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Lithuanian Nocturne: to Tomas Venclooa I
JIMTOBCKUI HOKTIOPH: TOMACY BEHIIJIOBA Bs6anamy Tt Mope
de Fo seph Brod. Sk'y BeTep PBETCsA KaK PyraHb C PaCKBalICHHBIX Iy6

B [71y6b XO/TOHOII iepIKaBBl,
Tomas Venclova
3aypsifiHOE JO-pe-
Mu-(a-CoNb-Jis1-C1- 10 U3B/IEKAs 13 KAMEHHBIX TPYO.
He-japeBHbI-He->ka6bl
NPUIIAJAIOT K 3EMJIE,
U CBEpKAeT 3Be3/{bl ONIOBAHHAA TPUBHA.
U nopo6be nmuia
pacTeKaeTcs B 4EPHOM CTEKIIE,

KakK Iome4YrnHa JINBHA.

I

3npascriyii, Tomac. To - Moii

Ipy3paK, GPOCUBIINIL TEIO B TOCTUHUIIE ITie-TO
3a MoOpsMH, Ipebs

IIPOTUB CEBEPHBIX TYY, HOCIEIIAeT JOMOIA,
BbIpbIBaAch U3 Hosoro Cpera,

U TPEBOXKUT TeOs.

111

Ilospnnit Bedep B JIutse.

VI3 xocTenoB 6penyT, XOpOHS 3aIAThIe

CBeYeK B CKOOKax JIaioHell. B mpozppormux gsopax
KYPBbI POIOTCA K/IIOBAMI B JKYXJIOM IpecBe.
Hap sxunBbem YKemaiitun

BBETCs CHET, KaK HeOeCHBIX 00OMTeIeil IIpax.
/3 pacKkpbITHIX fiBEpeit

maxHeT poI60it. MaJiely mo/yrosblit

U CTapyXa B IJIATKE 3arOHAIOT KOPOBY B Capail.
3amnospanslit eBpeit

110 6pycyaTKe MecTeuKa rpeMIT 6aIarooii,
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BOXOKU PBET

U KPUYNT 3amuxBaTcku: «lepaiil»

v

VI3BuHM 32 BTOp>KEHDE.

Coytu nosiBjieHne 3a

BO3BpaljeHbe IUTAThl B pAAbI «ManudecTar:
YyTb KapTaBeit

YyTb BBIILIE OKTABOII OT CTPAHCTBMUI BIA/IN.
IToTomy - He KpecTuch,

He JIoMali B Ky/laKe KapTysa:

CTUHY TIpeX/ie, YeM TPSHET C HacecTa
HETYHINHOE «IUIN».

VisByHM, 9TO 6€3 CIpocy.

He nATbcs oT cTpaxa B 4y/laH:

TO, KOPJIOHOB 3a CYeT, PacIIMpsEeT CBOIl pajnyc
OpEHHOCTb.

Mcrts, KaK KaMeHb KOJIOALly KO/IbIIOM IPsA3€BbIM,
HaJ 6aITUIICKOI BOTHOI

A SKYXOKY, TOYHO TOT MOHOTIIAH -

touHo Jlapuyc n [mpenac,

HO He TaK ysA3BMM.

\'

Iosgumit Beuep B Vimnepun,

B HULIEI IPOBUHLMAN.

B6pox

nepemesimee Heman enosoe Bovicko,

OIL[e TMHMBIINCH IVKaMy, KOBHO B ITOTeMKH OpeferT.
barpoBeeT nsBecTka

TpexaTa)kKHbIX IOMOB, 1 OY/IBDKHIK MepLaeT, Kak
MOMIMAaHHBIN JIell.

Bpepx B3BMBaeTCA 3aHaBeC B MECTHOM TeaTpe.

VI BBIHOCAT Ha /U1y I7IaBHYIO Bellib,

paspeneHHyo Ha Tpu
6e3 ocTaTKa;

CKBO3HJIK Tepebut 6axpomy

3aHABECKU U3 TIONs. 3Be3/ja B 3aX0NyCTbe
CBETHT sipye: KaK Kapra, yIaBIIas B MacTb.
VI BiiajiaeT BO TbMY;,

10 CTeK/Ty 6apabaHsi, pyKy TBOEIT yCTbe.

Bornbire HEKYyJIa BIIaCTb.

VI

B nonnoyb Beskas peub

obpeTaeT yXBaTKI CTIEIILI;

TaK 4TO Jla)Ke «OTUYM3HA» HAOIIYTIb - Kak Jlenu [opusa.
B nmayTunne yrmos

MMKPOGOHBI CIIENCTYKObI B KBapTHpe IeBIja

IMIIYT CKPEXET MaTpalla U BCIJIECKU MOTMBA

obuieit necHu 6e3 CoB.

3nech MaHyeT CThIAMBOCTD. JIncTBa, HOpOBA
BBIOPATH MeX/Ty CBOETT INIIeBOI CTOPOHOI 1 M3HAHKOI,
Bo3MyIaeT poHapb. OTMEHNUB pymopa,

MUpY 37ieCb 0 cebe BO3BEIIAIOT, Ha MypaBbs
HACTYTIMB HEHAPOKOM, HEBHATHOI MOP3AHKOM

ITy/1bCa, CKpUIIOM II€pa.

VII

Bot otkyna TBOM

II[eK MYYHICTOCTD, 6e3a/jpeCHOCTD I71a3a,
LIeNeIABOCTDb M BOJIOCHI IIBETA CHI/ITOIZ,

TYCKJIOI JaliHO¥ CTPyN.

BoT oTKy/a Besi XKM3HB KaK HeTBepfas decTHast ppasa,
Ha IIyTH K 3aIATOI.

Bot orkyna moeit,

KaK ee IPOJJO/DKEeHIe BBEPX, 000/I0UKNI

B TBOMX CTE€KJIaX pacCI/IbIBYaTOCTDb, 6yHT TO/IBITHOBI



UBHsAKA N T. II. , O4€PTAHbA MOpeIZ,
X CTpaHUIl IEPEBEPHYTOCTD B IIOMCKAX TOYKU,

TOPU30HTA, CY/IbObL.

VIII

Hanra nucemennocTb, Tomac! ¢ Monm, 3a 1o
BBIXOZIAILIMM CKa3yeMbIM! ¢ XMyPBIM TBOUM
TIOMOCEZICTBOM

nopyiexaiero! [TpoyHblit, YepHMIBHBII COI03,
KpY>KeBa, BeH3e7,

IIOMECH JTUTePbl PUMCKOI C KMPUJUINIIEIA: Ijen

CO CPEefICTBOM,

Kak Bernerr Makpoyc!

Hamm orTickn! B CMATBIX CHIPBIX TPOCTBIHAX -
STUX PBIX/IBIX M3BIIMHAX 001IIero Mosra! -

B MATKOJ I7INHE BO3/II0O/ICHHBIX, B IETAX 6€3 Hac.
JIn60 - IpOCTO CUHAK

Ha CKyJle MMPO3/laHbs OT B3I/IA/ A IO[POCTKA,

OT TIOTIBITKM Ha T/1a3

PAacCTOsIHbE NPUKMHYTH OT TOJ JIY IUTOBCKOI KOPYMBbI
710 JINIIa, MHOTOOKO CMOTPSAIIETO MIMO,

KaK PaCKOCBIIl MOHTOJT 33 3eMHOJ 9aCTOKOJI,

YTOO6 BIIOXKNTD NaJIBLBI B POT - B 9Ty paHy POMBI -
U, HalllyIIaB A3bIK, Ha MaHep cepaduma

II€penpaBUTD ITIArOl.

X
MBI TOXO0KM;

MBI, B CYIIIHOCTH, Tomac, OJJHO:

ThI, KOHT}IH.U/If/'I OKHO UBHYTPM, A, CMOTpHH.U/H‘/’I CHapy>XMU.

JIpyr m1st gpyra MbI CyTb
060101HO0E THO
aMajIbraMOBOI Ty,

HECII0COOHOIT 67TeCTHY Th.
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IToxpMBUCH - 51 OTBEYY YIBIOKOI KPUBOIL,
OT30BYCb Ha 3¢BOK HEMOTOJ, PasMpaloLIeil II0I0CTb,
PasonbioCh B TPU Pydbst

OT CTOBATHOI! C/Ie3bl Hafl TBOEW TOTOBOIA.
MbI - B3aMMHBbIJ KOHBOJA,

npocrynaroumit B Kacrope Ilomnyxkc,

B IIPOCTOpeYbE - HUUbS,

T1aT, HO/IBYDKHAS T€Hb,

MIPUBOAMMAA B JIeVICTBIUE XKaPKOIL Ty YMHOI,
9X0 BO3I/IACa, Cfjada ¢ pyors.

Yem cnibHee KU3HD MICIIOPYEHA, TEM

MBI B Hell Hepasmmamument

OKa ITpa3iHOro JHA.

X

Yem nmraerca npuspak? Orb6pocamu cHa,
OTpy6sAMIM IPaHUL], LITTYXOI0 LUpUpu:

Wb BCET7la HOPOBUT COXPAHUTD afipeca.
ITepeynok caBuraet dacaspl, Kak 3yObl iecHa,
JKEITU3HY [TOFBOPOTHH, KaK ChIP IPOCTOGIIN
TIOXXMPAeT mca

TeMHOTHI. MecTo, BpeMeHy MCTA

3a CBOE MOCTOSAHCTBO JKWU/IBIIOM, TIOCTOSIBIIEM,
JKM3HBIO B HEM, OTIIMPAET 3aCOB, -

1, 3TOXY CITYCTA,

s Tebs1 3aCTAI0 B 3aMYCO/ICHHOI! Ta/IbLieM
CBepxJiep)KaBe JIeCOB

VI PAaBHMH, XOPOLIO COXPAHAIOLIEN MBIC/IY, Y€PThI
U 0COOEHHO T103Y: B CHIPOIT KOHOIIAHON
MHOTOBEPCTHOI pybaxe, B IYAAIIMX CTA/MbHBIX OUTyn
Marp-J/InTBa 3achInaeT Mof I1eCoM,

U TBI

TIpMIIAJIaeIlb K ee HeIPUKPBITON, CTEeK/IAHHOM

MIO/IUTPOBOL TPY/IIL.



XI

Cy1ecTBYyIOT MeCTa,

rjie HU4ero He MeHsAeTCs. ITO -

3aMEHMTENN [IaMSTH, KUCIBIL TpuyM$ drkcaxa.
Tam 1rar6ayMel Ha Pe3KOCTb HABOAMT BepPCTa.
Tam 4em fanbiire, TeM 60sbIe B TeGe CUITYITA.
TaMm ¢ /mIa CTOpoXKa

MOJIOKaBeil. MUHyBIIIlee CMOTPUT BIIEpef
HACTOPOXKEHHbIM I71a30M IIOAPOCTKA B LLIVHEI,
U cyap6a HapyLIXTeIeM IATUTCSA IPOYb

B HAaCTOAIIYIO CTAPOCTB C I/IEBKOM Ha CTeHe,

C JIOMOTOJ1, ¢ 6€CKOHEYHOCTHIOB (hOPMe TTaHeI
6o nectanusr. Houb

¥ B3aIIPaBJy TPaHNIIQ, I7je, KaK TaTapBa,
TEPPUTOPYSM IIPOXKUTON >KM3HI HabGeroMm
YIpOXKaeT [AefCTBUTEIBHOCTD, 1 HA060POT

IJie {pOBa [IEPEXOJST B lePEeBbsi U CHOBA B [IPOBA,
TIe 9TO BEKO HE CHP‘{HET,

TO SABb II€YCHETOM

Kak Tpodeit moxdeper.

XII

Ionuoyb. Corika KpUIUT

YeJI0BEYECKIIM TOJIOCOM U 0OBUHACT IPUPOLY
B IIPECTYIUIEHbAX TE€PMOMETpa IPOTUB HY/IA.
BurosT, 6p0cm3mm171 Me4 U IOXOPOHMBILMIA LT,
norpyskaercs B banatuxy B monckax 6poxny

K mBefaM. Brpodem, semia

U CaMa 3aBePAeTCA MOJIOM, IIOTHABIIMMCS 32
KaK I10 TIJIOCKMM CTyTIeHbKaM, II0 BOJTHAM
ybexxaBlIel cCBOOOMIOI.

Yeunbsa 606pa

110 HOCTpOIZKe 3aIIpyibl BEHYAET C/I€3a,

paccraBasACh C IIPOBOPHBIM

pyueitkoM cepebpa.

XIII

ITonHOYD B TMCTBEHHOM Kpae,

B IyOepHMI 11BeTa [ajIbTo.

KornokonpHas knnHomuch. O6/1ako B Bufje 0Tpesa
Ha PAJHO COIPEJe/IbHOI flepiKaBe.

Bunsy

IIAIIHM, CKUP/bL, IJIATO

Jepemniibl, KNPINY, KOIOHHATA, XKeIe30,

IUTFOC OOYTBIIT B KUP3Y

4e/I0BeK OCYapCTBa.

Hounoit kucnopop

HaBOJHAIT IIOMEXM, MO/IUTBA, COOOIIEHbA

0 IIOTOfie, M3BECTHA,

xpabperit Koeit

C OKPYIVIEHHBIMU I ()paMy, TUMHBI, QOKCTPOT,
6071epo, 3arrpelieHbs

6e3bIMAHHDIX BEILEIT.

XIV

ITpuspax 6poaut mo Kaynacy. Bxogur B cobop
BbIOeraeT Hapyxy. Ilnerercsa o JlajicBuc-asee.
Bxoput B «Tionbmie», cafuTcs K CTONY.

Kenbuep, rnaaa B ynop,

BUJUT TOTIBKO caneTKy, OrHu bakasen,

CHET, TaKCU Ha yTIy;

npocTo yuiy. beiock 06 3akmaj,

THI TOTOB TI03aBU/0BaTh. /160 He3puMOCTDH
BXOJJUT B MOJIy C FOlaMI - KaK Te/la yCTYTIKA JyIie,
KaK HaMeK Ha rpsAflylee, Kak MacKXasaT

Pas, xak saraHyBIINIICA MUHYC.

V60 Bce B Gapbiie



OT OTCYTCTBUA, OT
6ecTenecHOCTI: TOPBI 1 TOJEBL,

MeJHbI MasATHUK, CU/IbHO IIPUBBIKIINIA K 9acaMm,
bor, cmoTpALIMIt Ha BCe 3TO [0 C BBICOT,
3€epKaja, KOpUIophl,

COFH}IHaTaI?‘I, ThI CaM.

XV

ITpuspak 6popurt 6ecrenbHo mo Kaynacy. On
CyTb TBOE HpM6aBHeHI/Ie K B03}1yXy MBIC/IN
060 MHe,

CYTb IPOCTPAHCTBO B KBafIpare, a He
9HEPruYHas IPONOBENb TyYIINX BPEMEH.

He 3aBupyii. Ilpyancin

IIpUBUJIEHDE K POJIHE,

K CBOJICTBAM BO3/IyXa - TaK e, KaK MeIKVI1 IIeTUT
pacchlaeMblit B CyMpaKe pedblo KapTaBoi
BpoOJie I[OKOTa MYX,

HeCrocoOHbII, TTOIN, YTONMUTDH AIIEeTUT
HoBoOI Ko, ofeToit 3actaBoii,

HO JTACKAIOMIMIA CITyX

00OHaXEHHOI YpaHuu.

Tonbko oHa,

My3sa Touyky B mpocTpaHcTBe 1 Mysa yTparsl
o4yepTaHMIl, KaK CKape - TPOLI,

B COCTSIHbM CIIOTHA

OLIEHNUTb MTOCTOAHCTBO: KaK HOPMY pacIIaThl

3a IBYDKEHDE - YN,

XVI

Bot orkyna nepa,

Tomac, k 6yKBaM IIPUBA3aHHOCTb.
Bot uem

O0ObACHATHCA JO/DKHO TATOTE€HbE, HE TaK m?

Ckpensa

cepzIie, C XPUILIBIM «IIopal»

oTpbIBas cebs1 OT POJHBIX 3a60T0UEHHBIX BOTYUNH,
4TO CKPBIBATh - OT Tebs1!

OT CTPaHMIIbL, OT OYKB,

oT - cKasarb /u! - mo6BK

3BYKa K CMBICTTY, 6€CIIIOHOCTY - K Macce

1 cBOOOIBI K - TIPOCTU

U JTUIA He KPUBY -

K pabCTBY, JTAHHOMY B MsCe,

BO IUIOTH, HA KOCTH,

9Ta BELb BOCMAPAET B YEPHIIBHONM HOYM SMIIMPET
MIMO JAPEMTIONINX B HUIIIE

MECTHBIX aHT€/IOB:

BBIIITE

MX U HETOIIbIPeIL.

XVII

Mysa Touku B mpocTpancTse! Berer, pasnindaeMbx
JINIIb

B Teneckon! Borauranba

6e3 ocrarka! Hyss!

Th1, KTO TOP/TY BENMMIIDL

nsberaTb IpUYUTAHb,

IIPEBBIILEHNS «I1»

1 COBeTYelllb ciep>kaHHOCTb! My3sa, mpumu
9Ty apMIO CIeACTBYS, NIETYI0 B yXO IPUYNHE,
TO €CTb IIECHD JBOJIHMUKY,

U B3IJIIHM Ha Hee U ee J10-pe-MI,

TaM, B Pa3peKeHHOM YMHe,

y cebs Ha Bepxy

C TOYKY 3PEHNA BO3JyXa.

Bosgyx u ectp ammior

1A CETYATKM - IIOCKO/IbKY OH HE obuTaem.
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OH cyTb Hallle «[JOMOI1»,
BOCBOsICY BEPHYBLINIICA CJIOT.
CKOJIBKO >Kabpoit ero He XBaTaeM,
OH YCIIEIIHO JTaTaeM

CBE€TOM B3aITyCKM C THMOIJI.

XVIII

Y Bcero ecTb mpegen:

TOPU3OHT - Y 3pauKa, Y OTYasHbA - IaMATD,
IJISL pocTa -

pacupeHnue miey.

To/bKO 3BYK OTHEATHCS CIOCOOEH OT Terta,
Bpojie Ipu3paka, Tomac.

CuporctBo

3BYyKa, ToMac, ecTb peub!

OTTONKHYB abaxyp,

DAL IPAMO TIeper; co605o,

BUJUIIb BO3IYX:

angac

COHMBI TeX, KTO Iy60t0

HaCyIeMI B HEM

710 Hac.

XIX

B mapcrse Bosgyxa! B paBeHcTBe crora rmoTKy

KICIOpofia. B mpospauHbIX 1 cOMBIIMXCA B 06/1aK

HallIuX BbIloxax. B Tom

MIpE, Iie, TOYHO CHBI K ITOTOJIKY,

K HeOy JIbHYT HAI «O!», T7je 3Be3/ia 0OpeTaeT CBOIt

00K,

IIPOAINKTOBAHHBIN pTOM!

Bot uem ppiint BcenenHas. Bot
YTO IETYX KyKapeKasl,

YIpex/as TOPTaHM BEIMKYIO CyLIb!

Bosnyx - Belb sA3bIKa.
He6ocBop, -
Xop COIJIACHBIX U I'TACHBIX MO}'IeKy]'I,

B IIPOCTOPEYNN - YIIL.

XX

OTTOro-TO OH YMCT.

Her Ha cBeTe Beleii, 6esynpeqﬂe17[
(KpoMe cMepTHI camoit)
OTOEIAIOIIMX JINCT.

Yem Geree, Tem GecyesoBedHelr.
Mysa, MOXXHO JOMOTI?

Bocsoscn! B ror kpaii,

e GesgymHbIit Bopeit mommpaer 6ecriedno Tpoden
ycT. B rpammaruky 6e3
npenyuHanys. B pait

andaBuTa, TPaxen.

B TBOI1 6e3mmKmit muK6es.

XXI

Hap xonmamu JIntsbt

YTO-TO BPOJie MOJIbOBI 38 BECh MIIP

paspaeTcs B IOTEMKaX: 6y6H;1LuI/H71, Ty XOJi, HEBECeblit
3BYK IUIBIBET HaJ| CeIEHbAMM B CTOpOoHY Kypruckoit
KOCBI.

To Casaroit Kasumnp

¢ YynorsopubiM Hukonoii

KOPOTAIOT 9achl

B OXKVJJAHNU 3VIMHEIT 3apu.

3a mpepenamMu Bephl,

u3 cBoelt crpatocdepsl,

Mys3a, ¢ HuMM Ipuspu

Ha IIeBIIa TeX PaBHUH, B PYKOTBOPHYIO TbMY

IIOIPY>KE€HHBIX 110 KPOBJIIO,



Ha II€BLIa YCMUPEHHBIX MEV3aXKeil.
O6Hecu cBoeit cTpaxeit

IOM M CepJLie eMy.

LITHUANIAN NOCTURNE: TO TOMAS VENCLOVA

[[I7]Wind, having roughened the sea, / bursts forth like
cursing from bruised lips / deep within the cold super-
power, / pulling a plain do-re- / (5) mi-fa-sol-la-ti-do
from chimneys. / Neither princesses, nor toads / genu-
flect to the ground, / and a tin dime of a star sparkles.
/ And the semblance of a face / (10) spreads itself
through the black glass, / like the slap of downpour. //
CIT] Greetings, Tomas. That is my / spectre, having
abandoned the body in some / overseas hotel room,
rowing / (15) against the northern clouds, it hurries
home / tearing out of the New World / to bother you.
// [CIII] A late evening in Lithuania. / They wander
from churches, burying the commas / (20) of candles
in the brackets of [their] palms. In the freezing court-
yards / hens dig with their beaks in the dry-rotted saw-
dust. / Over the stubble of Zhemaitiia / snow weaves
like celestial cloisters’ ashes. / From the doors flung
open - / (25) the smell of fish. A half naked boy / and
an old kerchiefed woman chase a cow into the barn. /
A Jewish cabby in a cart, hurries late / drumming the
village’s cobblestones, / yanks the reins / (30) and roars
‘Gerai!’ [‘O.K.] // CIV] Pardon this invasion. / Con-
sider this sighting as / the return of a quote back to the
rows of the ‘Manifesto’: / a bit more burred / (85) and
with higher pitch thanks to distant wanderings. / So
don’t cross yourself, / don’t tear at the tassel: / T'll be off
before the cock’s ‘fire!” bursts from the roost. / (40)
Pardon such an intrusion. / Don’t back off in fright
into the pantry: / it'’s merely one’s mortality expanding
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its radius at the expense of borders. / Avenging myself,
like the pebble - the well with its muddy ring / (45)
over the Baltic wave, / I buzz just like a monoplane, /
like some Darius and Girenas, / though not as vulner-
able. // [V Late evening in the Empire / (50) in a
destitute province. / Having waded across the Neman,
/ an army of conifers bristling with lances / takes Kau-
nas into the darkness. / The stucco of three-storied
houses / (55) turns scarlet, and cobblestones glisten/
like bream in a net. / Up soar the curtains of some local
theatre. / And the most important thing gets brought
out / to be divided by three / (60) down to the last
drop. / A draft worries the fringe of / a tulle curtain. A
star in the middle of nowhere / shines brighter, like a
card following suit. / And river-like, your hand / falls
drumming the glass into darkness. / (65) Nowhere else
to fall. // [VI] At midnight [Cany’] speech / acquires
the ways of the blind. / So that even ‘homeland’ to the
touch is like Lady Godiva. / (70) In the web of corners
/ of the bard’s room, the microphones of the special
service / tape the screeching mattress and the splash of
/ a common song without words. / Here shame is in
charge. Leaves / (75) torn between turning heads or
tails / irritate a lamppost. Having no use for loudspeak-
ers, / one informs the world of oneself by inadvertently
stepping on an ant, / in the indecipherable morse of
one’s pulse, / the scratch of one’s pen. // [VII] (80)
Hence the mealiness of / your cheeks, your stare aimed
nowhere, / the lisp and the hair dull like the colour / of
a stream of old tea. / Hence all of life like some soft
honest phrase / (85) moving comma-ward. / Hence
the upward continuation of my membrane / washed
out in your windows, / the mutiny of the masses of wil-
low twigs, ete. outlines of seas, / (90) their upside down



pages in search of a full stop, / the horizon, fate. //
CVIII] Our writing, Tomas! With my predicates /
Cspilling”] beyond margins! With your dour, home-
body / (95) subjects! A sturdy alliance of ink, / lace,
monograms, / the mixtures of Roman typeset with
Cyrillic, ends with means, / as per ‘Macrowhisker’!
[Stalin] / (100) Our imprints, in damp wrinkled
sheets, / the dumpy convolutions of our common brain,
/ in the soft clay of the beloved, in the children without
us. / Or else, a mere bruise / on the cheekbone of the
universe from the glance of the adolescent, / (105) from
the attempt to determine at a glance / the distance be-
tween this one, is it? Lithuanian inn / and the face,
multi-eyed, looking past / like some squint-eyed Mon-
golian at the palisade, / so that he might stick his fin-
gers into his mouth, that wound of Thomas, / (110)
and feeling his tongue, in the manner of some Sera-
phim / redirect the verb. // [IX7] We're alike. / We, in
essence, Tomas, are one; / you, smoking the window
from within, while I looking in from the outside. / (115)
We're for each other / the common floor / of the amal-
gamated puddle / incapable of sparkling. / Make a wry
face, T'll respond with a smirk. / (120) T'll respond to
your yawn with a gut-tearing speechlessness, / T'll spill
into three forked rivers / from the hundred watt tear
[Cshape’] / over your head. / We're a mutual convoy, /
Pollux seeping through Castor, / (125) or put simply,
we're a draw, / a stalemate, a moveable shadow / ren-
dered active by a hot flicker of light, / the echo of a cry,
change from a rubble. / The more broken the life, the
more / (130) we re indistinguishable in it / to the idle
eye. // [X] What feeds a spectre? The refuse of dreams,
/ the husks of borders, the chaff of numerics: / reality
always tries to hold on to its addresses. / (185) A side

street moves house fronts, like gums moving teeth, /
the sallow bottom of the courtyard gate, like some sim-
pleton’s cheese, / gets gulped down by the fox of / dark-
ness. Place begrudging time / its permanence with a
dweller, a lodger, / (140) life therein, opens the latch, /
and an epoch later / I find you in the [“fingered] slob-
bered / super-power of forests / and plains, so good at
preserving thoughts, features, / (145) and above all the
pose: in its damp multiversted / shirt of hemp, in its
droning steel curlers, / Mother Lithuania falls asleep
along the river, / and you / fall to her uncovered, glass
/ (150) half-litre breast. // [XI] There are places /
where nothing changes. These / are memory substi-
tutes, the acid triumph of fixing solutions. / The barri-
ers are brought into focus by versts. / (155) There, the
further you go, the more of what is left of you is a sil-
houette. / There the guards appear / younger. What
has just come to pass looks ahead / with the guarded
eye of a teen in an overcoat, / and fate, the trespasser,
backs away / (160) into deep old age with spit upon
wall[s], / rheumatic aches, and infinity in the form of
asidewalk / or a staircase. Night / is indeed the border,
where like a horde / (165) reality threatens to raid the
territories of spent life, and vice versa, / where firewood
joins tree and becomes firewood again. / Where what-
ever the eyelid covers, / reality, Pecheneg-like, / will
plunder as spoils. // [XII] (170) Midnight. A ["blue]-
jay / screams / in a human voice blaming nature / for
the crimes of a thermometer against zero. / Prince Vy-
tautas, having flung his sword and crossed out his
shield, / penetrates the Baltic in search of the shoal way
/ (175) toward the Swedes. While earth / itself ends in
a pier, racing after / as if along flat steps, on the waves
/ of runaway freedom. / All attempts of a beaver / (180)



in building a dam are crowned by a tear, / parting with
the quick stream of silver. // CXIII]] Midnight in a de-
ciduous region, / in a province the colour of topcoats. /
(185) The cuneiform of a belfry. A cloud, a scrap of ma-
terial, / of burlap for a contiguous nation. / Below /
ploughed fields, haystacks, plateaux of / roof tiles,
bricks, colonnades, cast-iron, / (190) plus a shod-in-
ersatz leather / man of the state. / Evening’s oxygen /
gets flooded with static, prayers, weather / reports, an-
nouncements, / (195) the brave koshchey / with round-
ed numbers, hymns, foxtrot, / bolero, the forbidding /
of nameless things. // [XIV] A spectre wanders in
Kaunas. Enters a cathedral, / (200) runs out. Winds its
way down Laisves avenue. / Enters “Tulpe’, takes a seat.
/ The headwaiter looking straight through it, / sees
only the napkins, the grocery’s lights, / snow, the taxi-
cab on the corner, / (205) the street itself. I bet you
anything / you’re envious. Since invisibility / has be-
come ‘de rigeur’ with the years, as the body’s concession
to soul, / as a hint of what’s to come, as the masked
robe of / Heaven, like a drawn-out minus. / (210) Since
everyone profits / from absence, from / incorporeality:
hill and dale, / the brass pendulum, relying heavily on
the clock, / God looking at all of this from up high, /
(215) mirrors, corridors, / your tail Cspy ] and yourself.
// CXV7] A spectre wanders aimlessly in Kaunas. It / is
your addition to the air of thought / about me, / (220)
is space in a square / and not / the energetic sermon of
better days. / Don’t be envious. Rank this ghost / as
one of kin, / the properties of air - the same as some
fine brevier / (225) scattered in the twilight by burred
speech / sort of like the buzzing of flies, / that cannot,
go figure, appeal to the appetite / of a new Clio, adorned
in an outpost, / but is music / (230) to naked Urania’s
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ears. / Only she, / Muse of a point in space, Muse of
loss / of features, like a miser appreciates his pennies, /
can fully / (235) appreciate constancy as a form of ret-
ribution / for the movement of the soul. // [XVI]
That’s where Tomas, the pen’s / attachment to letters is
from. / That’s how / (240) one should explain gravita-
tion, shouldn’t one? / Grudgingly, with a hoarse ‘it’s
time!” / tearing oneself away from patrimonial marsh-
lands, / and, frankly, from you! / (245) From the page,
from the letters, from - do I dare say it — the love / felt
by sound - for sense, by the incorporeal — for mass, /
and by freedom - forgive me, / don’t make a face - /
(250) for slavery, given its flesh form, / meat on the
bones, / this thing soars in the inky darkness of empy-
rean / past the dreaming local angels in niches / (225)
above them / and bats. // [XVII_] The Muse of a point
in space! Of things visible / only / through a telescope!
Of subtraction / (260) with nothing left over! Of zero!
/ You who order the throat / to avoid lamentation / or
resist going higher than ‘la’, / and recommend being
reserved! Oh Muse, accept / (265) this aria of effect,
sung to the ear of cause, / in other words to one’s dou-
ble, / and observe it and its do-re-mi, / there in its rar-
efied ranks, / up there, / (270) from air’s point of view.
/ Air is indeed the epilogue / for the retina, since it’s
uninhabitable. / Tt is our ‘go home’, / the syllable re-
turning to its place. / (275) No matter how much of it
we grasp with our gills, / it is well patched / with light
racing darkness. // [XVIII] Everything has a limit: /
the horizon - for [“the eye’s] pupil, for despair - mem-
ory, / (280) for growth — / the widening shoulders. /
Only sound is able to separate from body, / like a spec-
tre, Tomas. The orphan / (285) of sound, Tomas, is
speech! / Pushing aside the lampshade, / one looks



straight ahead of oneself / and sees - air: in full view /
(290) the swarms of those / who with their lips / have
left their prints in it / before us. // [XIX] In the king-
dom of air! In the equality of a syllable to a gulp of /
oxygen! In our transparent whipped into cloud / (295)
exhalations! In that / world where like dreams floating
to the ceiling / our ‘o’s!’ cling to the palate, where a star
acquires its shape / as dictated by the mouth! / (300)
That is what the universe breathes by. / That the cock
crowed, / forestalling the great drought for the larynx.
/ Air is a thing of the tongue. / Heaven’s vault is / (305)
a molecular chorus of consonants and vowels, / in
common parlance - souls. // [XX7] That is why it is
pure. / There is no other thing more flawless / (other
than death itself) / (810) when it comes to bleaching
the page. / The whiter, the less human. / Muse, can we
go home? / To our place! To that land / where thought-
less Boreas keeps carelessly trampling / the trophies of
/ (815) the mouth. Into that grammar without / punc-
tuation. Into the paradise of / the alphabet, the tra-
chea. / Into your faceless ‘likbez’. [ ‘liquidation of illit-
eracy’] // [XXI] Over Lithuania’s hillocks / (320)
something like supplication for all of mankind / is ut-
tered in the darkness: the droning, muffled, cheerless /
sound floats above settlements toward Curonian Spit. /
That’s St. Casimir and / (825) St. Nicholas the Miracle-
maker / whiling time away / in anticipation of winter’s
dawn. / Beyond creed, / from its stratosphere, / (330)
O Muse! Take in with these two / the singer of these
plains, into the manmade darkness / sunk up to the
roof, / the singer of pacified landscapes. / Cover with
your guard for him / his home and his heart. //

The present work may be seen as a continuation of,
or companion work to a previous article on Lithuanian
Divertissement'. In that article I touched on questions
relating to the unusual position of the researcher, who
is analysing a text which is dedicated to him person-
ally (although it is true to say that he is appearing in
another role, as a poet and not as a literary scholar).
The brief comments made on that occasion still hold
true. I am aware that my choice of an object of research
not only transgresses the rules of rigorous scientific eti-
quette, but may also lead to a distortion of perspective.
It is difficult (although interesting) to deal with a text
while one is being situated at one and the same time
both inside and outside it. Incidentally, this difficulty is
even more pronounced in the case of Lithuanian Noc-
turne than in that of Lithuanian Divertissement. While
in the latter the addressee of the poem is present only
implicitly, here he is presented as a partner in the dia-
logue (although not as an active participant: the poem
remains a monologue throughout). Nevertheless, the
loss is possibly outweighed by the gain. The concrete
circumstances and details associated with Brodsky’s
poems —and even with the epoch itself— soon fade
from the memory of his contemporaries. Those who
remember them have a duty to record them. And
generally speaking, the opinion of someone who has
witnessed events, or participated in them, be that in

1 - Joseph Brodsky “Lithuanian Divertissement”, in The Third

Wave: Russian Literature in Emigration Ann Arbor: Ardis, 1984, pp.
191-201. For another version of this article see Tomas Venclova, in
“Neustoichivoe ravnovesie: Vosem’ russikikh poeticheskikh tekstov”
[Unsteady Equilibrium: Eight Russian Poetic Texts] New Haven: Yale
Center for International and area Studies, 1986, pp. 165-78.



a limited or even biased way, can contribute towards
understanding a poet.

One could refer to a Lithuanian cycle in Brodsky’s
works?. Included in it would be not only the two po-
ems already mentioned, but also ‘Kon’iak v grafine —ts-
veta iantaria’ [[Cognac in a Decanter- the Colours of
Amber], and several others. For example, “Anno Do-
mini”, written in Palanga, transforms the Lithuanian
surroundings (including events in the lives of his circle
of friends), into defamiliarized ancient, or, rather, me-
dieval forms. “Otkrytka iz goroda K.” [[“Postcard from
the Town K.’ is dedicated to Konigsberg (which was
renamed Kaliningrad —a name starting with the same
letter—?); but this poem is clearly linked with conver-
sations which took place in Lithuania. It is difficult
to establish the boundaries of the cycle. Impressions
of Lithuania run through many poems; for example,
in “Elegiia” [“Elegy”’]: “Podruga milaia, kabak vse
tot zhe...” [My dearest, the tavern is still the same],
“pilot pochtovoi linii” [Ca pilot of a postal line]] —re-
fers to a Russian aviator Brodsky met in Palanga, in
the restaurant of the hotel “Pajiris”, and the restau-
rant itself is the kabak [[tavern’] mentioned in the first
line. As a whole, Lithuania, which Brodsky often vis-
ited from 1966 right up to his emigration®, thoroughly

2 - “Lithuania for a Russian person is always a step in the right
direction”, Brodsky loved to say. Together with many Russians of his
generation, he perceived Lithuania as a “half-western” country (and,
incidentally, as an experience of “emigration which stopped just short
of emigrating”).

3 - Brodsky wrote about Kdnigsberg even before visiting Lithuania:
“Einem alten Architekten in Roma” [“To an Old Architect in Rome"].

4 - On this subject see: Ramunas Katilius, “losif Brodskii | Litva"
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influenced his ideas about ‘empire’ and ‘providence’
—in “Pis’'ma rimskomu drugu” [[“Letters to a Roman
Friend”] for example: “esli vypalo v Imperii roditsia,
/ Tuchshe zhit’ v glukhoi provintsii, u moria” [“If you
happen to be born in an Empire, / it is better to live in
aremote province, by the sea”— I1: 2857°. Lithuanian
Nocturne, written after he had emigrated, is like a com-
pletion of the cycle. It is a farewell to Lithuania, which
the poet would never see again.

The poem was first published in Kontinent (1984, no.
40, pp. 7-18). It was included in Uraniia (Ann Arbor:
Ardis, 1987, pp. 55-65) and has since been reprinted
many times. It is more difficult to establish when it was
written. Neither in Kontinent nor in Uraniia is there
any indication of its date of composition. Later the date
was usually fixed at 1978 or 19747. Both dates are inac-
curate. It is possible to establish this from my diary, in
which many conversations with Brodsky are recorded.

Lithuanian Nocturne was indeed either in 1973 or
1974, that is to say, soon after Brodsky’s departure ei-
ther from Leningrad. At that time I was still living in
Lithuania, and the poem was conceived as an epistle to

[“Joseph Brodsky and Lithuania’], Zvezda 1997 no. 1, pp. 151-4;
Evgenii Rein, “Litva | Brodskii, Brodskii | Litva...” [“Lithuania and
Brodsky, Brodsky and Lithuania...”], Vilnius, 1997, no. 2, pp. 112-21;
Andrei Sergeeyv, “O brodskom” [“About Brodsky"], Znamia, 1997, no.4,
pp. 139-58.

5 - Brodsky said to me that “for the main part, Lithuania’ also served

as a model for the play ‘Democracy”.

6 - See Sochineniia losifa Brodskogo [Works of Joseph Brodsky],
vol. 2, St. Peterburg: Pushkinskii Fond, 1992, p. 331.

7 - See, for example, Joseph Brodsky, Bog sokhraniaet vse
[God Preserves Everythingl, Moscow: Mif, 1992, p.107.



Vilnius: in it are reflected several personal events occur-
ring at that time, with which Brodsky was familiar from
my letters. Incidentally, Brodsky said that he wrote the
poem in the ‘Wales’ hotel in New York (cf. I1. 12-14: “To
- moi / prizrak, brosivshii telo v gostinitse gde-to / za
moriami...” [“That is my / spectre, having abandoned
the body in some / overseas hotel room...”]). However,
shortly afterwards the unfinished poem was, according
to him, abandoned. Brodsky only came back to it at the
end of 1983, when I myself had already long-since emi-
grated to New Haven, and the subject of the poem —an
‘other-worldly’ meeting of the émigré and non-émigré—
had, so to speak, become purely historical. T will now
cite the corresponding extracts from my diary:

11. [December 19887. [...] Brodsky is already home.
“Tell me, did Darius and Girenas have a monoplane or a
biplane?” He had been intending to write about them for
along time. I said that it was a monoplane, although who
knows. [...]

19. Brodsky was asking a lot of questions about Vilnius,
its towers etc. etc. —for a poem. “At the end there you have
to scale a high mountain— I don’t know if T'll manage it;
I am already rather weary of this poem”.

I remember very well that at that particular time
Brodsky was questioning me about Saint Casimir (the
patron saint of Lithuania) and about Nikolas the Mira-
clemaker: it follows that at precisely that point he was
putting together the last part of the poem (and elabo-
rating the beginning). Thus work on Lithuanian Noc-
turne was drawn out over a whole decade, and the date
of composition of the poem should consequently be
given as 1973/4 (?)-83.

The time-lapse between Lithuanian Divertisse-
ment, which was written in 1971, and the start of work
on Lithuanian Nocturne is slight —either two or three
years. Addressed to one and the same addressee and
thematically linked, these poems are essentially like
the introduction and coda of a single work. Their com-
mon theme may be defined as meditations on fate
and poetry, and was aroused on visiting a small coun-
try, which had been enslaved by a powerful empire.
That said, Lithuanian Divertissement focuses on fate,
played out in different variations and in different regis-
ters, Lithuanian Nocturne, on poetry, which here, as
in all Brodsky’s mature work, is completely coincident
with fate. Between the poems there lies an important
biographical caesura. The poems also employ contrast-
ing poetics. Lithuanian Divertissement is, as 1 have
said previously, generically light-hearted, but with a
serious theme breaking through the unconstrainedly
comical tone. Lithuanian Nocturne is also stuffed with
elements of parody and risqué jokes, but on the whole
it involves poetry “of a high style”, emotionally intense
and even sombre. The first poem is, in fact, a cycle. It
is a series of sketches, diverse in theme, intonation and
rhythm. As I tried to show in my earlier article, they are
arranged on the principle of a compositional ring. The
second poem is, from beginning to end, a sustained
dramatic monologue. It develops against the back-
ground of a monotonous landscape. It is also perme-
ated by a single intonational-rhythmical pressure, and
possesses plot, development and denouement.

Strictly speaking, this difference is already empha-
sized in the titles of the poems, which define them as
belonging to “musical genres”. While the divertisse-
ment is a strict musical form basically linked to Ba-



roque and the eighteenth century, the nocturne does
not have such well-defined formal characteristics
and harks back rather to the age of romanticism. Its
sources are sometimes found in the Italian notturno
—a collection of light pieces for a chamber ensemble,
which were usually performed at night outdoors. How-
ever, the typical nocturne differs considerably from the
notturno. It is most often simply a meditative compo-
sition for the piano, which is loosely defined as being
“inspired by night”, or “creating a sense of night”. Tt
takes its beginnings in the teens of the nineteenth cen-
tury and is linked above all with Chopin, Schumann
and Liszt (and in Russia with Glinka, Tchaikovsky and
Skriabin). In the modernist era the nocturne genre
was significantly revived by Debussy and, in particu-
lar, Bartok. This modernized nocturne is not confined
to the piano and often has dark, “other-worldly” nu-
ances: it frequently contains imitations of the calls of
nocturnal creatures, birds and so on. It is nor difficult
to observe that Brodsky’s poem corresponds to the mu-
sical nocturne, although it is only possible to describe
this correspondence in the most general terms: it is a
“nocturnal”, “pensive”, “shadowy” work in theme and
colouring, not devoid of a romantic element (although
on the whole this is re-interpreted through parody).
Let us consider Lithuanian Nocturne in more detail
—first on a purely formal, then a thematic level®.

8 - We will use the text of Lithuanian Nocturne, which was published
while the poet was still alive in the second volume of Sochineniia losifa
Brodskogo, as indicated above, pp. 322-31. There are comparatively
few variations from the form in which the poem was first published,
and from the version in Uraniia. On the whole they amount to a few
differently arranged verses and punctuation, which affect the length

of the poem (313 verses in Kontinent [Continent], 327 in Uraniia,
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The poem, as is often the case with Brodsky’s ma-
ture work, is divided into parts, which are typographi-
cally demarcated and numbered (with Roman numer-
als). In all there are twenty-one of these parts. Each
of them is self-contained: nothing is carried over from
one to another, although, generally speaking, such en-
jambments would be entirely possible for Brodsky. It
is diffcult to call the parts stanzas, owing to the diver-
sity in their construction. The term “chapter” would be
more suitable: following Barry Scherr, I will call them
sections®.

All the sections are written using anapaest of dif-
ferent feet. The number of feet (from rhyme to rhyme)
fluctuates within very wide limits —from one (I. 219):
‘obo mne’ [[about me ] to eight (I1. 157-8): “molozhavei.
Minuvshee smotrit vpered / nastorozhennym glazom
podrostka v shineli” Cyounger. What has just come to
pass looks ahead / with the guarded eye of a teen in
an overcoat | (II. 160-1); “v nastoiashchuiu starost’
s plevkom na stene, / ¢ lomotoi, s beskonechnost’iu v

335 in Sochineniia, and its syntactical construction. In the last line of
chapter (section) IX in To Uraniia, a misprint crept in (“oka prazdnogo
dnia” instead of “oka prazdnogo dlia"), which was carried forward into
Sochineniia and several other (although not all) publications; it has
been corrected in our text. In Sochineniia there is a more precise
transcription of the surname “Girenas”, although inaccuracies remain in
the transcription of other Lithuanian names (which have similarly been
corrected here).

9 - Barry Scherr, “Strofika Brodskogo” (Brodsky's Versification), in Po-
etika Brodskogo: Sbornik statei, ed. L. Loseff (The Poetics of Brodsky:
A Collection of Articles Edited by L. V. Loseff), Tenafly, NJ: Hermitage,
1986, p. 98.

10 - However, it is possible to divide this metrical line into two of four
feet, if you consider that word vpered rhymes with the words naoborot
and podberet, which are situated far away from it in the text.



forme paneli” [into deep old age with spit upon the
wall(s), / theumatic aches, and infinity in the form of
a sidewalk’]. Lines of two feet predominate (there are
118 of them), followed by lines of four feet (of which
there are 92). There are two lines of eight feet, one of
six feet, forty-three of five feet, thirty of three feet, one
of one foot. In six cases (always in the second half of
the section) the metrical scheme of the anapaest is in-
fringed: ‘tochno Darius i Girenas’ [like some Darius
and Girenas_| (1. 47); “miru zdes” o sebe vozveshchaiut,
na murav’ia” [one informs the world of oneself by in-
advertently stepping on an ant] (I. 77); “ugrozhaet
deistvitel'nost’ i, naoborot”, [reality threatens, and
vice versa, | (I. 165); “navodniaiut pomekhi, molitva,
soobshchen’ia” [gets flooded with static, prayers,
weather / reports], (I. 198); “Ottolknuv abazhur,
/ gliadia priamo pered soboiu” [[Pushing aside the
lampshade, / look straight ahead of you7] (I1. 286-7);
“pogruzhennykh po krovliu, / na pevtsa usmirennykh
peizazhei” [Csunk up to the roof, / the singer of pacified
landscapes’] (I1. 332-3).

In some cases this infringement becomes less evi-
dent when reading aloud: naoborot may be pronounced
navborot, soobshchen’ia as sobshchen’ia, restoring the
anapaestic scheme.

Additional stress often falls on the initial foot of an
anapaestic line, usually on the first syllable. Compare,
for example, the beginnings of sections I and II (I1. 1-3,
12-13):

Bs6anamyTuBIINIT MOpPe
BeTep PBeTCA KaK PyraHb C PacKBaLIEHHBIX Ty6

B I7Ty0b XO/IOJHO JIepKABBL,. ..

Wind, having roughened the sea,
bursts forth like cursing from bruised lips
deep within the cold super-power...

3npasctsyii, Tomac. To - moii

IIpu3pak, 6p0CI/IBH.II/H‘/’I TE€I0 B TOCTMHNIIE TOE-TO...

Greetings, Tomas. That was my
spectre, having abandoned the body in some

overseas hotel room...

In all there are 93 of these instances (not including
arguable ones), which constitutes 31.7 per cent of the
total number of metrical lines. The occurrence of sup-
plementary stress on other feet is much rarer —there
are around ten instances (compare, for example, 1.109:
“chtob vlozhit’ pal'tsy v rot - v etu ranu Fomy” [“so that
he might stick his fingers into his mouth, that wound
of Thomas )" In six cases the stress fails to fall in a
strong position: “my v nei nerazlichimei” [we are the
indistinguishable ] (I. 180); “chelovecheskim golosom i
obviniaet prirodu” [[in a human voice blaming nature]
(I. 171); “Raia, kak zatianuvshiisia minus” [_Heaven,
like a drawn-out minus’] (I. 209); “ikh i netopyrei”
[Cand bats7] (1. 256); “dlia setchatki — poskol’ku on ne-

11 - This conforms with the general laws of Russian trisyllabic metre.
See M. L. Gasparov, Sovremennyi russkii stikh: Metrika [ ritmika,
Moscow: Nauka, 1974, p. 186: “the distribution of stresses which
occur outside the normal scheme in a metrical line displays a clear
tendency towards being increased at the beginning of the line and
decreased at the end of the line. It follows that as regards ‘weightiness
of the line’ (its saturation with stresses over and above the normal
scheme) Brodsky is affiliated with Fet and Pasternak, rather than with
his contemporaries, who in general steer clear of stress falling outside
the normal pattern”.



obitaem” [“for the retina, since it’s uninhabitable] (1.
272); “Chem belee, tem beschelovechnei” [[The whiter,
the less human’] (1. 311).

The rhythmical variations described here diversify
the anapaest, although on the whole —and this is char-
acteristic of tri-syllabic metres— anapaest creates an
impression of monotony. This is all the more percep-
tible given that Lithuanian Nocturne is a long poem,
which could even be described as deliberately drawn
out. Let us note, incidentally, that it consist, to a con-
siderable extent, of extended narrative phrases and
is saturated with long words —often of five syllables
with the stress falling on the third syllable (for exam-
ple, amalgamovoi, beskonechnost’iu, bestelesnosti,
vgbalamutivshii, zabolochennykh, zavershaetsia, za-
tianuvshiisia, kolokol'naia, oloviannaia, otbeliaiush-
chikh, oshchetinivshis’, perevernutost’, razdelennuiu,
rastekaetsia, rasshirenie, and many more)?. Dur-
ing the period of his emigration, Brodsky consciously
strove for a monotonous “neutral” intonation, which is
indeed evident in Lithuanian Nocturne. However, the
monotony is broken by various devices which give rise
to an inner tension within the poem.

Above all the sections of Lithuanian Nocturne differ
sharplyin length'®, and their construction is very varied.

12 - In all there are 1386 words in Lithuanian Nocturne (including
prepositions and conjunctions); there are 861 different words
(discarding repetition); there are 50 words with five syllables.

13 - The longest section (XVII) consist of 21 lines, the shortest (If)

of six lines in all. As regards the number of feet, the most extensive
sections are VI, X and Xl (in each of these there are 65 feet; moreover
in section Xl the metre in one foot is infringed by an additional syllable).
The most compact section is Il (17 feet). As we can see, the size of the
sections fluctuates within a very wide range (I: 3.5-1: 3.8).
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Eight of them (III, TV, VI, VII, X1, XIII, XIX, XX) are
made up of two sets of sextets™. They are constructed
according to the scheme ABcaBc dEfdEf (upper-case
letters denoting a feminine rhyme, lower-case a mas-
culine rhyme). Three sections (VIII, X, XIV) consist of
three sets of sextets, rhyming in an analogous way. One
section (IT) consists of a single set of six, again rhym-
ing on the same principle. In all the remaining sections
this basic versification and rhyme scheme is violated,
moreover, in a different way each time:

I: AbCAbC dEdE

V:  aBaB cDcD eFgeFg

IX: aBcaBce dEfddEf gHigHi
XI: aBcaBce DeDe f{GhGh'"
XV: aBccaBe dEfdEf gHigHi
XVI: aBcaBce dEfdEf gHHg
XVII: aBcaBce dEfdEf gHigHHi
XVIII: aBcaBc DeDe

XXI: aBcaBc dEEd fGGf

The rhyming lines, as a rule, have an uneven number
of feet. The complexity, intricacy and diversity of the
rhyme scheme is also heightened by the fact that at
times there are internal rhymes. See, for example, II.
34-5:

14 - Let us note that these sections are distributed in pairs, and are
also symmetrically arranged around the centre of the poem (on mirror
symmetry in the poem see n. 41)

15 - An alternative reading (see n.10): aBcaBc dEfEfgHdgHd.



YyTb KapTaBeii,

9y Tb BbILIIE OKTABON OT CTPAaHCTBUII BIA/IIL...

A bit more burred
and with a higher pitch thanks to distant wanderings...

The lack of correspondence between the metrical
scheme and the graphic layout is also evident. The ana-
paestic line is nearly always divided into two, sometimes
three parts, distributed over several adjacent lines, as
for example: “I podob'e litsa / rastekaetsia v chernom
stekle...” CAnd the semblance of a face / spreads itself
through the black glass... ] (I1. 9-10); “vozhzhi rvet /
i krichit zalikhvatski ‘Gerai!” [“yanks the reins / and
roars ‘Gerai!’] (I1. 29-80); “Pozdnii vecher v Imperii, /
v nishchei provintsii. / Vbrod...” [[Late evening in the
Empire / in a destitute province. / Across... ] (IL. 49-
51).

The number of graphic lines (835) proves to be ap-
preciably greater than the number of metrical lines
(293). This device is not uncommon in Russian poetry
written in multi-foot anapaest (compare, for example,
Paternak’s Nine Hundred and Fifth Year), but Brodsky
emphasizes it through his specific arrangement of lines
on the page, about which we will speak in more detail
below.

A constant feature of Brodsky’s poetry is an excep-
tionally severe conflict between rhythm and syntax,
expressed through enjambments, inversions, breaks in
syntagmatic links and so on. This feature is fully evi-
dent in Lithuanian Nocturne, although here, perhaps,
less extremely than in several other poems of the emi-
gration period. Because of the enjambments and in-
versions in the poem, the rhyme often falls on auxiliary

words (it has been noted that this device —peculiar to
English poetry, but until Brodsky very rare in Russian
poetry— is one of the resources of defamiliarization'®).
Compare: “Izvini za vtorzhene. / Sochti poiavlenie
za” [[Pardon this invasion. / Consider this sighting
as’] (IL. 81-2); “Chem sil’nei zhizn’ isporchena, tem...”
[The more broken the life, the more... ] (I. 129); “oka
prazdnogo dlia”. [for the idle eye. ] (1. 131); “i sama za-
vershaetsia molom, pognavshimsia za...” [itself ends
in a pier, racing after... ]| (I. 176); “ot otsutstviia, ot...”
[‘from absence, from...7] (I. 211); “sut’ prostranstvo v
kvadrate, a ne...” [the space in a square / and not...’]
(I. 220); “Muza tochki v prostranstve! Veshchei, razli-
chaemykh / lish” [The Muse of a point in space! Of
things visible / only...] (II. 257-8); “Vot chem dyshit
vselennaia. Vot...” [[That is what the universe breathes
by. / That ...7. (I. 300); “ust. V grammatiku bez...” [of
the mouth. / Into that grammar without] (1. 315).

There is an interesting and typical case, where a
word (incidentally, a non-standard, nonce-word) is
split in the rhyme position: “zauriadnoe do-re / mi - fa
- sol’- lia - si — do izvlekaia iz kamennykh trub”. [[pull-
ing a plain do-re/ mi-fa-sol-la-ti-do from (concrete)
pipes] (I1. 4-5).

As Efim Etkind correctly observed, in Brodsky’s po-
etry a composed, prosaic sentence, eruditely ramified,
moves forward, without looking at the metrico-stroph-
ic hurdles, as if it existed in its own right and were not
taking part in any “poetic game”. But this is not true —it
not only takes part in the game, but is, strictly speaking,

16 - See, for example, “Pismo o russkoi poezii” [A letter on Russian
Poetryl, in Poetika Brodskogo, pp. 25-6; Scherr, Strofika Brodskogo,
pp. 105-107.



the very flesh of the poetry, that which gives it form,
entering into a paradoxical, or, more precisely, ironi-
cal relationship with it". Later on, this contradiction is
described by the critic as “a conflict between reason and
open emotion, or between the cosmos of consciousness
and the chaos of the subconscious, harmony and the
elements”™s.

One could say that in Lithuanian Nocturne, as in
many other poetic works by Brodsky —in almost all of
them— two tendencies come sharply into conflict. On
the one hand, the poem moves as if in a single seamless
flow, approaching prose. Rhyme becomes less evident,
being placed unexpectedly; rhythm is partly eroded,
an effect which is, paradoxically, promoted by its very
monotony. On the other hand, there are multi-dimen-
sional and multi-levelled articulations in the poem,
which go beyond the bounds of traditional poetics of
the nineteenth and twentieth centuries. Rhythm and
rhyme are defamiliarized, striving towards greater per-
ceptibility. In particular, there is a strict, refined graph-
ic organization which, from the first glance, says to the
reader of Lithuanian Nocturne that what he/she has
before him/her is by no means prose®.

The graphic organization of the poem, evidently,
dates back to the genre of carmen figuratum, which
was common during late Antiquity, the Renaissance
and Baroque. It features in Brodsky’s favourite Eng-

17 - E. Etkind, Materiia stikha The stuff of Poetry, Paris: Institut
d'études slaves, 1978, p.114.

18 - Ibid,, p.119.

19 - The first tendency, incidentally, strives for dominance with respect
to acoustic perception of the poem, the second, visual perception.
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lish metaphysical poets, in Dylan Thomas and oth-
ers; in Russian literature instances of it can be found
in Simeon Polotskii, some of the experimental poets
of the Silver Age and in Voznesenskii (though, in the
last case, in a vulgarized form). The lines of a poem in
the genre of carmen figuratum are distributed in such
a way that the poem takes on the form of the subject
which it describes (a pitcher, a star, even a car in Apol-
linaire). Sometimes the lines of a poem form a geomet-
ric figure. The comical “Stikhi na butylke, podarennoi
Andreiu Sergeevu” [ Poem on a Bottle, Given to Andrei
Sergeev’] (1966), is an early experiment of this type by
Brodsky. But such exercises in “applied versification”
soon give way to serious poetry, where only the spe-
cial symmetry of the graphic construction refers back
to the genre of carmen figuratum. For example, see:
Fontan [“Fountain’] (1967); Razgovor s nebozhitelem
[ Conversation with a Celestial Being?] (1970); Osen’
vygoniaet menia iz parka... LAutumn Drives Me out
of the Park’] (1970-1); Babochka ["Butterfly]] (1972);
and others. Lithuanian Nocturne also belongs to these,
and is the most extensive poem of this type.
Incidentally, in the graphic form of Lithuanian
Nocturne —as in that of Fontan and Babochka— one
can also see a certain iconicity. Fontan brings to mind
the image of a gushing stream of water extending up
into the air, while the stanzas of Babochka are remi-
niscent of the unfolded wings of a butterfly; in a simi-
lar way, the sections of Lithuanian Nocturne bear a
distant similarity to a human body seen from en face
—reflected in a mirror, for example (and indeed, itself

20 - Such poems, the successors, as it were, of the carmen figuratum
genre, are well-known in the poetry of different countries and ages.



having mirror symmetry?). Its outline is indistinct
(see I1. 86-8): “Vot otkuda moei, / kak ee prodolzhenie
vverkh, obolochki / v tvoikh steklakh rasplyvchatost’...”
[Hence the upward continuation of my membrane /
washed out in your window.... It is easy to relate all
this to the themes of the apparition and the mirror,
which are essential to the structure of the poem.

At a lexical and grammatical level, the attention is
drawn in Lithuanian Nocturne to the quantity and di-
versity of nouns. Brodsky is, in general, a poet of the
noun rather than the verb: in this, as in many other
respects, he is linked with the line of Mandelshtam,
rather than Pasternak??. The “poetics lesson”, which he
received from Evgenii Rein, is well-known and has al-
ready been mentioned in the literature on Brodsky: “A
good poem is such that should you apply to it a blotter,
which removes the adjectives and verbs, when it is lifted
away the page would still nonetheless be black, since
the nouns will remain: table, chair, horse, dog wall-
paper, couch...”?. Out of the 1886 words in the poem
595 (42,9%) are nouns, 107 (7,7%) are adjectives, 141
(10,2%) are verbs, 45 (8,2%) are participles. Moreover,
401 of the nouns occur only once each. We find among

21 - Icons of this type are to be found in the poetry of the Polish poet
Aleksander Wat, whom Brodsky valued highly and translated. See
Tomas Venclova, Aleksander Wat: Life and Art of an Iconoclast, New
Haven and London: Yale University Press, 1996, pp. 224-300.

22 - See Mikhail Lotman, Mandel'shtam i Pasternak (opyt kontrastivnoi
poetiki), [Mandelshtam and Pasternak (Towards a Contrastive
Poetics)] in Literary Tradition and Practice in Russian Culture, eds.

V. Polukhina, J. Andrew and R. Reid, Rodopi, Amsterdam, 1993, pp.
123-62.

23 - An interview with Brodsky in Russkaia mys! (Russian Thought) no.
3450, 3 February 1983, p. 9.

them colloquialisms and foreign words, archaisms, so-
vietisms, and neologisms, geographic, historical and
mythological names; besides ordinary words, signifying
parts of the body, objects from everyday life, atmospher-
ic and meteorological phenomena, temporal categories
or, let us say, religious concepts, Lithuanian Nocturne
is chockfull of abstract nouns and also philosophical,
mathematical, linguistic, literary, musical, architectural
and biological terms, terms from physics and chemistry,
right down to military and chess terminology (“cam-
ouflage cloak” and “stalemate”, respectively). Words
which are linked with language, speech and specially

»

writing (for example, “alphabet”, “letter”, “monogram”,
“comma’”, “Cyrillic alphabet”, “cuneiform”, “type”, “pen”,
“brevier”, “written language”, “punctuation marks”,
“brackets”, “page”, “full stop”, “quotation”, “cypher”) oc-
cupy a significant amount of space.

The syntactical construction of the work, about
which we have already spoken in part, is no less char-
acteristic of Brodsky. One’s attention is arrested by
long, involved sentences with co-ordinate and sub-
ordinate clauses, stuffed with adverbial phrases, par-
enthetic constructions and so on. On the other hand,
parts of sentences often split off into independent
sentences. Their dimensions range between one word,
such as Nulia! (Of zero!) (I. 260), up to 62 words.
Such a sentence takes up 16 lines, almost the whole
of section XVI (II. 241-56). The rhetorical and logical
complexity, interminable digressions, elaborations and
enumerations, compel the reader to concentrate on the
semantics of the poems (although at times the opposite
effect is achieved —one of inarticulateness, ‘rambling
speech’, ravings). In any case, the syntax of Lithuanian
Nocturne, as in most Brodsky’s poems, is defamiliar-



ized and deautomatized although, as has already been
said, the poet steers clear of experimental extremes:
side-by-side with intricately constructed —or, on the
contrary, fragmented— sentences there are (especially
in the first half) rapid, comparatively simple sentences,
which are nominative or descriptive.

On the thematic level, the poem develops the topos
of the meeting of two poets, which is as well known in
classical as in romantic poetry —and in particular, in
Pushkin?®*. It is interesting that Brodsky retains, while
indeed transforming, many of the motifs entailed by
this topos in the work of Pushkin. Here a very early
example of the exploitation of this theme by Pushkin
is especially brought to mind —the Kishinev poems, in
which Ovid is discussed: Iz pis'ma k Gnedichu [ From a
Letter to Gnedich’] (1821); Chaadaevu [_To Chaadaev]
(1821); K Ovidiiu [ To Ovid7] (1821); Baratynskomu. Iz
Bessarabii [_To Baratynsky. From Bessarabia’] (1822).
Just like Brodsky’s poem, these take the form of apos-
trophes, addresses to friends (or to an ancient poet), a
fact which is also reflected in their titles. The subject
is a meeting of exiled poets in a “desert country”. This
country lies on the very edge of an empire —or rather, of
two empires: once a remote providence of Rome, many
centuries later it became a remote province of Russia.
In Brodsky, Bessarabia is replaced by another imperial
province —Lithuania. There are still other traits of the
Kishinev cycle, which are repeated in Lithuanian Noc-
turne®”: in the description of the meeting-place sombre

24 - See Boris Gasparov, Encounter of Two Poets in the Desert:
Pushkin's Myth, in Myth in Literature, eds. A. Kodjak, K. Pomorska and
S. Rudy, Columbus, OH: Slavica, 1985, pp. 124-563.

25 - Cf. ibid, p. 125.
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colours prevail, the meeting itself'is conducted at night
and the senior poet appears as a shade.

Brodsky felt a deep and constant interest both in the
Roman Empire and in Pushkin’s era. They both took on
archetypal characteristics for him, serving as both crite-
rion and explanation of the present. The theme of Ovid’s
—just as the theme of Pushkin’s exile— is easily project-
ed on to his own biography?. In Lithuanian Nocturne
Brodsky takes on both roles, Ovid and Pushkin. He takes
the form of an apparition —not in the same way, it is
true to say, as the ghost of Ovid in the Kishinev cycle, not
from a temporal, but a spatial distance, from the New
World (which is almost identified with the kingdom
of the dead). If Ovid in the Kishinev poems remains a
“desert neighbour” and a silent partner of the dialogue,
Brodsky (like Pushkin) speaks in the first person, leaving
silence to the addressee?”. All the same, the theme of the

26 - Compare Brodsky's very interesting comments about Ovid in one
of his last essays, Letter to Horace (1995). On several intertextual links
between these two poets, see, for example, Leon Burnett The complic-
ity of the Real: Affinities in the Poetics of Brodsky and Mandelstam,

in Brodsky's Poetics and Aesthetics, eds. L. Loseff and V. Polukhina,
Macmillan Press, Basingstoke, 1990, pp. 23-5. See K. Ichin, Brodskii i
Ovidii Novoe literaturnoe obozrenie, no. 19, 1996, pp. 227-49.

27 - At several points in Lithuanian Nocturne one might suspect links
with the addressee's poetry, which was known to Brodsky in word-for-
word translation. Compare: Il. 42-3, “rasshiriaet svoi radius / brennost’
[It's merely one’s mortality expanding its radius] with “memory, like a
pair of compasses, expands its diameter” (“Sutema pasitiko $al&iu”);

Il. 55-6: “bulyzhnik mertsaet, kak / poimannyi leshch” (“cobblestones
glisten / like bream in a net") with “under the net of a heavy cloud,

the narrow squares gleam, like fish” (‘Pasnekesys Ziema™); Il. 64-5:
“vpadaet vo tmu ... ruki tvoei ust'e” [And riverlike your hand / falls...
into darkness] with “the rivers” estuaries find the dark sea (‘Poeto
atminimui. Variantas”); I. 122: “ot stovattnoi slezy nad tvoei golovoi”
[from the hundred watt tear [shape] over your head] with “where onto
a blind brick wall falls the hundred watt, intricate ray of light” (‘Sutema
pasitiko alciu”); I. 314: “bezdumnyi Borei" [thoughtless Boreas] with



“two exiles” is retained. The addressee of the poem is also
described as an exile in his own country, the mirror dou-
ble of the author —perhaps that very author in the past.

A section-by-section summary of Lithuanian Noc-
turne may be presented in the following form:

I. Introduction. Maritime landscape; the appear-
ance of the apparition at the window.

I1. Appeal to the addressee.

III. Landscape of the Lithuanian countryside.

IV. Appeal to the addressee; development of the
theme of the apparition; account of his flight.

V. Lithuanian townscape (Kaunas).

VI. Description of the addressee’s flat.

VII. Portrait of the addressee; attempt to provide a
“portrait” of the apparition.

VIII. Meditation on written language; similarities
and differences between the apparition and the ad-
dressee.

IX. Identification of the apparition and the addressee.

X. Habits of the apparition; meditation on space
and time; addressee against the background of the
Lithuanian landscape.

XI. Meditation on borders.

XII. Countryside; continuation of the meditation
on borders and overcoming them.

XIII. Countryside; motif of the border; speech,
sounding in the air (ether).

XIV. Apparition in Kaunas; meditation on air im-
materiality.

“senseless Boreas behind a nameless hill” (“Ode miestui”). It would
be inappropriate to speak about “influence” here: in referring to a
motif from another poet's text, Brodsky demostrates how it should be
developed.

XV. Apparition in Kaunas; meditation on air and
speech.

XVI. Meditation on speech (poetry).

XVII. Appeal to the Muse; meditation on speech
and air.

XVIII. Meditation on speech, air, immortality.

XIX. Meditation on air and immortality.

XX. Appeal to a muse; reversion of speech into air.

XXI. Coda. Saints Casimir and Nicholas; appeal to
the Muse; prayer for the addressee.

As we can see, the poem can be divided in two at the
central section XI, which is devoted to the theme of
the border (the strictly guarded border of a totalitarian
empire, but also the border between the past and the
present). The first part could be called “descriptive”,
the second “philosophical”. Up to the central section,
scenes of the country predominate, of its miserable
poverty-stricken life, of the everyday way of life of the
addressee, which is equally miserable; after this section
there follows a vast and complex meta-literary mono-
logue, dedicated to the kinship of poetic speech and the
air. It goes without saying that this division is, to some
extent, theoretical: one can speak only of a certain pre-
vailing tonality; just as descriptions run through the
second half of the poem, discourse —including the me-
taliterary— is to be found in the first. Let us trace the
development of the principal poetic themes.

The beginning of the poem introduces the theme of
the sea (as a border separating the author and address-
ee). The situation which was foreseen in Lithuanian
Divertissement has become reality: the poet “stupil
na vody” [walked on the water ] and found himself in
the New World. His spirit, having abandoned his body



while still alive, flies above the ocean, home. Here,
home still means the empire, from which the poet
was exiled. This word, one of the most frequently oc-
curring in the poem?®, changes through accumulating
new meanings. From the first lines the theme is that of
dismal customs of the empire®. From the very begin-
ning we are given the motifs which run right through
the poem —cold, darkness, flight, and also music (in-
cidentally, music appears as a simple, but fragmented
gamut). It is worth nothing in this connection the em-
phasized acoustic organization of II. 1-3:

Bc6amaMyTHBIIMIICS MOpe
BeTep PBETCH, KaK Pyrallb C pacKBallleHHbIX I'y6,

B I/Iy0b XO/IOJHOI IePIKABBIL...

Wind, having roughened up the sea,
bursts like cursing from bruised lips
deep within the cold super-power...

The ghost appears at the very end of the section:
it presses itself against the window of a familiar flat,
looking in®*’. The glass of the window pane —a new

28 - The word dom/domoi [home] occurs five times in Lithuanian
Nocturne; domosedstvo[stay at home] once. These words usually
appear in marked places (for example, in the rhyme position); the last
line begins with the word dom [home] (I. 335: “dom i serdtse emu” [his
home and his heart]).

29 - Compare: “la, pasynok derzhavy dikoi / s razbitoi mordoi, / drugoi,
ne menee velikoi, / priemysh gordyi..." [I, the stepson of a wild power
/ with a broken snout, / of another, no less great, / am the proud
adopted child...] “Pliatstsa Mattei” [Piazza Mattei], 1981.

30 - The flat (or, rather, attic) in question is in Vilnius, the one in
which the addressee lived from the end of 1970 through to 1973.
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embodiment of the border— proves to be a mirror as
well. Only speech is capable of crossing the surface of
the mirror, and connecting a space (and time) which
have broken in two. Direct speech also begins from the
next section; it goes on for the duration of the poem,
and the descriptive passages, continuing from the in-
troduction, as well as the overtly expressed philosophi-
cal monologue, are contained within it.

The theme of the apparition goes back not only to
Pushkin, but also to the tradition of early Romanti-
cism (Zhukovsky), and further back to folklore. The
word apparition, itself almost automatically draws
on numerous connotations and micro-motifs, which
are also present in Lithuanian Nocturne: it is usually
linked with winter®' (Christmas Eve), midnight?®?, wa-

Brodsky visited this flat and even lived in it for a while; with it are linked
events which served as an impetus for Lithuanian Divertissement.
Beneath the attic, on the second floor of the building, there was some
sort of establishment, officially linked with the radio. We suspected
(without particular grounds and not entirely seriously), that it was the
eavesdropping centre of the Vilnius KGB, and that everything which
happened in the attic was automatically recorded. Hence, II. 71-3:
“mikrofony spetssluzhby v kvartire pevtsa / pishut skrezhet matratsa

i vspleski motiva / obshchei pesni bez slov”. [In (...) / (...) the bard's
room, the microphones of the special service / tape the screeching
mattress and the splash of / a common song without words].

31 - Cf. 1. 22-3, “Nad zhniv' em Zhemaitii / v'etsia sneg, kak nebesnykh
obitelei prakh” [Over the stubble of Zhemaitiia / snow weaves like
celestial cloisters’ ashes]; Il. 202-4, “Kel'ner, gliadia v upor, / vidit tol'ko
salfetki, ogni bakalei, / sneg, taksi na uglu”, [The headwaiter looking
straight through it, / sees only napkins, the grocery’s lights, / snow, the
taxicab on the corner]; Il. 324-7, “To Sviatoi Kazimir / s Chudotvornym
Nikoloi / korotaiut chasy / v ozhidanii zimnei zari". [That's St. Casimir
and / St. Nicholas the Miraclemaker / whiling time away / in
anticipation of winter's dawn].

32 - Cf.I. 67-8, “V polnoch’ visakaia rech’ / obretaet ukhvatki sleptsa;”
[At midnight speech / acquires the ways of the blind]; I.170, “Polnoch’.



ter; it is compelled to roam?, it cracks jokes, one can-
not speak to it*, it is only seen by those to whom it
appears, remaining invisible to others®, and finally, it
disappears at cock-crow. This last micro-motif to some
extent determines the composition of the work. At the
beginning of his monologue the apparition makes the
following assurance (II. 38-9): “sginu prezhde, chem
grianet s nasesta / petushinoe ‘pli!””. [Tl be off before
the cock’s “fire” / bursts from the roost. ] At the end this
prophecy is fulfilled. After section XV, the apparition
ceases to refer to himself: he gradually merges with his
“natural medium” —the air and the void. Significantly
later (in past time) the discourse turns to the promised
cock’s crow (I1. 300-2): “Vot chem dyshit vselennaia.
Vot / chto petukh kukarekal, / uprezhdaia gortani ve-
likuiu sush’!” [That is what the universe breathes by. /
That is what the cock crowed, / forestalling the great
drought for the larynx].

The topos of the apparition undergoes diverse
modifications. Having abandoned its body if only for
a time, the apparition predicts his future death (“gor-
tani velikuiu sush” [“the great drought for the larynx7)
—it talks about its gradual approach, about a certain

Soika krichit” [Midnight. A [blue]-jay screams]; . 183, “Polnoch’ v
listrennom krae,” [Midnight in a deciduous region,].

33 - At the level of syntax and narrative this is reflected in the involved
composition of the monologue with its numerous “loops”, recurrences

of previous themes and so on.

34 - As we have already noted, dialogue never even arises in
Lithuanian Nocturne.

35 - See section XIV, which is entirely devoted to this theme.

slipping away of individuality®®, of a build-up of “invis-
ibility” and “absence”. The poet looks at himself from
within (coinciding with the apparition) and simultane-
ously from outside, as though belonging to two differ-
ent temporal and spatial worlds. This is one of the de-
vices Brodsky uses constantly; in Lithuanian Nocturne
it is emphasized by the coincidence-non-coincidence of
the addresser and addressee. Moreover, the theme ap-
pears in an ironic key. For a person who has grown up
in the USSR, the word prizrak (apparition) automati-
cally correlates with the first sentence of the “Commu-
nist Party Manifesto”, which in the Soviet Empire was
not only hammered into the brains of school children
and students, but also served as the subject of indecent
jokes. Hence the humorous nuances of the beginnings
of sections XIV and XV: “Prizrak brodit po Kaunasu.
Vkhodit v sobor...” [A spectre wanders in Kaunas. En-
ters a cathedral...”] (199);

ITpuspax 6poaut becriensro no Kynacy. On
CyTb TBOE NIpKbaB/IeHNe K BO3YXY MBIC/IN
060 MHe,

CyTb IPOCTPAHCTBO B KBafipaTe, a He

SHEpPruYHaA IIpoNnoBeAb TYyIIINX BPEMEH.

A spectre wanders aimlessly in Kaunas. It
is your addition to the air of thought
about me, the space in a square
and not
the energetic sermon of better days. (II. 217-21)

36 - Compare a line which is characteristic for Brodsky: “Tam chem
dal'she, tem bol'she v tebe silueta.” [There, the further you go, the
greater your silhouette] (I. 155).



The incidental word Makrous [ Macrowhisker]
(99) refers to “propoved’ luchshikh vremen” [“ser-
mon of better days’. It is interesting, though, that
the identification of the author with a quotation from
the “Manifesto” (1.83) corresponds to a serious mo-
ment in the poem —the identification of apparition
and text®.

Another important theme of Lithuanian Nocturne
is the theme of the border, which is also modulated
in various forms from the beginning to the end of the
work?®$. We have noted that the border between “the
space of the addresser” and “the space of the addressee”
at first appears as the sea, then as glass (a mirror)™.
The theme of the mirror leads on to theme of the dou-
ble; section IX is given over to an elaboration of this
theme. Compare II. 112-14:

MbI TOX0XK;
MBI, B CyLIHOCTH, ToMac, ogHO:

TbI, KONTALINI OKHO U3HYTPH, 51, CMOTPSIIIVII CHAPYXKIL...

We're alike.

We, in essence, Thomas, are one.

37 - In this untranslatable joke, in which great play is made with the
notion of “a large, (damp?) moustache”, and the sound of the name
“Marx”, the moustached Marx and the moustached Stalin —two
prophets of the maxim ‘the end justifies the means’ (cf. Il. 97-8)— are,
evidently, conflated.

38 - On this subject see the end of this article.

39 - We have already touched upon the fact that the category of the
border in Brodsky is almost always also emphasized at the purely
structural level. Compare in this respect Aleksandr Zholkovsky,
‘Brodsky's “la vas liubil..." [“l loved you..."]: intertexts, invariants,
thematics and structure', in Poetika Brodskogo, pp. 39 ff.
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You, smoking the window from within, while I look in from
the outside.

The “myth of the twins”, which is developed in the
poem has its origins in Lithuanian Divertissement.
There the subject of the Gemini sign of the zodiac had
already been raised. On the observatory of Vilnius Uni-
versity there is a bas-relief series depicting the signs of
the zodiac; the most memorable of these is, namely,
the Twins (Castor and Pollux). Here, “prostupaiush-
chii v Kastore Polluks” [[Pollux seeping through Cas-
tor ] (I.124) corresponds to the addresser and the ad-
dressee. Brodsky refers not only (and not so much) to
the fact that the addressee is similar to the author in
line of work and fate. The author is, in fact, meeting
himself, but in another temporal dimension before his
emigration —and, perhaps, in a state of prescience of
his emigration. The border proves to be a boundary not
only in space, but also in time. The distance between
the mirror doubles is insurmountable: Lithuania, the
homeland and past life is described as “through the
looking glass™®.

Letuslook more closely at this description of Lithua-
nia. It is saturated, or even over-saturated with facts
and details of Lithuanian everyday life, but appears
strangely dual and flickering. In the words of Mikhail
Lotman, “the poet celebrates not an empirically real

40 - Incidentally, what appear to be neutral details at first glance —
“zanaves v mestnom teatre” [the curtains of some local theatre] (57)
and “zanaveski iz tiulia” [the fringe of / a tulle curtain] (62)— are in fact
related to this theme. The theatre in section V is one of the numerous
hints at the day-to-day circumstances of the addressee, who at that
time worked as a literary consultant at a theatre in the provincial town
of Siauliai.



country, but some mental form, which is deposited in
his memory™. T should add that in this mental image
different chronologic strata unite —time spreads out,
becomes indistinct. At the beginning the poor coun-
tryside of Zhemaitiia is depicted (this is a westerly,
coastal area of Lithuania, speaking its own dialect, al-
ways more stubbornly resistant than most to imperial
attempts to suppress its distinct religion and culture).
However, this is not the Zhemaitiia of collective farms
during the seventies and eighties, but Zhemaitiia be-
fore the Second World War: “zapozdalyi evrei” [A
Jewish cabby in a cart, hurr[“ying] late”] who “po brus-
chatke mestechka gremit balagoloi” [ drum[~s_] the vil-
lage’s cobblestones ] (I1. 27-8), would be an absolutely
unthinkable figure in Lithuania after the Holocaust. In
this same section yet another theme which is of great
importance right through Lithuanian Nocturne makes
its first appearance —the theme of the written word
(writing), which is linked to the theme of religion: “Iz
kostelov bredut, khoronia zapiatye / svechek v skob-
kakh ladonei” [They wander from churches, burying
the commas / of candles in the brackets of [“their]
palms.’] (I1. 19-20)*. For the reader who is familiar

41 - The “mirror factor” in the poem is also present at the formal level.
Apart from the mirror symmetry of the sections which has already been
mentioned, the attention is also drawn by the fact that many of them
are formed in sets of two, both starting in a similar or identical way.
Compare Il and V (‘Pozdnii vecher v Litve' — ‘Pozdnii vecher v Imperi’),
Xl 'and XIII (“Polnoch’. Soika krichit” — “Polnoch’ v listvennom krae”),
XIV and XV (“Prizrak brodit po Kaunasu” - “Prizrak brodit bestsel'no

po Kaunasu”), and similarly VIl and XVI (“Vot otkuda tvoi” — “Vot otkuda
pera”). Let us note in addition that the syllabic palindrome “bezlikii
likbez" [Into your faceless “likbez"] (318) is like a mirror set into a line.

42 - M. lu. Lotman, “Baltiiskaia tema v poezii losifa Brodskogo”
[The Baltic Theme in the Poetry of Joseph Brodsky], in Slavica

with the history of Lithuania, this point in the poem is
associated with an even earlier epoch — that is to say
the period of “the fight for the written language” (1865-
1904, when books — above all prayer-books —printed
in the Roman alphabet were smuggled into Lithuania
from abroad.

In section IV the theme of the border crossing
changes once again. In 1.47 the lost pilots Darius and
Girenas are mentioned*. Along with this reference to
them, the motif of the border between states** appears
for the first time —moreover, this is a border of the kind
it is impossible (or in any case extremely dangerous) to
cross. The border of the Empire insurmountably di-
vides the author and his silent interlocutor, the present
and the past, the New World and Lithuania. Without
delay (in the first line of the next section) the very word
“Empire” appears. Note the contrast: “Pozdnii vecher
v Litve” [[A late evening in Lithuania] (18) - “Pozdnii
vecher v Imperii, / v nishchei provintsii” [ Late evening

Helsingiensia 11: Studia Russica Helsingiensia et Tartuensia Ill:
Problemy russkoi literatury i kul'tury, eds. L. Biukling and P. Pesonen,
Helsinki, 1992, p. 238.

43 - It was precisely these lines which were quoted as being especially
characteristic of Brodsky by the Secretary of the Swedish Academy
Sture Allen in his speech when Brodsky was presented with the Nobel
Prize, 10 December 1987.

44 - Steponas Darius and Stasys Girenas were American aviators of
Lithuanian ancestry who, in July 1933, crossed the Atlantic Ocean

in a small and ill-equipped aeroplane; they set out from New York for
Kaunas, but were lost over what was then German territory. The legend
is doggedly upheld (probably in error) that they were killed by the
Nazis. Darius and Girenas became national heroes in Lithuania (in fact
they are not fotgotten in the USA either). The remains of their plane
are kept in the war museum in Kaunas. This story made a considerable
impression in Brodsky —at one time he was even intending to write a
long narrative poem about the flight of the two Lithuanians.



in the Empire / in a destitute province. ] (I1. 49-50). At
the beginning we are given a hint of the border of tsar-
ist Russia, which passed through the Neman [ Nemu-
nas_. Crossing that river, Napoleon once took Kovno
[Kaunas], an act which started the 1812 war (in 1915
Kaiser Wilhelm IT did the very same thing). Compare
II. 51-8:

B6pon
nepeureniree Heman e10Boe BOVICKO,

OLIETUMHVBIONCH IMKMMU, KoBHo B moTemku 6pe;qu.

Having waded across the Neman,
an army of conifers bristling with lances
takes Kaunas into the darkness.

But almost straight away there follows a detail which
unmistakably indicates the post-Stalinist Soviet Union
—a bottle of vodka ‘divided in three’ (I1. 58-60).

VI BBIHOCAT Ha ynuiy 17iaBHY10 BEIIb,
pasfenenHyo Ha Tpu

6e3 ocTarka...

And the most important thing gets brought out
to be divided by three
down to the last drop*’.

Further on, Lithuania is discussed in a totally con-
crete epoch —that in which the poem is written. The
timeless, rural landscape gives way to a sovietized, ur-

45 - Compare the word kordonov [borders] (42).
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ban setting. Some “doubling” and temporal and spatial
erosion none the less remains. There are hints at tsarist
Russia; for example, these characteristic pre-revolu-
tionary words: “v gubernii tsveta pal’to” [in a province
the colour of topcoats’] (I. 184); “na’ pevtsa usmiren-
nykh peizazhei” [[the singer of pacified landscapes’]
(I. 833). The contemporary restaurant turns out to be
the “litovskoi korchmoi” [[Lithuanian inn7] of I. 106 —
that is to say, the inn on the Lithuanian border from
Puchkin’s Boris Godunov. A medieval ruler of Lithua-
nia, Prince Vytautas’ appears (he was also mentioned in
Lithuanian Divertissement); moreover, he tries to cross
the border “k shvedam” [towards Sweden] (I. 174-5)
—a situation referring to much more recent times. The
addressee’s flat is in Vilnius, but the apparition, while
talking to him, wanders around Kaunas*S. However, the
impenetrable boundary separating Lithuania from the
world and the past poet from the present is described
unambiguously (II. 154-9, 189-91):

46 - Alcoholism is yet another of the themes which runs through
Lithuanian Nocturne. It is set out in @ humorously blasphemous key.
Religious motifs (the wound, into which the celestial patron of the
addressee, the apostle Thomas, laid his fingers; the Mother of God
with her child; the prophet Isaiah), are refracted through cultural texts
(Lithuanian folk sculpture; “Pushkin's Prophet”): they are presented
—as is often the case with Brodsky— in a parodying and shocking
form. See II. 109-11: “chtob vlozhit' pal'tsy v rot — v etu ranu Fomy - /
i, nashchupav iazyk, na maner serafima / perepravit' glagol” [so that
he might stick his fingers into his mouth, that wound of Thomas, /
and feeling his tongue, in the manner of some Seraphim / redirect
the verbl; Il. 145-50: “v syroi konoplianoi / mnogoverstnoi rubakhe,

v gudiashchikh stal'nykh bigudi / Mat'-Litva zasypaet nad plesom, /

i ty / pripadaesh’ k ee neprikrytoi, stekliannoi, / pol-litrovoi grudi”. [in
its multi-versted / shirt of hemp, in its droning steel curlers, / Mother
Lithuania falls asleep along the river, / and you / fall to her uncovered,
glass / half-litre breast.] (It is worth noting that the identification of the
bottle with the maternal breast stems from Freud.)



TaMm nurar6ayMsl Ha Pe3KOCTb HABOAUT BEPCTa.
Tam gem fanbiie, Tem 6onblie B Tebe CUIyITA.
Tam ¢ nmuna cropoxa
MoOTIO)KaBell. MuHyBIIlee CMOTPUT BIlepe,
HACTOPO>KEHHBIM ITa30M MOJPOCTKA B IIVHENI,
u cyppba HapyIINTeNeM ISITUTCS IIPOYb ...
[...]

..JKeJIeso,

WIoc 00y ThIIl B KUP3Y

JeIOBEeK IOCyapCTBa.

The railroad crossings are brought into focus by versts.
There, the further you go, the more of what is left of you is a
silhouette.

There the guards appear
younger. What has just come to pass looks ahead
with the guarded eye of a teen in an overcoat,
and fate, the trespasser, backs away...

C..]
cast-iron,
plus a shod-in-ersatz leather
man of the state.

This is the border of a totalitarian “superpower”
(1.148), of a world “where nothing changes” (1. 152) —of
a world of which the Berlin Wall was all but the main
symbol. Even a description of a starry sky (II. 107-8)
or the relationship of the addresser and the addressee
(1. 1238) is given in terms which stem from the experi-
ence of life in the Soviet Empire: “do litsa, mnogooko
smotriashchego mimo / kak raskosyi mongol za zem-

noi chastokol ™ [Cand the face, multieyed, looking past /
like some squint-eyed Mongolian at the palisade’]; “My
—vzaimnyi konvoi ...”** [We’re a mutual convoy .

It would be a flagrant over-simplification to inter-
pret all these images only politically (although this lev-
el of interpretation is also vital). The issue, as usual for
Brodsky, is above all about loneliness, despair, loss of a
link with the world in its entirety, existence in the face
of death, the “boundary situation”, as an existentialist
philosopher would say.*

At this point there arises the characteristic opposi-
tion of two Muses —“novoi Klio, odetoi zastavoi” [Cof
a new Clio, adorned in an outpost’] (I. 228) and “ob-
nazhennoi Uranii” [[to naked Urania] (I. 280), that
is to say, of history which equals slavery and death, and
poetry which is linked to the void of the world; this
void is, however, overcome by the creative act®. This

47 - Compare the same “Eurasian” theme: tatarva [a horde] (I. 163);
pechenegom [Pecheneg-like] (I. 169).

48 - Compare sogliadatai' [your tail] (. 216)

49 - Incidentally, the apparition is linked with the theme of the border
by virtue of the fact that it is situated on the border between life and
death, dream and reality, night and day (cf. Il. 132-4 and 162-9).

50 - It is developed in 1982 in the poem To Urania, which gave

its name Brodsky's collection of poems entitled Uraniia (1987) in
Russian and To Urania in the English translation: “Because of that
Urania is older than Clio". Compare also the echo between Il. 278-9
of Lithuanian Nocturne and the first line of To Urania: “U vsevo est'
predel: / gorizont — u zrachka, u otchaian’ia — pamiat' ..." [Everything
has its limit: / for the pupil its the horizon, for despair — memory...];
“U vsego est' predel: v tom chisle u pechali” [Everything has its limit;
including sorrow].

51 - In this, one is justified in perceiving Brodsky's links with the
acmeists (above all Mandelshtam), although Brodsky emphasizes
nihilism more.



returns us to the third basic theme in Lithuanian Noc-
turne, which is introduced from sections II and III on
the theme of speech, and also writing.

The theme is developed in sections VI-VIII. Here,
in particular, the addresser and the addressee are both
described —and contrasted— in terms of writing and
grammar (II. 84-97):

Bor orkyna TBOU
I[eK MY4YHMCTOCTD, 6e3apeCHOCTD I71a3a,
LIENENIABOCTD M BOIOCHI IIBETa CIIUTOI,
TYCKJIOJ YaliHOJ CTPyN.
BoT oTKyza BCs )KU3HD KaK HeTBeppas yectHas dpasa,
Ha Iy TY K 3aIIATOM.
Bot orkyna moeit,
KaK ee IIPOJJo/KEeHNe BBEPX, 000/I0YKI
B TBOUX CTeK/IAX PacCI/IbIBYATOCTD, OYHT TONBITHOBI
UBHAKA U T. IL. , 09€PTaHbsI MODEIf,
X CTPAHNUI] IEPEBEPHYTOCTb B MOMCKAX TOYKM,
TOPM30HTA, CYAbObL.

Hama nmucbmenHocTb, Tomac! ¢ Moum, 3a mosnst
BBIXOJIAIIINM CKa3yeMbIM! ¢ XMYPbIM TBOUM
TOMOCEICTBOM
nopiesxatiero! IIpoyHblil, YepHIIBHBLI COI03,
Kpy>KeBa, BeH3e/,

IIOMeCh JIUTEPDI PUMCKOIL ¢ KUPWIIALIEIL. .

Hence all of life -
like some soft honest phrase
moving comma-ward.
Hence the upward continuation of my membrane
washed out in your windows,
the mutiny of the masses of willow twigs, etc. outlines

of seas,
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their upside down pages in search of a full stop,

the horizon, fate.

Our writing, Tomas! With my predicates
[Cspilling] beyond margins! With your dour, homebody
subjects! A sturdy alliance of ink,
lace, monograms,
the mixtures of Roman typeset with Cyrillic...”

The words relating to Roman type and the Cyrillic
alphabet, evidently refer not only to the fact that the
author and the addressee are primarily participants
in different cultural worlds —East and West (Brod-
sky crossed the border which separated them when
he travelled out of the Soviet Union and became a bi-
lingual writer). This is, perhaps, yet another allusion to
the Lithuanian “fight for its written language”, for its
own cultural tradition, for the Roman alphabet rather
than Cyrillic —that is to say, it is the development of
the motif which we saw in section III.

After a long break, the second half of section XIII
is devoted to the theme of speech, and here for the
first time speech is linked with air. “Nochnoi kislorod”
CEvening’s oxygen] (1.192) —this is the ether in which
meaningless snatches of words, melodies and sounds
float as if extending the daily life of the superpower.
Or, rather, it is precisely in the air that it is possible to
cross the imperial border. In it are audible not only for-
bidden things/prohibitions, but also prayers (IL. 193,
197). The theme takes yet another, rather unexpected

52 - Compare further on: “Nashi ottiski” [Our imprints] (I. 100).



turn. Almost everyone who lived in the Soviet Union
and contiguous countries, remembers the Western
radio broadcasts, which were most clearly audible at
night. On these, poetry could often be heard, includ-
ing Brodsky’s poems. (Lines 42-4 evidently refer to the
radio-waves.) Is not the apparition, crossing the ocean,
identical with these poems?

The identification of the apparition with speech
(written language) and the air grows closer towards the
end of the poem (I1. 222-6):

He saBupyit. Ilpuancnu
TIpUBUJIEHbE K POJIHE,
K CBOVICTBAM BO3J[yXa - TaK ke, KaK Me/KIif HeTUT
PacchIITaeMblii B CyMpakKe pedbio KapTaBoii

BpoOJ€ IOKOTa MYyX...

Don’t be envious. Rank this ghost
as one of kin,
the properties of air — the same as some fine brevier
falling apart in the twilight as burred speech
sort of like the buzzing of flies...

Right after this point the apparition is lost from
sight. As we said, he goes off into his “natural medium”,
tearing himself “away from patrimonial marshlands”
(I. 248), he melts into the air and emptiness. The sen-
tence which describes his disappearance, or rather
transformation (I1. 241-56) is a key one in Lithuanian
Nocturne. This fact is emphasized by different means.
It has already been mentioned that it is the longest
sentence of all in the poem, regardless of whether one
counts the words or the lines; it has convulsive, writh-
ing syntax broken up by parentheses; the punctuation

is over-saturated with dashes; finally, at the end of the
sentence the anapaestic scheme is abruptly disrupted.
The apparition coincides with the poem, which dwells
in the very same medium —namely the air, in which it
sounds, the ether, permeated with voices on the radio
waves, a nocturnal emptiness of non-existence.

The apparition already had a distinctive “ontologi-
cal status” in Zhukovsky’s poetry: it was both an crea-
ture and a sign, a participant in communication and
a symbol of it, a messenger from another world and
the testimony of its existence®. Brodsky takes up what
seems, at first glance, to be a distant tradition, and
characteristically transforms it: the apparition is the
text of Lithuanian Nocturne —that is to say, the trace
of the poetic impulse®*. What is more, it is pure mean-
ing, disengaged from the sign (I1. 245-7):

OT CTpaHMIIBL, OT OYKB,
OT - cKasarb ! - 68U

3BYKa K CMBICTTY, 6@CIIOTHOCTH - K Macce

From the page, from the letter,
from —do I dare say it— the love
felt by sound —for sense, by the incorporeal— for mass...

53 - On this subject see S. Senderovich, “Mir mimoletnykh videnii”
[The World of Fleeting Visions], in Marena Senderovich and Savelii
Senderovich, Penaty [Penates] (East Lansing, Ml.: Russian Language
Journal), p. 21.

54 - It has been pointed out that it is characteristic of Brodsky to
identify himself with the word, existence with writing (and, let us add,
with the uttering of words). See, for example, Valentina Polukhina,
‘Grammatika metafory i khudozhestvennyi smysl" [The grammar of
metaphor and artistic meaning], in Poetika Brodskogo, p. 91.



It is precisely this which proves to be the supreme
value, the only alternative form of existence available
to humanity. Incidentally, the traditional forms of
good and evil appear here —the statues of angels on
the Lithuanian Catholic churches and bats, which are
latently linked with demons (II. 252-6):

9Ta BEllb BOCIIApsAET B "ICPHI/[]'I])HOI?[ HOYI BMHI/IPCIZ
MIUMO OpEMTIOINX B HUIIIE
MECTHBIX aHI'€IOB:
BBbIIIE

VX Y HETOIIBIPEI.

... this thing soars in the inky darkness of empyrean
past the dreaming local angels in niches
above them
and bats.

The following sections are, indeed, “a hymn to the
air”. Air is the most frequent noun (and the most fre-
quent significant word) in Lithuanian Nocturne: it oc-
curs seven times in the poem?. It acquires many layers
of meaning —not least, religious. The air is a universal
void, the dwelling-place of Urania (II. 257-60):

Mysa Toukn B mpocTpaHcTBe! Bemeri, pasmmyaeMbIx
NMIIb
B Teseckorn! Berantanpa

6e3 ocrarka! Hyss!

The Muse of a point in space! Of things visible only

55 - The next most frequent words are: thing, Muse and the name of
the addressee, Tomas (each of which occurs six times).
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through a telescope! Of subtraction
with nothing left over! Of zero!

The air is associated with a white sheet of paper, just
as the hopeless Vilnius night is associated with ink:
“Net na svete veshchei, bezuprechnei / (krome smer-
ti samoi) / otbeliaiushchikh list” [There is no other
thing more flawless / (other than death itself) / when
it comes to bleaching the page.] (II. 308-10). Air is a
celestial kingdom, dwelling-place of souls, or, rather,
of voices, which have survived the body: “Nebosvod - /
khor soglasnykh i glasnykh molekul, / v prostorechii -
dush” [Heaven’s vault is / a molecular chorus of conso-
nants and vowels, / in common parlance - souls] (IT.
304-6). Air is the place where the orphanhood of the
poet is overcome through breathing —that is, through
speech: “Muza, mozhno domoi?” [[Muse, can we go
home?7] (I. 312); “Sirotstvo / zvuka, Tomas, estrech’!”
[The orphan / of sound, Tomas, is speech!”] (II. 284~
285).

It is, precisely, in the air —or in the ether, or in the
heavens, or on a sheet of paper— that the last scheme
of Lithuanian Nocturne plays itself out. The earthly
twins —the author and the addressee— are replaced by
the heavenly twins. These are the patrons of Lithuania
and of Russia, of two countries, whose fates are anti-
thetical but none the less close —one might say un-
merged yet inseparable. The poem ends with a prayer
addressed to both saints and to the third, “poetic saint”
—Urania. The meaning of home and border is trans-
formed for the last time: home for the poet is poetry;
that is the meaning guarded by the lines: “V kontse
tam nado vlezt’ na vysokuiu gory...” CAt the end there
you have to scale a high mountain...”J. |



