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SEMANTICS OF FIGURATIVE POETRY

Abstract. this article deals with the analysis of figurative poetry and the semantic possibilities of
various graphic forms. In the Uzbek poetry of the 20™ century, Fakhriyor was able to create a puzzle of

forms in expressing different aspects of the human inner world with his creativity and implemented a

new approach without reducing the burden of direct content. The article refers to some of his poems.
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Introduction

Since any literary work is an artistic speech ma-
terialized in written signs, the study of the composi-
tion of these signs in the text of a separate author,
their functions and methods of use, i.e. The study
of poetic graphics is a prerequisite for the scientif-
ic analysis of an artistic text. External signs of the
text (they include not only letters and punctuation
marks, but also, for example, interstrophic spaces in
poetic compositions) together express its graphic
form, which the author can pay special attention to.
Therefore, while analyzing an artistic work, it is vi-
tal to take into account the possibility of conscious
manifestation of creative individuality by the writer
in the selection of graphic tools and in the composi-
tion of graphic elements. Regardless of which na-
tional literature and which historical period a cer-
tain work belongs to, the use of various elements in
the graphic form of the text always obeys the rel-
evant tradition. For example, the set of letters that
make up a written word corresponds to the set of
sounds. It forms a spoken word. Punctuation marks
help determine intonation and syntactic structure
of speech. However, first of all, the set and arrange-
ment of traditional graphic symbols, in fiction, can
have not only a symbolic meaning, but they can also
be given additional, meaningful or artistic functions.

Secondly, authors of literary works have the right to
use any graphic means, including non-traditional
ones. Thus, the graphic form of the poem can be
given a special semantic status. The semantics of the
graphic elements in the poem can enter into various
relationships with the semantics of the elements at
other levels: it can be repeated, corrected, opposed,
even canceled.

Materials and methods

M. L. Gasparov puts forward the point of view
about the potential of graphics that authors can
work in the semantics of the work with the help of
graphic tools: “In textbooks, the organizational cen-
ter of a work of art is usually an idea, and all its other
elements are selected relative to it.” Literary critic
B.1. Yarcho, disagreeing with M. L. Gasparov, noted
that this is not an idea at all: “In acrostics, such a
center is only vertical words, according to which all
elements are selected.” Literary tradition assigns a
certain function to each written character, but poetic
experience can separate them.The standard function
of the intonation marking of the text is sometimes
increased or decreased by the marks of the original
author. In contrast, characters familiar to readers
sometimes have a non-standard function, such as
a pictorial function. This verbal and visual compo-
sition was presented in A. Voznesensky's poetry
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collection “Shadow of Voice”, cycle “Hysoplar”. At
the beginning of the cycle, its creator described
“isops” as “visual poetry” and indicated the reason
for turning to a visual form: “The poet thinks in im-
ages, and the images of the poem, which have not
yet been formed in words, appear in the mind. I also
wanted to draw with words, to turn verbal meta-
phors into graphic images. I tried to give some of
the poems written in this book in a typical graphic
way. Perhaps the reader will be interested in seeing
how they were created in the author’s mind...”

Analyzing the graphic form of the poem is not
only about establishing the fact of adherence to
tradition or departure from it. Such an analysis in-
cludes the description of the composition of graph-
ic elements (letters, numbers, punctuation marks,
etc.). The original graphic form of determining the
boundaries of visual perception used by the poet in
the poem can be attached in a separate line, para-
graph or stanza and cover part of the work or its en-
tire text. Different writers use conventional graphic
symbols for different reasons. In the works of Eu-
ropean literature of the 20th century, it is also pos-
sible to observe the absence of punctuation marks
as a graphic signal of the presence of psychological
imaging methods in the text. This is characteristic
both for lyric poetry and for examples of prose in
which the character’s “stream of consciousness” is
presented in pure form. When creating a text from
standard graphic symbols, poets often use addi-
tional methods to visually distinguish some of its
components, from letters and words to whole chap-
ters. These methods include playing with fonts and
ways of writing letters.

The traditional means of changing a font is italics.
Italics participates in the creation of stylistic features
of the work, exactly, it increases the emotionality,
expressiveness, and evaluativeness of the marked
words. It has an expressive stylistic function. This
style is found in many classic works of Russian litera-
ture of the 19" century. For example, A.S. Pushkin
uses italics. In the novel “Eugene Onegin” it often

means that the word is related to a certain stylistic
field, rarely to a speech of a certain character.

To ecTb ymeA cyaAuTb O TOM,

Kak rocypapcrBo 6orareer,

W gem xuBeT, 1 moyeMy

He ny>x#HO 30A0Ta emy,

Koraa npocToi mpoAyKT nMeer.

Orerj TOHATD €ro He MOT

U 3eMAM OTAQBAA B 32A0T.

This is how solid graphic forms were formed in
Late Antiquity and the Middle Ages. These include
acrostic, anagram, palindrome, figure poem. Acros-
tic (Greek Akrostichis — obsolete Russian terms —
initial line, kraegraniye) is a graphic compositional
method extended to the entire poetic text, in which
the first letters of the lines turn into a meaningful
phrase. Words formed from letters in a vertical row
can be a word thatis not directly related to the mean-
ing of the horizontal text, or indicate the author of
the work, and finally serve as a semantic addition
to the text. Second, there may be some relationship
between horizontal and vertical riddles and guess-
work. Such examples can be found in the works of
G.R. Derzhavin: (ROSA)

Poasich OT mAAMEHH, Ha He6O BO3BBIILAKCD;
OTTyaa Ha 3eMAIO BOAOIO BO3BPAIIAIOCh!

C 3eMAM MeHS BA€UET

IAQHET BCEX KHA3b K 3BE3AaM;

A 6e3 MeHs TocKa cMepTeAbHas 1BeTam [ 1].

N. Gumilev’s poem “Anna Akhmatova” is also an
example of an acrostic:

Amnrea A€T y Kpast HeOOCKAOHA.
HaxAOHUBIINCE, YAUBASIACS Oe3AHAM.
HoBsl1i1 Mup 6bIA CHHUM U 0€33BE3AHBIM.
A MOAYAA, HE CABITIIAAOCH HU CTOHA.
Anoit KpoBH pobOKoe bueHbe,
XpyIKUX PyK HCITyT U COAPOTaHbe.
Mupy AaB AOCTAAOCH B 00AaAQHBE
AHreAa CBSITOe OTpakeHbe.

Tecno B mupe! IlycTb 5xuB€T, MeuTast
O A106BH, O TPYCTH U O TEHHY,

B cympaxke mmpepBe4HOM OTKpBIBast
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A36YKy CBOHX )K€ OTKPOBEHHIL.

The inventor of this genre is considered the an-
cient Sicilian poet Epicharmus (VI-V centuries BC).
In addition to the traditional form of acrostic, there
are other forms in European poetry: acro is a poem
“inverted” (read vertically, but from the bottom up).
Mesostich - cipher words are formed from the mid-
dle letters of each line, telestich — words are formed
from the last letters of the lines.

Anagram (from Greek anagrammatismos-per-
mutation of letters) is a method of choosing a word
structure (word combination, phrase) in which
when the existing letters are rearranged, they will
turn into another verbal structure intended by the
author. An elegant example of an anagram poem was
created by the modern poet D. Avaliani. In his qua-
train, even lines are anagrams of earlier odd lines:

A3 ecMb CTPOKa, XXUBY s MEPOIT OCTP.
3a ceMb MOpe POCTKa 5 BIDKY POCT.
41 B Mupe cupora.

A1 B Pume Apuocr [1].

One of the types of anagrams is palindrome
(Greek: palindromos — walking backwards, upside
down). This is the way of choosing a verbal construc-
tion, the traditional “direct” (in European literature —
from left to right) or “reverse” (from right to left)
means the same meaningful expression. This form
of poetry was invented by the Roman poet Porphyry
Optazyan in the 1st century.

A book of poems by A. Voznesensky entitled
“Axioma samoiska” — “Axiom of Self-Search” (1990)
is the same work that can be read from beginning to
end and from beginning to end in Russian poetry.

We would not be mistaken if we say that palin-
drome is an absolute manifestation of symmetry in
literature.

Symmetry not only gives the palindrome a har-
monious graphic appearance, but also determines
its euphony: due to the doubling of letters, sounds
are repeated during reading. Most palindromes are
monostichs, so many examples of this genre are char-
acterized by aphorisms. Monostich refers to poems

consisting of one line. One-line poems are believed
to have originated in ancient poetry, although there
is no conclusive evidence for this, and some scholars
prefer the term “monostix”. The term “one-line po-
ems” was also proposed by Vladimir Markov.
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Figure 1.

Notable examples of palindrome poems in-
clude Velimir Khlebnikov’s less successful poem
“IlpeBepTeHp.

(KyxcH, KyM MyK H CKYK)

Kouu, TOmoT, MHOK,

Ho He peus, a uepeH oH.

HaeM, MOAOA, AOAOM MEAH.

Yuu 3BaH MeyeM HaB3HUYb.

Toaoa, uem Meu p0AOT?

ITaa, a HOpOB XyA 1 AyX BOPOHA Aall
A uro? A aaB? Boas otva!

Sa, g, adps!

Yan, upu!

Mopos3 B y3ea, Ae3y B3OPOM.

CoAO0B 30B, BO3 BOAOC.

Koaeco. JKaako moxaax. Oceaok.
Canu, IAOT ¥ BO3, 30B U TOAII U HaC.
Topa AoX, X0 APOT.

H rexy. Yxean?

30A, TOA AOT AO3.

U x Bam 1 TpeM ¢ Cmeptu-Masku [3].

82



SEMANTICS OF FIGURATIVE POETRY

“If the poems written in the 19th and early 20th
centuries were only figurative (that is, the poeticlines
were reflected in the form of an object or figure),
modern poets use verbal and non-verbal techniques
and they use all possible types of methods[4].” In
this regard, V. Semyonov’s opinion is also important:
“The analysis of the graphic form of the text is not
only to determine the fact that it is written in the
traditional way or deviates from it. In this case, the
composition of graphic elements used by the author
(letters, numbers, punctuation marks, etc.), as well
as the limits of the applied visual style (a specific
graphic form is used in a separate line, paragraph or
verse, the work is known it is intended to define a
chapter or the entire text) [S].

Result and discussion

The modern Uzbek poetry of the 20th century
also follows the path of reflecting the inner world of
a person, the evolution of his psyche. The focus is
not on traditional humanist ideas, but on individual
human personality and his psyche. Fakhriyor is one
of our poets who was able to create a puzzle of forms
in expressing different aspects of the human inner
world and implemented a new approach without
reducing the burden of direct content. This new ap-
proach is especially evident in the variety of graphic
forms in the poems. There are various functions and
methods of use of the graphic form in Fakhriyor’s
poetry. The poet’s poem “Cranes” can be an example
of our opinion:

turnalar

bahorni
sudrab
keladi
sangijumonga
changitib...
bilan
bulutlar

osmonni

One can notice at a glance that the shape of the
poem is exactly like a crane. And in the content, we
realize that the cranes that drag the spring contribute

to the covering of the sky with clouds, and we feel a
sense of confirmation in our hearts. Another aspect
is that the combination of image and content does
not limit the feelings of the poem’s admirer in un-
derstanding the essence. In our opinion, this is the
goal of the creator.
We turn to the poem “Cranes” again:

xorazmiy peterburgdan xivaga

tuyalarga ortib kelgan pianinoda

chalgan kuylarning chizigli notasiga

r

turna

zaydi

m
maryam aytayotgan qurbon o‘'lamday
o'rtasida bitta avji bor
avjida sinadi faqat bu qo‘shiq
ortiga qaytadi o'sha avjidan
o'sha avj bahorni yetaklab kirar
yurak kunjaklariga

In these verses, Fakhriyar wants to express the
chain of action of a flock of cranes in the sky by the
help of form and content. The form used apparently

tries to show the climax of the song. This creates a

test for the poet to understand the inner and outer

possibilities of his thinking.
We can see a unique example of a graphic form
in Fakhriyar’s poem “Ushshaq”:
Kuy.
Kuy?
Kuydin
kuydim.
Kimni kuylar qadim musiqor,
nadin ingrar nadim musiqa?
Kuylar kuydi, qo‘shiq kuydi,
muhabbatni qo’shib kuydi.
Sen kuymading,
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Sen suymading.
Bo‘gzimdagi sozlar shashqator:
musibat,
musiqa,
musiqor.

In this piece, the artist’s visual composition ex-
presses the changes in the human psyche in the form
of a staircase, like a song descending from the climax.
In fact, the reader should understand that through
the poem, the questionable love he had in himself -
the questioning love that had its own answer to re-
jection -the questioning love that left the heart of
the creator and remained in his throat, did not reach
his mistress, but turned into a song of silence... The
melody is also, poetry is also art. The melody of this
poem is like a perfect song, only unfinished... who-
ever reads, they sing with their own voice, with their
own pain, and end it as they wish.

It would not be wrong to say that the epic “Geo-
metric Spring” by Fakhriyor was a unique “news”
for the poets. The graphic images in the epic take
the reader to the deepest, meaningless point of the
ocean of thought:

[ (To‘rtburchak va ship-shiydam) bog'larga
qaytadi bahor

> (uchta burchagi) bilan.

Bog* aslida A (ikki bahor) dan iboratdir,

[> - biri qaytib kelgan,

A - Dbiri qor ostida gishlagan bahor.

Bir - biridan changlangan

ikki gul yanglig*

ular bir - biriga qovushganida (L)
ko‘karadi bog* ().

When you read this poem, the thought that the
poet did not write for general fans of poetry, but for
“specialists” who understand the science of poetry
spins in your mind. In this regard, literary critic
S. Kuronov’s point of view is as follows: “His text
uses various graphic signs and pictures as an im-
portant means of expression. These visual symbols
act as the equivalent of a specific word in the text

of the poem. Of course, the attitudes towards the
new phenomenon are also different: some approve
ofit, some say it is a tendency to formalism, and oth-
ers wave their hands as “excessive nonsense”. In our
opinion, it is better not to rush to say “formation”
or “nonsense”. After all, this is not a direction that
Fakhriyor himself invented. Although Fakhriyar’s
poem seems to be a completely new phenomenon,
its roots are nourished by the literary traditions of
the past. For example, in the art of calligraphy, it is
an old thing to write words in Arabic script in a way
that something is depicted in front of our eyes. The
calligraphers who raised the writing to the level of art
aimed to influence and create a certain impression
by “seeing” before the content. In the West, this art
is called calligraphy, and its history goes back to the
very ancient past. Works such as “Geometric spring”
can be considered, first of all, as a continuation of the
traditions of the art of calligraphy, a new stage in its
development[6]

The graphic forms used in the epic “Geometric

»

Spring” may seem far from emotion in the descrip-
tion of spring, but they are devoid of any social con-
cepts. The artist does not try to convey the spring
that he feels in his hidden harmony to the reader as
“himself”, but leaves the limits of thinking and un-
derstanding to the discretion of the reader.

Conclusions

Literary scientist K. Yoldoshev expresses the fol-
lowing thoughts about the harmony in the epic: “The
poet harmonizes the “symphony of forms” in an ex-
traordinary way which supports the reader simultane-
ously to see the sound, to hear the colour, to feel the
form and also to enjoy all of them. Fakhriyor’s poems,
which cannot be re-expressed either in colloquial or
scientific language, show the sharpness of the Uzbek
thought like a sword and the limitless possibilities of
expression of the Uzbek language” [ 7].

In conclusion, it can be said that the analysis of
the graphic form of the poem is not only to estab-
lish the fact of adherence to the tradition or depar-
ture from it, but it also Includes description of the
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content of graphic elements (letters, numbers, punc-  visual perception in the poem used by the poet can
tuation marks, etc.). Determining the boundaries of ~ cover part of the work or its entire text.
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