0222f IToMHure?
Bui roBopuAK:
“Jxek AOHJOH,
020m AE€HBIH,
AI000BbD,
crpacrs”’, —
11012f a A OJHO BUAEA:
Bb — /I )KMOKOHAA,

122m KOTOPYIO HaJ0 YKpacTb!
(1.125)

The rhythm of the stanza, however, reveals a tension: the opening line sets a
ternary rhythm, the expression of order and inertia (a calm face), but then in
the middle two lines there are zero intervals before a return to ternary rhythm
in the last line.
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When the hero finally acknowledges the rejection of his love the form of the
verse breaks down altogether into ‘prose’ in a line which stands outside the
stanza fabric of the verse:

2 U ykpaan.
(1.134)

The emotional breakdown induced by rejection is conveyed through the formal
breakdown, and the loss of the poet hero’s love, his Gioconda, stolen into the
institution of marriage, is also the loss of his art, his ability to make verse. The
breakdown of verse form into ‘prose’ is for the poet’s persona the recognition
of a reality that cannot be subsumed or is now beyond control, raising the
possibility of madness to follow. This is a moment when the conflict between ‘T’
and ‘not-I’ (philistine byr), which Jakobson proposes as the philosophical axis
of Maiakovskii’s poetic world, defines itself. 14

Part 1 (II. 135-75)

TABLE 17
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
135) —_ - 5 3 — 1 3 4 2 Ac 8
146) — 1 3 3 1 2 1 4 1 8
166) — — 4 4 — 3 1 4 1 8

In the first half of Part I the poem has followed a logical thread, both of
narrative and in the form of the verse, which leads to the meeting with Maria
and her rejection of the poet hero’s love. From now on, however, the logic of
the poem’s movement derives from this rejection and its formulation in the
‘prose’ line: the poem is now moved by the poet hero’s need to reassert himself,
to find fulfilment and to make verse, and the tension between this need and the
reality of rejection, between versification and prose, determines the sudden
transitions.

It is love that sets the poem in motion again:

1111f OnsATb BAIOOAEHHBIH BBIHAY B UTPHI,
1220f orHeM o3apss 6poseii 3arub6.
0221d Yro xe!
U B a0Me, KOTOPBII BHITOPEA,
2113f HHOrJa *XMBYT 6e3goMHbIe 6poasru!
(1.135)

Through the image of ‘games’, at once the games of life and art,5 the opening
line announces the return to verse form as the hero goes onto the streets to
experience the homelessness of rejected love. But the form of the verse still
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bears traces of the breakdown: the maintenance of a four-stress scheme
throughout the stanza establishes a metrical consolidation, but after the binary
rhythmical form of the first line there is a zero interval in the second. The next
stanza has a 4333 stress scheme and combines taktovik and ternary rhythm with
intervals of two and three syllables only:

0233f /JpasHure?
“MeHblle, YeM Yy HHLIIETO KOIEEK,
122f y Bac u3yMpyAoB 6e3ymuii”.
032f ITomuure!
IToru6aa Ilomnes,
122f KOTJ4a pa3apasHuAu Besysuii!

(1. 140)

Out of this warning against the taunt of feigned madness a more assertive tone
develops in the stanza following, and three-stress lines and dol'nik rhythm
continue the build-up to a proclamation of the hero’s terrible volcanic calm:

021d !
Tocrioaa!
Awburern

221f CBATOTATCTB,
TPECTYNAECHHH,
6oen, —

122d a caMoe CTpalHoe
BHAEAH —

13022/ AHILIO MOE,

111022f KorJa
A
abCOAIOTHO CITOKOEH?
(1.146)

The regular rhythm finally breaks down in the longer last line at the zero
interval caused by the emphatic stressing of ‘s’, which is set apart in a graphical
line of its own; as earlier, during the meeting with Maria, this happens just as
the words draw attention to his calmness. Recognition of the breakdown and of
its precise cause (‘a’) comes in the first two lines of the next stanza:

1211m N gyBcTBYI0 —
“ﬂ”
AAA MEHS MaAO.
0323f KT0-TO M3 MeHs BEIpBIBAaETCA YIIPAMO.
(1. 158)

According to Pasternak, Maiakovskii’s sister Olia recited the first of these
lines over her brother’s dead body, and his own poetic reaction to Maia-
kovskii’s suicide in ‘Smert’ poeta’ also echoes this passage: “I'Boii BbICTpea
6b1A mogo6en IrtHe’.1® Within the context of the poem Maiakovskii’s geo-
logical image of the volcano expresses perfectly the process of alternate
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consolidation and deformation, arising out of the structural fault of the
breakdown into ‘prose’, that now moves the verse.

The breakdown is not immediately overcome, and, as he will do in similar
circumstances of homelessness in Pro eto, the hero turns to his family:

1m AAno!

0201f Kro rosopur?
Mama?
Mama!

(1.162)

There is an immediate short line, with a zero interval in the final line of the
stanza. A more regular, initially binary rhythm in the next stanza is broken in
the second line by another zero interval:

111£ Bam coiH npexpacHo 60oaeH!
0310f Mawma!
Y Hero noxap cepAua.
1112f Ckaxmwure cectpam, Atoge u Ore, —
122f €My YK€ HEKyJa AE€ThCA.
(1. 166)

The zero interval is the rhythmical effect which is associated with the
expression of pain, as here by implication, in Pro eto. In the stanza following,
the last stanza of this passage, the poet hero goes on to tell of the expression of
words from a heart on fire:

0211f Kaxaoe caoBo,
AarKe IyTKa,
1432f  KoTOpble U3pbIraeT 06ropaIMM PTOM OH,
154f BbIOpaChIBa€TCsA, KAK FOAAS MPOCTUTYTKA
232f M3 ropsiero ny6AnYHoro Joma.
(1.171)

On the one hand the verse has reverted to a more normal stress scheme (4433
compared with the anomalous 3443 of the preceding stanza), but on the other
hand to a much less regular rhythm, though without any zero intervals.

Part 1 (Il. 176-208)

TABLE 18
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
176) — 1 4 S5 — 1 8 11 4 Ac 20

In the finale of PartI the poet tries to express and make art of his pain,
elaborating on the theme of ‘Bauu coin mpexpacto 6oaen’ (1. 166) in the famous
realized metaphor of a heart on fire. The four-stress form is well re-established
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in its leading role and the verse remains almost entirely within the bounds of
four-stress and three-stress lines and the taktovik rhythmical range, but its
inherent instability has not been overcome.

In the first stanza the rhythm soon consolidates into a very regular form,
ternary even in two lines, but this is followed by a near-breakdown into ‘prose’
at the start of the second stanza:

0131d AI04H HIOXaIOT —
3aMaxAo KapeHbIM!
1222f HarHnaau Kakux-Tto.
Baectsauue!
B kackax!
1222f Heab3sa canoxuma!
CKaKHTe MoKapHbIM:
1221f Ha cepAlle rOpAIIEe A€3YT B AaCKax.
11222d A cam.
(1222) I'Aaza HacAe3HEHHBIE 60YKAMH BBIKAYY.
023f Jaiite o pebpa oneperbcs.
0222d Beickouy! Beickouy! Beickouy! Beickouy!
033f PyxHyAn.

He BrickouMmb M3 cepanal
(1.176)

‘I cam’ — highlighted again — is not properly part of the main body of its line,
which has the standard four stresses and an amphibrachic rhythm, but, because
of its close link with the rest of the stanza (and bearing in mind the absence of
any graphical break), it can be tenuously incorporated in the verse. It serves,
nevertheless, to remind of the original breakdown and in the next stanza the
poet, despairing of being able to poeticize his pain, turns to his mother again:

2232m Ha Anne obroparomem
M3 TPEIHHBI I'y6
1422f 06yrA€HHbDII MOLIEAYHIIKO GPOCHTBCA BBHIPOC.
012m Mawma!
Ilets He Mory.
2132f Y 11lepKOBKH cepJAlia 3aHUMaeTCs KAMpoc!

(1. 190)

The rhythm has become less regular and the second line provides the only
example of an accentual interval in the passage, while the 4434 stress scheme,
with a three-stress line preceding a four-stress line in the second half of the
stanza, reverses the more normal arrangement. Over the last two stanzas a
more regular rhythm returns as the last charred words escape the poet’s
burnt-out frame and a final cry is formulated:

1222f Tpacymumcs Arogam
B KBaPTHPHOE THXO
1221d CTOTAA30€ 3apEBO PBETCA C IPHUCTaHH.



Part II (II. 209-77)

011f

1212d

100

Kpuk nocaeguuit, —
ThI XOTh
0 TOM, 4YTO FOPIO, B CTOAETHUSA BBICTOHH!

(1.203)

In this final stanza (with a 4434 stress scheme) a dol'nik rhythm is maintained
throughout, but this in itself anticipates a deformation to come.

TaBLE 19
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
209) - - 3 — 1 — 1 2 — Ac 4
217) — 1 - — 164 2
221) - - 1 - - — — 1 1 Am4 1
222) e | _ = = = Ac 1
223) - — 5 3 — 3 5 - — 8
232) —_ - — 4 — — — 4 1 4
238) 1 10 2 1 6 4 5 — 16
262) - — 4 - — 1 1 2 1 4
269 @ — — — 4 — — 4 - — 4

After Partl has burnt itself out in a ‘final cry’

there cannot be a

straightforward continuation into Part II, but there is a necessary logic in the
direction that the poem now takes. In the finale of Part I the poet hero tried to
express and make art of his pain, but without overcoming the structural fault of
the breakdown into ‘prose’ arising out of the rejection in love. The breakdown
into ‘prose’ undermines the legitimacy of the poet’s art, and so the way forward
is necessarily through a reassertion of that legitimacy. The viewpoint changes
from that of the poet hero to that of the poet artist, and the corresponding shift
from narrative to discourse is reflected, compositionally, in a breakdown into
rhythmical and even metrical diversity in this opening passage of the part.

The poet begins negatively, asserting himself through a rejection of all that
has been done before:

0223m
2121f

2221m
02f

CAaBbTe MeHs!

S BEeAMKHM He yeTa.

S Hag BCeM, 4TO CAEAaHO,
craBAao “nihil”’.

Huxkoraa

HHYErO He X04y YUTATh.
Kuuru?

Yro Kuuru!

(1. 209)
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There is a certain rhythmical continuity from the end of Part I, but the last line
is already a shorter, two-stress line. The poet’s assertion has an ironical
reference within the text because the breakdown into ‘prose’ did reduce the
verse to ‘nothing’, but at the same time it could pretend to have a certain
objective validity inasmuch as Maiakovskii’s accentual versification, as
Jakobson put it, liberates the word ‘or ITpokpycroBa Aoka puTMHYecKoii
HHEPLIMH CHANAGO-TOHHYECKOrO cThXa’. 17

In the second stanza the poet moves on to reject the traditional notion of
poetic inspiration as an extension of his rejection of the poetry which it has
made:

11113m S panbire gyman —
KHHTH A€AQIOTCA TaK:
1111(1)d IIPHILIEA 10T,
A€TKO pa3iKan ycra,
1222m M Cpa3y 3alleA BAOXHOBEHHBIH IIPOCTaK —
1d noskanycral

(1.217)

This stanza can be interpreted as a metrical medley of syllabo-tonic measures
and accentual verse. The first two lines can be interpreted as a couplet of
alternating iambic hexameter and tetrameter (were the stress on ‘ycra’ not
hypermetrical, it would be a couplet of alternating hexameter and penta-
meter).!® This alternating measure has close links with the iambic hexameter
itself, the Russian alexandrine, and flourished especially in the period of
Classicism in the eighteenth century (the alternating hexameter and pentameter
likewise); it is therefore associated with the high style and is an entirely
appropriate metrical embodiment for the traditional, classical notion of poetic
inspiration. The fulfilment of all but one ictus supports the metrical interpre-
tation, and so does the sole omission of stress because, as has already been
pointed out, the fifth stress is the one most commonly omitted in the iambic
hexameter; this omission of stress also reinforces the effect of the key word
‘aeaaercs’ which undermines the theory of inspiration. In the third line, as the
inspired poet breaks into song, the verse shifts into the form of the amphibrachic
tetrameter; there are lines of accentual verse with the same rhythmical form, but
in context the interpretation of an adopted voice seems to make sense, especially
asit will be adopted as a poetical voice (that of Severianin) later in the poem too.
The syllabo-tonicinterpretation of these three lines can also make fuller sense of
the opening words ‘S pansie gyman’, since Maiakovskii’s earliest poems were
all written in the iambic and amphibrachic metres. Finally, after three lines of
syllabo-tonic verse the breakdown into the short last line of accentual verse
reinforces the rejection of the traditional notion of inspiration. This rejection is
further reinforced by the rhyme, for ‘noxanyiicra’ devalues the poetic word
‘ycra’ by rendering its stress hypermetrical.
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The short lines in Part I adumbrated the breakdown of verse form and the
intrusion of a reality beyond the poet hero’s control; here the poet artist has
made use of the same device to reject the artificial notion of poetic inspiration.
In the next two stanzas he then goes on to establish two aspects of reality, the
reality of poetic creation and the contrasting reality of the street’s mute
condition:

2430f A oka3biBaeTca —

npexJe 4eM HauyHeT NeTbCH,
0133d AOATO XOAAT, Pa3MO30AEB OT GpOMKEHH,

1231f u TMXO0 6apaxTaeTcs B THHE cepALa

024d raynas BobAa BoobpaskeHus.

1233d IToka BBIKHIIAYMBAIOT, pUPMAMH ITHAHKASA,
2312d 13 AIoGBei M COAOBBEB KaKO€-TO BapeBo,
024d yAHULIa KOpYMTCSA 6e3bA3bIKAA —

123d el HeyeM KpHYaTh M pa3roBapHBaTh.

(1.223)

In these two stanzas (with standard 4443 and 4433 stress schemes) the poet uses
a very irregular rhythm, taktovik or accentual in every line, in order to achieve
the greatest contrast with the rhythm of syllabo-tonic metre.

Having been rejected in love the poet hero has found himself homeless and
out on the streets, and it is on the streets, both literally and metaphorically, that
the poem unfolds until he returns.to Maria at the beginning of Part I'V with the
cry ‘A1 He mory Ha yauuax’ (1.536). The street symbolizes the poet hero’s
rejection in love and also the resultant loss of his art in the breakdown into
‘prose’. The condition of the street is the poet’s own condition, but its aesthetic
potential, if realized, could offer him the means to reassert himself. So he now
formally aligns himself with the street in a rhetorical ‘we’:

222f T'opoaos BaBUAOHCKHE 6alIHH,
211f BO3rOpAsACh, BOSHOCHM CHOBA,
121f a6or

ropoJa Ha NMalHH
021f PYLUMT,
MellIas CAOBO.
(1.232)

This stanza has a transitional and introductory role: it moves the poem from the
discourse of the opening stanzas into the rhetoric and narrative which alternate
through most of Parts II and I11, and it restates the key compositional device of
alternate consolidation and deformation in terms of the street as alternate
elevation of the city and divine frustration of its tongue. This device, however,
is more stated than demonstrated, for there is no rhythmical or metrical
deformation, only a break-up on the graphical level in the second half of the
stanza and a certain enjambement between the last two lines; there is also a
contrast in the anacrusis between the first two and the last two lines. The
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introductory scope and reference of the stanza are not just local and immediate
but more extensive and anticipatory. The rhetorical ‘we’, for example, is not
reasserted immediately but returns in the central passage of this part, while
God, although he does figure in the stanzas immediately following, only fully
emerges as the ultimate opposition in the second half of Part IV. The stanza’s
role is reflected in the form of the verse; it is clearly differentiated from the
surrounding verse by the maintenance of both a three-stress scheme (already
an example of the compositional role of this form as a break) and a regular,
dol'nik thythm.
The next four stanzas record the history of the street’s attempt to find a

tongue, at first unsuccessfully:

0211f Y AuLia MyKy MOAYA DEPAa.

0111f KpHK TOpYKOM CTOSIA H3 TAOTKH.

1340f  TomopumAmKCh, 3aCTpABIIKE NONEPEK FOPAa,

0323f  myxasle taXi U KOCTAsIBbIE IIPOAETKH.

0421f  I'pyap ucnemexoiuAH.
YaxoTKu MAolle.

0211f  Topoa aopory MpakoM 3anep.
A (1.238)

A certain binary rhythmical tendency in the first two lines could express the
constraint of the anthropomorphized street’s tongue, and the same rhythmical
form (0211) returns in the second line of the stanza following in association with
the related restriction of movement (note also the enclosed, palindromic
phonetic construction in ‘ropoa gopory’).1® In the intermediate lines, which
describe the nature of the congestion, there is a contrasting, irregular
(accentual and taktovik) rhythm. Nevertheless the street does finally manage to
throw off its oppressors:
20232f M korga—
BCe-Taku! —
BuxapKHyAa AABKYy Ha IAOLIAAb,
1231f CIIMXHYB HaCTyNUBLIYIO Ha TOPAO NanepTh,
0224f AYMaAOCh:
B xbpax apXaHIr€AOBa XOpaAa
0131m  6or, orpabAeHHbDIi, HAET KapaTh!

134f A yAMLIa IpHCEAA U 3a0pana:
11m “HUaemTe xpatp!”
(1.245)

The expulsion of the congestion, recalling the volcanic eruption of the poet
hero himself, is heralded by a longer, five-stress line (the third line in its
stanza), in which the exclamation ‘sce-raku!’ disrupts the rhythmical and
syntactic flow. Following an enjambement between stanzas, an irregular
rhythm continues into the next stanza. Despite the threat of divine retribution
the street is only concerned to stuff itself with food, and in its utterance the
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form of the verse breaks down into a short, two-stress line. The record of the
street’s attempt to articulate now comes into the present with its grotesque
arraignment and linguistic devastation in the war:

2122d I'pumupyior ropoay Kpynnet u Kpynnukn
120m rpo3simux 6poseii MoplIIb,
21122d a BO pPTy

YMEPILHX CAOB Pa3AaraloTCs TPYIHKH,
011113122m TOABKO ABa JKUBYT, )KHpes —
“CcBOAOYB”
H ellje KaKOoe-To,
KakeTcsa — “6opuy”.
(1.254)

After a regular rhythm has been maintained up to the last (zero) interval of the
second line and then on into the five-stress third line, the aesthetic devastation
of the street is conveyed in the long last line: this is the only line of more than
five stresses outside the first half of Part IV and it is so long that the sense of
rhythmical organization is almost lost.

The street cannot offer the poet the means to reassert himself, and other
poets, the ‘poets’, flee from its meagre aesthetic potential:

1222f ITosTHi,

Pa3MOKIIME B ITAAYE H BCXAHIIE,
0331f 6POCHAMCE OT YAHIIBI, €POILIA KOCMBI:
0111f “Kak AByMs TAKMMH BBITIETD
1422d H 6aphINIHIO,

H AI0GOBb,

M LIBETOYEK 1104 pocaMu?”’
(1.262)

The return to the poets is accompanied by an amphibrachic rhythm in the first
line which echoes the amphibrachic tetrameter earlier, but the second line
reverts to a less regular rhythm as the poets flee the street. The opening line has
been interpreted as a rhythmical echo rather than as an adopted syllabo-tonic
voice because the stanza as a whole cannot readily be interpreted as a metrical
medley, even though the poets themselves speak in the third and fourth lines.
The third line has a regular, binary rhythm, but the last line again reverts to an
irregular rhythm as the poets reject the street’s words as inappropriate for their
use; to interpret the third line as a trochaic tetrameter, another adopted voice,
seems forced. )

This diverse and long opening passage now ends in another rejection when
the street follows the other poets:

323f A 3a nosTaMu —
YAMYHBIE THIILH:

132d CTYACHTBI,
NPOCTHTYTKH,

MNOAPAAYHKH.
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233d T'ocnoaa!
OcraHoBuTECH!
Brl He HUIHE,
231f BbI HE CMEETE NMPOCUTH NOAAYKH!

(1. 269)

In its transitional and introductory role this stanza of three-stress verse
complements the three-stress stanza earlier, but its scope and reference are
local and specific. It combines narrative and rhetoric, first rounding off the
account of poetry and the street and then initiating a declamatory intonation in
preparation for the major passage of rhetoric to come. As in the earlier stanza,
there is no clear rhythmical differentiation of the two halves, but here, in
accordance with this stanza’s specific, local role, the taktovik rhythm and
heterosyllabic rhymes prepare for the passage following.

Part 11 (1. 278-328)

TaBLE 20
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
278) — — 4 4 — 2 1 5 2 Ac 8
290) — — 13 3 — 6 9 1 — 16
36) — 1 6 1 — 1 2 5 1 8

. Having being rejected in both love and art, the poet’s purpose in this passage
is to overcome that rejection, and regain the street as an audience, by asserting
the primacy of life over art and the primacy in life of the people of the street as
they (‘we’) really are, herculean and long-striding (adumbrating the collective
hero in 150000000 and elsewhere). The passage forms a tripartite composi-
tional whole, held together by the development and maintenance of a strong
four-stress inertia.

The passage opens in a dactylic rhythm in the rhetorical first person plural:

0212f Hawm, 3g0poBeHHBIM,
C IIArOM Ca)KEHbHM,

022f HaJ0 HE CAyIATh, 3 PBATh HX —
0233d  wux,

MPHUCOCABUIMXCA 6ECIIAATHBIM IPHAOKEHHEM
022f K Ka)KJOl JByCIIaAbHOM KpOBaTH!

(1.278)

The even lines of this stanza are both dactylic in rhythm, the first line divides
into rhyming dactylic half-lines, and in context the taktovik rhythm of the third
line can be perceived as an extension of dactylic thythm. Although there is no
dactylic metre as such, the rhythm could well invoke the typical dactylic
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association with civic genres and a positive intonation in support of the general
thrust of the rhetoric,2° while the use of internal rhyme gives the passage a
striking opening and emphasizes the key motifs of vigour and long striding. The
third line of this stanza prepares for the move into the longer intervals of
taktovik and accentual rhythm in the middle of the passage, and then the
dactylic inertia itself is broken in the second stanza:

0222f HIX AM CMMPEHHO NPOCHTB:
“ITomoru mue!”
114d MOAHTB O THMHE,
06 opaTopuu!
1211 MbI caMu TBOPIIbI B FOPAIEM THMHE —

016d myme pabpuku u Aaboparopum.
(1.284)

After the initial dactylic line the juxtaposition of long and short intervals in the
even lines breaks the rhythmical inertia and prepares for the change of rhythm
to come.

In the four central stanzas themselves the four-stress form takes over almost
completely and the verse extends its rhythmical stride: :

0233m Yro mue go Qaycra,

(deepueii paker
1432f CKOAB3s1Iero ¢ MepucropereM B HebecHoM napkere!
1122m I 3na0 —

rBO3Jb Y MEHA B cariore

133f KolIMapHe#, yeM ¢aHTasuA y lete!
0232f A,
3AaTOYCTEHIIUH,

Ybe KAXKA0E CAOBO
0421f Ayllly HOBOPOJHT,
MMEHHUHHT TEAO,
2232f rOBOPIO BaM:
MeAbYaMIIas NMbIAMHKA )KHBOTO
0323f LIeHHee BCEro, YTO A CAEAAIO U CAEAAA!
(1.290)

The taktovik and accentual rthythm in these two stanzas and the two following
displays a significant degree and kind of organization: intervals of two and
three syllables predominate (accounting for thirty-three of the forty-three
intervals), there are no zero intervals, and intervals of one syllable are few (just
five) and no more frequent than those of four and five syllables (four and one
respectively). Bearing in mind Maiakovskii’s manner of creation, this exten-
sion of the rhythmical stride expresses the long striding and hence command of
space proclaimed in the very first line of the passage; bearing in mind also the
heroic and high associations of long lines for him, the extra syllabic length
would continue the positive note introduced by the dactylic rhythm and
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reinforce the use of high, rhetorical vocabulary (‘reopusr’ (1.288); ‘aaaro-
ycresmmit’ (1. 297); ‘omerroro’ (1. 315)). In the other two stanzas of this middle
section the juxtaposition of long and short intervals again prepares for an
extension of the rhythmical stride, only now on a higher metrical level as the
rhythmical period is extended from one stanza into the next:

0432m Chyuaiire!

Ilponoseayer,
MEYach U CTEHA,
1323f CEroAHALIHETO AHA KpuKory6uiii 3aparycrpal
0115m Mmul
C AMLIOM, KaK 3aClaHHasA IPOCThIHA,
123f ¢ rybamu, 06BHCIIMMM, KaK AIOCTPA,
0214d MBI,
KaTop;KaHe ropoJa-Aenpo30opHs,
1313f A€ 30A0TO U IPA3b HIbAIBUAH IIPOKa3y, —
143f MBI YHILE BEHELIMAHCKOTO AQ30Pbs,
1232f MOPSAMH H COAHLIAaMHM OMBITOTO Cpa3y!

(1. 304)

The break caused by the juxtaposition of long and short intervals in the third
line of the first of these stanzas, and also to a lesser extent in the first line of the
second stanza, skilfully keeps the rhythmical expectation in suspense, thereby
facilitating the extension from one stanza into the next.

In the passage as a whole there are no less than five heterosyllabic rhymes,
three of them in the last two stanzas:

1123d I1AeBaTh, yTO HET

y T'omepos u OBuanen
1112f AIOA€H, KaK MBI,

OT KOIIOTH B OCII€.
1122f A 3nalo —

COAHIIE IOMEPKAO 6, yBHAEB
0121d HaIIMX AYII 30A0ThIE POCCHINHU!
0231m JKHABI B MYCKYABI — MOAMTB BEpPHEA.
0222d Ham An BEIMaAMBaTh MMAOCTE#H BpeMeHH!
00122m M1 —

KaXKABIA —

ACPHKHM B CBOCH NATEPHE
121f MHPOB IIPHBOAHBIE PEMHH!

(1.323)

This use of heterosyllabic rhyme can probably be related to the passage’s
rhythmical theme of extension (and now contraction) of the length of intervals.
In these last two stanzas a more regular (do!'nik and taktovik) rhythm returns,
and in the final stanza dactylic rhythm too. The emphatic ‘kaxaptit’ in the third
line of the final stanza creates an extra stress and a zero interval to mark the
climax of the passage, but in its rhythmical effect it is akin, in context, to a
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hypermetrical stress and the underlying rhythmical form of the line could be
dactylic. The return to this more regular, even dactylic, rhythm rounds the
passage off in compositional symmetry.

Part II (Il. 329-68)

TABLE 21
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
329) - — 7 4 1 5 2 4 — Ac 12
348) - — 5 7 — — — 12 4 12
360) - — 2 2 — 2 2 - — 4

In the final passage of Part II the poet moves back into narrative and relates
his rhetoric to reality, the reality of rejection at the Futurists’ public
appearances:2!

0224f 910 B3BeAO Ha T'OATOPEI ayAuTOPHIi
2211d Ilerporpaaa, Mockssl, Ozecchl, Kuesa,

151f M He OBIAO HH OZHOTO,
KOTOpBIH

221d HE KpH4aA Obl:
“Pacnium,
pacrnzu ero!”

(1.329)

The opening line begins in the dactylic rhythm of the preceding rhetoric but this
inertia already breaks down at the final, longer interval; there is then another
long interval in the third line and an enjambement between the last two lines.
This is followed by a much more striking deformation of the verse and a far less
grandiose image of rejection in the next stanza:

1022d Ho mue —

AIOJAH,
H T€, YTO OOHAEAH —
0212f BbI MHE BCETO JOPOKe H OAMXKe,

0d Buaean,
2121f  kak cobaka 6bIOLIYIO PYKY AHXKET?!
(1.336)

The juxtaposition of ‘mue’ and ‘Aroau’ creates a zero interval in the first line,
and the breakdown into a short, one-stress third line heralds a remarkable
bathetic degradation of the poet hero to the level of a dog licking the hand that
beats it.

This image of the dog (a very important one in Maiakovskii’s work)
nevertheless preserves, in travestied form, something of the Christ figure, and
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in the following stanza the poet reasserts himself in his role as prophet, but
more as a John the Baptist than a Christ:

0143d A,
0o6CMESHHBIH Y CEroAHALIHETO IAEMEHH,
123m KaK AAHHHBIHA

cKabpe3Hblii aHEKAOT,
0241d BHXKY HAYLIETO Yepe3 ropbl BPEMEHH,
132m KOTOPOTO He BHAUT HHUKTO.
(1.342)

This stanza sets in motion a new burst of revolutionary rhetoric in which the
poet seeks to overcome the rejection of his Zarathustran sermon by the street
through the affirmation of a revolution to come that will realize his heroic
words. The thrust of the rhetoric appears to last through to the end of the part,
but the form of the verse reveals a different picture of consolidation followed
by deformation which is indicative of the instability beneath the rhetoric. In
this stanza the metrical consolidation provided by the 4343 stress scheme is
off-set by a loose rhythm, but in the next three stanzas a dol'nik rhythm is
maintained throughout:

1122f T'ae raas Arozeii o6priBaeTcA Kynibii,
111m TAQBOH FTOAOZHBIX OPA,

122f B TEPHOBOM BEHIIE PEBOAIOLIHI
112m IPAAET IIECTHAALATBIN roJ.

1111f A ayBac— ero npeJjreva;

011m a—rAae 60Ab, BE3A€;

1112f Ha KaKJ0M KaIlAe CAE30BOM TE€YH
022m pacnsana ce6s Ha KpecTe.

1211lm  Yxe HMYEro NPOCTHTH HEAB3A.

1122f A BBIXKET AYILIM, TA€ HEKHOCTb PACTHAH.
022m DTO TpyAHee, 4eM B3ATh

022f TeICAYY ThicA4 BacTuanii!

(1.348)

The poet’s proclamation of revolution is conveyed in verse which is regular and
even traditional in form. The stress scheme varies from stanza to stanza but
remains standard throughout, and the regular, dol'nik rhythm is accompanied
by traditional clausula patterns and a traditional graphical lay-out. In the first
half of this section, and especially in the first two lines of the second stanza, a
binary rhythmical tendency emerges within the dol'nik rhythm, but there is no
corresponding motif of constraint on the verbal level; conversely, the rhetoric
moves into cliché (‘roaroausix opa’), sweeping generality (‘s — rae 6oAb,
Besze’), and, in the original ‘kotopniii-To roa’ (1, 408), vague assertion (this was
only replaced by an anticipatory date after the Revolution). In the rest of this
section the verse gradually returns to ternary rhythm (dactylic again) and at the
same time the words, while not diminishing the thrust of the rhetoric, become
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more concrete and pertinent. This is especially so in the second line of the last
stanza, because, in the logic of the poem’s movement, it is precisely the burning
out of the poet’s emotions and inner world which has led him to seek alternative
fulfilment in revolutionary prophecy.
The final stanza of the part appears to round off the poet’s vision of
revolution in triumph:
2142f U xoraa,
MPHXO0J €TO
MATEXKOM OrAallas,
032f BBIHAETE K CITACHTEAIO —
BaM A
0142f Aylly BBITaly,
pacromuy,
4106 60ABIIAA! —

331f M OKPOBAaBAEHHYIO AaM, KaK 3HaMA.
(1. 360)

But, as the poet hero (not for the first time) sacrifices his soul as a banner for the
new age, the rhythmical regularity breaks down: while the stress scheme
remains standard (4343), the dol'nik rhythm of the preceding stanzas has given
way to taktovik and accentual rhythm; the traditional graphical lay-out has also
broken up, and there is an enjambement beween the second and third lines.
Thus, while the rhetoric is maintained on the verbal level, the form of the verse
indicates a change and the apparent continuity is undermined. This breakdown
accompanies envisaged violence to the poet’s soul and adumbrates, as ever, the
intrusion of reality at the beginning of Part III.

Part 111 (ll. 369—403)

TABLE 22
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
369) —_ - 2 2 — 1 3 - — Ac 4
376) — 1 3 4 — 1 3 4 2 8
390) —_ — 6 2 — 1 1 6 4 8

The break between parts serves to insulate, on the verbal level, the
apparently triumphant conclusion of Part II. But on the level of verse form,
both in the 4343 stress scheme and in the irregular rhythm, there is a direct
continuity from the final stanza of the preceding part into the opening stanza of
this one:

2332d Ax, 3a4eM 3TO,
OTKy/Ja 3TO

B CBETAOE BECEAO
031m TPA3HBIX KyAauHly 3aMax!
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1135d ITpuuira
H TOAOBY OTYasTHHEM 3aHaBECHAQ
032m MBICAB O CyMacIlie ALIMX OMax.

(1. 369)

‘Caeraoe Beceno’ refers back to the preceding rhetoric, while ‘sTo’ refers to the
intrusion of reality accompanying the breakdown in the form of the verse; the
present reality of the street, which intrudes into the poet’s bright vision of
future revolution, is grimy and threatening, not pure and healthy as he had
asserted. Although on the verbal level the breakdown is apparently unmo-
tivated, it arises out of the inherent instability both of the poet’s form and of his
hold over reality, and brings with it the thought of madness. This re-emergence
of the theme of madness is indicative of a change in tone and import in this part,
differentiating it from the ‘cBerace Becero’ of much of Part II. As the poem
approaches a preliminary crisis and resolution, both the process of alternate
consolidation and deformation and its significance come into sharper focus.
Now, as after previous breakdowns, the poet turns to art, but already more
as a defence than in attack. He sees a way out in the ability of his fellow Futurist
David Burliuk — showman, master of the shocking effect, the chief organizer
of the Futurists’ public image — to overcome the deformity of a blind eye:
01232m H—

Kak B rubeAb gpejHoyTa
OT AyLIAIUX CMa3M

132m 6pocaioTcs B pa3MHYTHI AIOK —
1122m CKBO3b CBOM

A0 KpHKa pa30jpaHHBIi rAa3
022m Ae3, o6esymes, Bypaiok.
1232f IToyTu OKpOBaBUB HCCAE3EHHBIE BEKH,
011lm BBIAE3,

BCTaA,

MoLeA
1423f H C HEKHOCTBIO, HEOXKHAAHHOI B )KHPHOM YEAOBEKE,
022m B3SIA M CKa3aA:

“Xopomo!”

(1.376)

The turn to Burliuk, by way of another ‘opened form’ image of escape from
inside to outside, is marked by the extra stressing of ‘u’ at the beginning of the
first stanza, while the dreadnought simile recalls the simile of the hero himself
and the burning Lusitania at the end of Part I. Burliuk shows off the Futurist
trick of inversion by crawling painfully out through his own eye, his one hatch
opening onto the world; he approves the feat and, as the inner world is
externalized in show, the form of the verse in these two stanzas becomes more
regular again with a partial return to dol’'nik (even dactylic) rhythm.

Burliuk’s diversionary example leads the poet into an appreciation of his
own Futurist costume, the famous yellow blouse, as a defence:
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222f Xopollo, KOraa B }KEATYIO KOPTy
122d Ayllla OT OCMOTPOB yKyTaHa!
2223f  Xopotuo,
Kora 6poleHHsIi B 3y6bI a11adoTy,
0122d  KpHKHYTB:
“Ile#ite Kakao Ban-I'yrena!”
(1.390)

The form of the verse has consolidated into a largely regular rhythm, ternary
even in the first two lines, which serves as the yellow blouse covering over the
inherent instability of the poet hero’s verse (as of his persona) just three stanzas
after this has been laid bare. There is, however, a certain tension between the
rhythm and the anomalous (3344) stress scheme with three-stress lines
preceding four-stress ones, and the rhythm itself is not quite uniformly regular.
The yellow blouse may be a brave front, like advertizing cocoa on the scaffold,
but the meretricious emptiness of art that is entirely bound up in its external
image becomes apparent in the last stanza of this passage:

1222d U o1y cexyHay,
6eHraAbCcKyio
I'POMKYIO,
0212d S HY Ha 4TO 6 HE BHIMEHSAA,
AHHHA...
3222f A M3 cHrapHOTO AbIMa
AHKEPHOIO PIOMKOi1
1522d  BuITATHBaAOCh nponuToe AuLO CeBepAHMHA.

(1. 396)

The Ego-Futurist Severianin took part, briefly and rather incongruously, in the
Futurist tour, and was generally a favourite with the public, especially with the
ladies; but for Maiakovskii, as already noted in relation to the Poet’s dance in
the Tragedy, he can be the epitome of the superficial salon poet, and his
appearance through a smoky reflection in a liqueur glass (liqueurs feature in his
poetry) suggests a poets’ café setting, such as the ‘Brodiachaia sobaka’.22
Severianin also appears as a parodied alter ego out of one rhyme (‘a nu na’
— ‘CeBepsinnna’), while through the form of the verse he appears out of the
ternary rhythmical tendency, for ternary (amphibrachic) metre has already
been associated with the melodic ‘poets’ and will be explicitly associated with
Severianin in the first half of Part IV and implicitly in the next stanza but one.
The heterosyllabic form and, more particularly, dissonance of the other rhyme
(‘rpomkyio’ — ‘promxoii’) could also identify Severianin, who developed both
these types (and compound rhyme), whereas dissonance rhyme is rare in
Maiakovskii; in addition this rhyme may be intended to reproduce the
metathesis typical of a drunken voice, just as the first interval in the last line is
drawn out in accordance with the sense of ‘BerarmBaroce’, distorting the
rhythm.
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Part II (II. 404-41)

TABLE 23
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
404) - - - 4 — 1 1 2 — Ac 4
410) - - 1 — — -1 - — 1
412) - - - — 1 — — 1 Am2 1
413) - — 1 1 — 1 - 1 — Ac 2
417) — — 3 1 — — 3 1 — 4
424) — — 10 1 1 3 5 3 1 12

The appearance of Severianin out of the ternary rhythmical tendency (and
rhymes) forces the poet hero to reassert himself and his identity. This cannot be
through a consolidation of the form of the verse but must be through some
other kind of reformation or deformation, or at least through a departure from
ternary rhythm. In a significant clarification which has its roots in the
independence of the Old Man’s amphibrachic voice from the Poet in the
Tragedy, ternary rhythm is now identified as, ultimately, the expression of an
external order (‘not-I’).

The initial break is again made in a transitional stanza of three-stress verse:

242f Kak BbI cMeeTe Ha3bIBaThCA II09TOM
132d M, CEpEHbKHH, YHPHKATb, KaK NlepeneA!
112f Ceroaus

Hajo

KaCcTeTOM
111d KPOHTBCA MHPY B uepere!

(1.404)

Whereas the attack on Severianin occasions a return to a less regular rhythm,
and thus a reassertion of the poet’s separate identity, the affirmation of the
poet’s alternative is conveyed in a dol’nik rhythm, although a ternary tendency
is clearly avoided. This shows how the initial impulse for reassertion is a
departure from the ternary rhythm of the external order personified in
Severianin. The next two stanzas start, and depart, in similar fashion:

0332m  Bwi,
06eCITIOKOEHHBIE MBICABIO OJHOM —
12f “M3SALIHO NAAWY AH”, —

1412m CMOTPHTE, KaK pa3BA€KalOCh

ﬂ —_—

MAOLIAAHOM
212f CyTEHEp M KapTOYHBIH 1IyAep!
1132f Or Bac,

KOTOpBI€ BAIOOACHHOCTBIO MOKAH,
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2231lm  OT KOTOpHIX
B CTOAETHSA CA€3a AMAACh,
112f yiay s,
COAHIIE MOHOKAEM
0322m  BCTaBAIO B LIMPOKO PaCTONBIPEHHBIH Aa3.

(1. 410)

Severianin has been multiplied into a general opposition but the shorter second
line in the first of these stanzas echoes Maiakovskii’s characterization of him,
already quoted in relation to the Poet’s dance in the Tragedy, in the article
‘Poezovecher Igoria Severianina’ (1914): ‘Ja B camom aene, He Garepuna Au
81O, Beab oH Tak usawmer’ (1,339). A dancing lilt in Severianin’s verse derives
from his favoured device of symmetrical division into half-lines, a feature
reproduced in the stanza of amphibrachic tetrameter imitating Severianin in
the first half of Part IV. It is therefore possible to interpret this line, which
adopts a Severianin voice, as an amphibrachic tetrameter broken off half-way
through in metrical rejection of the Severianins (the line is classified as
amphibrachic dimeter). In the rest of this stanza the departure from ternary
rhythm is advanced outside the transitional three-stress form, and there is an
enjambement between the third and fourth lines. A corresponding deforma-
tion is evident in the assertion of an anti-heroic and anti-poetic identity as street
pimp and card-sharper, inverted forms of the lover, revolutionary prophet, and
indeed, in view of the parallel between games and art, poet too. Then in the
second stanza a more consistent taktovik rhythm is developed in a 4434 stress
scheme as the poet hero asserts that he will place the sun in his eye as a monocle
(Burliuk wore a monocle); this feat would involve concentration of the sun and
magnification of the eye and symbolizes control over the physical world.

The stanza following leaves the antithetical composition of the three
preceding stanzas behind but continues in the future tense as the poet hero
concentrates historical time to take Napoleon, great man and symbol of (past)
worldly power, on a tour of the earth like a pug-dog:23

322m HeseposTHo ce6s Hapsaus,
1213f MO AY IO 3EMAE,
4TO6 HpaBMACA H XKercs,
3m a Bnepeau
2431f Ha nenoyke Hanoaeona noseay, Kak Morica.

(1. 424)

In accordance with the ‘improbability’ of the poet’s envisaged costume the
form of the verse in this stanza is a model of anomaly: the stanza combines
ternary, taktovik, and accentual rhythm (and a short line), while its 3414 stress
scheme relegates the four-stress form to the subsidiary, even positions and
places a three-stress line at the head of the stanza and the short, one-stress line
third; there are also two trisyllabic anacruses. The theme of reformation
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(reassertion) through deformation reaches an extreme here. But the next
stanza, which envisages the arousal of the earth and the animation of things,
returns to a 4444 (or possibly 3444) stress scheme:

0111/211d BcA 3eMAS TTOASIKET KEHIUHOM,

1231f 3aep3aeT MACaMH, XOTS OTAATHCA;
0301d BEIH OKHBYT —

ry6bl BEIMHBI
2211f 3aCIOCIOKAIOT:

“nana, yana, naunal”
(1.429)

Then, in the final stanza of the passage, the poem returns to reality in the
narrative past when a thunderstorm builds up in the sky:

0123d Bapyr

H TY4H

H o6AauHOeE ITpouee
0342f MOAHANO Ha Hebe HEeBE POATHYIO KauKy,
1223d Kak 6yaTo pacxoasarcsa 6eabte paboune,
0313f He6y 06 BABUB 03A06ACHHYIO CTAYKY.

(1. 435)

The poet hero, himself a ‘cloud in trousers’, transposes his envisaged
overthrow of existing order into the clouds, which raise an ‘improbable’
disturbance, and a consistently irregular (taktovik and accentual) rhythm is
established in a four-stress scheme.

Part 111 (ll. 441-55)
TABLE 24

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

441) - — 8 4 — — 1 1 7 Ac 12

When the storm actually breaks, the ‘improbable’ disturbance perceived by
the poet in the clouds is suddenly subverted by the natural order of the world,
and dol'nik and then ternary rhythm is reimposed:

0221f I'pom u3-3a Tyun, 3Bepes, BEIAES,

1221d rpoMajHble HO3APH 330PHO BLICMOPKAA,
1212f H Hebbe AHII0 CEKYHAY KDHBHAOCDH

1222d CypOBOii rpuMacoi xeAe3Horo bucmapka.

(1. 441)

The form of external order is now personified in the political figure of
Bismarck, and its imposition on the poet hero’s perception of the world
illuminates the introduction of the device of sudden transition in the Prologue:
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‘u, kak He6o, menss Tona’ (1. 23). The poet’s struggle to assert himself is now a
struggle in and through his form against the ternary rhythmical expression of an
external order (a struggle that only reaches its conclusion in Pro eto). In the
next stanza the verse switches into the 4343 stress scheme and a ternary rhythm,
amphibrachic in three lines, is maintained throughout:

1222f U kro-To,
3amyTaBUIMCh B OOAQYHBIX ITyTaXx,
022m BBITAHYA PYKH K Kage —
1222f 1 6yATO MO-KEHCKH,
M HEKHbII Kak 6yAro,
122m u 6yaro 6b1 nymku Aader.
(1. 445)

This almost has the ring of parody. The 4343 stress scheme continues in the
third and last stanza of the passage and the alternative images of tenderness and
violence are now resolved:

1311d Bei aymaere —
STO COAHLIE HE)KHEHBKO
022m  TpemnAer no mwedke Kape?
0221d  3TO ONATH PACCTPEAATH MATEKHHUKOB

122m rpaaet renepan Iaauge!
(1.451)

The rhythmical break in the first line serves to underline the regularity of the
surrounding verse, and the poet’s earlier appropriation of high, rhetorical
vocabulary is subverted when the same word (‘rpsaer’) is used for the march of
Gallifet, the suppressor of the Parisian Communards, as was used for the
march of the coming revolution in Part II.

Part 111 (ll. 456-75)

TABLE 25
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
456) — - 7 9 — 1 7 8 3 Ac 16

Once again the poet is forced to reassert himself and he launches into a new
burst of rhetoric, inciting the street to anarchic rebellion:

0222m  BrnbTe, ryAsumue, pyku u3 6piok —

1112f 6epuTe KaMeHb, HOXK MAH 60Mby,
132Im  a ecAM y KOTOpPOTO HETY PYK —
121f npuieA 4tob u 6unca Abom 6ni!

(1. 456)
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This appeal echoes the major passage of rhetoric in Part I, but already the
mood is hortative and imperative rather than indicative; despite the strident
tone, the verse in this opening stanza is not immediately free of the ternary
inertia of external order and only leaves do!l’nik rhythm in the third line. In the
passage as a whole only a relative rhythmical reformation is achieved through a
limited extension into taktovik rhythm, while dol’ nik rhythm remains in half of
the lines and ternary rhythm in three. This relative rhythmical reformation is
accompanied by a certain contraction in the length of the lines, compared with
the fuller extension of the rhythmical stride and the development and
maintenance of a strong four-stress inertia in the major passage of rhetoric in
Part I1. The stress schemes, while varying, remain standard throughout, but
four-stress lines are outnumbered by three-stress ones, especially in the middle
two stanzas:

1234h Haute, roAOAHEHBKHE,
MOTHEHbKHE,
MIOKOPHEHBKHE,

131d 3aKuciMe B 6A0XacToM rpAsHeHbKe!

133d Haure!
IToHeA€ABHMKH M BTOPHHKH

111d OKPacHM KpOBbBIO B ITpa3AHHKH!
1122d ITycxkaii 3eMA€ IOA HOKaMHU ITPHIIOMHHTCS,
112f KOT'O XOT€AA OMOIIAHTD!

123d 3eMAae,
obxupesineii, kak AloboBHMIIa,
122f KOTOPYIO BHIAIOOHA PoTiinABA!
(1. 460)

In the first of these stanzas, in association with a call into motion, the verse
extends into accentual rhythm for the only time in the passage and dol’'nik
rhythm is avoided until the last line, which has a binary rhythm; there is also a
heterosyllabic rhyme, the first for eleven stanzas, combining hyperdactylic and
dactylic clausulae. The poet hero only aligns himself formally with the street in
one first person plural imperative (‘okpacum’) and no longer asserts its power
and purity; instead, he addresses himself to the hungry and humble, perhaps
echoing Christ’s Sermon on the Mount. In the second of these two stanzas he
calls for an assault on the earth, with an implication of sexual retribution, but
dol'nik and ternary rhythm returns in all but one of the lines. Then, in the final
stanza of the passage, the poet repeats his call for a festival of blood (compare
the festival of beggars in the Tragedy):

1222m Y106 paaru Tpenaruce B ropsiuke naasGsl,

233d KaK y KX JO0T0 IopsAA04YHOro Npa3AHHKa —
0223m  Beine B3AbIMaiiTe, pOHApPHBIE CTOAGHI,
232d OKPOBaBACHHbIE TyIIH Aa6a3HHKOB.

(1.472)
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A taktovik rhythm is reasserted in the last three lines, but the ternary rhythm of
the opening line confirms that this reassertion is still no more than relative.

Part 111 (ll. 476-505)

TABLE 26
Long S 4 3 Short Ac Tk Dk Ty Form Lines
476) — — 12 6 2 6 5 7 1 Ac 20

The original rejection by Maria and the accompanying breakdown into
‘prose’ signified the recognition of a reality which the poet hero could not
subsume or which was beyond his control. His subsequent attempts to
overcome that rejection by finding fulfilment and acceptance elsewhere have
culminated, after a series of consolidations and deformations, in a failure to
preserve a distinct identity in verse, an identity independent of a form that
derives from an external order. The poet hero can no longer properly
distinguish between ‘I’ and ‘not-I’ in the form of the verse, and the inevitable
breakdown now occurs:

143f HspyruBancs,
BBIMAAMBAACA,
pe3an,

0122m A€3 3a KEM-TO
BrpbI3aThcs B 60Ka.

114f Ha nebe, kpacHblii, Kak MapceAbe3a,
052m B3/parMBanA, OKOAEBas, 3aKaT.

(1.476)

The rhetoric of this and the preceding part is now referred to in disparaging
terms in the first two lines, and the verse breaks down into an anomalous, 3433
stress scheme with accentual rhythm in three of the four lines. More
significantly, the very division into metrical lines is threatened, because the first
rhyme could be considered to overlap from the end of the first line into the
beginning of the second (‘pesan, // nes 3a’ — ‘mapcervesa’).

Failure and also madness, which was first intimated after the initial
breakdown and then again at the beginning of this part, are admitted in the
opening line of the next stanza:

1241f Yixe cymaciecTBue.
Huvuero ne 6yaer.

0122m  Hous npuger,
nepeKycuT
H CBECT.
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0221f Buanre —
He6o onATh HyAUT
0332m MIPHIOPIIHBIO OO PHI3raHHBIX PEAATEABCTBOM 3BE3A?
(1.483)

Since in the poem so far a graphical break has generally been placed between
stanzas (in accordance with traditional usage) or occasionally within a stanza
between metrical lines, the graphical separation of ‘Yixe cymacmecrsune’, which
is found in other editions too, could be taken to indicate a breakdown into
‘prose’ to herald the arrival of madness. But on the metrical level ‘Yike
cymacwecreue’ can form part of a four-stress line, the standard Maiakovskian
opening line, in which case the lay-out can still be taken as a breakdown of the
metrical line’s graphical integrity, close to a breakdown into ‘prose’. The stanza
has a four-stress scheme but is rhythmically diverse, and for the rest of the part,
in this passage and the concluding one, diversity and uncertainty prevail as the
breakdown remains unresolved.

In the third stanza night has arrived and the theme of betrayal continues in
the figure of the provocateur Azef:

112f INpumiaa.
IInpyer Mamaewm,

022m 3a40M Ha ropoJ Haces.
0114f BTy HOYb 'Aa3aMH He IIPOAOMAEM,
04m 4YepHYIO, Kak Azed!

(1.491)

The verse has shifted from the four-stress scheme to a 3342 scheme, but the
rhythm remains diverse. The two-stress form of the final line here and of three
more in the rest of the part (out of a total of just twelve in the accentual verse of
the poem as a whole) may be related to the theme of uncertainty which, though
not articulated here, comes to the fore in the concluding passage of the part;
this is because the two-stress form may, in context, be interpreted as having an
uncertain status, since it has a minimum internal structure but cannot by itself
develop a rhythm in the stem (see Chapter I, p. 20). Some details of a concrete
setting have gradually become apparent earlier in this part and now, with the
intrusion of reality that accompanies the breakdown, the poem is firmly located
in time and place for the first time since the first half of PartI. In the next
stanza, which reverts to a four-stress scheme, the poet hero is found to have
moved from a café to drown his sorrows in a tavern:

0323m  Exychk, 3alIBLIDHYBINMCh B TPAKTHPHBIE YTABI,
1212f BHHOM OOAMBAIO Ayllly H CKaTePTh
1211lm  u Buxy:
B YTAY — I'Aa3a KPYTABL, —
1113f rAa3aMH B cepAlie BbeAach Goromareps.
(1. 496)
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The icon of the Mother of God prompts the hero to a consideration of his fate in
terms of his role as a Christ figure (compare the turn to his mother following the
initial breakdown in Part I):

1143h Yero oaapuBats 1o mabAOHy HAMAAEBAHHOMY
133f CHSAHMEM TPaKTHPHYIO opaBy!
0213h Buauimn — onats
TOATOPHHKY OIIA€BAHHOMY
32f npeanoyuTaioT Bapassy?
' (1. 501)

The shift from narrative towards interpretation and assertion in this final stanza
of the passage is accompanied by a more consistently irregular rhythm, with
another two-stress final line.

Part 111 (ll. 506-33)

TABLE 27
Long 5§ 4 3  Short Ac Tk Dk Ty Form Lines
506) — — 10 8 2 6 3 9 2 Ac 20

In the final passage of the part, which follows on closely from the preceding
passage, the poet hero rounds off the poem’s movement over the first three
parts with a reassessment of his role as a possible Christ figure. The key to this
reassessment is found in the very first words of the opening stanza, ‘Mosxer
6biTn’, which in all occur four times in the passage. In the form of the verse this
theme of uncertainty shows in a juxtaposition and combination of contrasting
rhythmical types, dol'nik and accentual rhythm, which in the context of the
poem’s composition represent the opposing principles of consolidation and
deformation. This rhythmical uncertainty is immediately expressed in the
opening stanza:

0342f Mo:xeT 6bITB, HAPOYHO A
B YEAOBEYbHEM MECHIBE
122m AHILIOM HHKOI'O HE HOBEH.

0022/0202f A,
MOKeET ObITh,
CaMbIH KpaCHBBIH
112m M3 BCEX TBOHUX CHIHOBEH.

(1. 506)

The uncertainty in the poet hero’s persona is highlighted in the contrast
between the unremarkable, unstressed ‘s’ in the first line and the outstanding,
stressed ‘S’ at the head of the third line in which ‘moxeT 6uiTh’ itself, wherever
the stress falls, creates a zero interval. The same combination of four-stress
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lines of accentual rhythm and three-stress lines of dol’'nik rhythm is repeated in
the second stanza, but in a different, anomalous 3344 scheme:

022d Aaii uM,
3aIIA€CHEBLIMM B PaJoCTH,

011d CKOPpOi#i CMEPTH BpEMEHH,
1114m 9YTOb CTaAM AETH, AONKHBIE TIOAPACTH,
0304h MaAbYHKH — OTILIbI,

AeBOYKH — 3a6epeMeHeAn.

(1.513)

In this stanza uncertainty even extends to the structure of the first thyme
(‘paaoctr’ — ‘noapacri’), which is heterotonic; this is the only example in the
poem of a type rarely found in Maiakovskii’s verse, while the other rhyme is
heterosyllabic (‘spemenn’ — ‘sabepemenean’).

In the third stanza the poet hero grows more assured, envisaging a future role
for his verses in the christening of children:

1212m U HOBBIM pO’KACHHBIM Aait obpacTu
131m IBITAMBOM CEAUHOM BOAXBOB,
232Im M nIpHAYT OHH —

u 6yayT Aeteii kpecTuTh
221m MMEHaMH MOMX CTHXOB.

(1. 519)

Dol'nik rthythm is here combined with taktovik, rather than accentual, rhythm,
and the heterotonic rhyme has been resolved (‘o6pactu’ — ‘kpecrurs’). In the
fourth stanza, however, a return to the present brings with it a renewed
uncertainty which is explicitly recognized in another ‘mosxeT 6biTh’:

0232d A, BocnieBalomuii MalIuHy 1 AHTAHIO,

02f MOKeT 6bITS, IpocTo,
042h B CAaMOM OOBIKHOBEHHOM €BaHTEAHH
13f TPMHAALIATEIH allOCTOA.

(1.524)

The uncertainty is expressed in the ambiguous resolution of the poet hero’s
religious significance as a ‘thirteenth apostle’ (the original title of the poem),
while the two-stress form is found in both even lines.

The part ends with a return to the original expression of uncertainty in a
combination, now unequal, of dol'nik and accentual rhythm:

2121d M koraa Moii roaoc
noxabHo yxaet —
1112f OT Yaca K 4acy,
LIEABIE CYTKH,
0410d Mmoxet 61T, Mucyc Xpucroc Hioxaer
112f Moeii AymH He3a6yAKH.
(1.528)
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The ‘forget-me-nots’, which are perhaps scented by Christ beneath the rude
noise of the poet’s voice,?* signify the tenderness of his soul and by extension
his capacity and need for love (compare: ‘““Kak aByms Takumu BhineTb // u
6apsIHIO, / U AI060BB, / 1 iBeTOYeK noa pocamu?”’’ (1. 265)). This prepares for
the return to love (and the young lady) in the next part, while the uncertainty,
verbal and rhythmical, arises in the third line over the objective recognition of
that tenderness by God, the ultimate symbol of universal order, and man in the
figure of Christ.

Part 1V (ll. 534-641)

TABLE 28
Long 5 4 3  Short Ac Tk Dk Ty Form Lines

534) 1 — 2 3 — 3 1 2 1 Ac 6
549) 2 - - - = _ - 2 - Hx 2
555) -1 — 1 — 2 - - — Ac 2
557) 6 2 - - - 1 — 7 2 Hx 8
574) 1 - - - — - - 1 - Hx 1
576) —_ = = 2 = — 1 1 1 Ac 2
580) 1 —_ = = — 1 _ = — Hx 1
583) _ - - 1 - - - 1 — Ac 1
584) 1T - - = — -1 - — Hx 1
586) ‘Prose’

587) — — 1 1 — —_ - 2 - Ac 2
589) ‘Prose’

591) - - 1 — 1 - - 1 — Ac 2
593) ‘Prose’

594) 2 2 - - — — — 4 1 Hx 4
601) —- — 4 - — 1 2 1 1 Ac 4
608) ‘Prose’

609) —- - 4 - — — — 4 4 Am4 4
615) — 1 3 - — 1 1 2 — Ac 4
624) ‘Prose’

625) 3 1 - - — — 1 3 — Hx 4
638) ‘Prose’

The poet hero’s attempt to find fulfilment outside love on the street has
ended in failure and uncertainty, and the structural fault in the verse has not
been overcome. In order to overcome this uncertainty he must return to its root
cause in the original rejection by Maria and the breakdown into ‘prose’, and so
now, in the first half of Part IV, he makes a sustained attempt to be received in
love by Maria and to move from ‘prose’ back into ‘verse’, thereby restoring the
integrity of his persona and verse.
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The opening stanza of the part defines the situation:

1222141d Mapus! Mapusa! Mapus!
ITycrn, Mapus!
A He Mory Ha yAunax!
11122d He xouews?
(0122) Kaewn,
KaK LIeKH [IPOBAAATCSA AMKOIO,
131f nonpo6oBaHHBIN BCEMH,
TIPECHBIH,
222d A npuay
u 6e33y60 npoiamkaio,
242f YTO CETOAHSA A

“yAHBHUTEABHO YECTHBIA".
1142/11122d Mapus,

BHAMILIb —

A YK€ HAYaA CYTYAHTBCA.

(1.534)

The first line, in which the poet hero acknowledges his failure on the street and
asks that he may be let in to make love (and verse), stands, accordingly, outside
the basic abab quatrain (the ‘verse’) of the next four lines which are inhabited
by Maria. The last line then returns to the hero outside, but by rhyming at a
distance with the first line (‘yannax’ — ‘cyryautsca’) it defines, and underlines,
his need to be accepted. The basic quatrain, inhabited by Maria, refines the
situation. The initial question ‘He xouewn?’ will be repeated at the end of the
passage in conclusive and unequivocal ‘prose’, but here it can be interpreted as
having a transitional status because it is precisely through Maria’s acceptance
that the poet hero can achieve fulfilment. The rest of the basic quatrain, a single
sentence, may then echo the three-ictus anapaestic do!’nik which in Maiakov-
skii’s verse, as already in the Tragedy, can be associated with spiritual,
romantic love. Since only the odd lines have a rhythmical form consistent with
this measure (both in fact are anapaestic, but the first would have a
hypermetrical stress in the anacrusis), it is only possible to suggest a rhythmical
echo within accentual verse and even this is not altogether certain; the other
two lines both have three stresses but are taktovik and accentual in rhythm,
although the anacrusis and graphical division of the last line tend to support an
anapaestic rhythm. In view of Maria’s character and the kind of love she might
offer (‘marenskuii, / cMupHblii Al06€éHOUeK’ (1. 65)) the associations of such a
rhythmical echo, albeit not certain, would be quite appropriate. If the echo is
discounted, however, the predominance of the three-stress form still dis-
tinguishes this basic quatrain, inhabited by Maria, from the four-stress
mainstream of the poet’s verse.

The poet hero finds himself forced to serenade his beloved from the street,
but in order to make verse in his situation he must adopt a ready-made metrical
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voice. This he now does, adopting the respectable, classical voice of hexa-
metral verse in accordance with Maria’s expectation:

0212222/ B yanmax
021252m  Ar0AM XKHp IPOABIPABAT B YETHIPEDTAKHBIX 300aX,

022221/ BBICYHYT FAA3KH,
02251f MOTEPTHIE B COPOKTOA0BOM Tacke, —
361m MEpPEeXUXHKUBATHCA,
4TO y MeHs B 3y6ax
10221f — onATh! —
(0221) yepcTBas 6yAKa BuepalIHeH AACKH.

(1. 549)

The description of the inhospitable street in this and the next two stanzas of
hexametral verse is no doubt intended to evoke Maria’s sympathy, but it reads
most incongruously in the respectable, hexametral voice. In this first stanza,
however, the hexametral voice is only maintained for two lines: the first lineis a
regular seven-ictus line and the second a regular six-ictus line (the secondary
stresses in the unusually formed compound numeral adjectives have been
counted); the association of hexametral verse with number, which appears for
the first time in these lines, will be a recurrent motif in Maiakovskii’s work. But
in the last two lines the only explicit mention of the poet hero himself in these
three stanzas accompanies a dissolution of the grand, hexametral voice. The
bathetic third line has only three stresses, while the last line has five, but the
interjected ‘onAts!’ creates a zero interval at the head of the line in preparation
for an even more powerful use of interjections to come.

In the second stanza the poet’s control of his adopted voice is more assured,
and the alternation of clausulae switches to the fmfm scheme which is typically
associated with hexametral verse:

022121f J oAb 06pblaaA TPOTyaphl,
AY2KaMH CXKaTbIH KYAHK,
011222m MOKPBIH, AMKET YAHI] 3a6HTbIH 6YABDKHHKOM TPYH
311222f a Ha ceJbIX peCHHIIaX —
(31322) Aal —
Ha PECHHIIAX MOPO3HBIX COCYAEK
0202221m CA€3bI U3 TAa3 —

(022221)  aal—
Hu3 Ol'lyl.uCHHbIX TAa3 BOAOCTOYHBIX prﬁ

(1.557)
The first two lines are both regular six-ictus lines, but in the second half of the
stanza the two interjected exclamations, which carry the poet hero’s sup-
pressed feelings, disrupt the metrical structure of the hexameter. In the third
line the disruption is less striking because the underlying hexameter itself
involves the omission of the first stress and a longer interval over the caesura,
but in the last line the interjection disrupts what would otherwise be a regular
Maiakovskian hexameter (see the interpretations in brackets).
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Finally, in the third stanza, the poet’s persona is excluded altogether, and,
although the strict measure is no longer observed, the verse approaches ternary
rhythm on the hexameter’s dol’nik base:

02122f Bcex memexos0B MopJa A0k As obcocanra,
32222m a B 9KHIIAXKAX AOIIUACAH 32 JKHPHBIM aTACTOM aTAET:
0222222f AOITAAMCH AIOJH,

IIPOEBIIHCh HACKBO3b,

H COYHAOCHh CKBO3b TPEUIHHBI CAAO,
0222122222m  MyTHO¥ peKoii c 9KUNaKeH cTeKaAa

BMECTe C HCCOCaHHOM GyAKO#

/KE€BOTHHA CTAPBIX KOTAET.

(1. 566)

Only the second line can be interpreted as a hexameter, while the first line is a
shorter, five-ictus line and the last two lines are longer, seven-ictus and
ten-ictus lines respectively (both divided into three); but in context this extra
length, allied to the ever more regular rhythm, can be interpreted as an
intensification, not a relaxation, of the adopted voice in an extreme demonstra-
tion of respectability.

At the beginning of the next stanza, having perhaps won a more sympathetic
ear through the adoption of a respectable voice, the poet hero once more
appeals to Maria directly:

1122122f Mapus!
(022122) Kax B 3a)xupeBII€e YXO BTUCHYTh UM THXOE CAOBO?
032f ITtuua
nobupaeTcsa NnecHex,
122m TOeT,

rOAOZHa Y 3BOHKa,
1212042121f a s1 4eAoBeK, Mapus,
(042121) IIPOCTOHA,

BBIXapKaHHbIH Y4aXOTOYHOI HOYBIO B IPA3HYIO

pyxy IIpecnn.
112f Mapus, Xo4elb TaKOro?
11132222m ITyctu, Mapus!
(032222) CyA0pOroii aAbLEB 32XKMY 51 JKEAE3HOE

TOPAO 3BOHKa!

(1.574)

The complexity of this stanza reflects the situation in which the poet hero finds
himself, caught between the need to express his own feelings and the need not
to hurt Maria’s. It has an embedded cabacb rhyme scheme and involves three
voices, the hexameter, a three-stress form, and a form that has a transitional
status between verse and ‘prose’. The basic quatrain — the second, third,
fourth, and sixth lines — consists of two three-stress lines and two hexameters
with additional segments, while the first and fifth lines are another hexameter,
also with an additional segment, and another three-stress line. The stanza
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opens with the direct appeal to Maria which echoes the opening words of the
part and hence reminds of the poet’s situation out on the street. The appeal
precedes a regular hexameter, but metrically does not form part of it; the
hexameter refers back to the previous three stanzas and points out the
inappropriateness of the hexametral voice (‘ruxoe caoBo’) on the street. The
next two lines, beginning the basic quatrain, are inhabited by the hypothetical
natural poet, the bird, who can get by on singing alone. In their three-stress
form, as ‘verse’, these lines link with the basic quatrain of the opening stanza
which was inhabited by Maria. But in the first half of the fourth line, in another
transitional segment which precedes a narrative hexameter, the hero is again
able to address Maria directly in order to contrast himself, as man, with the
bird; this segment has a four-stress form but is not a metrical line, while its
conjunction with the hexametral voice is marked by a zero interval. The special
status of this segment, which is central to the stanza’s embedded, polyphonic
structure, both highlights the poet hero’s statement and distinguishes his
‘simple’, human voice: his voice is neither naturally poetic (the bird) nor
conventionally poetic (the hexameter), but is inescapably accommodated in
verse form. In the hexameter itself the irregular first interval reinforces the
sense and emotional charge of ‘srixapxannsiii’. After a graphical break the
poet hero addresses Maria again in the pivotal line of the stanza which, though
not part of the basic quatrain, is embedded in it: it rhymes with the opening,
hexametral line, in its three-stress form it links with the second and third lines,
while in all other respects it links with the transitional ‘prose’ segments. The
pivotal role of this line emphasizes once more the crucial need for Maria’s
acceptance which alone can bring the poet hero fulfilment. This need is then
immediately articulated in the final line of the stanza, both in the cry ‘ITycru,
Mapus!’ and in the narrative hexameter following in which the doorbell is rung;
another irregular first interval in the hexameter again reinforces the sense and
emotional charge of ‘cyaoporoit’.

The very complexity of the poet hero’s situation demands a clarification and
resolution. So he follows up his ringing of the bell, politely rendered in a
hexameter, with more strident calls for admittance and an attempt to force
entry, as it were, into the four-stress form of his verse: .

1 Mapus!

111d 3BEpEIOT YAHII BBITOHBI.

1121f Ha mee ccaguHOM NaAbLibl JABKH.
1 Orkpoii!

0 BoasHo!

02d Buauis — HaThIKaHbI

1111f B raasa u3 gaMckux wAsH 6yAaBKu!

(1. 586)
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At this climactic moment the middle ground disappears and the gap between
‘prose’ and ‘verse’ is made explicit in the graphical lay-out. The image of the
devastated street echoes the divine frustration of the street’s attempt to find a
tongue in Part II: ‘a 6or / ropoga Ha namuu // pymmr, / memas caoso’ (1. 234);
that frustration was accompanied by a certain binary rhythmical tendency, and
the rhythmical constraint of the strong binary tendency here could express the
resistance to the poet’s attempted entry. The resistance is further evident in the
breakdown into ‘prose’ in the middle of the stanza and also in the fact that the
four-stress form is only achieved in the second line of each couplet. (If the
‘prose’ within the stanza is considered to be part of the third line, then the
binary tendency is intensified). Finally Maria does let the poet hero in:

1 ITyctuna.

(1. 593)

But the ‘prose’ status underlines that there is still a gap between them.

From now until the end of the passage the hero’s progress is indicated
directly in a series of further ‘prose’ segments between stanzas and also
indirectly through the form of the verse from stanza to stanza. A significant
advance can already be noted over the first two stanzas:

02412f Aetka!

He 6oiics,

4TO y MEHA Ha Iliee BOAOBBEIA
022222/ MOTHOKUBOTHIE KEHIIHHBI MOKPO# rOpoIo

32222m CMAAT, —

0222212f BTO CKBO3b )KM3Hb A TalIy

MHAAHOHBI OFPOMHBIX YHUCTBIX AI0GOBEH
32122m H MHAAMOH MHAAMOHOB MaA€HBKHX IPA3HBIX AIOOAT.
1222f He 6oiics,

4TO CHOBA,

B M3MEHbI HEHACThE,
1132m TIPHABHY A K ThICAYaM XOPOUIEHbKUX AHL, —
0542d “Ar06s1mme Maskosckoro!” —

Aa BeAb 9TO K AUHACTHUSA
1332m Ha cepJlie CyMacIle AUIEro BOCUIEAINX LapHl.

(1. 594)

In the first stanza the poet hero reverts to his respectable, hexametral voice in
order to allay Maria’s possible fears, but now, as immediate evidence of the
advance he has made, the initial apostrophe ‘letka!’ is properly incorporated
in the metrical line. The numerical motif returns; and the form is handled more
confidently, with a regular rhythm but stress omission, while the third line is
extended to seven-ictus length. Then, in the second stanza, the poet hero drops
the conventional voice and moves into his own four-stress form instead. The
first line, which repeats the exhortation not to be afraid, has a ternary rhythm,
but thereafter the rhythmical stride extends to match the rhetorical flourish of
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the words, and for the first time in this part a heterosyllabic rhyme is used
(‘nenacrre’ — ‘auHACTHA’).

At the end of these two stanzas, however, there is a renewed breakdown into
‘prose’:

11 Mapus, 6amxke!
(1. 608)

This call for Maria to come closer suggests that the poet hero’s change of voice
to his own four-stress, accentual form may not have advanced his cause. So in
the next stanza he moderates his voice into the rhythm of the amphibrachic
tetrameter, a measure described by Maiakovskii in ‘Kak delat’ stikhi’ as
‘puAyMaHHBIA AAs womnoTka’ (X1, 84):

1222d B pasgerom 6eccroiacTBe,

B 6osieiica 4poxkH AH,
1222f HO Jai TBOMX r'y6 HEHCIIBETIIYIO PEAECTh:
1222d A C cepALIEM HH Pa3y A0 Mas HE AOKHAH,
1222f a B IIPOXKMTOM KU3HU

AMIUIb COTBIA allIPEADb €CTb.

(1. 609)

In fact, as indicated in the stanza following (‘Tlost conerni noer Tuane’
(1. 616)), the poet has adopted the voice of Severianin from his poem ‘Tiana’, a
typical Severianin serenade written in this measure.25 Severianin has already
been associated with ternary rhythm and perhaps amphibrachic metre, but
although ‘flowering’, for example, is a familiar motif in his poetry, the language
is unmistakably that of Maiakovskii. As ever, the assumption of a voice
primarily takes metrico-rhythmical form, extending here even to the repro-
duction of Severianin’s characteristic symmetrical line structure and the
compound rhyme (‘apoxu Aan’ — ‘405xuAK’; ‘peaects’ — ‘anipeAs ects’) which
he favoured and out of which he appeared in Part III.

From what we know of Maria’s (the Marias’) character and taste in the poem
she would be likely to respond favourably to Severianin’s voice: ‘Ona
IAPaXaeTcss aBTOMOGUABHBIX I'yAKOB. // A106uT 3BoHO4KH KoHOYeK’ (1. 67). But
although the absence of a ‘prose’ segment before the next stanza suggests that
she has drawn closer again, the assumption of Severianin’s voice is now
rejected because it does not express what the poet hero is and wishes to be
accepted as:

12121f Mapus!
(1121) ITost conern noet Tuane,
1230/10130m as—
BECb U3 MCa,
4EAOBEK BECh —
03213/ TEAO TBOE MPOCTO Mpo1ly,
020213f KaK IPOCAT XpHCTHAHE —
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0211m “xAeb Hall HACYIHBIH
AaKAb HaM AHECh”.

(1. 615)

This rejection of Severianin’s voice is phrased very similarly to the earlier
contrast with the bird (compare ‘ITtuua / nobupaerca necueit, //... a =
gyeroBek, Mapus, / mpoctoit’ (1. 576)), but it is expressed in a different formal
context. After the initial apostrophe, which would seem to have a transitional
status once more, the main body of the first line, referring back to Severianin,
and the last line, taken from the Lord’s prayer, frame the stanza in the
four-stress form and dol’nik rhythm (it is just possible that the rhythmical form
of the main body of the first line may be intended to recall the iambic tetrameter
with feminine caesura, which served as Severianin’s voice in the Tragedy). The
second line is a four-stress or perhaps five-stress line with one or two zero
intervals, but the third line, which states the poet hero’s ‘simple’, human need
in love cannot be placed in the four-stress frame: it is a five-stress or six-stress
line with or without a zero interval depending on the stressing, or not, of ‘reoe’.
This stanza, therefore, would seem to refine the earlier statement of the human
condition (1l. 574-85): it suggests that the ‘simple’, human voice in love cannot
be sublimated metrically in any set form or scheme.
The poet hero now restates his ‘simple’ need in ‘prose’:

11 Mapusa — aaii!
(1.624)

The breakdown into ‘prose’ indicates a distance still from Maria but at the same
time the tone and import of what is said promise imminent gratification, and
the final stanza suggests that she has indeed given herself:

11221212m Mapus!
(0221212) Hwms TBOE 51 6010Ch 326BITD,
Kak 1osT 6ouTcs 3a6bITh
12212222f KaKoe-TO
B MyKax HOYei POKAEHHOE CAOBO,
BEAHYHEM paBHoe 6ory.

02122m Teno TBOE
51 6yay 6epeun u AIOGHUTD,
21322233/ KaK COAAQT,
213222113f  o6py6AeHHBI BOiiHOIO,
HEHYXHBIH,
HHuuel,
6epexeT CBOIO € JUHCTBEHHYIO HOTY.

(1. 625)

Although Maria may have given her body, the poet hero’s need has extended
beyond casual gratification to love. But his retreat into the hexametral voice
indicates that he is now no nearer to Maria, no nearer to acceptance as himself,
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than he was at the beginning of the part. Already the initial apostrophe would
seem to have a transitional status because the main, seven-ictus body of the first
line has a regular hexameter opening, and, since it is Maria who gives point to
the hexametral form, its gradual dissolution through the stanza in measure,
anacrusis, and finally rhythm can be taken to indicate her further withdrawal.
The second line is a longer, eight-ictus line, and its monosyllabic anacrusis is
the first anacrusis in a hexametral line that is not consistent with the hexameter
base. In the second half of the stanza images of war, rejection, and disability
are accompanied by a further, more marked dissolution of the form: the third
line is a shorter, five-ictus line, while in the very long last line, which has a
disyllabic anacrusis, even the rhythmical regularity of dol'nik metre begins to
break down (compare the ternary rhythm of the longer lines earlier).

Maria’s withdrawal through this stanza inevitably leads to explicit rejection
in a final breakdown into ‘prose’:

122 Mapusa —
HE XOYelIb?
He xoyems!
0 Xa!

(1. 638)

The crucial question is now answered in the negative in unequivocal ‘prose’,
and ultimately, in the exclamation ‘Xa!’, the breakdown even extends to the
verbal level.

Part IV (. 642-82)

TABLE 29
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
642) - — 4 — — — 2 2 — Ac 4
651) — — 6 1 1 1 2 4 1 8
660) —_ — 5 3 — 4 2 2 1 8
672) — — 4 4 — — 1 7 2 8

After the renewed rejection in love there is no immediate positive way
forward. The negative way out of silence is entertained in Fleita-pozvonochnik
(‘ne mocTtaBuTh AM Ay4le // TOUKy nyAn B cBoeM KoHue’ (1, 199)), but here the
poet hero carries on and the image of the wounded soldier is transformed into
the recurring bathetic image of the dog:

0212f 3HaYuT — ONATh
TEMHO H ITIOHYPO
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0212f cepALie BO3bMY,
CA€3aMH OKaras,
1223f HECTH,

Kak cobaka,
KOTOpas B KOHYpY
1232f HEceT
MePEEXaHHYIO TOE3A0M AAIly.
(1. 642)

The verse has returned to the four-stress form, in dol'nik and then taktovik
rhythm, but the structural fault arising out of the breakdown into ‘prose’ has
not been overcome. So the verse will be moved once more by the process of
alternate consolidation and deformation towards a manifestation of its
inherent instability; now, however, as the poem approaches its conclusion, the
process is accelerated and compressed, with shifts occurring from stanza to
stanza or even within stanzas. At the same time the poet hero turns to the focal
point of much of the poem’s imagery, the figure of God (love, social revolution,
and language have all been presented in religious terms), for he can only
overcome his rejection at its possible first cause in a divine, or universal, order.

In a pattern which recurs in both Chelovek and Pro eto the poet hero now
projects into the future through a thousand repetitions of what has already
happened:

0121d Kposslo cepata gopory paayio,
0221d  AMNHET LIBETaMH Y MBIAH KUTEA. -
0214f  Teicauy pas onasumer Mpoanazoit
0113d  coAHILe 3eMAI0 —

roaoBy Kpecrureas.

(1.651)

In this and the next two stanzas the verse gradually becomes less regular, with a
decrease in the number of four-stress lines and the appearance of accentual
rhythm and heterosyllabic rhyme, until the poet hero arrives alongside God:

140m — ITocaymaiire, rocioaus 6or!

(1. 665)

This jocular tone adopted towards the symbol of higher order is continued into
the fifth stanza in which the movement towards irregularity reaches a
rhythmical extreme, with accentual rhythm in three of the four lines:

0213m  Kak BaM He CKyIIHO
B OOAQYHBIH KHCEAB
2243m exxeaHeBHO obMaKkuBaTh pa3jobpeBiue raasa?
1134m  Jasaiite — 3HaeTe —
YCTPOHMTE KapyCeAb
1431m Ha Jepese u3ydyeHus gobpa u 3Aal
(1. 666)
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In the next stanza, however, a sudden rhythmical consolidation occurs and the
verse shifts into dol'nik rhythm in three of the four lines:

2212m Besaecymmii, To1 6y €ellb B KA)KA0M IIKaIy,
1221d Y BHHA TaKH€ PacCTaBHM IO CTOAY,
322m 4706 3aXOTEAOCH IPOHTHCH B KHU-Ka-Ty
031d xmypomy Ilerpy Anmocroay.
(1.672)

Beneath the jocular tone there is still a positive intent, so in the final stanza of
this penultimate passage divine acceptance, like Maria’s, is at last put to the test
over the crucial matter of sexual relations:

1211/1220d A B pae onaTb noceauM EBouek:

211f NPUKaXH, —

CEroAHsA HOYbIO XK
1122d co Bcex 6yApBapOB KPaCHBEHUINX A€BOYEK
322/0222f s Hatamy Tebe.

Xouemn?

He xovems?

(1.676)

Dol'nik rhythm is now maintained throughout the stanza, given the more
likely, colloquial stressing ‘mocéamm’, but on the other hand the graphical
integrity of the metrical line is broken (in this edition, though not in all others)
for only the second time in the poem — the first occasion was at the breakdown
into madness in Part III. The second, negative question has previously been
put both within and without the stanza fabric of the verse, while here the
repeated rhyme (‘aousio xx’ — ‘Xouewn’ — ‘He xouewn’), in conjunction with
the graphical lay-out, would seem to give it a peripheral status, almost outside
the verse; this infers a negative response in preparation for the poem’s finale.

Part 1V (ll. 683-724)

TABLE 30
Long 5 4 3 Short Ac Tk Dk Ty Form Lines

683) — — 4 4 — — 6 2 — Ac 8
693) - — 5 3 — 1 2 5 1 8
704) - - 3 — 1 2 - — 4
709) ‘Prose’

710) -_ - 2 2 — — 2 2 1 Ac 4
717) - — 3 1 — 2 - 2 — 4

The final passage of the poem follows on directly from the one before, but,
with a negative divine response inferred, the tone is now potentially hostile
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rather than co-operative. Following the near-breakdown into ‘prose’ at the end
of the preceding passage there is a return towards the middle ground of taktovik
rhythm in the first two stanzas of this passage, but in 3343 and 3444 stress
schemes:

132f MoTaenb roAr0BOIO, KyAAACThIH?
021m Cynuus ceayio 6poBb?
1232f Tw1 aymaemn —
9TOT,
3a T06010, KPBIAACTBIH,
032m 3HAET, YTO TaKoe AI06OBb?
112f A TOXe aHreA, g 6bIA UM —
0322m caxapHbIM 6apallKOM BbITAAABIBAA B FAA3,
1311f HO 60OABIIIE HE XO4Yy JAPHUTH KOGbIAAM
1131m M3 CEBPCKOM MyKH M3BasSHHBIX Ba3.

(1.683)

The exhaustion of the poet hero’s capacity for endless replay heralds the
poem’s finale, and an accusatory tone in the third stanza gives way to open
hostility in the fourth as he turns to the negative fulfilment of revenge:

2221m Bcemorymmii, Tol BEIAyMaA napy pyk,
0322m CAEAAA,

YTO Y Ka)KA0T0 €CTh TOAOBa, —
2232m OTYETrO Thl HE BBHIAYMAA,

4106 66170 6€3 MYK
222m LIEAOBATh, LIEAOBATh, LIEAOBATH?!
1112f S AymaA — TBI BCeCHABHBIH GoxH1Le,
1212f a Thl HeA0Y4Ka, KPOXOTHBIH 60KHK.

045/0125f Buaume, s Harubaloce,
M3-32 TOAECHHINA
211f AOCTAIO0 CallOXKHBbIH HOMKHK.

(1. 693)

The shift towards dol'nik rhythm in the third stanza (within a more regular
stress scheme) continues in the fourth, but at the same time the third line of this
stanza is accentual in rhythm. In the fifth stanza the hostility reaches a climax
and the verse reverts to a more consistent irregularity in taktovik and accentual
rhythm:

1312m KpbiAracTei€ TPOXBOCTHI!

Kmurecs B paio!
1132f EpouibTre nepoiuky B HCITyraHHOI Tpsicke!
2124m 51 Tebs, mponaxirero AaJaHoM, pacKpoR
13f oTCI04a A0 AAsicKH!

(1.704)

This short, two-stress final line is followed by a breakdown into ‘prose’ as the
poet hero, having taken himself into opposition to divine order, calls for
admission:
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1 ITycrure!
(1.709)

In the penultimate stanza, however, the verse returns to the comparative
regularity of dol’ nik and taktovik rhythm in a 4343 stress scheme in accordance
with the ominous motif of calm against a turbulent sky:

1321d MeHs He OCTaHOBHTE.
Bpy s,
B [IPaBE AH,
122f HO 51 HE MOTY GbITh CHOKOHHEH.

1122d Cmotpure —
3B€3bI OIATH 06€3rAaBUAH
132f 1 He60 okpoBaBUAH botiHe}!

(1.710)

The expected deformation following a declaration of calm comes in the first
two lines of the final stanza:

1021f 9ii, BhI!
He6o!
CHumuTe WAAY!

010/20f A nay!

I'ayxo.
1221f BceAenHnas cnur,
MTOAOXKHB Ha AaIly
1112f C KAELIIaMH 3B€3J OTPOMHOE yXO.

(1.717)

The poem’s most basic oppositions are stated here — on the rhythmical level in
the same combination of accentual and dol'nik rhythm that expressed the
poet’s fundamental uncertainty at the end of Part III, but in a different order.
After the zero intervals in the first two lines the poet hero’s shout ends in the
ultimate rejection of ‘Tayxo’, a rejection reinforced by the graphical break
which reminds of the breakdown into ‘prose’. So in the last two lines, in an
ending which will be echoed in both Chelovek and Pro ero, dol'nik rhythm

returns as the universe remains impassive.
\



CHAPTER 1V

FLEITA-POZVONOCHNIK

Fleita-pozvonochnik (1915) is devoted to the great love of Maiakovskii’s life,
Lily Brik. It is a poem of constant, but apparently unrequited, love, love as a
personal hell, and it stays within this personal world without exploring the
human condition more generally.

Metrical Composition

Like Liubliu, which complements it as a minor exploration of the theme in a
more contented vein, Fleita-pozvonochnik is a monometric poem: the vehicle
for the poet’s fraught emotion is accentual verse; Maiakovskii here takes the
tragic lyric mode in accentual verse, which first arose in early Symbolism, into
the domain of pure love poetry.

A problem of classification arises over two lines in Part III in which the
rhyme is displaced from the end of the graphical line; they have been con-
sidered to end at the graphical break (not at the end of the rhyming word) and
have been classified for line length and rhythmical form accordingly. A full
rhythmical description is given in Appendix III.

The distribution of the poem’s 220 lines of accentual verse according to line
length (measured in stresses) in the Prologue and three parts and also overall is
given, in percentages, in Table 1.1

TasLE 1. Line Length

7 5 4 3 2 1 Lines
Prologue —_ — 62.5 31.2 6.2 — 16
Part I —_ 3.3 75.0 20.0 1.7 — 60
Part IT 1.6 4.7 57.8 25.0 7.8 3.1 64
Part III — 3.7 60.0 25.0 7.5 3.7 80
Total 0.5 3.6 63.6 24.1 5.9 2.3 220

The table shows that the leading, four-stress form is even more dominant
here than in the accentual verse of Oblako v shtanakh (56.5%); this advance is
largely at the expense of the three-stress form, while short lines are more
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prominent (see Chapter III, p. 83, Table 2). The table also reveals the basic
compositional outline of the poem. The Prologue establishes the leading role of
the four-stress form and introduces a short line. Part I is the most regular and
streamlined in its profile, while Part II is the most diverse; the break in the
poem’s movement between these two parts is marked by a fall in the percentage
of four-stress lines and a sharp rise in the percentage of short lines. Part I11
closely follows Part Il but, with a slight increase again in the percentage of
four-stress lines, moves towards a profile which is close to that of the poem
overall.

The poem is written in Maiakovskii’s standard quatrains. The number of
different types of stress scheme and the distribution of the fifty-five quatrains
among them are given in Table 2.

TABLE 2. Stress Scheme

4444 4443 4433 4344 3343  Others  Types Total

Prologue 1 1 — — — 2 4 4

PartI 7 1 2 1 1 3 8 15

Part II 1 1 — 1 1 12 15 16

Part III 5 — 1 1 1 12 15 20

Total 14 3 3 3 3 29 27 55
% 25.5 5.5 5.5 5.5 55 52.7

This table shows a profile which in certain respects differs quite strikingly
from that of the accentual verse in Oblako v shtanakh (see Chapter III, p. 84,
Table 3). The four-stress scheme is again the leading form and its role, as could
be expected, is enhanced compared with Oblako v shtanakh (16.7%), but
otherwise there is a great diversity of forms and the ratio of types to total
stanzas is almost 1:2. Despite this diversity, however, the 4343 and 3333
schemes are not represented at all; both these schemes might introduce a
traditional cadence, and the absence of the former is especially striking because
it was the second most common scheme in Oblako v shtanakh. The variations
from part to part reinforce the compositional outline already evident in
Table 1. Partl is again the most regular and Part II even more strikingly
diverse, but PartIII is now more clearly differentiated from PartII as a
synthesis of the preceding, divergent trends.

The distribution of the 220 lines according to rhythmical form is given, in
percentages, in Table 3.

This table reveals a profile which is very close in the main to that of the
accentual verse of Oblako v shtanakh, but ternary rhythm is here notably less
prominent and binary rhythm more so (see Chapter III, p. 85, Table 4); at the
same time monosyllabic intervals are more frequent here than disyllabic ones,
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TaBLE 3. Rhythm

Ac Tk Dk Ty By Short Lines
Prologue 25.0 6.2 62.5 12.5 12.5 6.2 16
Part1 13.3 30.0 55.0 6.7 10.0 1.7 60
Part II 28.1 29.7 31.2 3.1 4.7 10.9 64
Part III 16.2 26.2 46.2 10.0 5.0 11.2 80
Total 19.6 26.8 45.5 7.3 6.8 8.2 220

accounting for 39.0% as opposed to 36.9% of the total, compared with figures
of 30.0% and 44.5% respectively in Oblako v shtanakh. The more traditional
cadence (in tonic verse) of ternary rhythm is thus muted, even avoided, while
the relative promotion of binary rhythm very possibly adumbrates the associa-
tion of the poet’s personal love with binary (iambic) metre in Chelovek; the
experience of love in the two poems is certainly very close, but there is no
specific association of binary rhythm with the theme of constraint here. The
rhythmical differentiation of the parts complements the compositional outline
established in Tables1 and 2: PartI is the most regular, Part II the most
irregular, and Part III is now clearly seen as a synthesis, its rhythmical profile
close to that of the poem overall.

The distribution of the 220 lines according to anacrusis is given, in percent-
ages, in Table 4.

TABLE 4. Anacrusis

0 1 2 3 4 5 Lines
. Prologue 25.0 68.7 6.2 — — — 16
Part] 45.0 36.7 11.7 5.0 1.7 — 60
Part I1 42.2 46.9 9.4 1.6 — —_ 64
Part I11 35.0 47.5 15.0 1.2 — 1.2 80
Total 39.1 459 11.8 2.3 0.5 0.5 220

The table shows a familiar overall profile, with monosyllabic and zero
anacruses the leading forms; there is also a certain movement towards more
monosyllabic anacruses from Part I through to Part III.

The two lines with displaced rhymes are not classified for clausula; the
distribution of the other 218 lines according to clausula is given, in percentages,
in Table 5.

The table shows the familiar length of clausula in Maiakovskii’s accentual
verse of this period, with the feminine and dactylic forms accounting for almost
70% of all clausulae. The use of heterosyllabic rhyme has been developed
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TaBLE 5. Clausula

m f d h Lines
Prologue 12.5 50.0 31.2 6.2 16
Part I 16.7 433 35.0 5.0 60
PartII 34.3 343 28.1 3.1 64
Part III 333 35.9 30.8 — 78
Total 27.5 38.5 31.2 2.8 218

further; there are as many as nineteen such rhymes (17.3%), compared with
11.6% in the homogeneous accentual stanzas in Oblako v shtanakh. But the
major innovation lies in the extensive use of a heavy hypermetrical stress in the
clausula. This device has been found only rarely up till now, but here it is used
eleven times (three times in the Prologue, four times in Part I, just once in
Part I1, and three times in Part III); it derives originally from comic verse, but
here, following Khlebnikov and Severianin, it is used in a quite different mode.
It is curious that three of the eleven lines with a hypermetrical stress in the
clausula are binary in rhythm, because subsequently, in Chelovek, Maiakovskii
uses this device specifically in association with the iambic theme. The table also
shows a move towards more masculine clausulae after PartI (compare the
complementary movement in the anacrusis).

The number of different types of clausula pattern and the distribution of the
fifty-three quatrains (excluding the two which-involve lines with displaced
rhymes) among them are given in Table 6.

TABLE 6. Clausula Pattern

fmfm mdmd ffff Others Types  Total
Prologue 1 — — 3 4 4
Part I — 1 3 11 12 15
Part IT 4 3 — 9 10 16
Part III 5 3 1 9 10 18
Total 10 7 4 32 20 53
% 18.9 13.2 7.6 60.4

In the ratio of types to total stanzas (about 2:5) Table 6 reveals a consider-
able variety, with the highest ratio in Part I (and the Prologue). In counterpoint
to its rhythmical character, it is Part I which displays the greatest variety and
novelty in the area of rhyme; the traditionally common fmfm (AbAb) scheme
is relatively prominent in both Parts II and III but absent from Part I.
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The broad rhythmical trends in the poem’s accentual verse have revealed a
classical tripartite composition, with the contrasting themes of the first two
parts brought together in the final part, the synthesis; whereas there is a sharp
break between Parts I and I1, Part III follows on more closely from Part II. This
compositional symmetry accords with the self-conscious conception of the
poem as a work of art, a gift for the poet’s beloved.

Commentary

Unlike Oblako v shtanakh, Fleita-pozvonochnik does not readily divide into
passages within the parts. Instead, each part develops a theme; in the first two
parts this involves expansion or variation on a simple theme, while in the final
part the contrasting themes of the first two parts are brought together and a
more dynamic composition is generated. Although the parts do not divide into
passages, they can be divided into rhythmical segments in order to show how
the theme develops. The concern for compositional symmetry is evident within
the parts too in the repetition or reworking of the first stanza in the last.

Prologue (1l. 1-20)

TABLE7

Long § 4 3 Short Ac Tk Dk Ty Lines

1) - - 10 5 1 4 1 10 2 16

The Prologue introduces the poem as a farewell concert played on the poet’s
nerves, on his backbone flute, and serves, as in Oblako v shtanakh, as an
overture to the rest of the poem. It provides a distinctive introduction to the
rhythmical variations and contrasts of the poem, with only a single line of
taktovik rhythm (but with two binary lines); it also establishes the leading role
of the four-stress form and introduces both a short line and the device of a
hypermetrical stress in the clausula. As in the Prologue to Oblako v shtanakh,
there is a discernible trend towards shorter line length over the four stanzas, a
cadence that prepares for the move into the poem proper, and the final stanza
ends with the short, two-stress line:

1121f I3 TeAa B TEAO BeceAbe AEHTE.
022(1)d  ITycrs He 326y A€TCA HOUb HUKEM.
2121f A ceroaus 6yAy urpartb Ha QpAeiiTe.
14d Ha co6cTBeHHOM NO3BOHOYHHKE.

(1,199,1.17)2
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Part I (ll. 21-105)

TABLE 8
Long S 4 3  Short Ac Tk Dk Ty Lines
21) - - 17 3 — 1 7 12 2 20
47) — — 12 3 1 4 3 8 1 16
69) — 2 16 6 — 3 8 13 1 24

In Part I the poet hero explores the root causes of his love and establishes its
mode. In the opening stanza, which is repeated as the last stanza of the part, he
already defines his love as a personal hell imposed from above:

0113(0)f  BepcTbl yAML] B3MaxaMH LIarOB MHY.
1111(1)d  Kyaa y#iay s, stor ag Tas!

122d Kakxomy Heb6ecnomy I'opmany

031d BBIAYMAAOCH ThI, TPOKAATaA?!

(1.21)

In the rest of the part he expands on his theme: his love has been imposed by a
malevolent God, it is a situation that he can hardly endure, it is a torment that
he would exchange for any other variation that Divine Judgement might
impose. Similarly, each stanza offers a variation or expansion on the basic
rhythmical theme. This is the most regular part of the poem, both in line length
and rhythm, and the verse is most regular in the opening stanzas, which set the
theme. A shift to a looser variation on the theme in the middle of the part is
marked by the promotion of shorter lines to the head of the stanza:

021f 3T0 emy, emy xe,

41f 4106 He AorajaAcs, KTO Thl,

0342f BBIZYMAaAOCh AaTh Tebe HaCTOAIIEro MyKa
3221f M Ha POSIAb IOAOKHTh YEAOBEYbH HOTBHI.

(1.47)

This looser variation accompanies the descent into the reality of the poet hero’s
situation. Towards the end of the part there is a little more diversity in the line
length in preparation for Part II.

Part I (ll. 106-200)

TABLE9
Long 5 4 3 Short Ac Tk Dk Ty Lines
106) 1 1 10 5 3 8 7 2 1 20
138) — 1 26 9 4 8 10 18 1 40
195) — 1 1 2 — 2 2 - = 4
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In Part II the poet places his love in its historical context, the War, and then
projects it far and wide in the future; this is the most diverse and irregular part
of the poem. The new rhythmical theme is already clear in the opening stanza:

1215m U uebo,

B AbIMax 3a0bIBIIEE, YTO TOAY6D,

1232f U Ty4H, ob6oJpaHHbIe 6€xKeHIIbI TOYHO,
0313m BBI32PIO B MOIO IIOCA€ AHIOIO AIOOOBB,
043h APKYIO, KaK PyMsAHEL] y 4aXOTOYHOTO.

(1. 106)

The power of love to overcome war is most strikingly expressed in the second
line of the third stanza, the only long line in the poem:

01224f Jaxe ecam,

OT KPOBH Kavalomuiics, kak baxyc,
0111121f nbAHBIA 60i1 naeT —

CAOBa AIOOBH M TOTJa HE BETXH.

0223d MuAble HEMIIBI!
A 3Haro,
Ha rybax y Bac
03f réreBckas I'peTxeH.

(1. 118)

This seven-stress line recalls the extended line in the Prologue of the Tragedy:
‘u y Bac / BeipactyT ry6nul / AAs OTPOMHBIX TIOLIEAYEB / U 5A3BIK, / POAHOM BCeM
Hapogam’ (1, 152); the extension beyond the expected ending of the metrical
line at ‘uzer’, which would make a normal three-stress line, again expresses the
ability of words of love to reach beyond national barriers and boundaries into a
common language. The poet moves on to reject traditional love poetry and
puts forward instead his new heroine (‘nakpawennyio, / proxyio’ (1. 136)).

Then, in a long series of parallel stanzas, he asserts his constancy: he will
follow his beloved wherever she goes and his love will endure whatever his fate
(‘Byaews 332 mope otaana...” (1.145); ‘B 3HOe mNyCTbIHM BBITAHELIDb
kapasansl . . . (1. 149); ‘Koponoii konuy? / Ceatoii Exenoit? . . > (1. 178); etc.).
Each stanza is again a variation or expansion of the basic rhythmical theme, but
in a somewhat more regular vein than in the opening stanzas (compare the shift
into a looser variation in the middle of the first part). Finally, after ten such
stanzas, the end of the part is marked by a return to the earlier, more irregular
rhythm:

0333m Caymaiite , 3ab6biBiIne, 4ro He60 roAy60,
061f BbILIIETHHHUBILHECH,
3BEPH TOYHO!
01322m 3710, MOXKET GBITD,
MOCAE AHAA B MUpe AlI060OBB
042h BBI3APHAACh PYMAHIIEM YaXOTOYHOTO.

(1.195)
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This stanza reworks, rather than simply repeats, the opening stanza; the poet
hero’s love is now perhaps the last love the world will ever see.

Part 11 (1. 201-316)

TaBLE 10
Long 5 4 3 Short Ac Tk Dk Ty Lines
201) 9 —  — 3 — 1 1 — 2 1 4
205 @ — - 4 2 2 1 1 4 1 8
215 — — 21 10 1 5 6 20 5 32
265) — 3 14 3 4 5 11 4 1 24
302) —  — 6 5 1 3 3 5 - 12

In Part III, the longest part, the threads of the poem come together in the
present, the present both of the actual creative process and of a meeting with
the poet hero’s beloved. The opening stanza, which projects the actual creation
of the verse, brings together the contrasting rhythmical themes of the pre-
ceding parts, with a zero interval in the first line, two dol'nik lines, and a short
last line:

1101m 3abyay roa, A€Hb, YHCAO.

1221d 3anpycb 0 AMHOKHH C AUCTOM byMmarw .
1222m  TBOpHCH, NPOCBETAEHHBIX CTPaJaHHEM CAOB
31d HeueAoBedbs Marus!

(1.201)

The narrative now gets immediately under way, and the tension between the
two rhythmical themes generates a movement of shifts from one to the other,
not a variation or expansion of a single theme as in the first two parts. When the
poet hero arrives to see his beloved he is coldly received, and the form of the
verse soon breaks down:

112f CeroaHs, TOABKO BOIIIEA K BaM,
122f MOYYBCTBOBAA —
B AOME HEAAJHO.
12123 T’bI YTO-TO TaMAQ B LIEAKOBOM ITAQThE,
1221d M IIMPHACA B BO3AYyX€ 3aMax AajaHa.
of Paaa?
12f Xonroanoe
“o4eHb”.
1213f CmAaTtenbeM pa3buTa pasyma orpaja.
2413d A oT4asHbE rPOMO3XKY, FOPALL M AUXOPaJOYEH.

(1. 205)

In the first stanza the rhythm is still very regular (dol'nik), but three-stress lines
are promoted to the head of the stanza, while the rhyme in the third line
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(‘Bowen kx Bam’ — ‘weakoBoM’) has been displaced from the end of the line. In
the second stanza, however, there is a striking breakdown in the form of the
verse with a one-stress first line, a two-stress second line, and irregular thythm
in the third and fourth lines; the last line rhymes with both the first two lines
(‘pasa’ + ‘ouens’ — ‘Auxopagouer’), a type named ‘summary’ by Shtokmar. 4

Following this breakdown the form of the verse consolidates to a certain
extent in the middle of the part, but rhythmical shifts still occur as the poet hero
alternates between the rhetorical address of his beloved and narrative descrip-
tion. At the same time the less regular rhythm tends to be accompanied by
greater regularity in the stress scheme, and vice versa.

Another breakdown, however, is precipitated by the coldness of her kiss,
which is immediately followed by the entry of her husband:

1d 3axaonaru
02213m ABEDH.

Bouiuea oH,

BECEABEM YAHIL] OPOLIEH.
0141f A

KaK HaJBO€ PACKOAOACS B BOIIAE.
0512/02212m KpuxHyA emy:
“Xopouo!
Yitay!
Xopouo!
(1.270)

A one-stress line is again promoted to the head of the stanza, and the very
division into metrical lines is weakened by the possibility of additional rhymes
(‘Bowen on’ — ‘opowen’ — ‘xopowo’ — ‘xopowo’).5 For the rest of his speech,
however, the poet hero manages to put on a brave face and the form of the
verse consolidates:

1122f TBos ocranercs.
Tpanox Hawei ex,
0222f pOo6KME KPBIABA B LIEAKAX 32)KHPEAH 6.
1302/1212f CMoOTpH, He ynAbiAa 6.
Kamuem Ha mee
1122f HaBECh )KEHE KEMYYra o)KepeAui!”

(1.280)

Given the unusual alternative stressing, ‘ynasiaa’, which Gasparov adopts by
analogy with Maiakovskii’s stressing practice elsewhere,6 both the rhythm and
stress scheme would be completely regular. But in the stanza following the
form of the verse breaks down again with a particularly striking enjambement
at the end of another one-stress opening line:

0d Ox, sTa
01222d HOYb!

OTyasgHbE CTATHBAA TYXKE U TYXKE CaM.
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131d OT nAaya MOEro M Xxoxora
0123d MOpPJa KOMHATBI BBIKOCHAACDH YKACOM.
(1.286)

Following the renewed breakdown the verse remains rhythmically irregular as
the narrative is brought to a conclusion in the next two stanzas.

Then, in the last three stanzas, the verse moves into a finale which rounds the
poem off as a work of art; this finale is played out on the poem’s key notes. In
the third last stanza binary rhythm is given prominence:

2321f Bei3oAauMBaiiTeCh B COAHLIE, IIBETHI U TPaBbl!
1111m BecenbTech, })KU3HU BCEX CTUXUI!
211/0111f A xo4y oAHO¥ OTpaBBI —
111m IIUATH ¥ IIUTh CTUXH.
(1.302)

The penultimate stanza returns to a more irregular rthythm and includes the
final example of a hypermetrical stress in the clausula as well as another
displaced rhyme:

0331(1)d Cepaue obokpasiuas,

BCEro €ro AMIMuB,

042d BBIMY4HBLIAs Ayuy B 6peay Moo,
112 MPHMH MOI1 Aap, Aoporas,
0242d 60Ab1IE A, MOKET GBITH, HUYETO HE NPHAYMAIO.

(1. 306)

The displacement of ‘6oabiue’, thyming with ‘ero aumms’, is a striking effect. In
the final stanza, which both invokes and realizes the poem’s creation, the
opening stanza of the part is transformed:

0124m B npa3aHMK KpackTe CErOAHAIIHEE YHCAO.
1112d Tsopucs,
PaCHATBIO paBHas Marus.
031m Buaure —
IBO3ASIMH CAOB
11d npubuT K 6ymare 1.

(1.311)

The stanza’s profile fixes the poem’s contrasts and tensions, while its cadence,
with a shorter third line and a short last line, signals the poem’s conclusion.



CHAPTER V

CHELOVEK

In ‘Ia sam’ Maiakovskii contrasts Chelovek (1916-17) with the preceding, or in
part contemporary, Voina i mir (1915-16): ‘B roroBe passopauusaercs “Boiina
umMup”, B cepaue — “Yerosek”’ (1,24).1 The very title echoes the last two lines
of Voina i mir (‘U on, / cBo6oaHbIii, / opy 0 KOM 1, // yeroBek — / IPUAET OH, /
BepbTe MHe, / Beppre!’ (1,242)), but, as it turns out, Chelovek refutes this
utopian vision which had been introduced as the creation of the poet’s brain. In
Chelovek Maiakovskii places the heart at the centre of the human condition,
but, although the poet hero’s heart can potentially transform the world and his
love could lead to liberation, the human condition as he experiences it in the
poem is not one of freedom but of chains.

Metrical Composition

In its metrical composition Chelovek occupies a transitional position between
the fluid accentual verse of Oblako v shtanakh and Fleita-pozvonochnik and
the system of discrete measures in Liubliu and Pro eto (and elsewhere),
between Maiakovskii’s early and later verse. Chelovek is already a polymetric
poem throughout, but in its accentual verse (the major metrical form) certain
metrical tendencies still emerge and consolidate within the poem, especially
towards the end in the chapter ‘Maiakovskii vekam’ where a system of discrete
measures is almost established. In his study of the poem Ivanov goes so far as to
identify certain metrical tendencies as discrete forms, but this creates consider-
able (acknowledged) problems of metrical interpretation in the many stanzas
which do not quite conform to the set forms,2 and it fails to account properly for
the way the metrical tendencies arise and develop in the accentual verse. In
general the criterion for identifying a metrical tendency is that in a given
passage the number of lines which deviate from the putative measure does not
reach a quarter of the total (this is the criterion used for the identification of a
transitional metrical form). This criterion, however, cannot be used to deter-
mine a free accentual tendency, which is less rather than more organized than
the surrounding accentual verse; but in the two consecutive passages which
have been classified as free accentual it is clear that the normal factors of line
length organization in Maiakovskii’s accentual verse, such as the leading role of
the four-stress form, are absent (as in the free accentual verse in the Tragedy).
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In addition to the metrical criterion, the passages must form compositional
units and consist of at least one stanza, although outside ‘Maiakovskii vekam’
most passages consist of three or more stanzas. The metrical tendencies within
the accentual verse are four-ictus accentual verse, alternating four-ictus and
three-ictus dol'nik, free accentual verse, and four-ictus amphibrachic dol'nik
(approaching amphibrachic tetrameter); there is also simple accentual verse
where there is no specific metrical tendency. The interpretation of the alternat-
ing four-ictus and three-ictus dol'nik tendency, which is found in just a single
stanza, is not altogether certain, but irf context it seems to make sense; the
four-ictus amphibrachic dol'nik tendency, on the other hand, is so regular that
it could be classified as a discrete measure, but in the context of the poem it can
be seen to develop out of the earlier accentual verse and so it has been
interpreted as an extreme example of a metrical tendency. The second most
prominent form in the poem is the iamb. There are various iambic measures,
but they too can all be shown to derive from a single basic form; the two main
measures, accounting for all but three stanzas, are alternating iambic
tetrameter and trimeter and iambic trimeter. Finally, three lines of hexametral
verse, the third major form in the poem, can be interpreted as based on the
related elegiac couplet and are classified here as a metrical tendency within
hexametral verse.

As usual the dominant stanza form is the abab quatrain but there are also five
five-line stanzas (four abaab and one ababa), one aabb quatrain (two cou-
plets?), and two couplets. Except where hexametral verse is involved, all
stanzas are metrically homogeneous (although in one stanza there is a shift of
tendency within accentual verse). Outside this stanza fabric there are five
unrhymed lines which can be interpreted as verse; three of these lines are
hexametral, while the other two are classified as accentual. There are also
seven ‘prose’ segments and a quotation which are not counted as metrical lines.
Finally, the prologue and two chapters open with headings of rhythmical prose,
while a third chapter opens with a numerical sequence. A full rhythmical
description and a breakdown of the metrical segments are given in
Appendix IV.

The five metrical forms or measures employed in the poem are accentual
verse, iamb, hexametral verse, iambic tetrameter with feminine caesura, and
three-ictus anapaestic dol'nik. The distribution of the poem’s 479 lines (474
rhymed and five unrhymed) among these five forms in the prologue and eight
chapters and also overall is given, in percentages of the relevant total, in
Table 1. The distribution of lines among the four metrical tendencies within the
accentual verse, the two main iambic measures, and the elegiac hexametral
tendency is given as well. The headings are marked, and the ‘prose’ segments
are shown as before, together with the quotation. The titles of the seven main
chapters — ‘Rozhdestvo Maiakovskogo’, ‘Zhizn’ Maiakovskogo’, ‘Strasti
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Maiakovskogo’, ‘Voznesenie Maiakovskogo’, ‘Maiakovskii v nebe’, ‘Vozvra-
shchenie Maiakovskogo’, and ‘Maiakovskii vekam’ — are abbreviated as
follows: RM, ZhM, SM, VnM, MN, VvM, and MV.3

TaBLE 1. Metrical Composition

Prologue RM ZhM SM VnM MN VvM MYV ‘Posled- Total Lines

’

nee

Heading + + - - + - + - -

Ac 44.4 54,7 577 64.0 47.6 86.2 83.7 73.4 25.0 66.8 320
Ac-Ac4 — 302359 — — 414 419 43 — 22.5 108
Ac-Dk4343 — — — 160 — — — — — 0.8 4
Ac—-AcF — — - - — 310 — - — 3.8 18
Ac-Dk4Am — —_ = = - — — 457 — 9.0 43

I 556 — 30.8 32.0 524 — 4.7 26,6 — 21.7 104
143 278 — 30.8 320270 — — 128 — 13.8 66
I3 278 — — — 19.0 — 47 43 — 52 25

Hx — 377 64 40 — 69 7.0 — 75.0 8.1 39
Hx-EC — —_ = = - — — — 750 0.6 3

T4c+1 — 75 — — — — 47 — — 1.7 8

Dk3An — — 51 — — 69 — — — 1.7 8

‘Prose’/Quote — - — — 1 5 — 2 —

Lines 18 53 78 25 63 58 8 94 4 479

The table shows that accentual verse appears in every chapter and accounts
for almost exactly two thirds of the total lines, while the two main, four-ictus
metrical tendencies account for nearly half the accentual lines. The other two
prominent themes, the iamb and hexametral verse, both recur through the
poem, though not in every chapter, and there is already some indication of
their incompatibility: where one is prominent the other is generally muted or
absent.

In its compositional outline the main body of the poem can be divided into
three roughly balanced parts, or movements, with the first three chapters, the
middle two chapters, and the last two chapters forming larger compositional
units; the beginning of each part is marked by a heading. The prologue
introduces the two most prominent metrical themes, accentual verse and the
iamb. Then, in the poem’s first movement, ‘Rozhdestvo Maiakovskogo’ has a
prbminent hexametral theme, while ‘Zhizn’ Maiakovskogo’ has a prominent
iambic theme. ‘Strasti Maiakovskogo’, which is the first emotional climax,
stands out as the shortest chapter; yet it brings together accentual, iambic, and
hexametral verse, and it is the only chapter in which the iamb and accentual
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verse (in the alternating four-ictus and three-ictus dol'nik tendency) share a
common ictus scheme. The second and shortest part has distinctive but rather
diverse themes: the iambic theme continues even more strongly in ‘Voznesenie
Maiakovskogo’ but is absent from ‘Maiakovskii v nebe’, which features two
contrasting accentual themes, four-ictus accentual and free accentual (the most
irregular form); this chapter also contains most of the ‘prose’ segments. In the
concluding and longest part accentual verse dominates and becomes more
regular as the four-ictus accentual tendency gives way to the four-ictus amphi-
brachic dol'nik in ‘Maiakovskii vekam’; the emergence of this tendency
prepares for the dominant metrical theme of Liubliu and Pro eto. It is in the
first half of ‘Maiakovskii vekam’, however, that the four-ictus amphibrachic
dol'nik tendency is especially prominent, while the iamb takes over in the
poem’s finale. The elegiac variation of the hexametral theme rounds the poem
off in ‘Poslednee’. It is also possible to project a secondary division into two
halves, with the break after ‘Voznesenie Maiakovskogo’ at the end of the poet
hero’s life on earth. The secondary division distinguishes the greater prom-
inence of iambic verse in the first half and the dominance of accentual verse in
the second, and so highlights a continuity between the first two parts and the
second two parts respectively.

1. Accentual Verse

Accentual verse is the major metrical form in the poem. It is the vehicle for the
poet hero’s experience of the world at large; as the poem develops this is
increasingly projected in a temporal dimension and takes on narrative form.
The four-ictus accentual tendency first appears after the iambic tetrameter with
feminine caesura has established a four-ictus scheme, and in three main,
parallel passages it is the vehicle for the poet hero’s description of the nature of
things on earth, in heaven, and on earth once more. The four-ictus amphi-
brachic dol'nik tendency emerges out of the four-ictus accentual tendency as
the theme of millennial inertia comes to the fore in the first half of ‘Maiakovskii
vekam’. In Pro eto the ballad associations of this form are clearly indicated, but
here, although there is a reference to ‘ballads’ earlier in the poem (1, 258,
1.461),* such genre associations, which may be relevant to the narrative
structure of a journey through life (and beyond), are still incipient. Chelovek
was originally subtitled ‘Veshch'’ (1, 445), by which in part Maiakovskii prob-
ably intended to define the work as a poema, and it cannot readily be defined
in more specific genre terms. The free accentual tendency, which is only found
in the first half of ‘Maiakovskii v nebe’, conveys the poet hero’s experience of
the free, amorphous space of heaven. Finally, as already noted, the single
stanza of the alternating four-ictus and three-ictus dol'nik tendency serves to
link the accentual and iambic themes through a common ictus scheme.
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The accentual verse will be characterized both as one form and according to
the tendencies within it (including the simple accentual verse where there is no
specific metrical tendency). Difficulties of interpretation arise in the free
accentual verse of ‘Maiakovskii v nebe’ where the division into metrical lines is
not always certain, but for the purposes of classification a likely interpretation
which keeps the basic stanza form is adopted and a single line with a displaced
rhyme is considered to end at the graphical break.

The distribution of the 320 lines of accentual verse according to line length
(measured in stresses) in the prologue and eight chapters and also overall is
given, in percentages, in Table 2.

TaBLE 2. Line Length

10 8 7 5 4 3 2 1 Lines

Prologue — — — 250 375 250 125 — 8
RM — — — 6.9 79.3 13.8 — — 29
ZhM — — — 11.1  80.0 8.9 — — 45
SM — — — 12.5 68.7 125 6.2 — 16
VnM — — 33 100 433 233 10.0 10.0 30
MN 2.0 2.0 2.0 8.0 58.0 220 40 2.0 50
VVM — — — 1.4 722 139 111 1.4 72
MV — — — 14 84.1 8.7 29 29 69
‘Poslednee’ — — — — — —  100.0 — 1
Total 0.3 0.3 0.6 6.2 703 144 56 2.2 320

The consolidatory effect of the two main, four-ictus metrical tendencies is
evident in the high overall percentage of four-stress lines, while three-stress
lines are relegated to a minor role. The local presence of the two main
tendencies also shows in a higher percentage of four-stress lines in ‘Rozhdestvo
Maiakovskogo’, ‘Zhizn’ Maiakovskogo’, ‘Vozvrashchenie Maiakovskogo’,
and ‘Maiakovskii vekam’, while in ‘Maiakovskii v nebe’ this effect is off-set by
the free accentual tendency which can now be seen to develop out of a greater
spread of forms in ‘Voznesenie Maiakovskogo’. The tripartite compositional
outline is clearly evident. The first three chapters are relatively streamlined,
while the theme of diversity in the central chapters is emphasized; ‘Strasti
Maiakovskogo’, however, is already rather less streamlined than the first two
chapters and features the first appearance of a short line in the main body of the
poem. Thereafter short lines figure quite prominently, especially on the way to
and from heaven in ‘Voznesenie Maiakovskogo’ and ‘Vozvrashchenie Maia-
kovskogo’. Five-stress lines, on the other hand, recede in the last part of the
poem, and the progressive consolidation in the four-ictus scheme leads to the
highest percentage of four-stress lines in ‘Maiakovskii vekam’.
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The distribution of the 147 lines of simple accentual verse — accentual verse
where there is no specific metrical tendency — according to line length
(measured in stresses) is given, in percentages, in Table 3.

TaBLE 3. Line Length

7 5 4 3 2 1 Lines

0.7 8.8 55.1 21.1 10.2 4.1 147

The minor forms are naturally prominent here but the four-stress form still
plays the leading role, accounting for over half the lines and providing a
significant degree of organization; this is not free (deregulated) accentual
verse. The proportion of four-stress lines only falls below a half in the prologue
(37.5%) and ‘Voznesenie Maiakovskogo’ (43.3%). The role of the four-stress
form is further evident in the stress schemes found in the twenty-seven full
quatrains of this verse: all but four open with a four-stress line, and although
there is a great variety the four schemes that appear twice (4443, 4442, 4432,
4333) all confirm to a greater or lesser extent the leading role of the four-stress
form; it is notable, however, that there is no example of the 4343 scheme. This
accentual verse is found in every chapter, and the variations from chapter to
chapter (not presented here) fit in with the picture already established.

The distribution of the eighteen lines of the free accentual tendency accord-
ing to line length (measured in stresses) is given in Table 4.

TaBLE 4. Line Length

10 8 7 5 4 3 2 1 Lines

1 1 1 4 2 6 2 1 18

This table shows a deregulation of line length, with the full range of forms
found in the poem’s accentual verse and with the four-stress form weakly
represented; the profile differs strikingly from that of the simple accentual
verse, even in ‘Voznesenie Maiakovskogo’ (see Tables 2 and 3).

The distribution of the 108 lines of the four-ictus accentual tendency, the
four lines of the alternating four-ictus and three-ictus dol’'nik tendency, and the
forty-three lines of the four-ictus amphibrachic dol'nik tendency according to
line length (measured in stresses) is given in Table 5.

The four-ictus accentual tendency, as this Table shows, is the key form in the
poem’s accentual verse because it is the bridge between the simple accentual
verse and the four-ictus amphibrachic dol'nik. Its strong four-stress inertia —
all but ten lines (over 90%) have four stresses — enhances the leading role of
the four-stress form in the simple accentual verse and prepares for the
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TaBLES. Line Length

5 4 3 2 Lines
Ac-Acd 2 98 8 — 108
Ac-Dk4343 — 2 1 1 4
Ac-Dk4Am 1 42 — — 43

amphibrachic dol'nik tendency where the four-ictus scheme is maintained in
every line, with full stressing (the single five-stress line has a hypermetrical
stress in the anacrusis). The two five-stress lines in the four-ictus accentual
tendency both appear third in the stanza, while one three-stress line appears
second, one third, and six last. In the alternating four-ictus and three-ictus
dol'nik tendency a stress has to be interpreted as omitted in the first three-ictus
line, hence some uncertainty in the metrical interpretation; this is the short line
in ‘Strasti Maiakovskogo’.

The distribution of the 320 lines of accentual verse according to rhythmical
form in the prologue and eight chapters and also overall is given, in percent-
ages, in Table 6.

TABLE 6. Rhythm

Ac Tk Dk Ty By Short Lines
Prologue — — 87.5 — — 12.5 8
RM 17.2 37.9 44.8 3.4 3.4 — 29
ZhM 28.9 22.2 48.9 13.3 2.2 — 45
SM 31.2 18.7 43.7 18.7 — 6.2 16
VnM 20.0 10.0 50.0 16.7 — 20.0 30
MN 20.0 20.0 54.0 12.0 4.0 6.0 50
VvM 12.5 19.4 55.6 12.5 4.2 12.5 72
MV 4.3 7.2 82.6 42.0 1.4 5.8 69
‘Poslednee’ — — — — — 100.0 1
Total 15.9 17.5 58.7 18.4 2.5 7.8 320

The effect of the amphibrachic dol'nik metrical tendency is evident in the
high overall percentage of dol'nik (and ternary) lines, but it does not distort the
picture, while the emergence of iambic metre in the poem (out of the binary
rhythmical theme in Fleita-pozvonochnik?) has reduced the role of binary
rhythm in the accentual verse. The compositional outline of the poem is now
reinforced. In the first part a move, relatively speaking, towards the extremes
of accentual and ternary rhythm reaches a peak in ‘Strasti Maiakovskogo’, the
first emotional climax; this highlighting of ternary, rather than dol'nik, rhythm
adumbrates the amphibrachic development in the accentual verse. After
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‘Strasti Maiakovskogo’ the percentage of accentual lines falls as that of dol'nik
(and later ternary) lines rises, but this'movement towards regularity only
becomes clearly marked in ‘Maiakovskii vekam’ where the amphibrachic
rhythm of millennial inertia comes to the fore. Viewed on their own, however,
the two central chapters present an almost static picture.

The distribution of the 147 lines of simple accentual verse (designated simply
Ac), the 108 lines of the four-ictus accentual tendency, and the eighteen lines of
the free accentual tendency according to rhythmical form is given, in percent-
ages, in Table 7.

TasLE 7. Rhythm

Ac Tk Dk Ty By Short Lines
Ac 18.4 15.6 51.7 6.1 2.7 14.3 147
Ac-Ac4 17.6 27.8 54.6 16.7 3.7 — 108
Ac-AcF 27.8 16.7 38.9 11.1 — 16.7 18

The table shows that the free accentual tendency is also the least regular
rhythmically, but in respect of dol'nik and accentual rhythm the other two
types are close; the difference between them lies in the presence of short lines
in the simple accentual verse and the greater prominence of taktovik rhythm in
the four-ictus tendency. In the first two parts of the poem the variations from
chapter to chapter in the simple accentual verse (not presented here) reinforce
the rhythmical trends already noted, but in ‘Maiakovskii vekam’ this verse
remains rhythmically distinct from the dominant ternary inertia. Bearing in
mind the importance of ternary rhythm, the form with the rhythmical profile
most representative of the accentual verse as a whole (see Table 6) is the
four-ictus accentual tendency.

The distribution of the 108 lines of the four-ictus accentual metrical tendency
according to rhythmical form in the relevant chapters is given, in percentages,
in Table 8.

TaBLE 8. Rhythmical Development

Ac Tk Dk Ty By Lines
RM 25.0 56.2 18.7 6.2 — 16
ZhM 17.9 28.6 53.6 214 3.6 28
MN 16.7 20.8 62.5 16.7 — 24
VvM 11.1 22.2 66.7 19.4 8.3 36
MV 25.0 25.0 50.0 — — 4

The rhythmical development within this tendency, as Table 8 shows, is one
of the key underlying trends in the poem: the consistent rise of dol’nik rhythm



153

up to ‘Vozvrashchenie Maiakovskogo’ shows that the appearance of the
amphibrachic dol’'nik metrical tendency has its origins right back in ‘Zhizn’
Maiakovskogo’ (just as the strong four-stress inertia in the four-ictus accentual
tendency prepares for the strict four-ictus scheme of the amphibrachic
dol'nik); so the poet hero’s experience on his return is essentially a continua-
tion of his life.

The distribution of the four lines of the alternating four-ictus and three-ictus
dol'nik tendency and the forty-three lines of the four-ictus amphibrachic
dol'nik tendency according to rhythmical form is given in Table 9.

TABLE 9
Rhythm — Dk4 Rhythm — Dk3
222 212 122 211 221 121 112 12 OS Lines
Ac-Dk4343 1 1 —_ = = = = 1 1 4
Ac-Dk4Am 29 7 2 2 1 1 1 43

The table shows that the metre as well as the ictus scheme of the four-ictus
amphibrachic do!’nik is maintained without a break. Out of context, therefore,
this could be defined as a separate measure, but in context, as the development
of the four-ictus accentual tendency has shown, it can be seen as the extreme
metrical tendency in the accentual verse. All the fully-stressed forms other than
the binary form are represented, but the ternary (222) form dominates while
the 212 form stands out among the secondary forms; it is these two forms which
have already appeared in the four-ictus lines of the alternating dol'nik ten-
dency. The underlying rhythm of the three-ictus line with an omitted stress is
also ternary. The dominance of the 222 form in the four-ictus tendency brings
the accentual verse close to a ternary base in ‘Maiakovskii vekam’.

The distribution of the 320 lines of accentual verse according to anacrusis in
the prologue and eight chapters and also overall is given, in percentages, in
Table 10. '

Unlike Tables 2 (line length) and 6 (rhythm), this table shows an overall
profile unchanged from the preceding poems (see Chapter III, p. 86, Table 5,
and Chapter IV, p. 137, Table 4); two factors which affect the profile — the
almost constant monosyllabic anacrusis in the amphibrachic four-ictus dol'nik
and a high proportion of zero anacruses (twenty-one out of thirty-four) in
heterogeneous stanzas with hexametral verse — more or less balance each
other. The compositional role of the anacrusis, however, is now more active. In
the first three chapters a clear linear movement, as in the rhythm, is evident, in
this case a progressive reduction in the length of the anacrusis with a climax in
‘Strasti Maiakovskogo’; this rhythmical quickening at the beginning of the line
will also be used to signal a climax in Liubliu and Pro eto. The two central
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TaBLE 10. Anacrusis

0 1 2 3 Lines
Prologue 50.0 37.5 12.5 — 8
RM 37.9 34.5 27.5 — 29
ZhM 55.6 333 8.9 2.2 45
SM 75.0 18.7 6.2 — 16
VnM 53.3 333 10.0 33 30
MN 36.0 44.0 18.0 2.0 50
VM 44.4 38.9 12.5 4.2 72
MV 10.1 87.0 2.9 — 69
‘Poslednee’ — — 100.0 — 1
Total 39.1 47.2 11.9 1.9 320

chapters then reverse this movement, a rallentando, and it is not until the
advent of the amphibrachic dol'nik tendency that the monosyllabic anacrusis,
relatively neutral so far, becomes dominant.

The distribution according to anacrusis in the simple accentual verse and the
four metrical tendencies is given, in percentages, in Table 11.

TaBLE 11. Anacrusis

0 1 2 3 Lines
Ac 50.3 35.4 12.2 2.0 147
Ac-Ac4 39.8 4.6 14.8 2.8 108
Ac-Dk4343 25.0 75.0 — — 4
Ac-AcF 33.3 44 .4 22.2 — 18
Ac-Dk4Am 2.3 97.7 — — 43

The table shows that the free accentual tendency again has the most diverse
profile, while the four-ictus accentual tendency is again the most representative
of the accentual verse as a whole. In the simple accentual verse there is a
preference for zero over monosyllabic anacruses, although this is inflated a
little by the influence of hexametral verse in the heterogeneous stanzas. In the
four-ictus accentual tendency there is a slight rise in the percentage of mono-
syllabic anacruses through the poem, but only to 47.2% in ‘Vozvrashchenie
Maiakovskogo’. All this serves to highlight the appearance of the almost
constant amphibrachic anacrusis in the four-ictus dol'nik tendency and indeed
the dominance of the monosyllabic anacrusis in ‘Maiakovskii vekam’ gener-
ally. It is interesting, however, that the amphibrachic anacrusis is found in
three of the four lines of the alternating four-ictus and three-ictus dol'nik
tendency.
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The single line with a displaced rhyme is not classified for clausula; the
distribution of the other 319 lines of accentual verse according to clausula in the

prologue and eight chapters and also overall is given, in percentages, in
Table 12.

TasBLE 12. Clausula

m f d h Lines
Prologue 50.0 25.0 25.0 — 8
RM 37.9 51.7 10.3 — 29
ZhM 22.2 51.1 26.7 — 45
SM 31.2 43.7 18.7 6.2 16
vVnM 30.0 60.0 10.0 — 30
MN 40.8 53.1 6.1 — 49
VVM 26.4 51.4 20.8 1.4 72
MV 23.2 60.9 15.9 — 69
‘Poslednee’ 100.0 -— — — 1
Total 29.8 53.3 16.3 0.6 319

This table shows a reduction in the percentage of dactylic clausulae and an
increase in the feminine clausulae compared with the preceding poems (see
Chapter III, p. 87, Table 6, and Chapter IV, p. 138, Table 5); there are just two
hyperdactylic clausulae. In this case the four-ictus amphibrachic dol’'nik ten-
dency hardly affects the profile at all. There are twenty-three heterosyllabic
rhymes (15.5%) combining accentual lines, but they are unevenly spread,
being especially prominent in ‘Strasti Maiakovskogo’ (42.9%) — which is
highlighted yet again — and to a lesser extent in ‘Vozvrashchenie Maia-
kovskogo’ and ‘Maiakovskii vekam’ (19.1%). There are just two examples of a
hypermetrical stress in the clausula in accentual lines. As usual, the clausula’s
role in shaping the poem’s compositional outline is relatively marginal,
although there are quite marked variations between the parts, especially in the
masculine and dactylic forms. ‘Strasti Maiakovskogo’ has the most diverse
profile, while there is a concentration in masculine and feminine clausulae in
the central two chapters in counterpoint to the theme of diversity there; the
percentage of feminine clausulae rises again in ‘Maiakovskii vekam’ in accord-
ance with the general movement towards uniformity.

The distribution according to clausula in the simple accentual verse and the
four metrical tendencies is given, in percentages, in Table 13.

This table reveals a relatively uniform picture with the free accentual
tendency, in contrast to its metrical character, having the most streamlined
profile. The simple accentual verse displays the greatest diversity, while the
four-ictus accentual and four-ictus dol'nik tendencies show a clear affinity.
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TaBLE 13. Clausula

m f . d h Lines
Ac 36.1 46.9 16.3 0.7 147
Ac-Ac4 17.7 58.3 16.7 0.9 108
Ac-Dk4343 50.0 50.0 — — 4
Ac-AcF 29.4 58.8 11.8 — 18
Ac-Dk4Am 20.9 60.5 18.6 — 43

The number of different types of clausula pattern and the distribution of the
sixty-six homogeneous accentual quatrains (excluding the one that involves the
line with a displaced rhyme) among them in the prologue and eight chapters
and also overall is given in Table 14.

TaBLE 14. Clausula Pattern

2

fmfm mfmf Others Types Stanzas

Prologue — 1
RM 2 —
ZhM 2 2
SM — —
VnM 3 —
MN 2
VvM 3

5

MV
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The ffff pattern has emerged as the leading type; it and the other two
prominent forms account for over half the total stanzas, while no other pattern
accounts for more than four. There is little significant variation between the
chapters, except for a discernible final move to greater uniformity, which is
evident in the prominence of the ffff form and the ratio of types to total stanzas,
in ‘Maiakovskii vekam’.

The number of different types of clausula pattern and the distribution of the
homogeneous quatrains of simple accentual verse and the two main metrical
tendencies — four-ictus accentual and four-ictus amphibrachic dol'nik —
among them are given in Table 15.

This table reveals little of interest: the ratio of types to total stanzas is
effectively the same in the two main forms, but the ffff pattern is relatively
more prominent (and the fmfm pattern less so) in the four-ictus accentual
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TaBLE 15. Clausula Pattern

ffff fmfm mfmf Others Types Stanzas
Ac . 6 6 2 13 13 27
Ac-Ac4 8 4 2 13 14 27
Ac-Dk4Am 3 — 3 3 4 9

tendency; both the ffff and mfmf patterns are prominent in the four-ictus
amphibrachic dol’nik tendency, but the fmfm pattern is absent.

2. Iamb

While accentual verse is the vehicle for the poet hero’s experience of the world
at large, the iamb conveys his particular fate. The iambic theme is essentially
earthbound, prominent only in chapters set on earth, but not in ‘Rozhdestvo
Maiakovskogo’ which projects the poet hero’s natural potential. The iambic
metre can express constraint for Maiakovskii, and the iambic stanzas record
the poet hero’s particular fate as imprisonment in space, time, society, art, and,
ultimately, in an eternity of unfulfilled love.5 Although less prominent in
quantitative terms than accentual verse, the iambic theme is the conclusive,
definitive metrical theme in the poem:; it is the iambic theme that concludes the
action of the poem in the final four stanzas of ‘Maiakovskii vekam’, and it is the
iambic theme that will stand for the poem Chelovek in Pro eto.

The distribution of the twenty-five iambic stanzas (twenty-one quatrains and
four five-line stanzas) according to measure in the prologue and relevant
chapters and also overall is given in Table 16.

TABLE 16. Measure

14343 143443 I3 13343 143523 I4 Stanzas

1 1 — — —

Prologue
ZhM
SM
VoM
VvM
MN

I
I
I
I
A\ = 00 NN

I
- |

I

I

I

Total 14 2 6 1 1 1 25

The table shows the leading role of the alternating tetrameter and trimeter
(the five-line form is a variation of the basic measure), with the trimeter as a
major secondary form. After the prologue has introduced both these measures
(in five-line stanzas), the leading role of the alternating tetrameter and trimeter
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is firmly established in ‘Zhizn’ Maiakovskogo’ and ‘Strasti Maiakovskogo’; the
trimeter then features prominently in ‘Voznesenie Maiakovskogo’, the most
densely iambic chapter in the poem, and finally, in ‘Maiakovskii vekam’, two
new forms are introduced. The other forms can all be related to the basic,
leading measure, and the derivation of the main secondary form, the iambic
trimeter, from the alternating tetrameter and trimeter is revealed in the way
the odd lines end in these two measures, as Table 17 now shows.

TaBLE 17. Odd Line Clausulae

m f d Lines
14343 34 — — 34
I3 — 1 12 13

The table shows that in the alternating tetrameter and trimeter the odd lines
invariably end in masculine clausulae, while in the trimeter, with a single
exception in the prologue, they end in dactylic clausulae; this means that the
odd lines in the iambic trimeter preserve the syllabic length of the odd lines in
the alternating tetrameter and trimeter. Furthermore, in all the trimeter
stanzas outside the prologue one or other odd line invariably features a
hypermetrical stress (a heavy hypermetrical stress) on the last syllable of the
dactylic clausula, for example:

111(1)d  Ilereii Ha WEIO AyY HAKHUHB!

111d CnAeTych B MAASALIEM A€TE !
111d I'pemaT Ha MHe
Hapy4YHHKH,
13d AIOOBH THICAYEAETHS . . .
(1.913)

The opening line of this stanza would be read as a tetrameter until the third line
is reached and the rhyme ‘Ayuy nakunp’ — ‘Hapyunnku’ renders the stress on
‘nakunp’ hypermetrical, and so it emerges that the trimeter derives from the
alternating tetrameter and trimeter through the suppression of the fourth
metrical stress in the odd lines. This contraction of the line should intensify the
theme of constraint, and the appearance of the trimeter in ‘Voznesenie
Maiakovskogo’ brings the iambic theme in the first half of the poem to its
climax.

The use of a hypermetrical stress in the clausula is thus closely associated
with the iambic theme. There are in fact nine such examples of a heavy
hypermetrical stress (and a further seven examples of a light hypermetrical
stress) in the iambic stanzas, not all in the odd lines of the iambic trimeter. Such
hypermetrical stresses are also found in the even lines of both main measures,
which suggests that these trimeter lines too might derive from a tetrameter
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form. This suggestion leads to a consideration of the sole stanza of iambic
tetrameter in the poem, the last two lines of which are in a non-verbal, or
pre-verbal, form that recalls the rhythmical gul of ‘Kak delat’ stikhi’:
1111m Kyaa reneps!
Kyaa raasa
1111m CAAJAT.
IMoas?
ITyckati moas!
2121m Tpans-as, A3UH-A32,
Tpa-As-Asl, A3MH-A32,
1111m TPA-A-ASA-AA-ASI-ASI-AA-As1!

(1.905)

The supposition that these last two lines represent an original, pre-verbal form
(the incorrect rhythm of the third line will be considered in context) could
imply in general that the alternating tetrameter and trimeter and the other
measures derived from it were originally generated in full tetrameter form with
masculine clausulae, hence the hypermetrical stresses in the clausulae of some
even lines. This could mean that the basic measure itself already involves the
suppression of a fourth metrical stress in the even lines; it could even lead to the
projection of a basic, underlying ictus scheme (four-ictus) common to both
iambic and accentual verse.

It is with the transformation into words, however, that the actual measure is
defined, and with it any possible associations. The alternating tetrameter and
trimeter — the basic iambic measure — is a typical ballad form and will be
overtly used as such in Pro eto, but here these associations, as with the
four-ictus amphibrachic dol'nik, are probably more incipient than actual; the
reference to ‘ballads’ (1. 461) comes at the end of ‘Voznesenie Maiakovskogo’,
the most densely iambic chapter, but not in an iambic stanza and its scope is
rather general.

The overall stress load in the forty iambic tetrameters and sixty-two iambic
trimeters and their distribution according to rhythmical form are given, in
percentages, in Table 18 (the two other iambic lines — a dimeter and a
pentameter — are not considered here).

TaBLE 18. Rhythm®

1 it 11 v VI Stress Load Lines
14 55.0 2.5 20.0 17.5 5.0 87.5 40
I3 71.0 8.1 21.0 — — 90.3 62

Certain rhythmical anomalies have been ignored in the classification of
rhythmical form: one fully-stressed tetrameter (form 1) has a disyllabic anacru-
sis and an incorrect, disyllabic interval (this is the first non-verbal line), while
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another (form m) has a zero anacrusis;? one trimeter (form m) features an
initial rhythmical inversion (a transferred stress), though not involving a
monosyllabic word as should be the case in the Russian iamb. The table reveals
an extraordinary rhythmical profile in both tetrameters and trimeters, with the
fully-stressed form dominant in both. As already noted in Chapter I, this
produces an unusually high stress load compared with both the theoretical load
(around 71% and 75% respectively for tetrameter and trimeter) and the
average load in actual verse (around 80% in both).8 Thus the significance of the
iambic metre is forcefully realized in the actual, ‘shackled’ rhythm of the iambic
verse. The rhythmical profiles are unusual not only in the dominance of the
fully-stressed form but also in the relative prominence of the secondary forms.
As Ivanov has pointed out, the dominance of form1 and the near equality of
forms m and 1v are quite unlike the classical profile of the iambic tetrameter,
where form 1v is the leading form, and recall instead Lomonosov’s earliest
iambic experiments, while in the trimeters the dominance of form1 at the
expense of form 11 is equally unusual.®

The key rhythmical feature in the iambic verse is the stress load, because it
shows the rhythmical realization of the theme of constraint; the overall stress
load in the iambic lines — dimeter, trimeters, tetrameters, and pentameter
combined — in the prologue and relevant chapters is given in Table 19.

TaBLE 19. Stress Load (%)

Prologue ZhM SM VnM VvM MV
'90.1 85.7 82.1 89.9 91.7 90.8
Lines 10 24 8 33 4 25

The prologue introduces the iambic theme with intensity, while the least
‘shackled’ rhythm is found in the eight lines of ‘Strasti Maiakovskogo’, but
otherwise the rhythmical constraint intensifies from ‘Zhizn’ Maiakovskogo’
through to ‘Maiakovskii vekam’. So the iambic theme, like the accentual
theme, develops through the poem to its conclusion in ‘Maiakovskii vekam’,
and the poet hero’s experience on his return is again seen as the continuation of
his life.

The distribution of the 104 iambic lines according to clausula is given in
Table 20.

This table again shows the association of masculine clausulae with the
tetrameter (the sole dactylic clausula occurs in the 3343 stanza), while over half
the trimeters (not only odd lines) have dactylic clausulae; this preference for
masculine and dactylic clausulae distinguishes the iambs from the accentual
verse. In the main body of the poem the contraction to a masculine clausula in
the trimeters only appears in ‘Voznesenie Maiakovskogo’ and ‘Maiakovskii
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TaBLE 20. Clausula

m f d Lines
12 1 — — 1
I3 16 13 33 62
I4 39 — 1 40
I5 1 — — 1
Total 57 13 34 104
% 54.8 12.5 32.7

vekam’ in accordance with the progressive intensification of the iambic theme
as the poem develops. As already noted, there are nine examples of a
hypermetrical stress in the clausula in iambic stanzas; there are also five
heterosyllabic rhymes (10%).

The number of different types of clausula pattern and the distribution of
stanzas in the various iambic measures among them are given in Table 21.

TasLE 21. Clausula Pattern

mdmd/ mmmm/ mfmf dddd dmdm Others Types Stanzas
mdmmd mmmmm

143443  — 2 — — — — 1 2
3 — — — 3 2 1 3 6
14343 4 4 4 — — 2 5 14
13343 — — — — — 1 1 1
143523 1 — — — — — 1 1
14 — 1 — — — — 1 1
Total 5 7 4 3 2 4 9 25

Because of the almost constant masculine clausula in the tetrameters there is
less variety here than in the accentual verse, and of the main patterns only one
(mfmf) is even relatively prominent in the accentual verse. In accordance with
the supposition of an original, prototype tetrameter measure with masculine
rhymes, the first three stanzas of alternating tetrameter and trimeter in the
main body of the poem maintain the mdmd pattern, while the first stanza of
trimeter in the main body of the poem has the dddd pattern; other patterns
appear as the theme of contraction develops.

3. Hexametral Verse

In the Tragedy and Oblako v shtanakh Maiakovskii had used hexametral verse as a
traditional poetical voice. There was no hexametral verse in Fleita-pozvonochnik,
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but in his next four major works — Voina i mir (1915-16), Chelovek (1916-17),
Misteriia-buff (1918), and 150000000 (1919-20) — he uses it in its own right for
its grand, heroic associations; these associations coincide with the broad
associations of long lines for him: ‘aAs repouyecknx MAH BeAMYECTBEHHBIX
nepegay Hago 6parts aruHHble pasmeps!’ (I, 102). Hexametral verse sets the
tone in the opening lines of both Misteriia-buff:

0212023f 3T0 06 Hac B3bIBAAA 3EMAS TOAOCOM NMYLIEYHOTO PEBA.
012214m DTO HaMH B36YXaAH MOASA, KPOBAMH OIOEHEI.
(11,169)
and 150000000
0221221f 150000000 MacTepa STOMH MOSMbI UMH.

010212d ITyass — purm.
Pu¢pma — oroHs U3 34aHUA B 3JaHHE.
(1, 115)

In the years around the Revolution Maiakovskii associates hexametral verse
with the theme of man’s heroic potential on earth (the earth is a recurrent
motif). This association is first established in the last part of Voina i mir in the
passage in which the countries of the earth, like Magi, bring their national
attributes as gifts to the new, corporate man; the passage ends in a hymn of
praise:

032111f “CAaBbCA, YEAOBEK,

BO BEKH BEKOB >XHMBH H CAaBbCA!
034011f Bcakowmy,

MKHUBYILEMY Ha 3EMAE,

CAaBa,

CAaBa,

caaBa!”

(1,238-39)

In Chelovek it is the poet hero himself who is cast in the role of culture hero
(Man), but in Misteriia-buff and 150000000 it is a collective. In Maiakovskii’s
later work, however, and already in the second version of Misteriia-buff
(1920-21), hexametral verse recedes.

The hexametral verse in Chelovek takes up the theme from Voina i mir and
serves as the poem’s point of departure in ‘Rozhdestvo Maiakovskogo’ where it
loudly proclaims the poet hero’s wondrous natural attributes, though not the
crucial attribute, his heart. As such, it is opposed to the iambic theme which
conveys the poet hero’s particular fate as imprisonment; formally, the oppo-
sition is of both metre (dol'nik/accentual vs binary) and measure, where the
hexametral theme of extension contrasts with the iambic theme of contraction.
Since the potential ballad associations of both the main iambic measure and the
four-ictus amphibrachic dol’'nik tendency in the accentual verse are probably
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more incipient than actual, the hexametral verse serves as the
principal bearer of associations in the poem and by extension becomes
emblematic of the poem’s title, of its promise, as it were. In this emblematic
role it recurs through the poem as a measure of the poem’s progress, of its
distance from the point of departure, and it is often highlighted at the beginning
or end of a chapter (and also in the headings). On the poet hero’s return to
earth, however, there is no place for his heroic potential, and in the single
stanza of ‘Poslednee’, after the iambic conclusion of the poem’s action, the
hexametral verse is subverted into a form which can be interpreted as based on
the related elegiac couplet; this marks the poem’s end and the final passing of
the heroic theme associated with its title.

In Chelovek and the other three works of this period the hexametral verse
can still be close to the hexameter, but Maiakovskii also moves to assimilate the
form into his accentual system of versification as a long measure, generally with
six stresses to the line and a central caesura, but not necessarily so closely based
on the metrical scheme of the hexameter proper; it is therefore more satisfac-
torily described like an accentual, rather than dol'nik, measure, although in
places it may be closer to the latter. There are two homogeneous hexametral
stanzas in ‘Rozhdestvo Maiakovskogo’, otherwise hexametral verse appears in
heterogeneous stanzas with accentual verse and in three unrhymed lines. In
two or three places the line length extends in advance of hexametral verse, but
such lines have not been classified as hexametral. The three lines which can be
interpreted as based on the elegiac couplet are classified together with the other
hexametral lines. The shift into this elegiac variation is adumbrated in two
separate lines in ‘Vozvrashchenie Maiakovskogo’ which have a zero interval
over the caesura, as occurs in the pentameter of the elegiac couplet (but not in
factin ‘Poslednee’); these lines, as in the Tragedy, are classified as rhythmically
correct (dol'nik).

The distribution of the thirty-nine lines of hexametral verse according to line
length (measured in stresses) and rhythmical form in the relevant chapters and
also overall is given in Tables 22 and 23.

TaBLE 22. Line Length TaBLE 23. Rhythm
9 8 7 6 5 Ac Tk Dk Lines
RM 1 — 1 12 6 4 8 8 20
ZhM - — 1 31 2 2 1 5
SM -1 - — — — 1 — 1
MN - — — 3 1 1 1 2 4
VvM —- - — 6 — — 1 5 6
‘Poslednee’ — — — 2 1 — 1 2 3
Total 1 1 2 26 9 7 14 18 39
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Tables 22 and 23 show that, compared with the earlier poems, there is less
variation through the use of longer lines but more in the rhythm (see
Chapter II, p. 31, Tables 2 and 3, and Chapter III, p. 88, Tables 8 and 9). The
six-stress form dominates, and in fact all the five-stress lines apart from the one
in ‘Poslednee’ could be related — some easily, some at a stretch — to a six-ictus
scheme. The dol’'nik metrical base of the hexameter, on the other hand, shows
less clearly than before and there is no ternary rhythm, but allowing for a
variable interval over the caesura a further seven lines (three in ‘Rozhdestvo
Maiakovskogo’ and four thereafter) could be classified as dol'nik in rhythm.
Both tables distinguish the main hexametral verse in ‘Rozhdestvo Maiakov-
skogo’ from the occasional hexametral lines in the rest of the poem. In the
strong hexametral context of ‘Rozhdestvo Maiakovskogo’ there is more scope
for variation, but later on the verse draws recognizably closer to a hexameter
base. This not only facilitates the perception of the lines as hexametral but also
renders the poet hero’s hexametral voice, the loud voice which proclaims his
heroic potential, more traditional and ‘quiet’ as the poem progresses (compare
the description of regular hexametral verse in Oblako v shtanakh as ‘Tuxoe
croBo’ (1,192)). To some extent this development parallels the movement
towards greater regularity in the accentual verse (compare also Maiakovskii’s
description of the amphibrachic tetrameter, which the four-ictus amphibrachic
dol'nik approaches, as ‘npuaymaHHbIi Ans wonoTka’ (Xi1, 84)).

The distribution of the thirty-nine lines of hexametral verse according to
anacrusis and clausula is given in Tables 24 and 25.

TABLE 24. Anacrusis TaBLE 25. Clausula
0 1 2 3 4 m f d Lines
22 7 7 2 1 17 13 9 39

The hexameter base shows, as usual, in the leading role of the zero anacrusis,
although it is notably less prominent than in Oblako v shtanakh (see
Chapter I11I, p. 88, Table 10); some, but not all, of the disyllabic and longer
anacruses can be seen to arise from omission of the first stress. The assimilation
of hexametral verse into Maiakovskii’s system of versification is further evident
in the introduction of the dactylic clausula, which was not used in the hexa-
metral verse of the earlier poems, and there are also three heterosyllabic
rhymes involving hexametral lines. The clausula profile, with masculine,
feminine, and dactylic clausulae roughly in the ratio of 4:3: 2, distinguishes this
verse from both the accentual verse and the iambs. The variations from chapter
to chapter in both anacrusis and clausula (not presented here) reinforce the
picture already established: again the greatest variety is found in ‘Rozhdestvo
Maiakovskogo’ and thereafter a more traditional profile returns, especially in
the anacrusis.
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The assimilation of hexametral verse into Maiakovskii’s system of versifi-
cation is also evident in the great range of clausula pattern in the stanzas with
hexametral verse: there are in all ten different patterns in the fourteen
quatrains (two homogeneous and twelve heterogeneous), and the fmfm pat-
tern, previously the single main form, now accounts for only two quatrains.
Similarly, whereas the traditional hexameter is unrhymed and ends in a
feminine clausula, none of the three unrhymed hexametral lines here end in
feminine clausulae (in the Tragedy they did).

4. Iambic Tetrameter with Feminine Caesura

This is the measure of just two stanzas but it plays a crucial role in the poem
because it is the measure of the poet’s heart, his one natural attribute which
could transform the world. Physiologically, rhythm and subjective time are
determined by the heart; and, in accordance with the poem’s genesis ‘in the
heart’ (1,24) and its placing of the heart at the centre of the human condition,
this measure is at the centre of the poem’s metrical composition. Its metrical
scheme — x £ x X x x X x X — has both iambic and dol'nik features: it derives
from iambic metre, but through the expanded interval in the middle of the line
(over the caesura) it has the makings of a logaoedic dol'nik metre.1° So,
potentially, it could integrate the poem’s polymetric structure and provide a
metrical link between the iambic expression of the poet hero’s personal fate
and the accentual/dol’nik vehicle of his experience of the world at large, a link
between the particular and the universal. Its rhythmical movement might even
be taken to represent, figuratively, the rhythm of the heart in that the heart
beats regularly but is capable of a change in pace or time (the iambic metre
would remove this freedom). 1!

The two heart stanzas also play a key role in the poem’s composition. The
first, following the hexametral prelude in ‘Rozhdestvo Maiakovskogo’, directs
the accentual verse in a four-ictus scheme (just as this measure had done in the
Tragedy) and so initiates the movement which eventually leads to the amphi-
brachic four-ictus dol’nik in ‘Maiakovskii vekam’. At the same time, however,
it sets in motion the chain of events which leads to the poet hero’s ascension to
heaven, while the second stanza, at the very beginning of ‘Vozvrashchenie
Maiakovskogo’, rouses him from the oblivion of eternity and sets the poem
moving again towards its conclusion.

Finally, a certain lightness of tone in these two stanzas suggests that the
measure has broadly the same jocular associations here that it had in the
Tragedy, though without the specific Severianin reference. In view of the tragic
outcome of the poet hero’s love, the Old Man’s reaction to this measure in the
Tragedy would be equally appropriate in Chelovek:

12
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W By — B Tebe Ha KpecTe U3 cMexa
PacnAT 3aMy4EeHHBIH KPHK.

@1, 156)

There is no omission of stress in either stanza; the first has an ffff clausula
pattern, the second — fmfm.

5. Three-ictus Anapaestic Dol'nik

This is the only independent three-ictus measure in the poem (the iambic
trimeter is a derived form). It is used in just two stanzas and, in accordance with
the general role of three-ictus verse in Maiakovskii’s poetry, it has a marginal
role in the poem. This role can also be related to its association with the theme
of spiritual, disembodied love, love in the abstract (not the poet hero’s kind of
love), an association that derives from its use as a Symbolist voice in the
Tragedy. Its ternary base, on the other hand, can link it to the theme of the
inertia of time.

The opening line of the first stanza has been interpreted as a two-ictus line,
anapaestic in rhythm, although it might alternatively be interpreted as an
incorrect three-ictus line. The distribution of the other seven lines of three-
ictus anapaestic dol'nik according to rhythmical form is given in Table 26.

TABLE 26. Rhythm

22 12 21 11  Lines

4 1 1 1 7

The table shows a strong ternary inertia in this measure. One line has a
monosyllabic, not disyllabic, anacrusis; the first stanza has a dddd clausula
pattern, the second — fmfm.

6. Headings

As already noted, the headings at the beginning of ‘Rozhdestvo Maiakov-
skogo’, ‘Voznesenie Maiakovskogo’, and ‘Vozvrashchenie Maiakovskogo’
have a significant role in demarcating the poem’s tripartite compositional
outline. The last of these headings consists of a numerical sequence (partially in
words), but the other headings consist of rhythmical prose. The first heading, at
the beginning of the prologue, is openly liturgical in style and with an
intimation of a hexametral base, while the next two are clearly based on the
hexametral form. In context the numerical sequence, which has seven ele-
ments, can also be interpreted as having a hexametral base, especially as the
numerical motif is closely associated with the hexametral form. In this way the
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emblematic role of the hexametral form extends to the headings, while the
liturgical style of the first heading establishes the religious framework of the
poem.12

This detailed analysis of the metrical composition of Chelovek has further
illuminated the poem’s transitional status in the development of Maiakovskii’s
verse and, more specifically, in the composite text of his major love poems. The
role of the iambic theme has now been defined, while the key transitional
development within the poem is the emergence of the four-ictus amphibrachic
dol'nik out of the four-ictus accentual tendencys; this prepares for Liubliu and
Pro eto. Hexametral verse, on the other hand, has been to some extent
assimilated into his accentual system of versification.

The polymetric composition of Chelovek is an integrated structure. At its
centre is the heart measure, the iambic tetrameter with feminine caesura, which
provides a potential metrical link between the two main forms, the iamb and the
accentual/dol’nik verse, between the particular and the universal in the poem’s
model of the world; the rhythmical forging of this link, which on the face of it may
seem somewhat forced and artificial, will be considered in the commentary. The
other two forms, hexametral verse and the anapaestic three-ictus dol'nik, can
both be related to tendencies within the primary form, accentual verse. The
three-ictus anapaestic dol'nik has a ternary base but plays only amarginal role in
the poem. Hexametral verse, on the other hand, develops in a similar direction
to the accentual verse and has an important role as emblem of the poem’s title
and progress, while its distance from the iambs has a parallel in the distance
between the poet hero’s heroic potential and his actual fate.

The poem’s compositional outline has also been reinforced and clarified by
the detailed analysis of its metrical composition. After an introduction to the
two main metrical themes in the prologue, the first three chapters form a
coherent unit with a clear movement towards a climactic confrontation of
opposites, both metrical and rhythmical, in ‘Strasti Maiakovskogo’; this crucial
chapter has been highlighted from almost every angle. The diversity in the
middle two chapters derives from the negative resolution of this confrontation
and appears to lead to a loss of direction and impetus. The poem is set in motion
again by the second heart stanza, and the rhythmical preparation for the
emergence of the amphibrachic dol'nik theme in the accentual verse continues.
Similarly, the iambic theme gradually intensifies towards the conclusion of the
poem’s action in ‘Maiakovskii vekam’. The hexametral theme, on the other
hand, becomes weaker and more traditional and is ultimately subverted into an
elegiac mode in ‘Poslednee’.

The emergence of the four-ictus amphibrachic dol'nik tendency is not a
conclusion but a clarification, a clarification of the theme which will only be
worked through to a conclusion in Pro eto. The iambic and hexametral themes,
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on the other hand, both reach conclusions, but contrasting conclusions: the
forces of constraint that determine the poet hero’s particular fate are intensi-
fied, while his heroic potential passes away.

Commentary

The text of Chelovek divides into sixty-nine homogeneous metrical segments
(counting the unrhymed verse lines as separate metrical segments), seven
‘prose’ segments, and a quotation; or, if the various iambic measures and the
metrical tendencies within the accentual verse are treated as distinct, the
number of metrical segments rises to eighty-seven. The metrical segments
range in length from one to seventy-five lines, or, according to the second
criterion, one to twenty-eight lines.

On top of this metrical segmentation, however, and within the division into
chapters, the poem can be divided into twenty more or less discrete composi-
tional units (passages), ranging in length from four lines (the single stanza of
‘Poslednee’) to forty-six lines; much as in Oblako v shtanakh, thirteen passages
(over half) fall within the range of sixteen to twenty-eight lines in length,
although a further five are longer, from thirty-four to forty-six lines in length.
Eight of these passages are metrically homogeneous and twelve are metrically
heterogeneous, but even in the latter there is usually a dominant metrical
theme; the move from one passage to another is marked by a metrical break of
some kind or at least a transition within the accentual verse. Those passages in
the main body of the poem where there is a confrontation of contrasting themes
are all decisive in the poem’s action, above all the meeting with the poet hero’s
beloved in ‘Strasti Maiakovskogo’ and the meeting with the woman he mis-
takes for his beloved on his return in ‘Maiakovskii vekam’.

The description of each passage, divided into rhythmical as well as metrical
segments, follows the established pattern. It is worth recalling, however, that
binary lines are only classified for line length (measured in stresses); in the
iambs this shows precisely the key rhythmical feature, the stress load.

Prologue (ll. 1-32)
TABLE 27

Long 5 4 3 Short Ac Tk Dk Ty Form  Lines

Heading

1) - — 2 1 1 - - 3 — Ac 4
7) —- - 2 2 1 143443 5
15) — — — 4 1 I3 5
23) -2 1 1 — — — 4 — Ac 4
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The prologue opens with a heading of rhythmical prose in liturgical style
which introduces the poet hero in religious terms of day and night (time) and
the Book of his love:

CBALLEHHOCAYKHTEAS. MHPA, OTITYCTHTEAS BCEX IPEXOB, — COAHLIA A3AOHb Ha
rOAOBE MOEH.

BaarouecruBeiiieii B3 MOHALIECTBYIOLIMX — HOYH OOAaYeHHE HA IA€YaX MOMX.

A Heit AI06BH Moeii ThicAYeAncTOe EBaHTreAHe LeAylo.

(1,245)

There is no obvious metrical base to this rhythmical prose, but it may
adumbrate the hexametral base of the other headings since the first two
sentences (verses) both have a strong central break and the third, which
contains the familiar numerical motif, is more closely hexametral in measure.

In the prologue’s composition accentual verse encompasses the iamb, and
the poem now moves into verse form as the poet hero awaits release, the earth’s
Nunc dimittis:

1122m 3BeHsl1leii 60AbIO AIOOOBb 3aMOAS,
1112d AyLIOH
HHOE LIECTBHE YAIOIHH,

021m CABIITY
TBOE, 3€MASAL:
03d “Heine ornymaewmn!”

(1.1)

Although the leading, four-stress form is established in the first two lines, the
accentual verse will not be set in a four-ictus scheme until after the first heart
stanza, and the second half of the stanza introduces shorter — three-stress and
two-stress — lines from the accentual range. The rhythm in the first three lines
is regular, and again it is not until after the heart stanza that the rhythmical
range in accentual verse is thoroughly extended.

The next two stanzas concentrate on the poet hero’s earth-bound state and
the verse moves into the other main metrical form, the iamb:

1111m B xoBuere HOuH,
HoBhiit Ho#,
111m A KAy —
B Pa3sAMBE pHU3
1111m ceiiyac NpuAyT,
MPHAYT 3a MHOH

131m M y3€A pacceKyT 3eMHOMH
13m CEKHpaMH 3apH.
111d Hget!

Ilpumiaa.

PackyTanace.
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111d Ayuu Besge!

Ckpe6yT oHH.
111f 3arneAH NeTAH yTAO,
111f M THXO BXOAAT 6y AHH
31d C MIX IIEAYXOIO CYTOAOK.

(1.7)

The dawn has not brought release from earthly ties and the daily round. These
two stanzas introduce the two main iambic measures, alternating iambic
tetrameter and trimeter and iambic trimeter, but in five-line stanza form. In
keeping with the prologue’s role, however, these measures are merely intro-
duced, not yet actively harnessed, since there is no hypermetrical stress in a
clausula in the odd lines of the trimeter to show their derivation from the
tetrameter; instead, a light hypermetrical stress is found in the clausula of the
second line, while the third line is the only odd line in a trimeter stanza to end in
a feminine, not dactylic, clausula. Although a stress is omitted in each of the
last two lines of the first stanza, perhaps in accordance with the expectation of
release, the overall stress load in these two stanzas is very high (90.9%); this
provides an introduction to the iambic rhythmical theme of intensity. The
five-line stanza form itself, in association, as here, with the motif of possible
release, is found with an abaab rhyme scheme in two other iambic stanzas in the
poem; the expansion of the basic abab quatrain into an abaab stanza delays the
final thyme and so creates a sense of expectation, but the extended ababa form,
which here takes over when that expectation is not fulfilled, creates instead a
sense of continuation.13

The final stanza now returns to a broader view of the poet hero’s pre-
dicament in accentual verse:

01222m  CoAHLe cHOBa.

30BET OrHEBBIX BOEBOJ.
22221f Bapabanwur 3aps,

HTYyAQ,

3a 3€MHYIO I'pA3b Bbl!
012m CoaHnne!

Yro Xk,

CBOETO
1221f raauiaTas

Tak u 3abyaems passe?

(1.23)

This stanza introduces longer, five-stress lines, perhaps in preparation for the
hexametral verse to come in ‘Rozhdestvo Maiakovskogo’, but still not a range
of rhythmical variations; instead, the maintenance of dol'nik rhythm provides
an introduction to the essential rhythmical tendency in the accentual verse.
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‘Rozhdestvo Maiakovskogo’ (ll. 33-127)
TABLE 28

Long 5 4 3 Short Ac Tk Dk Ty Form  Lines

Heading

33) 1 1 - — — 2 - - — Hx 2
39) - -1 1 — —_ - 2 — Ac 2
42) 2 1T - — — — —_ - Hx 3
49) - -1 — — — 1 — Ac 1
51) 1 - — - — 1 - — — Hx 1
55) - - 3 - — -1 2 — Ac 3
63) 6 _ - — 1 4 3 — Hx 8
88) 1 - - — -1 — — 1
91) - — 1 1 — — 1 1 — Ac 2
95) 1 — - — — — 1 — Hx 1
99) 2 2 - - - - — 4 — 4
110) - — 1 — — - — 1 — Ac 1
112) -1 1 2 - 1 - 3 — 4
121) —- — 4 — — I4c+1 4

The chapters of the poem, the Book of the poet hero’s love, take their titles
from the Life of Christ and trace the story of the poet hero’s experience of the
human condition in search of a quasi-Christian myth of Man.# The first
chapter, ‘Rozhdestvo Maiakovskogo’, is the poem’s thesis; in it the poet hero
seeks to establish himself as Christ figure and culture hero, as Man — the ‘man’
glorified in hexametral verse in Voina i mir and promised in this poem’s title.
The rhythmical prose which stands at the head of the chapter has a clear
hexametral base in preparation for the hexametral theme in the verse to come:

Ilycrb, HaycbKaHHBIE COBPEMEHHUKAMH, IIMUIYT TAyIble HCTOPHKM: “CKyIIHON 1
HEMHTEPECHOH KM3HBIO JKUA 3aMEYATEAbHBIH MOST”.

(1, 246)

This readily divides into two six-stress segments, each with a strong central
word boundary. The point of this heading is reinforced and clarified in the
statement of theme at the beginning of ‘Ia sam’: ‘sl — nost. 9TuM U HHTEpECEH.
O6 sToM 1 nuiy. O6 OCTAaABHOM — TOABKO €CAH BTO OTCTOAAOCH cAOBOM’ (1, 9); it
is the poet’s life as fixed by the word in verse that counts.

The theme of the heading is continued into the opening stanza:

042145m 3Haio,
He [IPU30BYT MOE UM
TPEIIHHKH,
3a4BIXAIOLIHECH B aAy.
42144f IToa anAoACMEHTHI TIOTIOB
Moii 3aHaBec He onycTutcs Ha FoAroge.
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1112m Tax Bot u 6yay
B /A€THeM cagy
012f MUTh MOH YTPEHHHI Kode.

(1.33)

In this and the next two stanzas the poet hero proceeds from a series of negative
comparisons with Christ, and uses a combination of hexametral and non-
hexametral verse in a parallel way. Here the first two lines are hexametral, but
the second line only has five stresses and the rhythm bears no relation to the
dol'nik metrical base of the hexameter proper; in the second half of the stanza
the poet hero switches to banal actuality and the hexametral lines give way, in
ever descending length, to a four-stress and a three-stress line, both dol'nik in
rhythm. In the second stanza, however, the hexametral form is more sustained
in accordance with a more positive tone:

032321f B nebe moero Bupareema
HHKaKHX HE FOPEAO 3HAKOB,
121232m HHMKTO HE MEIIIaA

MOTMAaMH
CnaTh KyApOTOAOBBIM BOAXBAM.
02232f BoiA aGCcOAIOTHO KaK Bce
— A0 TOIHOTHI OJUHAKOB —
0212m ACHb

MOE€TroO COLUECCTBHUA K BaM.

(1.42)

The first two lines are now much closer to the hexameter; in the second half of
the stanza the poet hero again switches to actuality, but the third line can still be
interpreted as hexametral (it could be a six-ictus dol’nik) and even the second
part of the final, four-stress line could be interpreted as a hexametral half-line
in accordance with the grand tone of ‘comecrsus k Bam’. But in the third stanza
the tone falls and the negatives are reduced to the point of absurdity:

233242m U Hukro

He A0rajancs HaMEKHYThb

HeAaAeKoi

HeJEAHKATHOM 3Be3Je:
1111d “3Be34a — MOA —

A€HBb CHATDH HAITPacHO BaM!
2232m Ecau He

4EeAOBEYBLETO POKACHHA ACHb,
1212d TO YEPTa Ab,

3Be34a,

TOrAa elue

npasgHoBaTe?!”

(1.51)

Now only the first line is hexametral, with a less regular rhythm, and then the
four-stress lines of accentual verse take over.
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So in the fourth stanza the poet hero moves over to positive affirmation and
feeds off a poetic model (Pushkin’s ‘Skazka o zolotoi rybke’) to launch himself
into a hexametral hymn in praise of his miraculous natural attributes:

133122d Cyanre:

roBOpAIYIO pHIGEMKY

Bbly UM HUTAMH HEBOAA
212321f H TI0€eM,

. II0EM 30A0TYIO,

BOCIIE€BaeM prIOaYBIO yAAAb.
022221d Kaxk xe

ce6a MHE HeE IeTh,

€CAHM BEChb 1 —

CIIAOLIHAA HEBUAAAD,
233152f €CAH KaXKJ0€e ABHKEHHE MOEe —

OTrpOMHOE,

HeobOBACHUMOE 4y 0.

(1.63)

The six-stress hexametral scheme is maintained in every line, but the pivotal
third line, which marks the actual beginning of the poet hero’s hymn of
self-glorification, is the first and only regular, fully-stressed Maiakovskian
hexameter in the passage. In the following stanza the hexametral theme is
developed further as the poet hero shows off his hands and arms:

022123d /A Be ctopoHs! oboiigure.
B xaxxaon
AMBHTECH ATHAYYHIO.
22121m HagseiBaercs “Pyku”.

ITapa npexpacHbIX pykK!
112121221d 3amerbTe:

CrpaBa HaA€BO ABHUIATh MOTY

H CAEBa HaIIpaBo.

3amerbTe:

AyY1LYIO
01231m 1elo BLIGpaTh Mory

u 060BBIOCH BOKPYT.

(1.76)

The rhythm is more regular while the line length varies from five stresses in
the even lines (both of these lines can be related to a six-ictus scheme) to nine
stresses in the third line; such extended lines are a feature of Maiakovskii’s
hexametral verse, and here the extension emphasizes the arms’ extra ability to
reach out and embrace. .

In the sixth stanza the poet hero introduces his mind, but the hexametral
form breaks down in the middle two lines:

031222m Yepena mIKaTyAKy BCKpoOHTE —
CBEPKHET
AparolieHHeHIum yM.
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021f Ectb An,
yero 6 He Mor !
1123m Xoture

HOBOE BBIAYMaThb MOTY
122122d JKMBOTHOE?
Byaer xoaute
ABYXBOCTOE
HAH TPEHOTOE.

(1.88)

This breakdown of the hexametral form highlights the mind’s uneasy statusin a
poem which is centred in the heart, not the head (its inventions would also fit
uneasily into the natural world); moreover, unlike the arms that embrace and,
in the following stanza, the mouth that kisses, the mind does not fit into the
progression towards the poet hero’s heart.

The hexametral theme now reaches a conclusion when the poet hero
proclaims not only the sweetness of his mouth in a kiss but also the range of his
voice, both functions involving the tongue (compare ‘u y Bac / BbipactyT ry6sr/
AASA OTPOMHBIX ITOLIEAYEB / ¥ A3bIK, / POAHO¥ BCceM Hapo,aaM’ (I, 154)):

0221122f Krto ueroBar meHst —
CKaXeT,
€CTb AH
CAallle CAIOHBI MOe#i cOKa.
122112m IToxkouTcA B HEM y MEHA
MpeKpacHbIH
KpacCHBIH A3BIK.
21122f “O-ro-ro” mory —
3aABETCSA BbICOKO, BHICOKO.
21221f “O-IT'O-IrO” mory —
H — OXOTBI [109Ta COKOA —
0122m TOAOC
MATKO COMAET Ha HU3BI.

(1.99)

The rhythm is regular throughout and the finale of the hexametral theme is
marked first by the seven-stress form of the opening line and then, especially,
by the amplification of the third line into a parallel fourth line. The delay before
the final rhyme again creates a sense of expectation, and, in accordance with a
gentle descent of the poet’s voice, these two five-stress (but still hexametral)
lines are followed by a four-stress final line in preparation for the transition into
the heart stanza, the climax of this opening passage.
The heart is introduced in a transitional stanza of accentual verse:

1221f Bcero He couTem