CHAPTER VII

PRO ETO

Pro eto, Maiakovskii’s last great love poem, was written between 28 December
1922 and 28 February 1923, a period of separation from Lily Brik which was
agreed upon as a result of difficulties in their relationship. This separation is a
renewed ‘homelessness’ for Maiakovskii; it induces a reappraisal of his life and
work, so that in ‘Ia sam’ he describes Pro efo as ‘o AuunsiM MoTUBaM 06 0611EM
6wnite’ (1,26). Maiakovskii’s letters to Lily Brik from this period are invaluable
as a background to the poem and in one of them, which he describes as ‘ne
IHMCbMO Jaxe, 9T0: “cymectBoBanue”’, he promises that he will emerge from
the experience a ‘new man’.! The verse, at least, emerges in a new graphical
form, for it was during the later stages of his work on Pro eto that Maiakovskii
introduced the lesenka.? But the separation from Lily Brik was probably only
the final catalyst in the creation of the poem, because in the penultimate
chapter of the original version (1922) of ‘Ia sam’, under the heading 22-i god’,
Maiakovskii had written: ‘3agymano: o A06Bu. I'pomMasnas nosma. B 6yaymem
roay konuy’ (1,374).

Metrical Composition

Pro eto was introduced in the article ‘Nasha slovesnaia rabota’ in Lef as an
‘ombIT NoAMpoHHYEcKoro putMma’ (XII,449), or, in current terminology, as a
polymetric composition. The process of consolidation into a system of discrete
measures, which was under way in Chelovek, is by now complete. The
polymetric composition of Pro eto involves more than twenty different forms,
but over half of these are minor forms which can be grouped together under
three broad, compositional types: accentual verse, three-ictus verse, and
shorter forms, principally two-ictus/one-ictus verse. With a system of discrete
measures few difficulties of interpretation arise, but there can be some uncer-
tainty where the speech of characters other than the poet hero is concerned
because this speech is often, though not always, metrically differentiated from
the narrative. In three such cases an alternation of metrical forms is considered
to occur within a stanza, and there is also a couplet which combines trochaic
pentameter and hexameter, but otherwise the alternation of forms always
occurs between stanzas. There is just a single unrhymed line which is classified
as a line of accentual verse although it might alternatively be interpreted as a
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‘prose’ segment. A full rhythmical description and a breakdown of the metrical
segments are given in Appendix VI.

Apart from the three minor metrical types already mentioned, Pro eto has
four major metrical themes: four-ictus dol'nik, alternating four-ictus and
three-ictus dol'nik, iambic, and trochaic. There are two main variations of the
four-ictus dol'nik — anapaestic and amphibrachic (the former is a discrete
type, the latter a metrical tendency); three iambic variations — alternating
tetrameter and trimeter, trimeter, and tetrameter; and three trochaic varia-
tions — pentameter, hexameter, and free trochee. The distribution of the
poem’s 973 lines among the four major and three minor metrical types, and also
among the variations within the major types, in the four parts and also overall is
given, in percentages of the relevant total, in Table 1; the titles of the four parts
— the prologue ‘Pro chto — pro eto?’, the two main parts ‘Ballada Redingskoi
tiur'my’ and ‘Noch’ pod Rozhdestvo’, and the epilogue ‘Proshenie na
imia...... > — are abbreviated as follows: PChPE, BRT, NR, PI1.3

TaBLE 1. Metrical Composition

PChPE BRT NR PI Total Lines
Three-ictus 9.3 1.5 2.2 3.0 2.5 24
Dk4 90.7 77.0 62.4 6.1 59.9 583

Dk4An 90.7 — — — 4.0 39

Dk4-Dk4Am — 77.0 62.4 — 55.1 536
Dk4343 — 15.3 7.4 6.1 9.0 88
Ac — 1.5 5.6 — 35 34
I — 4.6 13.4 9.1 9.9 96

14343 — 4.6 8.2 — 5.8 56

I3 — — 5.2 — 2.9 28

4 — — — 9.1 1.2 12
Short Forms — — 6.7 — 3.7 36
T — — 2.2 75.8 11.5 112

T5 — — 1.7 — 0.9 9

Té6 — — 0.6 — 0.3 3

TF —_ —_ — 75.8 10.3 100
Lines 43 261 537 132 973

Table 1 shows a move to greater polymetricity (and greater length) from the
prologue through to ‘Noch’ pod Rozhdestvo’, the central and longest part,
while the epilogue is again more monometric. Within this outline the table also
reveals the key compositional distinction between the epilogue and the first
three parts: whereas the dol'nik metre and fixed-ictus schemes dominate in the
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prologue and narrative body of the poem, with the four-ictus dol’'nik the main
form, the free trochee, which has not appeared before, dominates in the
epilogue where the poet asserts his testament of belief and envisages resurrec-
tion in a distant future. By extension the brief emergence of the trochaic theme
in ‘Noch’ pod Rozhdestvo’, though not free trochaic, is also highlighted,
especially as it is distinguished from all the other forms in measure. Apart from
the trochee, the three other main themes all appear in the epilogue as well, but
of the minor types only three-ictus verse does. The four-ictus dol'nik and
iambic themes, however, take on a different form in the epilogue: the four-
ictus dol'nik is no longer amphibrachic (nor anapaestic), while the iambic
theme shifts into a new measure, the tetrameter.

Although the dominance of the four-ictus dol’nik unifies the first three parts,
minor distinctions are evident here too. The anapaestic variation of the
four-ictus dol'nik distinguishes the prologue from the two main parts, where
there is an amphibrachic tendency. Also, in keeping with the greater poly-
metricity of ‘Noch’ pod Rozhdestvo’, both the alternating iambic tetrameter
and trimeter and the iambic trimeter are found there, but only the former is
found in ‘Ballada Redingskoi tiur'my’. The iambic theme is anyway more
prominent in ‘Noch’ pod Rozhdestvo’, and the minor forms are mostly
concentrated there too. But three-ictus verse, which has a special composi-
tional function, is distinguished by the fact that it is the only form other than the
four-ictus dol’'nik to appear in all four parts.

Of the four main themes, two are binary and two are dol’'nik; the trochaic
theme stands very much apart from the other themes, but in the main body of
the poem the alternating four-ictus and three-ictus dol'nik has a central role as
a link, through a common ictus scheme, between the dol’nik and iambic
themes. In its broad compositional outline, therefore, the poem moves from
relative uniformity through metrical diversity and then shifts into an altogether
different dominant mode, the free trochee.

As in Liubliu, couplets are used quite extensively alongside the standard
quatrain, but here more freely, not necessarily in pairs. There are also four
quatrains that do not have the standard abab rhyme scheme, one five-line
stanza, and a six-line stanza, while the last line of the final quatrain in the
prologue is unfulfilled. The distribution of the couplets and full abab quatrains
in the four parts and also overall is given in Table 2.

TABLE 2. Stanza Organization

PChPE BRT NR PI Total Lines

abab Quatrain 10 60 93 26 189 756
Couplet — 6 75 12 93 186 .
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This table shows that the abab quatrain still accounts for about three quarters
of the lines in stanza form, while the relative distribution of couplets and
quatrains through the poem complements the picture established in Table 1: in
the first two, largely monometric parts the couplet is very rare, but the greater
polymetricity of ‘Noch’ pod Rozhdestvo’ is accompanied by a greater freedom
of stanza organization; in the epilogue these two contrasting tendencies are
balanced.

The metrical themes will be considered in an order which best reveals the
poem’s structure, rather than in strict order of appearance as before.

1. Four-ictus Dol’'nik

The four-ictus dol’nik comes to Pro eto from Liubliu, but the use of two
amphibrachic dol'nik lines from ‘Maiakovskii vekam’ (‘Crosan, Bciomunaio. /
Bria sTOT 6AeCK. // 1 910 / TOrAa / HaspiBarochk HeBow’ (1,268)) as the epigraph
to ‘Ballada Redingskoi tiur'my’ takes Pro eto back to the source of this
metrical theme in Chelovek, bypassing Liubliu. In ‘Maiakovskii vekam’ the
amphibrachic do!’'nik emerged as the rhythm directed by the Ruler of All, and
the story of Pro eto is a continuation of the poet hero’s struggle for fulfilment in
love, but the antagonist is no longer personified, it is now the inertia of time
itself embodied in byz. The medium for this struggle and the vehicle for the poet
hero’s experience of the world at large is the four-ictus dol’nik, which is the
dominant narrative measure in the main body of the poem;* thus, compared
with Chelovek and Oblako v shtanakh, the struggle is carried out'in a narrower
rhythmical range, a range which in the earlier poems was essentially the
domain of external order.

Since the metrical variations within the four-ictus dol'nik are defined by the
character of the anacrusis, this will be considered first; the distribution of the
583 lines of four-ictus dol’nik according to anacrusis in the four parts and also
overall is given, in percentages, in Table 3.

TABLE 3. Anacrusis

0 1 2 3 4 Lines
PChPE 2.6 — 94.9 2.6 — 39
BRT 21.4 73.6 1.0 4.0 — 201
NR 14.3 82.1 0.9 1.8 0.9 335
PI 50.0 37.5 12.5 — — 8
Total 16.5 73.1 7.4 2.6 0.5 583

All but one of the lines with anacruses of three or four syllables are lines with
an omitted first stress, and so is one line with a disyllabic anacrusis in ‘Noch’

16
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pod Rozhdestvo’. Table 3 identifies the anapaestic variation of the four-ictus
dol'nik in the prologue, where there is a fixed disyllabic anacrusis in all but two
lines, while in the main body of the poem an amphibrachic tendency domi-
nates. One function of the fixed disyllabic anacrusis is thus to differentiate the
prologue, which introduces and describes the poem’s theme (without actually
naming it), from the main body of the poem where the theme — love — is
explored. The disyllabic anacrusis is first established, however, in an initial
stanza of three-ictus anapaestic dol'nik, from where it extends into the
four-ictus form. The role of these two anapaestic dol’nik measures is to address
the poem (compare the titles of Maiakovskii’s shorter poems ‘Lilichka! Vmesto
pis’'ma’ and ‘Pis’'mo Tat'iane Iakovlevoi’).5 The three-ictus form establishes
this role in the intimate lyric mode: an interesting example of the parent
anapaestic form, the anapaestic trimeter, in this usage is the prologue to
Nekrasov’s Moroz, krasnyi nos, while the main body of the poem moves into
the amphibrach and dactyl; an example of the three-ictus anapaestic dol'nik
itself in the genre of intimate lyric address is Akhamatova’s ‘Ty pis’mo moe,
milyi, ne komkai’.¢ The four-ictus anapaestic dol'nik, on the other hand, is a
rarer form; it can be distinguished by a gravity of tone and so shifts the address
out of the intimate lyric mode. An example of interest for the combination of
these two measures is the ‘Posleslov’e’ from Pasternak’s Sestra moia zhizn'
where the dominant anapaestic tetrameter follows an anapaestic trimeter
opening.”

In ‘Ballada Redingskoi tiur'my’ and ‘Noch’ pod Rozhdestvo’ the monosylla-
bic, amphibrachic anacrusis dominates, accounting for over three quarters
(78.9%) of all lines in these two parts taken together. This amphibrachic
tendency shifts the main body of the poem into the ballad genre because the
amphibrachic tetrameter is a ballad measure; the genre is confirmed in the very
title ‘Ballada Redingskoi tiur'my’. Zero anacruses provide variation within the
dominant amphibrachic context, but they are rather less prominent in ‘Noch’
pod Rozhdestvo’ against the background of greater polymetricity; as before,
the rhythmical quickening of a concentration of zero anacruses is used to signal
a climax.

Finally, the eight lines in the epilogue are distinguished from the rest of the
four-ictus dol'nik verse by the free variation of the anacrusis.

The distribution of the 583 lines of four-ictus dol'nik according to rhythmical
form in the four parts and also overall is given, in percentages, in Table 4 (seven
lines do not conform to the ictus scheme of the measure).

Three lines with omitted stresses are also incorrect lines. The omission of
stress is again rare; in eighteen of the thirty-nine lines with an omitted stress it is
the first stress that is omitted, in twelve the second, and in nine the third (in
Liubliu it was the second stress that was most commonly omitted). Eight of the
eighteen lines with an omitted first stress subsequently maintain a regular
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TaBLE4. Rhythm

222 122 212 221 112 121 211 111 OS Inct Not  Lines

PChPE 30.8 15.4 20.5 10.3 7.7 26 2.6 26 26 2.6 26 39
BRT 33.8 154 124 70 55 45 45 15 75 175 15 201
NR 30.7 21.8 134 6.0 87 18 30 3.0 69 42 09 335
PI - = - - — 125 — 125 — 750 — 8

Total 314 189 134 65 74 31 34 27 67 62 12 583

ternary rhythm. A hypermetrical stress in the anacrusis is counted in nine lines,
and a single line has a hypermetrical stress in the stem.

The leading role of the 222 and its companion 122 and 212 forms again
establishes the ternary base of the measure. Indeed, the 222 form is slightly
more prominent here than in Liubliu (31.4% compared with 28.7%); binary
rhythm, on the other hand, is again rare. The greater prominence of the 212
and 221 forms in the prologue can probably be explained by reference to the
anacrusis: it would seem that the disyllabic anacruses there influence the length
of the first interval. Otherwise it is notable how the prologue, in its role as
overture, introduces all the fully-stressed rhythmical variations of the measure,
as well as an incorrect form and a form with an omitted stress. The overall
rhythmical profiles of the two main parts are very close, while the greater
prominence of the 122 form in ‘Noch’ pod Rozhdestvo’ can be related to a
certain streamlining of the secondary rhythmical forms there against the
background of greater polymetricity; there is, however, considerable rhythmi-
cal variation among the individual chapters into which the two parts are
divided. The eight lines in the epilogue are again distinguished from the rest of
the four-ictus dol'nik verse, and in a most striking way: only two lines have a
correct rhythmical form (in both cases a minor form), while in the other six
lines the metre is broken by zero intervals (and one interval of three syllables),
generally over a syntactic break in the middle of the line. On the face of it this
makes the metrical interpretation more than doubtful, but in context the form
of these eight lines only comes into focus in relation to the four-ictus dol’'nik
— precisely as anomalous; the use of zero intervals is influenced by the
alternating four-ictus and three-ictus dol'nik where these intervals play an
important role.

The four-ictus do!'nik is the main narrative measure and carries the central
conflict of the poem, the struggle for fulfilment in love against the inertia of
time embodied in byt. This inertia is expressed by ternary rhythm, which is
close to the theoretical rhythmical inertia of the Russian language, and the
closeness of the verse to the ternary base indicates the state of the conflict at any
given moment. The ternary base is the expression of an external order, located
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outside the poet hero’s influence, just as at the very origin of this theme in the
Tragedy the amphibrachic voice of the Old Man was independent of the Poet.
The nature of the conflict only becomes clear, however, towards the end of
‘Ballada Redingskoi tiur'my’ with the appearance of the eponymous ‘man’ of
Chelovek. Before the appearance of the ‘man’ a ternary rhythmical tendency
arises, for example, when the world is frozen for a few seconds, but after his
appearance, which introduces a broader temporal perspective, it arises in
association with the motif of ‘centuries’, signifying the freezing of life for years
and years (compare the motif of ‘millennia’ in Chelovek). In ‘Kak delat’ stikhi’
Maiakovskii describes the amphibrachic tetrameter as ‘npuaymanHbIif Ars
wonotka’ (X1, 84), and so the struggle against the ternary (amphibrachic) base
of the four-ictus dol'nik can be interpreted as a struggle for the very articulation
of the words as sound; this in turn can be related to the archetypal notion of
affirmation of self and life through the overcoming of silence as proposed in the
Prologue to the Tragedy.

The distribution of the 583 lines of four-ictus dol'nik according to clausula in
the four parts and also overall is given, in percentages, in Table 5.

TaBLES. Clausula

m f d h Lines
PChPE 48.7 33.3 17.9 — 39
BRT 28.9 56.2 14.4 0.5 201
NR 24.2 57.0 17.0 1.8 335
PI 75.0 — 25.0 — 8
Total 28.1 54.4 16.3 1.2 583

The overall profile is in fact remarkably close to that of the accentual verse in
Chelovek (see Chapter V, p. 155, Table 12). The higher proportion of mascu-
line clausulae in the prologue again distinguishes the four-ictus dol'nik there,
but at the same time the shorter clausulae counterbalance the longer anacruses
to reduce the overall syllabic length towards that of the four-ictus dol'nik in the
main body of the poem. In ‘Ballada Redingskoi tiur'my’ and ‘Noch’ pod
Rozhdestvo’ feminine clausulae, as usual, are the leading form, but they do not
quite predominate as in Liubliu; masculine clausulae, which were almost
completely absent in Liubliu, return to second position ahead of dactylic
clausulaec. The two main parts are close in profile, but the eight lines in
‘Proshenie na imia’ are distinguished (again) by the absence of feminine
clausulae. There are thirty-five heterosyllabic rhymes (12.2%) combining lines
of four-ictus dol'nik, and there is a single example of a hypermetrical stress in
the clausula.
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There are 108 homogeneous and full quatrains (all abab) of four-ictus
dol'nik, and sixty-nine homogeneous couplets (in association with ternary
metre the couplet can be a ballad stanza form); there is also one five-line
stanza. The number of different types of clausula pattern and the distribution
of the two major stanza forms among them in the four parts and also overall are
given in Table 6.

TABLE 6

Clausula Pattern — Quatrain

fmfm ffff dmdm Others Types  Total
PChPE 5 — 3 1 3 9
BRT 18 7 2 19 15 46
NR 21 10 5 17 15 53
PI — — — — — —
Total 44 17 10 37 21 108
Clausula Pattern — Couplet
ff mm dd Others Types  Total
PChPE — — — — — —
BRT 5 — — — 1 5
NR 37 7 8 8 7 60
PI — 3 1 — 2 4
Total 42 10 9 8 7 69

This table shows a greater regulation of the clausula pattern in the quatrains
than in the earlier accentual verse. The leading, fmfm pattern, which is
traditionally the most common alternating rhyme scheme in Russian verse,
accounts for almost half the quatrains, while the ratio of types to total quatrains
(about 1:5) is notably less than in the earlier accentual verse (compare a ratio
of about 2:7 in the 101 homogeneous accentual quatrains in Oblako v
shtanakh); the two main parts are again close in profile. In the couplets, which
are principally found in ‘Noch’ pod Rozhdestvo’, the clausulae are longer than
in the quatrains (as in Liubliu); the ff pattern is easily the leading form.

2. Iamb

Liubliu had ignored the iambic conclusion of Chelovek, but in Pro eto the
four-ictus amphibrachic dol'nik returns the poet hero to ‘Maiakovskii vekam’
and leads, as there, to a revival of the iambic theme. The iambic theme recurs
with every recollection of the eponymous ‘man’ and serves to remind the poet
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hero of his earlier persona and the Neva plane, as Taranovsky puts it, of the
poem.8 The basic measure in ‘Ballada Redingskoi tiur'my’ and ‘Noch’ pod
Rozhdestvo’ is the alternating iambic tetrameter and trimeter, another com-
mon ballad form.® This is the measure of all three iambic stanzas in ‘Ballada
Redingskoi tiur'my’ and of eleven stanzas in ‘Noch’ pod Rozhdestvo’, while
the derived, trimeter measure is found in the other seven iambic stanzas in
‘Noch’ pod Rozhdestvo’; as in Chelovek, the move into the trimeter represents
an intensification of the iambic theme (still in the ballad genre). Although the
significance of the iambic metre is already indicated in the ‘prison’ of the title
‘Ballada Redingskoi tiur'my’, for much of the poem it remains unstated and the
iambs’ main purpose is to remind of Chelovek. The metre’s significance finally
finds expression on the verbal level in a reference to the links of a chain in the
chapter ‘Devat’sia nekuda’, the most densely iambic chapter in the poem. It is
in this chapter, as the poet hero re-enacts the climactic confrontation of
‘Maiakovskii vekam’, that the iambs come into their own as the metrical
resolution of the poet hero’s particular fate as imprisonment in unfulfilled love.

The distribution of the twenty-eight iambic tetrameters and fifty-six iambic
trimeters according to rhythmical form and their respective stress loads in
‘Ballada Redingskoi tiur'my’ and ‘Noch’ pod Rozhdestvo’ and also overall are
given, in percentages, in Table 7.

TABLE 7
Rhythm —I4
I I 114 v VI Stress Load  Lines
BRT 50.0 — — 50.0 — 87.5 6
NR 50.0 9.1 9.1 27.3 4.5 86.4 22
Total 50.0 7.1 7.1 32.1 3.6 86.6 28
Rhythm — I3
1 I il Stress Load Lines
BRT 83.3 — 16.7 94.4 6
NR 76.0 4.0 20.0 92.0 50
Total 76.8 3.6 19.6 9.3 56

One trimeter has a zero anacrusis, and in two other trimeters there is a
hypermetrical stress in the anacrusis. The table shows that the iambic metre is
realized here with no less rhythmical intensity than in Chelovek; the overall
stress load in the tetrameters is just less than in Chelovek (87.5%), but in the
trimetersitis rather more than in Chelovek (90.3%). Although the fully-stressed
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form (form1) is still the leading form in each case, a change in the relative
frequencies of the secondary forms now gives the verse a more traditional
profile, especially in the tetrameter. In Chelovek formsm and 1v of the
tetrameter were about equally common, but here form 1v, traditionally the
leading form, has eclipsed the other secondary forms; similarly, form m of the
trimeter, also traditionally the leading form, has eclipsed form 1 which was
twice as common in Chelovek (8.1%) as here. A broadly similar picture is
revealed in Maiakovskii’s stylized/parodied iambic ballads of the intervening
years (‘Neobychainoe prikliuchenie, byvshee s Vladimirom Maiakovskim
letom na dache’ (1920); ‘Vsem Titam i Vlasam RSFSR’ (1920); ‘Ballada o
doblestnom Emile’ (1922)).

The distribution of the twenty-eight iambic tetrameters and fourteen odd
and forty-two even trimeters according to clausula is given in Table 8.

TasBLE 8. Clausula

m f d Lines
I4 28 — — 28
I3 odd — 3 11 14
I3 even 12 19 11 4?2
Total 40 22 22 84

Asin Chelovek, the tetrameters always end in masculine clausulae, while the
odd trimeters nearly always end in dactylic clausulae, thereby preserving the
syllabic length of the tetrameters. Here, however, only two such trimeters have
a (heavy) hypermetrical stress in the clausula, while in three others the
clausulae are even feminine. In the even trimeters the feminine clausula is the
leading form, whereas in Chelovek it was less common than both masculine and
dactylic clausulae. There are two heterosyllabic rhymes (4.8%) in the iambic
stanzas.

The number of different types of clausula pattern and the distribution of
stanzas in the two iambic measures among them in ‘Ballada Redingskoi
tiur'my’ and ‘Noch’ pod Rozhdestvo’ and also overall are given in Table 9.

TABLE9

Clausula Pattern — 14343

mfmf mdmd mmmm mdmf Types  Total
BRT 1 2 — — 2 3
NR 6 2 2 1 4 11

Total 7 4 2 1 4 14
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Clausula Pattern — I3
dmdm dddd dfdf ffdf fmfm Types Total

NR 3 1 1 1 1 5 7

Total 3 1 1 1 1 5 7

The most common form in the alternating tetrameter and trimeter is mfmf,
which is the traditional rhyme scheme in the iambic ballad; it is also this
variation of the basic measure that is associated with the eponymous ‘man’. In
the trimeter, by contrast, there is more diversity.

In the final three stanzas of ‘Proshenie na imia. . . ... ’, where the poet
proclaims his ideal of free and universal love, the verse moves into the iambic
tetrameter. This takes the iambic metre out of the ballad genre and allows
Maiakovskii to draw on the ode tradition of the iambic tetrameter for his grand
finale (by reference to the ‘rpa-as’ stanza in Chelovek it is possible to see this as
the final realization of an underlying tetrameter measure in the iambs). The use
of this measure is potentially ambivalent, however, because the iambic theme
can also be related to the themes of unfulfilled love and constraint.

The stress load in these twelve lines of iambic tetrameter and their distribu-
tion according to rhythmical form are given in Table 10.

TaBLE 10. Rhythm

I i v Vi Inct Stress Load (%) Lines

8 1 1 1 1 87.5 12

There is an ambivalence here in the exaggerated dominance of the fully-
stressed form (form 1) alongside an incorrect (two-stress) line and another line
with two omitted stresses (form vi); this profile both links these tetrameters to
those in the main body of the poem and distinguishes them, while the stress
load is the same. The clausula pattern in all three stanzas is fmfm, whereas the
earlier tetrameters always ended in a masculine clausula.

Two quatrains of iambic dimeter and monometer are classified among the
short forms and will be considered there.

3. Alternating Four-ictus and Three-ictus Dol’nik

The four-ictus dol' nik and iambic themes, though metrically opposed, have the
same ballad associations in the main body of the poem. The subject of the
ballad is defined as ‘ “ou” u ““ona”’ (1v, 140, 1. 98):10 the iambs are the metrical
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resolution of this ballad on the personal level, while the amphibrachic four-
ictus dol'nik projects the ballad onto the poet hero’s experience of the world at
large. These common associations are extrapolated and metrically realized in
the form of an alternating four-ictus and three-ictus dol'nik measure, that is,
the dol’'nik metre set in the basic iambic ictus scheme.!! This is the measure of
‘O ballade i o balladakh’, the opening chapter of ‘Ballada Redingskoi tiur'my’,
and as such it is established as the emblematic ‘ballad’ measure.

The distribution of the forty-four four-ictus and forty-four three-ictus lines of
the alternating four-ictus and three-ictus do!'nik according to rhythmical form
is given, in percentages, in Table 11.

TaBLE 11
Rhythm — Dk4
222 122 212 221 112 121 211 111 OS Inct Lines
45 159 9.1 159 45 9.1 9.1 6.8 — 25.0 4
Rhythm — Dk3
22 12 21 11 oS Inct Lines
18.2 11.4 29.5 11.4 2.3 25.0 44

The rhythmical character of the four-ictus lines in the ‘ballad’ stanzas is quite
different from that of the four-ictus dol'nik already considered (except for the
four couplets in the epilogue which follow the two ‘ballad’ stanzas there). The
most striking features are the rareness of the ternary (222) form, the overall
rhythmical diversity, and, above all, the high percentage of incorrect lines; the
same high percentage of incorrect lines (25.0%) is found in the three-ictus lines
as well. In context, however, it is right to interpret the metre as dol'nik, but
subject to rhythmical deformation of a special kind (in theory the percentage of
incorrect lines is at the threshold where it is no longer possible to define even a
transitional dol’'nik metrical form). It is also notable that binary rhythm is not
avoided, and the four four-ictus forms with two or more monosyllabic intervals
account for almost 30% of the total as opposed to 16.6% in the four-ictus
dol'nik (see Table 4). The tendency not to avoid binary rhythm runs contrary
to the normal behaviour of both the three-ictus and four-ictus dol'nik, but,
though indeed untypical of Maiakovskii’s four-ictus dol'nik, it is not, according
to Gasparov’s figures, untypical of his three-ictus dol'nik.12 Thus the ‘ballad’
stanzas not only embody the common associations of the four-ictus amphibra-
chic dol'nik and the iambs, but also accommodate both ternary and binary
rhythmical tendencies. There is a single, very striking use of a hypermetrical
stress in the stem in the ‘ballad’ stanzas.
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The special rhythmical deformation of dol'nik metre in the ‘ballad’ stanzas
lies in the presence of one or more zero intervals in seventeen of the twenty-two
incorrect lines. This distinctive feature can be related to the formal ‘rejuve-
nation’ of the ballad projected in the very first ‘ballad’ stanza:

1111m HeMmoAoa oueHb Aajg 6aaraj,

121m HO €CAM CAOBa 6OAAT
2212m H CAOBa FOBOPAT IPO TO, YTO GOAAT,
221m MOAOJ€EET U Aaj 6aAAraa.

(1.84)

In the ‘ballad’ stanzas the words ‘tell of their pain’ not only through what they
say but more especially through the rhythmical form of how they say it, through
the rhythmical effect, which is generally avoided, of zero intervals (an associa-
tion of zero intervals with the theme of pain has been noted in earlier works).
This point is well illustrated by Maiakovskii’s work on a line from another
stanza in ‘O ballade i o balladakh’, a line which has been taken by Papernyi as
an example of the progressive toning down of the poem’s tragic content.'3 The
two preliminary versions and the final version of this line are as follows:

121m He TeEMOH TparuyeH s (v, 311)
111m He TeMO¥H CTpalleH A (v, 311)
110m HE CTPALIHO HOB 1. (1.99)

There is indeed a toning down on the verbal level from ‘rparuuen’ to ‘crpamen’
to the conversational ‘crpamno’, but on the rhythmical level the very opposite
is the case: from an ordinary rhythmical form there has been a contraction of
the intervals between stresses until in the final version a zero interval is
reached.

The distribution of the forty-four four-ictus and forty-four three-ictus lines of
the alternating four-ictus and three-ictus dol'nik according to anacrusis and
clausula is given in Tables 12 and 13.

TaBLE 12. Anacrusis TABLE 13. Clausula
0 1 2 m f d h Lines
Dk4 16 23 5 38 4 2 — 44
Dk3 13 23 8 24 12 7 1 44
Total 29 46 13 62 16 9 1 88

In both forms the anacrusis varies quite freely in the normal do!’nik/ternary
range, although monosyllabic anacruses are just in a majority. The clausulae,
on the other hand, are predominantly masculine, especially in the four-ictus
lines; this profile recalls that found in the alternating iambic tetrameter and
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trimeter, although the dominance of the masculine clausula is more marked
here (see Tables 8 and 9). There are three heterosyllabic rhymes (6.7%) in the
‘ballad’ stanzas.

Two ‘ballad’ stanzas do not have an abab rhyme scheme: one has an aabb
scheme, while in the other the odd lines are divided into rhyming half-lines; one
of these internal rhymes is heterosyllabic. The number of different types of
clausula pattern and the distribution of the other twenty stanzas of alternating
four-ictus and three-ictus dol’nik among them are given in Table 14.

TABLE 14. Clausula Pattern

mmmm mfmf mdmd Others Types Total

8 6 3 3 5 20

This profile again recalls that of the basic iambic measure (see Table 9).
During the writing of Pro eto (the separation from Lily Brik) Maiakovskii
called his room ‘Reading Gaol’ and signed one of his letters ‘Oscar Wilde’.14
Wilde’s Ballad of Reading Gaol is relevant not only for its genre and prison
setting but also, as Jakobson pointed out, for its theme of ‘each man kills the
thing he loves’;!S this theme was stated more clearly in a passage left out of the
final version of the poem (see 1v, 358-59), although the poet hero’s intention to
kill his beloved was explicitly stated in Chelovek. Besides these particular
associations, the ballad genre itself is of great importance in the structure of
Pro eto. The ballad is typically a lyrical narrative poem, often recounting a
journey, and Pro eto’s narrative structure is based on a series of journeys: in
‘Ballada Redingskoi tiur'my’ the poet hero’s dream takes him on a journey of
recollection to meet the ‘man’, and then in ‘Noch’ pod Rozhdestvo’ he wanders
in search of someone to make the one journey that matters, which is to save the
‘man’. Three chapters (‘O ballade i o balladakh’, ‘Fantasticheskaia real’nost”,
and ‘Posledniaia smert’’) consist entirely of ‘ballad’ stanzas, accounting for
twelve of the twenty-two in the poem: the first two of these chapters are
strategically placed at the beginning of the two main parts, while the third, the
penultimate chapter of ‘Noch’ pod Rozhdestvo’, rounds off the action on earth
with the poet hero’s death. Thus, the narrative on earth begins and finishes as a
ballad — it is locked in its form; this symmetrical composition underlines the
poet hero’s failure to persuade anyone to make the journey to save the ‘man’.
The chapter ‘O ballade i o balladakh’ not only establishes the genre but
-also, because of its position at the beginning of the part, sets the scene;
‘Fantasticheskaia real’nost”, similarly, relocates the poem at the start of
‘Noch’ pod Rozhdestvo’. The occasional ‘ballad’ stanza in the rest of the
poem may serve to remind either of the ballad form, or of its theme, or of the
scene, and in fact five of the ten ‘ballad’ stanzas outside ‘O ballade i o
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balladakh’, ‘Fantasticheskaia real’nost”’, and ‘Posledniaia smert’’ are found in
the second chapters of the two main parts as the scene set in the opening
chapters comes alive.

4. Three-ictus Verse

There are six stanzas of three-ictus verse (not counting the iambic trimeter) in
five separate and metrically diverse segments. The metres of four of these five
segments are anapaestic dol’'nik, udarnik (the term used here for a metre which
allows for inter-ictic intervals of zero to two syllables), accentual, and dol'nik;
the other segment is anomalous in that its metre cannot be satisfactorily
determined and one line is even short, but it can still be aligned with the
three-ictus verse and will be classified simply as such.

The distribution of the twenty-four lines of three-ictus verse according to
rhythmical form, anacrusis, and clausula is given, for each segment separately,
in Tables 15,16, and 17; to facilitate comparison, rhythmical form is classified
simply as accentual, taktovik, dol'nik, or ternary (or short).

TABLE 15. Rhythm TABLE 16. Anacrusis TaBLE 17. Clausula

Ac Tk Dk Ty Short o 1 2 3 m f d h Lines

Dk3An - - 4 3 - - - 4 - 2 2 - - 4
U3 3 -1 - - 4 - - - -3 1- 4
Ac3 4 2 2 - 1 5 2 - 6 - -2 8
3-ictus 1 - 2 1 1 31 - - - 2 2 4
Dk3 - - 4 2 - 2 1 - 1 - 13 - 4

These tables further emphasize the diversity of the three-ictus segments.
Although the first and last segments share a common dol'nik base, they are
differentiated in both anacrusis and clausula; the last segment has an aabb
rhyme scheme and includes both a heterosyllabic rhyme and a hypermetrical
stress in the clausula. The second segment has a constant zero anacrusis and
includes another heterosyllabic rhyme; its metre generates a heavy, often
spondaic rhythm. The fourth, metrically indeterminate segment includes lines
of accentual, ternary, and also in fact binary rhythm. It is the third segment,
however, that stands out most, not only because it extends beyond a single
stanza but also for the freedom of both rhythm and anacrusis (and the presence
of hyperdactylic clausulae).

In Pro eto’s polymetric structure three-ictus verse is perceived as an excep-
tion, a perception reinforced by the heterogeneity and brevity of the three-ictus
segments; it has a corresponding compositional function as a break or transi-
tional form which accords with its role elsewhere. This role, though variously
interpreted, is common to all these three-ictus segments and it explains, in part,
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the prominent position of two of them — one at the very beginning of the
prologue and the other at the very end of ‘Noch’ pod Rozhdestvo’. Besides this
compositional function, the role of the three-ictus anapaestic dol'nik in
establishing the genre of the prologue has already been outlined; the other four
segments, however, do not appear to have any such role in the poem’s genre
composition.

5. Accentual Verse

Apart from the two three-ictus quatrains, the accentual verse in Pro eto is used
in all but one case to convey the speech of characters other than the poet hero,
sometimes with a narrative introduction as well. The exception, a couplet, has
a specialized local function which will be considered in the commentary. The
speech of other characters is found in other metrical forms too, so it has no one
metrical resolution. The form taken is determined by the poet hero’s percep-
tion, and accentual verse arises when in their speech the other characters
appear more or less divorced from the ballad.

The accentual verse appears in two forms, four-ictus accentual verse and
accentual verse which is less regulated in terms of line length. The first is
relatively close to the main, four-ictus dol’nik narrative measure, while the
second bears little or no relation to it. The four-ictus accentual verse is only
found in couplets, in one case in a heterogeneous couplet with the four-ictus
dol'nik. The distribution of the nine lines of four-ictus accentual verse accord-
ing to rhythmical form, anacrusis, and clausula is given in Tables 18, 19, and 20.

TasLE 18. Rhythm TABLE 19. Anacrusis TABLE 20. Clausula
Ac Tk 0 1 f Lines
2 7 3 6 9 9

The relative closeness to the four-ictus dol’nik shows in the leading role of
the monosyllabic anacrusis and the constant feminine clausula; on the other
hand, this verse is quite unlike the anomalous four-ictus dol’'nik in the
epilogue. The two lines of accentual rhythm (neither on account of a zero
interval) are found in the same couplet, while the other seven lines are taktovik
in rhythm, but in the context of the poem as a whole it seems reasonable to
classify them all together as accentual verse.

The distribution of the other twenty-five lines of accentual verse (including
the one unrhymed line) according to line length (measured in stresses),
rhythmical form, anacrusis, and clausula is given in Tables 21, 22, 23, and 24.
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TaBLE 21. Line Length TaBLE 22. Rhythm
1 2 3 4 5 Ac Tk Dk Ty Short Lines
3 7 11 2 2 6 5 4 1 10 25
TABLE 23. Anacrusis TasBLE 24. Clausula
0 1 2 3 m f d Lines
8 10 5 2 8 12 5 25

Three-stress and shorter lines predominate in this verse and in general it
bears little or no relation to the four-ictus dol'nik; there are, however, two
heterogeneous stanzas in which it is combined with the four-ictus dol'nik. The
three homogeneous quatrains of this accentual verse all have different clausula
patterns (mfmf mdmd, ffff), as do the four couplets (mm, ff, dd, fd).

6. Short Forms

In ‘Noch’ pod Rozhdestvo’ snatches of light verse in short verse forms
occasionally break into the narrative; this light verse can derive either from a
popular or from a more literary tradition.

There is a variety of Russian popular verse forms, ranging from the chas-
tushka, which is typically trochaic, to a verse form, the raeshnik, in which the
one constant factor of organization is rhyme. In its origins the raeshnik is a
verse form which goes back to the skomorokhi; it was used in various forms of
folk art — in the commentary to the raek itself (a popular form of picture
show), in folk theatre, the lubok, pribautki (comic doggerel), and so on — and
can be found in literary imitations. At the time of the Revolution it was
widespread as a comic and satirical verse form in the popular press (in wall
newspapers, for example). The raeshnik is a natural form for spontaneous
rhyming. As a rule the rhyme in the raeshnik is adjacent, in couplets, but the
couplets can be strung together at length. 6 Maiakovskii had already used this
verse form in Misteriia-buff, where it derives more specifically from folk
theatre, and also, along with other popular verse forms, in his Rosta and
advertising work; Rosta no. 14 is actually entitled ‘Raek’:

I'paxaane 6ypxyu! ITogosiaure k Pocre!
Hagaex a1 6pocere!

YwuraiiTe BHUMATEAbBHO —

OYE€Hb 3aHUMATEABHO!

(m, 32)

There is a group of five couplets in ‘Noch’ pod Rozhdestvo’ which can readily
be termed raeshnik. The first of these couplets conveys the poet hero’s reaction
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to being called a mummer, while later he refers to himself as a ‘ckomopox’
(1. 1002), so that a direct link with the raeshnik tradition is created. The
distribution of the ten lines in these couplets according to line length (measured
in stresses), rhythmical form, anacrusis, and clausula is given in Tables 25, 26,
27, and 28; since the lines are short, rhythmical form is classified in terms of the
length of interval between stresses (Where appropriate).

TaBLE25. Line Length TaBLE 26. Interval
1 2 3 Lines 0 1 2 4 Total
3 6 1 10 1 3 3 1 8
TABLE 27. Anacrusis TasLE 28. Clausula
0 1 2 m f d Lines
4 2 4 6 2 2 10

Itis not always the case that the line length is short in the raeshnik, but here it
is; in one couplet both lines have two stresses, but in the other four the line
length varies, and in general the profile is relatively diverse. The presence of a
zero interval is interesting because it is a rhythmical effect that is not avoided in
this kind of popular verse, and the variable anacrusis is also typical.1?

A further segment of eight lines, which appears shortly after the skomorokh
reference, also has the ring of popular comic verse and may be aligned with the
couplets of raeshnik. The classification of this segment, however, is not certain,
because it is more organized than is normally the case in the raeshnik and not
trochaic as is typical in the chastushkaj it is probably best classified as two-ictus
verse (a type found elsewhere in Maiakovskii’s verse): it takes the form of an
aabb quatrain followed by an abab quatrain, with two stresses in every line
except for the last line of the first stanza, which has only one stress.18 The
distribution of the seven two-stress lines according to the interval between
stresses is given in Table 29, and the distribution of all eight lines in these two
quatrains according to anacrusis and clausula is given in Tables 30 and 31.

TABLE 29. Interval TaBLE 30. Anacrusis TaBLE 31. Clausula
0 1 2 Lines 0 1 2 5 m d Lines
1 5 1 7 2 4 1 1 4 4 8

A classification of the metre is probably best avoided: as in the couplets, a
zero interval between stresses is found, and the anacrusis again varies; the very
long anacrusis of five syllables occurs in the line with just a single stress.
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Finally, there are two more stanzas of light verse (in one segment) which can
be interpreted as iambic dimeter and monometer. The iambic dimeter is a
typical light verse form, but from a more literary tradition, and in context the
iambic monometer follows on from it. The dimeter can be found among
Maiakovskii’s impromptu and album verses, for example:

“Yuu yyeHsix!” —

ckasaA Kpyuennix.
(xm1, 146)

All eight lines of dimeter and monometer end in masculine clausulae; one
dimeter has a zero anacrusis, a feature which draws it closer to popular verse
where the mixing of trochee and iamb is found.1?

Light impromptu verse can be a feature of festive occasions, no doubt
especially in poetic circles, and in certain cases Maiakovskii may have a
particular model (popular or private) in mind. But the function of these stanzas
of light verse is not just to serve as a depiction of the social context (compare the
role of the revolutionary songs and chastushki in Viadimir Il'ich Lenin and
Khorosho), for they are also interpreted subjectively. Characteristically, the
light form coincides with or masks tragic implications, a kind of incongruity
to which Maiakovskii calls attention in ‘Kak delat’ stikhi’; ‘uenoBeky,
AeﬁCTBHTeJ\bHO Pa3MAKIIIEMY OT TOPECTH, CBOMCTBEHHO NIPHUKPLIBATHCA CAOBOM
norpy6ee’ (x11, 110). In the two iambic stanzas the tragic implications can be
related to the significance of the iambic metre, while in the other verse there may
be arelation between these implications and the possible status of short lines as a
breakdown of verse form in the sense that the constraint of rhythmical organi-
zation, which primarily governs the stem, applies only minimally ornot at all (see
Chapter I, p. 20). This status can certainly govern the role of the short lines in
Maiakovskii’s accentual verse (or four-ictus dol’' nik), but in the context of ashort
verse form, rather thanisolated short lines, such aninterpretationis less certain.

In addition to the light verse there are two other short form stanzas which have
more specialized, local functions, although a possible link with light verse cannot
be excluded altogether. One of the stanzas has the following rhythmical pattern:
2m // 0f // 2m // Of; in theory this could be interpreted as alternating trochaic
dimeter and monometer and for the sake of convenience it will be classified as
such. The other stanza is a six-line stanza consisting of six monosyllabic words
whichrepresent the clicks of arevolver’scylinder; it appearsin a trochaic context
and so can be interpreted as trochaic monometer with masculine clausulae.

7. Trochee

The final component in the polymetric structure of Pro eto is the trochaic
metre. This metre dominates, in the form of the free trochee, in the epilogue,
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but there are also twelve trochaic lines (apart from the short forms) in the main
body of the poem in ‘Noch’ pod Rozhdestvo’. The theme of these lines is the
suicide, the last journey out of life, of the poet hero’s young double, the
komsomolets, and they form a single passage with the trochaic monometer in
the middle. The passage begins with two couplets at the end of the chapter
‘Spasitel”” in which a trochaic pentameter is followed by three hexameters, and
it is completed by two quatrains in ‘Romans’ in which the pentameter is
maintained in all but the last line, a tetrameter. Whereas the hexameters’ role is
distinct from that of the pentameters, the tetrameter serves as a local variation
and so is not a distinct measure.

The trochaic pentameter is a common elegiac form, but Taranovsky has also
related the romance here to a trochaic pentameter tradition with a recurrent
journey motif originating in Lermontov’s ‘Vykhozhu odin ia na dorogu’.
Lermontov’s poem achieved great popularity, was set to music, and so gave rise
to a musical tradition as well; and it is this tradition, Taranovsky suggests,
which serves as the immediate model for the trochaic pentameter romance
here, although Lermontov’s line ‘Y ne Ay ot )xu3uu Huyero s” would serve
excellently as its epigraph.20

The overall stress load and the distribution of stresses in the seven trochaic
pentameters and one tetrameter in the chapter ‘Romans’ are given in Table 32.

TaBLE 32. Rhythm

Ictus
I i m v v Stress Load (%)  Lines
TS5 5 7 6 5 7 85.7 7
T4 - 1 1 1 75.0 1

Maiakovskii’s stylization of a traditional model is evident in the rhythmical
profile of the pentameters, since a very strong second ictus and a strong third
ictus are the traditional features of this measure.2!

The two couplets at the end of ‘Spasitel”’, which were added at a later stage in
the writing of the poem, serve as an introduction to the romance, both to its
elegiac tonality and to the journey motif.

The distribution of stresses in the three trochaic hexameters in these two
couplets is given in Table 33. :

TABLE 33. Rhythm

Ictus
I i g I v v Vi Lines

1 3 1 3 1 3 3
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Even in the space of three lines Maiakovskii reproduces the distinctive
rhythmical profile (with strong even ictuses and weak odd ones) of the trochaic
hexameter without caesura.2? This measure serves as an introduction to the
elegiac tonality of the romance because it was traditionally used in stylizations
of the folk lament.

The pentameter preceding these three hexameters introduces the motif of
movement, which is then repeated in the romance itself; the trochaic penta-
meter thus embodies the central motif of the poem, the journey. But the ideal
significance of the trochaic metre in Maiakovskii’s verse is the very opposite,
because as a binary metre it signifies not movement but constraint (like the
iambic metre). The introductory pentameter in ‘Spasitel” is in fact fully
stressed, while the stress load in the pentameters of the romance is 85.7%
overall and as high as 90% in the first quatrain (compare Gasparov’s theoretical
load of 68.8% and an average load of 70-75% in actual verse).2? Thus the
rhythm of the trochaic pentameters tends to affirm the significance of the metre
and negate the motif of movement associated with the measure: suicide, a
journey out of life, may be a way out but it is not a liberation, and the
similarities between the suicide note of the poet hero’s young double
(‘ITpowaiire . . ./ Konyao . . . / I1pomy ne sunuts’ (1. 695)) and the poet’s own
final suicide note seven years later (‘B ToM, 4To yMHpalo, HE BUHHTE HHUKOTO'
(xm1, 138)) have often been pointed out.

The distribution of the eight trochaic pentameters, three hexameters, and
one tetrameter in ‘Spasitel’”” and ‘Romans’ according to clausula is given in
Table 34.

TABLE 34. Clausula

m f Lines
TS5 4 4 8
T6 — 3 3
T4 — 1 1

The two quatrains in ‘Romans’ have an fmfm clausula pattern (as in
Lermontov’s ‘Vykhozhu odin ia na dorogu’), while the two couplets in
‘Spasitel’” both have an ff pattern; the different stanza form helps to distinguish
the introduction from the romance proper.

The trochaic pentameter returns in the opening stanza of ‘Proshenie na
imia. . . ... ’, but in the epllogue as a whole the trochaic measure is free (the
opening stanza is subsumed in context). In this epilogue the poet asserts his
testament of belief and projects a plea to be resurrected in the distant future, to
be taken on a journey out of death into life; this is an alternative to the calls to
save the ‘man’ in the main body of the poem, and Jakobson was convinced that
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the title ‘Proshenie naimia. ... .. ’ was intended quite literally as an appeal to
a chemist of the thirtieth century.?4

The free trochee had been used before in Russian verse, but only in isolated
experiments, and its extended use in ‘Proshenie naimia . . . . .. ’is an important
metrical development for Maiakovskii’s later verse. 25 In his early verse the free
trochee was used briefly in ‘Neskol'ko slov o moei mame’ and the Tragedy, but
the only extended use of this measure before Pro eto is in ‘Tretii Internatsional’
(1920), in the odd stanzas (twenty lines in all), each of which opens with the
words ‘Mu1ugem’ (11, 43-45). In ‘Proshenie naimia. . . . . . ’ and subsequently in
Vladimir Il'ich Lenin, as Taranovsky has shown, the journey motif acquires a
temporal dimension and the free trochee becomes associated with the themes of
time, history, and life after death (on earth). By extension Maiakovskii also uses
the free trochee, as here in ‘Proshenienaimia. ..... ’, to communicate across
time in his monologues addressed to figures in eternity (in ‘Iubileinoe’
(addressed to Pushkin), ‘Tovarishchu Nette. Parokhodu i cheloveku’, and
‘Sergeiu Eseninu’).2¢ In the context of this poem the trochaic metre allows the
poet to bypass the ternary base which carries the inertia of time.

The distribution of the 100 lines of free trochee according to line length,
measured in both ictuses and stresses (not counting a single hypermetrical
stress), is given in Table 35.27

TaBLE 35. Line Length

10 9 8 7 6 5 4 3 2 1 Lines

Ictus 1 1 2 5 33 44 6 5 2 1 100
Stress _ - - 1 5 30 37 22 3 2 100

One trimeter has a hypermetrical stress, a dimeter and the decameter are
incorrect in rhythmical form, and a heptameter and another trimeter have
monosyllabic anacruses. The table shows that pentameters and hexameters
predominate (accounting for seventy-seven of the 100 lines), but the line length
still varies freely from one to ten ictuses. The length measured in stresses also
varies, and five-stress and three-stress lines taken together outnumber four-
stress ones (the latter, as Gasparov has shown, are no more common in
Maiakovskii’s trochees than in classical ones, so the verse is not in fact
organized in terms of number of stresses).28 The extra-long trochaic lines are
an innovation on Maiakovskii’s part, and their length is also a novelty within
the poem; they serve to introduce that grand and heroic note which was
formerly carried by hexametral verse and which rings out clearly in the
epilogue’s iambic tetrameter (ode) finale.

The overall stress load and the distribution of stresses in the forty-four free
trochaic pentameters and thirty-three hexameters, the two main line types, are
given, in percentages, in Table 36.
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TasLE 36. Rhythm

Ictus
I I m v v VI Stress Load Lines
TS 70.5 84.1 72.7 727 100.0 80.0 44
T6 727 727 758 879 39.4 100.0 74.7 33

The overall stress load in the pentameters (80%) is significantly lower than in
the eight pentameters in ‘Spasitel”” and ‘Romans’ (87.5%) and much closer to
the typical stress load in verse (70-75%). The stress load in the hexameters is
74.7%, compared with loads of 75.4% and 69.8% in the trochaic hexameter
with and without caesura in the nineteenth century.2® In all the free trochaic
lines taken together the stress load is 76.9%. A rhythmical transformation is
also evident in the levelling of the traditionally strong and weak ictuses, the
traditional secondary rhythm. This levelling is particularly marked in the
pentameters where the traditionally strong second and third ictuses are weak-
ened and the traditionally weak first and fourth ictuses are strengthened
(compare the stylized rhythm of the romance).3® The hexameters reveal a
similar picture, although the penultimate ictus, as in the traditional trochaic
hexameter, is still weak;3! judging by Gasparov’s study, however, in his later
free trochee Maiakovskii must have strengthened this ictus too.32

The overall stress load and the distribution of stresses in the other free
trochaic line types — from monometer to decameter — are given in Table 37.

TaBLE 37. Rhythm

Ictus
I o m 1 Vv vi vo vimm Ix x StressLoad (%) Lines

T1 1 100.0 1
T2 2 2 100.0 2
T3 4 3 5 80.0 5
T4 5 3 6 6 87.5 6
T7 3 4 3 4 2 3 5 68.6 5
™ — 2 2 2 1 2 1 2 75.0 2
T — 1 1 — 1 1 1 — 1 66.7 1
TI0 1 1 -1 —-— 1 — 1 — 1 60.0 1

Despite the paucity of the material, the rhythmical profiles of the tetrameter
and the longer forms are of some interest. Gasparov’s study shows a levelling of
the secondary rhythm in the tetrameter too, and here that process would seem
to be under way with the traditionally very strong second ictus weakened and
the traditionally weak first and third ictuses strengthened. In the unfamiliar
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long lines, on the other hand, secondary rhythm is still needed for orientation;
Gasparov has shown a clear secondary rhythm of strong even ictuses and weak
odd ones in the octameter, and a secondary rhythm of strong second and fourth
ictuses, seemingly derived from the traditional trochaic hexameter without
caesura, in the heptameter.33 The latter rhythm is already beginning to emerge
in the five heptameters, while a correlation of the octameters and decameter
reveals the emergence of a peonic secondary rhythm.

Thus the free trochaic verse of ‘Proshenie naimia. . . . .. ’is to a large extent
freed also from the inertia of traditional secondary rhythm. It is this secondary
rhythm, as Gasparov points out, that distinguishes the different trochaic
measures so that without it they are united in a single trochaic mass.3* The
metre alone remains. Whereas the rhythm of the trochaic pentameters in the
main body of the poem tended to affirm the metre’s significance, the stress load
in the free trochees is lower (76.9% overall). In fact, however, the stress load
varies quite significantly within the epilogue from 71.2% and 72.4% in ‘Vera’
and ‘Liubov’’ to 82.0% in ‘Nadezhda’, where the line length also varies less; the
stress load in the first chapter, which does not have an individual title, is 77.7%.
These variations can be related to the clarity, certainty, and nature of the poet’s
vision of possible resurrection (compare the potential ambivalence in the use of
the iambic tetrameter), and also to his fundamental hatred of any kind of
coercion or constraint.35 In ‘Vera’ and ‘Liubov’’, where the rhythm moves to
overcome the constraint of binary metre, the vision is clearer and more certain,
but in ‘Nadezhda’ it loses this quality and almost takes on the familiar outlines
of byt, while the stress load is closer to that of the romance. Pomorska has
suggested that resurrection into such a future is yet again not a way out, and
elsewhere, as she shows, Maiakovskii explores other ways of resolving his
antinomies, above all the problem of time ;3¢ but for a poet who believes in this
world alone and in love, resurrection is the only possible existential way out.

The distribution of the 100 lines of free trochee according to clausula is given
in Table 38.

TasBLE 38. Clausula

m f d Lines

44 47 9 100

This profile, with dactylic clausulae reduced to a minor role, is quite
traditional, and there is only one heterosyllabic rhyme (2%).

Both couplets and quatrains are found in the free trochaic verse of ‘Proshe-
nienaimia...... ’, although the latter take over towards the end. The number
of different types of clausula pattern and the distribution of the twenty-one
quatrains and eight couplets among them are given in Table 39.
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TABLE 39

Clausula Pattern — Quatrain

fmfm ffff mmmm Others Types Total
10 4 4 3 6 21
Clausula Pattern — Couplet
ff mm dd Types Total
4 2 2 3 8

The leading, fmfm pattern is taken over from the romance, but it is also the
leading form in the four-ictus dol'nik quatrains, as is the ff pattern in the
four-ictus dol'nik couplets; the mmmm pattern, on the other hand, was
prominent in the alternating four-ictus and three-ictus do!'nik and the alternat-
ing iambic tetrameter and trimeter. Curiously, therefore, the free trochee
offers a certain synthesis of earlier tendencies in the clausula.

In the development from Oblako v shtanakh through Chelovek to Pro eto fluid
accentual verse has consolidated into a system of discrete measures; this
development essentially reflects the trend within Maiakovskii’s work as a
whole, but a clear picture has emerged of the major love poems as a single
metrical text, with one poem leading to the next. Along with the consolidation
into discrete measures the rhythmical range of the verse has contracted in the
sense that the main narrative metre here is dol'nik, while the earlier accentual
verse allowed for a free range of intervals, although rhythmical (as well as
metrical) variety still arises out of the use of different measures. The develop-
ment in the verse from Oblako v shtanakh to Pro eto can be related to a change
noted by the poet himself:
Kak 6b110 panbiie —
BbIpacTH 6,
CTHXOM B OKHO BAETETD.
Her,
HUKHHU K CTEHHOH CBHIPOCTH.
H ctux

H AHHU HE TeE.
(1. 1120)

The immediate comparison is in fact with Chelovek, but the change in the verse
is even more striking by comparison with Oblako v shtanakh (in an early draft
Pro eto is referred to as ‘Bropoe o6rako’ (v, 342)).

In Pro eto Maiakovskii provides a definitive example of an integrated
polymetric composition. In Chelovek the heart measure served as a potential
metrical link between the iambic and accentual/dol’ nik themes, but in Pro eto
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the iambic and dol’nik themes are integrated through the alternating four-ictus
and three-ictus dol'nik; this measure not only relates the dol’nik metre to the
basic iambic measure, but also embodies binary, ternary, and less regular
rhythmical tendencies. The other binary metre, the trochee, stands more or
less outside this integrated structure because it offers two different resolutions
of the journey motif, by implication on the existential level; these are suicide in
the present or resurrection in a distant future. The rhythm of the trochaic
romance links it to the iambic theme of constraint, while the free trochee of the
epilogue (like the iambic tetrameter) is ambivalently realized, at times moving
to overcome constraint, at times losing this impetus.

The various genre associations of the measures combine to form the compo-
site genre of the poem as a whole; this, like the polymetric structure from which
it derives, is not a rough assortment but a remarkably coherent structure.3? In
terms of genre the poem is basically tripartite, corresponding to its division into
prologue, narrative, and epilogue. The prologue, through the associations of
the three-ictus and four-ictus anapaestic dol'nik, addresses the poem in a lyric
mode that shifts from the intimate to the grave and general. The main body of
the poem, through the common associations of the three leading metrical
themes — four-ictus amphibrachic dol’nik, alternating four-ictus and three-
ictus dol'nik, and iamb — can be defined as a ballad; as the focus of the iambic
and dol'nik themes, the alternating four-ictus and three-ictus dol'nik serves as
emblem of this genre. In ‘Ballada Redingskoi tiur'my’ the ballad genre is
maintained almost without a break; in ‘Noch’ pod Rozhdestvo’, however,
there are more breaks, sometimes for light relief in the raeshnik and other short
forms, sometimes more or less out of the ballad in the accentual verse of other
characters’ speech, while the trochees of ‘Spasitel”” and ‘Romans’ introduce an
elegiac note. The epilogue leaves the ballad almost completely behind, and a
grand, heroic note, which develops in the long lines of the free trochee, rings
out strongly in the iambic tetrameter — ode — finale.

Despite this iambic finale and the dominance of the free trochee in the
epilogue, the conclusive theme of Pro eto is the four-ictus amphibrachic
dol'nik, whereas in Chelovek it was the iamb. The focus of the poem is
therefore in the ballad of ‘““on’ u “ona’”’ in the world at large, rather than in
the poet hero’s personal world, and the ‘man’ of Chelovek comes to stand for
everyone, for universal love.

Commentary

‘Ballada Redingskoi tiur'my’, ‘Noch’ pod Rozhdestvo’, and ‘Proshenie na
imia...... ’ are all subdivided into chapters, and, counting the prologue,
there are in all thirty-seven such chapters in the poem; this subdivision was

introduced in the first draft of the poem and gradually extended.38 The longest
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chapter is sixty-two lines long, the shortest just nine lines long, and the most
common length is sixteen lines (seven chapters); nineteen of the thirty-seven
chapters fall within the range of sixteen to twenty-four lines long, while
twenty-nine chapters fall within the range of sixteen to forty lines long.

The text of the poem also divides into 100 metrical segments (counting the
single unrhymed line as a separate segment): two in the prologue, nineteen in
‘Ballada Redingskoi tiur'my’, seventy-three in ‘Noch’ pod Rozhdestvo’, and
six in the epilogue; these segments range in length from one to ninety-three
lines.

Whereas the polymetric deep structure carries the poem’s thematic base, this
composition of 100 segments demonstrates how a complex polymetric work
may function in its surface structure. It shows how the segments may interrelate
locally, the extent to which they may be open or closed; it also shows how the
alternation of measures can be governed by a variety of factors in accordance
with the roles of the various forms. This alternation may accompany shifts in
genre, theme, perception, voice, or persona (Pro eto, like the Tragedy, is
peopled by the poet hero’s doubles); it may accompany a shift in mode, as from
narrative to reflection; or it may be governed by purely compositional
factors.3®

The basic unit for the purposes of the commentary is the chapter.40 Fifteen of
the chapters are metrically homogeneous, the other twenty-two are metrically
heterogeneous. The chapters’ status as higher stanzaic units is confirmed by
certain distinctive features in their composition. In particular there is a clear
tendency to mark the opening of a new chapter by a break in measure, rhythm,
or even stanza form. It is notable, for example, that the chapters in which the
iambic theme is strong all open with an iambic stanza. At the end of the
chapters, on the other hand, there is an equally clear tendency for the four-ictus
dol'nik to assert itself, almost as a refrain which indicates the state of the story
so far. In the main body of the poem all but six chapters end with a stanza of
four-ictus dol'nik; the exceptions are the three ‘ballad’ chapters, the final
chapter of ‘Noch' pod Rozhdestvo’, and two chapters (‘Spasitel’” and ‘Tol’ko b
ne ty’) which precede the climactic moments of the suicide of the komsomolets
and the journey of the ‘man’ from Petrograd to Moscow.

The description of the verse in each chapter follows the established pattern,
not the pattern used in the description of Liubliu. This leads to a considerable
streamlining in the classification of rhythmical formin the two dol’nik measures,
but the key feature of closeness to the ternary base shows in the number of
ternary lines. As earlier, lines with an initial omitted stress or a hypermetrical
stressin the anacrusis are classified according to the rhythm of the rest of the line,
while lines with a non-initial omitted stress or a hypermetrical stress in the stem
are classified according to their underlying rhythmical form; the presence of an
omitted or hypermetrical stress shows in the line length.
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‘Pro chto — pro eto?’ (ll. 1-83)

TABLE 40
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
1) - - — 4 — - — 4 3 Dk3An 4
8) - - 37 2 — 1 — 38 13 Dk4An 39

In a typical example of initial deviation from the norm which accords with the
general compositional role of three-ictus verse, the prologue opens with a
single stanza of three-ictus anapaestic dol’nik:

222f B sToi1 Teme,
M AMYHOH
U MEAKOH,
222m  nepeneToii He pa3
U HE NATH,
222f A KPYKHMA NIOSTHYECKOH HeAKoit

212m ¥ X0Yy KPY>KHTbCS OMNATH.

(1.1)

This measure addresses the poem in an intimate lyric mode, but for Maia-
kovskii it has also been associated with love in the abstract (as in Chelovek) and
so by implication it identifies the theme which remains unnamed throughout
the prologue. The light tone adopted recalls the fact that in ‘Kak delat’ stikhi’
Maiakovskii’s example of a short line with just such a tone is an anapaestic
trimeter (‘Otpeuemcs or craporo mupa’ (x11, 102)). Tynianov interpreted this
use of a traditional form as parody,*! and an appropriate model would be
Akhmatova because this is a favourite measure in her early verse; moreover,
according to Lily Brik, Maiakovskii always read Akhmatova when in love and
in so doing ‘kak 661 MPOHU3MPOBaA Ha4 cobcTBEHHOH caabocTsio’. 42 The poem
does not stay within the intimate lyric mode, however, and the shift into the
four-ictus anapaestic dol'nik in the second stanza shifts the address into a
graver and more general mode:

2222f 9ra Tema
ceiyac
U MOAHTBOM y Byaasr
2221m My Herpa BOCTPHT Ha X0351€B HOX.
2222f Ecau Mapc,
M Ha HEM XOTb OZHH CEPALIEAIOADIMH,
211lm  TOMOH
ceiyac
CKPHUITUT
PO TO .

(1.8)
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The theme is human and universal and, by implication, revolutionary too. In
the rest of the prologue Maiakovskii builds up variations on the theme of ‘this
theme’ and at the same time introduces the main rhythmical variations of the
measure with all the fully-stressed forms represented. Towards the end, as the
theme homes in and revelation approaches, more striking rhythmical devices
are also found. In the third to last stanza there is a zero interval:

2221d 9Ta TeMa KO MHe 3aABMAACh THEBHAA,
2202m  npukasana:
— Ilogarp
AHEH yauaal —

(1. 65)

In the last line of the penultimate stanza there is the rhythmical quickening of
an omitted first stress:

322m MoaoTob6oern!
OT cepAua K BUCKaM.

(1.76)

And then in the final stanza the third line breaks the measure, as would the last
line too were it not unspoken:

2121f 9Ta TeMa A€Hb UCTEMHHMAA, B TEMEHD
2112m KOAOTHCh — BEAEAA — CTPOYKaMH AGOB.
011f Hmsa
3TOM
TeMe:

(1.78)

Although the name of the theme remains unspoken, it is prompted by the
rhyme and has been implicit ever since the opening stanza, while the break in
the measure at the three-stress third line prepares for the transition into the
poem’s narrative (compare the general compositional role of three-ictus
verse).

‘Ballada Redingskoi tiur'my’
‘O ballade i o balladakh’ (ll. 84-111)

TABLE 41
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
84) - — 8 8 — 3 — 13 — Dk4343 16

In the opening stanza of this chapter Maiakovskii establishes the alternating
four-ictus and three-ictus dol’'nik as the emblematic ballad form and introduces
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the theme of the ballad as pain (the repeated rhyme creates a paronymous
identification of the words):43

1111m Hemonaoa ouenb Aaa 6aanag,

121m HO €CAH CAOBA GOAAT
2212m M CAOBA TOBOPAT PO TO, 4TO 6OAAT,
221m MOAOJ€EET U Aaj 6arraj.

(1.84)

With no incorrect lines this stanza clearly establishes the dol’nik as the metre of
the ‘ballad’ stanzas, but it is notable that the opening line is iambic in rhythm.
In the second stanza the scene is set:

1221m  Ay6sHckuii npoesa.

Boaonbsanbii.
Bug
000m BOT.
Bor

domn.

1211m B nocreAu oHa.
OHa AeXHT.

022m Os.
Ha cToae Teaedon.
(1. 88)
These bare details record the poet hero’s separation from his beloved, but their
painful emotional significance is highlighted by the striking form of the second
line with the exaggerated stressing of the repeated particle ‘sor’ and the
consecutive zero intervals. In the third stanza the subject of the ballad is defined
as ‘“on” u “ona”’ (1. 98), while the last stanza sets the action in time (Christmas).

‘Po kabeliu pushchen nomer’ (ll. 112-85)

TABLE 42
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
112) — — 2 1 1 1 — 3 1 Dk4343 4
117) - - 2 - — 2 — — —  Ad 2
122) —_- - 2 2 — — — 4 1 Dk4343 4
129) —_ - 4 — — 1 — 3 1 Dk4-Dk4Am 4
133) - - — 4 — 3 — 1 — U3 4
145) - - 2 2 — — — 4 1 Dk4343 4
150) - - 2 - — - — 2 2 Dk4-Dk4Am 2
153) —_ = = — 2 — — — —  Ac 2
155) - — 3 1 — — — 4 1 Dk4-Dk4Am 4
166) _ - 2 2 — 1 — 3 2 Dk4343 4
171) - — 1 3 — — — 4 —  Dk4Dk4Am 4
179) - — 1 1 — - — 2 2 2
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At the end of the previous chapter the telephone is presented as the one way
out and forward, and so the narrative gets under way with a telephone call
which would overcome the separation of hero and heroine. There is a rapid
alternation of the two dol'nik measures and other forms in this chapter as the
scene comes alive and the transition into narrative is effected. The ‘ballad’
measure continues in the opening stanza, but in a variation of the ballad stanza
form in which the odd lines do not rhyme with each other but are divided into
rhyming half-lines; the variation of the stanza form signals a departure from the
static scene of the opening chapter:

0121f TPpoHyA eAe — BOAABIPD Ha TEAE.
020m Tpybky u3 pyk BoH.
2121d W3 pabpuunoii Mapku —

ABE CTPEAKH sIpKHE
15m OMOAHHMHMAH TEA€POH.
(1. 112)44

The telephone is immediately electrified; there is another zero interval in the
second line while the fourth line features the only omission of stress in a ‘ballad’
stanza.

After this opening stanza the focus switches to a neighbour who has been
disturbed but cannot understand what is happening, and the verse switches to a
couplet of four-ictus accentual verse:

1241f Coceansss KOMHaTa.
U3 coceanei
COHHO:
1342f — Korga sto?

OTKyaa 5TO }KUBOH MOPOCEHOK? —
(1.117)

The next stanza returns to the telephone, the channel through which the
scene is transformed into action, so the verse returns to the ‘ballad’ measure:

1221m 3BOHOK OT 0KOTOB YK€ BHU3KMT,
222/042m Jobeaa packareH anmnapar.
1111m BoabHa ona!
Ona rexur!
111m beru!
Ckopeii!
ITopa!
(1.122)

A distinctive iambic rhythm emerges in the last two lines when the poet hero’s
feelings are engaged.

This stanza is followed by the first stanza of four-ictus dol’nik in the main
body of the poem:

0211d MsicoM ABIMACH, CKUMAIO XKKEHUE,
2122d MoMeHTaAbHO MOAHUA TEAOM 3aberana.
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0302d CTHCHYA MHAAMOH BOABT HaIIPS/KEHHSA.
0222f TxuyAcs ryboii B TeAepOHHOE MEKAO.
(1. 129)

The narrative is getting under way, but the third line features two incorrect
intervals and the dominant monosyllabic anacrusis has yet to be established.
The traditional graphical form of this stanza contrasts vividly with the tripartite
lesenka form employed in every line of the stanza following:

020f AbIpbI
CBEpAs
B AOMe,
012f B3MBIB
Mschauukyio
nauiHem,
001f pBa
KabeAb,
HOMEp
020d nyAei
AETeA
6apeiiHe.

(1.133)

This udarnik metre is used elsewhere by Maiakovskii to generate a heavy,
pounding rhythm in march or drum poems, as, for example, in the even stanzas
of ‘Nash marsh’ (1917), the drum lines in 150000000,% or in ‘Barabannaia
pesnia’ (1923), and here it conveys the number’s violent passage down the
cable. In the context of a rapid alternation of forms the general compositional
role of three-ictus verse is perhaps less relevant, but this is nevertheless the key
transitional stanza which sets in motion the connection between the hero and
his beloved.

The scene at the telephone exchange is now introduced in another ‘ballad’
stanza, but at the start of the stanza following, as the impassive operator
attends to the call, the verse moves into the narrative four-ictus dol'nik:

1222f H Bapyr ‘
KaK 110 AAMITaM MTOLIAO KYPOAECHTH,

1222f BCA CETh TEA€POHHAA PBETCH HA HUTH.
30f —67—10!
3f Coeaunure! —

(1. 150)

There is a striking contrast here between the amphibrachic rhythm of the two
narrative lines and the accentual form used for the operator’s speech. But the
narrative and narrative measure are more firmly established, and in the next
stanza, as the poet hero urges the call on its way, the four-ictus dol’nik measure
is maintained throughout.

The verse now returns one more time to the ‘ballad’ measure as the poem
switches unexpectedly into the future:
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0222m KuA Ha MACHHIIKOH OAHH CTAPOKHA.
122m CTO AET MOCAE 3TOTO XKHA —
1100m  mpo 3TO AMIIB —
cro Aet! —
121m rOBapHBanA JETAM A€A. (1.166)

The interpretation of the third line, stressing both ‘cro’ and ‘Aer’, is suggested
by the emphatic repetition and confirmed by the initial version of the stanza
which has an unambiguous alternating four-ictus and three-ictus scheme with
the third line as follows: ‘ipo sTo Auwb yepes cotHio Aet’ (1Iv, 314). The work on
this line moves in the same direction, from a smoother rhythm to zero intervals,
as that noted earlier, and ‘cro Aet’, which is thereby highlighted, is the key
temporal motif in the poem. The masculine clausulae align this stanza with the
‘ballad’ stanzas in general, but the aabb rhyme scheme distinguishes it because
of its special role. This stanza is not a last stutter in the transformation of
background into narrative but a projection of the ballad into the distant future
where it has become a part of folklore, an old man’s favourite tale (compare the
legend awaiting the hero on his return to earth in Chelovek); by implication,
however, the ballad — the poem itself (‘npo sTo’) — is still unresolved a
hundred years hence.
The old man now relives his experience in the present:

024f — Briro —cy6bora.. . .

04 BOCKPECEHBE . . .
311d OKOpOYOK . . .

Xouy, uTrob geweso . . .

114f Kak Baapur KkTO-TO! . . .

3EMAETPACEHDE . . .
1211f Hore ropsyo . . .

XoayH — nogowsa! . .. —
(1.171)

The distinctive feature of this stanza is the omission of stress in three of the four
lines (compare a total of only thirty-nine such lines in the four-ictus dol'nik
verse throughout the poem). Given that the ternary metrical base expresses the
inertia of time, the omission of stress can be interpreted as stepping over time,
overcoming the inertia or passage of time (‘pur™, Bockpewaromuii crosa’
(1,301)), an interpretation which is confirmed later in the poem.

In the final couplet of the chapter, however, the inertia of time reasserts itself
in the rhythm, as in the children’s disbelief:

1222f He Bepunocs aetam,
4706 TaK-TO
Aa TaM-To.
322f 3eMAeTpAceHbE?
3umoii?
Y mouramra? (1.179)

There is still an omission of stress, but the rhythm is ternary.
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‘Telefon brosaetsia na vsekh’ (ll. 185-211)

TABLE 43
Long S 4 3 Short Ac Tk Dk Ty Form Lines
185) — — 15 1 — 1 2 13 5 Dk4-Dk4Am 16

In this chapter the narrative returns in time to the actual phone call, and the
theme of the chapter is summarized in its title; the telephone keeps ringing, as
yet unanswered, and so the narrative is not advanced but consolidated. The
role of the four-ictus dol'nik as the narrative measure is also consolidated: all
the lines can be interpreted in terms of the four-ictus scheme, all but one of the
anacruses are monosyllabic (the dominant form), twelve of the sixteen clau-
sulae are feminine (the leading form), and the stanzas are all quatrains.
Nevertheless, as the telephone rings wildly, the rhythmical profile tends
towards the irregular with three incorrect lines.

‘Sekundantsha’ (Il. 212-30)

TABLE 44
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
212) - — 2 6 — 14343 8
225) —_ - 4 — — — — 4 4 Dk4-Dk4Am 4

In this chapter the telephone call takes on the significance of a duel (an
extension of the bullet motif) when the cook comes to answer it. In anticipation
of contact with the poet hero’s beloved, the verse moves into their iambic
theme in the basic iambic measure:

1111m Ot cHa

YyThb BUAHO —
TOYKa raa3
111d HTOAMT ILIEKH XKapKHe.
113m A€eHSACh, KyXapKa MoAHAAACSH,

111d HAeT,
KPAXTA M XapKasi.

(1.212)

In context the dactylic clausulae in the even lines suggest a folksy rhythm
appropriate for the wrinkled old servant, and it is possible that this stanza and
the one following (also iambic) are the source of one of Maiakovskii’s examples
of rhythm as a model of existence in ‘Kak delat’ stikhi’; ‘PurM moxer
NPUHECTH . . . IPHCAYTa, KOTOpas exeyTpeHHe xaonaet aBepbio’ (XII, 101). This
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appearance of the iambic theme adumbrates the conclusion of the poem’s
movement in this part with the appearance of the eponymous ‘man’, but in the
last stanza, as the cook goes away, the verse returns to the four-ictus dol'nik:

1222f Haer.

OTMepseT Waru CEKyHAaHTOM.
1222f Illaru oTaarsoTCA . . .
CAbILIATCA €AE . . .
1222f Bech MHUp OCTaAbHOl OTOABUHYT KyAa-TO,
1222f AHIIB TPYOKOH B MEHS HEU3BECTHOE LIEAHT.

(1.225)

The perfect amphibrachic rhythm in this stanza accompanies the sudden quiet
and prepares for the clarification of the world in the chapter following.

‘Prosvetlenie mira’ (ll. 231-80)

TABLE 45
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
231) —- — 26 2 — 1 1 26 13 Dk4-Dk4Am 28

The whole world is now frozen in anticipation of the outcome of the
telephone duel,; this finds rhythmical expression in the large number of ternary
lines, while the dramatic tension is maintained through a certain rhythmical
quickening at the start of the line with zero anacruses in eight lines. Towards
the end of the chapter the rhythm becomes a little less regular and there is a
zero interval in the line which focuses most closely on the hero’s situation:

0102d Kpaii ogun —

A B MO€il KOMHarTe,
0221m ThI B CBO€i KOMHaTe — Kpaii Apyro#i.

(1.262)
But again the chapter ends in ternary rhythm.
‘Duel” (ll. 281-326)
TABLE 46
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
281) - — 21 3 — 2 2 20 8 Dk4-Dk4Am 24

The tension of the actual duel, however, leads to a breakdown in the form of
the verse in the opening stanza of this chapter:
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0022f Pas!
Tpy6ky HaBoAAT.
Haaexay
001m 6pocs.
Asal
Kak pa3
321f OCTaHOBHAACh,
He JpOTHYB,
MexAay
1122m MOMX
MOAB60# O6BOAOKHYTHIX I'A23. (1.281)

The second line here breaks the measure, there are zero intervals in the first
two lines, and the use of enjambement becomes most striking as the stanza
progresses. But the expected violent resolution fails to materialize, the pace
slows down to that dictated by the cook, and the rhythm becomes more regular
in the rest of the chapter. The cook’s answer, which presumably amounts to a
rejection, crawls down the cable and emerges at the other end as a beast of
jealousy, or, rather, the hero’s jealousy has turned him into a beast, a bear.

‘Chto mozhet delat'sia s chelovekom’ (ll. 327—42)
TaABLE 47

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

327) - -9 - — - — 9 2 Dk4-Dk4Am 9

In this, the shortest chapter in the poem, the transformation into a bear is
completed. It is a transitional chapter and lacks a distinctive rhythmical
tendency, although there is a slight but definite contraction of the rhythmical
stride with more monosyllabic intervals; this tendency will become more
marked in the chapters following and will eventually lead to the ‘man’ who is
associated with the iambic theme. The chapter is distinguished, however, by
the presence of the only five-line stanza in the poem. As in Chelovek, this
form may create a sense of expectation, but at the same time the expansion of
the stanza at the fourth line coincides with a change of viewpoint:

1211 Buepa ueroBek —
€AUHBbIM MAXOM
1121f KABIKaMH CBOH pa3MeJBEJHA BHA A!
1122f KocMmarhiii.
IllepcTsio cBHCaeT pybaxa.
0222f Toxe Tyaa x!?
B rereponst 6abaxats!?
1112d K cBouM nomren!
B Mops AezoBuThIE! (1.334)
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‘Razmedvezhen’e’ (ll. 343-79)

TABLE 48
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
343) - — 17 2 1 1 — 18 7 Dk4-Dk4Am 20

In the opening stanza of this chapter, as the poet hero’s jealousy in rejection
is realized in the spearing of his heart on the telephone insignia (two forks of
lightning), there is an even more striking breakdown in the form of the verse
than at the beginning of ‘Duel"’:

1221d Measeaewm,
KOT 2 OH CMEPTEABHO CEPAUTCH,
302(1)d Ha Treredon

rpyan
Ha Bpara TAHY.

1f A cepaue
022d rAy6ike yXOAMT B poraTusy! (1.343)

In the second line there is an omitted stress, a zero interval, and a hypermetri-
cal stress in the clausula (the only example of this device in the four-ictus
dol'nik), but in the short third line the form of the verse breaks down more
radically at the crucial word ‘cepaue’; although the last line is rhythmically
more regular, the verse has still not returned to the full four-ictus dol'nik
measure. The full measure returns in the line following:

1111f Teuer.
Pyubuia kpacHoit meau. (1. 350)

This is the first example of the binary rhythmical form in the four-ictus dol’'nik
in the main body of the poem. The rest of the chapter expands on the theme of
the jealous bear; the rhythm becomes more regular, and yet again the chapter
is rounded off in ternary rhythm.

‘Protekaiushchaia komnata’ (ll. 380—462)

TABLE 49
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
380) - - 8 - — 1 1 6 —  Dk4-Dk4Am 8
397) —_ - 2 2 - — — 4 1 Dk4343 4
404) - - 12 - — 2 — 10 —  Dk4-Dk4Am 12
431) _ - 2 2 — — — 4 — Dk4343 4

437) — — 12 — — — 12 4 Dk4-Dk4Am 12
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In this chapter the hero’s tears dissolve the scene and his bed turns into an
ice-floe; now a polar bear, he finds himself carried inexorably by his subcon-
scious towards the eponymous ‘man’ of Chelovek, towards whom the four-ictus
dol'nik theme has by implication been leading ever since the epigraph taken
from ‘Maiakovskii vekam’. The imminent dissolution of the scene is signalled
by a change in the stanza from quatrain to couplet in the first eight lines of the
chapter:

1132f Kposars.
Kenresku.
Bapaxao ogesnro.
1111f JAEXHUT B )KEAE3KaAX.
Tuxo.

Bano.
(1.380)

This opening couplet introduces the chapter’s twin rhythmical tendencies:
towards irregularity and diversity in preparation for the dissolution of the
scene, and towards a further contraction of the rhythmical stride in anticipation
of the ‘man’.

The actual dissolution of the scene is marked by a return to the ‘ballad’
measure, the measure in which the original scene was set:

0222f Yéprosa BaHHa!
Boaa 3a auBaHoM.
212m IToa ctoroM,
3a mKadom Boja.
1122f C auBaHa,
CABHMHYT BOABI 324€BaHbEM,
112m B OKHO ITPOTIABIA YEMOJAAH.

(1.397)

The verse now moves back into the four-ictus dol'nik for three quatrains (no
longer couplets) which complete the dissolution of the room into a river and
continue the rhythmical tendencies towards diversity and contraction; it is
notable that all the fully-stressed rhythmical forms except for the ternary form

have featured in the four-ictus dol'nik verse so far in this chapter. Another
‘ballad’ stanza then sets the new scene and also establishes the principle of a
continually shifting scene which applies from now on:

1211m  Beryr 6epera,
32 BUJOM BMJ.

211m IToao MHOI#1 MOAYIIKH A€ A.
0221m C Aagoru gyer.

Boaa 6exwur.
111m AETHT MOAYIIKA-TIAOT.

(1.431)
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There are no incorrect lines in this and the earlier ‘ballad’ stanza, but the even
lines here are both binary in form.

Finally, in the last three stanzas of the chapter, the rhythm of the four-ictus
dol'nik becomes more regular again and the direction in which the hero is being
carried becomes clearer, although as yet there is no explicit indication on the
verbal level. The ternary form reasserts itself, but the most distinctive rhythm-
ical feature is the prominence of the 212 form which is found in four consecutive
lines:

0212m BriAM BOT Tak xe:

BETEp Ja A.
0212f Arapexa!...
He sTa.
Huasn.
0212m Her, He unas!
Beirno —
CTOSIA.

0222f Brirno — 6aecteno.
Teneps BcrioMuHailo.

(1. 444)

The zero anacruses signal the approach of a climactic moment, while the 212
rhythmical form recalls the first of the lines from ‘Maiakovskii vekam’ which
serve as the epigraph to this part:

1212m CTOSIA, BCIIOMHHAIO.
BhiA 3TOT 6GAECK.
1222f H 310
TOrAa
HasbiBaroch HeBolo.

(1,268)

This 212 rhythmical form was the only prominent secondary form in ‘Maia-
kovskii vekam’ and was especially highlighted in the stanza in which the
returning hero recognizes his beloved after thousands of years. Recognition is
thus reinforced by the rhythmical form.

‘Chelovek iz-za 7-mi let’ (Il. 463-548)

TaABLE 50

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

463) — 4 3 3 — 1 — 39 18 Dk4-Dk4Am 40
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In this, the longest chapter of the part, the hero finally meets his earlier
persona. The climactic character of the chapter is marked by the distinctive
rhythmical device of hypermetrical stressing in the anacrusis in four lines (out
of a total of just nine such four-ictus dol'nik lines in the whole poem).

The chapter opens with a description of the city of Chelovek, and only in the
last line of the second stanza does the hero finally catch sight of the ‘man’:

00222m Bon!
Bou—
OIIEepIIUCH O IIEPHAA MOCTA . . .

(1. 475)

The same device, with an initial thyme of the hypermetrically stressed words, is
then repeated three lines later when the ‘man’ is positively identified:

00221f On!
On—
y HeGec B BOCTIAAEHHOM (OHe,

1222m NPUKPYYEHHBIH MHOIO, CTOUT YE€AOBEK.
(1.483)

Most of the rest of the chapter is taken up by the speech of the ‘man’. A
ternary rhythm appears when he describes how seven years have passed
without any change in his predicament:

1222f CeMb A€T A CTOI0.

A cMoTpIO B 3TH BOABI,
1222m K IIepHAaM NPHKPYYeH KAHATAMH CTPOK.
1222f CeMb AeT C MEHS I'Aa3 5TH BOABI HE CBOAAT.
1122m Koraa x,

Korja >k H36aBAeHHA CPOK?

(1. 504)

This broadens the temporal perspective of the poem and so broadens its
significance and that of the rhythmical form as well. The ‘man’ then goes on to
accuse his later self, the hero of this poem, of having compromised with byt:

00122f Cam
B MXHHH GBIT,
B MX ceMeHHOe cyacTbe
152m HaMepEeBaCUIbCSA MPOAE3Th METYIIKOM?!

(1.514)

The accusation is emphasized by another hypermetrical stress in the anacrusis
(with a contrasting omission of stress in the second line). A fourth hypermetri-
cal stress, reinforced again by initial rhyme, comes five lines later:
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00221d Tam,
B ropodae,
Mpa3sAHHK.
A cAbiy rpom ero.
1122m Tax uro x!
CKaxkH, 4TOO ABUAMCH OHH.
(1.530)

The poem’s future course is now determined: the hero’s search for someone to
save the ‘man’ through love is the story of the rest of the poem.

‘Spasite’ (ll. 549-76)

TaBLE 51
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
549) - - 8 - — — — 8 3 Dk4-Dk4Am 8
563) - — 1 2 1 14343 4
568) - — 4 — — — — 4 4 Dk4-Dk4Am 4

This is the final chapter of ‘Ballada Redingskoi tiur'my’. Zero anacruses in
the first three lines immediately introduce a sense of urgency as the poet hero
finds himself carried away down the river of time:

0122f Croit, nogymxka!

Hanpachoe TieHse.
0212m  Aanoii rpe6y —

IIAOXOE BECAO.
0122d MocT cxxumaercs.

HeBckuM TeyeHHeM
1112m MEHSA HECAO,
HECAO M HECAO.

(1. 549)

In the second stanza he is already a day distant and a ternary rhythm asserts
itself in three of the four lines:

1222f Yxe g AanéKo.
A, moxeT 6BITh, 32 AEHD.
1121m 3a A¢Hb
OT TEHH MOEH C MoCTa.
1222f Ho rpoM ero roaroca roHHTCA C3a4H.
1222m B noroHe yrpos mapyca pacraacTaa.
(1.557)
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The voice of the ‘man’ now comes to the hero in the iambic metre which was
the conclusive theme in Chelovek and is the direct expression of his predica-
ment:

1111lm  — 3abbiTh 3aayMan HeBCKHIi 6AecK?!
111f Ee 3amenumn?!
Hexkewm!
113m Ilo rpo6 3anoMHH nepenaeck,
13f nAeckapuuii B “Yerosexe”. —
(1. 563)

This form of the basic iambic measure, with an mfmf clausula pattern, will
return with every recollection of the ‘man’ in the next part.

In the final stanza of the part a zero anacrusis returns in three lines, but the
rhythm is ternary throughout:

0222d Hauaa xpuuars.
PasBe 310 OCcHAMTE?!
0222m Bypsa 6acur —

HE OCHAUTDb BOBEK.
1222f Cnacure! Cnacure! Cnacure! Cnacure!
0222m Tam

Ha MOCTY
Ha Hese
YeAOBeK!

(1. 568)

This final stanza of ‘Ballada Redingskoi tiur'my’ adumbrates the ending of
‘Noch’ pod Rozhdestvo’; here the hero’s voice is drowned in the roar of the
wind, there it will be drowned in the noise of the universe.

‘Noch' pod Rozhdestvo’
‘Fantasticheskaia real'nost"’ (ll. 577-613)

TABLE 52
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
577) - — 1 9 — 4 1 15 1 Dk4343 20

The ‘ballad’ measure of this chapter establishes the genre continuity from
‘Ballada Redingskoi tiur'my’ to ‘Noch’ pod Rozhdestvo’. The opening stanza
repeats with only minor variations the last ‘ballad’ stanza, thereby re-
establishing the principle of a shifting scene as well:

1211m  Beryr 6epera—
3a BUAOM BHA.
211m IToao MHOM —
NOAYIIKA-AEA.
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0122m  BeTpoMm Aag0xcKuM rpeGeHb 3aBHT.
101m Aetur
ABABIIIKA-TIAOT.

(1.577)

The variations, though minor, are interesting: in particular the change from
‘Aerut nogymka-nrot’ (1. 436) to ‘Aerut / Abapimka-nAror’ creates a zero
interval and so accentuates the rhythmical theme of the ‘ballad’ measure.

In the following stanzas the poet hero is carried down the river to the ocean.
Then his pillow/ice-floe materializes beneath him and the arrival on dry land is
accompanied by zero intervals in consecutive lines in the penultimate stanza:

2102m  Huxakux mopeii.
1—
Ha CHery.
101f Kpyrom —
BEPCTHI CyHIH.

(1.601)

But the most remarkable rhythmical effect is reserved for the last line of the
chapter:

0212m Yro 3a 3eMAn?
Kakoii 310 Kpaii?
0000d I'pen-
Aan-
A06-AaHAUA? (1. 609)

The hypermetrical stressing of ‘a06’, the only example of a hypermetrical
stress in the ‘ballad’ stanzas, creates a line of consecutive zero intervals and
places an extraordinary emphasis on this root.

‘Bol’ byli’ (Il. 614—41)

TABLE 53
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
614) —_ - 4 — — — — 4 2 Dk4-Dk4Am 4
621) _ = 2 2 — — — 4 1 Dk4343 4
629) —_ - — 2 2 2 - — — Ac 4
634) —_ = = = 2 —_ —- = — Rk 2
637) — — 1 1 — — — 2 1 Dk4-Dk4Am 2

The transition from ‘fantastical reality’ to the ‘pain of actuality’ is achieved
far more abruptly than the corresponding transition from background to
narrative in the second chapter of ‘Ballada Redingskoi tiur'my’. There is a
rapid, but now far less extended, alternation of measures which avoids a
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mechanical reversion to the main narrative measure. The opening, four-ictus
dol'nik stanza sets the hero down at the run in Petrovskii Park, but the verse
returns to the ‘ballad’ measure in the second stanza:
1122m  A-y-y-y!
K CagoBo#i 2 BBIKHHYA “y”!
112f Oraobaeint

HWAH MalIHHOH,
1121m HO TOABKO

MopAoH
apLIKH B CHeTY.
022f IlyAeit cAoBa MaTe pHIMHBI.
(1. 621)
The torrent of abuse now follows in a stanza of accentual verse:
12m “OT H3Mma ocAen?!
210d JlAs 4ero raa3a BIpAKEHbI?!

103m i, ThI!
Marts TBOIO pa3Han!
0d Psxennnii!”
(1. 629)

The ‘pain of actuality’ in this speech seems far removed from the poet hero’s
ballad, but the last insult jolts him into a realization of his physical appearance
as a bear (a common mummer’s costume):

0lm Ax!
Aa Bean
2/01m A MeABeAb.
(1. 634)

This couplet of raeshnik arises in response to the word ‘Pskensiii!” and may
derive from a specific tradition in the raeshnik associated with mummers. It
establishes the light verse theme, but, as subsequently, the light tone masks
tragic implications because the poet hero’s bear form stems from his rejection.
In the last two lines of the chapter the verse returns, characteristically, to the
four-ictus dol'nik, and the narrative gets under way.

‘Spasitel” (Il. 642-75)

TaBLE 54
Long 5 4 3 Short Ac Tk Dk Ty  Form Lines
642) - — 1 1 — 1 — 1 5 Dk4-Dk4Am 12
668) -1 - — — TS 1

600 — 1 1 1 — T6 3
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In this chapter the poet hero meets another double, the komsomolets, whom
he mistakes at first for a Christ figure, a saviour to come and release the ‘man’.
The first three stanzas continue in the four-ictus dol'nik, with a binary rhythm
in the third line of the third stanza:

1111d To croxur pykw,
6yATo MmoAmTCH.

(1. 664)

The verse then moves into the trochaic metre for the last four lines of the
chapter. The first trochaic line is a pentameter which establishes the journey
motif while its rhythmical form negates it:

01111f Bara cHer.
MaAbuHIIKa LIEA 11O BaTeE.

(1. 668)

The other three lines are hexameters with the distinctive peonic rhythm of the
trochaic hexameter without caesura, a form used for a lament:

0133f Bara B 30A0TE —
YEro yK MOLIAOBaTEMH ?!

21111f  Ho Takas rpycrs,

4YTO CTOH
Y TPYCThIO paHbcA!
233f PacniabiBaiica B poubIraHEHHOM POMaHCe.
(1. 670)
Irony, as ever, masks tragedy.
‘Romans’ (Il. 676-97)
TABLE 55
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
676) - 2 2 — - T5 4
680) - — — — 6 T1 6
686) - 1 1 2 - T5554 4
692) - - 4 — — — — 4 2 Dk4-Dk4Am 4

Rather than offering salvation the komsomolets acts out the poem’s negative
resolution in suicide.*6 The rhythm in the opening stanza of the trochaic
pentameter romance again tends to affirm the significance of the binary metre
and negate the journey associations of the measure:

01111f MaAbp4MK LIEA, B 3aKaT IAa3a yCTaBA.
0131m BbiA 3aKaT HEMPEB30HAMMO KEAT.
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01111f Aaxe cHer xeATeA Kk TBepckoii 3acrase.
2111m Huuero He BUAA, MAABYMK LIIEA.

(1.676)47

Only two stresses are omitted in this stanza, both times in negative words
(‘vHenpes3oiianmo’, ‘uuyero’).

The actual suicide is now implied in a six-line stanza which can be taken to
represent the six clicks of a revolver’s cylinder:48

Om Ilea,
Om BApPYT
Om BCTaA.
Om B meAk
Om PYK
Om CTaAb.
(1. 680)

In context this verse may be interpreted as trochaic monometer, an extreme
contraction in measure of the surrounding trochaic metre.
After the suicide the verse returns to the trochaic pentameter romance:

01111f C 4ac 3aKaT CMOTpEA, TA232 YCTaBs,
213m 3a MAABYHIIKOH AETHIYIO KaHMy.
0113f CHer XpycTs pa3AaMbIBaA CyCTaBhl.
211m Ars yero?
3auem?
Komy?
(1. 686)

Following the suicide the viewpoint switches to that of the surroundings, while
the position of the (more frequent) omitted stresses reinforces the stylization of
a traditional rhythm. The last line, though originally a pentameter (see 1v, 338),
has been shortened to a tetrameter; this break in the measure accompanies a
shift from narrative to comment and signals the end of the trochaic theme.

The narrative four-ictus dol’'nik returns in the last four lines (two couplets) of
the chapter, and a ternary rhythm asserts itself in the final two lines when the
suicide note rings in the wind:

1222m Cran Betep IleTpoBCKOMY NapKy 3BOHUTH:
1222m — ITpounraiire . . .
Konualo . ..
IIpoury He BUHHMTS . . .
(1. 694)

There may be an analogy here with the role of the wind, also in association with
ternary rhythm, at the end of ‘Spasite’.
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‘Nichego ne podelaesh’’ (ll. 698-727)

TABLE 56
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
698) —_ - - - 2 — — — — Rk 2
700) - — 14 — — — 1 13 6 Dk4-Dk4Am 14

At the beginning of this chapter the poet hero’s reaction to his double’s
suicide is conveyed in another couplet of raeshnik:

2m /o uero x
21m Ha MEHS MOXO0X!

(1. 698)

As before, the light tone of this verse form masks the tragic implications of the
hero’s recognition of himself in the komsomolets. The possible derivation from
a specific tradition within the raeshnik associated with mummers may be
relevant to the hero’s next action, which is to put on his dead double’s clothes
(persona) and shave his face and paws. The verse has returned to the four-ictus
dol'nik as the poet hero, now a complex persona of bear and komsomolets
(with the ‘man’ in the background), prepares to set off round Moscow in search
of a saviour. Overall the rhythm is regular, with quite a high proportion of
ternary lines, but when the poet hero pauses to look at himself a binary rhythm
is found:

1111f ITourn,

TMOYTH TAKOH K€ CaMbIH.

(1.714)
‘Vsekhnye roditeli’ (ll. 728-77)
TABLE 57
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
728 09— — — 1 1 — — 1 — Rk 2
732) - - 20 — — — — 20 7 Dk4-Dk4Am 20

Instinct takes the poet hero to his family first of all:

14m — Boaoas!
Ha PoxaectBo!
112m Bot pagocts!
Pazocrs-TOo BO! ... —

(1.728)
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The position of this cheery festive couplet at the head of the chapter parallels
that of the preceding couplet of raeshnik, but from the hero’s point of view his
family’s joy is out of place and hence tragic in its implications. In the rest of the
chapter the narrative continues with the hero trying to persuade his family to
come and save the ‘man’, but their reaction is negative and at the end of the
chapter a clearer ternary rhythm asserts itself:

1222f — Bonoas,
POAHOM,
ycnokokica!l —
Ho s um
1222m Ha 3TOT CEMEMCTBEHHBIH MUCK TOAOCKOB:
1122f — Taxk 9Tto x?!

A1060Bb 3aMeHAETE YaeM?
1222m A1060Bb 3aMEHAETE HITONKON HOCKOB?
(1.770)

The substitution of tea for love condemns the ‘man’ to centuries without
salvation.

‘Puteshestvie s mamoi’ (ll. 778-819)

TABLE 58
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
778) - — 21 1 - 1 — 21 8 Dk4-Dk4Am 22

In this chapter the hero takes his mother for a flying tour of the world to
show that families everywhere, and not just the one family, are busy drinking
tea; the tour is rounded off in a ternary (amphibrachic) rhythm:

1222f Caxapa,
H 34€Ch
C HETPHUTOCKOH Kyp4aBO#H
1222m  Aakaer ceMeiikoii yau Herpuroc.
(1.793)

This amphibrachic rhythm then continues in the odd lines of the stanza -
following as a general conclusion is drawn and the key motif of ‘centuries’
appears:

1222f CoMHeTe nepuHOH
M BOAIO

H KaMeHb.
1221f Kommyna —
H TO 3aBEPHETCS KOMOM.
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1222f CroaeTus
AKHAH CBOUMH AOMKaMH
1221f M HbIHYE 32)KMAH CBOUM AOMKOMOM!

(1.797)

The Revolution has changed nothing but the surface of life, and the chapter
concludes with a rejection of family love as a way to salvation.

‘Presnenskie mirazhi’ (ll. 820-58)

TABLE 59
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
820) - - 2 — 2 14343 4
827) - - 4 — — — 1 3 1 Dk4-Dk4Am 4
832) - — — 3 1 I3 4
837) - - 4 — — — — 4 2 Dk4-Dk4Am 4
845) - — 1 2 1 14343 4
851) - - 4 — — — — 4 —  Dk4-Dk4Am 4

The appearance of the iambic theme in this chapter marks a shift into greater
polymetricity for much of the rest of the part, in fact until the arrival of the
‘man’. This chapter itself has a distinctive composition: iambic quatrains and
pairs of four-ictus dol'nik couplets alternate regularly to give a double focus, a
‘mirage’ effect that corresponds to a dislocation within the poet hero. In the
opening, iambic stanza he meets himself (yet another double) heading back to
the family loaded down with presents:

1111m Bery un Bu>xy — BceM B BHAY

03d KYAPHMHCKHMMH BbILIKaMH
1111m  cebe HaBCcTpEuy
cam
HAay
13d C Mo AapKaMH NOAMBIIIKAMH.

(1. 820)

There is no apparent significance in the trochaic variation in the second line,
but the move into the iambic metre for the first time in this part will lead to a
recollection of the ‘man’ and so deflect the poet hero from joining his
homeward-bound double in a compromise with byt.

The switch to the four-ictus dol’nik in the next two couplets is accompanied
by a switch to the image, which was originally formulated by the ‘man’ (‘T'pe6u!
/ Toun Mex gomoBbux kamueit!” (1. 547)), of the hero sailing among the cliffs
and rocks of houses. The alternation of measures and shifting vision continue
until the source of the poet hero’s dislocation is at last recognized in the third
iambic stanza:
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1111m C HeBbl He CBOAMT Ir'Aa3s,

npoapor,
111f CTOHT H XAET —
l'lOMOl'yT.
113m 3a nepBbiii BCTPEYHBIH 332 IOpOT
13f 3aKHABIBAIO HOTY.
(1. 845)

This is the form of the basic iambic measure which is specifically associated with
the ‘man’; it is interesting to compare the fully-stressed rhythm of the first two
lines, which recall the ‘man’, with the omission of stress in the two narrative
lines following. The recollection of the ‘man’ has put the hero back on course
and in the final two couplets of four-ictus dol'nik he is met in the hall and
greeted as a bear.

‘Muzh Fekly Davidovny so mnoi i so vsemi znakomymi’ (ll. 858-948)

TABLE 60
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
858) - - 2 — — — — 2 2 Dk4-Dk4Am 2
862) - — 1 1 — 1 — 1 — Ac 2
865) —_- - 2 — — — 2 — — Ac4 2
870) — — — 3 1 2 1 — — Ac 4
875) - - — 1 — — 1 — — Ac 1
877) - — 12 — — — — 12 4 Dk4-Dk4Am 12
893) — — 20 1 1 1 -1 20 3 22
933) -1 — — 1 — — 1 1 Ac 2
940) - — 4 — — — — 4 — Dk4Dk4Am 4

The opening couplet of four-ictus do!’nik is amphibrachic in rhythm:

1222f IToTom,
H3BEPTACh BOIIPOCHTEABHBIM 3HAKOM,
1222f XO35IMH MTOATAA3a TPOCYHYA:
— Oganako!
(1. 858)

This couplet serves as a frame and counterpoint to the ensuing accentual verse
which conveys the welcoming speech of the host. The next couplet (half
speech, half narrative) consists of a three-stress and a four-stress line:

221m MaskoBckuii!
Xopou Measeab! —
1125m ITomeA x038UH AI06E€3HOCTSIMH MEAOBETD:

(1.862)



276

The host then continues in a couplet of four-ictus accentual verse (faktovik in
rhythm), followed by a less regular quatrain which in its form recalls the stanza
of abuse in ‘Bol’ byli’:

101f Kena — Pexnra JBuaHa.
of Jouka,
110f TOYb-B-TOYb
B MEHSA, BUAHO —
132f ceMHaLaTh C IOAOBHHOM r0A0YKOB.

(1.870)

The poet hero has just rejected the family, so the ethos of family and
reproduction which informs this quatrain distances the host (and the verse)
ever further from the poet hero’s ballad. The welcoming speech ends in an
unrhymed three-stress line, the only unrhymed line in the poem:

123fx AsTO...
Bn1, KaxxeTcs, 3HaKOMbI?! —

(1.875)

In view of the context this has been classified as a line of accentual verse (there
may in fact be an echo of an earlier rhyme ‘6oxom’ — ‘Baoka’ (1l. 864-65)), but
it might alternatively be interpreted as a ‘prose’ segment.

The verse now returns to the narrative four-ictus dol’nik. A series of couplets
introduces the guests who appear from behind and beneath the furniture, and a
ternary rhythm again asserts itself as the general conclusion is drawn and the
motif of ‘centuries’ appears:

1212f HayT u nayT npoueccueit MUPHO#.
1222f BaecraT u3 60poa nayTHHOIM KBapTHPHOH.
1212f Bce Tak ¥ CTOMT CTOAETHA,

Kak 6b1r0.
1222f He 6p1oT —

M He TPOHyAach 6biTa KOOBbIAQ.
1222m  Amuubs BMECTO XpaHHUTEAEH AyX0B U peii
0222m  aHreA-XxpaHMTEAb —

JKHMAEL B raAude.

(1.884)

A change in the stanza form to the quatrain accompanies a dramatic
development when the poet hero recognizes himself in one of the guests:

1232f Ho camoe crpamHoe:
o POCTY,
10 KOXe
1212m 0AEXKAOM,
cama noxoaka mMos! —
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1122f B OZHOM
y3HaA —
6AM3HEIaMH ITOXO0XKH —
1200m ce6a camoro —
cam
A.
(1. 893)

The moment of recognition is emphasized by consecutive zero intervals.

The focus now switches to the animal, vegetable, and material surroundings
(bedbugs, a samovar, geraniums, and other symbols of byt) which, in a
grotesque degradation of human life, take on its form. Couplets and quatrains
alternate freely, and ternary rhythm is not prominent. The most striking effect
is achieved in a short final line (with a rare hyperdactylic clausula):

1211f Hcyc,
MPUIIOAHAB
BEHOK TEPHHUCTBIH,
11h AI06E3HO KAAHAETCA.

(1.915)

The rhythmical fall to a short last line reinforces the bathetic debasement of the
figure of Jesus, but as ever the bathos masks a tragic significance because by
extension the debasement of the Saviour offers little hope for the ‘man’; Marx,
too, is framed on the wall. In the last two lines of the penultimate stanza the
whole company joins in to wish the poet hero greetings of the season:

02222m  — C npa3aHuyKoMm!
C npa3guudkom!
C npa3gHuyKoM!
C npaszganuxom!
C npas-
00m HUY-
Kom! —

(1.933)

The rhythmical fall is now exaggerated by the extension of the preceding line
and everything — the enjambement, the rhythmical fall, the dislocation of the
word’s structure — combines to reinforce the bathetic effect and the sense of
‘umu-/ koMm!’; yet again, however, the bathos masks a tragic significance because
the ideal spirit of the Christmas festival, which might help the ‘man’, is
debased. The chapter ends with a quatrain of four-ictus dol'nik in which the
host protests that he assumed the poet would be at home with his own.
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‘Bessmyslennye pros'by’ (ll. 949-1054)

TaBLE 61
Long 5§ 4 3 Short Ac Tk Dk Ty Form Lines
949) — 1 3 - — — — 4 4 Dk4-Dk4Am 4
958% - - - — 4 12 4
962 - - — — 4 I 4
966) - — 16 — — — 3 13 2 Dk4-Dk4Am 16
1002) - - 4 — — 2 - 2 — 4
1009) — 1 1 1 3 1 1 1 — Ac 6
1022) _ - - — 8 — — — —  2-ictus 8
1033) - — 5 1 — — — 6 3 Dk4-Dk4Am 6
1043) - - 2 2 — 14343 4
1051) - — 2 - - — — 2 — Dk4Dk4Am 2

In this, the longest chapter in the main body of the poem, the move towards
greater polymetricity reaches an extreme. The host’s words at the end of the
preceding chapter unwittingly touch a sore point, because home, as defined in
Liubliu, is the poet hero’s beloved from whom he is separated. This thrust to
the heart of the matter is highlighted by the unique rhythmical form of the poet
hero’s evasive reply in the opening line of this chapter:

11002f  Mouwu cou?!
A-a-a-a—
3TO 0CObBI.
(1.949)

This is the only example of a hypermetrical stress within the line in the
four-ictus dol'nik. The poet hero’s ‘own’ are bears, because jealousy in
rejection has turned him into one.

A more direct answer, however, is couched in the light verse form of iambic
dimeter and monometer (with a zero anacrusis in one line):

11m Kaxkoii Moii aom?!
11m Ceitvac c Hero.
11m INoaywmkoi-AbgomM
0lm nAbiA HeBoii —
1m MO A0M

Im Mex aaM6

1m CTaA AbAOM

1m HTaM...

(1.959)

Beneath the light tone it is quite consistent that this question should elicit an
iambic response because home among the bears signifies rejection; moreover,
in the iambic stanzas of ‘Voznesenie Maiakovskogo’ rejection was realized in
the image of confinement within ice.
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The iambic theme goes no further and there is now a sudden break to a
defence of the poet’s (Maiakovskii’s) art in the four-ictus dol'nik. His work is
defended as being of use and importance not just to himself but also to others,
and in return the poet asks for someone to come to the ‘man’, even if only to
offer some words of encouragement. Ternary rhythm is muted, and three lines
even contain an extended interval of three syllables, for example:

1232f IlosT Tam 1 mpoyee.. . .
Beap kakaoMy BaxkeH . . .
(1.981)

The poet’s speech is followed by a narrative stanza which records the
reaction of his audience:

0434f Cayiaay, yAsi6ascb, H(MEHUTOTO CKOMOPOXa.
1122d KaTaau no croAy xAebHble MAKHIIH.
1122f CaoBa 06 A06
U B TAPEAKY —
rOpOXOM.
1141f OauH pacyyBCTBOBAACH,
BHHOM Pa3MATIIHIA:

(1.1002)

The accentual rhythm of the first and last lines prepares for the move into
accentual verse as the audience’s distance from the poet, the ‘ckomopox’,
becomes clear in the speech of the drunk:

11m — IToooocroii . . .
MTOOOOCTOH . . .

012f OvueHb Jaxe U MPOCTO.
2212m A noiay! ..

TI'oBopsar, oH xaerT . . .

Ha MOCTY . . .

11312f A3namo. ..

3910 Ha yray KysHenkoro mocra.

11d ITycture!
Hyxoca! —
202d ITo yraam —
3ya:
— Ha3a3z-10-33310KaAcsa!
(1. 1009)
The dissonance rhyme (‘noooocroit” — ‘mocry’) is interesting because Maia-

kovskii used the same device in Oblako v shtanakh for the drunken Severianin.
The drunk is off the mark, but the other guests continue in openly satirical vein:

01lm Byaet HbiTb!
11m IToecTs, monuTh,
11m MOMMTb, IOECTb —

Sm H 3a 66!
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12d Teopuio k Aememy!
0od Hsn—
HPaKTHKA.
11d Hanei,
Hapexb eMy.
21d OyTypHCT, HaAATTe-Ka! —

(1.1022)

For the poet hero this satirical doggerel again has tragic implications because of
the rebuff implied in the crude materialistic philosophy associated with the
NEP.

The return to the narrative four-ictus dol’ nik soon leads to a ternary rhythm
as the dust of centuries settles:

041m 11PN
M3 apTE3HAHCKUX NPOPB
1222f ME3K PIOMKOH
CAOBa [TOSTHYECKHX CITOPOB.
1222m B marpau,
M03J0pPOBaBLIKCh,

BAE3AH KAOIIBI.
1222m Ha Beuniu HaceAa CTOAETHSAA IbIAb.

(1.1035)

After so much metrical diversity and rhythmical irregularity the amphibrachic
rhythm of these last three lines is especially striking. It leads the poet hero to
relate his failure to the fate of the ‘man’:

1111lm A toT cTOUT —

B nlepHAa B6HUT.
111f OH X €T,

OH BEPHT:
ckopo!

1111m A cuoBa AbOM,

A CHOBa B ObIT
111f BOMBAIOCh CAOB HallOPOM.

(1.1043)

The fully-stressed rhythm now continues into the second half of the stanza, in
which the poet hero, not the ‘man’, is the subject; this prepares for the
emergence of the iambic theme in a more active role in the chapters following.
In the final, four-ictus dol'nik couplet of the chapter the hero attacks again, but
his words pass by unnoticed.
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‘Neobychainoe’ (ll. 1055-92)

TABLE 62
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
1055) —- - 6 — — - — 6 2 Dk4-Dk4Am 6
1066) - — 1 2 1 I3 4
1074) - — 1 2 1 14343 4
1080) - — 4 2 — — — 6 3 Dk4-Dk4Am 6

In this chapter the scene fades cinematographically and Bocklin’s Island of
the Dead, a fashionable picture at the time, is projected onto Moscow; as with
shifts to the Neva plane, this is accompanied by a shift from the four-ictus
dol'nik to the iamb in the middle four stanzas. At the end of the second stanza,
as the transformation takes place, the four-ictus dol'nik moves from an
amphibrachic to an iambic rhythm in consecutive lines (the first line of the
stanza is also iambic in rhythm):

1222f Co cTeHKH
Ha ropoJ pa3poCLIHics

Béxaun
1111f MockBoii pacctaBHA “OCTpOB MEPTBBIX”.
(1. 1062)
This rhythm in the four-ictus dol’nik leads directly into the iambs:
111f JaBHBIM-AaBHO.
IToaaBHO —
111f Temneps.
H nery npoue!
0011d Bon
B AOJKe,
CKyTaH CaBaHOM,
13f HEABMIKHBIH II€PEBO3YHK.
1111m He T0 MOps,
HE TO MOAS —
111f HX IIOPOX THILBIO CTEPT BECh.
33m A 3a MopAMH —
TOIIOAA
111f BO3HOCAT B HE60O MEPTBOCTD.

(1. 1066)

The rhythmical interflow has brought the iambic theme more actively into play:
the measure is initially trimeter, and the hypermetrical stressing of ‘Bon’, one
of only two examples in the iambs, repeats the earlier hypermetrical stressing
of this word in the four-ictus dol'nik when the ‘man’ was first sighted; the
second stanza, which returns to the basic measure in the form associated with
the ‘man’, contains the only example of form vi (with two omitted stresses) in
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the main body of the poem. At the same time this shift into the iambs no longer
serves simply to evoke the Neva plane of the poem: instead, following his
failure to bring help to the ‘man’, the hero’s contemplation of his own fate (in
fact suicide, as an earlier version makes clear (see 1v, 356)) is presented in the
iambic mode of the ‘man’. Thus the iambic theme is now in an active role.

The verse now switches back to the four-ictus dol’'nik and the scene begins to
come alive, but so close are the two themes in this chapter that binary rhythm
continues into the first two lines:

0111d Yr1o K —
cTynaoo!
U cpa3sy
: TOTIOAH
1111d COPBAAHChH C MECT,
MOLUAH,
3aTOIMAAH.

(1. 1080)

In the last four lines of the chapter the scene comes fully alive again in Moscow
reality.

‘Devat’'sia nekuda’ (ll. 1093-1153)

TABLE 63
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
1093) — — 1 6 1 14343 8
1107) - — 8 - - — — 8 1 Dk4-Dk4Am 8
1120) - -1 3 — I3 4
1127) - — 1 2 1 14343 4
1133) - - — 8 — I3 8
1145) - — 4 — — — — 4 1 Dk4-Dk4Am 4

The emergence of the iambic theme in an active role points the poem
towards the hero’s beloved. This is the most densely iambic chapter in the
poem (six out of the nine stanzas are iambic), and the significance of the metre
is indicated for the first time in the title ‘Devat’sia nekuda’. This title is also one
of the many echoes of Dostoevskii and particularly of Prestuplenie i nakazanie
both in this chapter and in the poem generally (the very title Pro eto comes from
there).4? The opening line of the chapter already echoes both Dostoevskii and
the attempted revenge in Chelovek:

311m Tak c TonopoM BA€3aI0T B COH,
13f obMeTAT cnAmeAobsIx —
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131m H cpa3sy
MCY€e3a€eT BCE,
111f ¥ BUAUIIB TOABKO O6YX.
(1.1093)

The new departure is marked by the rhythmical forms of the tetrameter,
formsn and m, which are both uncommon in the poem. Form is then
repeated in the second stanza (the only other example in the poem):

311m Taxk 6apabansl yAun
B COH
111d BOHAYT,
H Cpa3y BCTIOMHMTCA,
1111m YTO BOT TOCKA
H YTOA BOH,
111d 32 HUM
OHa —
BHHOBHMILIA.

(1. 1098)

It is indicative of the iambs’ assumption of an active role that the hero is now
reminded of his beloved, not the ‘man’. In fact, as a passage excluded from the
final version shows, he is now re-enacting ‘Maiakovskii vekam’: his brain (in
this earlier version) tells him to go back, but his heart orders him forward
(see v, 358-59).

The verse now switches to the four-ictus dol'nik for two quatrains, but these
lack any distinctive rhythmical features because the chapter’s focus is in the
iambs. The hero plays a game of cards with the windows: if the relevant window
is lit up, he loses. The window is lit up, but he still continues his approach to the
flat and the verse returns to the iambic theme for four stanzas in a row, all but
the second of trimeter. In the first of these stanzas the poet hero recalls his flight
to the window in Chelovek (‘Oxny // Aeuy. / Hebec npusbruka’ (1, 270)):

111d Kak 6b1r0 paHbIne —

BbIpacT 6,
111m CTHXOM B OKHO BAETETh.
0011d Her,

HHKHH K CTEHHOM CIPOCTH.
111m H ctux
M JHM HE Te.

. (1.1120)
Every ictus is fulfilled here, and the hypermetrical stress in the anacrusis of the
third line highlights the emblematic ‘Her’. With the intensification of the
iambic theme the third stanza contains both an explicit indication of the metre’s
significance in a reference to the links of a chain and an explicit indication of
Prestuplenie i nakazanie as a source in a reference to Raskol'nikov:

111(1)d He MoAKHeT B cepanie 60Ab HUKAK,
111m KYET K 3BEHY 3BEHO.
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111d Bor Tak,
y6us,
PackoAabHHKOB
111m MPHILIEA 3BEHETH B 3BOHOK.
(1.1133)

For the first time too there is a hypermetrical stress in the clausula, and there is
no omission of stress in either this stanza or the one following. Guests arrive
and music is heard, and in the final stanza of the chapter the verse returns to the
four-ictus dol'nik as the hero supposes that his beloved’s heart is not in her

playing.
‘Druz'ia’ (ll. 1154-1212)

TABLE 64

Long 5 4 3 Short Ac Tk Dk Ty Form Lines
1154 — — 4 — — — — 4 1 Dk4DkéAm 4
11600 — — — — 4 T2121 4
1164) — — — — 2 — — — — Rk 2
166) — — — 1 1 — 1 — —  Ac 2
1171) _ - 2 - - _ - 2 - Dk4-Dk4Am 2
17’3 — — — 1 1 — 1 — —  Ac 2
1176) _ - 2 - - —_ — 2 1 Dk4-Dk4Am 2
1179) —_- - 2 2 - 2 — 2 1 Dk4343 4
1184) — 2 2 - — — — 4 1 Dk4-Dk4Am 4
1193) — — 1 — — — — 1 1 Dk4-Dk4Am 1
1195 — — 1 — — — 1 — —  Ad 1
1197) _ - 2 - - —_ — 2 1 Dk4-Dk4Am 2
12000 — — 4 — — — 4 — —  Ac 4
1207) —_- — 4 — — — — 4 1 Dk4-Dk4Am 4

Still outside the flat, the poet hero now turns his attention to the guests, but
he only sees and hears snatches of what is going on inside. In its complex
metrical composition this chapter recalls the earlier party chapter ‘Bessmysl-
ennye pros’by’; the metrical range is narrower here, but the alternation of
measures is bewilderingly rapid in accordance with the poet hero’s strobo-
scopic view. The chapter’s composition is based on the alternation of the
four-ictus dol' nik (the poet hero’s first person narrative) and other, less regular
forms (the guests’ speech):5° the distance between the two reflects the distance,
both literal and metaphorical, between the hero and the guests who are, in title
at least, his friends.

The opening, four-ictus dol'nik stanza sets the scene. The second stanza,
which has a distinctive alternating rhythmical pattern (compare the composi-
tional theme of the chapter asawhole), introduces the hero’s stroboscopic view:
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2m IToroca
of LEAH.
2m Toaoca
of eAe:
(1. 1160)
These short lines lead into a couplet of raeshnik:
0d “AHHymIKa —
3d Hy ¥ pymsiHyIuKa!”

(1. 1164)

Since Annushka was the Briks’ maid it is possible that this couplet was an
existing family jingle, but, although the guest adopts a light tone, her role for
the poet hero in the poem was as second in the duel. The couplet following,
however, returns to narrative:

20f ITuporu. ..

Ileuka. ..
031d Illy6y. ..
Ilomoraer. ..

Cnaeyuka. ..
(1.1166)

Although necessarily classified according to its form as accentual verse,
according to its narrative role this should be a couplet of four-ictus dol’nik (as
was originally the case with the second line (see 1v, 362)); perhaps the shorter
lines could be interpreted as the metrical equivalent of the poet hero’s sliced,
partial view.

A couplet of narrative four-ictus dol'nik now follows:

1221f CrAYLIMAO CAOBA YaHCTEITHBIM TEMIIOM,
1212f M CHOBA CAOBA CKBO3b TEMIT yaHCTEMa:
(1.1171)
This is followed by a couplet of accentual verse (largely speech):
033f “Yr0 5TO BHI TAK PAa3BECEAHUAHCH?
01f Pasge?!”
CAPIAHUCE . . .
(1.1173)
which is followed by another couplet of narrative four-ictus dol'nik:
1221f Onarte noAoca ocBeTHAA Ppasy.
1222f CAoBa HETIOHATHBI —
ocobeHHO cpasy.

(1. 1176)

which in turn is followed by a ‘ballad’ stanza:

1012m CaoBa Tak
(He 1o 4TO0b CO 3A2):
120f “OAuH TYT CAOMaA Hory,
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1221m TaK BOT BECEAUMCS, YeM OOT MOCAaA,
122f TaHIyeM ce6e moHeMHoOry”. (1.1179)

The hero’s perception of this gossip in the ‘ballad’ form of alternating four-ictus
and three-ictus dol’nik (with two zero intervals) may be related to the location,
his beloved’s apartment, and to the fact that the words refer to him and by
implication his relationship with her, since the image of a broken leg is
associated with rejection in love for Maiakovskii (as in Oblako v shtanakh).
The hero now interprets what has been said in a quatrain of four-ictus

dol'nik:

00212d  Ja,

HX T'OAOCA.
3HaKOMble BHIKPHKH.
1222m  3acrhiA B y3HaBaHbH,
PACMIAIOLIUACA, HEM,
0212d $pa3sl KPOW IO BHIKPHKOB BBHIKPOHKeE.
00212m Jda—
3TO OHH —
oHM 060 MHe. (1.1184)

As when the ‘man’ appeared towards the end of ‘Ballada Redingskoi tiur'my’,
recognition is marked by hypermetrical stressing in the anacrusis (and the 212
rhythmical form is prominent too).
In the following couplet the metrical alternation even takes place within the
stanza:
0222f Illeaecr.
AHCTalOT, HaBE€pPHOE, HOThI.

0311f “Hory, rosopure?
Bor cmemHo-TO!” (1.1193)

This couplet sets the pattern for the last twelve lines of the chapter: a couplet of
narrative four-ictus dol'nik is followed by two couplets of four-ictus accentual
verse (more flippant discussion of the broken leg) which in turn are followed by
two final couplets of four-ictus dol’nik as the dancing and door-slamming
carries on and on.

“Tol'ko b ne ty’ (1. 1213-75)

TABLE 65
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
1213) - — 1 2 1 14343 4
1218) - 3 1 — — — — 14 5 Dk4-Dk4Am 14
1248) - - — 4 — I3 4
1255) - — 3 1 — — — 4 2 Dk4-Dk4Am 4
1263) — — 2 5 1 14343 8
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The preceding chapter ‘Druz’ia’ has not moved the poet hero any further
forward. So in the opening stanza of this chapter the verse returns to the iambic
theme of ‘Devat’sia nekuda’ in the form of the basic iambic measure which has
been associated with the ‘man’:

1111m CroI0 Y CTEHKH.
A ue a.
111£ ITycTs 6peA0M XH3Hb CMOAOAACH.
113m Ho ToAbKo 6, TOABKO 6 He est
31f HEBBIHOCHMBIH roAoc!

(1.1213)

As at the beginning of ‘Devat’sia nekuda’, this opening stanza is highlighted by
a rare rhythmical form: in this case it is form m (31) of the trimeter which is
found in only one other line in the poem. The action has narrowed to the poet
hero, his beloved, and, by implication, also the ‘man’ (‘A ue ). Accordingly,
the metrical composition has returned to the two key themes, iamb and
four-ictus dol’'nik; but the iamb now takes over as the narrative measure, while
the four-ictus dol'nik is reflective, in preparation for the hero’s intended
confrontation with his beloved and also, implicitly, in preparation for the
actual confrontation with the ‘man’ in the next chapter.

In the series of four-ictus dol’ nik couplets that follows, the poet hero declares
and defends his love (a parallel to the defence of his poetry in ‘Bessmyslennye
pros’by’) in order to pre-empt a betrayal. The key moments in this passage are
marked by hypermetrical stressing in the anacrusis; this device, which reap-
peared in the preceding chapter, marked the original appearance of the ‘man’
in ‘Chelovek iz-za semi let’ and now adumbrates his return in the chapter
following. The hero admits to having betrayed time to the ‘everyday’:

1122f A aeHb,
A roa 06bIACHIHE NIPEAAA,

1222f 51 caM 3aJbIXaAcs oT sToro 6peaa.
00112f On
KM3Hb ABIMKOM KBaPTHPOLUHBIM BBIEA.
0122f 3Bana:
peLInch
C 9Taxen

B MOCTOBbIE!

(1.1218)

The hypermetrical stressing of ‘On’ cannot fail to echo — ironically — the line
which introduced the ‘man’ (‘On! / On — / y He6ec B BocnareHHOM ¢one’
(1. 483)), and the echo continues in the call to suicide (compare ‘3auem Tb1 TOr 22
He 03BoAUA MHe / 6pocutsca’ (1. 501)). But the hero resisted this call to suicide
out of love, a love which, as further hypermetrical stressing emphasizes, he has
never betrayed in his verse:
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1122d Ho rae, Alobumas,

rae, Most MHAas,
00212f rae

— B niecue! —

AIOOBM MO€H U3MEHHMA A?

00122f 3aecn
KaXAbIH 3BYK,
4T06 NMpU3HaThCH,
YTOO KAHKHYTb.

1222d A TOABKO M3 [MECHH — HU CAOBA HE BBIKHHYTh.

(1.1238)

The verse returns to the iambic metre when the inner speech shifts into
envisaged narrative, with the hero standing at bay in order to assert his
integrity:

111f Bb6ery Ha Tpeas,
Ha raMMBl.
111m B ynmop raazamu
B LIEAB!
111f Topasce AByMs Horamu,
111m Hu c mecra! — kpukny. —
Lea! —

(1.1248)

At this extreme moment the measure reaches its most contracted form, with
feminine clausulae in both odd lines, and every ictus is fulfilled. The verse
switches back to the four-ictus dol'nik when the poet hero points out that his
attack on the world at large in the poem has spared his beloved, but the basic
iambic measure returns for the last two stanzas when he concludes his
rehearsed speech with a call to her to come and save the ‘man’ and then, in a
final return to narrative, prepares to enter her flat:

131m Ipuawn,

Pa30T30BHChb Ha CTHX.
111m A, Bcex ob66eras, — TyT.
1111m Teneps Aumb THI MOrAa 6 criacTh.
111m Bcrapaii!

Bexum k mocry!
113m BrixoMm Ha 6oitHe

o4 yaap
111m 6aLIKy MOIO HarHyA.
1111m C6opio cebs,
rnomAy TyAa.
13m CexyHaa —
M LIATHY.

(1.1263)

The iambic theme is intense, but still open, and the moment of truth has been
reached.
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‘Shaganie stikha’ (ll. 1276-1342)

TABLE 66
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
1276) —- - 5 7 - — 1 1 1 Dk4-Dk4Am 12
1298) - — — 3 1 14343 4
13 — — — 8 — 4 2 2 — Ad 8
1317) - - 10 — — 1 — 9 3 Dk4-Dk4Am 10

The title of this, the climactic chapter of the part, refers not to the hero’s
proposed step but to the journey over time and space of the poet’s earlier
persona, the ‘man’ of Chelovek, in order to halt this step. In the opening stanza
the narrative shifts back into the four-ictus dol'nik:

1222f
1112f

142f
1212f

Ilocaeanss caman sTa ceKyHAa,
CEKyHJa 3Ta
CTaAa HA4aAOM,
Ha4aAOM
HEBEPOATHOTIO I'yAa.
Becn ceBep ryaea.
I'yaenns mano.

(1.1276)

After a ternary rhythm in the opening line the omission of a non-initial stress in
the third line prepares for the remarkable rhythm of the next four couplets in
which the noise (the ‘man’) comes nearer and nearer down the railway line
from Petrograd to Moscow:

124f
142f
132f
141f
1112f
132f

1122f
332f

Ilo Aposxu BO3ayIIHOH,
o KoAe6aHbIo

AOrablBalOCh —
OHO Haj A106aHbIo.
Ilo xoroay,
IO XAOIaHBIO ABEPBIO
AOTaAbIBalOCh —
oHo Haza TBepeio.
ITo wymy —

HaCTEXb OKHA PACKHHYA —
AOTaJbIBAIOCh —
KMHYACA K KAauny.
Teneps rpo3oii PazymoBckoe 3aAHA.
Ha Huxoaaesckom Teneps
Ha BOK3aAe.
(1.1283)

As earlier, when the old man relives the earthquake a hundred years hence,
this journey over time and space is made on the rhythmical level through the
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omission of stresses in six out of the eight lines; moreover, in all but the last line
it is the second or third, not the first, stress that is omitted, while in the last line
the omission of the first stress is followed by an irregular interval of three
syllables (overall in the poem stresses are omitted in only thirty-nine four-ictus
dol'nik lines (6.7%) and in nearly half of these lines it is the first stress that is
omitted). In Maiakovskii’s manner of creation, which is echoed in the chapter’s
title, this remarkable rhythm is the ‘improbable’ feat of overcoming a step to
reach the next footfall but one, and hence, given the temporal dimension of
rhythm for him, it can be interpreted as stepping over time, overcoming the
inertia or passage of time.
The arrival of the ‘man’ is heralded by his metrical theme:
113m Bcero gpixanue oaHo,
31f a 110 HOroM
CTYNnI€HH
113m MOUIAH,
TOMABIAM XOAYHOM,

111f B3AbIMAasACh B HEBCKOM TEHE.
(1. 1298)

The rhythmical influence of the preceding verse is felt in the omission of a stress
in three out of four lines for only the second time in an iambic stanza.

This fusion of place is followed by the arrival of the ‘man’ himself, but not in
the iambic theme:

021h Yxac gouuea.
B Moa3ry yxe Bech.

131m Harsrusaa HepBOB CcTpOIii,
132h PasryXuBasAch BCE U Pa3ryKHBasiCh,
130m B30OpPBaAcH,
MPUTBO3AMA:
— Croi!

230m S npuieA U3-3a CEMH A€T,
210m M3-3a BEPCT LIECTH CTa,
120m MpULIEA TIPHKA3aTh:

Her!
121m IIpumeA noseaeTs:

OcraBb!

(1.1304)

The compositional role of three-ictus verse is transcended here, because the
extension into a second stanza establishes it as more than just a break; at the
same time this allows the ‘man’ to call a halt outside the framework of the iambs
and four-ictus dol'nik. The rhythm is very striking: the intervals range from
zero to three syllables and are arranged in such a way that the longer intervals
come first and the shorter intervals second; four consecutive lines end with a
zero interval, an effect that seems to pull the rhythm up (literally so in
Maiakovskii’s manner of creation) in accordance with the sense.
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The verse returns to the four-ictus dol’nik when the ‘man’ moves on to
explain why he has come to call a halt: he has come because there cannot be
personal fulfilment in love while the rest of the world is without it, it is not the
hero’s beloved who is needed but all the others; but love for everyone can only
be achieved by overcoming the inertia of time which is embodied in the ternary
base of the four-ictus dol'nik (not the iambs). So the ‘man’ now makes it clear
that he stands for everyone:

0211m AOAXEH CTOATh,
CTOIO 34 BCEX,

1211f 3a BCEX PaclAavych,
3a BCEX pacnAa4ychb. —

(1.1339)

The shift into greater polymetricity in this part began with the first iambs, but
now, with the arrival of the ‘man’, polymetric composition recedes and the
verse remains in the four-ictus dol'nik with hardly a break for the rest of the
part.

‘Rotonda’ (ll. 1343-88)

TABLE 67
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
1343) - — 10 2 — 1 — 11 6 Dk4-Dk4Am 12
1367) —_ = = - 2 — — — — Rk 2
1370) —_ - — 2 2 I3 4
1374) —- - 5 — 1 - — 5 3 Dk4-Dk4Am 6

The scene now breaks up and the action moves into the future in Mont-
martre, but tension is maintained through a notable rhythmical quickening at
the start of the line with zero anacruses in five of the first eight lines. The hero,
now an old man, is still calling for someone to come and save the ‘man’:

0102f 6yay 3BaTh
(HoBoe aero!)

1211f KyAa-TO UATH,
CracaThb KOTO-TO.

(1.1355)

There is irony in the first line here, but also a zero interval.
The negative reaction of the audience is conveyed in a final couplet of
raeshnik:

20f “He noiiaeM.
Ayaxu!
02f Mgp1 — npocTUTyTKH”.

(1.1367)
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This bathetic degradation prompts a recollection of the poem’s Neva plane
(heroic and tragic) in a final iambic stanza:

13(1)d  Beits Censl moaoce 6 Hegoii!

111m I'paaymux Aet 6prI3roi

111d X0y o Mrae no CeHosoi

13m BCeH HBIHYECTH U3TOH.

(1.1370)

This is not the same kind of recollection of the ‘man’ as before: the measure is
trimeter, with a rare hypermetrical stress in the clausula, and the shift into the
iambic theme now allows the hero to project himself in the role of the ‘man’, as
precursor of the future and outcast from the present.

The verse returns to the four-ictus dol'nik as the hero yet again calls for an
attack on byt, but the chapter ends most strikingly in a rhythmical fall to a short
last line:

1122f Ceroaus
THaAH
B 0COGEHHOM paxe.

3f Hy u xapa xe!
(1.1385)

As ever the bathetic effect of the short line and the irony of the words mask a
tragic significance in the hero’s ‘half-death’, as the title of the next chapter
indicates.

‘Polusmert’’ (ll. 1389-14006)
TABLE 68

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

1389) - — 8 2 — — — 10 1 Dk4-Dk4Am 10

In this chapter the hero rises out of his body and flies back east on a flow of
memories. It is a transitional chapter, consisting of five couplets, and has a
diverse rhythmical profile (seven different rhythmical forms are represented in
the ten lines); hereafter, however, the rhythm becomes gradually more regular
and streamlined.

‘Sluchainaia stantsiia’ (Il. 1407—42)
TABLE 69

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

1407) — — 14 3 1 — — 17 6 Dk4-Dk4Am 18
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The hero’s flight runs aground on the cupola of the bell tower in the Kremlin:

152f ITog AyxkoBKO#H

KOAOKOAOB 3aBbIBaHbeE.
0211d Beuep 3y61ibl cTeHHBIE BBIKAHMHA.
2d Ha UBane s

1122d BeAuxom.
BeImky KpeMAEBCKHE THKAMH.

(1. 1416)51
The breakdown into a short line recalls a similar effect earlier when the hero’s
heart was speared on the telephone insignia. By the end of the chapter,
however, ternary rhythm is prominent.

‘Povtorenie proidennogo’ (Il. 1443-1507)

TABLE 70

Long 5§ 4 3 Short Ac Tk Dk Ty Form Lines

1443) - - 32 - — — — 32 12  Dk4-Dk4Am 32

The hero is soon spotted on his prominent perch and this chapter sees a
gathering of his loved ones, friends, and others for a resumption of the duel
which was put off in ‘Ballada Redingskoi tiur'my’. As the main body of the
poem moves towards its conclusion the rhythm become ever more regular and
approaches the ternary (amphibrachic) base of the four-ictus dol'nik. There
are no incorrect rhythmical forms and no omitted stresses, and all but three
lines have a monosyllabic, amphibrachic anacrusis. In the middle of the chapter
there are three hyperdactylic clausulae, but towards the end the fmfm clausula
pattern asserts itself; all the stanzas are quatrains, as is now the case through to
the end of the part. The frequency of the ternary rhythmical form increases,
albeit gradually, over the chapter and reaches a peak in the penultimate stanza:

1222f U TaK A KareKa B AOOOBHOM GOAEHBH.
1222m  /JAs Baumx ocTaBbTE IOMOEB YIIAT.
1222f A BaM He Memalo.

K gemy ockopbaenps!
1112m 51 TOABKO CTHX,
S TOABKO Aylla.

(1. 1493)

But for the gathered duellists he is ‘Bpar naw croaretnnii’ (1. 1501) and they
prepare for the kill.

20
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‘Posledniaia smert'’ (Il. 1508-27)

TaBLE 71
Long 5 4 3 Short Ac Tk Dk Ty Form Lines
1508) — — 6 6 — 6 — 6 1 Dk4343 12

This chapter, the penultimate chapter of the part, rounds off the action on
earth with the hero’s ‘final death’, and the alternating four-ictus and three-ictus
dol'nik returns to lock the narrative on earth in its ballad form:

0112m XAellle AUBHA,
rpoMma 6oapeii,
001d 6poBb k 6poBH,
POBHEHBKO,
1122m CO BCEX BUHTOBOK,
co Bcex barapeii,
024h € Ka)KAoro Maysepa 1 6payHuHra,
0220m C COTHH 1Iaros,
C AECATH,
C ABYX,
122m B yniop —
3a 3apAAOM 3apAA.
0120m CraHyT, 4yTO6 NepeBeCTb AyX,
121m H CHOBA CBHHLIOM COPAT.
1102m  Konen emy!

B cepaue caunen!
121f Yrob He 6b1r0 gaxe gpoxu!
1111m B KoH1le KOH1IOB —

BCEMY KOHell.
020f /I pPOKH KOHEL| TOXKe.
(1. 1508)

The long second interval in the last line of the first stanza averts the expected
rhythmical fall at the end of the stanza and so prepares for the enjambement
between stanzas in the extended rhetorical period; despite the rhetorical
flourish, however, there are no less than five zero intervals in these twelve lines.

‘To, chto ostalos'’ (ll. 1528-56)

TABLE 72

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

1528) - — 11 1 — — — 12 10 Dk4-Dk4Am 12
1550) —- — — 3 1 1 — 2 1 3-ictus 4
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All that remains of the poet hero are his shreds shining as a flag on the
Kremlin:

1222f OxonuHAach 60iHA.
Beceane krokouerT.
1222m  CMakys AeTaAH, pa3AE3AHCDH LIAXKKOM.
0212f Amuis Ha Kpemae
TIOSTOBBI KAOYbSA
1212m  cuAAM IO BETPY KPACHBIM PARIKKOM.
(1. 1528)

But then in the next two stanzas he ascends to ride on the ark of the Great Bear
(the cosmic equivalent of the poet as bear), bawling his verse at the universe:

1222d /Jaue6o
MOMNPEKHEMY
AUPHKOH 3BE3AUTCA.
1222m I'aagut
B yAMBAEHbH HeGecHas 3Be34p —
422d 3arpybaaypnaa Boabiias MeaBeauna.
1222m 3auem?
B KOpPOAEBBI MOSTOB MPOAE3TH?
1222f BoAabuias,
HECH 10 BekaM-ApapaTaM
1222m CKBO3b He6O0 noromna
KOBYE€TrOM-KOBIIOM!
1222f C 6opra
3B€3J0AETOM
MeJBeAbUHCKUM GpaTom
1222m  ropAaHio CTUXH MHPO3JaHHIO B LIYM.

(1. 1534)

The rhythmical movement of the four-ictus dol'nik over the preceding few
chapters culminates here in the maintenance of an amphibrachic rhythm
without disruption, although one line has an omitted stress. Thus, contrary to
the general interpretation of this passage,52 defeat has not been transformed
into victory, for the amphibrachic rhythm is the logical conclusion of the
poem’s movement so far and signifies defeat in the struggle against the inertia
of time. Bearing in mind Maiakovskii’s definition of the amphibrachic
tetrameter as a measure ‘npuAyMaHHbIA AAA wonoTka’ (X1, 84), the rhythm
mutes rather than ‘resurrects’ (1, 301) the words, depriving them of articulation
as sound and sense; the potential high or grand associations of the rhythm are
also subverted. The omission of the first stress in the third line highlights
‘saTpybaaypnaa’, but this merely serves to confirm the emptiness of the words
around because the shifting of the stress onto the suffix subverts the sense and
reduces the first three syllables to the status of extended preﬁx to ‘aypiaa’; the
lyricism of the heavens is thus worthless.
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On the verbal level the verse moves smoothly into the final stanza of the
chapter and part:

011f Ckopo!
Ckopo!
Ckopo!
11d B npocTpasncTBO!
ITpucrarsHeii!
020f ConHle 6GA€CTHT rophl.

022d  /JHu yABI6aIOTCSA C IPUCTAHH.
(1. 1550)

In accordance with the general compositional role of three-ictus verse this
stanza serves as a break between the main body of the poem and the free
trochees of the epilogue, but this is not a proper three-ictus stanza because the
measure itself is broken in the short second line; furthermore, the stanza lacks a
coherent rhythmical character and so cannot be given a satisfactory metrical
definition. It is, therefore, a stanza of indeterminate form; the move into this
stanza is achieved only on the verbal level, the poem’s logical movement ends
with the final amphibrachic line.

This ending of ‘Noch’ pod Rozhdestvo’ echoes that of ‘Ballada Redingskoi
tiur'my’, but the role of the wind has now been taken over by cosmic order, an
alternation which is perhaps the source of Maiakovskii’s most remarkable
example of rhythm as a model of existence in ‘Kak delat’ stikhi’:

PuTM MOKET MPHHECTH . . . JAXKE BPAIllEHHE 3EMAH, KOTOPOE Y MEH, KAK B MarasuHe
HarAsiAHBIX NOCOOMI, KapMKaTypHO 4epeAyeTcs M CBA3BIBAETCA 06A3aTEABHO C
IIOCBUCTHIBAaHHEM pa3jyBaeMoro Berpa. (Xi, 101)

This ending also echoes very closely those of both Oblako v shtanakh, where
the hero’s shout goes unheard by the sleeping universe, and Chelovek, where
the heroic hexametral theme is subverted in the final, ironically elegiac stanza
as the hero looks for somewhere to go in the universe. The final amphibrachic
line here seals Maiakovskii’s exploration of the theme of love in a whisper.

‘Proshenie na imia. . . . . . > (Il. 1557-1669)
TABLE 73
Long 5 4 3 Short Ac Tk Dk Ty Form Lines

1557) — 8§ 15 8 3 TF 34
1619) - - - 4 — — — 4 2 Dk3 4
1624) — — 4 4 — 3 2 3 —  Dk4343 8
1636) -_- - 8 - - 6 — 2 — Dk4 8
1653) — 2 3 2 1 TF 8
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On the verbal level (alone) the opening stanza of the epilogue follows on
smoothly from the end of ‘To, chto ostalos’’:

2111f Ipucraer xosuer.
Croga Ayyamu!
01111m IIpucrane.
9!
Knait kaHaT ko MHe!
231f U ceityac xe
OILI[YTHA IIACYAMH
033m THAXKECTb NIOAOKOHHHYbHX KaMHeEM.

(1.1557)

The trochaic pentameter with alternating feminine and masculine rhymes
re-establishes the journey motif, but the rhythm is already notably freer than in
the romance; this prepares for a potentially different resolution of the trochaic
theme in the epilogue. .

In the following stanzas freedom extends to the measure, although initially it
stays within the range of four to six ictuses and three to five stresses. The lyric ‘I’
now wakes up as the poet, no longer as the hero of a ballad, and he wakes up to
find not Ararat but only Kilimanjaro on a globe and Kenya on a map. This
reality afflicts him with a grief which could move not just a globe but the earth
itself:

0131m Yr106BI C TOAIOCOB

10 BCEM KHABAM
0313m AaBY PacKaTHA, FOPSAIL M KAMEHHCT,
0131m TaK XOTeA 6bl paspblAaThcA 1,
4/12m MeABeAb-KOMMYHHCT.

(1.1578)

This last line could be interpreted as an incorrect line (the second interpre-
tation above), thereby suggesting an incompatibility between the two sides,
personal and social, of the poet’s persona, but if interpreted in accordance with
the metre it would form a single metrical word, thereby fusing the two sides;
this can only happen if ‘MegBeas’ is subsumed under ‘kommynucr’, and the
tension between the two interpretations is not necessarily resolved.

In the passage that follows the poet defends his right to the title of
‘meaBesp-kommyHuCT’, With particular reference to its second part, by affirming
his absolute rejection of byt:

213m CroA60Boii oTen Mot

ABOPDAHHH,
0311m KOXa Ha MOHX PYKax TOHKa.
01113m Mosxer,

A CTUXaMH BbIxAebaro AHH,

413m M HE YBUJaB TOKapHOTO CTaHKa.
2331d Ho abixanuneM Monwm,

cepauebuennseM,

TFOAOCOM,
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03131d Ka)KAbIM OCTpHeM U3AbIGAEHHOTO B yXKac BOAOCA,
0311m ABIpaMH HO3ApeH,
rBO3AMH T'Aa3,
0331m 3y60M, HCCKpEXKELIEHHBIM B 3BEPHHBIH AA3T,
01111d EXbI0 KOXH,
raeBa 6poBu cbopamu,
21111d TPHUAAHOHOM I10p,
AOCAOBHO —
BCEMHM NOpaMH
0111f B OCEHb,
B 3UMY,
B BECHY,
B A€TO,
00m B A€HB,
B COH
231f He MTPHEMAIO,
HEHaBHXKY BTO
Om BCE.
01111f Bcé,
YTO B HaC
yieAuuM pabpuM B6HTO,
031f BCE,
4YTO MEAOYPHHBIM POEM
231f oceAano
M 0CEAO OBITOM
0131f JAaxke B HallleM

KpaCHO(pAAroM cTpoe.

(1.1583)

This passage is not only a tour de force of rhetoric but also a remarkable
demonstration of technical mastery; in accordance with the rhetorical range, its
theme is a full exploration of the range of formal variations within the free
trochee. The passage opens quietly and defensively but the measure already
increases within the first stanza from pentameter to hexameter in preparation
for the heptameters of the couplet following. This couplet launches the
extended rhythmical period of the major burst of rhetoric: the verse now moves
through a varying but descending scale of measure that culminates in a
monometer, the single word ‘scé’; it then rises again to longer and more even
lines in the final stanza which identifies ‘all this’ as the ossification of byt. The
same theme is also evident in the range and variation of rhythm from light lines
with omitted stresses to heavy lines with all or nearly all ictuses fulfilled (the
extreme example being the incorrect dimeter ‘s genp, / B con’ without any
interval between the stresses), in the range and variation of clausulae (mmmm,
dd, mm, dd, fmfm, ffff), and even in the variation of stanza form (quatrain,
couplets, quatrains).

But this forthright rejection of byt begs a question concerning the ballad’s
conclusion in defeat to byt and death. So in the passage following (the next
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twenty lines) the verse leaves the free trochee in order for the poet to interpret
this conclusion on the existential level. In accordance with the familiar role of
three-ictus verse, the opening, three-ictus dol’'nik stanza of this passage serves
as a break in which the poet establishes that he does not welcome the ballad’s
conclusion:

021d S He AOCTaBAIO PaA0OCTH

022(1)d Buaers,

4YTO CaM OT 3apﬂ,a,a CTHX.
112d 3a MHOI1 He CKOpO MOTAHETE

322f 06 ynokoii ero gyury TaraHTe.
(1.1619)

Through the dol'nik metre this stanza echoes the opening stanza of the
prologue, but it is differentiated by the variable anacrusis and aabb rhyme
scheme (the poet is not about to embark on the whole exercise all over again).

The verse can now move into the ‘ballad’ measure for the poet to interpret its
conclusion in the hero’s death on the existential level:

1310f Mensa
M3-3a yraa
HOOM MOKHO.

131m /JaHTecaM B MO# He LIEAHUTD AOG.
1324d YeThIpek Abl COCTAPIOCh — YETHIPEKAbI OMOAOKEHHBIH,
121m A0 rpoba gob6parbcs 4T0b.
0121m I'ze 6 Hu ymep,

yMpy mnosi.
112f B kakoii Tpymo6e Hu Asry,

0220m  3Halo —
JAOCTOMH A€XKaTh A
031f C ACTUIMMHU 104 KPaCHBIM pAarom.
(1.1624)

In the first of these stanzas the poet asserts his resistance to death and it is not
until the last line, when the grave’s inevitability is grudgingly recognized, that a
correct dol’nik rhythm emerges. This grudging acceptance of the inevitability
of death is followed by a closer conformity to the metre in the second stanza;
there is a familiar zero interval in the third line but no irregular longer interval
until the last line in which the poet affirms his right to a place in the Communist
pantheon.

Having interpreted the ballad’s conclusion on the existential level, the poet
now moves on to interpret the poem’s more general conclusion:

2101m Ho 3a 4yT0 HM A€yb —
. CMEPTh €CTh CMEPTb.
0302m CrpauHo — He AIO6UTB,
y2Kac — He CMETb.
1020m 3a Bcex — nyas,
3a BCEX — HOX.
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1111m A MHe Korga?
A MHe-TO 4YTO X?
0121m B aercrBe, MoXerT,
Ha CaMOM JHe,
0201m A€CATb Hal Ay
CHOCHBIX JHEH.

1220d A T0, 4TO ApYyrum?!
s mens 6 sToro!
0202d DTOro HerT.
Buaure —
HeT ero!
(1.1636)

In context it seems right to interpret this as four-ictus dol'nik, the measure
which carried the poem’s general conclusion, because the character of the verse
only comes into focus in relation to the four-ictus dol'nik, but outside the main
body of the poem the rhythm is anomalous. The verse seems to continue the
theme of the alternating four-ictus and three-ictus dol'nik, the ‘ballad’
measure: only two lines do not break the metre and their rhythmical forms (111
and 121) are the least common of the fully-stressed forms, while the other six
lines all feature zero intervals, generally over a strong central break which
almost has the status of a caesura. The kernel of Maiakovskii’s philosophy of
life is stated in these four couplets: life is hardly bearable and death is
inevitable, but not to love and not to dare to love are horrible and terrible, and
a way for others, specified only as ‘sto’, is also rejected. 53
For the final and explicit statement of belief the free trochee returns:
03111d Beputs 651 B 3arpobs!
Aerko NporyAky npo6Hyio.
0113m Crout

TOABKO PYKY HPOTAHYTb —
0111d nyAs

MHIOM
B ’KH3Hb 3arpo6HYI0
211m HA4YepTAT rPEMALIMIA My Th.
01111m YTo MHE AeAaTh,
€CAH A
BOBCIO,
011d BCEH cepAeYHOM MepoIo,
0lm B JKM3Hb CHIO,
0001d cei
MHUD
BEPHA,
BEpYIo.

(1.1653)

Life after death and suicide (by implication that of the komsomolets) are now
specified, but this is not the trochaic pentameter romance and in the next three
chapters the free trochee will project the possible alternative of resurrection.



301

In the second stanza, with a range of measure from pentameter to dimeter, the
positive statement of total belief in this world and no other is reinforced by the
heavy rhythm with a striking hypermetrical stress in the final line.

‘Vera’ (ll. 1670-1706)
TABLE 74

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

1670) 1 s 7 5 — TF 18

The poet’s faith in this life and this world alone allows for only one way to
overcome death — bodily resurrection back into this world. His vision of such a
resurrection in this chapter is clearly influenced by the ideas of Fedorov:54

01113f IlycTs BO 4TO XOTHTE XKAAHBA YANMHATCA —
0115f BMIKY ACHO,
SICHO A0 FaAAIOLIMHALIUI.
213113m /o Toro, .
YTO KaXKETCA —
BOT TOABKO C 9TOi pu$MOii pa3BaKHUCD,
2133m u BOEXULIb
IO CTPOYKe
B M3YMHMTEABHYIO )KH3Hb.
0133f Mue Au cipamiuBaTh —
Aa 3Ta AH?

AaTa an?!
0113f Buxy,

BHUKY ACHO JO A€TaA€H.

(1.1670)

These long lines at the head of the chapter introduce a grand and heroic tone, as
befits the subject. The (hallucinatory) clarity of the vision can be related to the
form of the verse (‘no crpouxe’) in that the rhythm bypasses the ternary inertia
of time and tends to overcome the significance of the binary metre; in the
second line two consecutive stresses are even omitted, and the overall stress
load in this chapter is just 71.2%.

Following these three couplets the verse moves into the quatrain stanza form
which will now be maintained through to the end of the poem:

01111f Bosayx B BO34yX,
6yATO KAaMEHDb B KAMEHb,

233f HEAOCTYIIHAA AASl TAEHOB M KPOIICHHIA,
213f PaccHABIIMCD,

BBICHTCS BEKaMH
233f - MacTepckas YeAOBEYbHMX BOCKPELICHHH.

(1.1684)
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The quiet chemist who runs this workshop is looking for someone to resurrect
from the twentieth century:

21111f — MasakKoBCKHU#M BOT . . .
Iloumem sipye Auna —
231m HEAOCTaTOYHO I103T KPacHB. —
01113f Kpukny s
BOT C 3TOM,
C HRIHELTHEel CTPaHMIIbI:
213m — He Aucraii crpanunb!
Bockpecu!
(1.1699)

Pomorska suggests that the random selection and the criterion adopted, which
echoes the poet’s self-proclaimed beauty in Oblako v shtanakh (‘Uay
— Kpacusbiit’ (1,175)), devalue the resurrection,55 but for the poet, who
believes in this world alone, this is the only way that death can be overcome.
Nevertheless, the criterion for resurrection will be restated later, while the
tension between the need for resurrection and the character of that resurrec-
tion will become clear in the next chapter, ‘Nadezhda’.

‘Nadezhda’ (ll. 1707-61)
TABLE 75

Long 5 4 3 Short Ac Tk Dk Ty Form Lines

1707) 2 1 11 3 1 TF 28

The juxtaposition of a heptameter and a trimeter gives this chapter a striking
opening:

011131m  Cepaue MHe BAOXKH!

Kposnwy —
AO MOCA€AHHUX XKHUA.
011lm B yepen MpicAb BAOAGH!
0113m A cBoe, 3eMHO€, HE A0XKHIA,

213m Ha 3eMAe
CBOE He JOAIOOHA.
(1.1707)

But in the rest of the chapter, as the vision’s clarity and certainty are reduced,
the range of variation in the measure is also reduced and there is much less
omission of stress: all but two lines are pentameters or hexameters and the
overall stress load is 82.0% , compared with 71.2% in the preceding chapter and
76.9% in the free trochees of ‘Proshenie na imia. . . ... > as a whole; indeed,
this stress load is closer to that of the pentameters in the main body of the poem
(87.5%) where the trochaic journey motif is negatively resolved. The poet now
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offers his services in a variety of everyday chores or as a jester (compare the
perception of him earlier as a skomorokh), and the tone becomes more
pessimistic, belying the chapter’s title; he cannot now see an end to unhappi-
ness. Love is mentioned but, in this more pessimistic context, quickly passed
over, and the poet puts forward his love of animals instead:

01111f A A0bun . ..

He cTouT B crapoM phIThCA.
01113m BoapHO?

Iycrs . ..
Kusewb u 60ABI0 20pOXKACh.
011111f A 3Bepne emie AIO6AI0 —
y Bac
3BEPHHIIbI
0113m €cTh?
ITycTuTe K 3BEPIO B CTOPOXKaA.

(1. 1744)

The poet now has to ask about details of the future life, and in the final stanza,
as the inevitable conclusion to the movement of the verse in this chapter, he
more or less loses his vision of the future and returns to the present in a
degraded martyr image:

01113f S A06AI0 3BEpBE.
YBuAums co6a40HKy —
01311m TYyT y 6yAouHOIlt 0gHa —
CIIAOLIHAA MA€ENlb, —
21111f u3 cebs
H TO TOTOB AOCTaTh MEYEHKY.

0131m MHe He xaAKo, goporas,
elb!
(1.1754)
‘Liubov'’ (ll. 1762-1813)
TABLE 76

Long 5 4 3 Short Ac Tk Dk Ty Form Lines
1762) 2 5 2 3 — TF 12
1791) —_ — 8 2 2 14 12

The title of this, the final chapter of the poem, completes the Pauline trinity
of faith, hope, and charity. The love of animals leads the poet to his beloved
whose picture, taken in Berlin zoo, is before him on the table:
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013343m  Moxer,
MOXeT ObITb,
Koraa-Hu6yap
AOPO’KKOH 300AOTHYECKHUX aAreH
2111111lm wuona—
oHa 3Bepei Alobura —
TOXE CTYITHUT B Caj,
21133m yAbibasce,
BOT TaKas,
KaK Ha KApTOYKeE B CTOAE.
11313m Omna KpacuBasg —
€e, HaBepHO, BOCKPECAT.

(1.1762)

The exceptionally long lines in this stanza (the longest lines in the poem)
reaffirm the note of grandeur and signal the approach of the poem’s finale, and
the incorrect interval in the first line is barely noticed in the context of a long
line with omitted stresses. Indeed, as a more optimistic tone develops and the
vision becomes clearer (and more general) again, the overall stress load of the
free trochees in this chapter is back down to 72.4%. This rhythmical freedom
reaches an extreme in the second stanza as the poet envisages catching up on
unfulfilled loving:
01111f Bam

TPHALATBIH BEK
OOroHHUT cTau

033m cepJlie pa3aMpaBIINX MEAOYEIA.
035f Heinue He J0A106A€HHOE

HaBepcTaeM
033m 3BE€3AHOCTbIO 6ECUMCAEHHBIX HOYEH.

(1.1774)

So he makes a renewed, thrice repeated appeal for his own resurrection:

21111f Bockpecu
xot 6 3a 10,
YTO A
M0STOM
01113m XKJaA Tebs,
OTKHUHYA 6YAHHYHYIO YyILB!
2111f Bockpecu Mens
xot4 6 3a s70!
2111m Bockpecn —
CBOE JAOXKHTb X0uy!

(1.1781)

The appeal, however, has a dual basis: first it rests on the poet’s faith in the
future and rejection of the ‘everyday’, but then, finally, it is stated in personal,
selfish terms (compare ‘megseab-kommynuct’ (1. 1582)). This then leads into a
proclamation of the poet’s ideal of free and universal love in the iambic
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tetrameter finale, while the gradual reduction in measure to the pentameter
(with the first stress omitted) makes for as smooth a transition as possible from
the one binary metre to the other:

131f YT06 He 6IA0 AIOOBM — CAYKAaHKH
113m 3aMY’KeCTB,
IIOXOTH,
xAe60B.
1111f ITocrean npoxass,

BCTaB C A€KaHKH,
1111m 4100 BCEM BCEAEHHOM 1IAA AIOGOBB.
1111f Y106 AeHb,

KOTOPBIi rOpeM cTapsl,
33m HE XpHCTapaJgHHYaTh, MOAA.
1111f Y106 BCaA
Ha MEePBbIH KPUK:
— ToBapum! —
24m obopaunBarach 3eMAA.
1111f YT106 XKHUTH
He B )KEPTBY A0Ma AbIpaM.
1111m Y106 Mor
B poJHe
OTHBIHE
CTaTh
1111f orey
IO KpaiiHeii Mepe MHPOM,
1111m 3eMA€H Mo KpaiiHeii Mepe — MaTh.

(1.1791)

The sense of continuity is further enhanced by the maintenance of the fmfm
clausula pattern, and the grand tone of the long trochaic lines is now realized in
the high (ode) associations of the iambic tetrameter; at the same time this
measure takes the iambic metre out of the ballad form in which it has been set.
But the rhythmical realization of the metre is ambivalent: on the one hand the
leading role of form 1is now exaggerated (eight lines are fully-stressed), but on
the other hand there are also two lines, the even lines of the second stanza, in
which two metrical stresses are omitted, and the second of these lines, while
preserving the syllabic length of the iambic tetrameter, is even incorrect. A
similar rhythmical combination was also found in the iambic finale of Chelovek,
but there the rhythmical liberation was affirmed in the final two lines; here by
contrast, the final stanza is fully-stressed. This fully-stressed rhythm might
serve to reinforce the grand tone, but it is also associated with the themes of
constraint and unfulfilled love, the very opposite of what the poet so fervently
desires: his ideal only has hortative force, and the ambivalence and tensions of
the epilogue remain.

More generally, the vision of the epilogue does not overcome but merely
bypasses the logical conclusion of the poem. While the force of the last
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amphibrachic line stays intact the poem offers only one resolution on the
existential level, the negative one of suicide. The silence imposed on the lyric
poet is maintained with hardly a break for the remaining seven years of

Maiakovskii’s life, and the logic of Pro eto’s conclusion prevails in his suicide
note:

1222m AI060BHaAs AOAKA
pasbunrace o 6bIT.

(xm, 138)





