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A STUDY OF METAPHOR IN PROGRESS,
POETRY OF JOSEPH BRODSKY

Ina mosTa mwbad Bepa, gwban
CHOTEeMa - nelc BHGOpa MeTadop,
TO @CTE: A3HKA.

Epcncxnﬂ1

If we had the dlctionaries of metaphors of all the leading
poets, or even a few, what new insights would we gain into their
poetry and the nature of the trope itself? Firstly, we would be
in a better position to resclve problems of individual style and
tradition, to establish a poet's literary genesis. The systema-
tic study of all metaphors of a given poet at a grammatical level -
the method persued in this article = permits comparison of a me-
taphor's structure with its varying functions, It provides us with
the most adequate account of the correlatlon bhetween the grammar
and the semantics of metaphor. As a result a better understanding
of how reality is conceived by means cof metaphor can be gained,

At last, perhaps, "the scandal of metaphor"2

could be unravelled.

This article is hased on a major study of all Brodsky's me-
taphors, taken from all his published poetic works, Each metaphor
has been considered on three levels: a) its grammatical structu-
re; b) its semantics: ¢) its part in the coneceptual organization
of the poet's world,

In order to¢ trace the poetic tradition which Brodsky deve-
lops and to establish the extent of his departure from it, his
metaphor have been compared with the metaphors of 10 Russian
poets.3 The result of my investigation show that, contrary to the
commen assumption, Brodsky has a greater stylistic affinity with
Tsvetaeva and Khlebnikov than with Mandelshtam or Akhmatova,

On the semantic level the examination of all Brodsky's meta-
phors brings into clear focus the inadequacies of many modern
theories of metaphor. His metaphors are not necessarily bhased on
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the principle of similarity. Two more semantic types of meta-
phoré need to be added to the traditional metaphors of substi-
tution and comparison: metaphors of attribution4 and metaphors
of identification., The following working definition of metaphor
may be suggested: metaphor represents a specific transformation
of meaning, based either on an actual similarity or supposed
analogy of two described objects. It may, however, arise from
the arbitrary attribution of the gualities of one cbiject to an~
other or from the assumed identity between the objects.

The present article is mailnly an atbempt to reconstruct Brod-
sky's poeﬁic world. By describing and analysing each of the four
proposed semantic types of his metaphors I intend to identify a
unifying principle of organisation which. runs through the entire
metaphoric system of his poetry. The large volume of material
restricts my attention to exclusive consideration of metaphor
amongst all other structural elements of Brodsky's poetics., More-
over, 1t has to be recognised that selection of metaphor is go-
verned not only by the theme of the poem; 1t 1s also dependent -
on metre, genre, rhyme, stylistic environment and, finally, on
the correspondence and intermingling of metaphor with other tro-
pes and figures of spgech such as, in partieular, metonymy and
simile. i

By concentrating qttention_on systematic study of one trope,
ie. metaphor, we shall be able to comprahend its internal system
of relations and functioning in the context of the poet's com—
plete work, thereby penetrating a miasma of associations in a
search for a model of Brodsky's poetic world. Such an approach
allows us to ask whether poetic language is able to create its
own reality by means of metaphorlce transferences and what types
of interrelation exist between the poetic world and the real
world. : ) .

Brodsky himself clearly defines the path along which the
metaphor travels aa the vectors of the entire poem's development:
There sHre two elements which constitute a metaphor: the
object of description (the “tenor®", ag I.A.Richards cal~
led it), and the object to which the first 1s imagisti-
callt, or simply grammatically, allied (the "vehicle"}.

The implication which the second part usually contains

provides the writer with possibility of virtually end-
less development, This iz the way a poem works, =
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METAPEQRS OF SUBSTITUTION

In metaphors of substitution the described object (phencme-
non) is not named, but substituted in its entirety. Many call
these metaphors "pure metaphors" (W.Weststeiijn, 1983), or
"simple replacement" (Ch.Brooke-Rose, 1958), others, after Ari-
stotle, term them "enigmatic metaphors" (Yu.Levin, 1965), while
some include them under the class of periphrases (M.Kreps,
1984).6 Although, the very nature of synonymic substitution (re-
placement of one word'by another) as a device appears to link
periphrasis to metaphors of substitution, it must be agreed, as
V.P,Grigor'ev comments, "the principle of periphrasis lies at
the basis of any metaphor".7 The fact that metaphors of substi-
tution tend to involve an image distinguishes them from periphrasis.

Metaphors of substitution, in Ch.Brocoke-Rose's opinicn, de-
pend greatly on the context, since they are formed on the prin-
ciple of a "hidden comparison", Thus, Brooke-Rose enumerates the
purely grammatical means by which the significance of metaphors
of substitution is disambiguated.8 Due to the absence of artic-
les in the Russian language, demonstrative and possessive pro-
nouns take on the function of explaining the specificity of these
metaphors:

Ho smom ezpys TeBA He NYCTHT HBEHCEH,
OTK¥Ia 3TOT MHP — JHNME COTEA GameH C.w m., 134

"Etot gruz” -~ "this burden", here, is a metaphor of substitution
for the thoughts and feelings of John Donne, which is clear from
the preceeding lines:

Jdneck £ ONHA CHKOPOMN B HeBecHol! BHCH

O TOM, YUTO COBIANA CBOHM TPYIOM

TAREAHS, HaK LelH, UYYBCTBA, MECIH.

Te £ amuM zpy3oM MOTD BEDUNTE IONeT

cpelHd cTpacTelt, cpelu I'peXoB ¥ smme, C, u ,, 134

The presence of a simile "feelings and thoughts as heavy as stark
chains" is able to clarify a metaphor of substitution to a grea-
ter extent than a demonstrative pronoun can. In all probabllity,
the limited capacity of anaphoric pronouns to express the speci-
ficity of metaphore of substitution explains theilyr infrequent
usage by Brodsky {in all, 2%).

Metaphors of substitution carrying an adjective, on the
other hand, have a much increased capacity to detach themselves
from the described object while, at the same time, pointing to
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thelr connection:

HacTosmul KOHel BORHH - ITO Ha TOHKOH CIHHKE
BEHCKOTO CTY¥HA NMNaTee QOHOR ONOHIHHRH

Ha xkpsraTeit mosieT cepelpucmoil myxsamet nysu,

yHocAmeHd HXH3EW Ha Nr B HWOIIe, T.p., 85

Here "the humming silver bullet" stands for an aeroplane; else-
where, "mechanlcal elephant® stands for a Hoviet tank in Afgha-
nistan and "stone nest” represents Florence. Similar metaphors
of substitution, ladking an additicnal adjective, would be diffi-
cult to interpret. Frequently. the adjectives have bheen formed
from the nouns which are substituted by metaphor: "brick back-
bone". - walls of a brick houge; "stone needle" - obelisk.
Metaphors of substitution inciuding an attributive syntagma
make up 55% of all Brodsky's metaphors of this type. The following
tendency can be observed: the more the distance between metaphor
and the depicted object increases, the greater the degree of
grammatical and contextual support that is required for the meta-
phoric formation: ' :

He oTOepHYTR PYKH, He H3fexaTh oxora,

H3MEDAA Tpamyc yria 4Yysoro

8 reoMeTpHM GoUHHEY, 4Yel TpeyYroNbHHK KpaTHEH

¥BeHYaH nuAvHod caesol, cmoeamuot. H.c.x A., 106

The adjective “stbvatnyi“ - 100 W - implies that "dusty tear-
drop" stands for an electric lamp. '

" The position of the attributive may be occupied by a par-
ticiple phrase:

Tafe, korga Mol ToOlOC OT3BYYHT

HACTONBKG, YTO HM OTKNHKAa, HH 3Xa,

a B NAMATH — YNHOKY 3aKmOMHT

3gmRuyman doadycom npopesa, H.c.K A., 45

Thus, "a slit stitched up by air" is a metaphor of substitution
for a mouth as another genitive link metaphor from the same year
{1964) demonstrates:

EopMoueT npelo MHOR nona,
B TAHETCA MOpPO3 B npopexy pma. Hiocux A., 53

The abilities of metaphors of substitution to transform Tea-
nings clearly increases when they are expressed by a generative
syntagma: "a crowd of zeros" - eternity; "a charge of classical
case-shot" - a sonnet. But not all of them are constructed accor-
ding to the principle of comparison: some are built on the prin-
ciple of attribution ("the face of a plate" - a clock), while
other metaphors are based on the principle of ldentificaticn:
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JHmE TO, YTO 34 CIHHOK
¥ HHX He JHH

C MOCTeNnEy Ha O20oHX,
HE CHH NpeMyudH,

HE [Ipounoe — HO myuu
cecmep maouz! T.p., 38

"Clouds of your sisters", in the context of the poem "The Butter-
fly", stands for non-existence, which is identified with the but-
terfly: "you are akin to nothingness™. It is interesting that a
similar genitive metaphor can be found in Khlebnikov's poetry:

Begr HeuTO —. TAKECTL, CHNa, Moinr, padoTa, THyHa,
A HUYTO — NO¥X, Nepbi, HERHOCTE, IEHM,

OfbeMa RUWK, NONHHEE TYCTOTH,

To sk SafiodyeKk H JeHH M JIoGBH,

W myuew wpHaamp: Huuezo, HeMa H THYCTHHX HH
OTKXpOeTCH MemwoK MOMAYaHBA, 3, 146-147

It looks as if Khlebnikov's butterflies and moths flew over to
Brodsky's poetry and settled on the very edge of exlstence and
nothingness,

As in the attributive syntagma, one componhent of the geniti-
ve syntagma, frequently the second one in the genitive case, con-
tains the key to interpretation: " lisa temnoty" -~ "the fox of
darkness"; "glashatai stuzhi" - "the cold's town-crier". Both

compcnents of the genitive metaphor may have an eplthet, either
legical or metaphorie, which serves to simplify their intelligi-
bility considerably:
Ho enoeas zomuxa pyeccxuy pasHiuy NOCJIOMAET OTEET,
c.u n., 86

However, the meaning of several geniltive metaphors of sub-
stitution is only illuminated with the aid of a context which is
larger than that of a single poem:

B Hame# TBePOOCTH TGIKA

Bonepmwe HeTy, B vecmu

COAPEHHOCMD DCHOAXT

KM3HE COCYHNA BECTH. O.B n., 95

A synonym for this "fragment" can be found in the twelfth of the
"Roman Elegies™:

f Own 2 PpMe. BHN %aNUT cBeToM. Tax,
HaK TOIBKC MOXET MedTaThk claomox!

The reductlon of the lyrical "I", in these metaphors of substitu-
tion to a non—human condition (oveshchestvlenie) correspond to
an identical metaphor in Baratynsky's poem:

NpenpaccyOook! OH o6A0MOX
Hasuelt npasdu. Xpam ynan;
A DYHH €r'0 NOTOMOK
A3HKa He paaranan.
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It has been noted that many oﬁ Brodsky's metaphors either
attribute human gualities to the inanimate'world(odukhotvorya—
yut) er attribute inanimate properties to tlhé animate world
{oveshchestviyayut) . These two functicons include the abstrac-
tion of concrete things, by_attributing the qapacity for logi-
cal thought to things, and the concretisation of abstract con-
cepts. It may be that these functions form the basic princlple
for the organisation of all semant;c types of Bfodéky's'meta-
phors, "enabling semantic classes to polarise and combine in
higher classes".? ' ' '

For the purpose of revéaling such a single organisatlonal
principle of metaphors of the substitutional type, it will be
prudent to compare them with the most nearly related type - me-
taphors in apposition. In the appositional structure, the nomi-
nal function of the metaphor is weakened, insofar as the parallel
usage of direct and implicative appellation is made evident.
This allows the poet not only to compare but also to place in
oppeoslition and even identify the mest distantly related phenc-
mena of reality without fisking obscurity in the metaphor's mea-
ning. Thus, a quite arbitrary identification of melancholy and
repose with two horsmen. would otherwise be dlfficult to compre~
hend in a metaphor of substitution: '

[lo cenbckoit OOpPOre B XOIOMHON ITHMM,
ron YepHHMH COCHaMH, B KOMEAX 34MAH,
' gBa’ BCafHMKa cKauyT Ha)l GnemHO pexogl,
OBa BCAOHMKA CHAYYT: TOCKA K IOKO, C.x m., 110

There are several metaphors of this type: "vinograd - akrobat ot
toski" (the grape - an acrobat through sorrow); "pylt - zagar
epokh" (dust = the sunburn of epochs); "Sever - pastukh i seya-
tel'" (the Worth - shephard and sower).

Singe the poet himself is parf of his poetic world, it is
worth=-while to consider the figurative means by which the lyrical
"I" is constituted., In metaphors of substitution we find the follo~-

wing: "contemporary Crpheus"; "a singer” —'“pesnopevets": "ne
soshedshii s uma, née umolkshii" - "not out of his mind, not fale
lén silent"; “novyi Gogol'" - “a new Gogol'"; "hezvgstn&i Ge-
fest" - "an unknown Hephestus®; "novyi Dant" - "a néw Dante".

Such tropes, establishing an equality between the "I" and the
major historical figures,'always carry an lronical nuance which
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is significantly increased in appositional metaphors:

g - OOHHE H3 I'VI¥XHX, QOIECEBUHX, YIDIOMEX MTOCICH
BTOROCORTHON nepxaBH, X.n,»s,, 58

The irony 1s deepened when it is revealed that not only the great
power to which the poet belongs, but also the era in which he is
condemned to live, is second-rate:

I'paxfgaHNy BTOPROCCODTERECH 3MOXH, TopHo

MpUsHan 5 TOBAPOM BTOPOTO CODTAa

CBOH JIyYmMEe MECIIH K NHAM TDIIYINAM

g Japi® MX HAK QNHT BOpBEEH ¢ yIyIBEeM. K.n.s., 107

This conception of the double mediocrity of country and epoch is
present even in the earliest poems:

TpocTy MeHA - M02Ta, YenoBexka —
o, HpaTkufi Bor yGoxecTBAa BCeIro,
KaK TIpemsora NIH KaX CHHa Rexa,
BCer'D BEPHEH - Hak NMacHHKa erc. C.u m., 22

The subgtitution of the cliched metaphor "son of the era™ by
"stepeon of the era" echoes Mandel'shtam. Several years later,
Brodeky replaced the synonymical phrase “son of the fatherland”
with "stepson of the empire”, adding the epithet “dikaya“ -
"wild" to the word “derzhava" - empire:

A, nacHHGK Oepwabe OHKOH
c pastuToll Mopmol,
mpyroii, He MeHee BenuKkofi,

NpueMsm Cophest, - A NMAA N3 DTOrO (QOHTAHA...
Brodsky justifies this not particularly original form of rela-
tion with the native empire in the context of exile. He selects
intentionally degrading metaphore to stand for his own persona-
lity as if wishing to anticipate the criticisem of sarcastic rea-
ders and literary functionaries of the Empilre:

e A, NpAYYMUH BO DTY

pa3panHye noymne llappeHola,

WNKOH, JAdYTUHK, NETad KOTOHHA&

THHJION LUNBUNK9AUHHM = B OHTY

npodeccop KpACHODPEYBA = O KM q.p., 28

However, the humiliation of the lyrical "1" in these meta-
phors should not lead to the conclusion that Brodsky, referring
to himself as a "singer of nonsense, superfluous thoughts and
broken lines", is unaware of his own value. A5 A.Losev has al-
ready commented, "completely serious and profound comparisons of
his perscnal fate to the fate of Dante and even Christ are cha-

10

racteristic of his poetry". and he correctly observes, that

these comparisons contain no trace of an egocentric mania of
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greatness: "the serilous and almest plous attitude of the poet
to anothex Joseph Brodsky expresses his conception of the poet's
mission as a votary of the muse and performer of God's will
whose fate is unravelled in the form of the Christlan mystery or
Dante's tragedy of the Titans“. {10, 309). :
The poet’s consciousness of his own personality is no less
important than his conceptualisation of the world. Indeed, A.
Potehnya consildered these two processes to be indivisibly inter-—
cmm%ﬂj1mnsmﬁaMwsmﬂm%mMmaeamﬂfutmn
"1", whether this is the romantic "egoistic sublime® or the "la
Nayrclsse exhaussé" of the Symbolists' ox, finally, the "pluralis
majestatis” of the Futurists dreaming of thelr convergence with
a class (Mayakovsky) or with the entire world (Khlebnikov).
Brodsky's attitude to his own work is no less ambivalent
than his self~image., On the one hand, we find a complete alie-
nation from the written work:

Teneps OTOHOR
¥ HeBIOMBK .
sadeM TaK MHOTO YepHOTC Ha GeNomM?
T'opTaHs HCXONHT PpHOSIEM H MENom,
H B Hell KOMOK. © K.nm.2., 67

Thus, "black on white" stands for the poem's manuscript, as if
black letters on white sheeta of paper bore ne relation to the
Muge and language 1tself, The throat is filled not with song and
music, but with "slate and chalk"™., A similar reification {ove-
shehestwlenie} of inspiration and talent appears earlier:

«ne CYMMa oTpamgadull paeT adcypn.

ITOT aBeypn OLMANAST TEeMoM.

H mga MasaduT ero Cocyn

YeM-~TD JYepHEM Ha 4eM-To Ges0M. K.m.3., 33

But, on the other hand, the sorrdwful and grateful attitude of
the poet towards his glft may be observed:

W remhoomu npuom

H 2pYCMU 8ECMRUK,

HADYHUBITHA VIOT ,

AnGau PoaecHUr -

C myuHHKOR Hag Tyooit
| cmugomeopesvs —
 mycTh panyeT coGol :
XoTaA GH 3peRbe. H C.K A., 42

In both cases, metaphors of substitutlon for poetry, the process
of creation and the poet as creator are far removed from tradi-
tional poetic phraseclogy, although the “divine" essence of
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creativity is not held in any doubt. Instead of Pushklan peri-
phrases such as "son of the bold Muses", "one of Phoebus dar-—
lings", “"favorite of the Muses and Graces", “speilt chilé of
gods", Brodsky presents us with the following metaphors for the
poet's identity: "stepson of a wild Empire", "an absolute no—
body", "a man in a cape", "a spy and informer™. Instead of the
Castillian Spring, Brodsky introduces the humble metonymy “Ca=-
stilian dampness"; instead of the usunal classical model expres—
sed by the "lyre" metaphors, Brodsky speaks of a “"harbed-wire"
lyre and a "borzoi-script, thicker than treacle",

Finally, Brodsky's appositional metaphors create a rela-
tion of identity between lyrical "I" and poem:

Haspsn nu s,
SopMOuyyill KOMON
CACS , YYRIHE IBETY,
BOCESPAIKUTE 6H BTY
NanuTPy CMOI, T.p., 33

Bere, the genitive metaphor "“komok slov" - "bundle of words®,
appears in appoesition to the *I", thereby seeming to reduce bhoth
the "I" and his language to a non-human state while the attribu-
tive metaphor "bormochushchii” <« "mumbling" simultaneously rai-
ses the "bundle of words" to the semantic level of living crea-
tures,

The poets identification of himself with language in meta-
phors reflects the degree of his dependence con language, Brodsky
constantly emphasises that language is not the poet's tool, on
the contrary, "the poet 18 the implement in the hand of langua-
ge“.12

It was Khlebnikov whe first amongst Russian poets establi-
shed an ildentity between the poet and language and between lan-
guage and reality. As a poet-linguist, Khlehnikov created a "gran-
dlcse linguistic Utopia",13 termed as an "imaginary philology"
by V.P.Grigor‘ev.14 Brodsky's comments on his own attitude to
language link him with this approach: "In my case, if I were to

begin the c¢reation of some form of theology, I think it would
be a theclegy of language. In this sense, the word is really
something sacred for me®., (12)

But while Brodsky continues to write this theology into his
roetry, he, like Khlebnikov, has placed languade at the centre
of his worldwview, Confirmation of this aligment between the two
poets can be found in Brodsky's many statements about language,
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in one of which he puts his world-view in a relation of direct
dependence on language: "I see with my naked eyes, as it were,

that my field of activity, or rather, how I interpret it on pa-
per, 1s not determined by my attitude to reality and so on. Ra-
thexr, the reverse helds true:; my attitude to reality is deter-

mined by language, In this sense, I can say that existence does
determine consciousnesa, 1f I understand existence to mean not

mygelf, but language", {15)

While interpretation of Brodsky's metaphors of all gemantic
types is in progress, it is nonefheless important to raalilse
that "language™ implies not(only the poet and poetry; it alsc
stands for Russia ("there the crowd speak in the tongue of a man
who 1s departed thence"), for the Ruséian people (see hls early
poem "Glagoly" - "Verbs"), for people in general {"What is left
of a man amounts teo a part. To his spoken part., To a part of
gpeech and even for God Eimself. Tt 1= precisely the presence
of the latter which distinguishes Brodsky's Christian conscious-
ness from the heathen world-view of Khlebnikov. .

It can be geen frqm a limited quantity of metaphors of sub-
gtitution and metaphors in apposition how various categorles of
meanings are gathered into a complex of several semantic fields
either hy repetition of the metaphor or its variant or by repeti-
tion of one component of the metaphor. Thus, the metaphoric epi-
thet "provolochnyi" provides a link between the "barbed wire
lyre" {(the lyre of the imprisoned poet), "barbed-wire Ravena"
{the town of Dante's exile) and the “barbed wire cosmos", which
may represent a place of universal exile, ’

It is posgiblée, therefore, to lsolate constantly repesated
metaphoric transformations of reality and identify the princip-
les of these transformations. Thils permits mere adeguate analy-
gia of the conceptual functions these metaphors perform. We can.
hot fail to notice that Brodsky often concretises abstract ca-
tegories of our world experience: "eloth, material, thread,
needle" and "sewn up" represent human existence in "Elegy for
John Donne"; a fast moving train in the poem "Isaak and Abra~-
ham" stands for tinme: "Besshumnyl poezd mchitsya skwvoz' polya".
And later, another variant of this metaphor appears: “an insane
locomotive". Indeed, all manmade means fof the ?epresentation
of time turn out to be fruitful material for the creation of
yet more metaphors on the theme of time - one of the most central
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in Brodsky's poetry. Ordinary watches, thus, give rise to a num—
ber of associations such as "circle", "plate® and "dish":

Oyx—HCLeANTen: !
A 13 Se3loHHNr MOseposcKux Sand
TAaK HaxJebancHA BapeRad MHHYT
H PHMCHEX ITHTep, K.n.z., 64

These metaphors frequently include an epithet with the prefix
"bez" (bezumnyi lokomotiv, besshumnyi poezd, bezdonnych moze-—
rovskikh blyud) which serves to intensify our awareness of the
endlessness of time. This 1= one of the many means, however, by
which the reader is confronted with this theme:

HurxTo MeHsa, £ Ayuan, He EOEeT
HH spech, HEH 3ad npedeaaMu mapenxi,
anoavennot yudupvio. AHerpoT! Q.8 n., 200

The realisation of conceptualisation of time in Brodsky's
metaphors is intimately connected with themes of life and death.
This link 1s forged with particular clarity by the image of sci-
ssors cutting through emptiness. In the final Roman Elegy, where
this image appears not the first time, all metaphors of substi-
tution - the poet as a fragment of Empire; light and faith
as a golden 5 kopeck plece; death as darkness and emptiness -
are similarly endowed with the property of concretness:

e H 53 CTPEKOT HOXKHHL, YXKe KPOSDUX
MHEe NYyCTOTY, pa3 oHa - TeoA.

+«. Ha ceTuaTke Moell = BONMOTOH NATAaK.,
XBATHT Ha BCW IONHHY MNOTEeMDK.

The genesls of the metaphor "scissors" goes back to the poem
"1972", where, interestingly, it also appears in a religious con-
text which subdues its ominous image:

Beit B GapaBaH O CBOEM OOBEDPHH

K HOKHHIAM, B KOHX CyIObGA MATEpHHN

CKpHTa, TOABHO DazMep NOTepH H

nenaeT CMeEpTHOIO pabBHEM Bory. 9,p., 27

It reappears in "20 Sconnets to Mary Stewart" ("the clanking of
sclssors, a sensatlon of sudden chilliness") and in "A Cape Cod
Lullaby" where it is juxtaposed with a semantic chain of meta-
phors for life: “"kaftan", "thread" and "needle".

In order to understand how metaphor allows Brodsky to re-
examine a series of philosophical and religicus problems we must
have a closer lock at the remaining semantic types of this trope.
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METAPHORS OF COMPARISON

These metaphors are the most widespread and traditional ty-
pes of metaphor, They are expressed in the widest range of gra-
mmatical structures and are capable of combining any lexicon:

"a necklace of words" - "biser slov"; "day unfolds" ~ "raspus-—
kactaya den'"; "gpilling the ache of one's soul" = "ragpleski-
vaya bol' svoei dushi"; "Time is'a wave, but Space, a whale"

- "Vremya - wolna, a Prostranstvo - kit".

When one component of the metaphor expresses an abhstract
concept, the other camponent, as a rule, makes the abstraction
concrete, giving rise to a visual similarity: “"neschastiya po
sledu posylaya®” - "putting misfortune on the trail" (like a
dog); "=sshit' svoeyu plot'yu, sghit' rasluku" - "to sew up by
one's flesh, to sew up separation” (like a torn garment). But
by no means all metaphors of comparison may be adequately trans-
lated into simile; "pamyatnik 1lzhi" - "a monunent to lies";
"yazychkom nebytiyva" ~ "a tongue of non-existence™,

By reqular comparison of human life in its emotional and
inteliectual aspects with the world of things, Brodsky tends to
rendexr emotions and abstract concepts in concrete forms: "na
stenu budushchego™ - "on the wall of future”; "fonar' pechali"
= "The street lamp of sorrow". In his search for hiddén corres—
pondence between material and spiritual worlds Brodsky tends to
reify the latter: "klinopis' myslei” (The cuneiform of thoughts);
"V bol'shikh amfiteatrakh odinochestv” (in the vast amphithea-
tres of loneliness). External similarities are often ignored as
irrelevant when seeking after the inner essence of two descri-
bed phenomena: "suchkl kalendarya i ziferblata" - {(the ‘twigs of
calendar and clockface); "pyl' bezumiya" - (the dust of madness);
"na krai pamyati" - (on the edge of memory).

The most frequently used grammatical structure of such meta-
phors is the genitive syntagma. It appears in Brodsky's meta-
phors of comparison three times more cften than attributive and
five times.more freqﬁently‘ﬂmm the noun predicative syntagma; it
gives way only to the verbal metaphors (twice as prevalent as
the geniltive syntagma)..The multiplicity of functions perfor-
med by the genitive case, in ¥u.Levin's view,16 explains why
genitive metaphors are so widely used in Russian poetry. It is
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this fact that permits the genltive syntagma to provide a gra-
rmmatical structure for all metaphorical transformations - sub-
stitution, comparison, attribution and identification. Notwith-
standing thils apparently obviocus guality of the genitive case's
granmatical and semantiecal rele, analysis of this form of the
Russian metaphor has tended to regard semantic purpose as belon-
ging exclusively to the comparative funci.:ic:n.“7

2 comparative analysis of the genitive metaphors of four
poets {Baratynsky, Khlebnikov, Akhmatova and Brodsky) gives con-—
c¢lusive evidence on the frequencyof their usage: in Baratyns-
ky's work they are 46 times more frequent than metaphor-copula;
in EKhlebnikov, T managed to count more than 2.C00 of thesé me-
taphors (four times more than his record gquantity of copulae
metaphors). In Akhmatova's case, it 1s possible to give a more
exact percentage for the gquantity of genitive metaphors as
against four other grammatical types: 4,5% metaphors-copula;

4% metaphors with an instrumental predicate; 21% genitive meta-
phers and 70G,5% verbal metaphors,

The first, rather obvious peculiarity that attracts our
attention is the large number of "poetical” metaphors amongst
the genitive metaphors of Baratynsky and Akhmatova which empha-
sises the well-established character of this widely used gramma-
tical construction: "buri sveta" - storms of the world; "sexdza
zhar" = heat of the heart; "ogon' zhelanja™ - flame of desire
(Baratynsky); "volny fimiama" - waves of incense; "volny griv"

- waves of (horses') manes; "zhar lyubvi®" - heat of love {(Akhma-
tova}. Although less freguent similar poetic cliches can be
found in Khlebnikov's work: “sny bytiva" - dreams of existence;

"udar sud'by" - blow of fate; "tucha strel® - a cloud of arrows.
Brodsky, too, has a few of them: "gruz neba" = burden of the
sky; "niti dozhdya" - threads of rain; "yazyk svechi" - a ton-

gue of the candle. Each poet renews this poetic phraseclogy in
his/her own way. Baratynsky, for instance, replaces the cliche
of everyday language "doroga zhizni" - road of life - with the
phrase “progony zhizni" - "cattle tracks of 1life": Khlebnikov,
in place of "semya istiny" = seed of truth ("seeds of the fu-
ture”, in Akhmatova) ineerts the phrase "zerna istiny" - grains
of truth; in place of the cliche "yazyk bez kostei" (a tongue
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without bones) he gives us a fresh metaphor "den' bez kostel"

- day without bones. Besldes the replacement of one element of
a cliched genitive metaphor with a new component, Brodsky adds
an attribute to one compenent of the metaphor, which is a well
established device for the Fenewal of poetic phraseology in the
genltive structure: "yazvitel'nykh stikhov kakol-to zlobnyil
zhar" - mali¢ious heatedness of .bitter poems (Baratynsky); "v
molitve toskuyushchel skfipki“ — in the prayer of the sorrowful
violin (Akhmatova). The wmetaphorical eplthet may also create a
double metaphor: "gost' beloil nishchety" - a guest of white
poverty: "v girlyande kamennykh podrug" - "in a garland of
stone friends™ (Brodsky).

Far more than other poets, Khlebnikov 1s prone to develop
his genitive metaphors with a second genliive, complicating
their construction with inversion: "Wa shestviya sudeb pyaty"

- on the heel of the fate's procesgion; "na rubezhakh sud'by

- mezhi" - on the edge of fate's boundaries. He does not flinch
to introduce a triple genitive: "I zastegivayu perchatku sto-
letii zapoenkei peremeny znaka" - I fasten the glove of cen-
turies with the cuffink of the sign's alteratien. Broﬂsky uses
this device infreguently: "prevrashchen'e bumagi v kozla ot~
pushchen'va obid" (the transformation of paper into a scape-
goat of inguresa). Khlebnikov's distinetive creation of meta-
phors on phonetic principles is not characteristic of Brodsky's
poetry. Yet he has a greater affinity with Khlebnikov than
with any other poet as far as the transformation of meaning in
genitive metaphors is concerned. While the inanimatisation of
the living world and concretisation of abstract concepts 1s not.
characteristic of Akhmatova and Baraiynsky's poetry, Brodsky
and Khlebnikov "materialise® (ovesﬁchestvlyayut) everything:

"S vyasankoi zhalob i nevzgod" - with a bundle of complaints
and misfortunes (Khlebnikov); "pered izgorodju dnei" - before
the garden fence of days; "ot lakomogo kuska pamyati" — from

& sweet piece of memory; “kraya mestoimenii” - the edges of
proncuns {Brodsky). They both depersonify man: "Lyudi my il®
kopja roka Vse v odnoi 1 toel ruke" {whether human or spears of
destiny we are in one and the same hand), Khlebnikov; "v myagkoi
gline wvozlyublennykh" (in the soft clay of our loved ones),
Brodsky. )
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In spite of variedness of analogical modes which find con-
tinual development in Brodsky's poetry, it is possible to dis-
cover a single principle of organisation in his metaphors of
comparlson, This principle is the reification (opredmechivanie)
of human emoticne, of humanity itself, ite rational capabili-
tles and ite language:

vo» H TIPM cncBe “rpanyvmeea" H3 PYCCKOTG S3HKA
BHBEramnT MEIM ¥ BCefl apaBoR

OTTPHSANT OT JAKOMOTO KYCHA

RAMARLY, 2P0 TBOR CHP XHpapol., Y.p., 95

The metaphor "dyryavaya pamyat'" (porous memory}, commonly‘en—
countered in everyday language, is here renewed by its compari-
gon with cheese and by the genltive metaphor assigning concrete
qualities to an abstract concept (by analogy with a piece of
cheese) "a plece of memory”. '

The interaction of metaphors of comparison with similes
appears, by all accounts, to be a characteristic guality of a
metaphor of this particular semantic type rather than being a
feature of a peoet's idiostyle, The tendency of such poets as
Mayakovsky, EKhlebnikov, Pasternak, and Tsvetaeva to attach simi-
les to metaphors of comparison geems t0 be caused by their
striving towards the fusion of far removed concepts. Cases of
this type are only rarely met in Akhmatova's poetry: "Na pozor-
nom poemostije bedy, Kak pod tronnym stoyu baldakhinom" {Cn the
shameful scaffold of woe, I stand as if beneath a regal canopy).
Although I have not analysed Mandel'shtam's genitive metaphors,
similes appear freguently in conjuncticon with his metaphors—
copula: "Yazyk bulyzhnika mne golubya ponyatnei, Zdes' kamni -
golubi, doma kak golubyatni" (the language of cobblestones is
claarer to me than the language of doves; here, the stones are
doves and the houses, dovecotes), All these poets' works are
characterised by a large gquantity of metaphorical comparisons;
Brodsky 1s no exception: "stervyatnik -~ kak leroglif padali v
burom tekste avtostrady" (a vulture like a hieroglyphic carrion
in the brown text of a highway). The transference from abstract
to concrete is also typical for his similes:

3TO CKOBHBAND PalTORCDH; CMex

PPOMKO CHPpHNen, OcTasAfAf cJenH, Kax cHer,

onywapnmi MsMOpOCkt, TOYHO XBOW, Kpad

MECTDHMEHK: N npeppawasuup "a"

B KpHCTANN, OTAHEAENNH TEEPOON GHPIO3IOMH,

HO TaABWHH nocne TRoel cnesol, H.c.k-A., 139
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Laughter is compared with snow, which freezes both laughter and
speech {"edges of pronouns") and transforims thé "I" into a
crystal; the "I" here is simultaneously a part of speech {pro-
noun) and a person.'ln addition reification of the "I" is pro-
duced in the rhyme-metaphors “kraya/ya", "biryuzol/slezoi”. The
latter may be found in an eérlier poem "Pesenka" as a metaphor

in apposition:

A ¥ MeHR = CcAesa, -
MUDKaA GHPH2Aa, : :
NpOCHXAET TORK YTPO. H.c.x &., 8

The repetltive frequency of analogles with ianguage {with
individual words, 1etters, graphologicai ﬁarks and grammatical
categories) is such that these analogiés can and should serve
as key elements in our interpretation of Brodsky's poetic world.
Due to their lack of metaphoric ambiguity, similes express the '
author's perception of the world more directly than metaphors,
Thus, an improved écéuracy in recognition of parallelism of mea-
nings and lexical-thematical relatedness of metaphor and simile
will increase the reliability of our understanding of metaphor's
burden of conceptual content. Here are some examples of the com-
parigon of the world with language: "Na ploshchadyakh, kak "“pro-
shchai® shirokikh, v ulizakh uzkikh, kak zvuk *lyublyu"" (On
squares broad as the word "farewell", in streets narrdw like "I
love™); "sad gust, kak tesno nabrannoe "x"" {The garden is dense
like a tightly set.ﬁzhf): "i uliza ﬁdaleke'suzhaetsya v bukvu "y"*,
kak lizo k podborodku”™ (and the distant street narrows into the
lattexr "u”, like a face falling into its chin); "Kak ty zhil v
etl gody?" - "Kak bukva "r" in "ore". ("How 414 you live in these
years?" "Like the letter “g“ in "ogo™)., The letter "r" -in the
interjection "oro” is, of course, pronounced as the sound [}]
which 1s not repfesented by a letter in the Russlian language. Si-
miltarly, Brodsky, as a poet, does not exist in official Ruséian/'
Soviet literature, Many of his "linguistie® similes and metaphors
are motivated, on one hand, by his "theclogy of';anguage“, on
the other, by the fate of the poet in exile:

MOEKHO CKa3arTh Y¥BEpeHHO:
3h5eck M CKOHYaW A OHH, TepAR:
BOJIOCH, 3yDOH, Inarons, cydOHKCE, q.p., 26

Severed from his linguistic milieu, Brodsky seemé to survive
thanks to language alone, as many of his metaphors demonstrate:



"gde khuzhe myshi gleodal petit rodnogo slovarya" (where I,
worse than a mouse, gnawed the brevier of the native vocabu-
lary); "sledui =~ ne priblizhayas' za verenizei liter, stoya-
shehikh v ocheredi za smyslom” (fellow - not teo near! - a traill
of letters, which stand in line for meaning); "1 v etoi bashne,
v pravnucke vavilionskel, v bashne slov, vse vremya nedostroennci
nei ty krov naiti ne dash mne® (you will not let me find a
shelter in this tower, 1in the Babylonian great-grand-daughter,
the tower of words, continually unfinished).

In this analysis of the analogy between the world and lan-
quage, the parallels between Brodsky and Khlebnikov's poetry
are striking: '

Tel HOBOPAYMBAEUE CTDAHMUE KHHCH TOW,

Yei nodepx - POCUEPKH repa Moped.

YepHHIAMH CITYAWUNAH JOONH ,

PaccTpen uaps OHM DHAKOM BOCKIHIAHBA.

NoGenma BOMCK CHOVKHIA 3IATIATON,

A TOJNMH — MHOIDTOMHA, 5, 26

"Graphic" images of this type are often encountered in Brodsky's
poetry: "i fonari goryat nad nami, kak vosklizatel'nye znaki
nochil" (and the streetlights burn above us,; lilke the exclamation
marks of night), "wse visnet na kryukakh svoikh voprosov™ (every-
thing hangs on the hooks of its guestions}, "fonarl ocbryvayut-
sya, kak beloe mnogotochije® (the streetlamps stop suddenly,
like white dots), "iz kostelov hredut, khoronya zapyatye sve-
chek v skobkakh ladenel™ (from the churches they wander, pro-
tecting the commas of candles 1in the brackets of their palms),
"suprotiv drug druga stoyall, topcha rosu, tochno dlinnye stroch-
ki eshche ne zakrytol knigi, armii, zanyatye igroi" (armies on
manoeuvres stood opposite one another, trampling the dew like
the long lines of a book about to close},

Attractive as it may be to extralexical repetitions of
tropes and figures of speech from the texts of these poets, it
is still more important to understand the significance of lexi-
cal-thematic simllarities. In koth poets' work, language in all
its'aspects undergoes the same gemantic transformations as those
performed upon man and things, Man is often substituted or com-—
pared with parts of speech and lettexrs of the alphabeth: "I
lizo v potemkakh, slovami naruzhu" (and a face in darkness, with
words on the outside), "on sut' nashe "domel", vosvoyasi ver-
nuvshiisya slog" {the returned syllable is our "come home").
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Metaphofé of attribution, which are considered in greater
detail helow, ascrihe to 1anguage qualities which 1t properly
does not possessa, "lish cherep umnogo slova” (the mere skull
of a wise word),_“ustalymi slovami propoet" (shall resound with
weary words) - Khlebnlkov- “zakhlycbyvayushcheesya “"eghohe") i
beshennoe "pusti™i® {the breathless "more" and the enraged "leét
go") = Brodsky. In metaphors of identification humanity is
equated with language anﬂ language, in turnlr is equated W1th
things: k

“Hasjaﬂna - gaMuTa OT BemeR",
"or cmucna xusHH". "B HexoTOpOM CMEICnE" .

"HO eXenH BATHARHYTE CO CTOPOHH),
TO MOXHO, B. OONMEM, CHeNaTh 3aMEeTaEbBe: ]
H CJ/IoOBC ~ Penp, Torga Mum crnacend!® 0C.B ., 205

Rhlebnikov's poetry, in fact, could bhe seen as a dialogue
with language, 1f not the monoiogue of language itself, How else
we are to describe the monologue of Zangezi, the.poet's alter-
ego? For Brodsky, "the poet is an instrument in language's
arms ;15 "Poetry is the highest form of language* w18 go that the
poet perfects lanquage "using language's own means".s'As "all
corners of the earth come to a kingdom of ice", so all basic
exlstential categorles in Brodsky's poetry are reduced +o lin-
gulstic categories,. including man himself:

0T BCerg YeNoBeKa HaM. OCTAeTCHA YaCTh }
peun, UYacTe peun Boodme, YacTh peuH. d.p., 95

The comparison of language to a "kingdom of ice™ is by no means
accidental. Language, like man, exists in time and realises it-
self in the sphere of time., If “time is a coldness" (vremya est'
kholod"), then there exists a "winter of things" (zima veshchel")
and a "north of language": ‘

¥ AaHKa eCTh TOJKC,

Cemep, roe CHEr CKEO3IHT

CKHOSb BJbLIEBHP; [OE I'ONOC

Jnara He BOADYSHT, H.c.K A., 112

- In Brodsky 8 poetry, language, the words of langquage, 1ts
sounds and grammatical categories become not only object=1like
hut also animated in metaphors of attribution, IOSing their
signifying.gﬁpntent in the process: "nad ulybkoi proshedshego
vremeni" (over the smile of the past tense}, "s khmurym tvolm
domosedstvom podlezhashcheqo" {with the grim domesticity of your
grammatical subject), “lyubov' zvuka k smyslu“ (the love of
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sounds for meaning), "i sbivaetsya russkii yazyk, bormocha v
protokol” {and Russlan language contradicts itself, muttering
in protoeccl). )

METAPHORS OF ATTRIBUTION

The dominant principle of this semantic type iz the trans-
ference of human characteristics to the entire, non~human world
{nature, things and abstract concepts). Deepite the widespread
tendency to classify these metaphors as an independent trope
(personification), the simple fact that personification is cha-
racteristic of all tropes means that its classificaticon as'a
separate trope introduces an additional complication into an
already complex theory of metaphor.

In Brodsky's metaphoric system, metaphors of attribution
play a leading role, their function to the animate the "dead"
world is in opposition to the reduction of the living world to
the status of things.Beginning with the earlist poems {(including
the love poetry), things and cbjects procliferate in Brodsky's
poetry with frightening insistence. The pcems often derive thelr
dramatic character from the grammatical structures of the meta-
phors and, in particular, from the emphasis verbal metaphors
put on the activeness of things. This factor tends to have more
ferce than the inherent drama in the lyrical subject: "zhelezo
krysh na vyzvetshikh domakh volnuetsya, gotovyas' k snegopadam”
{the iron of the rooves above faded houses 1s agitated, anti-
clpating a snowfall), "glyadyat shkafy na khlyupayushchii sad,
ot strakha stvorki myslenno suzhayut" (the cupboards look into
the miry garden, their leaves mentally narrow in fear).

Innumerable verbal metaphors (89% of all metaphors of attri-
bution) make chjects the major active characters in Brodsky's
poetry, Objects are able to observe people:

ToONEKD OBEPHON NPoeM
3HAaeT: OBoe, BORENHE cwpa,
BHUNTH Hajal BTPOEM, H.c. X A., 96

and one another:

JHanuyWi nedy cebe xpaapam,

BYOSA Bemel pastpon,

He ONNaKWBaeT YTPRAaT;

POBHO HAOGOPROT :

npaziHYET NpAMOTY YIJa,

HENTY DPPaEL TaseT,

mMycop, ByOydIM RoTroNna,

oo ofoep pasyerT. H.c. x A., 96
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Genltive and attributive metaphors play thelr part, too, in the
process of personlfication .of things: "profil' stula" (the pro-
file of a chair}, "s oshchushcheniem kabluka™ (with a sense of

a heel), "shcherbatye, wno ne myslyashchie sebya v profil', ob-
sharpanhye fasady®™ (not seeing themselves in profile, the chipped,
dilapidated facades). ’ _

What does this world of cobjects slgnify? What liesg behind
it? "Nothing", replles E.Limonov, for whom the poetry of Brosky
is reminiscent of a "catalegue of objects“.19 Two other Russian
poets have detected organic links with Acmeism in Brodsky's
"predmetnost'" - "concreteness". Thus, L.Losev speaks of the
“*acmeist quality™ of Brodsky's work,20 while Yu. Kublanovsky
comments on his "acmeist intentness and gravity“.21 Against that
it may be said that such peoetic gualities are achieved to no
less an extent_in Tavetaeva's poetry with 1its "verblessnessf
and in Khlebnikov's work at the price of the nouns dominance.
There are more than 500 metaphors copula and more than 2000 ge-
nitive metaphors in the latter's poetry. The corresponding fi-
gures for Akhmatowva are about 50 and just over 200; The semantic
function of Brodsky's "concretenesg” argues against its direect
lineage from Acmeist poetics. Objects in Brodsky's poetry rarely
serve to reflect the psychological condition of the lyrical hero;
instead, they live thelr own lives,; "which is not ours to undex-
stand", The post, in turn, strives to understand this mode of
- exigtence. Using metaphor as both telescope and sterecscope,
Brodsky perceives objects from the cbject's point of view, as
the following lines demcnstrate: "S tochkl zrenlya wvozdukha,
krail zemli vsyudu" {from the air's point of view, the earth's
brink is everywhere); "s tochkl zreniya vremeni, net "togda":
est’ tol'ko "tam"" (from the time's point of view, there is no
"than", there is only "there").

It is precisely "the point of view of time" (the. most re~
mote conceivable) that permits the peet to attribute the pro-
perties of man's entire intellectual and spiritual experience
to the inanimate world and thereby'create a new layer of mean--
ing. "From the point of view of time", cobjects may manifest them-
selves as representatives cof eternity: the rhyming of these two
concepts “yeshchnost'/vechnost'", therefore, is clearly not arbi~
trary:
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MonyaHee = 3TO GyOoymee cHoB,

Ve NOMPAERNHX T7ACHHMH BCI0 BEUHOCTh,

CThAlaNYIoCA COBCTBEHHHX YIJIOB;

BOJIHA, IepPeXpHBEAXMAas BeYHOCTh. 0.8 m., 206

Indeed, it appears to suggest a sclution o the enigma of "ob-
jectness" (veshchnost'}, L,Losev has perceived an analogous con-
ceptual role for Brodsky's veshchnost'; he emphasises, however,
that the activeness of objects in Brodsky's work is deceptive. In
fact, it is the eternal life enjoyed by cbjects that man finds
disconcerting: "The eternal life of things 1s an imaginary life:

it is the essence of the march of time".20

Memory alsec turns up
in the wake of objects, representing the past:

C TouxH IpeHHH BheMmeHH, Her “Torma':

acTs TONbKO “"Tam". H "Tam", Hanpsram B3O0pR,

MaMATh BPOOET OO KOMHATEM B CYMepKax, TOYHO BOD,
mapR B mxadax, poHAA HA ION pOMaH,

sanycKad PY¥KY K cebe B KapMaH, H.c.x &,, 140

The personlfication of objects by metaphors of attribution
revives memory's time-worn dereliction. And it is notable that
such words as "town", "house", "room" regularly appear amongst
the realia of the past life in these metaphors: "Dom scgret' po-
ryvalsya svoel spinoi samuyu zimu i razvedil zvety" (The house
endeavoured to warm up winter with its back, and cultivated flow-
ers), "Teper' menya tam net. Oznachennoi propazhe divyatsya, mo-
zhet byt', lish vazy v Ermitazhe" (I no longer live there. Per-
haps only the vases in the Hermitage are amazed at the afore-
sald loss).

When things begin to lose their profiles as a dual result
of the "winter of objects" and memory's leakiness, the past shows
us time "in pure form" {i.e. we do not participate in it) and in
the images of "nothing™ and "nowhere"., The latter categories
substitute time, non-existence and exile: "Zimnii vecher s vinom
v nigde" (A winter evening with wine in nowhere), "Niotkuda s
lyubovju" (From nowhere with love), "sovershennyl nikto, chelo-
vek v plashche, peteryavshil pamyat’, otchizny, syna" (An absclute
nobody, a man in a cape who has lost his memory, native land
and son).

Objects participate in the development of two central the-
mes 1n Brodsky's poetry - in themes of time and alienation.22
While Time is pubjected to concretisation in metaphors of substi-
tution and comparison {"zabivava gvozdi v proshedshee, v nasto-—
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yashchee, v budushchee vremya" - driving nalls into the past,
present and future time):; in metaphors of attribution. as L.
Losevy eomments, "1t is mythologised":23

a Bpewma
EBEHpaeT ¢ HeKHM yxXaciM B KOCTH
Ha uudepbiaT- KONOHHANRHOR JAaBKH, Y.pP., 29

) moxaMecT BpeMi
BAPPAPCKHM BITAANOM OGBOIHT $opyM. P,B., 2

It 1s interesting that Brodsky's metapheors most often deal
with two components of the three aspects of time -~ the past and
the future, In the rare cases when the present is mentioned, it
is elther transformed into the past as, for example, in the poem
~ "8Boho":

H DOLKOBSI CHEKH MIH XaypKd

4 Racmoayem npotedites, AaNe NOCTACHYS LeNH,
He OCTABJIANN CNeNOos =Ea cHery, Kax nomany KapyoeiH.

_ B AEPnIMR )
or its illusionary nature is emphasised by an ironic context:

HerameHaa H3BECTE SHMHHX NPOCTDAHCTE, CBOH KODM

ROUGHpaR ¢ NYCTHHHEX OPHCOPONHHK IIATOODM,

OCTABAANA Ha HHX NOL TAMECTBI XBONHEX NAam

HACMORYSE & UEPpHOM nadbme, YeR xpam,

APOAORPAHAN TaM om Sydymyezo u om

npouaozo Ayume, YeM NHMHEM CTEXIOM — Gyder.
H.c.k A., 140

The unreality_of the present is conveyed here by enjambement

"ot budushchego i ot / proshlogo™ which foregrounds the artifi-
ciality of divisions between past and future, At one extremity
both lead away into eternity and at the other, they hit the pre-
sent. Thls conception, 1t seems clear, originates the comparison
of the present with a prison:

. BHE
NOXOKUE Ha THDBMY

C 2ro yOymbeMm
MHHYBIETO ¢ IPayyhiHM, YU.p., 36

In whatever direction the door of the present is opened it is
always leads into eternity, darkness and nothingness:

Au3HE MOA ZATAHYIACHE. XOMOMO NOXOX Ha XOMOMN,
BpeMA - Ha Bpemn. EOHHCTBeHEAA Iperpaga -
TENnnoe Teno. VOpaMee, KaK OCIHIA,

CTOMT QHQ MEENYy HamM, MNONHABLH BOpOT,

KAk NOT'PayuYHUK HEPKACh MPRKIafa,
rpAnymeMy HEe IO3RCIAR CAHTECS

C OpPOLLIEM, Srnora 4-g [(sSHMHAS)
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Rere again, the duration of the present is no greater than the
length of the interval between two stanzas. This stylistic ob-
servation confronts us with one of Bredsky's characteristic
paradoxes, where time is present by virtue of its absence. If
the past no longexr exists, the future is not yet realised and
the present is not recognised, we are entitled +to ask where
time may be found. The answer is given in Brodsky's metaphors:
time occurs in us and in objects surrounding us, since it is an
attribute of exIstencé. And as far as the poet is concerned time
is in his peetry, in its rhythm, in its caesuras.24

The intricacy of Brodsky's interpretation of the theme of
time is due to its cleose, interrelated connections with other
themes such as death, human existence, love, creativity and lan-
guage:

HpeBHeH PUMCKON HOpOTH, BCeMH 3ASHTOR B Pume.
BHYMTAA M3 MeHbuerc Scolbliee - N9 YeyioBeKa Bpems,
fnoAyuaenk B OCTATKE CJI0Ba, BHOSIRMIMEeCH HA CeroMm
foHe oTYeTNHHER, YeM yL2eTCA TEeIoM

3TO CHellaTh IPH MHO9HK, Oaxe ckasap “aopu!"

YTO HCTOYHHK /MOGRH NpespaimaeT B OObBeKT MobBH,
) B AHIrneM

By rhyming “time" with "Rome", Brodsky combines the ontological
aspect of time with the historical and religious. The Roman Em~
pire's conversion to Christianity and world-wide propagation of
the faith, in this view, was a genulne victory for the idea of
the soul's immortality over time's power. Thus, the rhyme "“v
Rime / Vremya" can be regarded as metaphorical; it also con-
verts the following rhymes "na belom / telom”™ (ie. the body
prevents the convergence of the past with the future) and "lo-
vi / lyabvi" into metaphoric rhymes. The latter rhyme is notable
for its appearance Iin the poem "York" (dedicated to W.H.Auden)
where it functions as an emulative reference to Auden's rhyme:
"Diaghilev / have / love“.25

On one hand, Brodsky is acutely conscious of time's invin-
cibility. Being without beginning and without end, it brings
everything on earth and in the universe towards death:

B xocMoCe CcaMHit IMySoKHl BREOOX

HEe rapaHTHpyeT BIOXa, yXon - BO3IBpara.
BpeMs eCTk MHCO Hemoit BoeseHHON.

TaM HEYErc He THKaeT. JlaXe BHNaEB

HY HOCMHMECKROrG auflaparta,
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BHYerQ He noiiMaere: HU JOKCTROT:E,

HH APOCHaBHH, XO0Th HA [Y¥THBIE Hacrpoxch.
Bac yoGuBaer Ha BHeSeMHOR opOHTe

OTHWOE HE OTCYTCTEBHE KHCIORONA,

HO usGarox BpeMeHi B YHCTOM, TO €CTh
ges mpUMecH Hamel KRSHH BHEE.

3xnora 4-a (SHMHAR)

On the other hand, a part of speech surviveé'a huaman life
so that "from gréat things, the words of a language remaln”
{(4.p., 109). Time, which changes the body into a "naked object"
and deprives objects (as attributes of time itself) of “"disting-
uishing features", is itself powerless before the word. The
word for Brodsky is the lever on which he raises the "universe
on its horns". It is also a fulcrum. As the material, means and
goal of poetry, the word becomes the bearer of the spiritual
content of human life. Hence, the linesa; "No my zhivy, poka-
mestlest‘ proshchenje 1 shrift" (But as long as forgiveness and
print endure, we are alive). In view of this, the comparison
of poetry with time is particularly interesting:

HacnencTso fAHeH He YNPeKHET B GABKDOTCIBE
cemeficTEo Mys. IIpr BeeM CBOSM CHpOTCTRE,

NOPIUA OCHOBAHA Ha CXOAOCTBE

Sarymux BOanbk OQHOOGPAaIBEX IHeH. O.m m., 139

Considered in the context of the poem “Versea on the Death of
T.S.Eliot", this comparison treats immortality as something to
be achieved'by means of faith and creativity.

The poetlic word 1s also capable of_predictipg the future
and travelling into it: -

KUpHIUIHLA , rpeman OENnOoM ,
pastpenack IC NPONHCH BKPUEL JH, BKOCE. M,
sHaeT GoNbme, ueM Ta CHERIUA,

O IpamgymeM. O TOM, KaK YepHeTE Ha GejomM,
 moxyna Genoe eCrTh, X nocne,

Sxnora 4-a (3HMEAT)
As is frequently the caseé, Brodsky's poetic works are illumina-
ted by his work in prose, In the artiecle, written in honour of
Virgil, Brodsky argues: "The sad thing about Jesug Christ is

that he never read the Latin poets. Ih theory, he should have
known the language, since he lived in what was at that time the
Roman Empire, So he had a chance. On the other hand, Pontius
Pilate never read much poetry elther. Had he done so, and had
he read, in particular, Virgil's Eclogues {which were published
a good seventy years before the events in Jerusalem), he'd surely
have pald closer attention to the story Jesus was telling. Pi-
late might have recognised in the man brought before him
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somebody whose arrival was prophesised, as some scholars think,
by Virgil in the Pourth Belogue on his Bucoclics. At any rate,
the knowledge of this poem could have compounded Pilate's
doubts enough to spare the man. Alternatively, Jeeus, had he
known the poem, could have built a better case for himself", 2%

Conceptualisation of the word by metaphorical means begins
in the earliest poems and fregquently involves the simultaneous
use of two opposite functions of metaphors - personification
and concretisation (oveshchestvleniya). The most bold and ori-
ginal cases may be found in the philoscphical poema "Gorbunowv
and Gorchakov":

"H BoOT ero CKazas YTKHynCA B Geper'.
"H COGCTBOHHEM CKAadaj TOMKHWI B JIHIO,
BEPHYBNNCE BCHATE".

"M BOT e CKasSal IIONTH BOKsan“.

"Crkazan podes". "Ckazan npmuen K meppoHy".
"M on cragsan"., "Ro pas CKRasan - npenMer,
TO TaKXe OTHOCHTBOA MACIIKHC K oa'y", 0.8 u., 189

Brodsky's letters and, in his view, the letters of any lan-
guage, stands in eternal expectation of meaning, as Soviet cl-
tizens must stand in line for the rudimentary necessities of
their existence. "Vsevidyashchee oko slov"™ {(The all-seeing eye
of words) perceives and cognizes "with & greaterreach than that of
the body" and the physical eye, "moving forward begins to send
back everything that it absorbs". Buch 1s the nature of a theo-
legy of language in poetry. The Word is no less mythologised in
Brodsky's work than Time:

H B ropsayeft
ROJIDCTH I'OPra XOJOAHHM NepnoM
nepexkaThHpaeTcs Topauntt,
fl He BOSIOEHT yXOZAmMEN K Tydam
KaMedHQH# Bemy JIA KX OCTpacKH.
0O ceoEM — H 0 JERGOM - PREAYLEM
A y3Han y GYKBH, Y 4YepHOH KpacKH. P.3., 5

The simile "kholodnym perlom” {the cold pearl), the metonymy
{Horace standing for his poetry), the metaphor of substitution
"ukhodyashchaya k tucham kamennaya weshch™ which implies Ho-
race's and Pushkin's pcems "The monument”, the metaphor of
attributlon "I uznal u bukvy" (I have found out from a letter)
and the semantically charged rhymes “goryacheil/Gorazii", "k
tucham/gryadushchem" all serve to emphasise the all-powerful-
ness of the word, “"The desire +oc be at one with'God, as with
the landscape", therefore, can only be achieved in language.
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By a serles of metaphors, both, the word of God and the human
word are transformed.into the poetic word — a gift which may
be offered up in return to .the creator, _

However, despite the religiousICOnception of the Word in
BrodskY‘s poetry, this paradigm is complicated by the fact that
the word, like man, is alsb susceptible to alienation, Like
PlatOnov,z7 Brodsky speaks of the language which has become a
victim of the grandioéé gocial Utopia:

JHaenms, BCe, KTO manede,

ng KoM CONMOCHT TOCKa, —

KEepTHH 3aKCGHOR DedH, )

SANATEN, FADHEA. ) . H.eo ¥ AL, 111

Introduction of the word as a fourth and equal member cf the
claasical triad "Spirit - Man = Thing", therefdre, neutralizes
opposition within it. The identification of man with the word
and a thing is one of the primcipal functions of the metaphors
of the fourth semantic type.

METAPHORS OF IDENTIFICATION

The constant grammatical structure of these metaphors 1s
their distinctive formal feature. They are exclusively expres=-
sed by means of a noun in the nominative case serving as a pre-
dicate. In this semantic type the object described is named
and directly identified with another object, also present in
the metaphor, acco;ding to the formula "& is B":

Bpemr ects xonod, BCAKOe TeNo, paHO |
HIM TIO3AHO, CTAHOBHTCA IHNEK TeNecKOma,
QCTHEAST, VAMIAGTCR OT CBETHNd.

oxnora 4-g {9HMHT)
These metaphors do not cdmpare but rather egquate the subject
with the predicate: "i slovo - veshch" {and the word is a thing,
too), "mazvanlya - zashchita ot veshchel" {(a name 1s a protec-
tien against things)}, "vozdukh - veshch yazyka" (air is a
thing of language). Such metaphors should be distinguished from
metaphprs of comparison which are formulated by an analogous
gramnatical structure: "Vremya - volna, a Prostranstve - kit"
{Time 1s a wave, But Space, a whale), "More, madam, etc chija-
to rech" (The gea, madam, is someone's sbeech). It is possible
to suggest some distinguishing features of metaphors of iden-
tification. ) i
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On the grammatical level:

1. Repetition of conjunction "i" (and} in the copula: "nam ne
legko: ved' my i plot' i ten' odnovremenno, vmeste ten' i
svet”™ (it is hard for us, since we are both flesh and shadow,
both shadow and light).

2. Additional sentences of cause and effect, explaining the
reasons for ldentification and signalling the degree of de-
formation in the principle of similarity, upon which meta-
phors of comparisén are constructed., These are accompanied,
in their turn, by a supplementary sentence or comparative
phrase.

3. Choice of "pure" conjunctions - "est', sut’, eto, eto est',
eto to zhe chto" which contain a nuance of conditionality
points te various degrees of identification:

CHIBHEE MODPO® CYTE OTHROBEHHEe Teny
© ero rpagymell remneparype

60 = BIOOXK Jeman o ee SoraToMm
TalJIAKTHYeCKOM OpOonurmoM, O 3IJI0M MOPO3C.

Suncra 4-a (ammpegn)
4. The combination of verb and conjunction “i eet'" and aphrase
"v sushchnosti" (in essence, or as a matter of fact} may
empasise a relation of identification: '

NpoCTRAHCTEG T BOMb.
BpeMsa Xe, B CYEHOCTH, MEHCAL O BeH. q.p., 106

At a lexical level, the distinction between these two semantic
types of Bredsky's metaphors is created by theilr tendency to
compose varying combinations of "abstract/concrete" oppositions,
Metaphors of comparison usually appeal to senses and they of-
ten contain an image, & concrete obiect. Metaphors of identi-
fication, on the contrary, are based on the logic of discourse,
rather than on the visual similarities of certain realiae. They
can include two abstract concepts without difficulty: "Molchanje
- eto budushchee dnei™ (Silence is the future of days), "Vre-
mya est' kholod" {Time is cold}, "Siritstvo zvuka, Tomas,
est' rech" (The crphanhood of sound, Thomas, is speech).
Dealing mainly with ideas, metaphors of identification in-
clude such speculative categories as "forma", "metod", "povod",
"mekhanizm®, "zalog", "sledstvie”: "Zhizn' - forma vremeni"
(Life is5 a form of time), "Postoyanstvo takogo rodstva -
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osnovnoi mekhanizm Rozhdestva® (In the constancy of this rela-
tion is the basic mechanics of Christmas), "Lyubov' est' pre-
dislovie k razluke" (Love is prelude to separation}.

The fundamental reason for a division of metaphors copula
into two independent semantic types arose from the observation
that analogies are drawn bétween profound, essentlal features
and qualities of deplcted objects in the majority of Brodsky's
metaphors of this grammatical structure, Analogiles hased on
external similarities of colour and texture, for example, are
less frequent. They can be seen as two different types of per- .
ception of the world: imaginative and concrete (metaphors of
comparison) and conceptual and abstract (metaphors of ldenti-
fication). The latter are unpacked by means of logical infer-
ence rather than by visual recognition., By positing an equa-
lity between the most essential characteristiecs of subject and
predicates, these metaphors seem to be more fdndamentallyrekﬁed
to the nature of truth than other semantic types. To the grea-
test possihle extent, they appear ta fulfill the function of
establishing the identity of an chject, as well as having the
structure of a scientific definition:

"H cMepTh ero -~ eMHHCTHeHHAR Bell:
ABy3aHaueaa", "H, cTano OHNTE, CHHOHEM", Q.B.m., 205

Hbo nEAE — PTC IUIOTH
BpeMeHH; IIOTH M ¥POBL. K.u.5., 110

YaelloBeK eCTh KOHEel] CaMoTo cets .
it BRAeTCE BO Bpemd. : 4.p., 109

These metaphors did not appear in Brodsky's poetry straight
away; a majority of copula metaphors in the first period {(1958-
1964) belong to metaphors of comparison. In the second period
(1964-72), they begin to appear regulafly and are particularly
numerous in the poema "Gorbunov and Gorchakev":

Monyakbe = 3TO Dynvmes IHeH,
HaTAMXCA HaBCTpeuy Haumefl pedu,

Monmuauee ecTh rpanymee IwGEHN;

MomuaHbe = HaCTORMee ONR TeX,
KTO XM nc Hac, 0.8 o,, 206

They cleérly predominate over metaphors of comparison in the
third period, reflecting the poet's intention to characterise
the dépicted object From several points of view and thereby
discover its most essential features:
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MeCTHOCTE, TIE A HAXOXYChL, GCTE NHK

Kaxk &8 ropd. Janbme -~ BOSOyX, XpoHoco,
CoxpaHE 5Ty pedn: a0 pall — TYIHK,

MuHC, Boayawnmul P Mope. KOHYC,

Hoo KenesHOTC KOpaBrd.

Ho Be KpHKHYT: "3emna! 4.,p., 108

If this metaphor of identity between "paradise” and a “dead
end" is accompanied by metaphors comparing the former with
concrete objects "a cape, a cone, a steelship bow", it only
serves to demonstrate the inadequacy of similarity as a mood
of description in this case: “One can’t shout "Land"!"
"BEquivalence is not lifeless identity", writes ¥Yu, Lotman,
"that. is why 1t implies dissimilarity. Similar levels organize
dissimilar ones by establishing relations of similarity".28
The mood of comprehension of this similarity in metaphors of
identlfication is loglcal, speculative and independent of the
poetic image, Definition of an abstract concept by another ab-
gtraction compels Brodsky to seek assistance 1n the construc-
tion of double and triple metaphors and in the introduction
of other tropes, in particular, metonymy.

TaM, BABEDENV..:
VOnEms OHO:! Snaromapsn za TG, YUTO
TH OTHANA BCE, uYeM Ha CBOEM HEeKy
Branen A. Hoo coadannoe npowro,
npodyxm mpyda
eCTh huya eopa H npoobpad Pas,
pepheft = Jofuwug epemenu: TEPAA
ONycTE HAaBCEI'ma

4TOo-MHGO, TH
He CMefl XDU4AT: O HpeOaHHON HAamemne:
TC BpemMeHM, HeBHOUMHe [Opexmae,
B BellaX JYepTH
BARYT NPOCTYIANT, W TeCcHUTCH I'dyoes K.n.s., 65-65

Brodsky's drive to think things to their limit results in
a relatively large quantity of definitial metaphors:

Kuz2Hn - (opMa BpEMEHH. 49,p., 106
38yK - {opMa OpONOIIKEHNA THMMHEH, 0.8 m., 125
I'pAapymee @cTh HopMa ThMH,

CPaPHMMAA C HOYHEM IIOXKOeM. K.mt,2., 76

HOo Dake MHCHE: O = Kak >Tol - BeCcCMepThH
eCTh MHCE Of OOWHOYECTRe, MO Ipyr. K.I.D., 65

Indeed it seems that metaphers of identification themselves
forced Brodsky to arrive at the conclusion that "any idea,
thought ocut to its loglecal end, turns cut to be a nightmare“.1
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Hockonexy GOIb — He HApYmeHHe NpaBuit:
CcTpanaHbe eCTh
CnocoOGHOCTE Ten
M YeJIOHeK aCTh HCHHTaTellb 6o, K.m.=3., 63

In such metaphors assoclations of similarity give way to rela-
tiocns of cause and effect, of space and time, in other words,
mataphor approximates matohymny:

OnMHOYECTEO YYAT CYTH Hemeﬁ} HEO Oyrs HX TO e
OPMHOYeCTES, Ko¥a CHHHH GNATONaDHA XOXe
CIMRKH Kpecria 3a 4YYBCTBEO NpOoXnalt. 4.p., 111

An amalgamation of tropes 1s sustained by metonymic principle
of cohesion of ideas in the poem. The repetition of such words
ag "odinochestvo" (solitude), "kozha" (skin), "splna®" (back)
creates an lllusion of analogy. In actual fact, these and the
following metaphors are what G.Genette calles "diegetic" meta-
phors29 in which "the selection of the wvehiecle is dictated by
the proximity of a detaill that happens to be present in the
narrative context".30

Prof. Etkind in hils analysis of "the conflict between
syntax and rhythm"has already noticed the irconic relation bet-
ween Brodsky's prosaic sﬁeech and the fabric of his verse, and
he emphased his affinity with Tsvetaeva in this respect.31 What
iz at issue here iz the relation between the metaphorical na-
ture of lyrical verse and the metonymic prineiple of prose.
The further Brodsky moves away from himself - towards the ﬁe—
tonymic pole of language - the more need therelis for compen-
sation, whether by strict meter and precise rhymes or by way
of saturating his verse with metaphors. If in his early peried
there is not more thén'one metaphor for every four lines, in
the second period there iz one metaphor for'every three lines,
and in the last period - one metaphox for every two lines. The
energy of the verse slackens as the density of metaphors di-
minishes e.g. in such narrative poems as "Homage to Yalta" or
"The New Jules Verne", '

The "deformation" of the nature of metaphor can be ex-
planed by three factors: 1, by the poet's view of the word and
his ability to inscribe it into the very grammar of his metaphor;
2. by the degree of his dependence on language: the diversity
of the spcken Rugsian language is conveyed by the poet in the
lexical and seﬁantic agpects of hils metaphors; 3. by his links
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with the tradition and the degree to which he departs from the
poetic tradition.

32z and

Metonymical metaphors can be found in Pasternak's
Khlebnikov's poetry. In Ehlebnikov's metaphors all combinatory
restrictions are lifted: everything possesses reason, conse-
quently, everything 1s mortal:

f Bepw: pasyM MHDPOBOR

JeMHOTC MHOT'O WHPEe MO3Ira

H vepes rerQd YeJOBESHKa H HaMHei
EgwHOnm TedeT DeKOf. 1. 302

When Khlebnikov personifies the inanimate world, he does not
only attribute human feelings and actione to it; external human
features are also imputed: "lob neba" (the forehead of the sky},
*k vigku vselennoi" {to the temple of the universe), "volosami
sinikh rek” (by the halr of blue rivers). The same mechanism app-
lies in his treatment of abstract concepts: "I lyudl speshno
mﬂyut dushi v prachechnol I gpeshno perekrashivayut sovestei mor-
dy" (And people hastily cleane their souls in laundries and
hastily paint the faces of conscience}.

Similarly, Brodsky uses parts of human body as components
of metaphors: "I sokhnut vedorosli na zatylke ploskom valuna"
(The seaweed is drying on the flat occiput of a boulder), "po
skule derevyannoge doma* {(accross the cheek-bone of a wooden
house). Depersonification of human beings alsc occurs at the
level of parts of the body: "§ zatverdevshim pod orekh mozgom"
{with a brain hardened as a nut), "zheltaya nezabutka mozga kri-
vit mol rot" (The yellow forget-me-not of a brain twists my mouth).

Here, we are not simply witnesszing the metonymic depiction
of human beings; we are alsc seeing the metaphoric transforma-
tion of part of the body intoc the plane of objects achieve the
alienation of the most inalienable appurtenances: brain, thoughts,
conscicusness, creativity and language - given to man:

YeyoBeH NpeBpamaeTCs B WOpCX Hnepa no GYyMare, B KOALDA
NeTRE, KJIHHEDIKHE SYKB M, INOTOMY YTO CHOMBLAXO,
B DANMATHE ¥ TOWKH, Y.p., 112

The full identification of self with language and of existence
with writing unites Brodsky and Khlebnikov, For beoth poets the
prosopopeia of language as a verbal-phonetic phenomenon is lo-
gically embodied in all semantic types of their metaphors;
concretisation of language is no less logically realised. The
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desire to comprehend the ontological essence of language moti=
vated these processes,

The very grammatical structure of metaphors of identifi~
cation is exceptionally well suited to Bredsky's paradoxical
cast of mind. Only four of the eleven poets analysed use meta-
phor copula as willingly as Bfodsky does {for whom they comprise
2,5% of all his metaphors) : Khlebnikov, Mayakovsky and Tsve-
taeva. But none of these poets, with the exception of Khlebni-
kov, are accustomed toc adopt the copula metaphor in order to
generate logical definitions of baslc categoriles of existence-

HH3EeR - dOopMa BpeMenH, Kapn # nem —

CrycTHH ero. U ToBap Noxneme -

CryCcTKA. BKIKMAR BOMHY ¥ TBOPOL

cyum. BKIOMas CMeprs. 4.p., 106

Not only human life {"tovar pokhleshche") but alsc the life of
the planet and death itself are included within the orbit of
Brodsky's observations. It seems, moreover, that these obserw
vatlons are conducted from the point of view of time: "dal'she
nekuda”, as the poet sald, "Dal'she ryad zvezd. I onl goryat'.
{there is no further way to go. Elsewhere there is only a
series of stars. And they are burning away).

This unique sense of distance permits Brodsky to achieve
an unlimited defamiliarisation of meaning in his metaphors in
order to'reinterpret some of the most fundamental existential
situations as well as to create essentially new types of meta-
phors in Russian poetry.

The poetic world of Brodsky designed'és it is on a meta-
phorical model, has a tangible objective quality. This 1s achie=
ved by various kinds of alienation of meaning in the trope.

Brodsky, in pursuilt of an answer fto the'queétion what time
does to man, equates the material ﬁith the 1deal, man with bhoth
thing and language, language with spirit and time.

For Brodsky, it seens, the opening sentences of the Gospel
of St, John ("In the begimning of the Word, and the Word was
with God, and the Word was God®) have a force which is not me-
taphorical, but axiomatic. In the end, too, there will ke the
Word; it will net simply be an alienated part of speech or
grammatlcal abstraction, but will alsc represent memory, the
past and its history and, finally, creativity as the source of

immortality:
Ho MH XHBH, [IOKAMECT
ecTrs mpomeHse ¥ wpugr. H.c.x A., 113
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Joseph BRODSKY, seminar "W.H.Auden as a Modern Poet", at
Keele University, 1 May, 1985.

In Umberte Eco's opinion, "... of the thousand and thousand
of pages written about metaphor, few add anything of sub-
stance to the first two or three fundamental concepts stated
by Aristetle". "The Scandal of Metaphor, Metaphorology and
Semiotics", in: Poeties Today, v. 4, Wo. 2, 1983, 217-B.

Brodsky's metaphors are taken from the following collections
of his wverse:

C. B 0. -~ Cmuxomaopenun ¥ ynoemu, Inter-Language Literary
2gsociates, U.S,A., 1965.

0.5 n. = Ocmancaxa 8 nycmwne, Chekhov Press, New Yark, 1970
K.ll.2. -~ Honey npewpacuoli snoxu, Ardis, Ann Arbor, Michigan,
1977 -
U.p. = Yaemes pevu, Ardis, Ann Arbor, Michigan 1977

B A. - B Aneauu, Axrdis, Ann Arbor, Michigan 1977

P.5. = Pumcrue snaezuu, Russica Publishers, New York, 1982
H.c.x A. - Hoswe cmaxen ® Aezyeme, Ardis, Ann Arbox, 1983

List of the poems published in the Russian pericdicals:
The first periecd (1958 - May 1964)

1. OOWATH He TOMOM, HE TOMOM, .. Ppanu, B 5B, 1965
2. CTHXM O BPHHATHH MHDA - o
3. Bemnr - " -
4, Cryi panwu, I 68, 1969
5. HONbCHOS HHTEPMEelo - " -
6. CTHXH O6 HCHaHUE Mpaniw, B 70, 1969
7. OOHHOUBCTEBO Hoenii xyphan, B 98, 1970
§. JleTn oTCwga, Senult MOTHEIEK 2xo, W 1, 1978
9. MorpaeE¥dHO¥ BOOOH... - " -

10, Her, dunomena, IpocTH -

11, KameppBag My3HKE: -’

B OOMHOYKE TIPH XOXhGe IM1e4O0 - " .

12. B QeBpane AaneKo OO BecHH - " -

13, B ppguHouke XeJNAHHE CHaTh - .

14. Cxpo3® HAMODOHMK Npofns - -

15. 3ober Bxo, B 3, 1978.

The second period (May 1964 - June 1972}
16. Coner (HpHCIYHMBAACE K TpOSHHM} Szxo, B 1, 1978

17. B gepesne, saTepHasuelcH -

18, Coxon ACHHM, IONOBH -

19. Coner (T, Mysa, HenoREepYHRAH) -t .

20, Nocnenkee NHCEMO OBHIORE B PHm - o

21. Houb. KaMepa. BOMYOK - .

22, Koumove# npOBONOKM JHPA Jreo, B 1, 1978

23. OuTHESPE - MECAL TI'DYCTH - "o

24, HoOROGPRCKMM LOHEM, KOI'na -

25, Mo xomvaM NOOHEGechHA Boadywunme nymu, 5, 1967
26, MenysT BPXO, B 123, 1977

27. OceBE. OroseHsEoRTE Tononed Bpema w mu, W 17, 1977
28, HamaTy upod. Bpayno - o

29, Illenyy "npoma#" HeBemoMo xoMmy -" -

30. Crpax - " -

31, Koesaxk b rpadiHe -
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32, C KpacapHNOelt Hanaxppadg CBRE3ZDL Bpesma u mu, R 17, 1977
33. Ocenp B HopeHCKOH Houwmunenm, 14, 1977
The third period (from June 31972 = Dec, 1984)

34, llopox axamun Honumuwenm, 14, 1977
35. OHceEMA QHHACTHH MEHE - " -

36. Pazsnsan NnatToHa -

37. OceHHEN HPHK HCTpefa Jum., 8. Pyecuxa, 1981
38, Hoeu#t Rynb BepH BeExH, B 122, 1977

39, JH® pacileTawT TPANOYKY Aanvm. Yaemv peuu, B 1
40. Kaxk BAaBHO s TOUy - " -

41. BocxonAmee KeJNTOe COJHIE -"a

42, NonApHE# HCCISHOBATENE - - -
43, TlonaeHs B KOMHaTe . BEXT, W 126, 1978

44, 4 nmun ¥=2 2700 GoHTaHAa - Jxo, # 4, 1980

45, Cae~[peTpo’ : Houmunenm, 18, 1978
46. BpeMmsa noacYera NENLTAT - o

47, lmegcras MyauKa - -

48, Qma BecHe . - " .

49. Bunora 4-a (aHMHARL) Hoxmunenm, 26, 1980
50, CTHXH O SHMHEN KaMIaHuu -" - 29, 1981
51. Dxmora 5-a: nerHsx . - " - 30, 1981
52, Oavasa TOXOBHMHA - 36, 1983
53, BammHrTOH - - -
54, MepBHl HeHs HOYETHOTO roma - - - -
55, JIMTOBCKUN HOKTHPH - " . 44, 1984

Metaphors of ten Russlan poets are taken from the following
collections:
I'.P.UEPXABHH, Cmuzomeoperun, B-Ka nosra, Bonewas cepwd, J.
1933
'.P.OEPXABHH, Cmuxomaoperus, T'oc. H3N., Xyn. naT., M. 1958
E.A.BAPATHHCKHE, Cmuxomeopexusr. Hosmu, Hayka, M. 1982
K.BAJIBMOHT, Madpanxoe, Xym. arr., M. 1983
A.BIOK, Cmuxomeoperus, B-kKa nosra, Bontwar cepur, JI. 1955
B.XIEBHHKOB, Cofparue couuMentli & nAMU moMdx Tof penarmpeil
[0, THHAHCBA B H.CTenaHOEa B nepeH3OaHHN B.MapKCBa,
. BEJOYapmes "“HeusZaHHue NPOHSBENeHHMA" nom pen.
H,Xappkuesa H T.Tpuna, Minchen 1968-71
B.MAAKQOBCKHH, [lloance codpanue couunenufi 8 13-u momax, M.
1955-1566
E.IACTEPBAK, Cofpastie coulHesudl ¢ mper moMal nom pemakuuel
r.O0.Ctpyee ¥ EBE.A.0unnnnosa, Ann Arbor, The Uni-
wveraity of Michligan Press, 1961
M.OBETAEBA, Cmuxomeopesus u noaMuw 8 namu momax, TT 1-4, Rus-
slca, New York 1980-83
Q.MAHIENIBUITAM, Cofpauie couusexiull & mper momax, Mexnynapon-
HOe JIATepaTypHoe coppyxecTdo 1967-69; 4-# mo—
TIORHUTenbHEN: TOM, Ynca-Press, Pariz 1983
A,AXMATOBA, Couusrenua m, I u m. 2, MexOyHaponHoe JNHT., COIRY-—
wecTBO 1967-68; m. 3, Ymca-Press, Paris 1983

The term “metaphor of attribution”" has been borrowed from
the work of ¥u.Levin. In his article "Structura Russkol me-
tapliory"™ he dlstingulshes between three types of metaphor:
metaphore of comparison; the "enigmatic"-metaphor, a type
corresponding to the traditional metaphor of substitution

or "pure metaphor”; and, finally, metaphors "attributing pro-
perties of another object to the depicted object". This



10.

11.

12,
13.

14,
i5.

is.

17,

i18.

i9.
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clasgification is made "according to the moede 1n which the
principle of comparison is realised". Trudy po znakovym sie-—
temam, 2, Tartu 1965, 204,

My suggested classification differs from Levin's in two
ways, Firstly, an additional type of metaphor (identifica-
tion), which Levin unaccountably omits, is included. Secondly,
new principles for the formation of metaphors are consicered.
Metaphors of attribution, in my view, are rarely based on
the principle of comparison; instead, they are built on the
principle of an analogy between the inanimate with the living
or on the even more arbitrary analogy of the living with the
inanimate,

J.BRODSKY, "On Cavéfy's 8ide", in: The ¥New York Rivew, Febr.
17, 1977, 32.

W.G.WESTSTEIJN, Felimir Chilebnikov and the Development of
Poetiecal Language in Russiagn Symbolism and Fuiurism, Rodopl
1283; Muxauwn XPENC,Q nozauu Hocuga Brodexoezo, Ardls, Ann
Arbor, Michigan 1984, 55-69,

B.II.TPHTOPBER, flozem u caceo. Onum caAoceapa, Hayka, M, 1975,
70.

Christine BROOKE=-ROSE, A Grammar of Metaphor, London 1958, 70,

H.[.CMHFPHOB, Xydoxecwmaernnui cMHCA U IECANHUA noamuwecxux cue—
mem, Hayxa, M. 1977, 85,

ALJIOCEB, "HmoTkyna c mofoBb: 2aMETKH 0 cTuxax Bponckoro", B:
Houmunenm, ® 14, 1977, 308,

A.A.NIOTEBHA, Ms sanucox no meopuu cacsecrocmu, Xapsxon 1905,

N.BPONCKMH , WATepBsl DN TasoTH Pycexan Mueav, 3 despanms 1983, 9,

E.TOSMAH, ryapa "fsukoBoe HOBATOPCTED XneS:Huxopa", B KH.:
HAaux aumepamypu ,J, THXI', 1936, 221,

B.N.TPHTOPBER, IMpammamuxa uduocmuns, Hayka, M, 1983, 58.

J.BRODEKY, from the unpublished interview to D.Bavitsky,
1283, New York.

B.JERHR, "“Pyccuxaa merafopa: CHHTes, CEMAaHTuKa, TpaHcpopmanmmuur'
B: Tpydw no anaxceum cucmemasm, Tapry, 4, 1967, 298,

In the Soviet Union several werk on genitive metaphors have
recently appeared. See, for instanc% X.0.NE3METC, “CrpykTypa
¥ (VHHUOMM WMEeHHOR MeTaQdoPW THoa N NP B RSwke npomnsBeneHM#
A.A.BecTymepa~Mapnukckoro”, B: Tpyd# no pyccxoll u cAassnoxol
gunoaceuu, 23, cepHa JAHHTBMCTHYeckasa, TapTy 1975. Leemets
considers that the "noun metaphor NINY represents a seman-
tic synthesis of a comparison based con a relation of propo-
tion", p. 221. V.P.GRIGORJEV dedicates an entire chapter to
"Metaphors of Comparison” in the book Poetika Slova, Nauka,
M. 1979, in which genitive metaphors alcne are discuseed,

H.BPOICKHKHR, Tpemucnopue "NosT u nuposa", » kKH,: MapHHa LOBE-
TAEBA, Malpannas nposa & dayx momax, Russica, W.¥., 12.

3. I¥MOHOB, "“fMosT-Byxrantep®, B! Myaema, CemMeHHuA annBom,
Bum. A-19%84, Napux,
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20, L,LOSEV, A paper "Poetry of Joseph Brodsky's", given at
SSEES, 30 maxch, 1984, London.

21. O.KYEJIAHOBCKMI, “Ha npememe nupmsma", Pyccwxas Mmucae, R 3477,
11 amrycTa 1983 roma.

22, The theme of alienation is discussed in ny article "The
'strange' theme in J. Brodsky 8 poetry ; in: Faasays in Poe-
tics, v. 4, No. 1, 197%, 35-54,

23. NMer MOCER, "HpoHHYeCKRH MOHYyMeHT: nbeca Hocula Bponcxoro
'Mpamop*", Pycexan mucav, W 3521, 14 pwea 1984 r., 10.

24. Brodsky in hiz essgay on Mandel'shtam writes: "It is better,
then, to speak not ahout the theme of Time in Mandel'shtam's
poetry, but asbout the presence of Time itself, both as the
entity and the Theme, If only because Time has its seat wi-
thin a poem anyway, and it is a caesura". Osip MANDELSTAM,
§0 Poems, tr. by B. Meares, Persea Books, New York 1977, 8,

25. I have twice had the opportunity to hear Brodsky's lectures
onh the poetry of W.H.Auden (Ann arbor, 1580; Keele, May,
1365). Analysing Auden's poem "September 1, 1939", Brodsky
commented on the difficulties faced by a contemporary poet,
writing in any European language, in the search for an ori-
ginal, semantically charged rhyme for the word “love". Brodeky
arpued that Auden found such a rhyme in the lines quoted
bhelow.

What mad Nijinsky wrote

About Diaghilev

Is true of normal -heart;

¥or the error bred in the bone
Of each woman and each man
Graves what it cannot have,
Not universal love

But t£o be loved alcne.

He omitted to mentlon, however, that Auden emphasised the un-
attainability of his and any other ideal -by separating the
rhyme "Diaghilev/love® by four lines.

26. J.BRODSKY, "V¥irgil: Older than Christianity, a Poet £or the
New Age", 1in: Vegua, Oct, 1981, 179,

27. See BRODSKY's Introduction to A.PLATONOV's The Poundation Pit,
Ann Arbor, Michigan 1973, ix-xli.

28. Yu.LOTMAN, Structura khudoshestvennogo teksta, Brown Univer—
sity Slavic Reprint IX, 1971, 104,

29, Gérard GENETTE, “Metonymie chez Proust", in: Figures ITT,
Paris 1972, 48. Enqllsh translation by Alan SHERIDAN, "Proust
and Indirect Language", in:G.GENETTE, thures af therary
Digoourge, Blackwell, Oxford 1982,

30. Paul de MANN, Aliegories of Reading, Yale Un-ty Praess, 1979, &0,
31, EduMm BTKEHI, Mamepus cmuxa, Paris, Institut D'études Slaves.

32, See Boris PASTERNAK, Colloque de Cerisy-la-Salle, Paris,
Institut D'études Slaves, 1979%9. Milan DJURCINOV, AHMUNOMUS
"Pomanmuam — Peanusm' e nosmuxe Nacmepnanda, 9€6.

See also A.K,¥OMKOBCKHHA, ©.K.UETJCEB, "No3ThKa BHpasHTEenbHoCTH",
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in: Wiener Slawiet, Almanachk, Sonderband 2, Wien 1980. In
Zholkovsky's opinion, the amalgamation of metaphoric and me-
tonymic principles in acharacteristic feature of Pasternak's
trops, p. 238.

Franelated from the Russian by
Mark Jacod with the author



