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,



12

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
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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.





