CHAPTER III

OBLAKO V SHTANAKH

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

’
LT3 o9y 6

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

Metrical Composition

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

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

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

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

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

break in the poem’s movement after Part III, and the first half of Part IV, which
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TaBLE 1. Metrical Composition

Prologue Partl  PartIl PartIIl PartIVa PartIVb Total Lines

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

Lines 24 108 104 112 48 56 452

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

1. Accentual Verse

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

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

TaBLE2. Line Length

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

Total 0.2 0.2 3.1 56.5 35.2 2.8 1.9 423




84

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

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

TABLE 3. Stress Scheme

4444 4343 4443 4433 4333 3333 Others Types Total

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

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

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

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

TaBLE 4. Rhythm

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

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

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

TABLE 5. Anacrusis

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

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

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

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

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

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

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

TABLE 7. Clausula Pattern

fmfm mfmf dfdf fff fdfd mmmm Others Types Total

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

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

2. Hexametral Verse

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

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

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

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

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

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

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

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

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

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

TaBLE 12. Clausula

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

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

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

Commentary

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

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

Prologue (ll. 1-30)

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

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

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

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

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

02111/ Hexubre!

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

(1.11)

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

2232h IMpuxoanTe yuntocs —

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

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

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

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

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

1212f He Bepio, uTo ects uBeToyHasa Hunna!

022d MHO0I0 OnATh CAABOCAOBATCA

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

(1.27)

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

Part I (Il. 31-84)

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

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

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

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

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

(1.43)

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

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

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

(1. 69)

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

Part1 (ll. 85-112)

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

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

1223f ITpoxasaTasn!

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

THXO,

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

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

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

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

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

“Part1 (ll. 113-34)

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

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

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

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

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

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

(1.119)

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

122m KOTOPYIO HaJ0 YKpacTb!
(1.125)

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

2 U ykpaan.
(1.134)

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

Part 1 (II. 135-75)

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

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

It is love that sets the poem in motion again:

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

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

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

(1. 140)

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

021d !
Tocrioaa!
Awburern

221f CBATOTATCTB,
TPECTYNAECHHH,
6oen, —

122d a caMoe CTpalHoe
BHAEAH —

13022/ AHILIO MOE,

111022f KorJa
A
abCOAIOTHO CITOKOEH?
(1.146)

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

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

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

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

1m AAno!

0201f Kro rosopur?
Mama?
Mama!

(1.162)

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

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

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

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

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

Part 1 (Il. 176-208)

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

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

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

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

He BrickouMmb M3 cepanal
(1.176)

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

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

(1. 190)

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

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



Part II (II. 209-77)

011f

1212d

100

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

(1.203)

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

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

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

there cannot be a

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

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

0223m
2121f

2221m
02f

CAaBbTe MeHs!

S BEeAMKHM He yeTa.

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

Huxkoraa

HHYErO He X04y YUTATh.
Kuuru?

Yro Kuuru!

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

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

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

(1.217)

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

2430f A oka3biBaeTca —

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

1231f u TMXO0 6apaxTaeTcs B THHE cepALa

024d raynas BobAa BoobpaskeHus.

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

123d el HeyeM KpHYaTh M pa3roBapHBaTh.

(1.223)

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

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

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

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

This stanza has a transitional and introductory role: it moves the poem from the
discourse of the opening stanzas into the rhetoric and narrative which alternate
through most of Parts II and I11, and it restates the key compositional device of
alternate consolidation and deformation in terms of the street as alternate
elevation of the city and divine frustration of its tongue. This device, however,
is more stated than demonstrated, for there is no rhythmical or metrical
deformation, only a break-up on the graphical level in the second half of the
stanza and a certain enjambement between the last two lines; there is also a
contrast in the anacrusis between the first two and the last two lines. The



103

introductory scope and reference of the stanza are not just local and immediate
but more extensive and anticipatory. The rhetorical ‘we’, for example, is not
reasserted immediately but returns in the central passage of this part, while
God, although he does figure in the stanzas immediately following, only fully
emerges as the ultimate opposition in the second half of Part IV. The stanza’s
role is reflected in the form of the verse; it is clearly differentiated from the
surrounding verse by the maintenance of both a three-stress scheme (already
an example of the compositional role of this form as a break) and a regular,
dol'nik thythm.
The next four stanzas record the history of the street’s attempt to find a

tongue, at first unsuccessfully:

0211f Y AuLia MyKy MOAYA DEPAa.

0111f KpHK TOpYKOM CTOSIA H3 TAOTKH.

1340f  TomopumAmKCh, 3aCTpABIIKE NONEPEK FOPAa,

0323f  myxasle taXi U KOCTAsIBbIE IIPOAETKH.

0421f  I'pyap ucnemexoiuAH.
YaxoTKu MAolle.

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

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

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

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

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

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

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

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

1222f ITosTHi,

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

H AI0GOBb,

M LIBETOYEK 1104 pocaMu?”’
(1.262)

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

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

323f A 3a nosTaMu —
YAMYHBIE THIILH:

132d CTYACHTBI,
NPOCTHTYTKH,

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

(1. 269)

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

Part 11 (1. 278-328)

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

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

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

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

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

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

(1.278)

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

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

016d myme pabpuku u Aaboparopum.
(1.284)

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

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

0233m Yro mue go Qaycra,

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

rBO3Jb Y MEHA B cariore

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

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

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

0432m Chyuaiire!

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

(1. 304)

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

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

1123d I1AeBaTh, yTO HET

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

OT KOIIOTH B OCII€.
1122f A 3nalo —

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

KaXKABIA —

ACPHKHM B CBOCH NATEPHE
121f MHPOB IIPHBOAHBIE PEMHH!

(1.323)

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

Part II (Il. 329-68)

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

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

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

151f M He OBIAO HH OZHOTO,
KOTOpBIH

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

(1.329)

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

1022d Ho mue —

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

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

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

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

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

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

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

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

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

1111f A ayBac— ero npeJjreva;

011m a—rAae 60Ab, BE3A€;

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

1211lm  Yxe HMYEro NPOCTHTH HEAB3A.

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

022f TeICAYY ThicA4 BacTuanii!

(1.348)

The poet’s proclamation of revolution is conveyed in verse which is regular and
even traditional in form. The stress scheme varies from stanza to stanza but
remains standard throughout, and the regular, dol'nik rhythm is accompanied
by traditional clausula patterns and a traditional graphical lay-out. In the first
half of this section, and especially in the first two lines of the second stanza, a
binary rhythmical tendency emerges within the dol'nik rhythm, but there is no
corresponding motif of constraint on the verbal level; conversely, the rhetoric
moves into cliché (‘roaroausix opa’), sweeping generality (‘s — rae 6oAb,
Besze’), and, in the original ‘kotopniii-To roa’ (1, 408), vague assertion (this was
only replaced by an anticipatory date after the Revolution). In the rest of this
section the verse gradually returns to ternary rhythm (dactylic again) and at the
same time the words, while not diminishing the thrust of the rhetoric, become



110

more concrete and pertinent. This is especially so in the second line of the last
stanza, because, in the logic of the poem’s movement, it is precisely the burning
out of the poet’s emotions and inner world which has led him to seek alternative
fulfilment in revolutionary prophecy.
The final stanza of the part appears to round off the poet’s vision of
revolution in triumph:
2142f U xoraa,
MPHXO0J €TO
MATEXKOM OrAallas,
032f BBIHAETE K CITACHTEAIO —
BaM A
0142f Aylly BBITaly,
pacromuy,
4106 60ABIIAA! —

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

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

Part 111 (ll. 369—403)

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

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

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

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

(1. 369)

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

Kak B rubeAb gpejHoyTa
OT AyLIAIUX CMa3M

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

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

BCTaA,

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

“Xopomo!”

(1.376)

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

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

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

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

(1. 396)

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

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

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

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

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

Hajo

KaCcTeTOM
111d KPOHTBCA MHPY B uepere!

(1.404)

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

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

1412m CMOTPHTE, KaK pa3BA€KalOCh

ﬂ —_—

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

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

(1. 410)

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

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

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

(1. 424)

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

0111/211d BcA 3eMAS TTOASIKET KEHIUHOM,

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

ry6bl BEIMHBI
2211f 3aCIOCIOKAIOT:

“nana, yana, naunal”
(1.429)

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

0123d Bapyr

H TY4H

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

(1. 435)

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

Part 111 (ll. 441-55)
TABLE 24

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

441) - — 8 4 — — 1 1 7 Ac 12

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

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

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

1222d CypOBOii rpuMacoi xeAe3Horo bucmapka.

(1. 441)

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

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

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

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

122m rpaaet renepan Iaauge!
(1.451)

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

Part 111 (ll. 456-75)

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

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

0222m  BrnbTe, ryAsumue, pyku u3 6piok —

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

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

1234h Haute, roAOAHEHBKHE,
MOTHEHbKHE,
MIOKOPHEHBKHE,

131d 3aKuciMe B 6A0XacToM rpAsHeHbKe!

133d Haure!
IToHeA€ABHMKH M BTOPHHKH

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

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

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

1222m Y106 paaru Tpenaruce B ropsiuke naasGsl,

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

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

Part 111 (ll. 476-505)

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

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

143f HspyruBancs,
BBIMAAMBAACA,
pe3an,

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

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

(1.476)

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

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

1241f Yixe cymaciecTBue.
Huvuero ne 6yaer.

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

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

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

112f INpumiaa.
IInpyer Mamaewm,

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

(1.491)

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

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

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

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

Part 111 (ll. 506-33)

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

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

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

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

(1. 506)

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

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

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

AeBOYKH — 3a6epeMeHeAn.

(1.513)

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

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

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

u 6yayT Aeteii kpecTuTh
221m MMEHaMH MOMX CTHXOB.

(1. 519)

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

0232d A, BocnieBalomuii MalIuHy 1 AHTAHIO,

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

(1.524)

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

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

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

Part 1V (ll. 534-641)

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

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

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

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

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

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

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

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

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

“yAHBHUTEABHO YECTHBIA".
1142/11122d Mapus,

BHAMILIb —

A YK€ HAYaA CYTYAHTBCA.

(1.534)

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

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

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

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

(1. 549)

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

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

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

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

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

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

IIPOEBIIHCh HACKBO3b,

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

BMECTe C HCCOCaHHOM GyAKO#

/KE€BOTHHA CTAPBIX KOTAET.

(1. 566)

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

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

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

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

BBIXapKaHHbIH Y4aXOTOYHOI HOYBIO B IPA3HYIO

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

TOPAO 3BOHKa!

(1.574)

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

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

1 Mapus!

111d 3BEpEIOT YAHII BBITOHBI.

1121f Ha mee ccaguHOM NaAbLibl JABKH.
1 Orkpoii!

0 BoasHo!

02d Buauis — HaThIKaHbI

1111f B raasa u3 gaMckux wAsH 6yAaBKu!

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

1 ITyctuna.

(1. 593)

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

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

02412f Aetka!

He 6oiics,

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

32222m CMAAT, —

0222212f BTO CKBO3b )KM3Hb A TalIy

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

4TO CHOBA,

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

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

(1. 594)

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

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

11 Mapus, 6amxke!
(1. 608)

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

1222d B pasgerom 6eccroiacTBe,

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

AMIUIb COTBIA allIPEADb €CTb.

(1. 609)

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

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

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

(1. 615)

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

11 Mapusa — aaii!
(1.624)

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

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

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

(1. 625)

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

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

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

(1. 638)

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

Part IV (. 642-82)

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

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

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

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

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

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

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

roaoBy Kpecrureas.

(1.651)

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

140m — ITocaymaiire, rocioaus 6or!

(1. 665)

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

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

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

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

1211/1220d A B pae onaTb noceauM EBouek:

211f NPUKaXH, —

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

Xouemn?

He xovems?

(1.676)

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

Part 1V (ll. 683-724)

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

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

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

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

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

(1.683)

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

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

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

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

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

(1. 693)

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

1312m KpbiAracTei€ TPOXBOCTHI!

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

(1.704)

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

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

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

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

(1.710)

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

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

010/20f A nay!

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

(1.717)

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

returns as the universe remains impassive.
\





