CHAPTER V

CHELOVEK

In ‘Ia sam’ Maiakovskii contrasts Chelovek (1916-17) with the preceding, or in
part contemporary, Voina i mir (1915-16): ‘B roroBe passopauusaercs “Boiina
umMup”, B cepaue — “Yerosek”’ (1,24).1 The very title echoes the last two lines
of Voina i mir (‘U on, / cBo6oaHbIii, / opy 0 KOM 1, // yeroBek — / IPUAET OH, /
BepbTe MHe, / Beppre!’ (1,242)), but, as it turns out, Chelovek refutes this
utopian vision which had been introduced as the creation of the poet’s brain. In
Chelovek Maiakovskii places the heart at the centre of the human condition,
but, although the poet hero’s heart can potentially transform the world and his
love could lead to liberation, the human condition as he experiences it in the
poem is not one of freedom but of chains.

Metrical Composition

In its metrical composition Chelovek occupies a transitional position between
the fluid accentual verse of Oblako v shtanakh and Fleita-pozvonochnik and
the system of discrete measures in Liubliu and Pro eto (and elsewhere),
between Maiakovskii’s early and later verse. Chelovek is already a polymetric
poem throughout, but in its accentual verse (the major metrical form) certain
metrical tendencies still emerge and consolidate within the poem, especially
towards the end in the chapter ‘Maiakovskii vekam’ where a system of discrete
measures is almost established. In his study of the poem Ivanov goes so far as to
identify certain metrical tendencies as discrete forms, but this creates consider-
able (acknowledged) problems of metrical interpretation in the many stanzas
which do not quite conform to the set forms,2 and it fails to account properly for
the way the metrical tendencies arise and develop in the accentual verse. In
general the criterion for identifying a metrical tendency is that in a given
passage the number of lines which deviate from the putative measure does not
reach a quarter of the total (this is the criterion used for the identification of a
transitional metrical form). This criterion, however, cannot be used to deter-
mine a free accentual tendency, which is less rather than more organized than
the surrounding accentual verse; but in the two consecutive passages which
have been classified as free accentual it is clear that the normal factors of line
length organization in Maiakovskii’s accentual verse, such as the leading role of
the four-stress form, are absent (as in the free accentual verse in the Tragedy).
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In addition to the metrical criterion, the passages must form compositional
units and consist of at least one stanza, although outside ‘Maiakovskii vekam’
most passages consist of three or more stanzas. The metrical tendencies within
the accentual verse are four-ictus accentual verse, alternating four-ictus and
three-ictus dol'nik, free accentual verse, and four-ictus amphibrachic dol'nik
(approaching amphibrachic tetrameter); there is also simple accentual verse
where there is no specific metrical tendency. The interpretation of the alternat-
ing four-ictus and three-ictus dol'nik tendency, which is found in just a single
stanza, is not altogether certain, but irf context it seems to make sense; the
four-ictus amphibrachic dol'nik tendency, on the other hand, is so regular that
it could be classified as a discrete measure, but in the context of the poem it can
be seen to develop out of the earlier accentual verse and so it has been
interpreted as an extreme example of a metrical tendency. The second most
prominent form in the poem is the iamb. There are various iambic measures,
but they too can all be shown to derive from a single basic form; the two main
measures, accounting for all but three stanzas, are alternating iambic
tetrameter and trimeter and iambic trimeter. Finally, three lines of hexametral
verse, the third major form in the poem, can be interpreted as based on the
related elegiac couplet and are classified here as a metrical tendency within
hexametral verse.

As usual the dominant stanza form is the abab quatrain but there are also five
five-line stanzas (four abaab and one ababa), one aabb quatrain (two cou-
plets?), and two couplets. Except where hexametral verse is involved, all
stanzas are metrically homogeneous (although in one stanza there is a shift of
tendency within accentual verse). Outside this stanza fabric there are five
unrhymed lines which can be interpreted as verse; three of these lines are
hexametral, while the other two are classified as accentual. There are also
seven ‘prose’ segments and a quotation which are not counted as metrical lines.
Finally, the prologue and two chapters open with headings of rhythmical prose,
while a third chapter opens with a numerical sequence. A full rhythmical
description and a breakdown of the metrical segments are given in
Appendix IV.

The five metrical forms or measures employed in the poem are accentual
verse, iamb, hexametral verse, iambic tetrameter with feminine caesura, and
three-ictus anapaestic dol'nik. The distribution of the poem’s 479 lines (474
rhymed and five unrhymed) among these five forms in the prologue and eight
chapters and also overall is given, in percentages of the relevant total, in
Table 1. The distribution of lines among the four metrical tendencies within the
accentual verse, the two main iambic measures, and the elegiac hexametral
tendency is given as well. The headings are marked, and the ‘prose’ segments
are shown as before, together with the quotation. The titles of the seven main
chapters — ‘Rozhdestvo Maiakovskogo’, ‘Zhizn’ Maiakovskogo’, ‘Strasti
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Maiakovskogo’, ‘Voznesenie Maiakovskogo’, ‘Maiakovskii v nebe’, ‘Vozvra-
shchenie Maiakovskogo’, and ‘Maiakovskii vekam’ — are abbreviated as
follows: RM, ZhM, SM, VnM, MN, VvM, and MV.3

TaBLE 1. Metrical Composition

Prologue RM ZhM SM VnM MN VvM MYV ‘Posled- Total Lines

’

nee

Heading + + - - + - + - -

Ac 44.4 54,7 577 64.0 47.6 86.2 83.7 73.4 25.0 66.8 320
Ac-Ac4 — 302359 — — 414 419 43 — 22.5 108
Ac-Dk4343 — — — 160 — — — — — 0.8 4
Ac—-AcF — — - - — 310 — - — 3.8 18
Ac-Dk4Am — —_ = = - — — 457 — 9.0 43

I 556 — 30.8 32.0 524 — 4.7 26,6 — 21.7 104
143 278 — 30.8 320270 — — 128 — 13.8 66
I3 278 — — — 19.0 — 47 43 — 52 25

Hx — 377 64 40 — 69 7.0 — 75.0 8.1 39
Hx-EC — —_ = = - — — — 750 0.6 3

T4c+1 — 75 — — — — 47 — — 1.7 8

Dk3An — — 51 — — 69 — — — 1.7 8

‘Prose’/Quote — - — — 1 5 — 2 —

Lines 18 53 78 25 63 58 8 94 4 479

The table shows that accentual verse appears in every chapter and accounts
for almost exactly two thirds of the total lines, while the two main, four-ictus
metrical tendencies account for nearly half the accentual lines. The other two
prominent themes, the iamb and hexametral verse, both recur through the
poem, though not in every chapter, and there is already some indication of
their incompatibility: where one is prominent the other is generally muted or
absent.

In its compositional outline the main body of the poem can be divided into
three roughly balanced parts, or movements, with the first three chapters, the
middle two chapters, and the last two chapters forming larger compositional
units; the beginning of each part is marked by a heading. The prologue
introduces the two most prominent metrical themes, accentual verse and the
iamb. Then, in the poem’s first movement, ‘Rozhdestvo Maiakovskogo’ has a
prbminent hexametral theme, while ‘Zhizn’ Maiakovskogo’ has a prominent
iambic theme. ‘Strasti Maiakovskogo’, which is the first emotional climax,
stands out as the shortest chapter; yet it brings together accentual, iambic, and
hexametral verse, and it is the only chapter in which the iamb and accentual
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verse (in the alternating four-ictus and three-ictus dol'nik tendency) share a
common ictus scheme. The second and shortest part has distinctive but rather
diverse themes: the iambic theme continues even more strongly in ‘Voznesenie
Maiakovskogo’ but is absent from ‘Maiakovskii v nebe’, which features two
contrasting accentual themes, four-ictus accentual and free accentual (the most
irregular form); this chapter also contains most of the ‘prose’ segments. In the
concluding and longest part accentual verse dominates and becomes more
regular as the four-ictus accentual tendency gives way to the four-ictus amphi-
brachic dol'nik in ‘Maiakovskii vekam’; the emergence of this tendency
prepares for the dominant metrical theme of Liubliu and Pro eto. It is in the
first half of ‘Maiakovskii vekam’, however, that the four-ictus amphibrachic
dol'nik tendency is especially prominent, while the iamb takes over in the
poem’s finale. The elegiac variation of the hexametral theme rounds the poem
off in ‘Poslednee’. It is also possible to project a secondary division into two
halves, with the break after ‘Voznesenie Maiakovskogo’ at the end of the poet
hero’s life on earth. The secondary division distinguishes the greater prom-
inence of iambic verse in the first half and the dominance of accentual verse in
the second, and so highlights a continuity between the first two parts and the
second two parts respectively.

1. Accentual Verse

Accentual verse is the major metrical form in the poem. It is the vehicle for the
poet hero’s experience of the world at large; as the poem develops this is
increasingly projected in a temporal dimension and takes on narrative form.
The four-ictus accentual tendency first appears after the iambic tetrameter with
feminine caesura has established a four-ictus scheme, and in three main,
parallel passages it is the vehicle for the poet hero’s description of the nature of
things on earth, in heaven, and on earth once more. The four-ictus amphi-
brachic dol'nik tendency emerges out of the four-ictus accentual tendency as
the theme of millennial inertia comes to the fore in the first half of ‘Maiakovskii
vekam’. In Pro eto the ballad associations of this form are clearly indicated, but
here, although there is a reference to ‘ballads’ earlier in the poem (1, 258,
1.461),* such genre associations, which may be relevant to the narrative
structure of a journey through life (and beyond), are still incipient. Chelovek
was originally subtitled ‘Veshch'’ (1, 445), by which in part Maiakovskii prob-
ably intended to define the work as a poema, and it cannot readily be defined
in more specific genre terms. The free accentual tendency, which is only found
in the first half of ‘Maiakovskii v nebe’, conveys the poet hero’s experience of
the free, amorphous space of heaven. Finally, as already noted, the single
stanza of the alternating four-ictus and three-ictus dol'nik tendency serves to
link the accentual and iambic themes through a common ictus scheme.
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The accentual verse will be characterized both as one form and according to
the tendencies within it (including the simple accentual verse where there is no
specific metrical tendency). Difficulties of interpretation arise in the free
accentual verse of ‘Maiakovskii v nebe’ where the division into metrical lines is
not always certain, but for the purposes of classification a likely interpretation
which keeps the basic stanza form is adopted and a single line with a displaced
rhyme is considered to end at the graphical break.

The distribution of the 320 lines of accentual verse according to line length
(measured in stresses) in the prologue and eight chapters and also overall is
given, in percentages, in Table 2.

TaBLE 2. Line Length

10 8 7 5 4 3 2 1 Lines

Prologue — — — 250 375 250 125 — 8
RM — — — 6.9 79.3 13.8 — — 29
ZhM — — — 11.1  80.0 8.9 — — 45
SM — — — 12.5 68.7 125 6.2 — 16
VnM — — 33 100 433 233 10.0 10.0 30
MN 2.0 2.0 2.0 8.0 58.0 220 40 2.0 50
VVM — — — 1.4 722 139 111 1.4 72
MV — — — 14 84.1 8.7 29 29 69
‘Poslednee’ — — — — — —  100.0 — 1
Total 0.3 0.3 0.6 6.2 703 144 56 2.2 320

The consolidatory effect of the two main, four-ictus metrical tendencies is
evident in the high overall percentage of four-stress lines, while three-stress
lines are relegated to a minor role. The local presence of the two main
tendencies also shows in a higher percentage of four-stress lines in ‘Rozhdestvo
Maiakovskogo’, ‘Zhizn’ Maiakovskogo’, ‘Vozvrashchenie Maiakovskogo’,
and ‘Maiakovskii vekam’, while in ‘Maiakovskii v nebe’ this effect is off-set by
the free accentual tendency which can now be seen to develop out of a greater
spread of forms in ‘Voznesenie Maiakovskogo’. The tripartite compositional
outline is clearly evident. The first three chapters are relatively streamlined,
while the theme of diversity in the central chapters is emphasized; ‘Strasti
Maiakovskogo’, however, is already rather less streamlined than the first two
chapters and features the first appearance of a short line in the main body of the
poem. Thereafter short lines figure quite prominently, especially on the way to
and from heaven in ‘Voznesenie Maiakovskogo’ and ‘Vozvrashchenie Maia-
kovskogo’. Five-stress lines, on the other hand, recede in the last part of the
poem, and the progressive consolidation in the four-ictus scheme leads to the
highest percentage of four-stress lines in ‘Maiakovskii vekam’.
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The distribution of the 147 lines of simple accentual verse — accentual verse
where there is no specific metrical tendency — according to line length
(measured in stresses) is given, in percentages, in Table 3.

TaBLE 3. Line Length

7 5 4 3 2 1 Lines

0.7 8.8 55.1 21.1 10.2 4.1 147

The minor forms are naturally prominent here but the four-stress form still
plays the leading role, accounting for over half the lines and providing a
significant degree of organization; this is not free (deregulated) accentual
verse. The proportion of four-stress lines only falls below a half in the prologue
(37.5%) and ‘Voznesenie Maiakovskogo’ (43.3%). The role of the four-stress
form is further evident in the stress schemes found in the twenty-seven full
quatrains of this verse: all but four open with a four-stress line, and although
there is a great variety the four schemes that appear twice (4443, 4442, 4432,
4333) all confirm to a greater or lesser extent the leading role of the four-stress
form; it is notable, however, that there is no example of the 4343 scheme. This
accentual verse is found in every chapter, and the variations from chapter to
chapter (not presented here) fit in with the picture already established.

The distribution of the eighteen lines of the free accentual tendency accord-
ing to line length (measured in stresses) is given in Table 4.

TaBLE 4. Line Length

10 8 7 5 4 3 2 1 Lines

1 1 1 4 2 6 2 1 18

This table shows a deregulation of line length, with the full range of forms
found in the poem’s accentual verse and with the four-stress form weakly
represented; the profile differs strikingly from that of the simple accentual
verse, even in ‘Voznesenie Maiakovskogo’ (see Tables 2 and 3).

The distribution of the 108 lines of the four-ictus accentual tendency, the
four lines of the alternating four-ictus and three-ictus dol’'nik tendency, and the
forty-three lines of the four-ictus amphibrachic dol'nik tendency according to
line length (measured in stresses) is given in Table 5.

The four-ictus accentual tendency, as this Table shows, is the key form in the
poem’s accentual verse because it is the bridge between the simple accentual
verse and the four-ictus amphibrachic dol'nik. Its strong four-stress inertia —
all but ten lines (over 90%) have four stresses — enhances the leading role of
the four-stress form in the simple accentual verse and prepares for the
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TaBLES. Line Length

5 4 3 2 Lines
Ac-Acd 2 98 8 — 108
Ac-Dk4343 — 2 1 1 4
Ac-Dk4Am 1 42 — — 43

amphibrachic dol'nik tendency where the four-ictus scheme is maintained in
every line, with full stressing (the single five-stress line has a hypermetrical
stress in the anacrusis). The two five-stress lines in the four-ictus accentual
tendency both appear third in the stanza, while one three-stress line appears
second, one third, and six last. In the alternating four-ictus and three-ictus
dol'nik tendency a stress has to be interpreted as omitted in the first three-ictus
line, hence some uncertainty in the metrical interpretation; this is the short line
in ‘Strasti Maiakovskogo’.

The distribution of the 320 lines of accentual verse according to rhythmical
form in the prologue and eight chapters and also overall is given, in percent-
ages, in Table 6.

TABLE 6. Rhythm

Ac Tk Dk Ty By Short Lines
Prologue — — 87.5 — — 12.5 8
RM 17.2 37.9 44.8 3.4 3.4 — 29
ZhM 28.9 22.2 48.9 13.3 2.2 — 45
SM 31.2 18.7 43.7 18.7 — 6.2 16
VnM 20.0 10.0 50.0 16.7 — 20.0 30
MN 20.0 20.0 54.0 12.0 4.0 6.0 50
VvM 12.5 19.4 55.6 12.5 4.2 12.5 72
MV 4.3 7.2 82.6 42.0 1.4 5.8 69
‘Poslednee’ — — — — — 100.0 1
Total 15.9 17.5 58.7 18.4 2.5 7.8 320

The effect of the amphibrachic dol'nik metrical tendency is evident in the
high overall percentage of dol'nik (and ternary) lines, but it does not distort the
picture, while the emergence of iambic metre in the poem (out of the binary
rhythmical theme in Fleita-pozvonochnik?) has reduced the role of binary
rhythm in the accentual verse. The compositional outline of the poem is now
reinforced. In the first part a move, relatively speaking, towards the extremes
of accentual and ternary rhythm reaches a peak in ‘Strasti Maiakovskogo’, the
first emotional climax; this highlighting of ternary, rather than dol'nik, rhythm
adumbrates the amphibrachic development in the accentual verse. After
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‘Strasti Maiakovskogo’ the percentage of accentual lines falls as that of dol'nik
(and later ternary) lines rises, but this'movement towards regularity only
becomes clearly marked in ‘Maiakovskii vekam’ where the amphibrachic
rhythm of millennial inertia comes to the fore. Viewed on their own, however,
the two central chapters present an almost static picture.

The distribution of the 147 lines of simple accentual verse (designated simply
Ac), the 108 lines of the four-ictus accentual tendency, and the eighteen lines of
the free accentual tendency according to rhythmical form is given, in percent-
ages, in Table 7.

TasLE 7. Rhythm

Ac Tk Dk Ty By Short Lines
Ac 18.4 15.6 51.7 6.1 2.7 14.3 147
Ac-Ac4 17.6 27.8 54.6 16.7 3.7 — 108
Ac-AcF 27.8 16.7 38.9 11.1 — 16.7 18

The table shows that the free accentual tendency is also the least regular
rhythmically, but in respect of dol'nik and accentual rhythm the other two
types are close; the difference between them lies in the presence of short lines
in the simple accentual verse and the greater prominence of taktovik rhythm in
the four-ictus tendency. In the first two parts of the poem the variations from
chapter to chapter in the simple accentual verse (not presented here) reinforce
the rhythmical trends already noted, but in ‘Maiakovskii vekam’ this verse
remains rhythmically distinct from the dominant ternary inertia. Bearing in
mind the importance of ternary rhythm, the form with the rhythmical profile
most representative of the accentual verse as a whole (see Table 6) is the
four-ictus accentual tendency.

The distribution of the 108 lines of the four-ictus accentual metrical tendency
according to rhythmical form in the relevant chapters is given, in percentages,
in Table 8.

TaBLE 8. Rhythmical Development

Ac Tk Dk Ty By Lines
RM 25.0 56.2 18.7 6.2 — 16
ZhM 17.9 28.6 53.6 214 3.6 28
MN 16.7 20.8 62.5 16.7 — 24
VvM 11.1 22.2 66.7 19.4 8.3 36
MV 25.0 25.0 50.0 — — 4

The rhythmical development within this tendency, as Table 8 shows, is one
of the key underlying trends in the poem: the consistent rise of dol’nik rhythm
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up to ‘Vozvrashchenie Maiakovskogo’ shows that the appearance of the
amphibrachic dol’'nik metrical tendency has its origins right back in ‘Zhizn’
Maiakovskogo’ (just as the strong four-stress inertia in the four-ictus accentual
tendency prepares for the strict four-ictus scheme of the amphibrachic
dol'nik); so the poet hero’s experience on his return is essentially a continua-
tion of his life.

The distribution of the four lines of the alternating four-ictus and three-ictus
dol'nik tendency and the forty-three lines of the four-ictus amphibrachic
dol'nik tendency according to rhythmical form is given in Table 9.

TABLE 9
Rhythm — Dk4 Rhythm — Dk3
222 212 122 211 221 121 112 12 OS Lines
Ac-Dk4343 1 1 —_ = = = = 1 1 4
Ac-Dk4Am 29 7 2 2 1 1 1 43

The table shows that the metre as well as the ictus scheme of the four-ictus
amphibrachic do!’nik is maintained without a break. Out of context, therefore,
this could be defined as a separate measure, but in context, as the development
of the four-ictus accentual tendency has shown, it can be seen as the extreme
metrical tendency in the accentual verse. All the fully-stressed forms other than
the binary form are represented, but the ternary (222) form dominates while
the 212 form stands out among the secondary forms; it is these two forms which
have already appeared in the four-ictus lines of the alternating dol'nik ten-
dency. The underlying rhythm of the three-ictus line with an omitted stress is
also ternary. The dominance of the 222 form in the four-ictus tendency brings
the accentual verse close to a ternary base in ‘Maiakovskii vekam’.

The distribution of the 320 lines of accentual verse according to anacrusis in
the prologue and eight chapters and also overall is given, in percentages, in
Table 10. '

Unlike Tables 2 (line length) and 6 (rhythm), this table shows an overall
profile unchanged from the preceding poems (see Chapter III, p. 86, Table 5,
and Chapter IV, p. 137, Table 4); two factors which affect the profile — the
almost constant monosyllabic anacrusis in the amphibrachic four-ictus dol'nik
and a high proportion of zero anacruses (twenty-one out of thirty-four) in
heterogeneous stanzas with hexametral verse — more or less balance each
other. The compositional role of the anacrusis, however, is now more active. In
the first three chapters a clear linear movement, as in the rhythm, is evident, in
this case a progressive reduction in the length of the anacrusis with a climax in
‘Strasti Maiakovskogo’; this rhythmical quickening at the beginning of the line
will also be used to signal a climax in Liubliu and Pro eto. The two central
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TaBLE 10. Anacrusis

0 1 2 3 Lines
Prologue 50.0 37.5 12.5 — 8
RM 37.9 34.5 27.5 — 29
ZhM 55.6 333 8.9 2.2 45
SM 75.0 18.7 6.2 — 16
VnM 53.3 333 10.0 33 30
MN 36.0 44.0 18.0 2.0 50
VM 44.4 38.9 12.5 4.2 72
MV 10.1 87.0 2.9 — 69
‘Poslednee’ — — 100.0 — 1
Total 39.1 47.2 11.9 1.9 320

chapters then reverse this movement, a rallentando, and it is not until the
advent of the amphibrachic dol'nik tendency that the monosyllabic anacrusis,
relatively neutral so far, becomes dominant.

The distribution according to anacrusis in the simple accentual verse and the
four metrical tendencies is given, in percentages, in Table 11.

TaBLE 11. Anacrusis

0 1 2 3 Lines
Ac 50.3 35.4 12.2 2.0 147
Ac-Ac4 39.8 4.6 14.8 2.8 108
Ac-Dk4343 25.0 75.0 — — 4
Ac-AcF 33.3 44 .4 22.2 — 18
Ac-Dk4Am 2.3 97.7 — — 43

The table shows that the free accentual tendency again has the most diverse
profile, while the four-ictus accentual tendency is again the most representative
of the accentual verse as a whole. In the simple accentual verse there is a
preference for zero over monosyllabic anacruses, although this is inflated a
little by the influence of hexametral verse in the heterogeneous stanzas. In the
four-ictus accentual tendency there is a slight rise in the percentage of mono-
syllabic anacruses through the poem, but only to 47.2% in ‘Vozvrashchenie
Maiakovskogo’. All this serves to highlight the appearance of the almost
constant amphibrachic anacrusis in the four-ictus dol'nik tendency and indeed
the dominance of the monosyllabic anacrusis in ‘Maiakovskii vekam’ gener-
ally. It is interesting, however, that the amphibrachic anacrusis is found in
three of the four lines of the alternating four-ictus and three-ictus dol'nik
tendency.
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The single line with a displaced rhyme is not classified for clausula; the
distribution of the other 319 lines of accentual verse according to clausula in the

prologue and eight chapters and also overall is given, in percentages, in
Table 12.

TasBLE 12. Clausula

m f d h Lines
Prologue 50.0 25.0 25.0 — 8
RM 37.9 51.7 10.3 — 29
ZhM 22.2 51.1 26.7 — 45
SM 31.2 43.7 18.7 6.2 16
vVnM 30.0 60.0 10.0 — 30
MN 40.8 53.1 6.1 — 49
VVM 26.4 51.4 20.8 1.4 72
MV 23.2 60.9 15.9 — 69
‘Poslednee’ 100.0 -— — — 1
Total 29.8 53.3 16.3 0.6 319

This table shows a reduction in the percentage of dactylic clausulae and an
increase in the feminine clausulae compared with the preceding poems (see
Chapter III, p. 87, Table 6, and Chapter IV, p. 138, Table 5); there are just two
hyperdactylic clausulae. In this case the four-ictus amphibrachic dol’'nik ten-
dency hardly affects the profile at all. There are twenty-three heterosyllabic
rhymes (15.5%) combining accentual lines, but they are unevenly spread,
being especially prominent in ‘Strasti Maiakovskogo’ (42.9%) — which is
highlighted yet again — and to a lesser extent in ‘Vozvrashchenie Maia-
kovskogo’ and ‘Maiakovskii vekam’ (19.1%). There are just two examples of a
hypermetrical stress in the clausula in accentual lines. As usual, the clausula’s
role in shaping the poem’s compositional outline is relatively marginal,
although there are quite marked variations between the parts, especially in the
masculine and dactylic forms. ‘Strasti Maiakovskogo’ has the most diverse
profile, while there is a concentration in masculine and feminine clausulae in
the central two chapters in counterpoint to the theme of diversity there; the
percentage of feminine clausulae rises again in ‘Maiakovskii vekam’ in accord-
ance with the general movement towards uniformity.

The distribution according to clausula in the simple accentual verse and the
four metrical tendencies is given, in percentages, in Table 13.

This table reveals a relatively uniform picture with the free accentual
tendency, in contrast to its metrical character, having the most streamlined
profile. The simple accentual verse displays the greatest diversity, while the
four-ictus accentual and four-ictus dol'nik tendencies show a clear affinity.
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TaBLE 13. Clausula

m f . d h Lines
Ac 36.1 46.9 16.3 0.7 147
Ac-Ac4 17.7 58.3 16.7 0.9 108
Ac-Dk4343 50.0 50.0 — — 4
Ac-AcF 29.4 58.8 11.8 — 18
Ac-Dk4Am 20.9 60.5 18.6 — 43

The number of different types of clausula pattern and the distribution of the
sixty-six homogeneous accentual quatrains (excluding the one that involves the
line with a displaced rhyme) among them in the prologue and eight chapters
and also overall is given in Table 14.

TaBLE 14. Clausula Pattern

2

fmfm mfmf Others Types Stanzas

Prologue — 1
RM 2 —
ZhM 2 2
SM — —
VnM 3 —
MN 2
VvM 3

5

MV
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20 66

The ffff pattern has emerged as the leading type; it and the other two
prominent forms account for over half the total stanzas, while no other pattern
accounts for more than four. There is little significant variation between the
chapters, except for a discernible final move to greater uniformity, which is
evident in the prominence of the ffff form and the ratio of types to total stanzas,
in ‘Maiakovskii vekam’.

The number of different types of clausula pattern and the distribution of the
homogeneous quatrains of simple accentual verse and the two main metrical
tendencies — four-ictus accentual and four-ictus amphibrachic dol'nik —
among them are given in Table 15.

This table reveals little of interest: the ratio of types to total stanzas is
effectively the same in the two main forms, but the ffff pattern is relatively
more prominent (and the fmfm pattern less so) in the four-ictus accentual
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TaBLE 15. Clausula Pattern

ffff fmfm mfmf Others Types Stanzas
Ac . 6 6 2 13 13 27
Ac-Ac4 8 4 2 13 14 27
Ac-Dk4Am 3 — 3 3 4 9

tendency; both the ffff and mfmf patterns are prominent in the four-ictus
amphibrachic dol’nik tendency, but the fmfm pattern is absent.

2. Iamb

While accentual verse is the vehicle for the poet hero’s experience of the world
at large, the iamb conveys his particular fate. The iambic theme is essentially
earthbound, prominent only in chapters set on earth, but not in ‘Rozhdestvo
Maiakovskogo’ which projects the poet hero’s natural potential. The iambic
metre can express constraint for Maiakovskii, and the iambic stanzas record
the poet hero’s particular fate as imprisonment in space, time, society, art, and,
ultimately, in an eternity of unfulfilled love.5 Although less prominent in
quantitative terms than accentual verse, the iambic theme is the conclusive,
definitive metrical theme in the poem:; it is the iambic theme that concludes the
action of the poem in the final four stanzas of ‘Maiakovskii vekam’, and it is the
iambic theme that will stand for the poem Chelovek in Pro eto.

The distribution of the twenty-five iambic stanzas (twenty-one quatrains and
four five-line stanzas) according to measure in the prologue and relevant
chapters and also overall is given in Table 16.

TABLE 16. Measure

14343 143443 I3 13343 143523 I4 Stanzas

1 1 — — —

Prologue
ZhM
SM
VoM
VvM
MN

I
I
I
I
A\ = 00 NN

I
- |

I

I

I

Total 14 2 6 1 1 1 25

The table shows the leading role of the alternating tetrameter and trimeter
(the five-line form is a variation of the basic measure), with the trimeter as a
major secondary form. After the prologue has introduced both these measures
(in five-line stanzas), the leading role of the alternating tetrameter and trimeter
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is firmly established in ‘Zhizn’ Maiakovskogo’ and ‘Strasti Maiakovskogo’; the
trimeter then features prominently in ‘Voznesenie Maiakovskogo’, the most
densely iambic chapter in the poem, and finally, in ‘Maiakovskii vekam’, two
new forms are introduced. The other forms can all be related to the basic,
leading measure, and the derivation of the main secondary form, the iambic
trimeter, from the alternating tetrameter and trimeter is revealed in the way
the odd lines end in these two measures, as Table 17 now shows.

TaBLE 17. Odd Line Clausulae

m f d Lines
14343 34 — — 34
I3 — 1 12 13

The table shows that in the alternating tetrameter and trimeter the odd lines
invariably end in masculine clausulae, while in the trimeter, with a single
exception in the prologue, they end in dactylic clausulae; this means that the
odd lines in the iambic trimeter preserve the syllabic length of the odd lines in
the alternating tetrameter and trimeter. Furthermore, in all the trimeter
stanzas outside the prologue one or other odd line invariably features a
hypermetrical stress (a heavy hypermetrical stress) on the last syllable of the
dactylic clausula, for example:

111(1)d  Ilereii Ha WEIO AyY HAKHUHB!

111d CnAeTych B MAASALIEM A€TE !
111d I'pemaT Ha MHe
Hapy4YHHKH,
13d AIOOBH THICAYEAETHS . . .
(1.913)

The opening line of this stanza would be read as a tetrameter until the third line
is reached and the rhyme ‘Ayuy nakunp’ — ‘Hapyunnku’ renders the stress on
‘nakunp’ hypermetrical, and so it emerges that the trimeter derives from the
alternating tetrameter and trimeter through the suppression of the fourth
metrical stress in the odd lines. This contraction of the line should intensify the
theme of constraint, and the appearance of the trimeter in ‘Voznesenie
Maiakovskogo’ brings the iambic theme in the first half of the poem to its
climax.

The use of a hypermetrical stress in the clausula is thus closely associated
with the iambic theme. There are in fact nine such examples of a heavy
hypermetrical stress (and a further seven examples of a light hypermetrical
stress) in the iambic stanzas, not all in the odd lines of the iambic trimeter. Such
hypermetrical stresses are also found in the even lines of both main measures,
which suggests that these trimeter lines too might derive from a tetrameter
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form. This suggestion leads to a consideration of the sole stanza of iambic
tetrameter in the poem, the last two lines of which are in a non-verbal, or
pre-verbal, form that recalls the rhythmical gul of ‘Kak delat’ stikhi’:
1111m Kyaa reneps!
Kyaa raasa
1111m CAAJAT.
IMoas?
ITyckati moas!
2121m Tpans-as, A3UH-A32,
Tpa-As-Asl, A3MH-A32,
1111m TPA-A-ASA-AA-ASI-ASI-AA-As1!

(1.905)

The supposition that these last two lines represent an original, pre-verbal form
(the incorrect rhythm of the third line will be considered in context) could
imply in general that the alternating tetrameter and trimeter and the other
measures derived from it were originally generated in full tetrameter form with
masculine clausulae, hence the hypermetrical stresses in the clausulae of some
even lines. This could mean that the basic measure itself already involves the
suppression of a fourth metrical stress in the even lines; it could even lead to the
projection of a basic, underlying ictus scheme (four-ictus) common to both
iambic and accentual verse.

It is with the transformation into words, however, that the actual measure is
defined, and with it any possible associations. The alternating tetrameter and
trimeter — the basic iambic measure — is a typical ballad form and will be
overtly used as such in Pro eto, but here these associations, as with the
four-ictus amphibrachic dol'nik, are probably more incipient than actual; the
reference to ‘ballads’ (1. 461) comes at the end of ‘Voznesenie Maiakovskogo’,
the most densely iambic chapter, but not in an iambic stanza and its scope is
rather general.

The overall stress load in the forty iambic tetrameters and sixty-two iambic
trimeters and their distribution according to rhythmical form are given, in
percentages, in Table 18 (the two other iambic lines — a dimeter and a
pentameter — are not considered here).

TaBLE 18. Rhythm®

1 it 11 v VI Stress Load Lines
14 55.0 2.5 20.0 17.5 5.0 87.5 40
I3 71.0 8.1 21.0 — — 90.3 62

Certain rhythmical anomalies have been ignored in the classification of
rhythmical form: one fully-stressed tetrameter (form 1) has a disyllabic anacru-
sis and an incorrect, disyllabic interval (this is the first non-verbal line), while
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another (form m) has a zero anacrusis;? one trimeter (form m) features an
initial rhythmical inversion (a transferred stress), though not involving a
monosyllabic word as should be the case in the Russian iamb. The table reveals
an extraordinary rhythmical profile in both tetrameters and trimeters, with the
fully-stressed form dominant in both. As already noted in Chapter I, this
produces an unusually high stress load compared with both the theoretical load
(around 71% and 75% respectively for tetrameter and trimeter) and the
average load in actual verse (around 80% in both).8 Thus the significance of the
iambic metre is forcefully realized in the actual, ‘shackled’ rhythm of the iambic
verse. The rhythmical profiles are unusual not only in the dominance of the
fully-stressed form but also in the relative prominence of the secondary forms.
As Ivanov has pointed out, the dominance of form1 and the near equality of
forms m and 1v are quite unlike the classical profile of the iambic tetrameter,
where form 1v is the leading form, and recall instead Lomonosov’s earliest
iambic experiments, while in the trimeters the dominance of form1 at the
expense of form 11 is equally unusual.®

The key rhythmical feature in the iambic verse is the stress load, because it
shows the rhythmical realization of the theme of constraint; the overall stress
load in the iambic lines — dimeter, trimeters, tetrameters, and pentameter
combined — in the prologue and relevant chapters is given in Table 19.

TaBLE 19. Stress Load (%)

Prologue ZhM SM VnM VvM MV
'90.1 85.7 82.1 89.9 91.7 90.8
Lines 10 24 8 33 4 25

The prologue introduces the iambic theme with intensity, while the least
‘shackled’ rhythm is found in the eight lines of ‘Strasti Maiakovskogo’, but
otherwise the rhythmical constraint intensifies from ‘Zhizn’ Maiakovskogo’
through to ‘Maiakovskii vekam’. So the iambic theme, like the accentual
theme, develops through the poem to its conclusion in ‘Maiakovskii vekam’,
and the poet hero’s experience on his return is again seen as the continuation of
his life.

The distribution of the 104 iambic lines according to clausula is given in
Table 20.

This table again shows the association of masculine clausulae with the
tetrameter (the sole dactylic clausula occurs in the 3343 stanza), while over half
the trimeters (not only odd lines) have dactylic clausulae; this preference for
masculine and dactylic clausulae distinguishes the iambs from the accentual
verse. In the main body of the poem the contraction to a masculine clausula in
the trimeters only appears in ‘Voznesenie Maiakovskogo’ and ‘Maiakovskii
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TaBLE 20. Clausula

m f d Lines
12 1 — — 1
I3 16 13 33 62
I4 39 — 1 40
I5 1 — — 1
Total 57 13 34 104
% 54.8 12.5 32.7

vekam’ in accordance with the progressive intensification of the iambic theme
as the poem develops. As already noted, there are nine examples of a
hypermetrical stress in the clausula in iambic stanzas; there are also five
heterosyllabic rhymes (10%).

The number of different types of clausula pattern and the distribution of
stanzas in the various iambic measures among them are given in Table 21.

TasLE 21. Clausula Pattern

mdmd/ mmmm/ mfmf dddd dmdm Others Types Stanzas
mdmmd mmmmm

143443  — 2 — — — — 1 2
3 — — — 3 2 1 3 6
14343 4 4 4 — — 2 5 14
13343 — — — — — 1 1 1
143523 1 — — — — — 1 1
14 — 1 — — — — 1 1
Total 5 7 4 3 2 4 9 25

Because of the almost constant masculine clausula in the tetrameters there is
less variety here than in the accentual verse, and of the main patterns only one
(mfmf) is even relatively prominent in the accentual verse. In accordance with
the supposition of an original, prototype tetrameter measure with masculine
rhymes, the first three stanzas of alternating tetrameter and trimeter in the
main body of the poem maintain the mdmd pattern, while the first stanza of
trimeter in the main body of the poem has the dddd pattern; other patterns
appear as the theme of contraction develops.

3. Hexametral Verse

In the Tragedy and Oblako v shtanakh Maiakovskii had used hexametral verse as a
traditional poetical voice. There was no hexametral verse in Fleita-pozvonochnik,
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but in his next four major works — Voina i mir (1915-16), Chelovek (1916-17),
Misteriia-buff (1918), and 150000000 (1919-20) — he uses it in its own right for
its grand, heroic associations; these associations coincide with the broad
associations of long lines for him: ‘aAs repouyecknx MAH BeAMYECTBEHHBIX
nepegay Hago 6parts aruHHble pasmeps!’ (I, 102). Hexametral verse sets the
tone in the opening lines of both Misteriia-buff:

0212023f 3T0 06 Hac B3bIBAAA 3EMAS TOAOCOM NMYLIEYHOTO PEBA.
012214m DTO HaMH B36YXaAH MOASA, KPOBAMH OIOEHEI.
(11,169)
and 150000000
0221221f 150000000 MacTepa STOMH MOSMbI UMH.

010212d ITyass — purm.
Pu¢pma — oroHs U3 34aHUA B 3JaHHE.
(1, 115)

In the years around the Revolution Maiakovskii associates hexametral verse
with the theme of man’s heroic potential on earth (the earth is a recurrent
motif). This association is first established in the last part of Voina i mir in the
passage in which the countries of the earth, like Magi, bring their national
attributes as gifts to the new, corporate man; the passage ends in a hymn of
praise:

032111f “CAaBbCA, YEAOBEK,

BO BEKH BEKOB >XHMBH H CAaBbCA!
034011f Bcakowmy,

MKHUBYILEMY Ha 3EMAE,

CAaBa,

CAaBa,

caaBa!”

(1,238-39)

In Chelovek it is the poet hero himself who is cast in the role of culture hero
(Man), but in Misteriia-buff and 150000000 it is a collective. In Maiakovskii’s
later work, however, and already in the second version of Misteriia-buff
(1920-21), hexametral verse recedes.

The hexametral verse in Chelovek takes up the theme from Voina i mir and
serves as the poem’s point of departure in ‘Rozhdestvo Maiakovskogo’ where it
loudly proclaims the poet hero’s wondrous natural attributes, though not the
crucial attribute, his heart. As such, it is opposed to the iambic theme which
conveys the poet hero’s particular fate as imprisonment; formally, the oppo-
sition is of both metre (dol'nik/accentual vs binary) and measure, where the
hexametral theme of extension contrasts with the iambic theme of contraction.
Since the potential ballad associations of both the main iambic measure and the
four-ictus amphibrachic dol’'nik tendency in the accentual verse are probably
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more incipient than actual, the hexametral verse serves as the
principal bearer of associations in the poem and by extension becomes
emblematic of the poem’s title, of its promise, as it were. In this emblematic
role it recurs through the poem as a measure of the poem’s progress, of its
distance from the point of departure, and it is often highlighted at the beginning
or end of a chapter (and also in the headings). On the poet hero’s return to
earth, however, there is no place for his heroic potential, and in the single
stanza of ‘Poslednee’, after the iambic conclusion of the poem’s action, the
hexametral verse is subverted into a form which can be interpreted as based on
the related elegiac couplet; this marks the poem’s end and the final passing of
the heroic theme associated with its title.

In Chelovek and the other three works of this period the hexametral verse
can still be close to the hexameter, but Maiakovskii also moves to assimilate the
form into his accentual system of versification as a long measure, generally with
six stresses to the line and a central caesura, but not necessarily so closely based
on the metrical scheme of the hexameter proper; it is therefore more satisfac-
torily described like an accentual, rather than dol'nik, measure, although in
places it may be closer to the latter. There are two homogeneous hexametral
stanzas in ‘Rozhdestvo Maiakovskogo’, otherwise hexametral verse appears in
heterogeneous stanzas with accentual verse and in three unrhymed lines. In
two or three places the line length extends in advance of hexametral verse, but
such lines have not been classified as hexametral. The three lines which can be
interpreted as based on the elegiac couplet are classified together with the other
hexametral lines. The shift into this elegiac variation is adumbrated in two
separate lines in ‘Vozvrashchenie Maiakovskogo’ which have a zero interval
over the caesura, as occurs in the pentameter of the elegiac couplet (but not in
factin ‘Poslednee’); these lines, as in the Tragedy, are classified as rhythmically
correct (dol'nik).

The distribution of the thirty-nine lines of hexametral verse according to line
length (measured in stresses) and rhythmical form in the relevant chapters and
also overall is given in Tables 22 and 23.

TaBLE 22. Line Length TaBLE 23. Rhythm
9 8 7 6 5 Ac Tk Dk Lines
RM 1 — 1 12 6 4 8 8 20
ZhM - — 1 31 2 2 1 5
SM -1 - — — — 1 — 1
MN - — — 3 1 1 1 2 4
VvM —- - — 6 — — 1 5 6
‘Poslednee’ — — — 2 1 — 1 2 3
Total 1 1 2 26 9 7 14 18 39
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Tables 22 and 23 show that, compared with the earlier poems, there is less
variation through the use of longer lines but more in the rhythm (see
Chapter II, p. 31, Tables 2 and 3, and Chapter III, p. 88, Tables 8 and 9). The
six-stress form dominates, and in fact all the five-stress lines apart from the one
in ‘Poslednee’ could be related — some easily, some at a stretch — to a six-ictus
scheme. The dol’'nik metrical base of the hexameter, on the other hand, shows
less clearly than before and there is no ternary rhythm, but allowing for a
variable interval over the caesura a further seven lines (three in ‘Rozhdestvo
Maiakovskogo’ and four thereafter) could be classified as dol'nik in rhythm.
Both tables distinguish the main hexametral verse in ‘Rozhdestvo Maiakov-
skogo’ from the occasional hexametral lines in the rest of the poem. In the
strong hexametral context of ‘Rozhdestvo Maiakovskogo’ there is more scope
for variation, but later on the verse draws recognizably closer to a hexameter
base. This not only facilitates the perception of the lines as hexametral but also
renders the poet hero’s hexametral voice, the loud voice which proclaims his
heroic potential, more traditional and ‘quiet’ as the poem progresses (compare
the description of regular hexametral verse in Oblako v shtanakh as ‘Tuxoe
croBo’ (1,192)). To some extent this development parallels the movement
towards greater regularity in the accentual verse (compare also Maiakovskii’s
description of the amphibrachic tetrameter, which the four-ictus amphibrachic
dol'nik approaches, as ‘npuaymaHHbIi Ans wonoTka’ (Xi1, 84)).

The distribution of the thirty-nine lines of hexametral verse according to
anacrusis and clausula is given in Tables 24 and 25.

TABLE 24. Anacrusis TaBLE 25. Clausula
0 1 2 3 4 m f d Lines
22 7 7 2 1 17 13 9 39

The hexameter base shows, as usual, in the leading role of the zero anacrusis,
although it is notably less prominent than in Oblako v shtanakh (see
Chapter I11I, p. 88, Table 10); some, but not all, of the disyllabic and longer
anacruses can be seen to arise from omission of the first stress. The assimilation
of hexametral verse into Maiakovskii’s system of versification is further evident
in the introduction of the dactylic clausula, which was not used in the hexa-
metral verse of the earlier poems, and there are also three heterosyllabic
rhymes involving hexametral lines. The clausula profile, with masculine,
feminine, and dactylic clausulae roughly in the ratio of 4:3: 2, distinguishes this
verse from both the accentual verse and the iambs. The variations from chapter
to chapter in both anacrusis and clausula (not presented here) reinforce the
picture already established: again the greatest variety is found in ‘Rozhdestvo
Maiakovskogo’ and thereafter a more traditional profile returns, especially in
the anacrusis.



165

The assimilation of hexametral verse into Maiakovskii’s system of versifi-
cation is also evident in the great range of clausula pattern in the stanzas with
hexametral verse: there are in all ten different patterns in the fourteen
quatrains (two homogeneous and twelve heterogeneous), and the fmfm pat-
tern, previously the single main form, now accounts for only two quatrains.
Similarly, whereas the traditional hexameter is unrhymed and ends in a
feminine clausula, none of the three unrhymed hexametral lines here end in
feminine clausulae (in the Tragedy they did).

4. Iambic Tetrameter with Feminine Caesura

This is the measure of just two stanzas but it plays a crucial role in the poem
because it is the measure of the poet’s heart, his one natural attribute which
could transform the world. Physiologically, rhythm and subjective time are
determined by the heart; and, in accordance with the poem’s genesis ‘in the
heart’ (1,24) and its placing of the heart at the centre of the human condition,
this measure is at the centre of the poem’s metrical composition. Its metrical
scheme — x £ x X x x X x X — has both iambic and dol'nik features: it derives
from iambic metre, but through the expanded interval in the middle of the line
(over the caesura) it has the makings of a logaoedic dol'nik metre.1° So,
potentially, it could integrate the poem’s polymetric structure and provide a
metrical link between the iambic expression of the poet hero’s personal fate
and the accentual/dol’nik vehicle of his experience of the world at large, a link
between the particular and the universal. Its rhythmical movement might even
be taken to represent, figuratively, the rhythm of the heart in that the heart
beats regularly but is capable of a change in pace or time (the iambic metre
would remove this freedom). 1!

The two heart stanzas also play a key role in the poem’s composition. The
first, following the hexametral prelude in ‘Rozhdestvo Maiakovskogo’, directs
the accentual verse in a four-ictus scheme (just as this measure had done in the
Tragedy) and so initiates the movement which eventually leads to the amphi-
brachic four-ictus dol’nik in ‘Maiakovskii vekam’. At the same time, however,
it sets in motion the chain of events which leads to the poet hero’s ascension to
heaven, while the second stanza, at the very beginning of ‘Vozvrashchenie
Maiakovskogo’, rouses him from the oblivion of eternity and sets the poem
moving again towards its conclusion.

Finally, a certain lightness of tone in these two stanzas suggests that the
measure has broadly the same jocular associations here that it had in the
Tragedy, though without the specific Severianin reference. In view of the tragic
outcome of the poet hero’s love, the Old Man’s reaction to this measure in the
Tragedy would be equally appropriate in Chelovek:

12
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W By — B Tebe Ha KpecTe U3 cMexa
PacnAT 3aMy4EeHHBIH KPHK.

@1, 156)

There is no omission of stress in either stanza; the first has an ffff clausula
pattern, the second — fmfm.

5. Three-ictus Anapaestic Dol'nik

This is the only independent three-ictus measure in the poem (the iambic
trimeter is a derived form). It is used in just two stanzas and, in accordance with
the general role of three-ictus verse in Maiakovskii’s poetry, it has a marginal
role in the poem. This role can also be related to its association with the theme
of spiritual, disembodied love, love in the abstract (not the poet hero’s kind of
love), an association that derives from its use as a Symbolist voice in the
Tragedy. Its ternary base, on the other hand, can link it to the theme of the
inertia of time.

The opening line of the first stanza has been interpreted as a two-ictus line,
anapaestic in rhythm, although it might alternatively be interpreted as an
incorrect three-ictus line. The distribution of the other seven lines of three-
ictus anapaestic dol'nik according to rhythmical form is given in Table 26.

TABLE 26. Rhythm

22 12 21 11  Lines

4 1 1 1 7

The table shows a strong ternary inertia in this measure. One line has a
monosyllabic, not disyllabic, anacrusis; the first stanza has a dddd clausula
pattern, the second — fmfm.

6. Headings

As already noted, the headings at the beginning of ‘Rozhdestvo Maiakov-
skogo’, ‘Voznesenie Maiakovskogo’, and ‘Vozvrashchenie Maiakovskogo’
have a significant role in demarcating the poem’s tripartite compositional
outline. The last of these headings consists of a numerical sequence (partially in
words), but the other headings consist of rhythmical prose. The first heading, at
the beginning of the prologue, is openly liturgical in style and with an
intimation of a hexametral base, while the next two are clearly based on the
hexametral form. In context the numerical sequence, which has seven ele-
ments, can also be interpreted as having a hexametral base, especially as the
numerical motif is closely associated with the hexametral form. In this way the
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emblematic role of the hexametral form extends to the headings, while the
liturgical style of the first heading establishes the religious framework of the
poem.12

This detailed analysis of the metrical composition of Chelovek has further
illuminated the poem’s transitional status in the development of Maiakovskii’s
verse and, more specifically, in the composite text of his major love poems. The
role of the iambic theme has now been defined, while the key transitional
development within the poem is the emergence of the four-ictus amphibrachic
dol'nik out of the four-ictus accentual tendencys; this prepares for Liubliu and
Pro eto. Hexametral verse, on the other hand, has been to some extent
assimilated into his accentual system of versification.

The polymetric composition of Chelovek is an integrated structure. At its
centre is the heart measure, the iambic tetrameter with feminine caesura, which
provides a potential metrical link between the two main forms, the iamb and the
accentual/dol’nik verse, between the particular and the universal in the poem’s
model of the world; the rhythmical forging of this link, which on the face of it may
seem somewhat forced and artificial, will be considered in the commentary. The
other two forms, hexametral verse and the anapaestic three-ictus dol'nik, can
both be related to tendencies within the primary form, accentual verse. The
three-ictus anapaestic dol'nik has a ternary base but plays only amarginal role in
the poem. Hexametral verse, on the other hand, develops in a similar direction
to the accentual verse and has an important role as emblem of the poem’s title
and progress, while its distance from the iambs has a parallel in the distance
between the poet hero’s heroic potential and his actual fate.

The poem’s compositional outline has also been reinforced and clarified by
the detailed analysis of its metrical composition. After an introduction to the
two main metrical themes in the prologue, the first three chapters form a
coherent unit with a clear movement towards a climactic confrontation of
opposites, both metrical and rhythmical, in ‘Strasti Maiakovskogo’; this crucial
chapter has been highlighted from almost every angle. The diversity in the
middle two chapters derives from the negative resolution of this confrontation
and appears to lead to a loss of direction and impetus. The poem is set in motion
again by the second heart stanza, and the rhythmical preparation for the
emergence of the amphibrachic dol'nik theme in the accentual verse continues.
Similarly, the iambic theme gradually intensifies towards the conclusion of the
poem’s action in ‘Maiakovskii vekam’. The hexametral theme, on the other
hand, becomes weaker and more traditional and is ultimately subverted into an
elegiac mode in ‘Poslednee’.

The emergence of the four-ictus amphibrachic dol'nik tendency is not a
conclusion but a clarification, a clarification of the theme which will only be
worked through to a conclusion in Pro eto. The iambic and hexametral themes,
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on the other hand, both reach conclusions, but contrasting conclusions: the
forces of constraint that determine the poet hero’s particular fate are intensi-
fied, while his heroic potential passes away.

Commentary

The text of Chelovek divides into sixty-nine homogeneous metrical segments
(counting the unrhymed verse lines as separate metrical segments), seven
‘prose’ segments, and a quotation; or, if the various iambic measures and the
metrical tendencies within the accentual verse are treated as distinct, the
number of metrical segments rises to eighty-seven. The metrical segments
range in length from one to seventy-five lines, or, according to the second
criterion, one to twenty-eight lines.

On top of this metrical segmentation, however, and within the division into
chapters, the poem can be divided into twenty more or less discrete composi-
tional units (passages), ranging in length from four lines (the single stanza of
‘Poslednee’) to forty-six lines; much as in Oblako v shtanakh, thirteen passages
(over half) fall within the range of sixteen to twenty-eight lines in length,
although a further five are longer, from thirty-four to forty-six lines in length.
Eight of these passages are metrically homogeneous and twelve are metrically
heterogeneous, but even in the latter there is usually a dominant metrical
theme; the move from one passage to another is marked by a metrical break of
some kind or at least a transition within the accentual verse. Those passages in
the main body of the poem where there is a confrontation of contrasting themes
are all decisive in the poem’s action, above all the meeting with the poet hero’s
beloved in ‘Strasti Maiakovskogo’ and the meeting with the woman he mis-
takes for his beloved on his return in ‘Maiakovskii vekam’.

The description of each passage, divided into rhythmical as well as metrical
segments, follows the established pattern. It is worth recalling, however, that
binary lines are only classified for line length (measured in stresses); in the
iambs this shows precisely the key rhythmical feature, the stress load.

Prologue (ll. 1-32)
TABLE 27

Long 5 4 3 Short Ac Tk Dk Ty Form  Lines

Heading

1) - — 2 1 1 - - 3 — Ac 4
7) —- - 2 2 1 143443 5
15) — — — 4 1 I3 5
23) -2 1 1 — — — 4 — Ac 4
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The prologue opens with a heading of rhythmical prose in liturgical style
which introduces the poet hero in religious terms of day and night (time) and
the Book of his love:

CBALLEHHOCAYKHTEAS. MHPA, OTITYCTHTEAS BCEX IPEXOB, — COAHLIA A3AOHb Ha
rOAOBE MOEH.

BaarouecruBeiiieii B3 MOHALIECTBYIOLIMX — HOYH OOAaYeHHE HA IA€YaX MOMX.

A Heit AI06BH Moeii ThicAYeAncTOe EBaHTreAHe LeAylo.

(1,245)

There is no obvious metrical base to this rhythmical prose, but it may
adumbrate the hexametral base of the other headings since the first two
sentences (verses) both have a strong central break and the third, which
contains the familiar numerical motif, is more closely hexametral in measure.

In the prologue’s composition accentual verse encompasses the iamb, and
the poem now moves into verse form as the poet hero awaits release, the earth’s
Nunc dimittis:

1122m 3BeHsl1leii 60AbIO AIOOOBb 3aMOAS,
1112d AyLIOH
HHOE LIECTBHE YAIOIHH,

021m CABIITY
TBOE, 3€MASAL:
03d “Heine ornymaewmn!”

(1.1)

Although the leading, four-stress form is established in the first two lines, the
accentual verse will not be set in a four-ictus scheme until after the first heart
stanza, and the second half of the stanza introduces shorter — three-stress and
two-stress — lines from the accentual range. The rhythm in the first three lines
is regular, and again it is not until after the heart stanza that the rhythmical
range in accentual verse is thoroughly extended.

The next two stanzas concentrate on the poet hero’s earth-bound state and
the verse moves into the other main metrical form, the iamb:

1111m B xoBuere HOuH,
HoBhiit Ho#,
111m A KAy —
B Pa3sAMBE pHU3
1111m ceiiyac NpuAyT,
MPHAYT 3a MHOH

131m M y3€A pacceKyT 3eMHOMH
13m CEKHpaMH 3apH.
111d Hget!

Ilpumiaa.

PackyTanace.
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111d Ayuu Besge!

Ckpe6yT oHH.
111f 3arneAH NeTAH yTAO,
111f M THXO BXOAAT 6y AHH
31d C MIX IIEAYXOIO CYTOAOK.

(1.7)

The dawn has not brought release from earthly ties and the daily round. These
two stanzas introduce the two main iambic measures, alternating iambic
tetrameter and trimeter and iambic trimeter, but in five-line stanza form. In
keeping with the prologue’s role, however, these measures are merely intro-
duced, not yet actively harnessed, since there is no hypermetrical stress in a
clausula in the odd lines of the trimeter to show their derivation from the
tetrameter; instead, a light hypermetrical stress is found in the clausula of the
second line, while the third line is the only odd line in a trimeter stanza to end in
a feminine, not dactylic, clausula. Although a stress is omitted in each of the
last two lines of the first stanza, perhaps in accordance with the expectation of
release, the overall stress load in these two stanzas is very high (90.9%); this
provides an introduction to the iambic rhythmical theme of intensity. The
five-line stanza form itself, in association, as here, with the motif of possible
release, is found with an abaab rhyme scheme in two other iambic stanzas in the
poem; the expansion of the basic abab quatrain into an abaab stanza delays the
final thyme and so creates a sense of expectation, but the extended ababa form,
which here takes over when that expectation is not fulfilled, creates instead a
sense of continuation.13

The final stanza now returns to a broader view of the poet hero’s pre-
dicament in accentual verse:

01222m  CoAHLe cHOBa.

30BET OrHEBBIX BOEBOJ.
22221f Bapabanwur 3aps,

HTYyAQ,

3a 3€MHYIO I'pA3b Bbl!
012m CoaHnne!

Yro Xk,

CBOETO
1221f raauiaTas

Tak u 3abyaems passe?

(1.23)

This stanza introduces longer, five-stress lines, perhaps in preparation for the
hexametral verse to come in ‘Rozhdestvo Maiakovskogo’, but still not a range
of rhythmical variations; instead, the maintenance of dol'nik rhythm provides
an introduction to the essential rhythmical tendency in the accentual verse.
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‘Rozhdestvo Maiakovskogo’ (ll. 33-127)
TABLE 28

Long 5 4 3 Short Ac Tk Dk Ty Form  Lines

Heading

33) 1 1 - — — 2 - - — Hx 2
39) - -1 1 — —_ - 2 — Ac 2
42) 2 1T - — — — —_ - Hx 3
49) - -1 — — — 1 — Ac 1
51) 1 - — - — 1 - — — Hx 1
55) - - 3 - — -1 2 — Ac 3
63) 6 _ - — 1 4 3 — Hx 8
88) 1 - - — -1 — — 1
91) - — 1 1 — — 1 1 — Ac 2
95) 1 — - — — — 1 — Hx 1
99) 2 2 - - - - — 4 — 4
110) - — 1 — — - — 1 — Ac 1
112) -1 1 2 - 1 - 3 — 4
121) —- — 4 — — I4c+1 4

The chapters of the poem, the Book of the poet hero’s love, take their titles
from the Life of Christ and trace the story of the poet hero’s experience of the
human condition in search of a quasi-Christian myth of Man.# The first
chapter, ‘Rozhdestvo Maiakovskogo’, is the poem’s thesis; in it the poet hero
seeks to establish himself as Christ figure and culture hero, as Man — the ‘man’
glorified in hexametral verse in Voina i mir and promised in this poem’s title.
The rhythmical prose which stands at the head of the chapter has a clear
hexametral base in preparation for the hexametral theme in the verse to come:

Ilycrb, HaycbKaHHBIE COBPEMEHHUKAMH, IIMUIYT TAyIble HCTOPHKM: “CKyIIHON 1
HEMHTEPECHOH KM3HBIO JKUA 3aMEYATEAbHBIH MOST”.

(1, 246)

This readily divides into two six-stress segments, each with a strong central
word boundary. The point of this heading is reinforced and clarified in the
statement of theme at the beginning of ‘Ia sam’: ‘sl — nost. 9TuM U HHTEpECEH.
O6 sToM 1 nuiy. O6 OCTAaABHOM — TOABKO €CAH BTO OTCTOAAOCH cAOBOM’ (1, 9); it
is the poet’s life as fixed by the word in verse that counts.

The theme of the heading is continued into the opening stanza:

042145m 3Haio,
He [IPU30BYT MOE UM
TPEIIHHKH,
3a4BIXAIOLIHECH B aAy.
42144f IToa anAoACMEHTHI TIOTIOB
Moii 3aHaBec He onycTutcs Ha FoAroge.
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1112m Tax Bot u 6yay
B /A€THeM cagy
012f MUTh MOH YTPEHHHI Kode.

(1.33)

In this and the next two stanzas the poet hero proceeds from a series of negative
comparisons with Christ, and uses a combination of hexametral and non-
hexametral verse in a parallel way. Here the first two lines are hexametral, but
the second line only has five stresses and the rhythm bears no relation to the
dol'nik metrical base of the hexameter proper; in the second half of the stanza
the poet hero switches to banal actuality and the hexametral lines give way, in
ever descending length, to a four-stress and a three-stress line, both dol'nik in
rhythm. In the second stanza, however, the hexametral form is more sustained
in accordance with a more positive tone:

032321f B nebe moero Bupareema
HHKaKHX HE FOPEAO 3HAKOB,
121232m HHMKTO HE MEIIIaA

MOTMAaMH
CnaTh KyApOTOAOBBIM BOAXBAM.
02232f BoiA aGCcOAIOTHO KaK Bce
— A0 TOIHOTHI OJUHAKOB —
0212m ACHb

MOE€TroO COLUECCTBHUA K BaM.

(1.42)

The first two lines are now much closer to the hexameter; in the second half of
the stanza the poet hero again switches to actuality, but the third line can still be
interpreted as hexametral (it could be a six-ictus dol’nik) and even the second
part of the final, four-stress line could be interpreted as a hexametral half-line
in accordance with the grand tone of ‘comecrsus k Bam’. But in the third stanza
the tone falls and the negatives are reduced to the point of absurdity:

233242m U Hukro

He A0rajancs HaMEKHYThb

HeAaAeKoi

HeJEAHKATHOM 3Be3Je:
1111d “3Be34a — MOA —

A€HBb CHATDH HAITPacHO BaM!
2232m Ecau He

4EeAOBEYBLETO POKACHHA ACHb,
1212d TO YEPTa Ab,

3Be34a,

TOrAa elue

npasgHoBaTe?!”

(1.51)

Now only the first line is hexametral, with a less regular rhythm, and then the
four-stress lines of accentual verse take over.
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So in the fourth stanza the poet hero moves over to positive affirmation and
feeds off a poetic model (Pushkin’s ‘Skazka o zolotoi rybke’) to launch himself
into a hexametral hymn in praise of his miraculous natural attributes:

133122d Cyanre:

roBOpAIYIO pHIGEMKY

Bbly UM HUTAMH HEBOAA
212321f H TI0€eM,

. II0EM 30A0TYIO,

BOCIIE€BaeM prIOaYBIO yAAAb.
022221d Kaxk xe

ce6a MHE HeE IeTh,

€CAHM BEChb 1 —

CIIAOLIHAA HEBUAAAD,
233152f €CAH KaXKJ0€e ABHKEHHE MOEe —

OTrpOMHOE,

HeobOBACHUMOE 4y 0.

(1.63)

The six-stress hexametral scheme is maintained in every line, but the pivotal
third line, which marks the actual beginning of the poet hero’s hymn of
self-glorification, is the first and only regular, fully-stressed Maiakovskian
hexameter in the passage. In the following stanza the hexametral theme is
developed further as the poet hero shows off his hands and arms:

022123d /A Be ctopoHs! oboiigure.
B xaxxaon
AMBHTECH ATHAYYHIO.
22121m HagseiBaercs “Pyku”.

ITapa npexpacHbIX pykK!
112121221d 3amerbTe:

CrpaBa HaA€BO ABHUIATh MOTY

H CAEBa HaIIpaBo.

3amerbTe:

AyY1LYIO
01231m 1elo BLIGpaTh Mory

u 060BBIOCH BOKPYT.

(1.76)

The rhythm is more regular while the line length varies from five stresses in
the even lines (both of these lines can be related to a six-ictus scheme) to nine
stresses in the third line; such extended lines are a feature of Maiakovskii’s
hexametral verse, and here the extension emphasizes the arms’ extra ability to
reach out and embrace. .

In the sixth stanza the poet hero introduces his mind, but the hexametral
form breaks down in the middle two lines:

031222m Yepena mIKaTyAKy BCKpoOHTE —
CBEPKHET
AparolieHHeHIum yM.
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021f Ectb An,
yero 6 He Mor !
1123m Xoture

HOBOE BBIAYMaThb MOTY
122122d JKMBOTHOE?
Byaer xoaute
ABYXBOCTOE
HAH TPEHOTOE.

(1.88)

This breakdown of the hexametral form highlights the mind’s uneasy statusin a
poem which is centred in the heart, not the head (its inventions would also fit
uneasily into the natural world); moreover, unlike the arms that embrace and,
in the following stanza, the mouth that kisses, the mind does not fit into the
progression towards the poet hero’s heart.

The hexametral theme now reaches a conclusion when the poet hero
proclaims not only the sweetness of his mouth in a kiss but also the range of his
voice, both functions involving the tongue (compare ‘u y Bac / BbipactyT ry6sr/
AASA OTPOMHBIX ITOLIEAYEB / ¥ A3bIK, / POAHO¥ BCceM Hapo,aaM’ (I, 154)):

0221122f Krto ueroBar meHst —
CKaXeT,
€CTb AH
CAallle CAIOHBI MOe#i cOKa.
122112m IToxkouTcA B HEM y MEHA
MpeKpacHbIH
KpacCHBIH A3BIK.
21122f “O-ro-ro” mory —
3aABETCSA BbICOKO, BHICOKO.
21221f “O-IT'O-IrO” mory —
H — OXOTBI [109Ta COKOA —
0122m TOAOC
MATKO COMAET Ha HU3BI.

(1.99)

The rhythm is regular throughout and the finale of the hexametral theme is
marked first by the seven-stress form of the opening line and then, especially,
by the amplification of the third line into a parallel fourth line. The delay before
the final rhyme again creates a sense of expectation, and, in accordance with a
gentle descent of the poet’s voice, these two five-stress (but still hexametral)
lines are followed by a four-stress final line in preparation for the transition into
the heart stanza, the climax of this opening passage.
The heart is introduced in a transitional stanza of accentual verse:

1221f Bcero He couTemn!
Haxonen,
4106 B A€TO
01221m 3HUMBI,

BOJY B BHHO INIpEBpalaTh 4106 MOT —
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212f y MEHs

MO IE€PCThIO JKHUAETA
043m 6beTca

HeoOblYaliHEMIIINH KOMOK.

(1.112)

The line length in this accentual verse still varies, but the regular rhythm, which
continues for the first three lines, is transformed in the final line in order to
highlight the actual introduction of the heart.

The heart is the poet hero’s key natural attribute, for it alone can transform
the world. Itis set apart from his other natural attributes, which had been sung
in hexametral verse, by the move into a quite different and unusual form, the
iambic tetrameter with feminine caesura:

1121f Y aapur BOpaBo — HanpaBo CBaAbOHI.
1121f HanreBo rpoxHeT — ApoxaT MHPAXKH.
1121f Koro ewme MHe

AIOGHTB YCTAQTH OBI?
1121f Ko Amxer

MbAHBIN,

HOYaMH PSAKEH?

(1.121)

Pushkin is again the model as the first two lines rework lines from the Prologue
of Ruslan i Liudmila:

W et HanpaBo — MeCHb 3aBOAMT,
HaneBo — cka3ky roBopwur.

This derivation underlines both the heart measure’s relation to the iambic metre
and its transformation of it. With the heart stanza the poem’s thesis is complete,
and it is now ready to move into the proof, the narrative. The form of the stanza
—the heart’s beat, as it were — not only sets the four-ictus pattern which carries
the key rhythmical movement in the accentual verse but also provides a potential
metrical link between the accentual/dol’nik and iambic themes.

‘Rozhdestvo Maiakovskogo’ (Il. 128-61)
TABLE 29

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

128) - 1 11 - — 3 7 2 —  AcAd 12
157) - — 4 — — 1 2 1 1 4

The proof of the poem’s thesis begins in the four-ictus accentual téndency, the
keymetrical tendencyinthe poem’s accentual verse. In three parallelstanzas the
poet hero demonstrates the capacity of his heart to transform the world:
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0312f [Mpayeunas.

Ilpayku.

MHoro 1 MOKpo.
0324m PasoBaTbcs, YTO AH, Ha MBIABHBIE ITy3bIPH?
1321d Cmortpure,

HCYe3aeT CTOHOTHH OKOPOK!
0223m Kro sT0?

Aouepu Heba 1 3apu?
0321 Byaounas.

ByAounuk.

ByAku Bbinek.
1322m Yrto 6yAOUHHK?

MyKoii H3MyCOAECHHBIH HOAB.
11321f H Bapyr

y 6yAOK

3aru6aioTcsa rpuPbl CKPUIIOK.
2112m OH urpaer.

Bcé B Hero BAIOGAEHO.

1321f CanoxHasn.

Cano)xHHK.

IIpoxBoCT ¥ HHIIMH.
0413f Haao

Ha carnoru

KaKHe-TO FOAOBKH.
1134f B3rasHyA —

M B ap@bl PacITyCKaIOTCA TOACHHIIA.
2212f OH B KOpOHe.

OH npuHL.

BeceAmniit 1 AOBKHIA.

(1.128)

In each of these elementary functions — in essence washing, feeding, and
clothing — the poet hero’s heart inspires a creative transformation of the
relationship between man and things in work; this passage shows how life could
be, and serves as a prologue to the three main passages of the four-ictus
accentual tendency which show how life is. A corresponding rhythmical
transformation takes place in the four-ictus pattern set by the heart measure
and the integration of the poem’s polymetric structure is realized: the
expanded central interval over the caesura in the heart measure has extended
through the line, generating dol’nik rhythm (two lines), taktovik rhythm (seven
lines), and accentual rhythm (three lines), with intervals of two, three, and
even four syllables (but no zero intervals). In the first and third stanzas the
greatest rhythmical extension occurs at or near the moment of transformation
in the second and third lines, while in the second stanza there is an extra stress
at the beginning of the third line. Similarly, while the opening line of each
stanza preserves a strong central word boundary, by the third line this has been
moved; at the same time there is a syntactic transformation into a verbal
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construction, in each case with a verb of motion. Bearing in mind the heart
measure’s relation to the iambic metre, the transformation it inspires can be
interpreted as a liberation from constraint.

In the final stanza of the chapter the poet hero confirms the genesis of the
preceding stanzas and then moves into the narrative proper:

2011f 910 A
cepAue GpAaroM rMOAHAA.
2222f He6r1Baroe 4y10 ABajuaToro Bexa!

2332f H OTXABIHYAH TAAOMHHKH OT rpo6a rocroAHs.
2322f  Omnycreaa npaBoBepHBIMH ApeBHASA Mekka.
(1.157)

The verse remains in the four-ictus scheme, but there is a striking zero interval
in the first line before the rhythm levels out to mark the transition into the
poem’s narrative.

‘Zhizn' Maiakovskogo’ (ll. 162-216)

TasLE 30

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

162) 1 - — — — — 1 — —  Hx 1
163) - — 3 — — — — 3 —  Ac 3
170) - — 2 10 — 14343 12
190) - - 1 - — — — 1 — Ac 1
191) - 1 - — — — 1 — —  Hx 1
192) - — — 3 1 — — 3 2  Dk3An 4
197) — — 1 8 3 14343 12

The poem’s narrative now gets properly under way in ‘Zhizn’ Maia-
kovskogo’, which opens with a hexametral line:

022321f PeBoM BCTPEBOKEHO AOrOBO GAaHKHPOB,

BEABMOK H JOXKeH.
(.162)

The roar — the grand, heroic associations — of the hexametral verse in
‘Rozhdestvo Maiakovskogo’ has aroused the attention of the powers that be on
earth, but it is the poet hero’s doctrine of the heart which provokes them into
hostility:

0112d Boiman
AaThl,
30A0TO TEHbKaA.
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2121f “Ecam cepaue BCE,
TO Ha 4TO,
Ha 4TO e
0121d Bac Harpe6, Joporue A€HbIH, A?

(1.163)

After a regular four-stress narrative line the last two lines reproduce the
rhythm of the heart measure, but in a distorted form, preserving the internal
rhythm but not the monosyllabic anacrusis.

The bankers and grandees now act to contain the threat of the heart. They
imprison the world, and the constraint of iambic metre is imposed on the verse,
suppressing the potential for liberation of the expanded central interval in the
heart measure:

1111m Kak cmeror ners,

KTO IIPaBO AaA?
111d KT0 AHAM BEAEA HIOAHUTBCA?
113m 3anpure Hebo B npoBoJa!l
111d CKpyTHTE 3EMAIO B yAHILIbI!

(1.170)

This opening iambic stanza establishes the basic iambic measure, alternating
tetrameter and trimeter, with the basic clausula pattern, mdmd. The metre’s
constraint is well realized in the rhythm, with just a single omitted stress here
and only three more in the two stanzas following. In the next stanza the bankers
and grandees threaten to turn the poet hero’s hands from love to war, and in the
third he finds himself earth-bound and yoked in the daily round, with his brains
saddled by the law and his heart chained by religion:

031m 3arHa”HbIi B 3€MHOI 3aroH,
111d BAEKY ZHEBHOE HrO A.
311m A Ha Mo3rax

BerOM

“3akoH”,
111d Ha cepJtie Liernb —

“Peanrus’.

(1.183)

There seems to be no special significance in the trochaic form of the first line,
although it does mark the move from the bankers’ speech to the poet hero’s first
person narrative.

After three iambic stanzas, with the narrative still hardly under way, there is
now a sudden break to two unrhymed lines:

1211dx IloAXH3HU MPOLIAO, TENEPD HE BBIPBEILLCA.
31322/ ThricAYeraas HaACMOTPIUUK, pOHAPH, POHAPH,
021322mx $oHapu . . .

(1.190)
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The unrhymed status of these lines corresponds to the detached viewpoint
suddenly adopted as the poet hero looks at himself from the outside, but their
status, nevertheless, as verse is confirmed by the hexametral form of the second
line (the traditional hexameter is unrhymed). The temporal perspective of the
first line, a regular four-stress line, offers little prospect of escape, while in the
second line the familiar numerical motif arises, perhaps ironically, in associa-
tion with the hexametral form.

The three-ictus form of the hexametral half-lines (the second is anapaestic in
rhythm) leads into the three-ictus anapaestic dol’nik in the stanza following:

22/201d A B maeny.
Her mHue Brikyna!

222d OKoBaAa 3eMAA OKasiHHAA.
212d 51 6b1 Bcex B AIOGBH MO€E#H BBIKYIAA,
222d Aa B AoMa oOHeceH OKeaH ee!

(1.192)

This measure introduces the poet hero’s love in the abstract, but the shorter,
two-ictus form of the opening line (in the preferred interpretation) may be
related to the context of constraint.

The narrative moves forward again when the verse returns to the passage’s
dominant, iambic theme:

1111m Kpuuy ...

H gy!

KAIOYH 3BYyYar!
13f Tropemiuka rpuMaca.
131m Bpocaer

C OCTpHA AydYa
111 KAOYOK THHAOTO MsACa.

(1.197)

The measure is still the same, although the clausulae in the even lines have
contracted from dactylic to feminine. But there are two omitted stresses in this
stanza, one in a trimeter, and the opening line of the stanza following is one of
only two iambic lines in the poem with two omitted stresses (form vi1):

33m IToa xoxoTAHBOE
“Aral”
111f 6peay no 6peay xapa.
113m I'pemur,
TPUKOBAHO K HOTaM,
111f AAPO 3€MHOTO HIapa.

- (1.204)
This freer rhythm continues into a third and final iambic stanza:

113m 3aMKHYAO 30A0TO KAIOYOM
111(1)d rAasa.
Kowmy caenoro Bectn?
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113m Hagex
Tenepk A
3aKAIOYEH
13f B 6€CCMBICA€HHYIO ITOBECTD!

(1.210)

A stress is omitted in each of the first, third, and fourth lines, while the second
line reaches towards tetrameter form through a hypermetrical stress in a
dactylic clausula. Despite the apparent intensification of the theme of con-
straint on the verbal level, the stress load in these three stanzas is only 81.0%
and the progressive rhythmical loosening of the metre’s constraint prepares for
the poet hero’s rebellion in the passage following.

‘Zhizn' Maiakovskogo’ (ll. 217-52)
TasLE 31

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

217) - 1 3 — — 2 1 1 —  Ac 4
224) 1T - - - — 1 — — —  Hx 1
227) - — 1 1 - 2 — — —  Ac 2
231) 1T - - - = 1 - - — Hx 1
237) - 3 1 — — 2 — 2 —  Ac 4
245) - - 2 - — 2 - — — 2
248) 1 - - - — — — 1 —  Hx 1
252) - - — 1 = — 1 — —  Ac 1

In the two passages that make up the second half of ‘Zhizn’ Maiakovskogo’
the poet hero breaks free to present his definitive description of life on earth: it
is a world drowning in a vortex of money and ruled, from the point of inertia at
the centre, by the Ruler of All, the controller of hearts.

In the first line of this passage the verse is unable to break free from the
constraint of the preceding iambic inertia until the very last interval, but in the
second line, as the poet hero declares his rebellion, there is a zero interval:

1112f /10A0#1 BBICOKMX BBIMBICAOB 6pems!
0022d Bynt

My3 OGPC‘leHHOI‘O AAaHHHKaA.
(1.217)

The poet hero now launches into his description of the earth, a corollary to the
self-centred version put forward in ‘Rozhdestvo Maiakovskogo’. Accordingly,
he now moves as far from the iamb as possible: both into rhythmical irregu-
larity and back towards the hexametral form, which is the antithesis of the iamb
and the voice in which he had earlier proclaimed his own prowess. Following a
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preparatory five-stress line at the end of the first stanza and an enjambement
between stanzas, the verse reaches hexametral form at the head of the second
stanza:

0412f Bepammue B naBAMHOB
— BblAyMKa Bpama! —
03332d BEpAILIHE B PO3bI

— M3MBILIAEHHE JOCYKHX 60TaHHKOB! —
1243221m Moe
6e3ynpeyHoe ONMHUCaHHE 3EMAM
nepejaiTe U3 poja B POA.
(1.220)

The emphatic ‘moe’ announces the return to hexametral form and the main
body of the line has a clear six-stress hexametral structure, with a central
caesura and a regular rhythm thereafter. The second stanza then continues
with a description of the foaming, ringing vortex of money, and the final line
returns to a six-stress form that has been interpreted as hexametral, here with
an irregular, even spondaic rhythm (the Greek and Latin hexameters involved
spondees):
0412f PBscp u3 MepHanaHoB,
aTAaca apok,

034m TMEHUTCH,
3BEHUT 30AOTOBOPOT
013010f PpaHKOB,
AOAAAPOB,
pybaei,
KPOH,
HEH,
MapoK.
(1.227)

In the third stanza, which describes how everything, big and small, is drowned
in this vortex, the line length is kept long, though not quite hexametral. Finally,
in the concluding stanza of the passage, the poet hero identifies the Ruler of All
as his arch rival and enemy:

3342/3252m A nocpeauHe,
o6BeJeHHbI HEBO3MYTHMO# KaHMO#,

0134m LIEABIH OCTPOB pacliBETOYEHHOTO KOBPa.
012211m 3aech
AKMBET
IToBeanTeap Becero —
COTIEPHHK MOH,
031m MO¥H HEOAOAMMBIii Bpar.
(1. 245)

In the third line, which actually identifies the Ruler of All, the poet hero
assumes his-hexametral voice for the last time in the passage. After two

13



182

rhythmically irregular four-stress lines, this line forms a regular Maiakovskian
hexameter, though not with a central caesura; the centre of the line is occupied
by ‘TToBeauTteas Beero’.

‘Zhizn' Maiakovskogo’ (ll. 253-313)
TABLE 32

Long 5 4 3 Short Ac Tk Dk Ty Form  Lines

253) - — 1 1 — 1 6 5 3 Ac-Ac4 12
280) — 1 11 — — 1 2 9 3 12
309) - — 3 1 — 3 — 1 — 4

Now that the Ruler of All has been identified, the impetus towards rhythmi-
cal irregularity and the hexametral form recedes, and the rest of the chapter
completes the poet hero’s description of the earth with a characterization of the
Ruler of All, the controller of life. The four-ictus accentual tendency is
re-established and the rhythm gradually becomes ever more regular; this is the
first of the three main, parallel passages in the four-ictus accentual tendency.

The passage begins with a description of the Ruler’s dandy attire:

1332d Hexneiune ropoiIMHKH Ha TOHKHX YYAKaX €ro.
1222d IlITaHOB pPaHTOBCKUX BOCXUTHTEABHBI ITOAOCHI.
013d Tarctyk,

BbINIECTPEHHBIH aX0BO,
0322f C IEHIIH

1o rAo6ycy my3a pacroA3cs.

(1.253)

The rhythm is already more regular, but the third line only has three stresses; in
the rest of the chapter, however, only two other lines (a five-stress line and
another three-stress line) deviate from the dominant four-stress form. In the
ensuing stanzas the poet hero reveals that this figure, the object of world-wide
worship, is the vulgar and philistine reality behind life, behind its mysteries and
wonders. The movement towards rhythmical regularity reaches a dual conclu-
sion in the third and second to last stanzas of the chapter. In the third to last
stanza this rhythm has a binary leaning (there is a mention of ‘slaves’):

1211f Yeroipe yaca —
IIpeKpacHbIii I0BOA:
1121d “Pabuwr,

xo4y oTobeaarhb 3aHOBO!”
1111/131f U 6or

— €ro NpOBOPHBIA MOBap —
1212d H3TAHH

COYMHAET MACO Ga3aHOBO.

(1.293)
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In the second to last stanza, on the other hand, a ternary rhythmical tendency
emerges in association with the theme of love:

0322f BriTAHeTCA,

CaMKy B AIOOBH OAEAesB.
0242f “Xoueuwnb
6ecLieHHEHINYIO U3 3BE3AHOrO CKomna?”

1222f H soT
AASL HETO
AeruoH 'aanaeeB
1222f €AO3MT 10 3B€3JaM B I'Aa3a TEAECKOIIOB.

(1.301)

The word ‘camxa’ suggests that for the Ruler of All love is reduced to the animal
act of reproduction, and in this he is the successor to the Ordinary Young Man,
the Poet’s negative double in the Tragedy.

The culmination of the movement towards rhythmical regularity in this
ternary rhythmical tendency, the rhythm of inertia for Maiakovskii, provokes a
striking reaction in the last stanza of the chapter:

0520f BCTPACHIBAIOT PEBOAIOLIHH LIAPCTB TEABIIA,
1242m  MeHsET NOroHIIMKOB YeAoBeyHi TabyH,
2341f HO Teb64,

HEKOPOHOBAHHOI'O CEPAEL] BAAAEABLIA,

212m HH OAHMH He TporaeT 6yHT!
(1.309)

The first line of this stanza contains the most extreme variation of intervals
(from zero to five syllables) in the poem, but by the end of the stanza, after two
more rhythmically irregular lines, the verse has returned to dol'nik rhythm in
the three-stress final line; earthly rulers can be shaken or overthrown, but the
Ruler of All, whose sphere of control is at last defined as the heart, remains
untouched. This definition, together with the rhythmical divergence over the
last three stanzas, prepares for the climax to come in ‘Strasti Maiakovskogo’.

‘Strasti Maiakovskogo’ (ll. 314-60)

TABLE 33
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
314) - - 3 1 — 2 1 1 — Ac 4
321) — — 1 1 2 14343 4
327) - — 2 1 1 — — 4 2 Ac-Dk4343 4
334) — — 1 2 1 14343 4
340) - - 1 — — — 1 — — Ac 1
341) -1 3 — — 2 — 2 1 Ac 4
351) -1 2 — — 1 1 1 1 3
357) 1 - - - — -1 — — Hx 1
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‘Strasti Maiakovskogo’, as its title implies, is the climax of the poet hero’s life
on earth; it tells of a meeting with his beloved and her betrayal of him to the
Ruler of All, the ‘uncrowned master of hearts’ (1. 308). Its climactic role has
already been highlighted from almost every angle, and its metrical and
rhythmical composition embodies the themes of meeting, confrontation, ten-
sion, and divergence. Its metrical composition brings together and for the first
time properly confronts the poem’s two main metrical themes, accentual verse
and the iamb; it also includes an unrhymed line and a hexametral line, and the
rapid alternation of forms accentuates the tension. Within its accentual verse
the chapter is further distinguished by the rhythmical quickening of zero
anacruses, a surge of heterosyllabic rhymes, and the culmination of a move-
ment towards the opposing extremes of accentual and ternary rhythm.

The opening stanza carries on from the end of ‘Zhizn’ Maiakovskogo’ but
moves from description into narrative, with a zero anacrusis in every line:

0231f CAblure?

CABILIMTE AOLIAXKbE PKAHBE?
0224f CAbILIHTE?

CABIILIKTE BONAH aBTOMOGHUABH ?
0212f 370 HayT,

HAYT FOpPO’KaHe
041d BBIKYIIaTbCA B €T0 OOHAMH.

(1.314)

The repetition of the 4443 stress scheme from the preceding stanza underlines
the continuity between the two chapters, but the four-ictus metrical tendency is
not sustained into this chapter, and the rhythm already shows contrasting
tendencies.

The second stanza switches to the iambic metre when the poet hero finds
himself caught in the crowd:

1111m Pa3aus Alogeid.
3artepca B AIOA,

13f PACCTPOEHHBI M XAIONKHIA.
131m XBaTaioch 3a y341bl.
AosAaio
13f 3a parasl U 3a 106KH.
(1.321)

The measure is still the alternating tetrameter and trimeter, and the rhythm is
relatively unconstrained.

The third stanza leaves the iambic metre when the focus returns to the crowd
and the poet hero spies his beloved:
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0212f Yro aT0?

Tor?

Tyaa xe Begoma?!
15m B cBATOLIECTBE H3OATAAACH!
1222f Kak kpacHslit oHapsb y nybAHuHOrO A0Ma,
112m KpoBaB

HaAMBIIMHCA FAQ3.

(1.327)

In context, with stanzas of alternating iambic tetrameter and trimeter before
and after, the interpretation (following Ivanov)?5 of an alternating four-ictus
and three-ictus dol’ nik metrical tendency, though not altogether certain, seems
very plausible; the uncertainty comes from the fact that the second line has to
be interpreted as having an omitted stress, although its underlying rhythmical
form would be ternary. The dol’nik and ternary rhythm of the other three lines
supports the interpretation, because it so clearly distinguishes this stanza from
the other accentual stanzas in the chapter, as does the presence of a monosylla-
bic anacrusis in three lines. Such a correlation of the accentual and iambic
themes makes sense too, because this is the key transitional stanza in which the
outside world, through the poet hero’s beloved, becomes personally related to
his particular fate. In any case the rhythmical form of the second line, the first
short line in the accentual verse, stands out and marks the moment of
realization when the betrayal is no longer questioned.

The return to the iambic metre in the next stanza translates this betrayal into
the poet hero’s personal world:

113m 3auem tebe?

OcraHoBHCB!
111f A 3Halo pagocTs cAaxe!
1111m HaameHnHo Aec pecHHL| HaBHC.
31d OcraHoBHuCH!

Yumina yxe. . .

(1.334)

The poet hero’s beloved has not only aligned herself with the crowd in which he
is caught but has also shut herself off from him, thereby denying his love an
outlet; the measure is still the same, but there is one less omitted stress.

This iambic stanza is followed by a single unrhymed line:

0231mx Tawm, Bo3HOCACH Haa roAoBamH, OH.

(1. 340)

The unrhymed status of this line emphasizes the position of the Ruler of All
above the human fray and also, by extension, suggests the separation of the
poet hero from his beloved who has gone over to the Ruler of All. Ivanov
points out that this line could be interpreted as an iambic pentameter (a line of
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blank verse?),1¢ and the interpretation of it as indeed verse, rather than a
‘prose’ segment, is otherwise suggested by the poetic ‘Bosnocsacy’ and the
regular four-stress form. Even so there would seem to be a parallel between the
unrhymed status of this line and the breakdown into ‘prose’ when the poet hero
recognizes his loss of Maria in Oblako v shtanakh.

The unrhymed line halts the rapid alternation of accentual and iambic
stanzas. The stanza following, in which the poet hero goes on to describe the
Ruler of Allin closer physical detail than before, continues in accentual verse:

0222d Yepen 6recTHT,

XOTb HaA€Hb €TI0 HA HOTH,
2121f 6e3BOAOCHI,

BECh PACCHAACH B AOCKE.
02342f ToAbKO

y naabua 6e3IMAHHOTO

Ha rocAaeAHeH garanre
0415d TpH

u3-noa 6puArHaHTa —

BBIILIETUHUAHCH BOAOCHKH.

(1.341)

The rhythmical themes of the chapter are clearly manifested here: the stanza
moves from ternary rhythm through dol'nik rhythm to accentual rhythm in the
last two lines, and both rhymes are heterosyllabic; the extra stress at the
beginning of the third line heralds the introduction of the three hairs. This leads
into the final stanza of the chapter in which, in the final act of betrayal, the poet
hero’s beloved names the three hairs as, or after, his poems:1?

0312m Buxxy — noagominaa.
CKAOHMAACH pYKe.
0222h I'y6b1 BoAOCHKaM,
LIEMYyT HaJ HUMH OHH,
04203m “OAeHTOYKOIM” Ha3bIBAIOT OAUH,

“O6Aaukom” — gpyro#,
02232222d  TpeTuii — CHSAHBEM HEBEAOMBIM
KaKoro-To,
TOABKO YTO
MHOIO TBOPHMOT'O HMEHH.
(1.351)

This stanza continues the theme of rhythmical divergence, but its special
character lies in an obscurity, or obscuration, of metrical form (a reaction to the
betrayal of the poet hero’s art?). After two four-stress lines the third line, in
which Oblako v shtanakh and Fleita-pozvonochnik are named (Voina i mir is
left out), extends to five-stress form, but the rhyme (‘pyxe’ — ‘apyroit’) is hard
to discern: it is, unusually, a dissonance, and even lacks identity of the support
consonants. 18 In the final line Chelovek is not named, but it can be identified
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through the line’s hexametral form which is emblematic of the poem’s title and
its promise. This hexametral form, however, is made difficult to discern by the
adjectival and adverbial qualification in the middle of the line without which it
would form a perfect dactylic hexameter:

022222d TPEeTHH — CHSAHbEM HEBEAOMBIM . . . MHOIO TBOPHMOTO HMEHH.

(1.357)

So the first part of the poem ends, as it began, with hexametral verse, but the
hexametral form is now obscured as the promise of the poem’s title is betrayed
in a whisper.

‘Voznesenie Maiakovskogo’ (ll. 361-89)

TABLE 34

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

Heading

361) - — = 7 1 I3 8
370) - — 1 1 2 14343 4
377) - — — 3 1 13343 4
383) - - 2 2 1 143443 5

‘Voznesenie Maiakovskogo’ opens with a prose heading which marks the
transition into a new movement in the poem’s composition:

A cam nmoat. Jeteii yunre: “CoaHLie BcTaeT Haj KOBbIAAME . C AI06OBHOTO A0XKa
u3-3a Ero BoAOCMKOB AI0GMMOIA TOAOBaA.

(1,255)

This heading echoes the thrust of that in ‘Rozhdestvo Maiakovskogo’ and even
adumbrates the very title of ‘Ia sam’. It too has a hexametral base: it readily
divides into a seven-stress and a six-stress segment, and the first segment,
though not the second, has a strong central word boundary. There is also a
parallel with a hexametral line in the Tragedy: ‘Bac, aereit moux, / 6yay yuuts
HemnpeKAoHHO M ctporo’ (1, 158). Unlike the earlier heading, however, this one
looks more back than forward; it follows on from the preceding verse line,
rather than prepares for metrical themes to come, and sums up the outcome of
the poem so far.

In the opening passage of ‘Voznesenie Maiakovskogo’ the significance of this
outcome for the poet hero is translated back into verse form in the iambic
metre; the poet hero is imprisoned in a love that has no outlet and so his
thoughts turn to suicide. There is no break from the iambic theme in this
passage and it opens with intensity:
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111(1)d I'Aasamu B3BHAQ BBBICh CTPEAY.

13d Y Ap1bky y6epu TBOIO!
111d A cepaue pBETCS K BBICTPEAY,
111d aropao 6peaut 6puTBoIO.

(1.361)

The measure has contracted to iambic trimeter, and there is only one omission
of stress. In the second stanza the poet hero’s thoughts turn in delirium (a

recurrent motif) to Lermontov’s Demon, and the iambic theme intensifies
further:

111d B 6eccsa3HbIit 6pes o geMOoHe
111m PacTeT MOs TOCKa.
111(1)d U et 3a MHOIA,
K BOJAE MaHHT,
111m BEAET HA KPBIILH CKaT.

(1.365)

There is now no omission of stress, the clausulae in the even lines have
contracted from dactylic to masculine, and the hypermetrical stress appears in
the clausula of the third, not the first, line. The image of the hero contemplating
suicide over water, which originates here, will be the definitive image of
Chelovek in Pro eto.?®

In the rest of the passage, after the intensity of its opening, the theme of
movement is explored. In the third stanza the poet hero focuses on the whirling
snow that surrounds him, and the verse returns to the alternating tetrameter
and trimeter:

1111m ‘Chera Kpyrom.
CHeroB Haner.

13m 3aBBIOTCA U 3aMpYT.
131m H nagaer
— onATh! —
Ha AeZ
13m 3aMep3LIHi H3YMPYA.
(1.370)

Three stresses are omitted in this stanza, but in the first two lines of the fourth
stanza the iambic theme intensifies again when the coldness of rejection is
related to the icy landscape:

111d A PpourT ayma.
Mex Ab4OB OHa,
111f M €4 U3 AbJOB HE BLIUTH!
113d Bor tak u 6yay,
3aKOAJOBAaHHBIH,
04(1)d HabepexHoit HeBrl naTH.

©(1.377)
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The second two lines, however, are anomalous in form as the poet hero shifts
his spellbound state into the future: the third line, the only tetrameter with a
dactylic clausula, unbalances the stanza into a 3343 ictus scheme, while the
fourth line features a rhythmical inversion on account of the polysyllabic
‘Habepexnoii’, which is not strictly acceptable in the Russian iamb. But in the
opening two lines of the stanza following, the final stanza of the passage, the
iambic theme clarifies once more:
1111m  Hlarny —
U CHOBaA B MECTC TOM.
111m PBanycp
H CHOBa 3p}l.

(1.383)

The basic measure returns, and in accordance with the impossibility of move-
ment there is no omission of stress. But in the rest of the stanza, after a
graphical break, the possibility of escape arises in the shape of a bottle in a
chemist’s window:

1111m Bosasurcsa nepea HOCOM A0M.

131m Pa3Bep3Aach 3a OKOHHBIM AbJOM

13m nmy3aras 3ap.
(1.387)

A stress is omitted in each of the last two lines, and the expanded, five-line
stanza form again creates a sense of expectation in association with the motif of
possible release.

‘Voznesenie Maiakovskogo’ (Il. 390—435)
TABLE 35

Long 5 4 3 Short Ac Tk Dk Ty Form  Lines

390) ‘Prose’

391) - — — 3 1 I3 4
398) - - 1 3 — 1 — 3 2 Ac 4
406) 1 1 — 1 1 1 — 2 1 4
415) — — 2 1 1 1 — 2 — 4
422) — — 3 4 1 14343 8

The expectation of escape aroused by the sight of the chemist’s bottle leads
to the exclamation ‘Tyaga!’ at the beginning of the central passage of the
chapter:

1 Tyaa!

111(1)d Msaykana Kor.
Konrten, rops,
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111m HOYHHK.
3BOHIOCH B 3BOHOK.
13d Anrekaps!
Anrexkaps!
111m IToBHC Ha TAAKH HOT.

(1. 390)

Although ‘Tyaa!’ is set apart from the verse following by a graphical break, the
rhythm could lead one to interpret it as part of the opening line,2° but, as a
trimeter with a hypermetrical stress in the clausula, this line is already
equivalent to the basic iambic measure without ‘Tyaa!’. So, while ‘Tyaa!’ (the
possibility of escape) may lead into the line, metrically it remains outside it, and
the stanza itself intensifies the theme of constraint with a return to the trimeter
measure and only one omission of stress.

In the next three stanzas there is an extended abstraction from the iambic
theme which adumbrates the poet hero’s ascent from earth in the final passage
of the chapter:

0222f Bripocan,

CIyTaAMCh MBICAH,

OAE€HBH
102f pora.

ITArauem mMapas
022f OA,

PaCIAACTaACA B MOAEHBH
212f 0 MOEM ITOTEPAHHOM pae.
1212021f Anrekaps!

AnTtekaps!

Tae

A0 KOHLIA

cepAaLie TOCKY H3HOET?
122f Y ne6a Ab 6eckpaiiHero B HUBax,
02212f B 6peae Ap Caxap,

y MYCThIHb B TOMELIAHHOM 3HOE
22/012f €CTb MPHIOT AN PEBHUBBIX?
1211m 3a cTeHKaMH CKAAHOK CTOABKO TaMH.
114d Tsl 3Ha€1Ib BBICIIHE CIIPABEAAHBOCTH.
11m Anrexaps,

Aai
0221d Ayumry

6e3 6o0An

B IIPOCTOPLI BBIBECTH.

(1.398)

The abstraction begins and ends with a four-stress line, but in between,
especially in the middle stanza where his thoughts range far and wide, the line
length varies; the use of enjambement is also striking. In the rhythm there is a
clear ternary tendency in the first two stanzas, but in the third stanza, before the
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return to iambic metre, monosyllabic intervals are again more prominent; in
each stanza, however, there is one irregular interval.
The narrative now resumes in the iambic metre:

131m IIporsaruesaer.
Yepen.
“HA”.
111m CKpecTHAACh KOCTb Ha KOCTb.
1111m Komy aaemn?
Beccmepren 1,
31m TBOM HEOBIBAABIH TOCTb.

(1.422)

This stanza returns to the alternating tetrameter and trimeter, still with the
mmmm clausula pattern as throughout the chapter so far. In the final stanza of
the passage, however, before the chemist’s immortal guest leaves his disabled
state on earth, the verse returns to the original form of the basic iambic
measure, with the mdmd clausula pattern, and the iambic theme of the poet
hero’s life is rounded in circularity:

1111m I'Aa3za caemnrie,

TOAOC HEM,
111d H pa3yM 3arnep ABEpPb 32 HUM,
1111m TaK 4TO K
—eme! —
HallleA BO MHE,
111d 4T06 5140M OBITH PacTEp3aHHBIM?

(1. 429)

The fulfilment of every ictus states the iambic theme in absolute form, allowing
for no escape from within the iambs; the poet hero’s ascension in the final
passage of the chapter is not a development out of the iambs but, as in the
middle of this passage, an abstraction from them. The iambic theme therefore
awaits his return to earth.

‘Voznesenie Maiakovskogo’ (ll. 436-65)

TABLE 36
Long 5 4 3 Short Ac Tk Dk Ty Form  Lines
436) - — 3 1 — 1 2 1 1 Ac 4
442) —- — 3 — 3 - — 3 — 6
452) — 2 4 1 1 2 1 4 — 8

The poet hero’s ascension begins when the verse switches into accentual
verse in a stanza with a 4443 stress scheme:
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0324m MyTHasn Joraaka 1o raynomy npobpeaa.
0223m B oxHax 3eBaku.
AvibsaTcs Boaoca.
1132f U Bapyr s
IIAQBHO OIIABIBAIO ITPHAABOK.
222m IToToAOK OTBEP3aETCs CaM.
(1.436)

The dissolution of spatial causality is reflected in an enjambement of rhyme
when the rhyming word ‘npuaaBok’ creates a consonance that overlaps from
the first line into the second (‘npo6pena. // B oxnax’ — ‘npunasox’). The break is
also accompanied by a less regular rhythm, although subsequently, as in the
abstraction in the middle of the preceding passage, irregular intervals appear
more occasionally in a dol’nik context. But, in accordance with the possible
interpretation of measure in terms of the organization of space, the ability to
move freely in space is now principally conveyed through a gradual move
towards the dissolution of line length organization (compare the variation of
line length, and the use of enjambement, in the preceding abstraction);
thorough deregulation, however, does not come until the next chapter.

At first short lines appear with the leading, four-stress form. In the second
stanza, a couplet, the deregulation affects the stanza form too:

0lm Buaru.
MIym.
1212m “Haa aomoM Bucur!”

Hag aoMoMm Bumny.
(1.442)

In the third stanza four-stress lines alternate with a one-word refrain (‘Mumo!’
(11. 448, 451)), while in the fourth stanza they are followed by shorter lines:

1122f CryaeHTsi!
Bsgop
BCE, YTO 3HAEM H Y4HM!
0252m Ou3arka, XMMUA H aCTPOHOMHUSA — YYIlb.
022/32f Bor 3axorea
H 10 Ty4YaM
1m A€y K.

(1.452)

But in the final stanza of the chapter two four-stress lines are followed by two
longer, five-stress ones:

0202f Bcroay Teneps!

MoxHo Be3je MHe.
0212f B36ypscsa, 6arras MOSTOBBIX THHA.
02111d IoitTe Tenepn

0 HOBOM — noiite — /leMone
33112f B aMEPHKAHCKOM MHAKaKe

H OGAeCKe KEeATBIX OOTHHOK.

(1. 459)
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These last two lines, which present the poet hero as a new and dandy Demon to
be celebrated in song, approach the hexametral form in which he himself had
earlier proclaimed his wondrous human attributes.

‘Maiakovskii v nebe’ (Il. 466-520)
TaBLE 37

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

466) ‘Prose’
467) 1 1 - — — 1 — 1 — Hx 2
472) - - 2 - — — 1 1 — Ac 2
476) ‘Prose’
477) -1 — 1 2 1 — 1 1 Ac-AcF 4
486) Quote
487) 3 3 2 5 1 3 4 6 — Ac-AcF 14
520) ‘Prose’

The poet hero’s ascension to heaven is brought to a halt at the beginning of
‘Maiakovskii v nebe’ with a single word which stands outside the stanza fabric
of the verse:

0 Cron!
(1. 466)

After a graphical break the first two lines of the opening stanza move into the
hexametral form which was approached at the end of ‘Voznesenie Maiakov-
skogo’:
042122m CKuABIBAIO Ha TYYY
Belei
H T€AQ YCTAAOTO
KAaJab.
32121f BAaronpuaTHb MecTa, B KOTOPHIX JOCEAE HE OBIA.

(1. 467)

The hexametral form is now clear, but it has been divested of its worn out
associations. In the first line the poet hero throws off the very body which he
had proclaimed in the original hexametral verse, while the mock grandeur of
‘6aaronpusarab’ and the archaic ‘zoceae’ in the second line subverts the
hexameter’s traditional high tone. This subversion is made explicit in the two
four-stress lines which complete the stanza:

1333m OrasaapIBaoCh.

JTa BOT

3aAM3aHHAA TAaAb —
0212f 3TO U €CTb XBaAr€HOe He6o?

(1.472)
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A flippant, prosaic tone will now be maintained throughout the passage.

The poet hero’s experience of the free but amorphous space of heaven is
conveyed through a dissolution of the form of the verse; even the distinction
between verse and ‘prose’ (between what is inside and what is outside the
stanza fabric) ceases to matter. The opening stanza is followed, as it was
preceded, by a ‘prose’ segment:

12 ITocMoTpuM, nocMOTpHM!
(1.476)

In the second stanza the free accentual metrical tendency is established as the
line length varies from one to five stresses:

122f Hckpuno,
CBEPKANO,
6AecTero,

00102f u
LIOPOX IEA —
obAako
HAH

1d 6ecreanie

02f THXO CKOAB3HAH.

(1.477)

The conjunctions ‘u’ and ‘uan’ are incongruously highlighted by being placed
in graphical lines on their own, and ‘uax’ is even rhymed.

This stanza is followed by a quotation from Verdi which has an ironic
relevance for the poet hero:

0231 “Ecau KpacaBM1a B AIO6BH KASIHETCS . . .7

(1. 486)

The incongruity between the status of this line outside the fabric of the verse
and its objective status as ‘art’ emphasizes that such distinctions are irrelevant
in the amorphous heavens. There is a further incongruity between the high
associations of Verdi opera and the popular comic ring of the opening couplet
in the stanza following:

021f 34aecn,

Ha HebecHoilt TBepAH
012f CABILIATH My3bIKy Bepan?
02d B obAake ckBaKkHHa.

1330202f 3arasaeiBao —
aHTEABI [I0IOT.
BaxxHO JKMBYT aHT€ABI.
Baxso.
(1.487)

. In this stanza, which is presented as a single graphical unit, the standard abab
quatrain is rearranged into aabb form (or perhaps two couplets); the second
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couplet, in contrast to the first, combines lines of greatly differing lengths (two
and seven stresses respectively).

In the next three stanzas the theme of dissolution is taken further and affects
even the fundamental division into metrical lines. In the first of these stanzas
additional rhymes make it impossible to define the end of the third line or even
the number of lines in the stanza:

1221f OauH OTAeAHuACH

H Tak A06e3Ho
141m APEMOTHYIO HEMOTY pacTOpr:
12232f “Hy, kax Bam,

Baaaumup Baaaumuposuy,
HpaBuTCA 6e3aHa?”
12122212m H 5 oTBevalo Tak xe Al6e3Ho:
“IIpeaecTHas 6e3gHa.
besgna — Bocropr!”
(1. 495)

This could be a quatrain, a five-line stanza, or a six-line stanza, but in view of
Maiakovskii’s standard stanza form it has been interpreted (more or less
arbitrarily) as a quatrain with the ending of the third line placed (again more or
less arbitrarily) at the first ‘Gesana’. In the next two stanzas the theme of
dissolution reaches an extreme as the division into metrical lines and indeed
stanzas becomes even less certain:

2214321 Pazgpacaro BHaYane:
HeT Tebe
HH yTAQ HH OAHOTO,
122m HH 4alo,
HH K 4aI0 raser.
2231m INocreneHHO B)XKUBaACA HebecaM B yKAaA.
212m BBIXOXKY C APDYrHMH TAQ3€EThH,
21302f He MPHUIIAO AH HOBBIX.
“A, uBbI!”

PasocTHO OGHAA.
0323312231f  “3apascrsyiite, BAagumup Baagumuposuu!”
“3apaBcrByiite, A6pam BacuabeBuu!
Hy, xak KoH4aAHCB?
Huuero?
Y A06HO AB?”

122 Xopoime myToYKkH, a?
(1. 505)

The first stanza, if a quatrain, would appear to end at ‘raasets’, rhyming with
‘raser’, while the first component of the other probable rhyme (‘yraa’
— ‘yxaag’) is displaced from the end of the graphical line; to add to the
confusion there is another possible rhyme in ‘Bravare’ — ‘uu waw’, but this
would dissolve the stanza form.22 As it is, there would have to be an enjamb-
ement between this stanza and the one following, where it becomes almost
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impossible to perceive structure: there is one certain rhyme (‘06usar’ —
‘yao6Ho av’), but the search for another rhyme in expectation of a quatrain
remains frustrated and there is such a great distance between the rhyming
words that the sense of verse form more or less dissolves. The final, throw-away
‘prose’ segment with which the passage appropriately ends hardly seems
different in status from the preceding verse; structural distinctions have
dissolved.

‘Maiakovskii v nebe’ (ll. 521-66)
TaABLE 38

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

521) - — 3 — 1 2 1 Ac-Ac4 4
529) - — 11 1 — 3 1 8 1 12
548) - - 8 — — — 2 6 3 8
After 566)23 ‘Prose’

In the central passage of ‘Maiakovskii v nebe’ the poet hero moves on from
the experience of the free, amorphous space of heaven to a description of it as
the centre of the universe, and the verse shifts abruptly, and arbitrarily, into the
four-ictus metrical tendency within accentual verse; this is the second of the
three main, parallel passages in the four-ictus accentual tendency.

The opening stanza contains one of only two three-stress lines in the passage,
and the rhythm is still quite irregular:

1211f Ilonpasuroce.
CTan CTOATh IpH BBE3JAE.
1233m H ecan

3HAKOMBIE
SIBASIAMCh, YMHPaB,
3232f COIMPOBOXKJAAN UX,
NIOKa3bIBasA B PaMIIe CO3BE3AUMN
163m BEAMYECTBEHHYIO 6yTadopHIOo MHPOB.

(1.521)

In the middle three stanzas heaven is revealed as the ‘nenTparsHas cranuus
Bcex aBaenmit’ (1.529), a place from where the universe is directed with
mechanical indifference to the quality of life (compare the erosion of structural
distinctions in the preceding passage). Overall the rhythm is quite regular in
these stanzas, but with the odd less regular line as well.

By the end of the passage the rhythm has become more consistently regular,
tending even towards a ternary inertia. In the penultimate stanza the essence of
heaven is summed up as a ‘terrible orderliness’:
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1131/1221f  CepbesHo.
3ausnATo.
KTo0 Ty4yn 4bHHuT,
1211f KTO ap Haa6aBAs€T COAHLY B TIEYH.
1221f Bcé B crpamHoM nopsaxke,
B MOKOE,
B YHHE.
1222f Huxkro He ToAKaercs.
Bnpouem, u Heuem.

(1. 548)

The final stanza of the passage at last places the poet hero in this context, while
the sequence of narrative time breaks down:

1123f CnepBa pyraamce.
“IllaTaeTcsa 6e3 aena!”
2222m A ars cepaua,
araey 6ecreAnx cepAua?!
2222f ITpearokuA nm:
“Xorure,
1o obAaky
TEAOM
2112m Pa3BaAlOCh
u 6yay Bcex cosepuatn”.
(1.557)

The poet hero’s absurd proposition leads, however, into a final ‘prose’
segment:

0222 “HeTt, — roBopAT, — 3TO HaM He MoAxoAuT!”
02243 “Hy, He nogxoAUT — Kak 3HaeTe! Moe 4eA0 IpeAAOKHTD”.
(1,261)

Ternary rhythm may continue, but the continuation into ‘prose’ confirms that
in the context of heaven, where structural distinctions do not matter, verse
form is only a convention.

‘Maiakovskii v nebe’ (ll. 567-87)

TABLE 39
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
567) - -1 3 — 1 1 2 — Ac 4
574) - -1 3 — — — 4 2 Dk3An 4
579) —_ - 2 - — - — 2 — Ac 2
583) 2 - = = — — 1 1 — Hx 2

14
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In the final passage of ‘Maiakovskii v nebe’ the poem moves into the
temporal dimension, extending eventually into infinity. The first stanza intro-
duces the terrible mechanical process of time:

0212m Ky3Hu BpeMeH B34bIXal0T M€Xa —
111m M HOBBIH
roa
roTOB.
134f Orcioaa
HH3BEPraeTcs, rpoMbIXas,
013m CTpPauUIHbIi{ OITOA3EHDb FOAOB.

(1.567)

The rhythm now ranges once more, from binary to accentual, in a 4333 stress
scheme.

The second stanza places the poet hero in this temporal context in the
three-ictus anapaestic dol'nik (again the first line of the measure is irregular,
here with a monosyllabic anacrusis):

121f A cyeT He BeAy HEACAAM.
0122m Mpmi,

XPaHHMBIE B PaMaX BPEMEH,
211f MBI AIOOOBb Ha AHHU HE AEAUM,
222m HE MEHAEM AIOGUMBIX UMEH.

(1.574)

With the loss of a sense of time the only love for the poet hero in heaven is love
in the abstract, the spiritual, disembodied love associated with the three-ictus
anapaestic dol'nik.

In the final stanza the normal cadence is reversed and after two four-stress
lines (the first binary in rhythm) the measure extends into hexametral verse as
the poet hero falls silent and then asleep in the seas of eternity:24

0111f Crux.

Ay4aM AYHBI Ha MEAH
0122m CA€T,

BOAHEHHE CHAMH CMOPH.
021122f Byaro Ha nAsike 105KHOM,

TOABKO €Ill€ OHEMEAEH,
212123m M 110 MHE,

HaCKBO3b M3AACKaA,

KAaTATCA BEYHOCTH MOp}l.
(1.579)

The third line is a regular hexameter, but the last line has a disyllabic anacrusis
and an extended final interval; in its emblematic role as measure of the poem’s
progress the hexametral form, once a heroic roar, is now associated with
silence.
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‘Vozvrashchenie Maiakovskogo’ (ll. 588—678)

TABLE 40

Long 5 4 3 Short Ac Tk Dk Ty Form  Lines

Heading

588) - — 4 — — I4c+1 4
595) 1T - - - — —_ — 1 — Hx 1
598) - - 12 — — 2 7 1 Ac-Acd 12
620) - - 1 — — — 1 — Ac 1
622) 1T - - - — 1 - — — Hx 1
624) - — 1 — 1 -1 — — Ac 2
627) 1 - - - — - — 1 — Hx 1
632) 2 - - - - -1 1 — Hx 2
638) _ = - 2 — — 1 1 1 Ac 2
642) — — 9 2 5 — 3 8 — 16
667) - — 4 — — 2 - 2 — 4

The poet hero’s dormition in eternity is represented in the geometrical
numerical progression which stands at the beginning of ‘Vozvrashchenie
Maiakovskogo’:

1, 2, 4, 8, 16, ThICAYH, MHAAHOHBI.

(1,262)

Bearing in mind the numerical associations of hexametral verse, this heading
too can be interpreted as having a hexametral base, especially as it takes on
verbal form (and loses its mathematical rigour) at the sixth number, ‘thou-
sands’, which has been specifically associated with hexametral verse in this
poem; the extension beyond the hexametral span into ‘millions’ would convey
the sense of progression into infinity (compare the use of hexametral verse in
the progression backwards in time at the end of Act II of the Tragedy).

The roar of the hexametral verse in ‘Rozhdestvo Maiakovskogo’ had roused
the bankers to the threat of the heart, but now the second heart stanza must set

the poem in motion again, breaking the silence that has overcome the poet hero
and reawakening in him a sense of time and verse form:

1121f Bcrasaii,
AOBOABHO!
Ha coanne oun!
1121m Joxkoae 6yaemib pacnAacTaH, Hem?

1121f Bypuy cnpoconok:
“Yero rpoxovyT?
1121m Kto cmeeT cepatieM mymeTs BO MHe?”
(1.588)
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This stanza is followed, however, by an unrhymed hexametral line as the
poet hero searches for orientation in the featureless heavens:

012211lmx  YTpo,
BeYep AH?
PoBeH 6eAechiii cBeT Hebec.

(1. 595)

In rhythmical form this line is a regular Maiakovskian hexameter, though with
an asymmetric caesura; as an unrhymed, verse line, it re-establishes the
distinction between lines inside and outside the stanza fabric. It also institutes a
recurrent hexametral theme in this passage in association (subsequently) with
the motif of the earth.

The verse can now continue in stanza form in the four-ictus pattern set by the
heart measure. In the following stanza the poet hero attempts to reawaken his
sense of time:

0312m CKOABKO HX,
BEKOB,
yCTeAO YHTH,
0212m B apebe3ru gHeit pa3bUAOCh O AaAb . . .
0223m Aymaio,
CAAAS HA MACYHBIE ITYTH, —
2124m He Mos ceJas pa3Besnach 60posa Ab?

(1. 598)

These rhythmical variations within the ictus scheme of the four-ictus accentual
tendency recall the rhythmical transformation inspired by the heart stanza in
‘Rozhdestvo Maiakovskogo’, and in fact the rhythmical form of the opening
line here is the same as that of the first such line in ‘Rozhdestvo Maiakovskogo’.
But in the next stanza the rhythmical stride contracts when the poet hero turns
his eyes in the direction of the earth and forgotten themes awaken:

0121(1)d 3Be3abl Na4aM0T.
CraA raasa BeCcTH.

0111d He

TyAa,

Ha 3eMAI0, GpicTpas!
1122d ITpocHyAnce B cepatie 3a6bIThie 3aBUCTH,
1122d amo3r

AOCYKHH

(aHTa3HI0 BHICTPOHA.

(1. 605)

It is interesting to note both the hypermetrical stress in the clausula of the first
line (a device closely associated with the iambic theme) and the emergence of
binary, though not yet iambic, rhythm in the second line, because it was the
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iambic theme which both characterized and concluded the poet hero’s earlier
existence on earth. In the next stanza, however, as his brain imagines a new
order on earth, the rhythmical stride gradually extends again:

1211f — Teneps
Ha 3EMAe,
AOAMKHO ObITb, HOBO.
1222f ITaxyuue BECHBI pa3BECHAH B CEAAX.
0124f T'opoa kaxablit, AOAKHO GBITH, MAAIOMHHOBAH.
1123f IloeT ceMbs KPaCHOIEKHX B BECEABIX.

(1.614)

A curious feature of these last three stanzas is the move from all masculine to all
dactylic to all feminine clausulae.

With the focus now firmly on the earth, a sense of space must be re-
established: this is the inverse of the earlier dissolution of a sense of space,
which was conveyed through a dissolution of line length organization. In the
next stanza the verse moves out of the four-ictus scheme set by the heart stanza:

1112f Tocka BO3HHKAAQ.
Pe3suye u pesue.

022021d IJapcTBeHHO Ty4a BCTaer,
JAaAbHee BCIBIXHET 00AAKO,

02d BCE MHE MEPELIMTCA
0231d 6Au30CTD
KaKOro-TO 3€MHOT'0 OOAHKa.

(1. 620)

By the second line the growing nostalgia for the earth leads to a revival of the
hexametral form, with a grand tone too (‘uapcrBenno’), although the zero
interval over the caesura gives this line the form of the pentameter in the
elegiac couplet; subsequently, however, the verse falls away into a two-stress
third line. There is also an enjambement of rhyme, the device that marked the
initial dissolution of spatial causality in ‘Voznesenie Maiakovskogo’, as the
rhyming word ‘mepemuTtcs’ creates a consonance that overlaps from the first
line into the second (‘pesue. // IJapcTBeHHO” — ‘Mepeusumca’).

Following this stanza the hexametral form is tried again, but in isolation, in
an unrhymed line:

122121dx Hanpsrcs,
U1y
MEX APYTMMH TOYKAMH
3EMAIO.

Bort onal!

(1.627)

With the poetic and also monosyllabic ‘mexx’ in place of ‘mexxay’, this line forms
a regular six-ictus dol'nik (with a monosyllabic anacrusis); the graphical break
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before the final ‘Bot ona!’ highlights the eventual recognition of the earth, and
the hexametral form is complete.

This positive identification of the earth heralds a gradual consolidation of
line length organization in the remaining six stanzas of the passage in prep-
aration for the actual descent to earth. In the first of these stanzas the
hexametral measure continues for two lines, each divided into half-lines which
thus lead smoothly into the three-stress form of the last two lines:

022121d Breacs.
Mops pasauyaio,
I'Opbl B OpAHHOM KAEKOTE . . .

021321m Psaaom orelr.
Taxoii xe.
ToAbKo Ha yxo 6oAblLe TyT,
322f Ja roMcrepcs
HEMHOTO
Ha AOKTE
033m (POpMEHHBII AECHHYETO CIOPTYK.
(1.632)

In the following stanzas the yearning for the physical reality of the earth in
reaction to the boredom of heaven becomes ever stronger. The rhythm is
generally regular, while different variations of four-stress and shorter lines are
tried out in 4432, 4422, and 4342 stress schemes which all advance the leading
role of the four-stress form (the inverse of the earlier process of deregulation in
the ascent to heaven). In the penultimate stanza the four-stress form takes over
in three lines, with a one-stress second line:

1212f J0OBOABHO Ay4H 06CaChIBATh B CIISAYKE.
1m 3a mHoii!
2121f Bce paBHO 6€3 HOKEK —
Yero BaM MavykaThb?!
2232m U rarow He NoHaZ06MTCA B rPA3U 3€MHOM.

(1. 662)

Then in the final stanza of the passage the verse returns to a four-stress scheme
throughout and the poet hero is ready to descend:

0215m 3Be3api!

JAoBoAbHO

MYy4YEHHYECKHI NAECTH
1122f BEHOK

3eMae!

O3aKaTHAH KPaCHBIM.
0221m Kro tam

KpbIAGMH

K 3eMAe OAecTHT?
1022f 3apsa?

Croii!

ITo aopore Kak pa3 HaM.

(1. 667)
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An interesting feature of this stanza is the identical graphical division of each
line.

‘Vozvrashchenie Maiakovskogo’ (ll. 679-706)
TaBLE 41

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

679) — — — 3 1 3 4
683) - 1 - — — 1 — — —  Ac 1
687) 1 - — — — 1 — — —  Hx 1
690) - — 1 1 — — — 2 1  Ac 2
694) — — 4 1 3 2 1 2 — 8

At the very inception of the poet hero’s return to earth the iambic metre, the
metre of the last earthbound stanza, also returns in a lone stanza of iambic
trimeter:

31d To nepexkunyce pagyroi,
111d TO XBOCT 3aBbIO KOMETOIO.
111(1)d Yero moueA HrpaThb Ayroi?
111(1)d Kakyio xyTb B KaiiMe Tai0?
(1.679)

The presence of hypermetrical stresses in the clausulae of both an odd and an
even line distinguishes this isolated stanza from all the other iambic stanzas in
the poem. On the verbal level the poet hero is unsure of the significance of the
figures he traces in the sky, but on the metrical level the nature of the concealed
anguish is quite evident in the significance of the iambic metre. On this level the
poet hero’s descent immediately stirs the iambic theme of his existence on
earth, and the iambic conclusion of his return is adumbrated (compare the
earlier emergence of binary rhythm and a hypermetrical stress in the clausula at
the first thought of earth).

In the second stanza, however, the poet hero moves towards a grander view
of his aerobatics (compare the parade of his motions in ‘Rozhdestvo Maiakov-
skogo’):

14231d ITokassiBaio

MHpaM

HOMEpa

HEBEPOATHOH CKOPOCTH.
012011f Ayx

6€e340MHBIHI 4aBHO

TIIOAOH AYM O AaBHHX
0121f AHAX.

3eMHBIX NIOAYIIApHii FOPCTH
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022f BHXKY —
A€XaT ropoJa B HUX.

(1. 683)

The first line extends to five-stress form and might even be interpreted as
hexametral, although it has not been classified as such; the second line is
hexametral, although, as in another nostalgic line earlier in the chapter, the
zero interval over the caesura gives it the form of the pentameter in the elegiac
couplet. This is the last hexametral line before ‘Poslednee’ and it may well
adumbrate the poem’s elegiac close, just as the preceding stanza adumbrates its
iambic conclusion; the line ends in a striking enjambement. In the second half
of the stanza, as the present reality of the earth comes closer, the verse returns
to four-stress and then three-stress form.

The poet hero’s actual descent is now accompanied by some further, final
play with line length:

1421f OrtaeApHBIE TOAOCA PA3AHYAET YXO.
0lm Bamaxax B cTa.
02f “3apaBcTByii, crapyxa!”
221m ITockoAb3HYACA B acparbTe.
Bcraa.
(1. 694)

But in the last stanza, which has a 4244 stress scheme, the verse already moves
towards the four-ictus metrical tendency which takes over in the final passage
of the chapter.

‘Vozvrashchenie Maiakovskogo’ (ll. 707-55)
TABLE 42

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

707) - — 3 1 — — — 4 —  AcAd 4
716) - — 6 2 — 1 3 4 2 8
732) - — 4 — — — — 4 3 4

7 1 — - 3 5 — 8

738) —_ -

In the final passage of “Vozvrashchenie Maiakovskogo’ the poet hero describes,
from the point of view of an outside observer, how life on earth has not changed. In
preparation for the four-ictus amphibrachic dol'nik in the first half of ‘Maiakovskii
vekam’, the four-ictus metrical tendency is established in the accentual verse, and
the rhythm, overall, is quite regular; the passage does not, however, present a
steady rhythmical movement towards greater regularity. This is the third of the
three main, parallel passages in the four-ictus accentual tendency.
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The opening stanza immediately dispels the illusion of a new order on earth:
1221f U cHoBa

TOAIIA
B IIOBOAY Y ACAQ,
321d IrPOMOTOAOCHIN KATHACSA ACHb €€.
1122f O, ecTb AH
TAOTKa,
4T06 rpoMue Bryseaa
0221d — ropoaa rpomMie —
B €r0 ryA€HHeE.
(1.707)

Dol'nik rhythm is maintained throughout here, but by the third stanza the
rhythm has become less regular as the poet hero describes the frantic, world-
wide rouble chase:

1242f Ilo ckary skBaTOpa
u3 Yukar
ckB03b TaM60BBI
0302f KaTATcs pyban.
BriTAHYB BbIH,

0213h TOHATCA BCE,

TeAaMH yTpamMboBbIBast
022f ropHI, '

Mops,

MOCTOBBIE.

(1.722)

The ternary form of this last line leads into a strong ternary inertia in the fourth
stanza when the poet hero reveals the same old hand behind all the surface
commotion:

0222f HX TOT e ABICHIH
HEBUHUMBII BOAMT,
0222f FAQBHBIH TaHIIMEHCTEP 3EMHOTO KaHKaHa.

1221f To B BUAE HAEH,
TO 4€pPTa BpoOAE,
1222f TO 60rOM cuseT, 3a 06AaKO KaHYB.
(1.732)

In the penultimate stanza a contrasting, binary inertia takes over in the middle
two lines in association with the iambic theme of the daily round, the calendar
succession of days (compare ‘Baeky aneBHoe uro s’ (1. 184)):

0232f Tuwe, purocodsi!

S 3nao —

He CriopbTe —
1111d 3a4YeM MCTOYHHK )KM3HM JapEH UM.
1111f 3areM, yTob6 pBaTh,

3areM, 4T06 NOPTUTH
012f AHM AMCTKaM KaA€HAApHBIM.

(1.738)
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In the final stanza the poet hero dissociates himself from the popular mass and
prepares for his revenge:

012Im  Mx xanern!
A MEHS UM XaAb?
1221f Coxparu 6yAbBapsi,
caapl,
npeaMecTbs!
2232m  AHTHMKBap?
ITokaxmure!
IToxynaro KuHXaA.

1131d H craako yyBCTBOBATH,
4YTO BOT
I'lpCA MECTBIO .
(1.745)
The rhythm of this last line, with intervals of one and three syllables, will
highlight by contrast the move into the four-ictus amphibrachic dol’nik at the
beginning of ‘Maiakovskii vekam’.

‘Maiakovskii vekam’ (ll. 756-828)

TABLE 43
Long $§ 4 3 Short Ac Tk Dk Ty Form Lines
756) - — 4 — — — — 4 3 Ac-Dk4Am 4
766) - — 1 3 — — 1 3 — Ac 4
772) — - 4 - — — — 4 2 Ac-Dk4Am 4
781) —_ - 4 — — 2 - 2 — Ac-Ac4 4
789) - - 12 - — — — 12 12 Ac-Dk4Am 12
813) - - 9 - — - — 9 5 9

The opening passage of ‘Maiakovskii vekam’ is dominated by the four-ictus
amphibrachic dol'nik tendency; it takes over when the poet hero is held in the
dance directed by the Ruler of All, while metrical shifts occur when he stands
more or less outside this dance. In the opening stanza he falls straight into the
human swarm:

1212f Kyaa s,
3a4eM A°?
YAuueii coroi
1222f Meyych
YEAOBEYBbHUM
pa3)Ky)K)KCHHbIM y)\bCM.

1222f I'rna3a mpoOA€TaOT OKOHHBIE COTHI,
1222d M TAXKKO,
H 4yXKJ0,

M MEP3KO B HIOAE HM.
(1.756)
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Three lines in this opening stanza are ternary in rhythm and the 212 rhythmical
form of the first line is the most important secondary form.

In the second stanza, however, the verse shifts out of the four-ictus amphi-
brachic dol'nik tendency:

121f BuTpHHEI M OKHA TYIUHT
021m ropoga.

YcTan u cHuK.
1123f U ToAbKO

Ty4 BBINIOTPAIIMBAET TYLIH
121m KPOBaBBbIii 3aKaT-MACHHK.

(1.766)

The first, second, and fourth lines each have three stresses and, curiously, the
same dol'nik rhythmical form, while the third line has an extra, initial stress on
‘roapko’ and a less regular rhythm; the shift out of the four-ictus metrical
tendency appears to correspond to a shift in narrative viewpoint from subjec-
tive to objective.

The third stanza returns to overt first-person narrative and the four-ictus
amphibrachic dol'nik:

1122m CAOHHAIOCH.

Mocr $peepuyeckuii.

BAaes.
1222f H B cTpallTHOM BOAHEHBH B3HMPAIO C HETO .
1212m CTOsA, BCIIOMHHAIO.

BiA 3TOT 6GACCK.
1222f H sto

TOTrAa

HassiBaAoch HeBolo.

1.772)

The correlation of past and present, which begins here, will be repeated in Pro
eto, where the last two lines of this stanza serve as the epigraph to ‘Ballada
Redingskoi tiur'my’ and the image of the man on the bridge, itself a recollec-
tion of the hero’s earlier contemplation of suicide over water, stands for the
hero of this poem.

In the fourth stanza the verse again shifts out of the four-ictus amphibrachic
dol'nik, but this time just into the four-ictus accentual metrical tendency as the
poet hero’s recollection of the past leads to an opening of the temporal
perspective:

1112f 3aech ropoa 6bIA.

BeccmbicaeHHBIH ropoy,
0402f BBINyTAaHHBIN B ABIMBI TPYOHOTO Acca.
0112f B sToM camom ropoae

CKOpO
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0243d HOYM Ha4HYTCH,
OCTEKAEHEABIE,
6eaecnie.

(1.781)

The metrical shift is only relative, because the first line would fit into the
four-ictus amphibrachic dol’nik and the third line is also dol’nik in rhythm, but
the even lines are both accentual in thythm.

But this temporal perspective now dissolves in an eternally repeated present,
and in the next three stanzas the amphibrachic rhythm is maintained in every
line, with feminine clausulae in all but the last line too, thereby creating an
unbroken ternary inertia:

1222f HioAlo KamyT.

O6e3HoueA 3arpeThiii.
1222f H36peanaca B LIENMOT YEro-To CKBO3HOTO.
1222f To BHAMTCA KPECT Aa3apPETHOI KapeThl,
1222f TO CABILIHTCSA BBICTPEA.

YMOAKHET —

H CHOBa.

(1.789)

The apparent reference to the events of July 1917 (the bloody suppression of a
demonstration in Petrograd)?s implies a repetition of the past in the present, a
theme which is reinforced by echoes, both in this passage and earlier, of Blok’s
‘Noch’, ulitsa, fonar’, apteka’. By the third stanza the poet hero has a vision of
his beloved:

1222f N Buxy, Hag A0MOM
MO PHCKY OTKOCa
1222f AyY4aMH HAEIlb,
cobupaelb HX B KOITHBI.
1222f Tanycs,
HO TYMAHOM YIILAQ U3-T104 HOCa.
1222d H cHoBa cTo0
OHEMEADIIf H BKOTIAHHBIH.

(1. 805)

After the extended period of ternary rhythm the appearance of other, second-
ary rhythmical forms now highlights the almost physical sensation of his
beloved that is aroused in the poet hero:

1222f I'yAsIK IOAYHOYHBIX TOATIA PACKOAOAACh,
1121f MOYTH YTO YYBCTBYIO 3aMaX KOXKH,
1221f IIOYTH 4YTO AbIXaHbE,

TIOYTH 4YTO FOAOC,
1222f A AyMaio — IpH3paK,
OH B3fIA, Ja M OXKHA.

(1.813)
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The use of secondary rhythmical forms continues in the first two lines of the
next stanza, the final stanza of the passage, and a sense of expectation is
conveyed once more through the expansion into a five-line stanza form:

1122d PBanyAach,
BBIIIIAQ H3 BO3JYyXa Y3 OHA.
1212d Eii mano

—oaHa! —

PACKHHYAACh B IIECTBHE.
1222f O:xuBLIEE CEpALIE INAPAXHYAOCh TPY3HO.
1222f S cHOoBa 3€MHBIMM My4YEHbAMH y3HaH.
1222d /Ja3apascTByeT

— cHoBa! —

Moe CyMacliecTsHe!

(1.819)

The final line (and expanded stanza form) emphasize the key, repeated word
‘cHoBa’, and the action of the poem is now ready to take up from the past and
move towards its climax.

‘Maiakovskii vekam’ (ll. 829-904)

TABLE 44
Long 5 4 3 Short Ac Tk Dk Ty Form Lines

829) —- - 3 — 1 — 2 1 — Ac 4
837) ‘Prose’

838) — — 4 — — — — 4 4 Ac-Dk4Am 4
844) —_ 1 1 — — —_ — 2 1 2
848) - - — 1 1 —_ - 1 — Ac 2
851) — — 1 2 1 14343 4
858) _ - 4 — — —_ — 4 — Ac-Dk4Am 4
865) —_ — 1 3 1 143523 5
875) ‘Prose’

876) - — 8 2 2 1 2 7 — Ac 12
897) — — 4 — — — 4 2 Ac-Dk4Am 4

The reawakening of the poet hero’s heart and senses at the vision of his
beloved precipitates the poem’s second emotional climax. As in ‘Strasti
Maiakovskogo’, the first such climax, the verse becomes metrically complex
with a confrontation, juxtaposition, and now more extended interplay of
forms: four-ictus amphibrachic dol’'nik, accentual verse outside this tendency,
iambs, and ‘prose’, and all that these forms stand for comes into play.

In the first stanza the verse shifts out of the four-ictus amphibrachic dol’nik
which dominated in the preceding passage:



210

2112f doHapH BOT TaK ke Bpe3aHbl ObIAH
2131f B CEPEAMHY YAHIIbI.

/Joma roxoxH.
1231f Bor Tax xe,

M3 HUILUH,
FOAOBBI KOGBIABEH
02f BBLAEII.
— IMTpoxoxmii!
23 910 yAuna jKykosckoro?

(1.829)

The metrical shift again seems to correspond to a shift in narrative viewpoint as
a temporal perspective opens up. The continuation beyond the rhyme at the
end of the short, two-stress last line corresponds to the question’s logical status,
since the street has been renamed after the poet hero himself. In the following
stanza the passer-by explains the name of the street, and with a return to the
present the four-ictus amphibrachic dol’nik returns:

0222m  Cwmortpur,
KaK CMOTPHT JUTA Ha CKEAET,
1222f rAasa BOT TakKHe,
CcTapaeTcs MHMO.
1222m “Ona — MasAKOBCKOIO TBICAYH AET:
1222f OH 34€Chb 3aCTPEAHACA Y ABEPH AIOGHMOIT”.

(1.838)

The first line here features the only zero anacrusis in the four-ictus dol'nik, but
the ternary rhythm expresses the millennial inertia embodied in the name.
The poet hero, however, reacts with joy because revenge now seems close:

00222m  Kro,
51 3aCTPEAHACA?
Taxkoe 3aruyT!

1211d BaecTauyo pagocTs, cepatie, BbIYEKaHb!
Im OxHny
111f Aedy.

He6ec npuBbiyka.
(1.844)

The first line of this crucial transitional stanza continues the ternary rhythm
from the preceding stanza but is distinguished by the hypermetrical stress in the
anacrusis; the second line stays in the four-ictus amphibrachic dol'nik but the
monosyllabic intervals in the second half of the line lead into the iambic rhythm
of the last two lines. At the same time the move out of the four-ictus scheme
into these one-stress and three-stress lines is a return to the free variation of line
length associated with the heavenly habit of free movement in space; the poet
hero, though on earth, is not of it, not properly corporeal.
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The move into iambic rhythm leads into the iambic metre itself (in the basic
iambic measure) as the poet hero approaches his beloved, or so he thinks, in
search of liberation through revenge:

1111m  Bsricoxo.
T'Ay6ike BBBICH 3a1ueA

31lm 3a 9Ta)KEM STaXK.
131m 3aBecHAach.

CMoTpIO 32 IIEAK —
111m BCE TO Xe,

CIIAABHA Ta XK.

(1.851)

The rhythmical profile of this stanza, with stresses omitted in two lines, is still
relatively neutral.
The verse now moves back into the four-ictus amphibrachic dol'nik in
association with the theme of millennial inertia:
1212m CKBO3b THICAYH AET MPOIIAA — H IOHA.
1211d AeXullb,
BOAOCaA AyHOIO BBICHHSA.

1212m  Munyra. ..

H TO,
410 6BINO — AYHa,
1212d Ero oka3zaaack roAas AbICHHA.

(1.858)

Nothing has changed, apparently, but none of these lines have the ternary
rhythmical form; instead, three lines have the 212 form which will be used in
Pro eto as a thythmical signal of Chelovek.

But the iambic metre returns when the poet hero moves in to take revenge:

1111m Haien!

Teneps nyckaii mocnst.
111(1)d  Pyka,

KHMH)KaAa KaAO CTHCHB!
115m Kpaaycs,

IMPHTAAABIBAIOCH —
M OnATH!
11m A06AIO
M BCIATH
111d HMAY B AIOGBH M )KAAOCTH.

(1. 865)

‘Hamen!’ is set apart from the rest of the stanza as if ‘prose’, but, unlike ‘Tyaa!’
(1.390) earlier, it is drawn into the stanza not only rhythmically but also
metrically, because with its inclusion the line forms a standard tetrameter with
masculine clausula. In the crucial third line the possibility of release is held in
the final interval: this extends over two omitted stresses to push the line to
pentameter form, but a metrical stress is finally fulfilled — ‘onaTs!’—and in the



212

parallel fourth line, a dimeter, the poet hero finds himself in love again; the
sense of expectation (of release) created by the expanded stanza form is offset
by this rhythmical fall from pentameter to dimeter, and the last line returns to
standard trimeter form.

The final four stanzas of this passage round off the poem’s narrative and
clarify the situation, for, although the poet hero is in love again, the woman
turns out to be the wrong one. The absurdity of this situation also brings out the
ambiguity of the poet hero’s present status: he is on earth and subject to earthly
passions, but nevertheless not properly corporeal; he is both in and outside the
present. Since the narrative is rounded off between the poet hero and other
people (third parties), accentual verse takes over, but before the next stanza
there is a ‘prose’ segment:

02 Jo6poe yrpo!
1221d 3a)XKrAOCh SAEKTPHYECTBO.
I'Aas gBa BhIKaTa.
133m “Kro BBI?” —
“s Hukoaaes
— MHXKEHeP.
0212/312f BTO MOSA KBapTHpA.
A BbI KTO?
1221m Yero npucraere K Moeii xeHe?”

(1.876)

The whole conversation, from the greeting onwards, verges on the absurd; an
ambiguity or incongruity is already evident in the continuation from ‘prose’
into verse, while the stanza itself conveys ambiguity through a combination,
repeated in the next two stanzas, of lines that would and would not fit into the
four-ictus amphibrachic dol'nik, although the lines that would fit all have
secondary rhythmical forms. In the next stanza the poet hero realizes his
mistake and the line length varies more freely in a 4341 stress scheme:

1121f Yyskas KOMHaTa.
YTpo aAporao.
121m Tpsacsace yroakamu ry6,
1132d YysKad JKEHIUHa,
pasaeras JOroAa.
1m Bery.

(1. 884)

The third stanza also ends with a short line in a 4442 stress scheme as the poet
hero returns to the ground:

1221f Pacrep3aHHO#i TeHBIO,
60AbLIOH,
KOCMAThIi,

1211f HECYCb I10 CTEHE,

AYHO#M OOAMTBIH.
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1224f JKuabnnl BoIOEraioT, 3ariaxuBasi XaAaThl.
11f I'peMAIO O IAMTHI.

(1. 890)

But in the final stanza of the passage the verse at last returns to the four-ictus
amphibrachic dol'nik as the story ends in a legend which must have lasted, like
the name of the street, for thousands of years:

1222m IlIsefinapa yAapamMu B yTOA 3arHaA.
1222f “M3 cOpoK BTOpPOTO

KyJa ee geAu?”
1112m “AereHaa ectb:

K HEMY

M3 OKHa.
1212f BoT TaK u BaAsIAKCH

TEAO Ha TeAe”.

(1.897)

The ternary rhythm does not extend into the last two lines and the four-ictus
amphibrachic dol’'nik tendency ends with the same rhythmical form (212) as it
began, the form which will serve as a rhythmical signal of this poem in Pro eto.

‘Maiakovskii vekam’ (1. 905-31)

TABLE 45
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
905) - — 4 — — 14 4
913) _ - — 3 1 I3 4
918) - - 2 2 — 14343 4
925) — — 1 1 2 4

In the concluding passage of ‘Maiakovskii vekam’ the iambic metre returns
to seal the poet hero’s particular fate, and the rhythmical constraint intensifies
with just four omitted stresses in four stanzas (a stress load of 92.9%); the poet
hero is now locked forever in a love that can never be fulfilled.

In the first stanza the motif of delirium is realized in a breakdown of language
after two lines:

1111m  Kyaa reneps!
Kyaa raasa
1111m TASIAAT.
IToasa?
ITyckai moas!
2121m Tpa-Aa, A3uH-A3a,
Tpa-As-Adl, A3HH-A32,
1111lm  Tpa-AA-AA-ASA-AA-AA-Af-As!

(1.905)

15
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This is the stanza which, by reference to the rhythmical gul of ‘Kak delat’
stikhi’, suggests an underlying tetrameter measure in the iambic verse. Since
the rhythmical gulis represented in purely symbolic terms, without any value as
sound, the last line is probably closer to a possible original form than the third,
which already involves some sound play. The incorrect form of the third line
could be an example of that intermediate stage in the formation of a line when
the metre may be broken, especially as the fulfilment of the metrical pattern
can be taken as otherwise absolute, with no omission of stress.

But the poet hero is still free in space, and in the trimeter stanza following,
which echoes the lone stanza (also of trimeter) in ‘Vozvrashchenie Maiakov-
skogo’, he traces more figures in the sky:

111(1)d ITeTAeit Ha LIEIO AYY HAKHHBD!
111d CrnaeTych B maAdIeM Aete !
111d I'pemaT Ha MHE
HapYyYHHKH,
13d AIOOBH TBICAYEAETHSA . . .
(1.913)

The significance of the metre is now clearly recognized and the poet hero’s
imprisonment has been distilled to its essence, millennia of love.

The last two stanzas return to the basic measure, alternating tetrameter and
trimeter. In the penultimate stanza, which envisages the final extinction of the
universe, there is no omission of stress:

1111m IToru6Her Bce.
Coiger Ha HeT.
111f H Tor,
KTO XHM3HBIO ABHKET,
1111m MOCAE AHHI AYY
Ha/ ThMOM ITAQHET
111f M3 COAHII IOCAE€AHUX BBIAKET.
(1.918)
But in the last two lines of the very last stanza there are three omitted stresses:
1111m H ToArbkO
60Ab MOs
ocTpeit —
111m CTOIO,
OrHeM O6OBHT,
33m Ha HeCropaiolieM KocTpe
13m HEMBICAMMOM AIOGBH.

(1.925)

The penultimate line is only the second iambic tetrameter in the poem with two
omitted stresses (form VI). The striking rhythm of these last two lines serves to
highlight the poem’s conclusion, but it has more than just this compositional
function: the extreme rhythmical loosening of the metre’s constraint is an
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eloquent final testament to the potential for liberation held in the poet hero’s
love, and an affirmation of Maiakovskii’s fundamental hatred of any kind of
coercion or constraint. 26

‘Poslednee’ (Il. 932—42)
TABLE 46

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

932) 2 1 — — — — 1 2 — HxEC 3
942) - — — — 1 - — — — Ac 1

‘Poslednee’, in an ending which echoes those of both Oblako v shtanakh and
Pro eto, passes a final comment on the outcome of the poem as the poet hero
addresses the universe:

012121m Iupb,
6e340MHOTO
CHOBa
AOHOM TBOMM IpHMH!
02211m He60 kaxoe Teneps?
3Be3e Kakoii?
032211m TricAaubio LepkBeii
o0 MHOM
3aTAHYA
H TAHET MUP:
23m “Co cBATBIMH YNIOKO#!”

(1.932)

In context, with the final line confirming an elegiac mode, the first three lines
can readily be interpreted as a form based on the elegiac couplet: the second
line does not have the correct form of the pentameter in the elegiac couplet
(with the zero interval over the caesura found earlier), but it is a correct
five-ictus dactylic dol'nik line. So the hexametral form, the emblem of the
poem’s title, is subverted into an elegiac mode. Through the elegiac associa-
tions of the form the poet hero mourns the passing of that heroic potential so
loudly proclaimed in ‘Rozhdestvo Maiakovskogo’, but even this form and its
high tone are subverted in the short, ironic last line.





