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
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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
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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.
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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)



65

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.



69

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.
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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)



75

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.





