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ABSTRACT

T his d is s e r ta t io n  examines th e  th e o re tic a l and 

p ra c t ic a l  is su e s  involved in  th e  t r a n s la t io n  of 

A leksandr B lok 's poem Dvenadi&at' in to  E nglish. 

The th e o re tic a l framework of th e  t r a n s la t io n  of 

p oe try  i s  examined, follow ed by a  d iscu ss io n  of 

Russian symbolism and th e  work of Blok in  re la tio n  

to  D venadtsat'. Two t r a n s la t io n s  o f th e  poem m e  

examined in  d e ta i l  in  th e  l ig h t  o f th e  preceding 

sec tio n s . The aim o f th e  d is s e r ta t io n  i s  to  id e n tify  

and d isc u s s  th o se  problems fac in g  th e  t r a n s la to r  o f 

D venadtsa t' and o f Blok’s  poetry  in  genera l. The 

p ra c t ic a l  a n a ly s is ,  com parison and assessm en t o f th e  

two t r a n s la t io n s  se rv e  to  i l l u s t r a t e  th e  issu es

Ih f lL
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The purpose ol' th i s  p ro jec t i s  th e  id e n tif ic a tio n  and d iscu ss io n  of 

is su e s  involved In th e  tra n s la t io n  of Aleksandr Blok 's poem D venadtsat' 

(1916) in to  English . To th i s  end two t r a n s la t io n s  have been chosen fo r  

a n a ly s is .

The n a tu re  o f th e  p ro jec t means th a t  a  considerab le  amount of background 

m a te ria l i s  needed to  prov ide  a  th e o re tic a l framework fo r th e  a n a ly s is  o f 

th e  source te x t  and th e  two ta rg e t  te x ts ,  a s  w ell a s  a  l i t e r a r y  

background fo r  Blok 's poetry . The p ro jec t i s  th e re fo re  d iv ided  in to  

se v e ra l s e c tio n s ; th e  f i r s t  two chap te rs  provide a  survey of th e  th e o rie s  

re le v a n t fo r  th e  process  of th e  t r a n s la t io n  and a n a ly s is  o f a  work of 

l i t e r a tu r e ,  co n cen tra ting  s p e c if ic a lly  on th e  tra n s la t io n  o f p oe try . The 

th i r d  ch ap te r looks a t  th e  R ussian Sym bolist movement in  general, 

focusing  on Aleksandr Blok, while th e  fo u rth  chap te r c o n sid e rs  th e  

n a tu re  of B lok 's p o e try , examining in  p a r tic u la r  th o se  fea tu re s  which may 

prove problem atic  fo r  th e  t r a n s la to r .  In th e  f i f t h  sec tio n  a  d e ta ile d  but 

s e le c tiv e  in te rp re ta tio n  and an a ly s is  of D venadtsa t' i s  a ttem pted, lead ing  

on to  th e  s ix th  chap ter which an a ly ses  and compares th e  two t r a n s la t io n s  

s tu d ied  here . A f in a l  ch ap te r seeks to  e lu c ida te  and summarise th e  

conclusions a rr iv e d  a t  by means of t h i s  p ro jec t, p rov id ing  c e r ta in  

g u id e lin es  fo r  the  t r a n s la tio n  of D veuadtsa t' and, by ex tension , f o r  th e  

tr a n s la t io n  of Blok 's p oe try  in  general.



In troduction

The approach i s  e s s e n tia lly  em pirica l, based on th e  is su e s  which emerged 

during th e  course o f t h i s  study . The p ro je c t does n o t attempt; to  be in  

any way exhaustive! t h i s  i s  a  v a s t to p ic  which could e a s ily  have 

s tre tc h e d  in to  sev e ra l hundred pages. Given th e  tim e and space av a ilab le , 

i t  does however a ttem pt to  provide some in s ig h t in to  th e  way in  which 

two very d if fe re n t  t r a n s la to r s  approached th e  poem, and to  g ive  an 

in ev itab ly  persona l view of th e i r  successes  and fa i lu re s ,  thereby  

iad ica tn g  th e  a r t i c u l a r  problems fac in g  th e  t r a n s la to r  of th e  p oe try  of

The p ro jec t i s  neve rth e le ss  firm ly  roo ted  in  cu rren t t r a n s la tio n  theory , 

and draws ex tensive ly  on tre n d s  in  l i t e r a r y  theory  and sem io tics  in  the 

process  o f an a ly s is . No one theo ry  has been adopted fo r  th e  p ragm atic 

reason th a t  any p ra c t ic a l  an a ly s is  must be c a r r ie d  ou t w ith in  th e  

framework of th e  in d iv idua l work, a lthough c e r ta in  broad gu ide lines  a re  

c le a r ly  invaluable  a t  th e  o u tse t,



Chapter I: A THEORETICAL FRAHBVOBK

VMle a  th e o re tic a l framework i s  e s s e n t ia l  before th«s work o f a n a ly s is  

and t r a n s la t io n  can begin, i t  i s  a lso  im portan t n o t to  be r e s t r ic te d  to  

one p a r tic u la r  approach, b u t ra th e r  to  u t i l i s e  th o se  elem ents and concepts 

which a re  h e u r is t ic a l ly  most u sefu l. In th i s  manner, ra th e r  than  

dogm atically  follow ing  th e  d ic ta te s  of a p a r t ic u la r  school of thought, 

both th e  t r a n s la to r  and h is  c r i t i c  must make use of various th e o rie s  and 

m ethodologies in  o rd e r to  ensure th a t  he rem ains aware of a l l  a sp e c ts  o f 

th e  p ro cess . The p re sen t work th e re fo re  makes use o f l in g u is t ic s ,  

sem antics, and s ty l i s t i c s ,  a s  well a s  s tru c tu ra lism  anti sem io tics,

1,1, S igns and R elations

The b a s ic  te n e t o f s tru c tu ra lism  i s  th a t  th e  ind iv id u a l u n its  o f a system

only have meaning in  re la  to  each o th e r. Thus a l l  the  elem ents o f a

l i t e r a r y  te x t  in te r a c t  to  c c ' aun)cate the  o v e ra ll message:

In sh o rt ,  th e  fu l l  s ig n if ic a n c e  of any e n tity  or 
experience cannot be perceived u n less  and u n t i l  I t  i s  
in te g ra te d  in to  th e  s tru c tu re  of w 'ic h  i t  form s s  p a r t,

• [Rawkes 197?

A poem has th e  a b i l i ty  to  im press th e  read er a s  s in g le  s tru c tu re ,

Each elem ent o f a poem i s  perceived a s  an autonomov r t  o f a sequence

and a s  a dependent p a r t  o f a  whole. Ivanov quotes r  n:

There i s  no continuous t r a n s i t io n ,  and no coc 'v  .n a t
a l l ,  between th e  l in g u is t ic  form s of th e  e l e n i « . - f a n  
u tte ran ce  and th e  form s o f i t s  whole,,, only i>y •• leap 
can we move from syn tax  to  qu estio n s of coupcxution,
Ccii. Ivanov, sd, Baran 1974 ; 318)

4 .
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Any l i t e r a r y  work can be seen to  c o n s is t  o f s ig n s  which in te ra c t on

se v e ra l le v e ls . As p oe try  g enera lly  makes use of complex symbolism and

imagery, th e  re la tio n sh ip  between th e  s ig n if io r  and th e  s ig n if ie d  i s  of

esp ec ia l im portance, Saussure gave th e  term sig n  to  th e  com bination o f a

concept and a sound-imoge, c a lle d  s ig n i f ie d  and s lg n i f ie r  re sp ec tiv e ly

CSaussure 1974 (1959);673. The s ig n if ie d  can be described  a s  a m ental

re p re se n ta tio n  of th e  'th in g ' and can be defined  only w ithin th e

s ig n ify in g  p ro c e s s . The s ig n i f ie r  i s  thus in separab le  from the

s ig n if ie d , b u t i t  always has a m a te r ia l substance. The process  b inding

th e  s ig n i f ie r  and th e  s ig n if ie d  i s  term ed th e  s ig n ific a tio n , and th e

p roduct th e  s ign . An im portan t a sp ec t o f a poe tic  te x t  i s  th a t  in  poetry

every th ing  a c ts  a s  a s ig n if ie r ;  th u s  th e  o v e ra ll un ity  of s ig n i f ie r s  and

meanings produces a  g lo b a l meaning th a t  i s  n o t sim ply  th e  sum of th e

i so la b le  p a r ts ,  Eco tak es  t h i s  fu r th e r  -  th e  whole te x t  func tions a s  a

'hy p ersig n 1 Ccf. C orti 1978;791. This p a r t ic u la r  n a tu re  of th e  poem;

a t t e s t s  to  th e  f a c t  th a t  th e  work can produce a high 
y ie ld  of in form ation  p re c ise ly  because th e  work a s  a 
whole s tre n g th e n s  th e  com plexity of i t s  c o n s titu en t
p a r ts .  [Corti: 903

Beaugrande consequently  em phasises th e  need fo r  a t r a n s la to r  to  co n su lt 

th e  them atic  s tru c tu re  of th e  whole te x t,  In poetry  ih is  means th a t  

rhyme, rhythm  and m etre, and p o ssib ly  th e  v isu a l form of th e  v erse  must 

a l l  be taken in to  account. I f  he f a i l s  to  do th i s  th e  in te rn a l balance of 

th e  language s tru c tu re s  i s  in  danger [Beaugrande, ed. V i ls s  1980: • S63.

C learly  a  breakdown of them atic  s t ru c tu re  i s  more lik e ly  to  occur in  a 

long n a r ra tiv e  work than  in, a s h o r t  poem, a s  i t  i s  e a s ie r  in  th e  former 

in stance  to  m iss c e r ta in  ten s io n s  and re la tio n s  w ith in  th e  te x t;



A T heore tica l Framework

ClearLy th e  u n it  c f  tra n s la t in g  I s  not th e  word, but 
whatever segments o '  th a  te x t  function  a s  coheren t and 
cohti.»ive u n its  w ithin ac tu a l occurrences C&=augrande

The occurrence of in d iv idua l word-3 and p h rases , e sp e c ia lly  In poetry ,

cannot bo deta-.-hcd fro a  th o ir  iunction , The fu lfilm en t o t th e  func tion  of

a te x t must be tho  h ig h es t p r io r i ty  fo r a t r a n s la to r ,  This s ta n d  i s  a lso

ta k 'i i  by Conan Klcatin'Aewicz:

r.vs O rig inal s o l l te  ,il?  a in  tiy -ten  ur.d n ic h t a l s  oine 
3 t i  ana von Eloment-?n borracht'S t werde.i, a l s  o rganische 
lianzhett und n ich t a l?  e ino mech.ini'Sch Ansammlung von 
i'-enenton. Dio Aufgabe do3 U bersetsers best,8ht weder
i j r t : ;  :u  ra p r tv ts io re n , noch d a r in , ih ra  Function zu
-5rf’ ?3un ur.d so l?h >2 Elements und S truk tu ren  der eigenen 
Spj'i'h-} ar.zawendend, di-3, sow oit wie m c^lieh, dercn 
Hrira'3 und O-igonwert n i t  dor g '.eichen funktionalen  
S'i.r.uKJ yr,d Vir-saasicsi? s e in  kSnnwn. i'c it. Levy 1969:

V~.' ;nW  da#] a ta x t  have to  be sesn a s  an o rgan ic  whole but i t  o u s t 

a lso  c  ',"r," idera l ;r. r e la tio n  to  o th e r  works by th e  same au thor 

.c f .u o r tx il lJ L  Many of Blok''3 poems were w ritten  during in ten se  periods 

c i  a c t iv i ty  and a re  placed in  cy c les  o f poems. In ad d itio n  c e r ta in  

th^aos :ir,d :;ysbol.o re iu r  and devtilop throughout h is  works. Cie&rly a 

tr a n s la t io n  f.annot occupy a  to ta l ly  analogous p o s itio n  in  th e  ta rg e t 

language! sy3*,<?a, Th-j tra n u la to d  work w ill  nav o rth o lsss  become a p a r t  of 

the  tav^Q-v l i t e r a r y  ayitoni, u ith o r  a:; a  work in i t s  own r ig h t ,  o r a s  an 

overt t r a n s la tio n .
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1.2. F o ra  and con ten t

A c e n tr a l  concern of l i t e r a r y  a n a .y o is  and tra n s la t io n  theory  i s  th e  

re la tio n sh ip  ana tension  between form and con ten t. This i s  o f esp ec ia l 

s ig n if ic a n c e  in  th e  p oe try  o f Aleksandr Blok, where th e  two are  

in e x tr ic a b ly  re la ted .

The 'd e fa m ilia r is in g ' e f fe c t o f a work of a r t ,  a s  described  by th e  Russian 

Fo rm a lis ts , by means of which th e  read er i s  fo rced  in to  a  d ram atic  

awareness of language so  th a t  h is  perception  of th e  world i s  renewed, was 

a prim ary concern of th e  Sym bolists (Eagletan 1983: 3J. Scholes quotes 

Shklovsky:

A rt e x is t s  to  he lp  us recover the  s en sa tio n  of l i f e ;  i t  
e x is ts  to  make us fe e l th in g s , to  make the sto n e  stony .
The end o f a r t  i s  to  g ive  a  sen sa tio n  of th e  ob ject a s  
seen, n o t a s  recognised . The technique of a r t  i s  to  make 
th in g s  "unfam iliar", to  make form s obscure, so  a s  to  
in c rea se  th e  d i f f ic u l ty  and d u ra tion  of perception . The 
a c t  o f percep tion  in  a r t  i s  an end in  i t s e l f  and must be 
prolonged. In a r t  i t  i s  an experience of th e  process  of 
co n s tru c tio n  th a t  counts, not th e  fin ish ed  product.
[Scholes 1974:84]

How c lo se ly  t h i s  resem bles Blok 's own it 'e lin g s  about th e  a c t o f c rea tio n  

of a  work of a r t ,  d escribed  in  h is  pcea Kbudozbnii.

Shklovsky a s s ig n s  imagery and o th e r l i t e r a r y  devices, inc lud ing  rhyme, 

rhythm and m etre, to  t h i s  c e n tra l  concept o f 'c s tra n e n fe ' o r 'making 

s tra n g e '.  Through th ese  a lie n a tin g  devices, words in  p o e try  become 

ob jec ts  in  th e i r  own r ig h t ,  In Saussurean term inology th ey  beome 

s ig a ifle - is  r a th e r  than  s ig n ifle r s :
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The d is t in c t iv e  fea tu re  of poet-y  l i e s  In th e  f a c t  th a t  a 
word i s  perceived a s  a  word and not merely a proxy fo r  
the denoted object o r an o u tbu rst o f an emotion, th a t  
words and th e i r  arrangem ent, th e i r  meaning, th e ir  
outward and inward form, acquire weight and value of 
th e i r  own, [Jakobsan, citM awkes: 65]

The language of p oe try  perm its th e  w r ite r  g re a te r  l ib e r t ie s  in  th e  way in 

which he uses language and a t  th e  same tim e i t  imposes ad d itio n a l 

c o n s tra in ts ,  determ ined by th e  language and genre  o f th e  poetry . The 

poet makes use o f d ev ia tio n s  from normal language to  produce a 

•foregrounding' e f fe c t,  which may be used so  in te n s iv e ly  th a t  

communication i s  pushed in to  th e  background and th e  ac t o f exp ression  

i t s e l f  brought to  th e  fore.

Buaugrande em phasises th i s  a sp ec t o f th e  'unexpectedness' o f poetic

language, which he sees  a s  i t s  most s ig n if ic a n t  fea tu re  [1975: 15-241.

The read er i s  ob liged  to  in te rp re t  th i s  use o f language by re fe r r in g  to

th e  s t ru c tu re s  o f grammar and meaning w ith in  th e  te x t ,  Thus:

poe tic  language slows down p rocessing  and heightens 
concen tra tion , whereby increased  aw areness o f formal 
fe a tu re s  becomes p o ss ib le . [Beaugrande 1978: 231

In tra n s la t io n  th e  choice of words i s  th e re fo re  of p a r tic u la r  importance. 

A t r a n s la to r  i s  o ften  obliged to  choose between accepting  a change in  

form o r in  meaning. The t r a n s la to r  must derive a  s e t  o f p r io r i t ie s  in  

ord e r to  p lace th e  fea tu re s  o f th e  tra n s la te d  poem in  a h ie ra rchy  

corresponding  to  th a t  o f th e  o rig in a l poem. In  deciding on such a 

h ie ra rch y , th e  o v e ra ll un ity  o f a l l  elem ents of th e  poem must be re ta in ed ,
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C o rti r e la te s  con ten t to  exp ression , s ta t in g  th a t  th e re  e x is ts  a  dynamic 

re la tio n  between them, a s t ru c tu ra l  u n ity  of them atic, sym bolic and 

ideo log ica l lev e ls , th e  form g iv in g  added s ig n if ic a n c e  to  th e  con ten t. 

This in te ra c tio n  g iv es  an 'in v a r ia n t ' o f th e  work [Corti: 1063.

Levy makes th e  then innovative sta tem en t th a t  where form i s  a c a r r ie r  of 

sem antic meaning, i t  must be preserved  in  tra n s la t io n  [1969:1083. The 

ten sio n  between form and con ten t i s  most marked in  p oe try , and i s  

e sp e c ia lly  re lev an t in  th e  case  of Blok, in  whose p oe try  th e  rhythm, 

rhyme and m etre a re  c lo se ly  bound up w ith th e  o v e ra ll meaning o f th e

Every fea tu re  of p oe try  may c a r ry  sem antic s ig n ifican ce . Very o ften ,

f o r  example, d if fe re n t  m e trica l schemes in d ic a te  d if fe re n t genres. Blok

uses th e  m etres of fo lk  p oe try  and fo lk  songs to  e s ta b lis h  c e r ta in

connotations, In t h i s  sen re  th e  m etre a c ts  a s  a  second-leve l s ig n if ie r .

Yuri Lotman, a lead ing  Soviet sem io tic ian , em phasises th a t  in  poetry  i t  i s

th e  a c tu a l natu re  of th e  s ig n i f ie r ,  th e  p a t te rn s  of sound and rhythm se t

up by th e  marks on th e  page, th a t  determ ine what i s  s ig n if ie d :

P oetry a c tiv a te s  th e  fu l l  body of th e  s ig n i f ie r ,  p re sse s  
th e  word to  work to  i t s  utmost under th e  in ten se  
p re ssu re  of surrounding  words, and so to  re lea se  i t s  
r ic h e s t  p o te n tia l ,  fe l t .  Xagleton, 1983: 1023
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1.3. Meaning in  poetry

Language can be used in  a deno ta tive  o r in  a conno tative sense. 

Connotation e x is ts  when th e  s ig n  from a prev ious s ig n if ie r  -  s ig n if ie d  

re la tio n sh ip  becomes th e  s ig n i f ie r  o f a fu r th e r  re la tio n sh ip . C orti 

de sc rib es  po e tic  language a s  a svstem  o f hypercad ifica tioa . Even sounds, 

syn tax , le x is  and graphic  fea tu re s  acquire  sem antic  meaning in  poetry. 

The te x t  a s  a whole fu n c tio n s a s  a  hypersign, th a t  i s ,  th e  po e tic  te x t  

em its a message which changes th e  read e rs  perception o f r e a l i ty  

[Corti:79fJ. Poets g enera lly  agree th a t  poetry  r e s i s t s  th e  flow of 

language a s  a veh ic le  of communication and c re a te s  phonic-rhy thm ic lin k s  

th a t  would be a rb i t r a r y  in  normal language:

I t  fo llow s th a t  in  th e  n o n lite ra ry  te x t,  th e  sem antic 
un ity  c re a te s  th e  lin k , w hile in  th e  p o e tic  te x t  i t  i s  
th e  lin k  th a t  c re a te s  th e  sem antic  un ity . CCortl 1978:75]

I t  i s  t h i s  fea tu re  of in te n s ity ,  where every word o r poe tic  device has a 

function  and meaning of i t s  own a s  p a r t  o f th e  whole th a t  i s  th e  major 

cause of d if f ic u l ty  in  th e  tra n s la t io n  of poetry .

Saussure proposed , two dim ensions of po e tic  language; metaphor,

rep re sen ted  by th e  a sso c ia tiv e  synchronic  dimension, and metonymy, [

rep re sen ted  by th e  syntagm atic  d iach ron ic  dim ension Ic f.B arthes  1964: 59 -  I

601. While metaphor involves sem i-s im ila r ity  of meaning, in  which one j

sig n  i s  s u b s titu te d  fo r  another, thus re la t in g  to  v e r tic a l re la t io n s  in  j

language, metonymy involves c o n tig u ity  of meaning, and e x p lo its  the 

ho rizo n ta l re la t io n s  of language. In poe tic  language th e re  i s  a

com bination of h o rizo n ta l and v e r t ic a l  movement: _ ’

f

i
*

inyflt r  #*r iimf limr



A T heoretical Framework

The poe tic  function  p ro je c ts  th e  p r in c ip le  of equivalence 
from th e  a x is  o f se le c tio n  in to  th e  a x is  o f combination.
[Jakobsan, ed. Sobeok: 3581

Words a re  not sim ply stru n g  to g e th e r  but arranged according to  p a tte rn s

of s im ila r i ty  c rea ted  by sound, meaning, rhythm and connotation, Soire

l i t e r a r y  forms a re  p rim arily  metonymic, such a s  th e  works of th e

r e a l i s t s ,  w hile o th e rs , e sp e c ia lly  Romantic and Sym bolist l i t e r a tu re ,  are

p rim arily  m etaphorical. Jakobson notes:

The p rin c ip le  o f s im ila r i ty  u n d e rlie s  poetry ; th e  
m etrica l p a ra lle lism  o f l in e s , o r th e  phonic equivalence 
o f rhyming words prom pts th e  question  of sem antic 
s im ila r i ty  and c o n tra s t .  Prose, on th e  c o n tra ry , is  
forwarded e s s e n t ia l ly  by c o n tig u ity . Thus fo r  poetry , 
metaphor, and fo r  p ro se  metonymy, i s  thg  lin e  of le a s t  
re s is ta n c e , fc i t .  H avies: 80]

Davie d iscu sse s  th re e  a sp e c ts  o f poetry , suggested  by Ezra Pound, one of 

which i s  termed aeJopoeia, where th e  words a re  charged w ith a  m usical 

p ro p erty  over and above th e i r  p la in  meaning and which d i r e c ts  th e  

bearing  o f th a t  meaning [Davie: 34]. Found s ta t e s  tn a t  melopoeia i s  

" p ra c tic a lly  im possib le  to  t r a n s f e r  o r t r a n s la te  from one language to  

another, save perhaps by d iv in e  acc iden t, and fo r  h a lf  a l in e  a t  a  tim e," 

[Pound, c i t .  Davie: 34] B lok 's p oe try  i s  renowned fo r  i t s  m usical q u a lity ; 

in  ad d itio n  he makes ex tensive  use of fa m ilia r  p a tte rn s  from R ussian 

fo lk -p o e try , provid ing  conno tative source te x t  m ate ria l which cannot be 

p reserved  in  t r a n s la tio n  and fo r  which th e  t r a n s la to r  i s  ob liged  to  

compensate.

Page 10
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Geoffrey Leech c a teg o rise s  seven types of meaning which a re  e sp ec ia lly  

ap p licab le  to  a d iscu ss io n  of sem antic s ig n if ic a n c e  in  poetry  [1974:10-

1. Conceptual meaning, sometimes re fe rre d  to  a s  d en o ta tive  meaning.
2. C onnotative meaning, o r th e  communicative v.i Iua an exp ression  has 

over and above i t s  purely  conceptual co n te n t,

3. S ty l i s t ic  meaning, in d ica tio n s  of d ia le c t and r e g is te r ,  and th e  

re la tio n sh ip  between th e  ad d resser and th e  addressee.

4. A ffec tive  meaning, which conveys in form ation  about th e  personal 

fee lin g s  and a t t i tu d e s  o f th e  speaker,
5 . R eflected  meaning, which r e f e r s  to  what i s  communicated through 

a s so c ia tio n  w ith  another sense of th e  same exp ression . This i s  used to  

e sp ec ia l advantage in  poetry , C erta in  ex p ressio n s become a sso c ia ted  w ith 

c e r ta in  concepts so  th a t  th e i r  use in  ano ther con tex t s t i l l  evokes those 

connotations.

6. C olloca tive  meaning c o n s is ts  o f th e  a sso c ia tio n s  a  word acqu ires  on 

account of th e  meanings o f words which tend  to  occur in  i t s  environment. 

C learly  when they  a re  used in  an unusual con tex t th e  language w ill be 
marked in  some way; poe ts o ften  make use of such a  device to  confound 

th e  ex p ec ta tio n s o f th e i r  readers,

These l a s t  fou r c a teg o rie s  of meaning a re  a l l  more c lo se ly  connected with 

conno tative th an  w ith conceptual meaning. They may th e re fo re  a l l  be 

grouped under a s so c ia tiv e  meaning and th u s  co n tra s ted  w ith conceptual

7. Thematic meaning which involves what i s  communicated by th e  way in  

which a speaker o r w rite r  o rgan ises the message, in  term s of o rdering , 

fo cu s, and emphasis.

Generally  a t r a n s la to r  i s  obliged to  s a c r i f ic e  c e r ta in  elem ents of th e  

source te x t  in  o rd e r to  p reserve  o th e r elem ents, The conno ta tions of 

c e r ta in  words and devices vary from language to  language, To preserve
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a l l  th e  fea tu re s  of th e  o r ig in a l would be im possible. The question , then, 

i s  how th e  t r a n s la to r  e s ta b lish e s  an h ie ra rch y  of p r io r i t i e s .  This w ill 

be d iscussed  fu r th e r  below.

1.4. The so c io -h is to r ic a l  co n tex t

The r e la tio n sh ip  between th e  o r ig in a l work and th e  o r ig in a l re a d e rs  and 

between th e  ta rg e t  te x t  and ta rg e t  read e rs  must be taken  in to  account by 

th e  t r a n s la to r ,  The a llu s io n s  and conno ta tions o f poetry  a re  often  

s p e c if ic  to  th a t  cu ltu re  and to  th a t  poe tic  tra d i t io n .

Any work o f l i te r a tu r e  must be seen in  re la t io n  to  o ther works by th e  

same w rite r , a s  well a s  to  o th e r  l i te r a tu r e  of th e  period . I t  must a lso  

be considered  w ith in  th e  s o c ia l  and h is to r ic a l  con tex t from which i t  

comes fcf, Levy 1969:170-173] The t r a n s la to r 's  own Ideo log ica l outlook 

w ill a lso  a f fe c t th e  type  of t r a n s la tio n  produced,

Roland B arthes draw s a tte n tio n  to  th e  f a c t  th a t  a  l i t e r a r y  work is  

c lo se ly  linked  to  th e  p rev a ilin g  ideology. Bakhtin p o in ts  out th a t  a l l  

form, o f ideo log ica l a c t iv i ty  a re  un ited  by th e ir  s ig n  c h a rac te r, th a t  i s ,  

every th ing  ideo log ica l p o sse sse s  sem io tic  meaning fc /, Z, 7. Ivanov

1974(76):310i Eagleton:l35], Consequently each f ie ld  o f ideo log ical 

a c t iv i ty  form s i t s  own system  of s ig n s  and symbols, L ite ra tu re  i s  both

_ ti th A  a r t
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a product and a message o f a p a r tic u la r  ideology. As Blok was w ritin g  a t  

a tim e when two ideologies were In v io le n t and rev o lu tio n ary  co n flic t ,  a 

c o n f lic t  which i s  a t  th e  co re  of 'The Twelve', t h i s  i s  very much re flec ted  

in  th e  poem.

The tr a n s la to r  must a lso  be aware both of th e  function  of th e  o rig in a l in  

tn e  o r ig in a l cu ltu re  and th e  p o te n tia l function  of th e  tr a n s la t io n  in  the  

ta rg e ', cu ltu re . The f a c t  th a t  th e  c u ltu ra l  background of th e  o rig in a l may 

be a lie n  to  th e  reader of a tra n s la t io n  means th a t  th e  tr a n s la t io n  may 

often  have a more highly  in fo rm ative function , in  th a t  th e  tr a n s la to r  may 

make c e r ta in  a sp e c ts  o f th e  work a c re  e x p l ic i t  [Levy 1969:7?],

1.5. The Role o f Reading

I t  has been sa id  th a t  e r ro rs  in  po e tic  tr a n s la t io n  probably derive from 

e r ro rs  in  read ing  a te x t  CBeaugrande 1978: 25; Levy 1969:46], Every 

read er of a t e x t  eva lua tes  th a t  t e x t  on th e  b a s is  o f h is  own percep tion  

of r e a l i ty ,  and in  term s of h is  p lace  in  th a t  r e a l i ty  Ccf. Eagleton:14]. 

The read er may approach th e  te x t  in  sev e ra l ways: he may look beyond the 

te x t  to  th e  so c io -h is to r ic a l  contex t, seeking general p r in c ip le s  m anifest 

in  th e  work! he may approach a l i t e r a r y  work a s  a system , accep ting  i t s  

autonomy and p a r t ic u la r i ty  o r he may em phasise c e r ta in  a sp e c ts  o f t!- j  

work and ignore o th e rs  [cf.C orti; 44-5], In ad d itio n  h is  in te rp re ta tio n  

may be based on m a te ria l supplied by th e  te x t  o r by th e  read er h im self,
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The natu re  of th e  ia te rp re ta t^ r ' poetry  i s  expansive ra th e r  than

reduc tive , a s  in  th e  in te rp re ta tio n  of n a rra tiv e ; th e  read er must expand 

and extend the te x t  in  o rder to  comprehend th e  meaning. K arla Cort.i

[1978 ! 42] s ta te s  th a t  th e  add ressee (or reader) i s  a  co llab o ra to r in  th e  

polysemic l i f e  of th e  te x t,  B arthes and K risteva  take  t h i s  fu r th e r  and 

d escribe  read ing  a s  a 'r e w ritin g ' o f a  t e x t  [c f.C erti;  44],

I t  i s  doubtfu l th a t  each read ing  would be equally  valuable, A read er may 

have an inadequate command of th e  language, he may be un fam ilia r w ith th e  

cu ltu re , o r he may be unaware o f a llu s io n s  to  o th e r work-, Beaugrande 

suggests th a t  th e  meaning p o te n tia l  o f a poem rem ains c o n s tan t, w hile th e  

p o s s ib i l i t i e s  fo r  ac tu a lis in g  th a t  p o te n tia l  change along w ith th e  

re a d e rs ’ horizons, th a t  Is ,  w ith  th e  type  o f read er and changing

h is to r ic a l  and so c ia l  co n d itio n s [1978:30]. N evertheless, th e  more 

background knowledge a  read er b rin g s to  h is  in te rp re ta tio n ,  th e  more 

aw areness of th e  au thor and th e  age, then  th e  r ic h e r  w ill be h is  

percep tion  of th e  poem.

Beaugrande [1980:24] no tes th a t  i t  i s  d if f ic u l t  to  d is tin g u ish  between the 

'o r ig in a l meaning ’ o f th e  te x t  and th e  'co g n itiv e  re p re se n ta tio n  of 

meaning in  the  mind of persons involved w ith th e  t e x t ’. He l i s t s  th e se  

persons a s  follow s;

al th e  o rig in a l te x t  producer

b) the* t r e  s la to r  a s  th e  r ece iv er in  th e  SL

cl th e  tr a n s la to r  a s  th e  t e x t  producer in  th e  TL

dl th e  rece iv e r audience in  th e  TL

Page 14
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For Beaugrande th e  t r a n s la to r 's  in te rp re ta tio n  o f the  te x t  i s  a

tr a n s la t io n  in  i t s  own r ig h t ,  forming a m ental rep re sen ta tio n  of th e  te x t

which th e  t r a n s la to r  then s im p lif ie s  before embarking on th e  m ateria l

tra n s la tio n .  He d is tin g u ish e s  between a read ing  based on reader-supp lied

inform ation  and a read ing  based on tex t-su p p lied  in form ation:

Only i f  th e  read ing  process  i s  co n s is te n tly  pursued to  
th e  p o in t where th e  in te rp re ta tio n  i s  maximally 
dominated by te x t-su p p lied  inform ation  can a  tru ly  
ob jective tra n s la t io n  be produced. ['1978: 881

The tr a n s la t io n  may e ith e r  be t r a n s la to r -o r ie n te d  o r  i t  may be read e r-

o rien ted . If  th e  former, then  th e  t r a n s la to r  s u b s ti tu te s  a personal

response from th e  e n t i r e  meaning p o te n tia l  o f th e  te x t .  Such an approach

is  obviously h igh ly  f a l l ib le ,  e sp e c ia lly  i f  th e  in te rp re ta tio n  i s  a ffec ted

by in s u f f ic ie n t knowledge of th e  source te x t  and an inadequate a n a ly s is

of th e  te x t  fu n c tio n s. Such a  tr a n s la t io n  w ill not g iv e  th e  read e r access

to  th e  o r ig in a l in te n tio n  o f th e  te x t.  On th e  o ther hand i f  the

tr a n s la t io n  i s  read e r-o r ien ted  then th e  t r a n s la to r  w ill rem ain aware

th a t  h is  approach i s  only one among many p o te n tia l  responses, thus

p reserv ing  th e  polyvalence o f th e  o rig in a l t e x t  a s  f a r  a s  p o ssib le , His

h ig h es t p r io r i ty  i s  th e  fu lfilm en t o f th e  func tions o f th e  te x t

[Beaugrande (ed .V llss  1980): 28) which can only be e s ta b lish e d  by means

o f a thorough a n a ly s is  o f th e  o r ig in a l te x t:

The t r a n s la to r  must genera te  co incidences in  which the 
same fu n c tio n s a re  f u lf i l le d  a s  f a r  a s  p o ss ib le  by the 
corresponding  language m a te r ia l [1980:281

The problem i s  how to  m otivate a s a t is f a c to ry  co incidence by the 

in te ra c tio n  of form and function  in  a p a r tic u la r  te x t [Beaugrande 

1980:291.
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t-te main th e o re tic a l emphasis in  U te- » t r a n s la tio n  esp ec ia lly  

ap p licab le  to  th e  tr a n s la t io n  o f p oe try  i s  „ th e  im portance of seeing 

th e  work of a r t  a s  a  s t ru c tu ra l  whole, The t r a n s la to r  i s  faced w ith th e  

problem of r e p lic a tin g  th e  function  of th e  o r ig in a l te x t  and must 

th e re fo re  take  in to  account th e  so c io -h is to r ic a l  con tex t o f th e  source 

te x t  and o f th e  p o te n tia l  t r a n s la tio n ,  a s  well a s  th e  ten s io n  between 

form and con ten t in  both te x ts ,  In a ttem pting  to  p reserve  th e  function  

of th e  source te x t  he i s  ob liged  to  develop a h ie ra rch y  of p r io r i t i e s  

inev itab ly  based on h is  own read ing  of th e  te x t ,  although he can ensure 

th a t  th i s  read ing  i s  la rg e ly  tex t-b ased ; he should a lso  remain aware th a t  

th e  p o te n tia l  meaning of th e  te x t  i s  much wider than  one persona l, narrow 

in te rp re ta tio n .

The fo llow ing chap te r w ill look more s p e c if ic a lly  a t  those problems 

facing  th e  t r a n s la to r  o f poetry , a s  w ell a s  a t  s t r a te g ie s  fo r  the  

assessm ent and comparison o f t ra n s la tio n s .
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Several s tu d ie s  have been made which a re  d ire c tly  concerned w ith the

tra n s la t io n  of poetry , no tab ly  by Robert de Beaugrande £19801, Van

K esteren £1978) and Lefevere £1975), These th e o rie s  form a b a s is  for

th e  an a ly s is  and comparison j f  D vsnadtsa t’ and i t s  two t r a n s la tio n s

2.1. The t r a n s la to r  and h is  goal

The t r a n s la to r  h im self i s  c lean ly  of c e n tra l  importance, In E rbe’s 

opinion, th e re  a re  born poets and born t r a n s la to r s ,  and th e  two seldom 

coincide (Prbe 1964:163. G reat poets do n o t norm ally make g re a t

t r a n s la to r s ,  fo r  too much of th e ir  own o r ig in a l i ty  and s ty le  w ill  come 

through in  th e  t r a n s la tio n .  Thus tr a n s la t io n s  by Goethe, B audelaire and 

P o e .a re  renowned more fo r  th e  s k i l l  o f th e  tr a n s la to r  than  th a t  o f th e  

o rig in a l au thor. In c o n tra s t ,  Burton R affel e la b o ra te s  in  d e ta i l  h is  b e lie f  

th a t  the tr a n s la t io n  of poetry  i s  an a r t  to  be undertaken by a poet o r a 

craftsm an:

The g re a te s t  s in  a tr a n s la to r  ca*1 commit i s  to  f a i l  to  
b reathe l i f e  in to  h is  re -c re a tio n . Ho can never re a lly  
b reathe l i f e  in to  I t  i f  he i s  unable to  fo rce  h im self 
away from th e  o r ig in a l,  and f a r  enough away so th a t  he 
can be c lo se  in  s p i r i t  and ye t be fre e  ac tu a lly  to  c re a te 
In th e  new lin g u is t ic  medium C19'/1:59J.

M andel'shtam, who was both an accomplished poet and a t r a n s la to r  of 

p oe try , wrote of th e  ta sk  of tra n s la tio n :
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T ran sla tio n  I s  one of th e  most d i f f ic u l t  and re sponsib le  
asp ec ts  o f l i t e r a r y  work, I t  i s  e s s e n tia lly  th e  c rea tio n  
of an independent speech system  on th e  b a s is  o f fo re ign  
m ate ria l. Sw itching t h i s  system  over to  th e  Russian 
system  req u ires  tremendous e f fo r t ,  a tte n tio n , w ill-pow er, 
a  w ealth of inven tiveness , in te l le c tu a l  fresh n ess , 
ph ilo lo g ica l s e n s ib i l i ty ,  a  huge le x ic a l keyboard and the 
a b i l i ty  to  l i s te n  ca re fu lly  to  rhythm, to  g rasp  th e  
p ic tu re  o f a ph rase  and to  convey i t ;  and what i s  more 
t h i s  must a l l  be accompanied by th e  s t r i c t e s t  s e l f -  
co n tro l. Otherwise th e  tr a n s la t io n  i s  merely
in te rp o la tio n . Cclc. B um ett.ed . Hermans 1985:1601

The tr a n s la to r  o f poetry , then , must s te e r  a d if f ic u l t  course between the 

p oe tic s  of th e  source and of th e  ta rg e t  language, constra ined  on a l l  s id e s  

by th e  lim ita tio n s  of h is  own language, and by th e  f a i l in g s  and s tre n g th s  

o f th e  o r ig in a l author,

Beaugrande l i s t s  sev e ra l phases in  th e  p ro cess  of tran s la tio n :

1. t r a n s la t in g  th e  w ritten  te x t  in to  a m ental rep re sen ta tio n

2. c o lla tin g  in s tan ces  of non-expected usage w ith p o ssib le  
expected equivalen ts

3. rea rran g in g  sm alle r o r la rg e r  sequences accord ing  to  th e i r  
communicative conten t

4. c o lle c tin g  and t ra n s fe r r in g  inform ation  contained  in  the  

con tex t to  th e  in te rp re ta tio n  of problem atic  elem ents

5. f in d in g  goal-language exponents o f th e  o v e ra ll mental

re p re se n ta tio n  obtained in  phases 1 through 4
6. c o lla tin g  th e  o rig in a l te x t  a g a in s t both th e  t r a n s la tio n

under production  and th e  m u lti- lev e l m ental rep re sen ta tio n

7. determ ining  read e r responses to  th e  f in a l  t r a n s la tio n ,  

co n su lting  inform ants i f  p ossib le , C1973: 28-91
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T ran s la to rs  a re  f i r s t  and foremost, re ad e rs  and in te rp re te rs  o f the  

o rig in a l t e x t ,  and a s  such they  may adopt d if fe re n t a tt i tu d e s  tow ards 

th o se  elem ents which a re  c lo se ly  linked  to  th e  so c ia l,  h i s to r ic a l  and 

l i t e r a r y  contex t in  which th e  source te x t  (ST) was w ritten , They may 

ignore th e  problem by om itting  item s unknown to  th e  ta rg e t  audience; they 

may p reserv e  th e  s ta tu s  quo and in s e r t  foo tno tes  -  which makes i t  

im possible fo r th e  reader to  approach th e  te x t  a s  a work of a r t ,  o r they 

may in s tead  t r a n s la te  o r in te rp re t  th e se  elem ents fo r  the ta r g e t  read e r- 

which may lead  to  inconsis tency  and d is to r t io n  so th a t  much o f the 

loca l co lour of th e  te x t  i s  lo s t  [Lafavere 1975:87]. Many tr a n s la t io n s

a lte rn a te ly  expand and compress th e  source te x t thus producing a

d is to r t io n  o f th e  ta rg e t  t e x t  a s  a l i t e r a r y  work of a r t .  This d is to r tio n  

tak es  p lace  on m orphological, sem antic, s t ru c tu ra l  and sy n ta c tic  lev e ls  

[Lefevere 1975:95], In L efevere's opinion th e  only methods th a t  seem to  

so lve  th e  problem a re  re - ln ie rp re ta t io n  and exp lanation  w ith in  th e  te x t  

[1975:94], He proposes th a t  th e  t r a n s la to r 's  ta s k  i s  to  render th e  source 

te x t  -  th e  o rig in a l au th o r 's  in te rp re ta tio n  o f a given theme expressed  

in  a number of v a r ia tio n s  -  a cc e ss ib le  to  ta rg e t language read e rs  by 

rep lac ing  th ese  v a r ia tio n s  w ith th e ir  eq u iva len ts  in  a d if fe re n t language 

tim e, p lace , and tr a d i t io n  [1975:100ffJ. The t r a n s la to r 's  f i r s t  p r io r i ty  

nowever i s  to  th e  source te x t 's  communicative value, a prem ise a lso  

upheld by Beaugrande [1973:100],

In L efevere 's view th e  c r i te r io n  fo r  th e  tr a n s la to r  should be the 

s t ru c tu ra l  value of tim e-p la c e - tra d itio n  elem ents in  th e  source te x t ;  he 

must decide what i s  culture-bound and what i s  stru c tu re -b o u n d ,
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Structure-bound elem ents should be re ta in e d  w ithout to p ic a lis a tio n  

(tra n s la te d  a s  i f  w ritten  u / th e  au thor in  th e  ta rg e t-lan g u ag e  cu ltu re ), 

bu t must a lso  be explained. The l i t e r a r y  tr a d i t io n  of th e  o rig in a l should 

be rep laced  by a l i t e r a r y  form occupying roughly th e  same p o s itio n  in  the  

ta rg e t  language tra d i t io n  [LefeveredOl]. Lefevere enumerates f iv e  fa c to rs  

in tr a n s la t in g  competence:

1. th e  a b i l i ty  to  comprehend th e  source te x t  a s  a  whole, to ta l  

s tru c tu re .
2. th e  a b i l i ty  to  measure th e  communicative value a s  well a s  the  

sense o f th e  source te x t.

3. th e  a b i l i ty  to d is tin g u ish  between cu lture-bound and

s tru c tu re -  bound tim e-p la c e - tra d itio n  elem ents in  th e  source te x t  

and to  to p ic a lis e  th e  form er and ex p la in  th e  l a t te r ,  while 

r e ta in in g  an underlying fa ith fu ln e s s  to  th e  to ta l  s tru c tu re  of 

the source te x t.
4. th e  a b i l i ty  to  s e le c t an a p p ro p ria te  l i t e r a r y  form w ith in  th e  

l i t e r a r y  tra d itio n  of the ta rg e t  language. I f  th e re  i s  none 

av a ilab le  then  he may c re a te  one.

5i th e  a b i l i ty  to  in te rp re t  th e  theme of th e  source te x t  in  the  

same way a s  th e  o rig in a l au thor, thus aiming a t  equivalence of

th a t  tra n s la t io n  i s  th e  b e s t which comes n ea re s t to  
c re a tin g  in  i t s  audience th e  same im pression a s  was made 
by th e  o rig in a l on i t s  contem poraries. [R ieu,clt.
Lefevere:J 03)

The more accomplished th e  w rite r  th e  more problem atic w ill be any

attem pt to  t r a n s la te  h is  o r her work. Anne C luysenaar comments:

The b e tte r  th e  w rite r ,  a s  a verba l a r t i s t ,  th e  harder he 
o r she w ill  be to  t r a n s la te  adequately, s in ce , added to  
th e  normal in se p a ra b ili ty  of form and meaning, there  
w ill be th e  s ty l i s t i c  e x p lo ita tio n  o f acc id en ta l fea tu re s  
p ecu lia r to  th e  o r ig in a l language system , [1978:21]
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Uo two languages o f fe r  th e  same range o f acc id en ta l fea tu re s , The 

t r a n s la to r  must th e re fo re  seek to  reproduce equivalen t func tions fo r  

those fe a tu re s  which he cannot reproduce d ire c tly .

Verse tra n s la t io n  in ev itab ly  means th a t  th e  tr a n s la to r  must a ttem pt to

compensate fo r  those elem ents in  th e  source te x t  th a t  cannot be e a s ily

tra n s fe r re d  to  th e  ta rg e t  te x t .  Vhile 'equivalence' on th e  concrete  level

o f le x is , syn tax , and phonology i s  im possible, th e  tr a n s la to r  may yet

hope to  i n s t i l  new l i f e  in to  th e  poem in  h is  own language. The idea l

would seem to  be a s  expressed  by Erhe:

...the  read er o f a  t ra n s la te d  poem should n o t only 
c le a r ly  fee l th e  in d iv id u a lity  of the poet, but a lso  the 
atm osphere of h is  country  and people, and th a t  i t  should 
s t i l l  be an adequate poem in  th e  new language. C1964:13J

•Taking a  s im ila r  s tan ce , Stankiew icz rem arks on th e  requirem ents fo r  a 

good t r a n s la to r :

any good t r a n s la tio n  i s  a  work o f c re a tiv e  
r e in te rp re ta tio n  in  accordance w ith th e  s e t  o f ru le s  
which govern d if fe re n t po e tic  system s and in  accordance 
w ith th e  d if fe re n t p o s s ib i l i t i e s  o f v a r ia tio n  which these  
allow , fed. Sebeok 1960:81]

2.2. S p e c if ic  problems

The p a r t ic u la r  d if f ic u l t ie s  involved in  th e  t r a n s la tio n  of poetry  stem not 

only from th e  nature  of poe tic  language, and the high incidence of symbol 

and m etaphor, but from th e  u n ity  o f sound and meaning, which, a s  noted 

above, i s  more marked in  Romantic ly r ic a l  verse  and in  Sym bolist

p oetry , Erbe no tes th a t  Soger Fry sp en t twenty years t r a n s la t in g  twenty

_ «,_____________________________ .. J g u
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nine of M allarm6's s ix ty  four poems, and yet s t i l l  described  th e  r e s u l t  

a s  a 'p relim inary  a ttem pt'! [Erbe: 9]

The poe tic  devices of rhythm, m etre and rhyme jo in  in d iv idua l p a r t s  o f 

the poem which a re  n o t linked , Rhyme i s  esp ec ia lly  d if f ic u l t  to  t r a n s fe r  

from language to  language, although e a s ie r  between re la te d  languages such 

a s  R ussian and Czech, where th e re  i s  considerab le  le x ic a l and 

morphological s im ila r ity ,  Forced to  a ss ig n  s ig n ifican ce  to  o th e r words 

by c re a tin g  new rhyming p a ir s  th e  t r a n s la to r  in ev itab ly  changes the 

'thought com position’ of th e  poem [Levy 1969:177], As f a r  a s  th e  rhythm 

and m etre o f the  poem i s  concerned Levy concludes th a t  i t  i s  b e s t to  

t r a n s la te  th e  rhythm of th e  o rig in a l ra th e r  than th e  m etre a s  t h i s  tends 

to  be th e  major c a r r ie r  o f meaning, Metre i s  often  linked  more 

s p e c if ic a lly  to  a p a r t ic u la r  poe tic  tra d i t io n ,  a s  we s h a l l  see  below 

[Levy 1969:1361

The tra n s la t io n  of Russian poetry  in to  English  involves sp e c if ic  

problems; although both Indo-European languages, they belong to  two 

widely d ivergen t fam ilie s  and th e re  a re  considerab le  le x ic a l,  gram m atical, 

sy n ta c tic a l,  and phonological d iffe ren ces . ' As E nglish i s  n o t an 

In flec ted  language, many gram m atical func tions can only be f u lf i l le d  by 

word order. The f le x ib le  and complex m orphological system  of th e  Russian 

language means th a t  new v a r ia tio n s  of words a re  ea s ily  invented, The 

t r a n s la to r  in to  English  i s  th e re fo re  op era tin g  under considerab le  

l in g u is t ic  c o n s tra in ts ,  and must a lso  contend w ith d iffe r in g  system s of 

rhyme and v e rs if ic a tio n , which a re  considered  in  fu r th e r  d e ta i l  below.
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3,3. A ssessing  a  t r a n s la tio n

In th e  evaluation  of a t r a n s la tio n  an im portan t question  i s  whether th e  

ta r g e t  language te x t  re p re se n ts  a  l i t e r a r y  work fo r  th e  ta rg e t  language 

read e r. I f  th e  o rig in a l i s  d is to r te d  to  such an ex ten t th a t  th e  ta rg e t  

te x t  cannot be considered  a s  a work o f a r t  in  i t s  own r ig h t  then  the 

tra n s la t io n  must be deemed a  fa ilu re . There i s  an Inev itab le  tension

between th e  fa c t  th a t  th e  t r a n s la tio n  should e x is t  a s  an o r ig in a l and

independent work of a r t ,  and th a t  i t  should a lso  convey th e  'fo re ig n '

q u a l i t ie s  o f th e  o rig in a l to  th e  ta rg e t audience (Levy 196Si75J.

For Beaugrande th e  t r a d i t io n a l  d is tin c tio n  between a f re e  and a f a ith fu l 

tr a n s la t io n  m isses th e  main fa c to rs  in  th e  rendering  of poe tic  te x ts  in to  

ano th e r language and cu ltu re . While th e  l i t e r a l  t r a n s la to r  pays a

minumum of a tte n tio n  to  th e  communicative function  o f a te x t,  th e  'f re e ' 

t r a n s la to r  n eg lec ts  th e  words and ph ra se s  used in  th e  o rig in a l 

CBeaugraode 1980:14J, Beaugrande em phasises the  im portance of a f u l l  

fu nc tiona l an a ly s is  o f any poem to  be tra n s la te d ,  Any co n cen tra tion  on 

one a sp ec t o f th e  te x t  to  th e  exclusion of o th e rs  w ill  lead  to  a g ro ss  

d is to r t io n  o f the o r ig in a l,  and esp ec ia lly  of th e  communicative value of 

t h a t  te x t,  Levy groups m isrep re sen ta tio n s in  tra n s la tio n  in to  s h i f t s  in  

th re e  d ire c tio n s i

a , zwlschen der allgem einen und spez ifischen  Benennung.

b, zwlschen der s t i l i s t i s c h  neutralen  und der expressiven  Benennung

c, zwlschen e in e r  Viederholung und e in e r  M odlfikation der 

Vortbezeichnung [Levy 1969:1163
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In  a  com parison between th e  o r ig in a l and th e  tr a n s la t io n  th e  c o n s tra in ts  

under which th e  t r a n s la to r  i s  working must be recognised. These 

c o n s tra in ts  w ill be determ ined by th e  t r a d i t io n a l  v e rs if ic a tio n  of th e  

two languages and by th e  re la tio n sh ip s  of phonology, morphology and 

syn tax . fieaugrande enum erates th o se  f a c to rs  which may lead  to  non­

equivalence between th e  two te x ts  [1973: 101-21.

k. P erta in ing  to  language system s:

1. a rb i t r a r in e s s  o f re la tio n sh ip s  o f language fea tu re s  to  

expression

2. d iffe ren ce  of segm entation of accepted  r e a l i ty  in to  language
3. in co m p a tib ilitie s  between language system s
4. non-correspondence o f in fo rm ational exponents in  te x ts

5. non-correspondence of so c io -c u ltu ra l environm ents of language-

B. P erta in in g  to  th e  po e tic  use of language in  te x ts :
1. polyvalence and po ly fu n c tio n a lity

2. dense s tru c tu ra tio n

3. expansion o f o rd inary  grammar and lexicon

4. n on -fu lfilm en t of read er expec ta tions

C. P e rta in in g  to  th e  t r a n s la to r  a s  read e r/w rite r :

1. predominance of reader-based  in form ation over tex t-b ased

2, predominance of g enera l exp ression  over c o n tex t-sp ec if ic

3. t r a n s i t io n  from m ental rep re sen ta tio n  to  w ritten  word

4, inadequate competence (general, s tru c tu ra tio n  and poe tic  

competence in  th e  two languages,

These form th ree  broad ca teg o rie s , th e  f i r s t  concerning co n tra s tiv e  

l in g u is t ic s ,  th e  second p o e tic s  and l i t e r a r y  a n a ly s is  and th e  th ird  

involv ing  em pirical s tu d ie s  in  tra n s la t io n  c r it ic is m . I t  i s  th i s  l a s t  

catego ry  which has been most neg lected , and y e t i t  i s  th e  m ost im portant,
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In. a  com parison batxeea th e  o r ig in a l and th e  tr a n s la t io n  th e  c o n s tra in ts  

under which th e  t r a n s la to r  i s  working must be recognised. These 

c o n s tra in ts  w ill be determ ined by th e  t r a d i t io n a l  v e rs if ic a tio n  of the  

two languages and by th e  re la tio n sh ip s  o f phonology, morphology and 

syntax . Beaugrande enumerates those  f a c to rs  which may lead  to  non­

equivalence between th e  two te x ts  C1978: 101 -S.l\

A. P erta in in g  to  language system si

1. a rb i t r a r in e s s  o f re la tio n sh ip s  of language fea tu re s  to 

expression

2. d iffe ren ce  of segm entation of accepted r e a l i ty  in to  language
3. in c o m p a tib ilitie s  between language system s

4. non-correspondence o f in fo rm ationa l exponents in  te x ts

5. noo-correspondence of socio -eu ltu r& l environm ents o f language-

B. P e r ta in in g  to  th e  poe tic  use o f language in  te x ts ;

1. polyvalence and po ly fu n c tio n a lity

2. dense s tru c tu ra tio n

3. expansion o f o rd in ary  grammar and lexicon

4. n on -fu lfilm en t of read er expec ta tions

C. P e r ta in in g  to  th e  t r a n s la to r  a s  read e r/w rite r :

1. predominance o f reader-based  in form ation over tex t-b ased

2, predominance of g enera l exp ression  over c o n te x t-sp e c if ic

3. tr a n s i t io n  from mental rep re sen ta tio n  to w ritten  word

4, Inadequate competence (general, s tru c tu ra tio n  and poetic  
competence in  th e  two languages,

These form th ie e  broad ca teg o rie s , th e  f i r s t  concerning c o n tra s tiv e  

l in g u is t ic s ,  th e  second p o e tics  and l i t e r a r y  an a ly s is  and th e  th i r d  

involv ing  em pirical s tu d ie s  in  t r a n s la tio n  c r it ic ism , I t  i s  t h i s  l a s t  

category  which has been, most neg lected , and y e t i t  i s  th e  most im portan t.
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fa r  problems a t  th e  o th e r  two le v e ls  a re  f i r s t  faced by th e  t r a n s la to r  a t  

th i s  level. Poetic tr a n s la t in g  competence thus includes s t r a te g ie s  fo r 

read ing , w riting , in te rp re tin g , exp ressing  and compensating, Beaugrande 

su g g ests  th a t  a  poe tic  t r a n s la to r  must p o sse ss  'poe tic  competence' which 

i s  made up of sev e ra l fa c to rs :

a. s tru c tu ra tio n  competence -  th e  a b i l i ty  to  produce and In te rp re t 
th e  non-expected use of language by re fe rence  to  s tru c tu re s  of 

grammar and meaning

b. experience w ith poetry

c. experience w ith a p a r t ic u la r  au thor
d. h is to r ic a l  awareness of th e  s itu a t io n  in  which the ST was 

produced

e. educational t r a in in g  and in te r e s t s  (1073:23}

The tr a n s la to r  must a lso  be ab le  to  e s ta b l is h  p r io r i t i e s  of equivalence 

and compensation, For example, i f  th e  w r ite r  o f th e  "original t e x t  makes 

use o f co in c id en ta lly  occurring  sound p ro p e r tie s  in  o rd e r to  add a 

dimension of meaning, th en  a s  t h i s  cannot be preserved  in  t r a n s la t io n  i t  

may be assigned  a  low p r io r i ty ,  In o rder to  p reserve  rhyme, however, th e  

tr a n s la to r  must modify demands fo r equivalence on gram m atical o r 

sy n ta c tic a l lev e ls , The te x t  w ill  change, but th e  t r a n s la to r  must always 

keep a sense of th e  function  of th e  te x t  a s  a l i t e r a r y  work,
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2.4, S tra te g ie s  fo r  comparison

Van Kesteren provides a  sem io tic  model w ith which to  a s se s s  the 

t r a n s la tio n  of a poem, o r indeed any o ther te x t  CHolmes e t  a l ,  19762, His 

model i s  p a r t ia l ly  su ccessfu l, a lthough ho f a i l s  to  develop any system  of 

p r io r i t i e s .  He d is tin g u ish e s  th ree  ca te g o rie s  which he la b e ls  sy n ta c tic , 

sem antic and pragm atic i s y n ta c tic s  c o n s titu te s  th e  study o f th e  form al 

p ro p e r tie s  of s ig n s , and th e  inventory of ru le s  combining them, sem an tics  

involves th e  s tudy  of th e  meaning and co n ten t o f s ig n s  and th e  in fluence 

of con tex t on both, w hile pragm atics  i s  concerned w ith th e  stu d y  and 

in fluence of th e  use of s ig n s a s  well a s  th e  e f fe c ts  and e f fec tiv en ess  of 

th a t  use [X9?8i 491. He goes on to  d iv ide each of these  in to  a fu r th e r  

th ree  elem ents, and then proceeds to  examine equivalence between th e  poem 

and th e  t r a n s la tio n  on each of th e  nine defined leve ls:

q u a lis ig n ; -  rhyme, a l l i t e r a t io n ,  any phonic o r g raphic  element 
s ln sig n : -  a t  th e  lev e l o f morphemes, lexemes, 

leg is ig n : -  based on th e  sy n ta c tic  s tru c tu re  of th e  te x t

a sm & tlo ,

icon: -  equivalence of sem antic o r m otif s tru c tu re s  

index,- -  equivalence a t  the level' o f th e  theme

symbol: -  symbols of a te x t,  o r i t s  basic  sem antic in v a rian t, a lso  
termed 'archim otifem e s t ru c tu re 1.

pragmatic
rhema: -  concerned with s t y l i s t i c  equivalence, 
d icen t: -  equivalence on th e  level o f th e  l i t e r a r y  genre, type of 

poem e tc ,
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argument; -  th e  period o r school in  which i t  was w r i t te n ,

This method has considerab le  fa i l in g s  in  th a t  i t  i s  a l in e a r  approach, 

considering  each lev e l in d iv id u a lly , and g ives l i t t l e  guidance fo r  

determ ining th e  in te ra c tio n  of a l l  th e se  elem ents, I t  does however 

provide us w ith a l i s t  o f those elem ents which must be taken in to  

co n sid era tio n  and can be u t i l is e d  in  t h i s  sense,

Toury suggests th a t  t r a n s la t io n s  should be regarded a s  func tions which 

map TL u tte ran ces w ith a p o s itio n  in  th e  ta rg e t  system , on SL u tte ra n c e s  

w ith analogous p o s it io n s  fed. Her&ans 1965:13-41]. In h is  view, 

d esc r ip tiv e  tr a n s la t io n  s tu d ie s  should focus on fu n c tio n a l-re la tio n a l 

concepts such a s  " tex tu a l elem ents o r l in g u is t ic  u n its  in  re la t io n  to  

t h e i r  p o s itio n s  in  th e  tra n s la te d  u tte ra n c e s  a s  system ic wholes" [21]. 

These u tte ran ces should then be considered  in  re la tio n  to  th e  ta rg e t  

system  and in  re la tio n  to  th e  source u tte ra n c e s , Eventually  th e  process 

o f decision-m aking involved in  th e  tra n s la t io n  can be reco n stru c ted  

to g e th e r w ith th e  s e t  o f c o n s tra in ts  accepted  by th e  tra n s la to r ,

Toury i s  more concerned w ith id e n tify in g  th e  t r a n s la tio n  norms a t  work; 

h is  approach i s  la rg e ly  o rien ted  to  th e  ta r g e t  language and th e  p lace of 

tra n s la te d  works in  th e  ta rg e t  l i t e r a r y  system . He em phasises th e  

primacy of th e  ta rg e t  t e x t  in  any attem pt a t  comparison. I f  th e  source 

te x t  i s  always taken a s  th e  prim ary model a g a in s t which th e  ta rg e t  te x t  

i s  measured, th ere  i s  a re a l  danger of seeing  only th e  's in s ' committed 

a g a in s t the  source te x t.  In h is  view, problems of tr a n s la t io n  must be
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approaohed from th e  ta rg e t  te x t  w ith re sp e c t to  i t s  a cc e p ta b ili ty  and 

performance in  the  ta rg e t  cu ltu re . T ran s la tio n s  may c o n s titu te  a

s ep a ra te  1I ta ra ry  subsystem  o r  they may be in te g ra te d  in to  th e  indigenous 

system . Some poe tic  t r a n s la t io n s  w ill always remain p a r t  o f a body of 

'tra n s la te d  l i te r a tu r e ’ and w ill  enjoy such lim ited  read e rsh ip  th a t  th e ir  

p o s itio n  a s  autonomous works o f a r t  w ill remain in  question,

Bio*: i s  not widely known in  E nglish, t r a n s la t io n s  of h is  work are  

probably la rg e ly  used a s  a id s  by those  w ith an inadequate knowledge of 

Russian; they  would form a sub-group w ith in  th e  sm all subgroup of 

R ussian poetry  in  t ra n s la tio n ,  w ith a very lim ited  ta rg e t audience. For 

t h i s  reason th e  primacy of th e  ta rg e t  te x t  i s  n o t acceptab le  fo r  t h i s  

type  o f study.

Van den Broeck £1985:54-62] d iscu sse s  Toury's concept o f an 'adequate 

t r a n s la t io n ’, Such a  t r a n s la t io n  com prises only those  fea tu re s  which a re  

fu n c tio n a lly  re lev an t fo r  th e  s t ru c tu ra l  re la tio n sh ip s  w ith in  th e  source 

te x t.  An adequate tr a n s la t io n  i s  an optim al reco n stru c tio n  o f a l l  ST 

elem ents p o ssessin g  te x tu a l func tions (which he term s textem es) [1965: 

S71. Any s h i f t s  a re  a  r e s u l t  o f th e  t r a n s la to r 's  norms, o r h is  d e s ire  to  

conform to  th e  ta rg e t  language sy sttm  norms. In poetry t h i s  o ften  

involves an abandonment of th e  rhyme p a tte rn  o r th e  m e trica l scheme of 

th e  o r ig in a l,  a s  the t r a n s la to r  su b jec ts  th e  o rig in a l to  th e  poe tic  norms 

o f th e  ta rg e t  language. Van den Broeck proposes th ree  s ta g e s  fo r the  

comparison o f tex ts :
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1. a tex tem ic a n a ly s is  o f th e  ST which determ ines the functional 
re levance of l in g u is t ic  and e x tr a - l in g u is t ic  elem ents, g iv ing  

p r io r i ty  to  asp ec ts  re la t in g  to  the h ie ra rc h ic a l s tru c tu ra tio n  of 

v arious te x tu a l components and th e i r  in te r re la tio n sh ip s

2. a  comparison of th e  IT elem ents corresponding  to  th e se  texteines 

tak in g  s h i f t s  in to  account

3. a gen e ra lis in g  d e sc r ip tio n  o f th e  d iffe ren ces  between th e  a c tu a l 

TT/ST equivalen t and th e  adequate tra n s la t io n  fed. Hermans 1985:58}

In undertaking such a tn re e -p o in t p ro cess , th e  is su e s  and a sp e c ts  'of 

a n a ly s is  discussed  b r ie f ly  a b r  -could a lso  be taken  in to  considera tion ,

Any assessjap—1 . >d comparison o f a poe tic  work and i t s  tra n s la t io n  w ill 

to  a  c e r ta in  ex ten t rem ain sub jec tive . For Burton Raffel th e  prim ary 

concern should be th a t  th e  t r -  . s la tio n  i s  a poem in  i t s  own r ig h t:

This i s  how tr a n s la t io n s  of p oe try  must be read , with 

the in n e r ear, unaided by d ic tio n a r ie s , grammars, 

an no ta tions, and sch o la rly  d isp u te s . Poetry i s  not 

foo tno tes, i s  not d e f in it io n s . I t  e i th e r  i s  poetry  o r i t  

i s  f a ls e  co in , And p o t LTV in  t r a n s la tio n  i s  e ith e r  

poetry  born anew or i t  i s  no thing a t  a l l .  CRaffel 1971:

I t  i s  in e v ita b le  th a t  a reader, i f  he should happen by chance to  read 

two t r a n s la t io n s  o f th e  same poem, w ill au tom atica lly  have a preference 

fo r  one o r  th e  o ther. Any a c t o f read ing  im plies an evaluation . The 

read er does not have to  be fa m ilia r  w ith th e  o rig in a l in  o rd e r to  a s se s s  

a t r a n s la tio n ,  because th e  most im portant requirem ent of a  good 

tra n s la t io n  i s  th a t  i t  be a good poem in  th e  ta rg e t language and cu ltu re .
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I t  may happen in t h i s  re sp ec t th a t  th e  t r a n s la tio n  i s  deemed su p e rio r to  

th e  o r ig in a l.  More usually , th e  reverse  i s  tru e , In any. assessm ent of a 

t r a n s la t io n  however, th e  ex is tence  of th e  poem as  an o rig in a l poem in  th e  

t a rg e t  l i t e r a r y  system  must be taken in to  account.



C hapter 3: Symbolism end Alexander Blok.

3,1. Symbolism a s  a  l i t e r a r y  movement

The l i t e r a r y  movement usually  re fe rre d  to  a s  symbolism  began in  France

la rg e ly  a s  a reac tio n  a g a in s t the in te a se  acd overwhelming rea lism  of

th e  la t t e r  h a lf  o f th e  n ine teen th  cen tury . The g re a te s t  c e n tre  of

Symbolism o u ts id e  France i s  undoubtedly Russia, where an indigenous

branch developed and reached i t s  clim ax during th e  f i r s t  decade o f the

tw en tie th  cen tury . There was a preponderance of p rose genres in  th e

form of leng thy  novels a t  th e  end of th e  n ineteeenth  century and a i . t l

need was f e l t  among a r t i s t s  and w r ite rs  fo r  a re v iv a l o f poetry , T

ad d itio n  the developing  c a p i ta l i s t  economy and i t s  concom itant

m ateria lism  to ge ther w ith th e  p o p u larity  o f Darwinism con trib u ted  to  an

undermining o f man's s e lf-e s teem  and s p i r i tu a l i ty  [Kasleaikov 1968:6J.

Merezhkovsky d escrib es  th e  in te lle c tu a l c lim ate  tow ards th e  end of the

n in e teen th  century:

Our period  i s  c h a rac te r ised  by two juxtaposed fea tu re s  -  
i t  i s  a tim e of th e  most extreme m ateria lism  and a lso  a 
tim e o f th e  most p a ssio n a te  i d e a l i s t ic  t ra n s p o r ts  o f the  
s p i r i t ,  Ve a re  p re sen t a t  a g re a t,  h igh ly  s ig n if ic a n t 
s tru g g le  between two ways o f  l i f e ,  two d iam e trica lly  • 
opposed Veltanschauungen. The la te s t  demands of 
re lig io u s  experience a re  c o llid in g  with th e  la te s t  
conclusions of em pirical knowledge, [c it. S ice  1975:71

I t  was im possib le  fo r  l i te r a tu r e  not to  r e f le c t  t h i s  tu rm oil. The 1590s

were a decade of reb e llio n . Kaslenikov s ta te s i

The re a l is a t io n  o f ir re c o n c ila b le  s p i r i tu a l  co n tra ­
d ic tio n s , a s  well a s  a sense of s o c ia l  in secu rity  and 
personal in s ig n ifican ce , re su lte d  in  an in te lle c tu a l trend
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th a t  was a t  once m y stica lly  hopeful, apocalyptic , hyper- 
in d iv id u a lis tic  and decadentiy  p e ss im is tic .

Although th e re  were many a f f in i t i e s  between th e  movements in  France and 

in  Russia, th e  two l i te r a tu re s  had such a  d if fe re n t tr a d i t io n  and

in h e ritan ce  th a t  th e  R ussian movement soon developed i t s  own

c h a ra c te r is t ic s  and dynamics, eventually  s p l i t t in g  in to  two opposing 

groups. Bryusov and Balmont were a t  th e  head o f th e  o lder so -c a lle d  

Decadent group w hile th e  younger S ym bolists developed under th e

leadersh ip  of Bely, Ivanov and Blok. While B'. yusov and th e  Decadents 

looked inw ards, th e  younger group believed th a t  tru e  symbolism must

reconcile  Ihe poet and th e  people, and th a t  one of i t s  major ta s k s  was

th e  c re a tio n  of re lig io u s  myths and th e  p rev is io n  of a  c o lle c tiv e

re lig io u s  experience [Sice 1975: 94J. The tw en tie th  cen tury  was seen a s  

an apoca lyp tic  tu rn in g -p o in t between th e  o ld and th e  new world, re f le c te d  

in  th e  p oe try  of th e  period in  a b e lie f  in  a  Second Coming, a  new dawn 

fo r  Russia, tak ing  up Solvyov's b e lie f  in  Moscow a s  th e  Third Rome fc f. 

Paggiall 1960: 127; a lso  c f,3 .2 . below], D venadtsat' i s  p laced r ig h t  a t  

th e  cen tre  o f t h i s  c ro ss ro ad s  between th e  o ld and new w orlds, a concept 

which i s  a lso  c e n tra l to  th e  c a rn a v a lis tic  tren d  in l i te r a tu r e  o f th e  

tim e, again re f le c te d  in  dvenad tsat'.

Bely, Ivanov and Blok a l l  believed  th a t  any phenomenon may be understood

a s  a symbol, and th a t  th e  id e a l could become a c t o r deed so th a t;

through th e  m ediation and th e  contem plation of the  
p r in c ip le  o f love, of th e  E terna l Feminine, man may 
ascend to  high heaven from th is  low world. CPoggloU 
1960: 1181
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By e x te rn a lis in g  and making public  th o se  sub jective forms given to  

experience in  an a ttem p t to  reconcile  th e  concrete  and th e  id e a l world, 

th e  a r t i s t  c rea te s  myth. IS th e  symbols of a r t  deal in  t h i s  u n iversa l 

currency of myth then  they can g ive th e  reader a knowledge of th e  idea l

world norm ally hidden from b is  view. Thus the poet i s  able, through h is

a r t ,  to  rev ea l th e  e s s e n t ia l  nature  of th in g s  and th e i r  p lace in  th e

d iv in e  scheme, thereby  g iv ing  th e  read er access to  th e  u ltim ate  t ru th .  In

Sym bolist p oe try  th e re  e x is ts  a rec ip ro ca l ac tio n  between th e  c re a to r  and 

th e  l is te n e r ,  making the l a t t e r  in to  a  c o -p a r tic ip a n t in  c re a tio n . By 

means of Sym bolist poetry  th e  music w ith in  us i s  awakened to  th ro b

w ith the music of th e  un iverse . C, M. Bowra a ttem pts a te n ta t iv e

d e fin itio n :

The essence o f Symbolism i s  i t s  in s is te n c e  on a world of 
idea l beauty, and i t s  conv iction  th a t  th i s  i s  rea lised  
through a r t .  The e c s ta s ie s  which re lig io n  claim s fo r 
the devout through p rayer and contem plation a re  claimed
by th e  Sym bolist fo r  th e  poet through the e xerc ise  of
h is  c r a f t .  [1943 : 63

3.3, In fluences on Russian Symbolism o f  re levance to  D venadtsat'

Vladimir Solovyev, an im portan t ph ilosopher and th eo lo g is t o f th e  la s t  

q u a rte r  o f th e  n ine teen th  cen tury , had a profound in fluence on th e  

R ussian Sym bolists. Poggioli describes  him a s  paving th e  way fo r  th e  

movement by once so re  forg ing  a  lin k  between philosophy and re lig io n . 

In ad d itio n  he revived the myth of Moscow as  th e  Third Rome [see p31 

above and Poggioli: 1203. His major th e s is  was th e  concept th a t  the  

whole of c re a tio n  was ruled by a  s in g le  a ll-em bracing  fem inine p r in c ip le ,
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a  m ystica l and d iv in e  being re fe rre d  to  a s  Sophia o r  th e  E tern a l 

Feminine. He emphasised th e  co rp o ra lity  o£ th e  s p i r i t  in  th e  son of God, 

th e  son o f Man, and th e  church a s  the  b rid e  and body of C h ris t.

Solovyev re inforced  th e  view o f  poetry  a s  th e  h ig h es t o f a l l  in strum en ts

o f v is ion ; Poggioli could be re fe r r in g  to  Blok when he say s of Solovyev;

P oetry was fo r  him both th e  v esse l and th e  veh icle  of 
t h a t  prophetic  dream which he viewed a s  th e  only means 
to  d iscover e te rn a l t ru th . [I960! 123]

Schopenhauer affirm ed music a s  th e  h ig h es t fo ra  o f a r t ,  an a t t i tu d e  

adopted w holeheartedly by th e  Sym bolists who openly sought to  a sp ire  to  

th e  q u a l i t ie s  o f music in  th e i r  poetry . The musical q u a lity  of Sym bolist 

v e rse  was a lso  a ffe c te d  by the music of R ichard Vagner, h im se lf a 

symbol fo r  revo lu tionary  change. His emphatic music was extrem ely 

popular in  Russia a t  th e  tim e and exerted  a  s tro n g  influence on Blok, 

Schopenhauer’s  c r it iq u e  of ind ividualism , in  which he emphasised th e  need 

to  break through th e  bonds o f in d iv id u a lity  in  o rd e r to  achieve genuine 

l ib e ra tio n , was a lso  o f s ig n ifican ce . Solovyov took  th e  same s tan ce  and 

was po ssib ly  th e  g re a te r  d ir e c t  in fluence, Although in i t i a l l y  th e  

S ym bolists s tre s s e d  th e  im portance of th e  ind iv idual, in  la t e r  y ears 

th e re  was a " re tre a t from extreme indiv idualism  and an a ttem pt to  

d is c re d i t  th e  sub jec tive  element in  c r e a t iv i ty  and show a r t  to  be an 

in strum en t fo r  the re co n s tru c tio n  o f commvsal values1’ {V est 1970: 131-2J. 

According to  Vest th e  reasons fo r th i s  r e t r e a t  were twofold: f i r s t l y ,

th e re  was an u ltim ate  a lleg ian ce  to  th e  n ineteen th  century tr a d i t io n  of 

so c ia l  commitment in  l i te r a tu r e ,  and, secondly, indiv idualism  was tempered
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by Solovyev a s  w ell a s  by Schopenhauer's concept o f th e  renunc ia tion  of 

th e  s e l f  -  th e  ind iv idual could transcend  th e  sub jec tiv e  s t a t e  and gain 

knowledge o f tn e  m etaphysical essence of th e  cosmos. The sym bolist 

debate  concerning the idea l versus th e  r e a l  world re f le c te d  Schopenhauer's 

in te rp re ta tio n  of the re la tio n sh ip  of appearance and essence. The re a l 

ten s io n  of th e  sym bolist a e s th e tic  was between th e  idea th a t  th e  a r t i s t  

d i s t i l s  from r e a l i ty  what i s  most g en e ra lly  v a lid  fo r the community and 

th e  idea th a t  he transm utes r e a l i ty  in  th e  l ig h t o f an im aginative v is io n  

o r in tu it io n , I t  involved a fa ith fu ln e s s  both to  th e  in v is ib le  world and 

to  m a te ria l in ca rn a tio n , w ith th e  poet a s  a m ediator between two w orlds.

The s itu a tio n  p ecu lia r to  Russian l i te r a tu r e  brought th e  younger group of 

Russian Sym bolists back tow ards realism  in  th e i r  view of a r t  [c f.V es tfiL  

D venadtsa t’ in p a r tic u la r  r e f le c ts  t h i s  s e m i- r e a l is t ic  q u a lity  of Blok's 

la te r  vsrwe. The poem rep re se n ts  a culm ination of Blok's work and in 

many ways c o n tra s ts  s tro n g ly  w ith h is  e a r l ie r ,  more m y stica l verse , 

D venadtsat' i s  a t  tim es d isco rdan t, a t  tim es harmonious, both r e a l i s t  and 

ye t steeped in  sym bolic re fe ren ces and a llu s io n s , I t  d e sc r ib e s  re a l 

events and a concrete landscape ye t comes to  a clim ax in the  supe rn a tu ra l 

and re lig io u s . I t  i s  a poem th a t  can b e s t be appreciated  w ith in  the 

con tex t of th e  sym bo list movement and of Blok 's o th e r  works,

3.3. A leksandr Blok -  h is  p o e tic  world

Blok i s  g enera lly  recognised a s  th e  g re a te s t  o f the  Sym bolist poets, 

a lthough he i s  n o t n ecessa rily  the most typical, re p re sen ta tiv e  of the
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movement. As Avril Fyman no tes, he has o ften  been described  a s  adhering 

more c lo se ly  to  Romanticism Ccf.Fynan 1980 Vol.1:97-8]. Obolensky 

comments;

He was a  co n s is te n t Sym bolist in  h is  use of m etaphorical 
language to  convey s p i r i tu a l  o r psychic  experience, but 
much o f h is  re lig io u s  and love poetry  and h is  view of 
poe tic  in sp ira tio n  may broadly be termed rom antic. 
led.1965: x llv ]

T ypically  rom antic i s  the  d u a lity  of both h is  p e rso n a lity  and h is  verse , 

each a sp ec t forever in  c o n f l ic t  with th e  o ther, On th e  one hand Blok 

was deeply re lig io u s  and moral, and h is  knowledge of the B ible and of 

r e lig io n  must not be underestim ated a s  an in fluence in  h is  work, On the 

o th e r  hand he was am oral and ir re sp o n s ib le , w ith an element of gyp sy -lik e  

abandon which i s  seen so o ften  in  h is  poetry  [fo r example, Snezhnaya 

Haska, Karaeol. Chulkov commented of him:

Beneath the mask of co rrec tn ess  and pedantry  th e re
lurked th e  fe a r fu l s tra n g e r  -  chaos, [cit.Ksiaball 1965:

A major in fluence on Blok’s  poetry  was V ladim ir Solovyev's com pelling

concept of Sophia; Kaslenikov summarises her e s s e n tia l  nature:

Sophia i s  th e  companion of God. As such she* i s  the  
image of the p e rfe c t woman-soul. Because God would 
share  h is  joy w ith every  human, Sophia 's image is  
access ib le  to  every liv in g  being, The e te rn a l woman- 
soul, a s  l iv in g , s p i r i t  e n tity , h e r s e lf  c a r r ie s  out the  
d iv ine w ill by re f le c tin g  her image in  m ortals. Bach 
person loves an idea l o f th e  o th e r world. In l i f e  each 
in d iv idua l loves th a t,  e s se n tia lly  human, being who might 
b e s t r e f le c t  Sophia 's image a s  each ind iv idual 
in tu itiv e ly  conceives i t ,  []faslenikov:57-8]
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Blok was th e  only modern poet to  devote so  much verse  to  t h i s  div ine 

being, involving h is  own search  fo r  t h i s  sacred  figure , h is  fe a r  of 

d isillu sio n m en t and fa ilu re , and the haunting p o sa ib lity  o f eventual 

be traya l.

Blok sought to  fuse H ie  and a r t  through th e  c re a tiv e  p rocess. Possib ly  

th e  major is su e  in  h i s  poems i s  th e  question  of th e  sy n th e s is  of 

appearance and essence; he believed  along w ith th e  o ther Sym bolists th a t  

a poet had th e  a b i l i ty  to  look beyond th e  v e il  o f immediate r e a l i ty  in to  

th e  abyss of th e  o th e r, tru e , re a li ty .  Blok sa c r if ic e d  him self in  the  

quest fo r  t h i s  abso lu te  tru th ,  and f in a lly  perished  when he r e a lis e d  th a t  

i t  was fu t i l e  -  a lthough th i s  was not to  come u n t i l  s ev e ra l y e a rs  a f te r  

th e  Revolution.

The a c t o f c rea tio n  in  which th e  poet grasped  th e  v ison c f  th a t  o th e r 

world i s  described  in  poems such a s  K Muss and Kbudozhnik- In 1608 he 

wrote of poetry:

Only th a t  which was th e  w r ite r 's  con fession , only th a t  
l i t e r a r y  c rea tion  in  which th e  au thor burned h im self to  
ashes can achieve g re a tn e s s . I f  th e  sou l immolated thus 
i s  enormous i t  w ill move more than  one generation , one 
people, one country. But even i f  th e  soul i s  not g rea t, 
sooner or la te r  i t  w ill move a t  le a s t  th e  p o e t's  
contem poraries, not by hl.% c ra f t  o r o r ig in a lity ,  but by 
the s in c e r i ty  of h is  s e lf - s a c r if ic e ,  Celt. B brlich  1964:

In sp ira tio n  was derived from th e  music of th e  Cosmos and in  th i s  sense 

th e  poet p lays a  p a ssiv e  ro le ; th e  g u ises  of th e  Muse may however be 

d is to r te d  by th e  p o e t's  own reac tio n  to  a  r e a l i ty  which he perce ives a s
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a lien a ted  from th e  harmony of th e  spheres, Blok e lab o ra te s  t h i s  concept 

o f the d ia le c tic  n a tu re  of th e  p o e t 's  r e la tio n sh ip  to  l i f e ,  The th e s i s  is  

seen a s  th e  poe t’s  s p i r i tu a l  freedom and s e c re t knowledge of o ther 

w orlds; then  comes th e  a n t i th e s is  -  a r t  becomes a descent in to  h e ll  and 

th e  u ltim ate  s in  of th e  Sym bolist poet i s  th a t  he i s  merely a poet 

in stead  o f a prophet; f in a lly  in  the  sy n th e s is  o f t h i s  dilemma th e  p re t 

must re tu rn  to  l i f e  and re a li ty ,

3,4 Blok’s  poetry

Blok's f i r s t  major cyc le  of poems, S tllrh i o Prekrasnoy Dam, were

published in  1905 and were c le a r ly  in sp ire d  to  a g re a t e x ten t by h is

in fa tu a tio n  w ith and love fo r Lyubov’ Mendeleyeva, whom he m arried in

1903. The ov e ra ll im pression of S tik h l  o F rskrasnoy  Zteune i s  one o f f a ith

and hope, Blok makes us aware o f  th e  ex is tence  of a h igher r e a l i ty ,

c o n tra sted  w ith the shadowy images of o rd inary  l i f e :

Vnemlya zovu sh iz n i smutnoy,
Tayno pleshchushchey vo one,
Mysli lozhnoy 1 a inutnoy 
3e otdamsya i  vo sne.
Zhdu volny -  volny poputnoy 
K luchezarnoy glubine. fJ:39, 3 rd  Ju ly  1901]

Blok i s  ab le  to  l i s te n  to  th e  harmonious music o f th e  Cosmos and through 

h is  c r e a t iv i ty  to  fo rm alise  h is  experience in  words by means of symbols 

roo ted  in  d a ily  l i f e .  The Beautiful Lady, whose ea r th ly  in ca rn a tio n  is  

Lyubov Dmitrievna, sym bolises th e  process  of c re a t iv i ty  -  in  m eeting 

w ith her r e s t s  the p o s s ib i l i ty  of abso lu te  c re a tiv e  s e lf - r e a l is a t io n ,
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Prom 1904 the image of the  femir.ine , resence begins to  assume s tran g e  

form s, f i r s t  a s  th e  Soc tu rna l V iolet (1905-6) and ;han a s  an image of th e  

elem ents In  th e  Snow Mask cycle.

Blok was in tense ly  d isappoin ted  w ith th e  fa ilu re  o f the 1905 Revolution, 

and h is  th ree  p lays of 1906 a re  a l l  in fused  with a sense of d e sp a ir and 

a  lo s s  of fa ith .  In h is  inc reasin g ly  iro n ic  outlook on l i f e ,  th e  poet 

becomes a p lay -ac to r and th e  B eautiful Lady tu rn s  in to  a cardboard  do ll. 

This i s  esp ec ia lly  ev ident in  Balaganchik, a  s h o r t c a rn iv a l p lay  based on 

tho s to ry  of Columbine, P ie rro t and Harlequin, The use o f parody and 

self-m ockery  i s  developed fu r th e r  in  D venadtsat', where th e re  a re  sev e ra l 

p a ra l le ls  between Columbine and Kat'ka.

On th ree  occasions in  h is  l i f e  Blok was overcome by a frenzy o f c re a tiv e  

a c t iv i ty ,  each of which produced an ou tstand ing  cycle  of poems. The 

f i r s t  o f these , Sneshnaya Ifaska, was w ritten  in  two weeks Ju st a f te r  the 

C hristm as o f 1906, when Blok was in fa tu a ted  w ith th e  a c tre s s ,  Natalya 

Nikolayevna Volokhova. Blok 's commitment here i s  to  a new world, 

sym bolised by th e  th e  b lizzard , a recu rrin g  image in  h is  poetry , 

s ig n ify in g  in t h i s  cycle  the elem ental p assio n  of th e  moment of c rea tio n  

o f an a r t i s t i c  work. S im ila rly , the cycle  'Karmen1 was w ritten  in 

another c re a tiv e  b u rs t  in March 1914 when Blok was in fa tu a te d  w ith 

Lyubov1 Aleksandrovna Del'mas, a p ro fe ss io n a l sin g e r, The f in a l  poem of 

th e  la t t e r  cycle  rev ea ls  Blok's b e lie f  in  an idea l ex is tence , a  world of 

harmony:

I v zareve ego -  tvoya bezumna raladost',.,
Vsye -  muzyka i sv e t: ne t s c h a s t'y a , ne t israen...
Melodiey odncy zvuchat pechal' i  r a d o s t’.,,
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ITo ya lyublyu tebya: ya sam takoy, Karisea.CI 433, l in e s

Increasing ly  during th e  y ears leading up to  th e  Revolution, when th e

v is io n  of th e  B eautiful Lady seemed fo rever removed from h is  s ig h t, Blok

turned  more and • • to  Russia, in  which he saw an object worthy of h is

devotion, a kind of fem inine e n t i ty  which would rep lace  o r even be

id e n tif ie d  w ith th e  B eautifu l Lady, In Blok 's search  fo r  a sy n th e s is

oetwecn r e a l i ty  and ' ideal world, he attem pted to  see R ussia ao th e

in carn a tio n  o f the  s p i r i t  o f music and to  prove th e  'an tim usica lness ' of

th e  nature  o f the In te ll ig e n ts ia ,  His views a re  la rg e ly  expressed  in  two

papers he gave in  1908 -  Narad i  In te ll ig e n ts ia  and S tik b iy a  1 Kul 'tura.

He e s ta b lish e s  a b a s ic  opposition  between c iv i l is a t io n  and cu lture ,

equated re sp ec tiv e ly  w ith so c ie tie s  liv in g  in  detachment from, and in

harmony w ith, Nature o r the 'S p ir i t  o f Music'. He conceived of th e  s p i r i t

o f music a s  a Dionysian force u i v i tc ’ change, b ring ing  chaos in  o rder to

c re a te  a  new cosmos CPoggioli: 1381. He believed  th a t  r a t io n a l is t ,

s c ie n t i f ic ,  educated European soc ie ty , in  suppressing  th e  voice of th e

elem ents, had become divorced ,rom Nature and was doomed to  co llapse ,

w hile he saw th e  popular masses a s  th e  tru e  bearers  of cu ltu re , who had

continued to  liv e  in  harmony w ith th e  rhythm of natu re  and th e  music of

th e  Cosmos. He wrote <n h is  d ia ry  on A pril 1 s t  1919:

Art Is born of th e  e te rn a l in te ra c tio n  between two k inds 
of music -  th e  music of th e  c re a tiv e  in d iv idua l and th e  
music which sounds in  th e  depths of th e  popular soul,
th e  soul o f th e  m asses. G reat a r t  i s  born only of th e
union of these two e le c tr ic  cu rre n ts , fe l t ,  Vcoduerd:14]

During th i s  period  Blok 's poems began to  con ta in  more o v e rtly  p o l i t ic a l  

overtones, although th e  main theme was s t i l l  th e  love of the ' idea l and an
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In tense anger a t  th e  shortcom ings of r e a l i ty .  A co llec tio n  pubUoi, .-d a s

Yamby in  1919, but w ritten  between 1907 and 1914, exp resses Blok's

anger and compassion fo r  those su ffe r in g  from so c ia l  e v ils ,  and b is

longing fo r  change, He wrote to  S taa ls lav sk y  in  December 1906:

,,My theme, and I know th a t  now fo r  c e r ta in , w ithout any 
doubts w hatsoever, is; a liv in g , r e a l  theme, i t  i s  not 
only bigger than  ne, it- I s  b igger than  a l l  o f us put 
tog' th e r; and i t  i s  a theme common to  us a l l ,  A ll o f us 
Mho a re  a liv e  come to  i t  one way o r another. I f  we do 
not come to  i t ,  i t  w ill  cora.e to  us, i t  i s  already  
advancing...

That i s  how theme s tan d s  before me, the  theme 
o f  Sussia  (and ic  p a r tic u la r , th e  question  o f the  
in te l l ig e n ts ia  and th e  people). To th i s  them 3 I 
d e lib e ra te ly  and irrevocab ly  dedica te  my Z lfe . fc it .  P/man 
1980 I1:1J

His pcea Rvs', w ritten  in  September of 1906 shows c le a r ly  t h i s  devotion

to  R ussia and a l l  i t  sym bolised fo r  him:

Gde razn o lik ie  narody 
Iz k raya  v k ray , iz  dola v doi 
Vedut nochnye khorovody 
Pod zarevom goryashchikb se l.. ,

...Tropu pechal nuyu, nochnuyu 
7a do pogosta protnp-ca.,
I tarn, na kladM shche noehuya,
Podolgu pesn i raspeva l. (I. 181: 9-12, 39-32}

Blok became in c rea s in g ly  convinced, th a t  th e  next revo lu tion  would be a 

s o c ia l i s t  revo lu tion , sweeping away th e  o ld regime ru th le s s ly  and 

in d isc rim in a te ly . His foreboding of th e  fu tu re  was ezrpreseed in  the  

cycle  of poems ifa fo i e  Kulikovom. His a t t i tu d e  tow ards h is  own fu tu re  

and th a t  o f R ussia sw ings from pessimism to  optimism, As revolu tion  

became more and more probable he became in to x ica ted  w ith confidence in 

R ussia 's  fu ture:

I nevozmozhnoe vosmozhno,
Doroga dolgaya legkaf/o J,/,- 296-7, 25-6 , 19081
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At th e  same tim e h is  a t t i tu d e  to  R ussia remained am bivalent:

Russia i s  transform ed in  h is  v erse  in to  a m ystical, 
ly r ic a l en tity , in to  Blok's cu lm inating fem inine symbol, 
whom he add resses  a s  a b ride , a wife and a mother, Yet 
a t  the same tim e she a lso  provokes h is  hatred  and anger, 
fo r  l ik e  th e  fem inine fig u re s  of a l l  h is  v is io n s  she i s  a 
'double' -  not only a b rid e  but a lso  a gypsy, a symbol 
no t only of love, beauty, harmony, and gen tleness , but 
a lso  o f passion , b e s t ia l i ty ,  chaos and violence. A ll 
these c o n flic tin g  elem ents a re  in d isso lu b ly  fused in  the 
complex image of B ird 's  Suss.ia. [Voodvard;13J

Blok grew more and. more ag it.. :ed a s  th e  revo lu tion  seemed to  draw nearer.

Chukovsky w rite s  of Blok a t  "hat time:

...he was l i t e r a l l y  possessed  by th i s  thought o f th e  
ca tastrophe  th a t  overshadowed us and whatever th e  
subject o f conversation , would re tu rn  to  i t  again and 
again. Celt. Fyaan II , p31J

Vhen the Revolution cane he was o p tim is tic  and joyful. Bowra quotes

B lok 's aunt, speaking in  191? of her nephew's enthusiasm  fo r  th e

Revolution:

I t  seemed to  him th a t  th e  o ld world was r e a lly  destroyed 
and th a t  in  i t s  p lace must appear something new and 
beautifu l. He went about, young, cheerfu l, f re sh , w ith 
sh in ing  eyes, l is te n in g  to  th a t  revo lu tionary  music in  
the  no ise  of th e  o ld w orld 's co llap se  which, on h is  own 
testim ony, sounded unceasingly in  h is  ea rs . [Bowra, pi71)

For him th e  concept o f th e  rev o lu tio n  was musical above a l l  e lse . In i t

he saw a  m an ifestation  of th e  S p i r i t  o f Music. D venadtsa t' I s

considered by many to  be th e  culm ination o f h is  work, in sp ire d  by the

'm usic' o f th e  revolu tion . Vhen Blok wrote t h i s  poem he was working

under th e  same influence a s  when he had w ritten  the cy c les  Sneshnaya

Masks and Karmen. He was fu l l  o f optimism about the revo lu tion , and

tru ly  believed  th a t  a  new, b r ig h te r  e ra  haa dawned fo r  Russia.

*
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Chapter 4: Blok 's P oetic  Language

The 1890s brought a tu rn in g  po in t in  the  h is to ry  o f Susslan poetry , 

Influenced s tro n g ly  by th e  French Sym bolists but w ith na tiv e  ro o ts  in  the  

poetry  o f Fet, Tyutchev and Solovyev, Tyutchev broke new ground In  h is  

use of language and m etre, tre a tin g  th e  tra d i t io n a l  m etres w ith 

considerab le  f le x ib i l i ty ,  in  marked c o n tra s t  to  th e  r ig id  c o n s tra in ts  

under which poets had prev iously  w ritten , By th e  s t a r t  o f th e  tw en tie th  

cen tury  th e  n ecess ity  fo r  an equal number of u n stre ssed  sy lla b le s  bvween 

th e  s tre s se d , o r p o te n tia lly  s tre s se d , sy lla b le s  was abandoned, so  th a t  

while the number o f s tre s s e d  sy lla b le s  per l in e  remained compulsory th e  

t o t a l  number o f sy lla b le s  per l in e  was now v ariab le . Together w ith the 

re lax a tio n  o f such c o n s tra in ts  th e  trea tm en t of o th e r poe tic  devices such 

a s  caesuras, rhyme, and enJaL'-ement a lso  changed.

Blok 's poetry  i s  very o ften  w ritten  in  fret- accentual verse , in  which 

s t r e s s  i s  s u b s titu te d  fo r  a com bination of leng th  ,:nd s t r e s s  a s  th e  

dynamic of m etrica l opposition . Thus no re g u la r ity  i s  necessa—.• in  i t s  

d is tr ib u tio n .  Blok was instrum en ta l in  advancing Russian poe tic  

v e rs if ic a tio n , in  th a t  he adapted and changed th e  more tra d i t io n a l  

sy llab ic -accen tu a l verse . I t  i s  mainly due to  him th a t  accentual verse , 

based on a s e t  number of s t r e s s e s  and re g a rd le s s  of th e  to ta l  number of 

sy lla b le s  was e s tab lish ed . For th e  sy m b o lis ts  t h i s  'free  v e rse ’ was a
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symbol of life 's ,  dynamic fo rce s , a s  they s tr iv e d  to  re c rea te  th e  'm usic o f

th e  elem ents'. Such ve rsa  i s  never a s  f re e  a s  E nglish vsrse , however, and

Blok's verse  re ta in s  "heavy to n ic  s t r e s s e s ,  s tro n g  e f fe c ts  o f symmetry,

re g u la r ity  o f rhyme and m etre, and frequen tly  a rch a ic  d ic tio n ”

[Sta llw orthy: 111. As i t  i s  th e  c o n s tra in ts  and p a tte rn s  under which a

poe t w rite s  th a t  help to  c re a te  good verse , these  o ften  cause considerab le

d if f ic u l ty  fo r  th e  t r a n s la to r .  Stankiew ics w rites:

The g re a t poet i s  the  man who p o sse sse s  an in tu itiv e  
meaning o f th e  ru le s  th a t  a re  o b lig a to ry  w ith in  h is  own 
poe tic  tr a d i t io n  and language, but who a lso  can 
manipulate these  ru le s  in  accordance w ith h is  own 
a r t i s t i c  in te n tio n s  and who cam su rp ass  th e  l im its  
p rescribed  by t r a d i t io n ,  fed. Sebeok 1935: 81]

In Sym bolist poetry  rhythm and m etre a re  c lo se ly  linked. Metre can be 

d iv ided  in to  b inary  and te rn a ry  m etres, th e  fcrm er being th e  most 

favoured. Binary m etre has two v a r ia n ts , iambic and tro ch a ic . Iambic 

m etre i s  by f a r  th e  most common in  Russian poetry , 84% of Pushkin 's 

ve rse  being w ritten  in  th i s  metre, T rochaic m etre i s  more common in  

songs and fo lk  poetry , and i s  used ex tensive ly  oy Blok. Various 

dev ia tio n s in  th e  reg u la r m etre are  allowed in  Russian p oe try , mainly 

involving, th e  om ission of s t r e s s  on c e r ta in  sy lla b le s . In English  b inary  

m etre t>e om ission o f s t r e s s  i s  f a r  le s s  common than  in  Russian a s  words 

a re  genera lly  sh o r te r  and many have a  secondary s t r e s s .  The ch ie f 

c h a ra c te r is t ic  o f English  b inary  m etre i s  ra th e r  th e  d isplacem ent of 

s t r e s s ,  sy n ta c tic a l s t r e s s  rep lac ing  m e tr ica l s t r e s s  (Unbegaun 1977: p44J, ■

it m * m u*
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The normal lin e  In English  iambic v erse  has fiv e  fe e t; In R ussian by fa r  

th e  commonest i s  th e  fo u r-fo o t iamb, th e  norm fo r  alm ost a l l  genres of 

iambic verse , The general tendency i s  fo r Russian to  use a  l in e - le n g tb  

one foo t sh o r te r  than  th a t  usua lly  favoured by E nglish poets tci.Kemball 

1965:112]. In E nglish poetry  th e  pentam eter enables th e  poem to  c a rry  

con ten t by th e  co n stan t v a r ia tio n  of l in e  groupings, w hile in  R ussian the 

four-iam b u n it  i s  used to  th e  same end, avoiding monotony by vary ing  the 

use of word boundaries. Blok h im self wrote th a t  th e  sim p le st expression  

of th e  rhythm of th e  period  of 1910-11 was the iambic m etre Ccf. Kemball:

Rhythm i s  o ften  seen a s  a dynamic qu a lity , involv ing  sev e ra l fa c to rs :

I )  m etrica l sequences and dev ia tions

I I )  word boundaries in  re la tio n  to  fe e t boundaries 

i i i> s y n ta e tic a l "roups in  re la t io n  to  m etrica l groups

iv ) syntugm atic re la tio n s ,  word order, s y n ta c tic  ten sio n s

re p e tit io n  and ju x tap o s itio n  of sounds (Hrushovskl (ed.Ssbeoki 
1960:101]

Tynlanov desc rib es  rhythm as:

the c o n s tru c tiv e  fa c to r  of verse , dom inating and turn ing  
a l l  laws of p ro sa ic  sem antics in  a p a r tic u la r  d irec tio n , 
th a t  d ire c tio n  which i s  fu n c tio n a lly  advanced in  the  
p a r tic u la r  poem, Ctrans. 1981:1?]

For1 Tynlanov the n a tu re  of th e  form of a l i te r a ry  work a s  a dynamic 

phenomenon I s  o f th e  g re a te s t  im portance. S tru c tu re  and meaning are  

in te r re la te d  on e l l  lev e ls , a lthough n o t a l l  elem ents have th e  same value 

in  d iffe r in g  con tex ts . Thus i t  i s  im portant to  d is tin g u ish  the
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d is t in c t iv e  elem ents in  a p o e t's  language and then  determ ine how they 

work to ge ther in  th e  concrete  co n figu ra tions of th e  poems.

Poems with no co n s is te n t m etrica l scheme may be sa id  to  have 'f re e  

rhythm '. In such in s tan ces  th e  o rgan isa tio n  of language f u l f i l s  th e  

function  of poe tic  rhythm. In th e  c rea tio n  of t h i s  rhythm, verse lin e s  

a re  of g re a t im portance, a s  they in te ra c t  w ith sy n ta c tic  and sem antic 

d iv is io n s . The major rhythm ic d iffe ren ces between poems depend on the 

re sp ec tiv e  leng th  o f th e  lin e . This i s  p a r tic u la r ly  common in  modern 

E nglish verse.

Robin Kemball p o in ts  out th e  e s se n tia l  d iffe ren ce  between th e  concepts of

rhythm held by Bely and Blok, while fo r  Bely rhythm was a m atte r of

m athem atical c a lcu la tio n  based on th e  number of d ev ia tio n s from th e

m etrica l norm, fo r Blok;

I t  was a human, even a cosmic, conception, in tim ate ly  
bound up w ith, and d eriv ing  from, th e  events of the 
world around him and th e  's p i r i t  o f th e  tim e’ in  which 
he lived , b e tray a l o f which, a s  he once remarked, was th e  
only s in  which h is  century would never fo rg ive  a man.
[Kemball: 47]

h= quotes Georgiy Adamovich in  the  same vein;

Blok’s  poems must be read, not so  much ana lysing  th e  
te x t a s  l is te n in g  to  t.,3  rhythm -  and in  any case
m ultip ly ing  th e  sen se  by th e  sound Blok’s  te x t i s
confused, i t s  l i t e r a l  meaning, in  th e  m ajority  of cases, 
obscure. Yet Cwhenl supported by th e  rhythm -  in  which 
case' th e  in to n a tio n  of th e  sen tence sometimes lends i t  
ten  tim es a s  much fo rce  -  th e  te x t  becomes dazzling in  
i t s  b r il l ia n c e  [24]
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Rhyme may in te r r e la te  w ith meaning but i t s  e f fe c t i s  p rim arily  ae s th e tic . 

There a re  th re e  types of rhymei

1, Masculine; the  s t r e s s  i s  on th e  la s t  sy lla b le

2. Feminine: the  s t r e s s  i s  on th e  penultim ate sy llab le ,

3- D actylic: the s t r e s s  i s  on th e  th ird  sy lla b le  from the end,

In modern English ve rse  th e  m ajority  of rhymes a re  m asculine while in

R ussian a lte rn a tin g  masculine and fem inine rhymes a re  more usual.

There i s  often  a sem antic re la tio n sh ip  between rhyming u n its ,  

Equivalence in  sound in ev itab ly  involves sem antic equivalence, i f  only on 

th e  lev e ls  o f aesa. connotation, Jakolson  s ta t e s  th a t  any

a n a ly s is  o f poetic  souu. *e must take  in to  account th e  phonological

s tru c tu re  of th e  given language and th e  h ie ra rch y  of phonological 

d is t in c t io n s  in  a given poe tic  convention fJakobson ed. Sebeok I960: 374J.

Blok never made a sy stem atic  s tudy  of m etre and prosody. D espite t h i s

h is  technique was a lm ost pe rfec t, Chukovsky wrote:

His astounding technique i s  astounding p rec ise ly  by 
reason of i t s  being alm ost im perceptible. Only among 
le s se r  poets does technique occupy th e  fo re fro n t o f th e  
p ic tu re  in  such a way th a t  we in v o lu n ta rily  becore aware 
of it,..B u t with a g rea t poet, w ith a Lermontov o r a Blok, 
th e  e n tire  technique i s  so  organ ica lly ' welded with what 
was once c a l le r  th e  soul th a t ,  though enchanted by i t ,  we 
a re  ye t unconscious of i t s  ex istence. Celt. KembaU: ST]

The tr a n s la to r  o f D venadtsat' must take  th e  rhythm, m etre and rhyme of 

th e  o rig in a l poem and attem pt to  tr a n s la te  them in to  acceptab le  E nglish 

poetry , m  so  doing he must ass ig n  g re a te r  o r le s s e r  im portance to  each 

aspec t and must choose a  form of E nglish poetry  which b e s t tr a n s f e r s  the
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function  o f th e  source text, in  th e  source language l i te r a ry  m ilieu in to  

th e  ta rg e t language l i t e r a r y  milieu.

The atmosphere a t  th e  tu rn  of th e  cen tu ry  was one of g re a t change, a

tu rn in g -p o in t in h is to ry  a s  well a s  in  a r t ,  Kugel d escrib es  th e  a t t i tu d e

of th e  Sym bolists:

th e ir  own fee lin g s  of 's tra n g e n e ss ' (in th e  sense of 
estrangem ent, a lien a tio n , in d iv idua l is o la tio n  and
newness) found exp ression  in  a poetry of s tran g en ess  (in  
the  senses of m ystery, incom prehensib ility , innovation).
!p29]

The Sym bolists sought to  reaffirm  the r e a l i ty  -  a s  they perceived i t  -  o f 

man's in ev itab le  s o l i ta r in e s s ,  of th e  fa c t  th a t  re a l communication was fo r  

th e  tim e being im possible, w h ils t rem aining o p tim is tic  about th e  fu ture , 

Kugel m ain l.uns th a t  th e  only c h a ra c te r is t ic  common to  a l l  the

’Sym bolist' poe ts i s  th e  d e lib e ra te  's tran g en ess ' o f th e ir  poetry , ra re ly

in tended to  be in te l l ig ib le  to  th e  average reader, f u l l  o f l i t e r a r y

a llu s io n s  and re fe rences which often , i f  a t  a l l .  could be revealed  only by 

th e  poet h im self fsee Thus the very language and form of

sym bo lis t poetry a s s e r ts  t h i s  e te rn a l is o la tio n  !Ku$el;30}.

In Ivanov's words:

The a r t i s t  pushes so  f a r  the is o la tio n  of h is  own
intim ate  experience and independent c rea tio n  that, he 
u ltim ate ly  sev ers  him self from th e  crowd, «nd tra g ic a lly  
r e a l is e s  th e  re c ip ro c a l incom ounicab ility  of th e  souls, 
each one o f which remains enclosed w ith in  th e  sh e ll  of 
i t s  own so litu d e , The language of th in g s , circum scribed
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by sep a ra te  concepts, must be rep laced  by a llu siv e  
re fe rences, by a suggestive and f lu id  imagery; and th is  
i s  what i s  meant by the anc ien t term  'symbol'. This is  
how sub jec tive  symbolism i s  c rea ted , and i t s  aim i s  to  
mediate between lonely s p i r i t s ,  tc l t ,  Paggioli 1960:140]

In Blok 's poems concerning th e  B eautiful Lady h is  language i s  esp ec ia lly  

m ysterious i

Only th a t  evasive, in co n s is ten t, in d is t in c t ,  
incom prehensible, somnolent speech...was app rop ria te  fo r  
th i s  theme. Such a shimmering, d if fu se  myth couJd only 
emerge from th e  depths of a shimmering, d iffu se  
style.,.O ne c lea r, d is t in c t  word would have been th e  death 
of h is  B eautiful Lady. Whenever he spoke of her, he 
always seemed to  suggest th a t  he had gone beyond th e  
l im its  o f human speech and was s t r iv in g  to  communicate 
th e  incommunicable, I t  seemed a s  i f  h is  words were mere 
a llu s io n s  to  an inex p re ssib le  m ystery. (Chukovsky: 57J

This e lu sive  q u a lity  reaches a  climax in  Dveaadtsat', where th e  same 

vague innuendoes and ve iled  h in ts  culm inate in  th e  image of C h ris t  a t  th e  

end of th e  poem.

The suggestive ly  vague natu re  of sym bo list poetry may p resen t the 

g re a te s t  problems fo r  th e  t ra n s la to r .  Should he seek to  make e x p lic it  

th a t  which i s  veiled  in  th e  o rig in a l,  he runs th e  r is k  of d is to r t io n  on 

sy n ta c tic , sem antic and pragm atic lev e ls .

Much of B lok's poetry  depends fo r  i t s  e f fe c t on an evocation of 

atm osphere crea ted  by a combination of words, syn tax , metre, and rhythm. 

Both form and conten t a re  c a r r ie r s  o f sem antic sig n ifican ce , in  th a t  by 

means of sound and connotation, the read er d iv in es  som ething of what 

Blok i s  seeking to  convey, Bowra suggests  th a t  h is  poems are  alm ost as
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f re e  of aeaning  aa music fBowra 1943: 1471, Melody and harmony combine 

w ith rhythm to  give th e  e s se n tia lly  m usical q u a lity  of h is  verse .

S ty le  and r o i s t e r  a re  a lso  im portant asp ec ts  o f Dveaadtsat', because of 

th e  la rg e  amount of dialogue and co lloqu ia l language in  th e  poem, Blok 

l i t e r a l l y  lu rches from one level o f d ic tio n  to  another -  "from the

supposedly d ig n if ied  and h e a r t f e l t  to  th e  supposedly und ign ified  and

laughably p re ten tio u s o r pedantic" [Davie, speaking  o t  th e  p o e try  o f  Ju les  

Laforgue: 39J. This i s  r e la te d  to  th e  c a rn a v a lis tlc  a sp ec t o f Blok 's 

work, which i s  discussed  in  g re a te r  d e ta i l  below,

Metaphor in  Blok's poetry  i s  ex tensive; he combines incom patible words,

so  th a t  th e  reader i s  forced  to  search  fo r  l in k s  in  the surrounding te x t

and in  h is  own re a l a s  w ell a s  poe tic  experience. The use o f metaphor is

ty p ic a l  o f sym bo lis t poetry , e sp e c ia .iy  th a t  type of metaphor which forms

a symbol o r o ffe rs  an in s ig h t in to  th e  tran scen d en ta l world of th e  p o e t's

v is io n . Voodward s ta te s  th a t  no R ussian sym bolist made g re a te r  use of

metaphor than  Blok, In th e  cyc le  Snezhnaya Kaska the  metaphors become

k in e tic , The b asic  m etaphors of these  poems -  th e  b lizza rd , th e  flame

and th e  f i r e  -  a re  nor new, but;

What i s  new i s  th e  expansion of th e  metaphor to  the  
po in t a t  which i t  embraces an e n tire  poem and becomes 
an autonomous poe tic  r e a l i ty  developing according to  i t s  
own inner laws, [Woodward 1968: 20]

In c e r ta in  of th e  poems Blok develops two opposing and d issonan t

m etaphors, such a s  th e  b liz z a rd  and th e  f i r e  "attem pting  to  convey 

through th e  dissonances produced by th e i r  c o llis io n s  the chaos of h is
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emotions and th e  natu re  of th e  ir r a t io n a l  world which was revealed to  

him" {Woodward 1963; 20-213.

Woodward d iscu sses  th e  various poe tic  devices used by Blok in  h is  poetry. 

One of th e  most im portan t o f these  was th e  k o l 'te o  o r epanadip losls, 

which denotes the r e p e tit io n  o f th e  beginning a t  the  end of th e  poem, and 

i s  o ften  used by Blok to  give unity  to  h is  verse . I t  was most 

c h a ra c te r is t ic  of h is  e a r l ie r  poems, w hile in  h is  l a te r  poems, a s  in  

Dvenadtsai', th e  poem r i s e s  to  a f in a l c lim ac tic  crescendo.

B lok's poe tic  language i s  a lso  no tab le  fo r th e  use he makes of 

a l l i te r a t io n  and assonance; h is  poetry  i s  fu l l  o f echoes and in te rn a l 

half-rhym es:

Blok's poetry subord inated  meaning to  sound. He couldn 't 
help h im self, the. sound waves were s tro n g e r  than  he was,
Ho sooner bad he u tte red  some word than  he g o t th e  urge 
to  repea t i t ,  a lthough w ith p o ssib le  v a r ia tio n s  in  form.
(Chukovsky 1932:973

Chukovsky a lso  p o in ts  out the dominance and im portance o f vowels in  

Blok 's poetry : "Vowels alone a re  re sp o n sib le  fo r  th e  flow ing vocalism

which i s  so c h a ra c te r is t ic  o f Blok" Cl 023.

R epetition was used ex tensive ly  by Blok and o ther Sym bolist poets to  

en rich  the musical q u a lity  of th e ir  verse, This i s  very much a fea tu re  

of D venadtsat’. R epetition  might be of words o r o f verbs, o r o f 

im peratives. There i s  an abundance of im peratives in  h is  verse , a  fa c to r  

which co n trib u te s  to  i t s  em otional in te n s ity , Then th e re  i s  a marked 

re p e tit io n  of sounds -  th e  sym bo lis ts  were th e  f i r s t  to  make th e  question
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o f sound-organisation  a fundamental poe tic  p rin c ip le , He uses

a l l i te r a t io n  with r e s t r a in t ,  accusing c e r ta in  of h is  contem poraries of

vu lg aris in g  i t ,  bu t h is  use of assonance is  more marked. This is

esp ec ia lly  tru e  of Volume 3 of h is  work;

No iz  g lub i se rk a l ty  mne vzory b rosa ia  
I, b rosaya, k rich a la ; « LoviL.ii 
A monisto brenchalo, tsyganka p ly asa la  
Ivizzhala zare  o lyubvi,
Cl p352 17-20]

Many of th e ? ' fea tu re s  a re  very much in  evidence in  D venadtsat' and 

p re sen t th e  t r a n s la to r  w ith considerab le  d iff ic u lty ,



C hapter 5: T ie Task of T ran sla tin g  D vea a iisa t'

Before any a ttem pt can be made to  analyse and compare th e  two 

t r a n s la tio n s  o f D vensd tsa t' under considera tion , a de ta iled  a n a ly s is  must 

f i r s t  be made of th e  o r ig in a l poem, w ith in  th e  framework in d ica ted  in  

Chapters 1 and 2 above. The them atic  s t ru c tu re  o i th e  source :e s t  must 

be es tab lish ed , and those textem ic elem ents which a re  of fu nc tiona l 

re levance In  th e  poeis a s  a whole must be id e n tif ie d . Such an an a ly s is  

w il l  re ly  la rg e ly  on a  reworking- of Van K esteren 's sem io tic  ca teg o ries , 

w ith added emphasis on the s ty le  and re g is te r  o f the work and the 

re la tio n sh ip  between each category. In ad d itio n  th e  so c io -h is to r ic a l  and 

s a c io -c u ltu ra l  background of th e  poem should be considered , along w ith 

th e  d iscussion  in  chap ter 3 above. The components which a re  esp ec ia lly  

s ig n if ic a n t in  th e  poem w ill  be id e n tif ie d  in  o rd e r to  a r r iv e  a t  a 

hie ra rchy  of p r io r i t i e s  which should Lb fallowed by a t r a n s la to r .  A 

suggested  h ie ra rchy  o f tex tem ic elem ents w ill  form p a r t  o f th e  conclusion 

to  t h i s  p ro jec t.

5.1, An in troduc tion  to  Sven a d tsa t'

D vem idtsat' i s  considered by many to  be th e  culm ination o f B lok's po e tic  

work a s  w ell a s  th e  g re a te s t  poem to  appear from e i th e r  th e  Russian 

sym bo list movement o r th e  revolu tion :

The Twelve was th e  trium phant ju s t i f ic a t io n  of th e  p o e t's  
search  fo r  form, of h is  long, slow s tru g g le  to  in troduce 
'th e  personal and p a r tic u la r  o rg an ica lly  in to  the 
ob jective and th e  gen e ra l'. [Pyman 11:283]
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The poem was w ritten  in  January 1918 a t  a tim e when Blok was fu l l  of

optimism and enthusiasm  fo r  th e  revo lu tion . Ha wrote in  1920:

The t ru th  i s  th a t  th e  poem was w ritten  in  th a t
exceptional and always very b r ie f  period when the
passing  revo lu tionary  cyclone ra is e d  a storm  i r  every 
sea -  nature , l i f e  and a r t ;  in  th e  sea of human l i f e  
there  i s  a  l i t t l e  backwater ca lled  p o litic s ...T h e  s m s  of 
nature, l i f e  and a r t  were rag ing  and th e  foara ro se  up in  
a rainbow over them. I  was Looking a t  th a t  rainbow when
I wrote th e  Twelve; th a t  i s  why soma drops of p o l i t ic s
remained in  th e  poem. Ccit. S ta l l  worthy :351

Events meant th a t  th e  revolu tion  was l i t e r a l l y  tak in g  p lace around him,

and he was h ighly s e n s it iv e  to  a l l  th a t  w&s happening;

..In January 1918 fo r  th e  ! ? s t  tim e I surrendered  myself 
to  the element no le s s  b lind ly  than  in  January 1907 or 
in March 1914. I do not disavow what I wrote then,
because i t  was w ritten  in  harmony w ith  th e  element: fo r  
in stance , during and fo r sev era l days a f te r  w ritin g  The 
Twelve I  was p h y sica lly , through my a c tu a l sense of 
hearing, aware of a g rea t no ise  a l l  around -  a no ise  
compounded of many sounds (probably th e  no ise  of the 
f a l l  o f th e  o ld world). Ccit.Pymsn Vol.11:2741

There can be no doubt th a t  th e  poem v >s born of th e  revo lu tion  and a s  

such must be analysed  in  th a t  con tex t, a lthough th e  ov e ra ll meaning goes 

f a r  beyond th e  events of 1917-1918.

D venadtsat’ d i f f e r s  in  many ways from h is  prev ious verse, in  th e  

jux tap o sitio n  o f harmony and d issona  and th e  s ta rk  c o n tra s ts  in  

s ty le ,  re g is te r ,  rhythm and metre. Yet th e  poem belongs in  th e  Sym bolist 

tra d itio n ; symbols and imagery from h is  previous poems are  developed and 

extended, w hile th e  seemingly in ev itab le  although unexpected appearance of 

C h ris t  in  th e  climax of th e  poem re p re se n ts  ta e  u ltim ate  dream of the
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Sym bolist poets -  th e  fusion  of th e  re a l  and th e  idea l, th e  consequent 

b i r th  of a new nan and hence of a new Russia.

The poem has given r i s e  to  considerab le  debate, and in te rp re ta tio n s  of 

th e  b as ic  themes of th e  poem have been numerous a n i varied . Moreover, 

th e  them atic un ity  of th e  poem i s  not easy to  d iscern , e sp ec ia lly  a s . 

th e re  a re  many apparen t co n trad ic tio n s , th e  g r e a te s t  o f which i s  th e  

appearance of C hris t.

On th e  su rface  th e  s to ry  i s  s tra ig h tfo rw ard  enough. The h is to r ic a l  

contex t o f th e  poem t e l l s  us th a t  i t  i s  s e t  in  Petrograd, A p a tro l of 

Bed Guards i s  marching through th e  s t r e e t s . One of them, Petrukha, sees 

h is  beloved with ano ther man, a  renegade comrade of th e  Twelve. They 

surround th e  s le ig h  and s t a r t  shooting . Petrukha k i l l s  K afka  by m istake 

and she f a l l s  on th e  snow. Petrukha i s  crazed w ith sorrow and g u i l t ,  

but h is  comrades t e l l  him to  fo rg e t what has happened and go on with h is  

revo lu tionary  d u ties . As th e  b lizza rd  grows th ic k e r  and more f ie rc e  th e  

Twelve march onwards, follow ing th e  red  f la g  blowing before them in  th e  

wind. F in a lly , bearing the fla g  and walking l ig h t ly  above the b ilzzard  

th e  figu re  of C h ris t i s  revealed.

Various a sp e c ts  of th e  poem of relevance in  th e  process o f tra n s la tio n  

a re  analysed below; a  d iscu ssio n  of th e  two tra n s la t io n s  se lec ted  fo r  

co n sid era tio n  follow s in  th e  nex t chapter.
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5.2. Tbs s o c io -b is to r ic a l co t t e n t  o f D venadtsat'

D venadisat' f u l f i l s  a sp e c if ic  ro le  a s  a poem o f the  revo lu tion , a 

s t r i c t l y  culture-bound function  which holds fa r  le s s  sig n ifican ce  fo r  the 

E ng lish  read er. Soviet M arxist c r i t i c s  have always emphasised the 

B o lshev is t revo lu tionary  na tu re  of th e  poem, id -n tify ing  Blok's 

consciousness w ith th e  e lem ental and p ro le ta r ia n  natu re  of th e  Revolution, 

Although Trotsky described  The Twelve a s  th e  poe tic  expression  of Blok ’s  

fa i lu re  to  absorb the revolu tion  and i t s  im p lica tions fPonomareff:465J, he 

a lso  wrote:

The Twelve i s  a c ry  of d espa ir  fo r  th e  dying poet, but a 
c ry  of d e sp a ir  transfo rm ing  i t s e l f  in to  hope fo r  the 
future" fc i t .  PGggioll:S06l

There i s  no doubt th a t  d e sp ite  B lok 's am bivalent a t t i tu d e  to  the  

Revolution, th e  poem i s  overwhelmingly o p tim is tic .

Blok saw a basic  opposition  between th e  in te l l ig e n ts ia  and th e  people; 

th e  form er he termed ebesjnusytal'nyv, having lo s t  s ig h t  o f the r e a l  world 

because i t  had embraced a  f a ls e  Western c iv i l is a t io n .  For Blok th e  

revolu tion  was the eve of a new world in  which a new kind of man would 

be born, capable of communion with the elem ental l ife - fo rc e  th a t  provided 

h is  own in sp ira tio n . He o ften  spoke of the imminence of th e  revolu tion

a  ca taclysm ic, pu rga tive , m usical experience th a t  would 
transfo rm  ind iv idua ls , Russia, possib ly  th e  world.
CHdckel 19731443
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Blok eventually  decided to  come down on th e  s id e  of the  Sov iets tow ards

th e  end of 1917. At about the  same tim e th e  fam ily house a t  Shakhmatovo

was app rop riated  and looted. This destru c tio n  of h is  home, and

esp ec ia lly  l,Z b is  l ib ra ry ,  had a profound e f fe c t on Blok, a lthough he was

well aware th a t  s a c r i f ic e s  would be required  of everyone:

Chtp she vy duntali? Chto rev o lu ts ia  -  id i l l iy a ?  Chto 
tvorchestvo  nichego ne razru sh ae t na svoem p u ti?  Chto 
narod -  painka? I, nakonets, ch to  ta k  «beskrovno» i 
«bezboleznogo» 1 ra z re sh it 'sy a  vekovaya ra sp ry a  mezhdu 
«chernoy» i  «beloy» k o s t‘yu ? ...fc it. Orlov 1952:621

His ambiguous a t t i tu d e  to  to  th e  Revolution and to  the o ld R ussia i s  an 

im portant a sp ec t o f B venadtsat' and must there fo re  be preserved  in  

t ra n s la tio n . This i s  revealed esp ec ia lly  in  th e  symbol of th e  dog, which 

stubborn ly  follow s th e  Twelve.

The sp e c if ic  con ten t o f th e  poem means th a t  th e re  a re  numerous re fe rences 

to  h is to r ic a l  events tak in g  p lace a t  th e  tim e. C erta in  lex ic a l item s w ill 

there fo re  p re sen t the  t r a n s la to r  w ith sev e ra l a lte rn a tiv e s ;  he may ignore 

o r omit them re ta in  them w ith no fu r th e r  explanation , o r seek to  provide 

fu r th e r  explanation w ith in  th e  te x t  o r a s  a foo t-no te , Some of th e se  

culture-bound lex ica l item s a re  d iscussed  below:

Petrograd

The background to  th e  poem i s  c le a r ly  th e  Petrograd o f January 1918 w ith 

i t s  sw irlin g  snow and wind, The f i r s t  can to  s e t s  th e  scene with i t s  

re fe rences to  dark  and s lip p e ry  s t r e e t s  -  la rg e ly  a r e s u l t  o f the 

breakdown in  se rv ice s  during th e  general chaos, The t r a n s la to r  i s  

obliged to  r e ta in  th e  scene of th e  poem, although the name of th e  c i ty  is



never mentioned. A non-Russian reader might well remain unaware o f the

background to  the work -  in  th is  case  th e  t r a n s la to r  must decide whether 

to  ac tu a lly  give th e  name of the c i ty  in  th e  tra n s la tio n  or to  provide an 

in troduc to ry  or explanatory  footnote.

These were the f ig h tin g  o rgan isa tion  of th e  working c la s s . From Havembv.r 

1917 th e y ' had round th e  clock sen try  d u tie s , and were seen., a t  l e a s t  uy 

some, a s  a  symbol of revo lu tionary  brotherhood. However, th e  p a tro ls  of 

Red Guards, supposedly keeping order, were un re liab le  and trig g e r-h ap p y . 

Blok 's own house had to  be p ro tec ted  each n ig h t by a ro ta  of armed 

occupants tPyman Vol.11:277], They a re  s a id  t o  have frequen tly  loo ted  

Pecrograd’s  m assive wine c e l la r s  and ra id ed  shops, while Orlov, however, 

w rite s  th a t  th e  lo o te rs  were th e  cou n ter-rev o lu tio n aries , so th a t  p a tro ls  

were despatched by th e  a u th o r it ie s  to  s to p  th e  loo ting  and d estroy  the 

wine -  hence l in e  249; Golyay, rebvata , hez vlna! [Orlov 1962:493. The 

conno tative meaning fo r  an English  read er w ill be le s s  sp ec if ic .

I t  was thought by some th a t  th e  Assembly would f in a lly  subdue the 

S oviets, who had e s tab lish ed  a tem porary government, while o th e rs , 

includ ing  Blok, believed th a t  i t  would be a tem porary body, eventually  

ousted by a more powerful group, The slogan  A ll Power to  the C onstituen t 

A ssr-jb ly  became a coun ter-revo lu tionary  slogan used by the 'b ourgeois’ 

p a r t ie s  to  a ttem pt to  overthrow th e  S oviet power. In fa c t,  th e  Assembly 

was d ispersed  by th e  Sov iets th e  day a f te r  i t s  f i r s t  s i t t in g ,  Line 109

January 5 th -6 th  1918 C15-16;5?-8;60]
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CTovarlshch, vln tovku  dersh i, oe trv s 'U  i s  very s im ila r  to  a headline in  

Fravda on January 3 rd , which warned workers a g a in s t the supporte rs  of 

th e  C onstituen t Assembly, and which read : Bud'te  na s trazhe . Krepko 

dei-zhlte sv o i v in to vk i  (Hackel; 52), In bo th  of these  in stan ces the 

t r a n s la to r ’s  s tra te g y  must depend on th e  type o f reader l ik e ly  to  come 

in to  co n tac t with th e  ta rg e t language te x t  -  th a t  i s ,  for. whom i s  the 

tra n s la te .-  tra n s la tin g ?

Keren’j l  Cline 95]

These were banknotes issued  in  Avt,jst 191? by th e  p ro v is io n a l Government 

headed by Kerensky. They were issued  in  la rg e  numbers and wore ou t very 

rap id ly . Again, th e  sp e c if ic  connotative and denotativ- meaning of the 

term  cannot be tra n s fe rre d .

This i s  presumably th e  Admiralty Tower overlooking Nevsky P rospect, and 

together w ith th e  re ference to  th e  C onstituen t Assembly a ss ig n s  th e  poem 

to  a sp e c if ic  tim e and place.

I su s  [ line  335]

This i s  a sacred sp e llin g  used by th e  Old B elievers -  a Russian re lig io u s  

s e c t.  The normal modern Russian sp e llin g , common in  1918, was lisu s , 

The sp e llin g  chosen by Blok f i t s  b e t te r  in to  the l in e  se-. 

A pparently in s ig n if ic a n t m a tte rs  such a s  orthography and sp e llin g  were of 

g re a t im portance to  Blok, so th a t  th e re  i s  l i t t l e  doubt th a t  th is  

p a r tic u la r  sp e llin g  was used d e lib e ra te ly , Hackel quotes him as  saying:
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a tru e  p o e t's  inner mind i s  expressed in  everything, 
down to  th e  punctuation marks, [Hackeh 230]

The in troduc tion  of th e se  item s in to  th e  poem re in fo rces  Blok's in ten tio n  

to  place h is  work very much in  th e  p re sen t o f 1913, On another level, 

th e  themes, symbolism and imagery of D venadtsat1 have a  u n iversa l 

s ig n ifican ce  beyond th e  l im its  o f Petrograd  in  1916, The t r a n s la to r 's  

trea tm en t o f th e se  item s, bound in  the  tim e, place, and t r a d i t io n  of th e  

source te x t,  i s  o f in te r e s t  in  term s of func tio n a l equivalence.

Relevant asp ec ts  o f th e  poem w ill now be discussed  w ith in  broad 

c a teg o rie s  re la tin g  to  Van K esteren 's p ragm atic, sem antic and sy n ta c tic  

d iv is io n s . By th i s  means i t  i s  hoped to  draw a tte n tio n  to  th o se  fea tu re s  

o f th e  poem which p re sen t th e  t r a n s la to r  w ith d if f ic u l t ie s  a s  w ell a s  

id en tify in g  those textem ic elem ents which th e  t r a n s la to r  must endeavour 

to  p reserve.

5,3. Pragm atic ca teg o ries

As we have seen, D venadtsat' was very much a product o f i t s  age, and is  

o ften  seen a s  a culm ination of Blok's own work The p lace of th e  poem 

w ithin B lok's own work and w ithin th e  con tex t of symbolism in  general 

h as already  been d iscu ssed , and th e  sp e c if ic  fea tu re s  of i t s  natu re  a s  a 

sym bo list poem w ill  become c le a re r  during  th e  an a ly s is , There were 

however o ther l i t e r a r y  t r a d i t io n s  and in fluences a ffe c tin g  th e  p o s itio n  of 

th e  poem w ithin Russian l i te ra tu re .
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5,3,1. V venadtsat' and t i e  C arn iva l T rad itio n

The th e se  of th e  c a rn iv a l and hence of irony  and parody was very much in 

evidence in  l i te r a tu re  a t  th e  tu rn  of th e  century. Boris GasparoVs 

a r t i c l e  sp e c if ic a lly  d isc u sse s  t h i s  a sp ec t o f Blok’s  work, and th e  

fallow ing  d iscussion  i s  p rim arily  based on h is  study.

The in te l l ig e n ts ia  a t  th e  beginning o f the cen tury  was s tro n g ly

influenced by Western c u ltu re , and th e  concept of th e  ca rn iv a l was rooted

in  western tra d itio n , A fundamental idea in  the  carn iv a l i s  th e  idea of

th e  d es tru c tio n  of a  new o rd e r l i t e r a l ly  tu rned  upside down to  c re a te  a

new world, p a r tic u la r ly  re lev an t when tra d i t io n s  of r a t io n a l i ty  and

humanism were being questioned. L iberated  by c a m iv a l is t ic  buffoonery,

th e  a r t i s t  i s  ab le  to  express th a t which could not be expressed in

t r a d i t io n a l  se rio u s  a r t ,  Bakhtin remarked th a t:

the  ca rn iv a l image seeks to  embrace and combine w ithin 
i t s e l f  both po les o f th e  form ation o r both term s of the 
a n t i th e s is :  b i r th  and death, youth and age, top  and 
bottom, face and backside, p ra is e  and abuse fc it .
Ivanav:3371'

As th e  end of tn e  o ld  world i s  s iau l:. ..sous w ith  th e  b i r th  of a new

world th e  lin k s  w ith th e  revolu tion  a re  r-- i  -ced.

The poem begins w ith what appear to  be th e * "  ic a l s tag e  d ire c tio n s . The 

b lack  n ig h t and th e  w hite snow ImmmedlnteW p re sen t a s t r ik in g  

opposition , c o n s is te n tly  a sso c ia ted  in  Blok's work wl»h fa rce , The 

pu ppe t-like  na tu re  of th e  ch a ra c te rs  in  canto I i s  a lso  ev ident: oni 

B ko l’zya t, knvylyayut, prygayut -  kak k u k ly  Ccf.GasparovillSJ. There are
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numerous examples of t h i s  in  lin e s  '9 -1 2 , 23-4, 37-6, 45-6, 47-9, 52-55. 

Lines 45-49 describe a wealthy lady wearing an astrakhan  coa t made of 

b lack lambskin, Her f a l l  onto th e  snow i s  symbolic of her f a l l  from 

s ta tu s  in  th e  new post-rev o lu tio n ary  so c ie ty , The s h o r t  rhyming couplet 

which fo llow s th i s  s tan za  en jo ins p asse rs -b y  to  l i f t  her up -  again 

symbolic a s  well a s  l i t e r a l .  Blok appeals to  th e  working people to  o ffe r  

help to  a l l  c la sse s , and conversely im plies th a t  the  lady h e rs e lf  w ill be 

ob liged to  depend on them -  a t ru e  re v e rsa l o f circum stances.

Cantos II-V III are  ty p ic a l o f another a rea  of ca rn iv a l a c t iv i ty  -  fo lk - 

th e a tre  [naradny teatrJ, The murder o f th e  beloved in th e  name of robber 

comradeship i s  a fa m ilia r  theme in  Russian fo lk  drama.

The ac tion  seems to  take  p lace in  a public  place; we hear sna tches of 

conversa tions w ithout being ab le  to  id en tify  th e  speakers, fo r  example II:

-  A Van'ka s  K at’koy -  v kabake...
-  V ey kerenki e s t ' v chulkei

-  Vanyushka si eper1 bogat...
-Byl Van’ka n t , a s t a l  so ld a tl

-  Hu, Van'ka, sv sln  syn, burzhuy,
Xoyu, poprobuy, potseluy!

Snow and b lizza rd s  -  v lk b r ii  a rc  iden '.fled in  Russian fo lk  

consciousness w ith dark and unclean purposes, Whenever the enemy i s  

mentioned, th e re  I s  a re fe rence  to  th e  surrour- .r-; snow -  a e t e l Thus 

th e  b lizzard  can be seen a s  th e  work of d " ' , . h  fo rces, a type  of 

rev e lry  akin to  th a t  o f th e  ca rn iv a l.
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The Twelve a re  am bivalently  tre a te d  a s  robbers  and ap o s tle s . They may

a lso  be seen a s  a procession  of mummers -  an im portant image in

C hristm as p lays, and medieval m ystery p lays, Gasparov po in ts  out th a t  in  

th e  polyvalent nature  of th e  ca rn iv a l,  elem ents e x is t  on d if fe re n t lev e ls

aad the re la tio n sh ip s  between then  vary, The Red Guard a re  mummers,

a p o s tle s , pavrolmen, and robbers; Petrukha i s  both Peter the  ap o s tle  and 

P ie rro t;  s im ila r ly  th e  dog i s  both re a l a s  well a s  p a r t  o f th e  foo lery ; a 

symbol of the old world and of the o ld bourgeoisie a s  well a s  a promise 

o f a  new world, determ ined to  move forw ard whatever th e  p r ic e , .

This function  w ith in  th e  tr a d i t io n  o f th e  c a rn iv a l must be taken in to  

account by th e  t r a n s la to r ,  although no d ire c t ly  p a ra l le l  tr a d i t io n  e x is ts  

in  English l i te r a tu re  o f th e  period , The issu e  again  i s  a  question  of the 

p o te n tia l reader:,n ip  of th e  t ra n s la tio n ,  and th e  amount of background 

knowledge they bring  w ith  them,

5,3.2,Links w ith Blok’s  o th e r works

Ponoaareff in  h is  a r t ic le  of 1972 s t r e s s e s  th e  re la tio n sh ip s  between Tie 

Twelve and Blok's previous verse , The repeated images ’o f snow and wind 

a re  rem iniscent of th e  Gorod cycle  while th e  re la tio n sh ip  between Pet'ka  

and Kat’ka corresponds in  many ways to  the  re la tio n sh ip  between Blok and 

th e  B eautiful Lady, Ponamareff a lso  no tes the  asso c ia tio n  w ith Hesaakanika 

in  P e t'k a 's  rep en tan t to rm ents Clines 199-206], There i s  a  p a ra lle l  

between K afk a 's  death and the inadverten t ex tingu ish ing  of poe tic  

in sp ira tio n , She d ie s , b u t may be re su rrec ted , and th e  snowstorm gains
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in  shape and power Ccanto X3. Ponaiaareff sees  C h ris t in  th e  form o f tha  

snowstorm as  ye t another incarna tion  of th e  Beautiful Lady, Indeed, he 

claim s th a t  C h ris t summed up in  essence the dilemma of Blok's life long  

journey in  search  of th e  B eautiful Lady ClO'i'S: 4671,

An im portant a sp ec t o f D venad tsa f i s  th e  lin k  w ith Blok's play 

Balaganc&ik, w ritten  in  1906, There a re  s ev e ra l p a ra l le ls  between th e  

two works. P ie r ro t 's  fianode s u ffe rs  a fa te  s im ila r  to  th a t  o f Kat'ka -  

death  and transfo rm ation  in to  a cardboard figure:

Ona lezhala  nichkom i bela.
Akb, nasha plyaska byla vesela!
A v; t a t ' ona uzh nikak ne mogla.
Ona kartonnoy nevestoy byla.
CVol.I: 550]

P ierrc jt's  account of liis  fian cee 's  death , in  th e  sub jec t-m a tte r, th e  

s tru c tu re  of events and th e  se lec tio n  of words, i s  echoed in  K afk a 's  

death jr. D venadtsa f, both events being re la te d  by P ie rro t/P e trukha . In 

add ition , Vanka i s  t re a te d  a s  Petrukha 's double, ju s t  a s  Harlequin i s  

P ie rro t 's ,

All the fig u re s  th a t  appear in  D venndtsat' have appeared in Blok's 

previous poetry  or notebooks. The h e lp le ss  o ld woman, th e  bourgeois with 

h is  nose in  h is  c o l la r ,  th e  lady in  her I l l - g o t te n  P ersian  lamb coat; th e  

p r ie s t  o f th e  Yamby cycle w ith no tim e to  re c i te  th e  l a s t  r i t e s  over the 

agony of th e  Old World; th e  w rite r  murmuring words from Chulkov's la te s t  

work; a group of p ro s t i tu te s ;  a lonely p is se r -b y  -  a l l  would be fam ilia r 

to  a s tuden t o f Blok although p o ssib ly  q u ite  a lien  to  th e  general reader 

o f an English  tra n s la tio n .
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In add ition , a s  we have seen, many of -he images anti symbols in 

•Dpenaiitsat' a re  f a a i l i a r  from o th e r works by Blok, p a r tic u la r ly  those of 

th e  n ig h t, wind, snow, and b lizzard  (fo r example, in  R us’ and in  Snezhnaya 

Maska),

Although th e se  l in k s  a re  o f s ig n ifican ce  to  th e  reader fa m ilia r  w ith 

B lok 's o ther work, in  a  t r a n s la tio n  of th i s  pcea alone they a re  of le s s  

im portance. The tra n s la to r ,  however, must a ttem pt to  preserve the lin k s 

fo r  th e  purpose of the  t r a n s la tio n  of o th e r works. As only one poem is  

examined here  no general conclusions can be reached. In a  la rg e  

co llec tio n  o f Blok's works, iiowever, i t  would be n ecessary  to  t ra c e  these  

l in k s  through th e  poena.

5.4.1. Themes and m otifs

Orlov desc rib e s  th e  poem as  e x is tin g  on two lev e ls , one a scenario  of the 

even ts o f th e  end o f 1917 and th e  beginning o f 1918, and th e  o th e r as 

w ider p h ilsoph ica l, h is to r ic a l  and m o ra l-aesth e tic  g e n e ra lisa tio n s  about 

th e  Revolution, R ussia and a new humanism and m orality  COrlov 1969:43]. 

For him the g re a te s t  s ig n ifican ce  of th e  poem l ie s  in  the  opposition  of 

two worlds, th e  Revolution s ig n if iy in g  th e  death of th e  old world and 

th e  b i r th  of a new world, Crlov believes th a t  c an tos  V lli and IX form 

th e  c e n tra l p o in t o f th e  whole poem, em phasising th a t  the  old world and
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a l l  i t  rep re sen ts , including a l l  th a t  i s  personal, must fade away before

th e  general and h is to r ic a l .  Thus Petrukha’s  l i t t i e  tragedy  i s  seen as

p e tty  -  th e  o ld world must burn in  th e  revolu tionary  f i r e  in  o rder to

give  b ir th  to  th e  new man:

Vsyakaya Hchnaya traged iya  v ta k ie  chasy i  d n i to n e t v 
«more» re v o lu ts ii ,  vo vseobshchy vsetaim o-isto richeskoy  
tra g e d ii  ksstastrofiohsskogo s to ikaoveniya dw kh n iro v .
:Orlov:31]

The opposition  of two w c-Ids i s  in troduced r ig h t  a t  th e  beginning o f th e

poem in  th e  f i r s t  canto, The bourgeois, th e  rep resen ' a tiv e  of th e  old

world, s tan d s  a t  a c ro ssro ad s, both l i t e r a l l y  and m etaphorically , w ith h is

nose in  h is  c o lla r ,  attem pting  to  avoid th e  e f fe c ts  o f th e  weather and

hence of th e  revolu tion  i t s e l f  This opposition  i s  developed by o ther

ch a rac te rs . For example, Kat'ka rep re se n ts  th a t  which i s  m ost d if f ic u l t

to  re linqu ish  in  th e  o ld world, an ob stac le  in  th e  path o f p ro g re s s ,

There a re  sev e ra l p a ra l le ls  between Kat'ka and flus' -  th e  Old Russia.

Both a re  ea s ily  seduced and ea s ily  k ille d , n e ith e r  o ffe rin g  much

re s is ta n c e  becajse  both a re  weak and depraved. Both are  v ic tim s, and

both a re  f a t  -  to lstozadaya  C1133, and talstomos-den 'Jcaya [144), although

n e ith e r  ad jec tive  i s  intended by Blok as derogatory. Blok h im self

described  K at’ka a s  follow s:

e tc  -  zdorovaya, tolstom ordaya, s tra s tn a y a ,  kurnosaya 
russkaya devka; svezhaya, p rostaya , dobraya -  sdorovo 
rugaetsya, p ro liv a e t s lezy  nad romanym-!, ctchayanno 
tse lu e tsy a ,, ..  Celt. Orlov :46j

Taking th e  concept of th e  opposition  of two w orlds fu r th e r , X asing-D elic 

[19801 sees  an opposition  between th e  female and th e  male p rin c ip le . 

With th e  f a l l  o f both Kat'ka and Old Russia, th e  male p rin c ip le  begins i t s
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ascendance, ending a  female and weakened era  o f h is to ry . This "male 

re lig io n  of action" does not sh r in k  from violence and bloodshed to  

achieve i t s  end, Having ru th le s s ly  ex term inated co rrup tion  th e  tru e  

unadulterated , face o f fem inine beauty may once more be seen, d ire c tly  

re la te d  to  Solovyev’s  and Goethe's Das E vig  Veibliche, a s  well as Blok's 

own Prekrasnaya Da/sa, '  .is  t ru e  fem inine beauty u n ite s  w ith th e  tru e , 

c re a tiv e  male w ill  in  th e  image of C h ris t  -  a superio r, androgynous 

being, rep resen tin g  th e  sy n th es is  o f Logos and Sophia:

Jesus C h ris t sym bolises th e  ideal union and Being which 
i s  immune to  death, being th e  sy n th e s is  o f Logos and
Sophia C h ris t in  The Twelve i s  n o t only a symbol of
ideal im ao rtrl humanity but a lso  of th e  tran sfig u red  new 
world in  which a l l  p o la r i t ie s  have been harmonised. 
CXasing-Dellc 1980: 127]

Thus th e  fo rces  of th e  un iverse  a re  transform ed through a r t  -  one of 

symbolism’s  most cherished  ideas, In t h i s  manner th e  poem sums up 

Sym bolist mythology and a n tic ip a te s  some o f th e  b a s ic  myths and themes 

of post-rev o lu tio n a ry  l i te r a tu re ,  such a s  th e  p o s itiv e  hero an'1 th e  new

The appearance of C h ris t  d e fie s  a l i t e r a l  reading; th e  poem nust be 

in te rp re ted  a s  a s to ry  of s a c r if ic e ,  p u rif ic a tio n  and redemption. As we 

have seen, th e  evidence fo r  such a reading i s  considerab le , The apparen t 

lin k s  between the Twelve and th e  a p o s tle s  a re  ev ident: both number 

tw elve; Petrukha and Van'ka correspond to  P e te r and Judas, and th e re  is  

a lso  an Andrew/Andrey, Both th e  revolu tion  and th e  s a lv a tio n  of man 

involve a  c leansing  f i r e  of p u r if ic a tio n , a re jec tio n  of th e  old world and 

an en try  in to  th e  new world, The conversion of th e  Twelve req u ires  a
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sa c r if ic e ; although th e  k il l in g  of Kat'ka i s  um preaedltated i t  secures

th e i r  s a lv a tio n  and th e  re su rrec tio n  of C h ris t. Thus Kat'ka re ta in s  h er

ro le  a s  both a s a c r i f ic ia l  lamb and a symbol of tem ptation  and deprav ity  

C cf.Stdoklewicz 1934 : 3561, Indeed, the s a c r if ic e  of a p ro s t i tu te  in  

re tu rn  fo r  th e  s a lv a tio n  of man figu red  in  many medieval passion  plays.

The ending of D venadtsat' i s  in  many ways obscure and apparen tly

incongruous, Blok him self responded to  h is  rev e la tio n  of C h ris t:

Did I  ever ex to l C h ris t?  I only noted the fa c t ;  th a t  i f  
you peer in to  th e  sw ir lin g  b lizza rd  on th i s  road then
you w ill  see Jesus C h ris t. But sometimes 1 m yself hate
th is  womanly phantom I would lik e  i t s  end to  be
d iffe re n t.  When I f in ish ed  th e  poem, I was amazed 
myself: why C h ris t?  But th e  more I looked in to  i t  the  
more c le a r ly  1 saw Jesus C h ris t.  And th e re  and then I 
made an en try : un fo rtunately  i t  has to  be C h ris t,  Cclc.
PoBQmareff: 437J

C h ris t  i s  superio r to  a l l  o th e rs  in  th e  poem: he i s  immune to  b u lle ts  

C1.331] and he so a rs  above th e  ground C1J332-31. His im m ortality  i s  a 

dem onstration o f "mankind's fu tu re  v ic to ry  over th e  dark fo rces  in 

m ateria l nature" CXaslng-Dellc 1980:138], Hackel em phasises th e  

'com pila tive ' nature  of B lok's C h ris t. Be rep re se n ts  Bus', th e  people, the  

Old B elievers (hence th e  sp e llin g  in  l in e  335), th e  fo rces  of th e  

Revolution, th e  E te rna l Feminine, and the Jesus o f th e  Second Coming 

[Hackel 1975: 133}-

Soviet sch o la rs  however consider the  image of C h ris t to  be a lie n  to  th e
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but [Blokl could fin d  no o ther image a s  m orally and 
e th ic a lly  evocative and on an equal h is to r ic  sca le , which 
was capable of exp ressing  sym bolically  th e  idea of a new 
world being born fS u s s ijn  Jfeader; 713

Blok wrote in  February 1918:

S trashnaya m ysl' e tik h  dney: ne v  tom delo, ehto
krasnogvardeytsy «nedostoyny» lisu sa , kotory id e t s  nimi 
seychas, a v tom, ch to  imenno On id e t s  nimi, a nado, 
chtoby sh e l Drugoy, tVol.IlrtVVJ

Blok d e lib e ra te ly  in d ic a te s  the  n on -re lig ious c h a rac te r o f th e  Twelve -  

they march be- k re s ta , bez iareni svyatogo. The re jec tio n  of re lig io n  and 

o f th e  o f f ic ia l  church i s  emphasised in  sev e ra l cantos [II:91|X:263- 

7;XI:2763. In th e  f i r s t  can to  one o f the ch a ra c te rs  pasted onto th e  snowy 

landscape i s  a p r ie s t ,  alm ost comical in  h is  long s k i r t s  s tru g g lin g  

through th e  snow. The parody i s  extended by describ ing  h is  p o t-b e lly , 

and how th e  c ro ss  on i t  used to  sh in e  on th e  people Cnarodj. Blok is  

m erc iless here in  h is  a tta c k  on th e  e s tab lish ed  Church. Orlov contends 

th a t  fo r Blok th e  image of C h ris t was ra th e r  a  symbol of th e  renewal of 

l i f e ,  and a s  such may be seen to stren g th en  th e  revo lu tionary  na tu re  of 

th e  poem, a s  a d e sc rip tio n  of th e  b i r th  of a new world, in  which the 

Twelve vanquish the fo rce s  o f the  o ld  world. In th e  half-human and h a lf -  

div ine natu re  of C h ris t l i e s  B lok's e te rn a l co n trad ic tion , a  com bination 

of dream and nightm are, th e  opposites of good and ev il, th e  s . 'c red  and 

the profane.
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5 4 .2 . Symbolism en'i Ketaphor

This sec tio n  i s  c lo se ly  linked  to  th e  them atic s tru c tu re  o f th e  poem. 

The symbolic connotations of Dvenadtsat' a re  imputed ra th e r  than e x p lic it .  

As suggested in 6.2.1. th e  poem moves on a double plane which demands 

b oth  a l i t e r a l  and a symbolic in te rp re ta tio n  [cf.Bowia;175j,

Sergei Hackel in  h is  sch o la rly  work on D venadtsat' C1975J p re sen ts  each 

o f th e  p ro tag o n is ts  and ch a ra c te rs  in  th e  poem in  various gu ises. Thus 

th e  Twelve them selves may be beggars [golyt'ba  -  l in e  2287, Red Guards 

(115-3], o r a p o s tle s  -  th e i r  more common designa tion . Hackel proposes 

t h a t  to  describe  them as  g o ly t'b a  i s  more ap p rop ria te  (1975:591. He 

p o in ts  out th a t  the  impoverished Cossacks, r a l l ie d  by Hazin and Pugachev 

l a  th e  seventeenth  aad eigh teen th  cen tu rie s  were described  in  th e  same 

way. In popular tr a d i t io n  Razin a lso  k il le d  th s  g i r l  he loved in  the 

cause o f th e  Revolution. This legend of Razin has o ther p a ra lle ls  w ith 

iJvenadtsat'! i t  was believed th a t  Razin would one day be resu rrec ted , 

and, l ik e  the C h ris t of Dvenadtsat', he was a lso  invulnerab le  to  b u lle ts  

(Hackel: S31J.

The Red Guard was e s ta b lish e d  a s  a p ro le ta r ia n  fo rce  to  s tru g g le  w ith

coun ter-revo lu tionary  fo rcesi Orlov suggests th a t  th e  Twelve should be

seen a s  th e  co lle c tiv e  hero of the poem, Other c r i t i c s  have t r ie d  to

em phasise th e  nature  of the  Twelve a s  thugs and c rim in a ls , s tre s s in g

ce rta in  lin e s , fo r  example:

Ha spinu b nado bubnovy tuz!
Mynche budut grabezhi
Uzh ya nozhichkom polosnu, polosnu!



T ransla ting  D v e n a d ts a t’

Orlov in  c o n tra s t  em phasises th e  revo lu tionary  natu re  of th e  Twelve in 

lin e s  such as:

Tovarishchi!
Glyadi v obal [33-31

Revolyutslonny d e rzh ite  shag] C107, 1351

In fa c t th e re  are  two s id e s  to  th e i r  nature; they  a re  d is so lu te  and ye t 

they possess  a s tro n g  fee ling  of revo lu tionary  duty, belonging to  the 

working people but no t to  the  vanguard of th e  revo lu tion  [Orlov: 68-701. 

I t  must be remembered th a t  throughout th e  poem th e  heroes go forward; 

th e  old world, in  th e  shape of th e  mangy dog, d rags a f te r ,  T heir id e n tity  

a s  th e  co llec tiv e  hero i s  s trengthened  by th e ir  arguments to  cheer up 

Petrukha and to  exhort him to  re tu rn  to  h is  revo lu tionary  d u tie s , The 

In te re s ts  o f soc ie ty  must come before  th o se  of the  ind iv idual.

In Bowra's view £1943:173-1751 th e  Twelve rep re sen t th e  Russian people, 

who, d e sp ite  them selves, follow a div ine leader, Blok’s  C h ris t i s  a symbol 

of th e  S p i r i t  of Music, a s  well a s  a  f ig u re  of th e  redemption which w ill 

come to  Russia through bloodshed and su ffe rin g . Kat'ka sym bolises o ld 

t i e s  and a ffec tio n s  -  she i s  k il le d  by m istake in  a  moment of wild 

frenzy; out o f her blood r i s e s  th e  new world. She is  both a f r ivo lous 

whore and a s a c r i f ic ia l  w hite lamb. For many c r i t i c s  Kat'ka i s  a symbol 

of th e  p a s t being swept in to  ob liv ion . The s ig n if ic a n t p o in t in  

Woodward's opinion i s  th a t  she i s  k ille d  by m istake -  bonds w ith the 

p a s t must be severed, however re lu c ta n tly , Such an a tt i tu d e  very much
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r e f le c ts  Blok's own dileraaa, fo r  although he tru ly  welcomed th e  revolu tlc  n 

he was well aware of th e  personal s a c r i f ic e  th a t  i t  en tailed ,

The dog which follow s th e  Twelve is  a re p re sen ta tiv e  of th e  bourgeoisie, 

ob liged to  follow th e  revolu tion ; i t  sym bolises th e  o ld world a t  a 

cro ssro ad s of h is to ry , s tru g g lin g  behind th e  revolu tionary  detachment,

The wind and the b lizzard , a s  in  o ther poems, are  symbolic of a fo rce  a t  

work sweeping away th e  old world and i t s  in e ffec tu a l in h ab itan ts  

fSowra:272fJ. As such, they  c le a r ly  sym bolise th e  Revolution i t s e l f  

COrlov:49]. Many of these  symbols were common in  rom antic a e s th e tic s . 

R ussia was frequently  id en tifed  w ith a storm  and tn e  word bury a i s  used 

toge ther w ith sh izn '  and s t r a s t '  t0rlav;533. These m otifs o f th e  sw irlin g  

snow, b i t t e r  wind and storm  run througnuui. th e  e n tire  poem. For th e  

Twelve however these  a re  th e ir  na tu ra l elem ents, Vhile o th e rs  s l ip  and 

f a l l  on the ice and b a t t le  to  walk in  th e  rag ing  snow i t  i s  s t r ik in g  to  

see how th e  Twelve walk on te a r le s s  and f u l l  of purpose, never fa lte r in g : 

Gulyaet veter, porkhaet sneg,
Idut dvenadtsaV  chelovek, [84-51

At th e  end of th e  poem the red  flag  i s  introduced a s  an image which the 

Twelve a re  following, unable to  see  anything c le a r ly  in  th e  rag ing  

b lizzard . The connotations w ith th e  u n certa in ty  and chaos of these  early  

days of 1918 a re  obvious. The Twelve, and th e  Russian people a s  a  whole 

could not see fa r  in to  th e  fu tu re  nor know what th e ir  fa te  m ight be. 

They only knew th a t  they  followed an id ea l, a hope fo r  a new world and a

4
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The co lours used i r  v sn jd ts a t ' a re  s ta rk  and defined -  white, red  and 

black, although grey  [. . . crim son E2051, and gold 12671 a re  mentioned 

b r ie f ly . Vhitu  was a d± ne and apocalyptic  colour fo r  Blok, and has 

obvious re lig io u s  connotations 01 p u rity  and tran sf ig u ra tio n , The colour 

red  i s  symbolic of th e  red flag  and of s a c r i f ic ia l  blood, Hackel 

suggests th a t  th e  blood-red  and the w hite o f th e  conclusion could re fe r  

to  C h rise 's  v ic to ry  over e v i l  through h is  immolation on th e  c ro ss  

C1975:157J.

The ad jec tive  chsroy  (black) appears in  th e  very f i r s t  lin e  of th e  poem, 

and frequently  afte rw ards. Again in  l in e  77, t l i :  b lackness o f the n igh t 

i s  s tre s se d  by th e  r e p e tit io n  of chernce. The f in a l two s ta n z a s  of the 

f i r s t  canto increase th e  sense of foreboding and th e  presence of ev il, 

but i t s  source rem ains vague. The word slobz  i s  repeated  four tim es in  

th e  la s t  f iv e  lin e s  and a lso  forms th e  major rhyming element of these  

l in e s . The canto both begins and ends w ith th e  b lackness of th e  n igh t, 

s e t t in g  th e  scene fo r  some macabre event a t  which th e  reader can only

The b lackness of th e  n ig h t may be seen a s  a symbol of th e  deadness of 

th e  old world in which c h a ra c te r is tic  fig u re s  a re  e n tire ly  absorbed in  

th e i r  own p e tty  and p a ltry  in te r e s ts .  Black here  rep re sen ts  th e  world of 

negation which the revolu tion  i s  seeking to  overthrow. In th e  summer of 

1917 Blok wrote in  h is  d iary : ’"What then? Is  everything in  R ussia black 

again, and i s  i t  to  be blacker than before?" fc it ,  HackeltlSOl, All 

re ferences to  b lack in  flvenadtiBat' re f e r  to  the prerevo lu tionary  period
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Clines 1, 79, 134, 243, 81, 86], After can to  VIII th e re  a re  no fu r th e r  

re fe rences. Instead Blok uses red  and white, t ra d itio n a lly  sacred  colours 

of blood and p u rity . This i s  brought to  a climax in  th e  garland  of white 

ro se s , which fo r Orlov, a s  a tra d i t io n a l ly  Western, C atholic image i s  one 

o f th e  most obscure in  th e  whole poem. In O rlov 's view, b lack sym bolises 

th e  old world, Holy S ub ', bourgeois so c ie ty , and a l l  th a t  is  'bad '. White, 

be th e  o ther hand, syiBteolises a l l  th a t  i s  t ru e  and holy  in th e  Revolution 

C0r2ov:100J'

The figu re  of C h ris t i s  introduced by various images -  th e  flag , the  

wind and th e  im pression of someone enormous. C h ris t l in k s  m otif

symbols which occur e a r l ie r  in  th e  poem -  an in d ica tion  of th e  storm  and 

th e  b lizzard , th e  element o f th e  unknown, concealed by th e  n ig h t and the 

snow, and a suggestion  of value and purpose -  a symbol of f e s t iv i ty  and 

reb e llio n . There a re  sev e ra l co lloqu ia l re lig io u s  re fe rences El.126, 264’ 

a s  well as re lig io u s  imagery Cl,91, 101, 114, 244, 266-7, 276]. At the  

very end of th e  can to  2 Blok in troduces Holy Rus' fo r  th e  f i r s t  tim e a s  a 

ta rg e t  fo r th e  Twelve's b u lle ts .  The ad jec tiv es  applied to  her a re  mixed 

and ambiguous: kondovaya, izbyanaya, to lstosadaya. They imply a

com bination of good hea lth , s tre n g th , poverty, and a h in t o f v u lg a rity  -  

none of which a re  necessa rily  negative q u a lit ie s .

There a re  sev e ra l l in k s  between C h ris t and Kat'ka, who rep re se n ts  both 

th e  f.ternnl Feminine and R ussia 's  feminine essence:

Zubki b leshchut zhemchugom,..C142]
Sneshnoy rnssyp 'yu zhemchuzhnoy [333]

ALA
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Blok r e fe rs  to  the f ig u re  of C h ris t a s  a "feminine apparition" . Much of 

th e  imagery in  the poem supports  t b ' i  image. C h ris t in  D venadtsat’ i s  

m ild and gen tle , w ith a garland  of j around h is  head [vezchikJ. Many 

w rite rs  have presumed a lin k  with th e  B eautiful Lady and th e  E ternal 

Feminine, which lin k s  up w ith th e  concept o f C h ris t a s  an androgynous 

being tcf. 6.2,1.3. In Blok’s  early  v erse  th e  B eautiful Lady guided him 

to  C hrist. Hackel rem arks th a t  when Blok wrote th e  poem, Cod and. the 

S te rn a l Feminine were "interchangeable  and cognate" CJfackel 1975: 1433.

5.4,3. The o v e ra ll u n ity  and s tru c tu re  o f th e  poem

T his sec tio n  i s  c lo se ly  linked to  th e  pragm atic is su es  involved. The

poem c o n s is ts  o f 335 lin e s  div ided  in to  12 can tos which d if f e r  in  length,

con ten t and m etrical form. Blok ca lled  i t  both a s e r ie s  of poems and a

cycle  of poems, and in  fa c t began work in  th e  middle -  th e  poem grew

from two lin e s  in  th e  eigh th  canto, fo r  he o rig in a lly  intended to  w rite

twelve sep a ra te  poems CStankietricz 1984:3463. Mandel'shtam c a lle d  i t  a

"monumental d ram atic chastushka", a s  chastu shk i were often  delivered  in  a

chain. As such i t  may well f a l l  in to  s im ila r  ca teg o rie s  a s  E l io t 's  The

Paste Land, o r R ilke 's Duiaeser Eleglen. Stankiewicz r e f e r s  to  i t  a s  a

new concept o f ly r ic a l poerai

which assigned  a e s th e tic  p r io r i ty  to  th e  fragment, the 
open-ended com position and the e l l ip t ic  u tterance over 
the monothematic, cohesive and w ell-balanced form 
11984:3473

Given th e  fragm entation of both th e  form and th e  con ten t o f th e  poem, 

S tankiew icz suggests th a t  i t  should be considered a s  a sy n c re tic  work,

Page 75
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both dram atic end ly r ic  [1984:3501 Consider ad in  t h i s  l ig h t the poem 

moves on two d is t in c t  bu t in te r re la te d  p lanes:

1. the background of th e  snowswept c ity ,  to  which the p ro tag o n is ts  o f the  

Old World belong. The twelve men slow ly emerge from th is  background so 
t h a t  by th e  fourth  can to  they s te p  in to  th e  cen tre  o f the s tag e  (1,127-3]. 

This backgouud i s  id e n tif ie d  by i t s  ly r ic a l nature  and seems to  be 
synonymous w ith the- p o e t's  voice.

2, the foreground a c t iv i ty  and voices of the  so ld ie rs , w ith some 

in te rru p tio n s  from th e  poet Clines 169, 187-8, 256, 297, 321-335, and a l l  

0/  can tos IX and XII.

The ove ra ll d ram atic e f fe c t <s s trengthened  by the v a r ia tio n s  in  s ty le , 

which succeed in  obscuring the. b a sic  dichotomy between th e  two planes. 

The o rig in  of the  rem arks i s  o ften  obscure, Ho ind ica tio n  i s  given in 

th e  te x t  o th e r than  by means of the s ty le  and re g is te r  o f th e  language 

us>.i, For example, can to  IV lin e s  127-3 may belong to  th e  au thor, while 

l in e s  129-31 may be a t t r ib u te d  to  the s o ld ie rs  because of th e  substandard  

forms and in te r je c tio n s . There a re  sev era l 'o rphan ' l in e s  in te rsp e rsed  

between th e  longer s ta n z a s  E78; 93; 225-6; 244], These disembodied voices 

a lte rn a te  w ith u tte ran ces from the background such a s  in sc r ip tio n s  on 

banners, revo lu tionary  s logans and sna tches of songs ( lin e s  10:9O-1;274- 

5;295-6;107-8jl85-61, This polyphony of vo ices i s  deepened by the 

jux taposition  of d if fe re n t language r e g is te r s  and formsi

These complex concatenations of chap te rs  and scenes and 
th e ir  c o n tra s ts  and t r a d i t i o n s  from one chap ter to  
another a re  Instrum ental in  reproducing a r t i s t i c a l l y  the 
con trad ic tio n s of r e a l i ty  i t s e l f  in  i t s  i r r e s i s t ib le  
movement, in  i t s  tu rbu len t revo lu tionary  development 
[Russian Reader; 79]
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N evertheless the poem i s  marked by a s tro n g  dynamic impulse and a

coherent theme, Poggioli says o f Tie Twelve'.

A supreme harmony i s  achieved by way of a chao tic  
confusion,- by means of an un in terrup ted  s e r ie s  of 
dissonances, E1960:2051

The tension  between th e  cen trifu g a l and cen tr ip e ta l  tendencies of 

D venadtsat' c o n s titu te  i t s  p r in c ip a l complexity; i t s  in te rn a l cohesion is  

achieved by formal and sem antic devices which run throughout th e  poem,

Cantos I and XII d if f e r  from th e  o th e rs  can tos and thus enclose them as  

a prologue and epilogue.

Canto _I c re a te s  th e  landscape of th e  poem, s e t t in g  th e  scene and 

in troducing  the puppe t-like  fig u re s  of th e  o ld world. I t  a lso  s e t s  

c e r ta in  m otifs in  motion, fo r  example th e  image o f th e  bourgeois 11:29-30 

4 VIII:240 -i IX:250-1 -> XII:303-4I.

Canto XII a c ts  a s  an epilogue mainly because of th e  f in a l  s tan za  and the 

fig u re  of C h ris t,  whose eventual appearance dominates th e  development of 

th e  poem. This development i s  no t tem poral, b u t ra th e r  involves elements 

of tran sfo rm atio n  and recogn ition  in  th a t  th e  tru e  id e n tity  of th e  

c h a rac te rs  and th e  s ig n ifican ce  of th e ir  ac tio n s  i s  g radually  revealed. 

Any t@mj.jral movement in  th e  poem re fe r s  to  th e  march of th e  twelve 

so ld ie rs , which as- we have seen, may be in te rp re ted  sym bolically  a s  th e ir  

s p ir i tu a l  p ro g ress  lead ing  from th e  murder of K afka in canto VI to  the  

appearance o f C h ris t in  canto XII [Stanklewicz:354], o r a s  they march
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(.chastusbki), a s  well a s  fo lk  songs. The rhythm v a rie s  from sh arp  and

in c is iv e  o c to sy llab ic  couplets to  free, verse , w ith often  alm ost

conversational language. The marked c o n tra s t  in  th e  rhythm can be seen

to  rep re sen t c o n f lic t  in  the Twelve:

In th e  h e a r ts  o f these  twelve sen  an incoheren t strugg le
is  being waged which perm eates th e  poetry  a s  a dialogue
of rhythms: th e  s teady  beat: o f th e  march and th e  wild
Russian snng-and-dance, th e  chastusJiira and the
plyasovaya, which express, on th e  one hand, the
revolu tionary  w ill  to  power and, on th e  o ther, the
d es tru c tiv e  and s e lf -d e s tru c tiv e  revolu tionary  
temperament, tFyman, Vol.11:239]

Whereas Blok norm ally uses th e  ianb th e  b a s is  o f D venadtsat' I s  the

trochee, which tra d i t io n a l ly  conveys movement and excitem ent, and i s

s tro n g ly  a sso c ia ted  w ith Russian fo lk -p o e try . Despite t h i s  th e  poem is  

polyrhythm ic; tro ch a ic  and iambic te tra m e te rs  interm ingle  w ith d o l'n ik i 

and free verse , In can tos V, VI, and IX iambic te tram e te rs  predominate 

w hile in  th e  o ther can tos there  i s  a  predominance of tro ch a ic

te tram e te rs . In canto II  th e re  i s  a background o f an iambic marching

rhythm, w ith in te rru p tio n s  of Bkh! Ekh! ben kresta!. Canto VIII con tains

fa ll in g  cadences w ith in te rru p tio n s  in  rhythm, w hile in  canto XI the

beginning i s  rhy thm ically  emphatic and then re g u la r ise s  tow ards th e  end 

p a ra lle lin g  an increased  confidence in  th e  Twelve.

The g re a te s t  m e trica l v a r ie ty  in  the poem is  in  th e  f i r s t  two can tos; 

canto I a lte rn a te s  between the trochee, th e  lamb and the d o l'n ik  e.g.: 

Chernyy vecher/Belyy sneg. [1-21
A von i  dolgopolyy -  /Stnrnnkny -  za sugrob: C37-8]
Zloba, g rustnaya zloba/ K ip it v g ru d i.. .[79-80]
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tow ards a new world and a new s a t  o f values. Parases Implying the 

s tag es  of th a t  p rocess , '-e  d is tr ib u te d  a t  the  beginning of th e  "drama" in  

11:85; VII:187; XI:2?6; XII:2S?.

The two h o s tile  worlds o f the poem, sym bolised by tne Red Guard and the 

bourgeois, a re  brought to ge ther both a t  th e  beginning and th e  end of th e  

poem, The bourgeois i s  f i r s t  presen ted  as a member of th e  old c la s s , 

then he i s  linked  aetonym lcally  w ith th e  mangy dog [250-73 and then 

id e n tif ie d  w ith the dog C309-3121, F in a lly , only the dog lim ps along 

behind C h ris t U3283, h is  s ig n ifican ce  e n tire ly  m etaphorical.

S tankiew icz concludes;

Moreover, while th e  overt elem ents con trib u te  to  th e  
d iv e rs ity  and fragm entation  of th e  poem, i t  i s  the 
hidden sym bolical dimension which lends i t  a sense of 
d ire c tio n  and in te rn a l cohesion. [1984:356]

Tynianov wrote of th e  l a s t  s tan za  of D venadtsat’:

£it] i s  not only th e  climax of th e  poem, but the  one in  
which th e  whole of i t s  em otional plan  i s  contained, so 
th a t  th e  e n tire  work in  i"u» own way thus amounts to  
v a r ia tio n s , h e s ita tio n s , and d ev ia tio n s from the theme of 
i t s  conclusion. [cit.Haokel:973

5.5.1. Rhythm and Metre

Blok’s  experim entation with verse  forms i s  well-known. In D venadtsat’ 

th e  v erse  i s  modelled on various popular s t r e e t  and fac to ry  songs
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In te rsp e rsed  with these  are  p rosa ic , non-m etrical l in e s , such a s  lin e s  16, 

24, 31-2. The f i r s t  and second cantos a re  th e  le a s t  reg u la r in  rhythm 

and metre. Canto I i s  p rim arily  sy llabo -accen tua l although the number of 

s t r e s s e s ,  sy lla b le s  and fee t per l in e  v a rie s  tremendously, In th e  second 

canto  th e re  i s  a c e r ta in  rhythm ic homogeneity and wholeness in  c o n tra s t  

w ith canto 1, In l in e s  84-89 and 105-110 when the Twelve a re  marching 

and ac tiv e  th e re  i s  a c le a r  bea t w ith a  d is t in c t iv e  p a tte rn  in  lin e s  

84,88,89,107,108 and 110 which can be described  a s  fou r-foo t iambs w ith 

an in se rted  sy lla b le  a t  the  caesura CWoodward:152J. Cantos I I I  and IV use 

th e  rhythm o f th e  chastushka a s  well a s  the  hyperdacty lic  endings of 

fo lk  poetry  -  zagavarlvaei, tolstomorden 'kaya, Cantos VII, X, XI and XII 

a re  predom inantly tro ch a ic , while canto VIII i s  an im ita tion  o f a fo lk -

These v a r ia tio n s  function  on a sem antic a s  well a s  on s y n ta c tic  and 

pragm atic lev e ls . The dominance of th e  trochee em phasises th e  

a sso c ia tio n s  w ith Russian fo lk  p o e try , and hence w ith th e  Dared whom 

Blok saw a s  liv in g  in  g re a te r  harmony w ith th e  music of the  Cosmos,

lan to  IX with i t s  s t r i c t  c la s s ic a l  fo u r-fo o t iambs emphasises th a t  i t  

d ea ls  w ith th e  o ld world and bourgeois forms. The marching rhythm 

through much of th e  poem sym bolises th e  sense of moving forward, towards 

th e  new world, the frequent changes in  rhythm and m etre giv ing  th e  poem 

i t s  dynamic quality .
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This marked d iv e rs ity  of m etrica l forms i s  a sso c ia ted  w ith th e  d iv is io n  

in to  them atically  d if fe r in g  p a r ts .  For example, free  verse  and iambic 

m etres appear when th e  voice of th e  poet o r "ex trin sic "  events a re  given 

precedence over the  c e n tra l  theme [Chukovsky: 348k lin e s  33-4, 169, 165, 

250 , 274-5 , 295-6. V aria tions in  th e  s ty le  of th e  poem m otivate o ther 

m etres; fo r  example canto VIII i s  a tra d i t io n a l  zaplachka  lament in  

te rn a ry  metre, while th e  rem aining can tos im ita tin g  th e  rhythm s of the 

chastushki a re  s e t  in  tro ch a ic  te tram eters ,

The various scenes correspond to  th e  en try  and e x it  o f th e  d if fe re n t 

ch a rac te rs . The scene s e t  in  th e  f i r s t  canto i s  re-echoed throughout th e  

r e s t  o f th e  poem, and th e  language and rhyme used here  reappear 

subsequently, fo r  example th e  rhyme vperyod/narod  and th e  in troduc tion  of 

th e  word k r e s t  which i s  th e  f i r s t  ind ica tio n  of th e  theme o f C h ris t, 

Line 76 b rin g s  th e  question  Chto vperedi?  to  which th e  answer i s  only 

provided a t  the end o f th e  poem,

The m etric  and rhythm ic v a r ie ty  and th e  d iv e rs ity  of s tan za ic  form are  

counteracted by a tendency to  tig h te n  th e  u n ity  of th e  in d iv idua l can tos. 

This is  achieved by means of formal devices; fo r  example in  can to  I th e  

feminine rhyme i s  dominant: vecher/veter; plaohet/znaohit; veselyy/padoly;  

k o s it/n a s it;

sobranie/zdanle; p reda te l V p l s a t e l Canto II  on th e  o th e r hand i s  

d istin g u ish ed  by i t s  con stan t masculine rhyme: sneg/chelovek;

bogat/so ld a t; shag/vrag ; trusV R us’,
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S im ilar devices a re  used elsewhere in  th e  poem, serv ing  to  unify 

ind iv idual can tos but by streng then ing  th e  d is tin c tio n s  between the 

can tos, the work a s  a whole i s  fu r th e r  fragmented. This, in  S tankiew icz's 

view i s  accentuated by th e  lack  of a co n s is te n t temporal development and 

by th e  semi-autonomous nature  of some cantos which have no apparent 

bearing on th e  c e n tra l theme, such a s  Canto III  and IX [Stankieylcz:345J. 

On th e  o ther hand l in k s  in  th e  rhythm and metre of d if fe re n t can tos jo in  

them to ge ther w ithin the s tru c tu re  of th e  poem, fo r example between 

can tos  II and VI; I I I ,  IV, and V; VII, X, XI, and XII; only I and VIII a re  

not echoed elsewhere,

5.5.2. S ty le  and R eg is te r

Van Kesteren places s ty l i s t i c  is su es  in  th e  pragm atic category. This i s  

in d ica tiv e  o f one of th e  fa i l in g s  of h is  method a s  t h i s  a sp ec t o f th e  use 

o f language is  c lo se ly  linked  to  asp ec ts  o f both sy n ta c tic s  and 

sem antics, The s ig n if ic a n t p o in t, neg lected  by Van K esteren, i s  th e  

function  of th e  choice o f syn tax  and le x is  a s  exponents o f th e  s ty le  and 

re g is te r ,

Blok uses a type o f cinem atographic montage technique, w ith abrupt 

them atic t r a n s itio n s ,  Pyman summarises th e  symphonic natu re  of 

Dveaadtsat';

Like a musician, Blok wove borrowed melodies in to  h is  
symphony, making them h is  own. The sounds of the  
s t r e e t :  s ta cca to  shouts, murmured im precations, snatches 
of ta lk ,  marching fee t, Popular rhythm s: the  Russian 
dance, the  c rue l romance, th e  chastushka, the  folk-song.
Vords: snatches of slang; revo lu tionary  jargon with i t s  
in d ig es tib le  fo re ign  words; popular m ispronunciations;
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phrases from th e  Liturgy. Then a growing cacophony: 
hoarse, angry cu rses; the r a t t l e  o f r i f l e - f i r e ;  the long
laugh of the  wind in  the  alleyw ays and, a t  th e  la s t ,  a
to ta l  change of key: a  s o f t ,  compelling music th a t  b u rs ts  
upon th e  reader w ith m ajestic  se ren ity , a s  in ev itab le  yet 
to ta l ly  unexpected a s  th e  ch o ra l fin a le  o f Beethoven’s  
Ninth Symphony or th e  sw elling  p rayer a t  th e  end of 
Schoenberg’s  S u rv ivor o f  th e  Warsaw Ghetto, [Vol.II:

In Stankiew icz's opinion the tru ly  d is t in c t iv e  cha rac te r o f D vsaadtsat' i s  

th e  novelty  of i t s  com position, th e  d en s ity  of s ty le , language and 

them atic development. The s ty le  changes according to  the  speaker and the 

sub ject: th e  purely d esc r ip tiv e  passages a re  w ritten  in  a  solemn, high 

l i t e r a r y  s ty le  [lin e s  79-00,254-5,286-9,323-4] while passages dealing  with 

th e  Twelve take on th e  colour and rhythm o f popular speech. In canto I 

th e  co lloquialism s and exp le tives  of the p ro tag o n is ts  a re  blended with,

th e  p o e t's  own b itin g  s ty le , re p le te  w ith idioms and e l l ip t ic  fonnsilines

21, 25-6, 33-4, 47, 64, in  c o n tra s t  w ith 53-4, 39-40,48-9,50-1.

The many d iffe re n t re g is te r s  and s ty le s  a c t to  increase th e  polyphony c f  

vo ices in  th e  poem. Blok makes use of poe tic  d ic tio n . Old Church 

S lavonic, vu lgar language, popular exp ressions and purely d ia le c tic  forms, 

fo r  example:

a . co lloqu ia l d im inutives: enezhok, ledok, fonarik , og lobel'k i, 
tolstonordan'kaya, zasnobushka, khodok, druzhok, krovushka,
b. co lloqu ia l p e rfec tiv es  in  -nu: p e r e m o tn u la s p o d v e r n u la s ',  
polosnu,

c . substandard  form s: p ie c h is t- r e c h ls t ,  nsd soboy derzh i kon tro l
d. exp le tives: JrtioJera, p a c la l s t s r v e t s

e. in te r je c tio n s : ay, ey, ay, uzha, ekh, ty , ekh-ekh, akh, okh, okh ty, 
uzh, t r a - ta - ta ,  trakh-taleh-tajch.
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f .  popular speech: baba, lo sku t, p ro va lis ', go lyt'ba

In th e  syntax  the s ty le  of language ranges from the lower r e g is te r s ,  such

Ru, Van'ka, sukin syn , burzhuy

to  th e  more solemn s ty le  of:

Vdal' Idu t derzhavnya shagom

together w ith examples o f 'in c o rre c t' usage such a s  u ey, koy-kak, szadu,

This ambiguity of s ty le  accentuates th e  fa c t  th a t  meaning i s  constructed

both on a tex tu a l level a s  w ell a s  on an im plied lev e l of t r a n s - te x tu a l

re fe rences. These e x tra - te x tu a l re fe rences and varying genres and 

r e g is te r s  c rea te  th e  v e r tic a l paradigm atic complexity uf th e  poem -  

Stankiewicz c a l l s  i t  an "outstanding example of modern l i t e r a r y  collage" 

[1984:352],

Blok a lso  uses a number of R ussian fo lk -ex p re sslo n s, which add to  th e

flavou r of th e  poem. This i s  e sp ec ia lly  no ticeable  in  lin e s  256-263,

where he describes  th e  rag ing  wind:

Sazygralas1 ch to y -to  v'yuga,
Oy, v'yuga, oy, v'yuga!

He v id a t ' sovsem drug druga 
za chetyre za shaga!

Sneg voronkoy zav llsya ,
Sneg stolbushkoy podnyalsya...
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The connotations w ith fo lk -poe try  a re  s tro n g . Thera a re  s ev e ra l examples 

of the  popular chastushka, The ex tensive use of dim unitive su ff ix e s  a lso  

accentuates these  l in k s  w ith fo lk -poe try ; cantos I I I ,  IV, V, VIII, IX, 

resem ble songs o r ba llad s  w ith openings, re p e tit io n s , images, cadences 

and rhythm ic tu rn s  of speech ty p ic a l o f fo lk  songs, fo r  example, Oy, Okh, 

Ekh, Akh, Uzh to g e th e r w ith gore-gcr'koe, udal bedoval, nochki chernye, 

khael'nya, and th e  change of s t r e s s  on c e r ta in  words such a s  v ’yuga  to

The unusual, obso lete  o r co lloquial language i s  used by Blok to  achleva a 

foregrounding e f fe c t s im ila r  to  th a t  d iscussed  above. S im ila rly , th e  use 

of c e r ta in  term s co n trib u te s  to  the d e fam ilia risa tio n  techniques of which 

th e  sym bo lists were so  fond. The use of language and o f rhyme a lso  

c a r r ie s  sem antic s ig n ifican ce  in  focusing th e  rea d e r 's  a tte n tio n  on 

concepts which a re  c e n tra l  to  th e  them atic development o f th e  poem.

I t  must be emphasised th a t  each o f th e  ca tego ries  d iscussed  above i s  

somewhat a rb itra ry  and th e  a n a ly s is  i s  by no means exhaustive. The 

themes and, m o tifs in te r a c t  w ith and through th e  symbolism and th e  form al 

s tru c tu re  of the poem to  in te n s ify  e f fe c ts  on a l l  lev e ls . The more 

sp e c if ic  use o f the  various poetic  devices i s  d iscussed  below to ge ther 

w ith an a n a ly s is  o f th e  two tra n s la tio n s ,
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Blok has generally  been neglected ou tside Russia, a t  le a s t  p a r t ia l ly

because of th e  considerab le  d if f ic u l t ie s  encountered by th e  would-be

tra n s la to r ,  Those tra n s la t io n s  th a t  have appeared a re  d i f f ic u l t  to  ob tain

and  no a ttem p t has ever been made to  system a tica lly  a s se s s  or compare

them, Pyman b rie f ly  mentions the dozen o r so  tra n s la tio n s  of D vesadtsa t'

th a t  have been attem pted; she c a l ls  a l l  o f them 'more o r le s s

unsuccessful’, bu t r e f e r s  to  th e  tra n s la tio n  by S tallw orthy  and France

<which i s  a ssessed  below) a s  'very E nglish but curiously  b eau tifu l',

Pyman concludes th a t  i t  i s  neverthe less worth learn ing  Russian to  read

th e  poem in  th e  o rig in a l:

Always laconic, Blok here invested  every word w ith such 
a  re s ilie n c e  of meaning, sound, a s so c ia tiv e  s ign ificance , 
th a t one cannot hope to  produce more than a f rac tio n  of 
th e  e f f e c t  in  tra n s la t io n .  fPyman IJ.-288J

The tra n s la tio n s  published by Jon S tallw orthy  and Peter France CTT1J 

combine th e  a b i l i t i e s  o f a Russian sch o la r w ith those of a poet, In the 

in troduc tion  to  the  poems th e  tr a n s la to r s  g ive some in d ica tion  of the 

methodology they decided to  adopt and th e  ac tu a l p rocess  of tra tv sla tion , 

They s ta te  th a t  they decided to  e r r  on th e  s ide  of a 'f re e ' ra th e r  than  a 

'f a i th fu l ' t ra n s la tio n , The aim in  thmir eyes was to  produce poetry  th a t 

would stan d  by i t s e l f  in  1970 (the da te  of p u b lica tion ). This in  i ts e l f  

shows th a t  any fa ith fu ln e s s  to  tho period  of Pvenadtsa t' was not 

considered of importance. Poems which belong in  Russian l i te r a tu re  of
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th e  ea r ly  tw entie th  century w ith a l l  th e  asso c ia tio n s  and connotations 

th a t  th a t  e n ta ils  fo r  p resen t-day  -  o r 1970 -  Russian readers or 

l is te n e rs ,  a re  being consciously transposed  in to  th e  contemporary 

l i te r a tu r e  of th e  ta rg e t  language. Given th e  fa c t  th a t  P venadtsa t' deals 

sp e c if ic a lly  w ith th e  Revolution and contains a wealth of connotative 

m ateria l fo r the  Russian reader, i t  i s  c le a r  th a t  the poem can only be 

tra n s la te d  ’o v e rtly ’, th a t  is ,  th e  reader w ill remain aware th a t  he i s  not 

read ing  th e  o r ig in a l.  For th e  poem to  stand  alone a s  an E nglish poem, 

th e  tr a n s la to r s  must employ a la rg e  number of compensatory devices.

S tallw orthy  and France p o in t out sev e ra l fa c to rs  which com plicate the

tr a n s la tio n  of Russian poetry in to  English. Host E nglish poets have

broken with th e  o ld prosody and rh e to r ic  which flo u rish ed  u n t i l  the

beginning of t h i s  century, while many Russian poets even today w rite  in

th e  poe tic  t r a d itio n  o f th e  nineteen th  cen truy . S tallw orthy  remarks;

Blok was in  many re sp e c ts  a  pioneer, but even so , to  
modern Western ea rs  h is  poems would sound rid icu lo u sly  
bombastic i f  we were to  g ive an accurate  rendering  of 
th e ir  heavy to n ic  s t r e s s e s ,  s tro n g  e ffe c ts  of symmetry, 
re g u la r ity  of rhyme and metre, and frequently  archa ic  
poetic  d ic tio n , fp l l ]

P artic u la r ly  d i f f ic u l t  is  h is  use of te rn ary  m etres, esp ec ia lly  the

d a c ty lic , a feature  of Russian fo lk rpoe try , S tallw orthy  and France

comment th a t  th is  sounds na tu ra l in  Russian but in  E nglish is

rem iniscent o f flow They Brought the Good flews from Ghent to  Alxi

Perhaps we have n o t e n tire ly  avoided these  tra p s ,  bu t a t  
le a s t  we have t r ie d  to  d is lo c a te  th e  re g u la r ity  and the 
flow of eloquence where th-.’y might have become 
unacceptable to  an E nglish reader, In t h i s  we have only 
been going fu r th e r  along a road opened up by Blok, fo r  
he experimented a good deal w ith poe tic  form .....But 
s t i l l  we hope to  have rendered something of Blok’s
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famous music, which i s  easy to  enthuse about, hard to  
analyse, but c e r ta in ly  not unconnected with th e  supple 
use of t r a d itio n a l verse forms. [121

The t ra n s la to rs  s e t  about the  p rocess o f tra n s la tio n  in  th e  following 

way. Peter France would send a l i t e r a l  version  of a poem to  S tallw orthy , 

in d ica tin g  the m etrica l sco re , w ith no tes on rhyme and rhythm, tone, 

vocabulary, rep e tit io n , ambiguity and so  fo rth . S tallw orthy would then 

produce a poem with a s  l i t t l e  a lte ra tio n  a s  possib le , which France would 

subsequently c r i t i c i s e ,  o ffe rin g  a lte rn a tiv e s  and making suggestions. In 

t h i s  way they a rr iv e d  a t  th e ir  version  of The Twe.ve.

The second t r a n s la tio n  CTT21 i s  by Sergei Hackel, published in  1975,

although th e re  i s  no ac tu a l reference to  th e  da te  of tra n s la tio n . I t  i s

accompanied by no explanatory  no tes but i s  p rin ted  in  the  form o f a

p a ra lle l  te x t  with th e  Russian o r ig in a l on th e  facing  page; th i s  im plies 

th a t  th e  tra n s la tio n  i s  intended fo r the reader w ith some knowledge of 

Russian, and a s  th e  tra n s la tio n  forms an appendix to  a de ta iled  academic 

work on D venadtsat' i t  was c le a r ly  n o t o r ig in a lly  intended fo r  th e  

layman, in  c o n tra s t  to  th e  t r a n s la tio n  by Stallw orthy  and France.

The t r a n s la to r  must take th e  po ten tia l reader in to  account when making 

h is  tra n s la tio n . The place and nature  of publication  of th e  t r a n s la tio n  

and the expected c irc u la tio n  w ill a l l  be fa c to rs  in  asse ss in g  th e  type  of 

reader, The aims of the  two tra n s la t io n s  are  th e re fo re  s u b s ta n tia lly  

d if fe re n t and th e  e f fe c ts  achieved a lso  d if f e r  considerably,
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For p ra c tic a l reasons th e  tra n s la tio n s  a re  discussed  canto by canto; th is  

method is  n o t only more stra ig h tfo rw ard  but e a s ie r  fo r  th e  reader and is

b e s t su ited  fo r an a n a ly s is  which seeks to  show in  which ways various

asp ec ts  o f th e  te x t  have a lte re d  in  tra n s la tio n .

Canto I : At th e  very s t a r t  o f the  f i r s t  canto th e  two tra n s la tio n s

es ta b lish  th e ir  d if fe re n t flavours in  th e ir  use of rhyme and 

v e rs if ic a tio n . Blok’s  opening s tan za  i s  powerful; the rhyme scheme 

follows a c le a r  p? ; n -  ababaa -  th e  f in a l  rhyme being im perfect, and a 

and b being m asculine and feminine rhymes resp ec tiv e ly . In ad d ition  th e  

CiOSoN* /e /  sound i s  repeated  again  and again  -  vecher/bely  

sneg/veter/chB lovek/veter.vetw /sv& te. Lines 1-12 with th e i r  sharp  

emphatic m etre p - j/ia e ise  the s tre n g th  of the  b lizzard , s e t t in g  th e  scene 

fo r  the r e s t  o f th e  poem. This i s  accentuated by the predominance of the 

[el sound throughout th e se  f i r s t  lin e s . In l in e s  7-12 th ere  a re  a lso  a 

number o f words contain ing  th e  sounds fzJ and zhJ. a s  w ell a? words 

beginning w ith fs7 -  snezhok; sneshkoa; ska l'zko ; tyashko; s k o l 'z i t ;  

bedoyashka. Generally, h a lf  o f th e  l in e s  a re  tro ch a ic  and h a lf  are  

iambic. Choosing v e te r  and vecber a s  rhyming words a t  th e  very s t a r t  

o f the poem s t r e s s e s  th e  ro le  o f th e  blackness of th e  n igh t and th e  force 

of the  wind a s  prim ary symbols in  the  poem, which form a c e n tra l  p a r t  o f 

th e  poem's them atic and symbolic imagery.

The s im ila r ity  between th e  Russian vecber and v e te r  i s  o f course 

in ev itab ly  lo s t  and a  s a tis fa c to ry  compensatory device d if f ic u l t  to
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imagine. Hackel CTT21 does however r e ta in  much of th e  rhyme sequence and

th e  re p e tit io n  of 'w ind1. Most im portan tly , the  in i t i a l  s ta rk  c o n tra s t

between th e  black n ig h t and th e  white snow, c e n tra l to  th e  them atic

con ten t and imagery of the o rig in a l poem, is  re ta in ed . His opening

stanza  thus re ta in s  much of th e  fo rce  of the  o r ig in a l,  although the

sh o rt ,  clipped  sounds o f th e  f i r s t  h a lf  o f the  s tan za  d is s ip a te  in  th e

l a s t  line  o f th e  stanza:

F ill in g  God's wide world.

S tallw orthy  and France CTT1] choose to  a l te r  the whole rhyme scheme and

form of th e  opening s tan za , th e  v e rs if ic a tio n  s e t t in g  th e  p a tte rn  fo r  th e

r e s t  of th e i r  t ra n s la tio n . There i s  no rhyme a t  a l l  in  th e  f i r s t  s tan za ,

while th e  ends of th e  lin e s  bear no re la tio n  to  th e  sem antic constru c tio n

o f the verse . Thus th e  second lin e  ends w ith 'hurled ' -  while in  the

o rig in a l and in  Hackel's tra n s la t io n  i t  ends w ith 'snow' -  im portan t

because of i t s  ro le  a s  a c e n tra l image in  the poem, and i t s  rhyme with

l in e  4. Moreover, by adding th e  d e f in ite  a r t ic le  before th e  word wind

(TT1 2, 3 , 5, 6 ). much o f i t s  fo rce  -  l i t e r a l ly  -  i s  lo s t .  Zn ad d ition  the

b lack/w hite c o n tra s t i s  b lurred:

Darkness -  and white 
snow hurled by the 
w ind .. The wind!
You cannot stand  
up righ t fo r  th e  wind: 
the  wind
scouring God's world.

The dominance of feminine rhymes in  t h i s  canto i s  n o t e a s ily  tra n s fe rre d  

a s  English poetry i s  obliged to  re ly  heavily  on m asculine rhymes because 

of i t s  phonological and m orphological s tru c tu re .
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The most s t r ik in g  change made in  TT1 i s  th e  a lte ra tio n  in  th e  sy n ta c tic  

com position of th e  l in e s . There a re  no c a p ita l  l e t t e r s  a t  the beginning 

of each lin e ; the sen tences and conceptual groups of words run over from 

lin e  to  lin e  in  endless enjanbements. The d e f in ite  rhythm of th e  opening 

v e rse s  thus a lso  d isappears , g iv ing  way in  TT1 to  to  a smooth, ram bling 

p iece of verse , w ith i t s  own slow flowing rhythm.

One of th e  most s ig n if ic a n t s h i f t s  on both a sy n ta c tic  and a sem antic

lev e l i s  in  T i l 's  rendering  of th e  second stans:*, where a sp e c if ic

connotative meaning i s  added: th e  o r ig in a l tra n s la te s  ward fo r  word as:

The wind r u f f l e s /  the  l ig h t  white snow / beneath th  ? snow 
th e re 's  I c e /  s l ip p e r lly ,  dangerously/ every p ed es tr ia n /  
s l ip s  -  oh, poor th ing!

TT2 t r a n s la te s  t i l s  v erse  alm ost l i t e r a l ly ,  adding c e r ta in  It:;; -?1 item s 

in  order to  provide rhymes. TT1 on th e  o ther band in troduces th e  

follow ing:

p u lls / th a t  treacherous wool/ over  t i e  wicked ice.

The image o f d ece it i s  made e x p lic it ,  a s  w ell a s  th e  natu re  of th e  

'wicked’ ice , ne ith e r o f which a re  presen t in  th e  o rig in a l,

Lexical item s chosen by th e  tr a n s la to r s  occasionally  appear incongruous. 

For example, TT2 r e f e r s  to  th e  p la ka t  a s  a poster:  unfortunately  p o s te rs  

a re  never made of c lo th , but always of paper, making th e  next th ree  lin e s  

nonsensical to  the English  reader; th is  i s  avoided in  TT1 by tra n s la tin g  

p la ka t  a s  banner.



Two T ransla tions

Much of th e  language i s  co lloqu ia l, and th i s  aspec t is  p resen t in  the 

t ra n s la tio n s ,  although obviously spread over d if fe re n t lex ica l item s. 

However, i t  i s  in  th e  choice of re g is te r  th a t  th e  m ajority  o f d is to r tio n s  

occur, TT1 occasionally  changes ab rup tly  from one re g is te r  to  th e  o ther, 

while th e  o r ig in a l r e ta in s  th e  same tone; l in e s  17-22 fo r example a re  

inform al and co lloqu ia l, while TT1 includes a sy n ta c tic  constru c tio n  of a 

f a i r ly  form al level -  and they  without s h i r t s  ~ where th e  co lloquial 

substandard  form would have been -  and them without s h ir ts .  In

lin e s  45-51, TT1 i s  much more successfu l in  re ta in in g  th i s  na tu ra l 

co lloqu ia l s ty le ,  while the  TT2 version  i s  more s t i l t e d ,  attem pting  to  

s ta y  much c lo se r  to  th e  o rig in a l form.

The extensive use of d im inutives in  th e  o rig in a l can only be communicated 

in  English by su ita b le  qualify ing  ad jec tives , and th e  a sso c ia tio n s  w ith 

fo lk -p o e try  and chastushhl must be lo s t .  The choice of qualify ing  

ad jec tiv e s  v a r ie s  considerab ly ; thus fo r  snezhok  TT2 s u b s titu te s  f in e  

snow  while TT1 omits any ad jective, In lin e s  50-51 both tr a n s la to r s  take 

advantage o f th e  image o f the lady in  the  fu r  coa t being hauled up o f f  

th e  ice  to  in s e r t  l in e s  rem in iscen t o f a well-known seashanty , p roviding 

some compensation fo r  th e  lo s t  connotations w ith fo lk -poe try , TT2 i s  

le s s  successfu l in  n o t adopting the l in e s  wholesale from th e  song, while 

TT1 does do th i s ,  to  g rea t e ffe c t,  conjuring up connotations of a sh ip  and 

developing h is  reference in  lin e  50 to  her 'beam end':

Heave ho
and up she r is e s  -  so!

Although the s e ttin g  i s  c le a r ly  fo reign  to  th e  E nglish-speaking reader, 

th e  tr a n s la to r s  generally  t r y  to  t ra n s fe r  c e r ta in  re fe rences to  the TL
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cu ltu re . Thus th e  e x p lic it ly  re lig io u s  references a re  generally  

tra n sfe rre d  to  the C atholic Church; exp ressions such a s  Holy Mother CT2] 

and Mother o f  God CT1) a re  unm istakeably Catholic.

Attempts a re  made to  convey th e  a l l i te r a t io n  and assonance of Blok's

verse , where such fea tu re s  can be accommodated without undue clum siness,

TT2 achieves th i s  in  th e  f i f th  s tan za  of th e  can to  w ith lin e s  29-29!

Will th e  f r o s t  never lose  i t s  g rip  
or th e  wind lay  i t s  whips aside?

The reference to  R ussia in  TT1 a s  'down and out' Cline 35] adds to  the 

g eneral theme of the  p e rso n ifica tio n  of R ussia and i t s  id e n tif ic a tio n  w ith 

tram ps and vag ran ts , and, eventually , th e  mangy dog i t s e l f ,  This i s  

adding to  th e  o r ig in a l which only s ta te s  th a t  R ussia has perished , and 

which i s  re ta in ed  more o r le s s  l i t e r a l ly  in  TT2,

Both vers ions convey the tone of irony which i s  p resen t in  Blok, TT1 by 

means o t th e  words 'pen-pusher' and 'w ord-spinner' and TT2 by using such 

term s a s  'm uttering ' and 'b ig  ta lk ',  There a re  no d esc r ip tiv e  verb s  in 

th e  o r ig in a l,  which r e l ie s  fo r i t s  e f fe c t on ab rupt, s h o r t l in e s  and fixed  

rhymes; l in e s  41-44 p lace two sy n ta c tic a lly  s im ila r  verbs a s  a rhyming 

p a ir  and by means of the  p a ra lle l  co nstruc tion  of l in e s  42 and 44 succeed 

in  making th e  p r ie s t  a comical and p a th e tic  figu re . By Introducing 

elements w ith o ther connotations and a sso c ia tio n s  TT1 achieves th e  same 

e f fe c t o f h in tin g  a t  th e  s tu p id ity  and laughableness of th e  p r ie s t ,  fo r 

example, lin e  40 'joyfu l t id in g s ' and in  TT2, lin e  44, 'Going on befo re ', 

which i s  a fa m ilia r  lino  of a popular hymn, In ad d ition  th e  use of words
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such a s  'b e lly ' ETT1 and 22, and 'waddled' CTT22 are  derogatory and 

Increase th e  sense of r id icu le ,

In th e  source te x t Blok rhymes vpered w ith narod -  two images th a t a re  

c e n tra l  to  th e  poem's them atic s tru c tu re . TT1 f a l l s  to  include th i s  a t  

a l l ,  while TT2 In se r ts  a c lo se ly  equivalen t p a ir ,  rhyming before  w ith the  

poor. Both tra n s la tio n s  g ive a l i t e r a l  rendering  o f th e  s logan  in  l in e  

16, while TT2 chooses to  change the reference to  B olsheviks  to  'red s ' -  a 

more fam ilia r term in  English.

As th e  opening canto comes to  a close , th e  polyphonic c h a rac te r o f th e  

o r ig in a l comes to  the fo re . The hauntingly empty s t r e e t s  a re  emphasised 

by the s h o r t  lin e s  of few sy lla b le s  of TT2, which keeps fa r  more c lo se ly  

to  th e  sy n ta c tic  and sem antic s tru c tu re  of the  o r ig in a l.  Lines 72-74 a re  

a lte re d  d ra s t ic a l ly  in  TT1, which rep laces  bednyaga by chum, th e  la t t e r  

involv ing  sem antic a l te ra t io n s  on a l l  o f th e  lev e ls  described  by Leech.

On a them atic level once more, TT1 d is to r t s  th e  o r ig in a l in  lin e s  75-77 

by t r a n s la tin g  line  76 in  a to ta l ly  d iffe re n t sense -  a l in e  abso lu tely  

e s se n tia l  to  th e  fu tu re  denouement of th e  poem:

Chto vperedl?

TT1 renders th i s  s tanza as:

A crust!
Vhat w ill become 
o f us? Get lo stl

T his removes the ambiguity of meaning which i s  so  c ru c ia l in  th e  ST, and
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C anto .-U : TT1 la rg e ly  re ta in s  the  marching rhythm of th e  o rig in a l,

e s se n tia l  to  the  success o f th is  canto which in troduces the Twelve 

marching through th<s s t r e e t s , TT1 keeps a more or le s s  con stan t fou r- 

foo t iambic pa tte rn , w ith e ig h t sy llab le  lin e s , a s  does TT2, although TT2 

achieves a  mnre in s is te n t  rhythm ic p a tte rn  perhaps a s  a re s u l t  o f the 

choice of sy n ta c tic  s t ru c tu re s , Both tra n s la t io n s  a lso  r e ta in  th e  p a tte rn  

of rhyming couplets.

The o r ig in a l rhymes between ± re s fa /sy o b o d a /tra - ta - ta  are  lo s t  in  the 

B nglish t r a n s la tio n s ,  thus weakening th e  impact o f th e  asso c ia tio n  of 

these  th ree  words. Neither tra n s la tio n  provides any compensation fo r 

th i s  lo s s  and the l in e s  a re  fu r th e r  weakened in  TT1 by th e  re f le c te d  

meaning in  r a t - a - t a t - t a t  of knocking on a door: th is  adds a degree of 

symbolism in  th a t  th e  Twelve may be knocking a t  the th resho ld  of th e  new 

world. TT2 com pletely d is to r t s  the whole image, and adds a new 

dimension by rendering  these  lin e s  C92.104] a s  B lank-blankety-blank!. 

T his rendering adds considerab ly  to  th e  element o f parody in  th e  poem as 

a  whole and may have been intended in  t h i s  way by th e  t r a n s la to r ;  

however the degree of com icalness added i s  d if f ic u l t  to  ju s tify .  The 

Twelve lose any sense of c re d ib i l i ty  and become a group of ch ild ren  

p laying w ith toy  guns.

TT1 a l te r s  the  image of convicts to  'ja i lb ird  oa th e  run ’. Both TT1 and 

TT2 render ogni a s  'l ig h ts ',  although th e  Russian could a lso  ind ica te  

f i r e s ,  l i t  to  provide warmth on the s t r e e t s ,  The reference to  kerenkl in
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lin e  95 is  tra n s la te d  simply a s  banknotes in  TT1 Wuile TT2 adds 

supplem entary inform ation -  o ld -s ty le  banknotes.

The substandard  Russian of l in e s  94-103 is  re ta in ed  ap tly  in  TT1 w ith 

exp ressions such a s  l iv in g  I t  up, in  the  money, and son o f  a whore, while 

th e  re g is te r  o f TT2 le s s  inform al although some co lloqu ia l forms a re  

included: g e t  th a t s tra ig h t, keep y o jr  hands off.

Key lin e s  in  th i s  canto, to be repeated elsewhere in  the poem, a re  lin e s

107-8, which follow a c lo se  sy n ta c tic  and phonic p a tte rn  in  th e  o rig in a l.

The impact is  la rg e ly  lo s t  in  TT2, which w aters down th e  lin e s

considerab ly  by extending and lengthening them:

Keep in  revolu tionary  step ! Kake no m istake.
The r e s t le s s  enemy keeps wide awake

TT1 i s  somewhat more successfu l, and adds add itio n a l emphasis by

c a p ita lis in g  th e  f i r s t  l e t t e r  o f each word of both lin es:

Keep a  Revolutionary Step!
The R elen tless Enemy V ill Not Stop!

Another m otif o f s ig if ic a n c e  i s  bes k re s ta  in  lin e s  91, 101, 114, which is

given a s  with no c ro ss  in  TT2 and a s  down with th e  c ro ss  in  TT1 -  the

l a t t e r  being more em phatically  a n ti- re lig io u s . The canto c lo se s  w ith a

them atica lly  s ig n if ic a n t reference to  Holy Russia, re ta in ed  in  both

tra n s la tio n s ,  although TT1 om its the  reference to  the  p easan ts ' hu ts

which i s  kep t in  TT2 as:

V ith her rough tough
huts of wood
And her f a t  old rear!
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Tliis tra n s la tio n  i s  more re s tra in e d  than th e  v u lgarity  of th e  o rig ina l, 

and TT1, rea lis in g  the irre levance to  non-Russian readers of lin e s  111- 

112, aims to  re ta in  th e  impact of the  lin e s  and the emphatic rhythm of 

th e  orig inal:

Mother

with her b ig f a t  arse!

Canto 111* The canto is  formed of eJiastushki and I s  s trong ly  

rem in iscent of fo lk-poetry , th e  lin e s  being mostly trocha ic . The second 

s tanza i s  ac tua lly  based on a  s o ld ie r 's  cjbastusiAa.

TT1 re ta in s  the songlike fea tu res  of th e  o rig in a l by means of the  regular 

rhythm of the four foo t iambs of stanzas one and three and th e  two foot 

iambs of the second s tanza which se rves a s  a re fra in ; lin e s  2 and 3 are  

repeated and there  i s  a sem i-repe tition  in  lines 10-11. TT2 succeeds in 

conveying a  sense of the  fo lk-song  flavour of the o rig in a l by using three 

fo o t iambs and by using a line  with overtones of an English fo lk-song  : 

For to  lay th e ir  wild heads down 

This tran s la tio n  a lso  begins the  canto w ith 'so ' which functions in  the 

same way a s  kak  in the  o rig ina l.

On a semantic level th e  conten t of the canto i s  a lien  to  non-Russians, 

I t  i s  inev itab le  th a t concepts re la ted  to  the  revolution should be lo s t in 

tra n s la tio n , o r a t  le a s t,  should loon th e ir  emotional overtones, there  

being no sim ila r event in  B ritish  h is to ry , As noted above, the poem 

cannot function as a revolutionary poem in  modern English l i te ra tu re ,
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Both TT1 and TT2 keep f a ir ly  c lo se ly  to the te x t  of th e  o rig in a l, 

although th e  a lte rn a tiv e  renderings of l in e  119 -  Ekh ty , gore-gor'koe -  , 

which is  repeated a t  lin e  229, and i s  ty p ic a l of a Russian fo lk-song , a re  

o f p a r tic u la r  in te r e s t .  TT1 t r a n s la te s  th e  lin e  a s  Bell and damnation 

w hile TT2 uses a much s o f te r  version: Oh l i f e  i s  b itte r .

The reference to  A ustrian r i f l e s  i s  a lso  trea ted  d iffe re n tly  by the two 

t r a n s la to rs ,  TT1 changes 'A ustrian r i f l e s '  to  'Gerry guns', presumaDly 

because of the negative connotations of th e  word 'Gerry' fo r  English 

readers, TT2 re ta in s  'A ustrian gun', and thus lo ses  th a t em otionally 

charged flavour which TT1 manages to  preserve.

The la s t  lin e  of th e  stanza  requ ires comment: Gasped!, b lagoslovl! TT1 

keeps f a ir ly  c lo se ly  to  th e  o rig in a l and so re ta in s  th e  double sense of 

blasphemy and an appeal fo r  sa lv a tio n : Lord, b less  our souls/, TT2 in  an 

attem pt to  provide a rhyme fo r  'f i r e ' in  the previous line , in s e r ts :  Lord, 

b le s s  the pyre!, thus changing th e  sem antic conten t o f th e  poem,

Canto IV: Blok uses sounds to  g re a t advantage in  th is  canto, The

ju x taposition  of i r u t i t  and k r ic h i t  in  th e  f i r s t  lin e  to ge ther w ith the 

re p e titio n  of .frruttt in  lin e  134 in  a s l ig h t ly  d iffe re n t sense, a l l  add to  

th e  homogeneity of th e  canto. In lin e s  135-6 the s l ig h t  change in  sound 

to  produce two s im ila r  v a r ia n ts  of two d iffe re n t verbs A ru t i t ' and e h u t i t ' 

seems to  add to  th e  t r i v i a l  nature  of th e  conversation , w ith th e  extended 

im perfective endings:

Da pokruchivaet,
Da poshuchivaet.
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N either of these  e f fe c ts  i s  t ra n s la ta b le  in to  English, being c lo se ly  bound 

to  th e  lex ica l and morphological system of the Russian language: Both 

t r a n s la to r s  a ttem pt to  In se r t  some a l l i te r a t io n  in  th e se  lin e s  as 

compensation, w ith reasonable success. Thus TT1 rep ea ts  the  verb 

'tw ir lin g ',  while TT2 rep ea ts  'tw is ts ' a s  well as using 'tw idd les ' and 

't r i e s  h is  w it'.

The Iron ic  s tance of Blok 's th i rd  s tanza i s  successfu lly  conveyed in  TT1 

although a t  th e  expense of a considerab le  s h i f t  in  syntax  and sem antic 

content, The whole of th e  th ird  s tanza in  TT1 i s  very d if fe re n t from the 

o r ig in a l,  and the e ffe c t o f the  re p e tit io n  in  lin e s  137-8 i s  lo s t .  Both 

tra n s la tio n s  f a l l  in to  th e  t ra p  of re ta in in g  the rhythm and rhyme of th e  

SI to  th e  detrim ent o f th e  success of the  verses. In TT1 words which 

a re  norm ally s tre s s e d  must be le f t  unstressed , while o th e rs  must be 

d e lib e ra te ly  swallowed (lin e s  133-4], TT2 remains much more f a ith fu l to  

the o rig in a l,  but i s  no more successfu l; the second 's ta n z a  esp ec ia lly  is  

not a t  a l l  sa tis fa c to ry .

The la s t  l in e  of th e  can to , rendered by TT1 a s  with your l i t t l e  round mug 

i s  comical in  English, a s  'mug' i s  ra re ly  used in  an a f fec tio n a te  sense, 

but i s  generally  a sso c ia ted  w ith d is l ik e  and aggression , TT2’s  use of 

chubby snout i s  even more unsuitab le  and incongruous. ‘Chubby’ has a 

connotative and co llo ca tiv e  meaning of a ffec tio n  and c h ild lik en ess , while 

'snout' s t r ik e s  th e  reader a s  to ta l ly  unexpected and ir re le v a n t, with i t s  

animal a sso c ia tio n s , 'Chubby cheeks' might have been a p referab le  

a lte rn a tiv e , w ith th e  same p o te n tia l double meaning a s  the  o rig in a l word.
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Canto Vi This canto g ives us an account o f K afka’s  a c t iv i t i e s  a s  well as 

an in d ica tion  of th e  speaker 's  iro n ic  a tt i tu d e .  The r e p e tit io n  of words 

and sounds emphasises the so n g -lik e  qua lity  of t h i s  sec tio n  a s  well as

th e  parody behind th e  voice, fo r example, th e  pa irin g  of kbadila  and

pokhodi a s  wt. '  a s  bludtta  and pobludi Clines 151-156]. The language 

includes many marked co llo q u ia l forms Ibol'no, nczhka, b ludila , yeknuJo, 

a l',  zh ra t',  _yt;nJrsr"ve, so ld a t 'y e l  The p r io r i ty  to r  the t r a n s la to r  must 

be the p re se rv a ti. j f  Petrukha’s  iro n ic  a tt i tu d e ,  the  x i jo r  func tiona l 

component of the  canto,

TT1 uses a  regu la r and alm ost jocu la r rhythm, w ith a lte rn a tin g  th ree  foo t

and four foo t iambs, while th e  rhyme scheme clo se ly  follow s th e  o rig in a l,

By using a sim ple k ind  of re p e tit io n  th e  tra n s la tio n  re ta in s  th e  song­

lik e  qua lity  of the  o r ig i- a l  a s  w ell a s  th e  sarcasm and b i t te rn e s s  in 

Petrukha’s  voice, C ertain  lex ic a l item s a re  used with an esp ec ia lly  iro n ic  

e ffe c t; fo r  example, th e  in se r tio n  of 'd ea r1 in  l in e s  152 and 154 makes 

th e  whole a t t i tu d e  of th e  canto condescending, an e f fe c t which is  

achieved in  th e  o r ig in a l by th e  use of d im inutives and th e  r e p e tit io n  of 

th e  fam ilia r form of th e  im perative.

The rhyming couplets, which serve a s  a re fra in , and a re  p a r tic u la r ly  

iro n ic , a re  changed ra d ic a lly  in  TTls th e  reference to  dancing is  om itted 

and Petrukha add resses Kat'ka a s  ’Honey, Honey1, a term of endearment 

which i s  widely recognised a s  American and i s  marked a s  such to  English 

speakers. As no otL r  co lloquialism s seem to  be sp e c if ic a lly  American, 

i t  i s  d if f ic u l t  to  fin d  a Ju s tif ic a tio n  fo r  t h i s  a t  th i s  p o in t. In the
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second s tan za , while the  o r ig in a l r e fe rs  only to  lace underwear, TT1 

in troduces 'f u r s ',  presumably in  order to  provide a rhyme w ith 'o f f ic e rs ’; 

th i s  i s  not e n tire ly  successfu l, a s  although both a re  symbols of luxury 

and le isu re , th e  sp e c if ic a lly  sexual connotations a re  clouded by th e  image 

o f warm co a ts  and h a ts  and the assoc ia ted  cold weather. How can one 

'c a rry  on' in  a fu r coat? The second rhyming couplet i s  s im ila r ly  a lte red  

in  TT1 w ith the same use of 'honey' to  p a ra lle l  th e  re ference in  *hs 

f i r s t  couplet, but w ith th e  in tro d v -tio n  of the image of a  s k i r t ;  the 

tr a n s la to r  i s  then obliged to  add the image of h is  h ea r t knocking at h is  

s h i r t  in  o rder to  provide a su itab le  rhyme, In t h i s  p a r tic u la r  in stance 

th e  use of th e  word 's h i r t '  accentuates th e  iro n ica l s tance of th e  speaker

and a s  such i s  very successfu l.

TT2 a lso  re ta in s  th e  songlike rhythm and iocular nature  of t h i s  canto by 

means of a  regu la r rhythm and rhyme sequence, le s s  s t r i c t  than  the ST, 

but which functions w ell in  E nglish v-srse. The use of hey,hey  f o r  ekh 

ekh  a lso  adds to  t h i s  aspect o f the canto,

The o rig in a l uses serye  g e tr y  a s  a  symbol of luxury and high so c ie ty ; 

n e ith e r  t r a n s la to r  has chosen to  t r a n s fe r  these  in to  a 'modern c u ltu ra l 

s e t t in g  -  he might have u-/id s i lk  stock ings, o r s i lk  underwear. TT2 

tra n s la te s  t h i s  reference l i t e r a l ly  while TT1 chooses to  use g re y  sp a rs  

in o rder to  provide an im perfect rhyme w ith 'c ad e ts ’, The f in a l couplet

of m  i s  changed s u b s ta n tia lly  from th e  •o rig ina l in  th a t  i t  makes

e x p lic it  reference to  P e tr ' kha and Kat'ka, unlike the o rig ina l.
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Canto VI: The whole of t h i s  canto i s  fu l l  o f co lloqu ia l language Corat', 

ezadu, tarar&khat’, nautek, razok, utek, usho'i and seems to  involve sev era l 

d if fe re n t speakers. Especially  s ig n if ic a n t i s  the use Blok makes uf 

assonance w ith many in te rn a l rhvines and phonic echoes c f . rasok/kurck; 

rada/padal ’/ revo lyu ts  'anniy/neugomonnly Ccf .lines  107/1083;

Aadryukha'Fetrukha; utek/u-tia [Vaadward:155]. The lin e s  a re  sh o rt ,  sharp , 

and d is t in c t ,  s tre s s in g  th e  rap id ity  of movement and element o f panic. 

This i s  a lso  emphasised by th e  use 01 rhyming couplets which lend speed 

to  th e  events described , a s  well a s  e-cking Petrukha 's frame of mind. 

The canto ends w ith a  re p e tit io n  of lin e s  107-8; the movement of th e  

revolu tion  goes on, d e sp ite  personal trag ed ies .

The f a s t  reg u la r rhythm i s  re ta in ed  by both TT1 and TT2 to  th e  same end 

a s  in  th e  BT. TT1 does however choose to  break up th e  reg u la r ity  of th e  

rhythm by an unusual use of sy n ta c tic  d iv is io n  cu ttin g  ac ro ss  the lin e s  

of th e  poem,' a  t a c t ic  used often  by TT1 to  re lie v e  th e  p o ssib le  monotony 

of th e  reg u la r ity  of th e  o r ig in a l a s  well a s  to  give a more modern 

flavour to  th e  tran s la tio n .

The large number of co lloquialism s, both sy n ta c tic a lly  and lex ica lly ,

makes th e  ta s k  of t r a n s la tin g  th i s  can to  esp ec ia lly  d if f ic u l t .  Blok’s  use

of th ree  verbs in  th e  second lin e  is  d if f ic u l t  to  re ta in  and so TT1 tu rn s

th e  cabman’s  c ry  in to  d ire c t speech. TT2 on th e  o ther hand re ta in s  th e

th ree  verbs ra th e r  successfu l. _ :

...Again th e  cabby comes, be f l ie s  
Full speed ahead, he shouts, he c r ie s ,
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In th e  second couplet, while th e  Russian i s  able to  p lace both im perative 

verbs in  a im portant p o s itio n  a t  th e  end of the  l in e s  th i s  cannot be 

achieved a s  ea s ily  in E nglish. The e ffe c t is  lo s t  in  TT1, where the 

rhymes a re  here/rear, while th e  lin e s  a re  t ra n s la te d  more n a tu ra lly  in 

TT2 with m ind/behind  a s  the  rhyming p a ir .  The s tro n g ly  onomatopoeic 

natu re  of lin e  173 -  Trakh-tararakh—talch -takh -ta ih -takh  -  i s  lo s t  in  

T i l  by th e  in se r tio n  of reload; the  purpose i s  presumably to  re lie v e  the 

r e p e tit io n  of ’c rack ' but th e  suddenness and th e  im pulsiveness of th e  

ac tio n  i s  weakened a s  a r e s u l t .  The only o ther s ig n if ic a n t change by TT1 

i s  th e  use of dung fo r p ada i' Cline i841, which i s  le s s  emphatic than 

’c a rr io n ',  but perhaps more co lloqu ia l and vulgar, and th e re fo re  more 

ap p rop ria te  in  the contex t. TT2 re ta in s  th e  word 'c a rr io n ' w ith some 

success, and conveys th e  co lloqu ia l nature  of th e  language by th e  use of 

c e r ta in  substandard  forms, such as t h a t 'l l  learn  you, th e  swine, and I ' l l  

make you pay  £176, 179, 1803.

Canto VII; The re g u la r ity  of th e  rhy hm and rhymes in th e  f i r s t  two

s tan zas  emphasises th e  onward movement of t .. -uardsmen, In TT1 the

e f fe c t i s  ra th e r  one of s tag n a tio n  and h es ita tio n :

F ast, f a s te r ,  he s tep s  out,
Knotting a handkerchief 
clum sily round h is  th ro a t
h is  hand shakes lik e  a le a f, £191-194)

TT2 keeps much more c lo se ly  to  th e  form and rhythm of the  o r ig in a l,  and 

reads much more n a tu ra lly  a s  an o r ig in a l poem, using na tu ra l English 

syntax  and in tonation  to  support the lin e  d iv is io n s and rhymes, a s  in  

the ST, TT1 tends to  use words as rhyming p a irs  which n e c e s s ita te  th e
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unnatural po sitio n in g  of s t r e s s  and emphasis, the rhymes sounding forced 

and unnatural,

TT1 begins with th e  emphasis on th e  marching so ld ie rs  bu t f a l l s  prey to  

a  se rious lex ic a l e r ro r  in  th e  second Une which sp o ils  th e  e ffe c t o f the 

remainder o f the canto, The use of th e  word b u tts  i s  unfortunate , fo r 

w hile th e  term  'r i f l e  b u t t1 i s  fam ilia r t o  a l l ,  th e  connotations of the  

word 'b u tt ' in  American co lloq iua l language are  equally  fam ilia r. Thus a 

whole new image i s  unw itting ly  introduced in to  th e  tra n s la tio n , and 

co n s titu te s  a major d is to r tio n  of th e  o rig in a l,

The next s tan zas  of TT1 p resen t a marked s h i f t  from the co nstruc tion  of 

th e  o r ig in a l,  which i s  e ffec tiv e  In i t s  s tru c tu ra l r e p e tit io n  , beginning 

w ith sh to  and ending w ith a  verb in  - e l  o r - i l .  The- reg u la rity  

em phasises th e  marching and g iv es  a  un ity  to  th e  stanza  and to  th e  canto. 

Unable to  reproduce such e f fe c ts  a s  th e se  or B lok's use of in te rn a l 

rhyme and p a ra lle l  sy n ta c tic  s t ru c tu re s , which a re  so  e ffec tiv e  in  

Russian [ lin e s  199-202,207-8), th e  TT1 tr a n s la to r  concen tra tes on the 

co lloqu ia l aspec t o f the  canto, attem pting  to  convey the language used by 

ord inary  w orking-class so ld ie rs . The o r ig in a l i s  f u l l  o f slang  

[ruzh'etsa, to r o p it’, o toropet', nas p o v e s l t ', devka, sgoryacha, is h ',  zav esti 

sham anku, I z v o l l ,  and th e  type of language i s  an im portant aspect o f 

th e  sem antic conten t o f th e  o r ig in a l,  b u t TT1 concen trates on i t  alm ost 

to  the exclusion of o th e r asp ec ts  o f th e  canto, and th e  tra n s la tio n  

s u ffe rs  a s  a re su lt .  In add ition , th e  choice of lex ica l item s i s  often
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Incongruous, fo r  example th e  ju x tap o sitio n  of a y  frien d  and sta te  In lin e s  

195-6: while th e  f i r s t  i s  very much p a r t  o f a middle c la s s  r e g is te r ,  the  

second i s  th e  lower re g is te r  ind icated  In th e  ST, Lines 199-208 a re  

espec ia lly  s t i l te d ' and unconvincing a s  o rig in a l poetry, The use of

brother, brother, bro ther  in  l in e  199 i s  in  no way equivalent, a s  i t  i s  

normally used as an expletive in  American slang , and ra re ly  a s  an

equivalent fo r  'comrade1. The syntax  o f l in e s  203-206 i s  unusual and 

awkward, and th e  use of in  my fv r y  i s  a lso  th e  in co rrec t r e g is te r .  In 

c o n tra s t  lin e  209 i s  app rop ria te  fo r th e  con tex t1, fiey, Peter, shu t your

TT2 keeps more s t r i c t l y  to  the  form and conten t o f th e  ST although i t  

a lso  conveys th e  co lloqu ia l flavour. TT2 keeps th e  re fe rence  to  comrades, 

and adds th a t  o f mates, both ap p rop ria te  in  the context, He a lso  uses 

th e  term ’b ird ’ which la  th e  co rrec t r e g is te r  fo r  th e  speaker, and makes 

use o f substandard s y n ta c tic  forms, which a re  n o t used a t  a l l  in  TT1. fo r  

example the use of 'them ' in stead  of 'th o se ' Cline 201, 2041, and 'd id  her 

in ' [ line  2071.

Petrukha 's expression o f g u ilt  and reg re t i s  made even more exp ressive by

th e  in se rtio n  of an ex tra  sy lla b le  in  l in e  208 of th e  ST, which i s

re ta in ed  in  TT2:

So s tu p id ly  I d id  her in .
K illed her in  a fu ry , Curse.,,

although 'cu rse’ i s  somewhat too elevated , and unemphaticj probably 

'damn’ would have teen  more su itab le , TT1 on th e  o ther hand changes th e  

s tru c tu re  of these  two lin e s  considerablyi
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I sh o t her in  my fury -  
like  th e  foal I am,,,

E specially  e ffec tiv e  in  TT2 i s  lin e  209, which s t r ik e s  ju s t  th e  r ig h t

chord fo r  th e  reader;

'S tu ff your song and dance, you sn iv e lle r '

The two choices fo r th e  tran s la tio n  a t go lyt'ba  a re  of in te re s t ,  a s  the

word has been given some sig n ifican ce  by c r i t i c s ;  T i l  chooses 'scum of

th e  e a r th ' while TT2 uses ’acwn and o u ts ’. Both d if fe r  from the ST word

which i s  in  fa c t  obso lete . A b e tte r  choice i s  d if f ic u l t  to  fin d , although

'r i f f - r a f f  may be an a lte rn a tiv e  which conveys th e  general idea w ithout

th e  added connotations of th e  word used in  these  two tra n s la tio n s .

On th e  whole TTl’s  rendering  of t h i s  canto i s  not s a tis fa c to ry ,  mainly 

because th e  tr a n s la to r s  have concentrated on one a sp ec t o f th e  te x t  to  

th e  exclusion of o th e rs , and th e ir  e r ro rs  a re  thus m agnified in  re la tio n  

to  th e  ST. TT2, by keeping more f a ith fu lly  to  the o r ig in a l and by 

compensating fo r R ussian co lloquial lex ic a l item s and sy n ta c tic  

s tru c tu re s  w ith c a re fu lly  chosen English ones, c rea te s  a more convincing 

o rig in a l English verse .

Canto VIII: Blok bvgan the poem in  th e  m iddle of th e  e ig h th  canto;

Ush ya nozhichkom 
Polosnu, polosnu! t238-9]

The speaker I s  c le a r ly  Petrukha and th e  whole sec tio n  has a popular and

co lloqu ia l flavour w ith i t s  dim inutive rhymes and tro ch a ic  base

E vresyacko /teayaohko / semyachkl, nozhiabkom/ vorobyshkom, krovushku/

ibushku/ chemobrovushku\.
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These elements a re  compensated fo r  in  TT1 by th e  use of co lloquial 

language and in the  second h a lf  of th e  canto, by th e  use of lex ic a l item s 

and sy n ta c tic  s tru c tu re s  w ith connotations of fo lk  songs [lin e s  242-33:

fo r the sake of my poor darling
with her dark and roving eye.,,

TT2 uses th e  same devices, w ith p a ra lle l  syn tax  and re p e tit io n  a s  well as 

in tim ations of popular songs Cline 2403:

Fly away, bourgeois, f ly  away homel

The f i r s t  lin e  rep ea ts  and echoes l in e  113, which is  om itted by TT1, 

being rendered in l in e  119 '  ' '  and damnation and here a s  My Cod,

what a life '. I t  i s  em itted s im ila r  reasons, but i s  replaced

by a reference to  'b lues ' which h„ re la tio n s both w ith music and song 

a s  well a s  w ith depression , and the connotation of ty p ic a lly  blues 

melodies f i t s  well w ith th e  general atmosphere of boredom and sadness.

The re p e tit io n  of skuka sJrnohnaya, w ith  th e  long closed vowels in  th e  

next lin e  im plies Petrukha's exasperation  w ith h is  emotions, h is  d e s ire  to  

move on and leave h is  p a s t l i f e  behind him, Although TT1 em its the  

vowel re p e titio n , th e  re p e tit io n  of T  and the long vowel in  bored has 

th e  same e ffec t, TT2 keeps c lo se r  to  th e  o r ig in a l by repeating  boring and 

boredom but a lso  re ta in in g  tiaadly. The s im ila r ity  in  form and sound of 

th e  next four couplets, linked  both by the re p e titio n  of Vmh a t  th e  

beginning of each a s  w ell a s  th e  rhyming d im inutives in  l in e s  232, 234, 

236, and 238, and th e  use and r e p tit io n  of th e  verbs pocheshu, polushchu, 

polosnu, p resen t considerab le  d if f ic u l t ie s ,  Those couplets acquire 

connotations of an alm ost c h ild ish  p e t t in e s s  in  th e  ST; th e  k il l in g  of
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Kat'ka i s  linked both lin g u is tic a lly  and sem antically  w ith t r i v i a l  

pastim es and then, w ith a shock, comes th e  image of 238-9:

Unh' ya nozhichkom
Polosnu, polosnul...

All th i s  i s  re ta ined  in  TT1 but without the  re p e titio n  o f the verbs, 

g iv ing  a  l e s s  musical e f fe c t bu t which i s  nevertheless e ffec tiv e . Less 

s a tis fa c to ry  i s  the  choice of expressions; chew my quid i s  unusual, and 

possib ly  unfam ilar to  most read ers , ac tu a lly  re fe rr in g  to  tobacco -  a 

de lib e ra te  su b s ti tu te  fo r  sunflower seeds. Both tr a n s la to r s  make th i s  

s h i f t  although there  appears to  be no re a l Ju s tif ic a tio n  fo r i t ,  TT2 

re ta in s  th e  re p e tit io n  of the ST, and e ffec tiv e ly  so:

So I ’l l  sc ra tch  my head,
That fe e ls  fin e , th a t  fe e ls  fine ,..

In th e  next s tanza th e  image of a sparrow i s  used in  the ST to  rep resen t 

th e  bourgeois with a l l  th e  connotations of th e  old world and what th a t  

rep re sen ts , iden tify in g  th e  image w ith a sparrow -  a sm all, in s ig n if ic a n t 

and unim portant l i t t l e  b ird . TT1 makes th e  sparrow in to  a s ta r l in g  -  

both le s s  common and le s s  in s ig n if ic a n t, presumably in  o rder to  provide

-  rhyme fo r  'd a r lin g ' in  lin e  242, TTS om its any reference to  a b ird , 

sim ply using th e  fam ilia r nursery line  Cline 2401,

The canto ends w ith an e x tra c t from th e  Orthodox funeral s e rv ice  -  

Kat'ka, and a l l  th a t  she sy n b o lise s  in th e  poem i s  fin a lly  la id  to  r e s t ,  

Line 245 b rin g s us back to  th e  s  f t  o f th e  canto w ith the lament 

Skuchno) The drawn out long vowel and th e  fam ilia r cry summarise a l l  of 

Petrukha’s  exasperation  and tire d n e ss  of th e  pant. The re p e titio n  is
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re ta ined  In TT1 by repeating  I'e  bored! Line 244 however i s  not 

sa t is f a c to r i ly  tra n s la te d  In TT1:

Blessed a re  the dead which d ie  lit the  Lord,

The im plication Is  ra th e r  th a t  e ith e r  Kat'ka was a  rupentant believer who 

d ied in  a s ta te  o£ absolution, o r th a t  a s  she died in a s ta te  of s in  she 

cannot h e rse lf  Ls blessed, The line  then lo ses  a l l  th e  sign ificance th a t  

i t  c a r r ie s  in  th e  ST, and rep resen ts  a major d is to r tio n  on the semantic 

level o f the  te x t, TT2 uses a line  which might more conceivably be taken 

i ro n  a f\m eral se rv ice  and simply in d ica tes  tra d itio n a l re lig ion . These 

la s t  two lin e s  of TT2 summarise a l l  o f Petrukha's exasperation and 

abhorrence of re lig ion  and a l l  th a t  i t  e n ta ils :

Give r e s t ,  0 Lord, to  thy handmaid's soul...

Vhat a bore.

Canto IX: This p resen ts an absolute co n tra s t w ith the previous cantos, 

Blok's choice of c la s s ic a l and regular four foo t iambs w ith regularly  

a lte rn a tin g  masculine and feminine rhymes is  symbolic of the bourgeoisie 

and the oj.d world, making more emphatic h is  ca rica tu re  of a l l  th a t  is  

represented.

TT1 attem pts to  ind ica te  th e  change in  tone by a more sedate, tra d itio n a l

rhythm and language in the f i r s t  two linos:
Out of the c ity  s p i l l s  no noise, 
the  prison  tower re igns in peaco,,

TT3 Is  more colloquial:

There's qu iet over Council Tower,
The c i ty 's  s i le n t  round about,.
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The reason fo r  rendering Nevsksya Bashnya in  th i s  way i s  obscure; i t  is  

in te re s tin g  th a t  in th i s  case t ra n s la to rs  saw th e  n ecessity  to  make the 

reference e ith e r  more e x p lic it  o r more general fo r the English reader.

The passing  reference to  the necessary absence of alcohol, discussed  in 

C hapter 6 above, i s  changed in  TT1 to  Ve've g o t  no bocse w hile TT2 pu ts  

a somewhat d iffe re n t l ig h t  on th e  question  w ith though liq u o r 's  out in 

paren theses. Line 249 of th e  ST echoes those lin e s  which contained the 

phrase bes kre sta  [91, 101, 1141 in  canto U , thus making an irrev e ren t 

lin k  between re lig io n  and alcohol. This i s  lo s t  in  TT1 which rendered 

those l in e s  a s  Down with the  cro ss , and in  TT2 which gave them as  with  

no cross/.

The second, s tan za  re in troduces th e  image of th e  bourgeois on th e  

crossroads w ith h is  nose in  h is  c o lla r  Ccf. lin e  29-303. Blok then 

in troduces th e  image of th e  'mangy cu r1 which becomes a symbol of th e  

bourgeois him self and then of th e  old world. TT1 se le c ts  an unusual 

tra n s la tio n  of pyes  -  pup; the  purpose i s  to  provide a rhyme fo r  'up' 

but i s  q u ite  Inapp rop riate  fo r  the contex t, 'Pup' has connotations of 

youth, ga ie ty , m ischievousness and health , In th e  ST the asso c ia tio n s  a re  

of 'cu r ', o r a s t ra y  dog, a s  in  TT2's, a 'sc ru ffy  c u r ',

In th e  th ird  stanza  w ith the development of th e  symbol of th e  dog, the  

im mobility of the  Old World and a l l  i.hat i t  rep re sen ts  is  emphasised both 

in  th e  choice of metre and in  th e  choice of words, TT1 f a i l s  to  extend 

the symbol s a t is f a c to r i ly .  Rather than d ire c tly  comparing th e  bourgeois
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to  tha dog, TT1 makes use of an E nglish expression hangdog a ir  which 

only im plies a link , The comparison w ith the o ld  world is  a lso  more 

su b tle  and le s s  e x p lic it  than in  the  ST, T" thus obscures a ce n tra l 

symbol in  the  poem, while th e  use of ’pup’ i s  to ta lly  inadequate and 

d is to r t s  the  sem antic in v a ria n t o f the  ST.

TT2 om its th a  r e p e tit io n  of s t a t t  which c a r r ie s  e sp ec ia l sig n ifican ce  

w ith in  the contex t o f th e  poem. This am ission c o n s titu te s  a  d is to r tio n  

on sev e ra l lev e ls  -  sy n ta c tic  and sem antic a s  vfell as functional and 

them atic. TT2 does however r e ta in  a more d ire c t comparison between the 

bourgeois and th e  dog and then  between th e  old world and th e  dog, by 

using a o n g re l-llk e  and mangy tyke.

Canto X: The canto i s  formed of a s e r ie s  of Jo lly  couplets ending with

th e  echo of the  Varshavanka, th e  tra d i t io n a l  marching song of Russian

revo lu tionaries . Blok makes extensive use of p a ra lle l  sy n ta c tic  forms

and re p e titio n  o f key words. The th ird  s tanza c o n s is ts  o f f iv e  rhyming

couplets, which a re  linked  to  each o ther by a s im ila r ity  o i sounds:

space/zaviraysya: upas/ikonostasi pravo/zdravoi kro v l/lyu b v i,  The f in a l

couplet is  an echo of lin e s  107-6 and 185-6:

-  Shag derzh i revolyuts'onnyyl 
Bliaok vrag ueugooonnyy!

By changing th e  word order of these lin e s  Blok emphasises th e  r e s t le s s

movement of th e  revolu tion  i t s e l f .  The s tanza i s  a  f in a l exhorta tion  to

Petrukha to  pu t the p a s t behind him. The Twelve a re  seeking sa lv a tio n

from the b lizzard  as well a s  from the apparen tly  unseverable bonds w ith

the Old World. They a re  l i t e r a l ly  caught between two w orlds, but th e ir
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only choirie i s  to  move forward w ith th e  revolu tion . The rhythm and use

of rhyme and assonance in  these  l in e s  s t r e s s  th e  movement of the

revolu tion  and of th e  Twelve them selves, in  c o n tra s t to  the s tag n a tio n  of

th e  previous canto. This i s  emphasised fu r th e r  in  the  f in a l couplet

which i s  rhy thm ically  unrelated  to  the r e s t  of th e  canto:

Vpered, vpered, vpered,
Kabochiy narod! [274-5]

TT1 chooses again to  convey the fo lk  connotations of th i s  can to  by using

colloquial ch a tty  language; a whole area of sem antic conten t i s  lo s t  in

th e  tra n s la tio n  and vu. y l i t t l e  added in  the form of compensation. TT1

does keep a  fa i r ly  reg u la r rhyme scheme but i t s  major weakness i s  in

the choice o f rhyming words. In the  f i r s t  s tan za  TT1 uses 'ju s t ' a s  a

rhyme fo r 'gue , thus  placing  abnormal s t r e s s  on a word which p lay s a

minor sy n ta c tic  and sem antic ro le . Lines 260-261 a re  abnormal both

sy n ta c tic a lly  and sem antically ; th e  wurd order has an awkward r in g  and

th e  use o* th e  word 'form' as a rhyme fo r  'sto rm ' Ja rs . The reg u la r and

emphatic Beat of lin e s  262-3, becomes weak and faded in  TT1:

Snow tw is ts  in to  a funnel, 
a towering tunnel...

The power of the storm  thus d is s ip a te s  suddently  and ineffec tu a lly , in

c o n tra s t w ith TT2 which renders  th e  couplet more successfu lly :

Towers of snow and funnels w hirl,
Snowy peaks r i s e  up and w hirl,

TT1 changes th e  e ig h t l in e  s tan za  made up of four rhyming couplets in to  

a  s ix  line  stanza, Th» reason appears to  be to  use a longer l in e  and 

avoid the sn o rt  clipped  lin e s  of the ST. Sem antically >he substance of
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th e  stan sa  i s  re ta ined , th e  language i s  co lloquial and convincing. The 

reference to  icons and hence to  the  Orthodox re lig io n  i s  changed sim ply 

to  'C h ris t and h is  c ro s s ' thus  making th e  reference more general.

The major d is to r tio n  of th i s  s tan za  in  TT1 l ie s  in  th e  use of 'Jesus 

C h r is t’ in  lin e  364. This i s  th e  f i r s t  e x p lic it  reference to  C h ris t in  

TT1 and w ith in  th s  framework of th e  poem as  a whole the them atic 

balance i s  changed. This now forms an e x p lic it  appeal to  C h ris t fo r 

sa lv a tio n . The in se r tio n  of C h r is t 's  name gives th e  reader a  d ire c t h in t 

o f th e  ending of th e  poem. In ad d ition  ine normal use of 'Jesus Christ* 

in  suoh a contex t i s  a s  an exp letive expressing  ho rro r and d isg u s t,  and 

as  such i s  e n tire ly  blasphemous,

Lin-.-s 2/0-271  in TTi do n o t ha-,e th e  saTie echo with th e  previous l in e s  

[107-8,185-61; TTI keeps th e  f i r s t  lin e  of th e  couplet in ta c t  and a l te r s  

th e  second lin e  su b s ta n tia lly , *hus lo sin g  ciw e f fe c t o f th e  ST which 

changes th e  order of th e  f i r s t  lin e  and makes revolyu tsionny  rhyme with 

neugomonny. The rhyme in  TTI of s tep /2 e t up i s  correspondingly weak and 

in e ffec tiv e . In c o n tra s t  TTI renders th e  f in a l couplet with emphasis and 

an emphatic rhythm.

TT2 is  more fa ith fu l to  th e  o r ig in a l , and th e  uonglike qua lity  c f  the  ST 

i s  conveyed by th e  reg u la r dancing rhythm and th e  s t r i c t  rhyme scheme, 

more regu la r and rhythm ic than TTI oecause of th e  c ^ r r . la t io n  between th e  

rhymes, rhythm, lin e  d iv is io n  and na tu ra l E nglish in tonation . TT2 keeps 

the reference to  icons, with th e  ra th e r  c lever lin e  Protected by  as icon
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screen? C2671, The re p e titio n  in lin e s  272-3 f a l l s  f l a t  w ith th e  use of 

d'you hear and th e  rhyme w ith ’n ea r’.

Canto XI: The f i r s t  l in e  echoes the use of th e  previous phrases bes 

kre&ta and bez vina by describ ing  the Twelve as marching bez ts e n i  

svyatogo. This m otif s tru c tu re  i s  In s t  in  both tra n s la tio n s  because 

th ere  has been nc prepara tion  fo r i t s  re te n tio n . The emphasis on the 

n on -re lig ious stance  of th e  Twelve i s  th e re fo re  considerab ly  weakened. 

The lin e  i s  tra n s la te d  in  TT1 a s  Spum ing  th e  ho ly  name, although i t  i s

moved to  the second lin e  of th e  canto, TT1 adds to  the meaning:

Abusing God's name a s  they go 

which i s  f a r  more a c tiv e  than  th e  o r ig in a l.

Line 277 of canto IX s ta te s  th a t  a l l  twelve a re  moving forward, 

in d ica tin g  th a t  th e  p a s t has f in a lly  been severed. The couplets a re

linked by th e  rhyme scheme which continues ababab cod de, g iv ing  a 

progression  which adds to  the im pression o i continual movement forward 

to  an unknown destin a tio n . This i s  accentuated by the p a ra lle l  syntax 

and the very close rhymes [many of Blok 's rhymes a re  i r re g u la r ) . There 

are  l in k s  between th e  verbs b 'e tsy a / ra zd a e lsya / prosnetsya  a s  well as 

f l a g /  sh a g / vrag.

TT1 re ta in s  th e  rhythm and th e  idea of p rog ression  but chooses to  

d iscard  the s t r i c t  rhyme scheme of th e  o r ig in a l.  Thus th e  sem antic

connotations of th e  rhymes themselves a re  lo s t .  TT2 chooses accepts the

lim ita tio n s  of re ta in in g  th e  rhyme scheme and thus produces a more
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rhythm ic and musical v ers ion  which bears more s im ila r ity  w ith the ST. 

The lim ita tio n s  imposed by the rhymes do however cause lex ica l and 

sem antic problems in  TT2 and lin e s  278-9 su ffe r  a s  a re su lt .  S im ilar 

r e s t r ic t io n s  re s u l t  in  an a r t i f i c i a l  and fa ls e  rhyme in  lin e  285, which i s  

n o t a t  a l l  successfu l in  TT2 -  Peep enough to  mesa No Go...- ■

The idea of progression  forward i s  conveyed in  th e  second s tan za  of TT1

by carry ing  each lin e  sem antically  and sy n ta c tic a lly  over in to  th e  next

I-* .e, even to  the  ex ten t of s p l i t t in g  a word w ith a  hyphen:

. .i ts  shrapnel, and through quag­
mire d r i f t s  where th e  boots drag...

The success of such a  device i s  dubious; i t  has a s ig n if ic a n t e f fe c t on a

pragm atic level, making th e  poem much more modern in  s ty le  and genre. I t

f a i l s  however to  convey th e  stro n g  beat o f the Russian w ith i t s  emphatic

lin e  d iv is io n  and rhymes. The c lo se  re la tio n sh ip  of th e  th re e  couplets Is

a lso  lo s t .  In c o n tra s t th e  te rc e t  i s  rendered w ith an emphatic beat and

stro n g  lin e  d iv ision :

Into th e i r  faces day and night 
bellows th e  wind 
without a break..,

TT2 chooses to  re ta in  th e  l in k s  between th e  couplets by using th ree

rhyming words -  ahead/tread /yet, The p a ir in g  of ahead and tread  se rv es

to  emphasise the onward march of th e  Twelve. The rhyme i s  fu rth e r

emphasised by th e  rhyming of a l l  lin e s  of th e  te rc e t:

And th e  b lizzard  b lu rs  th e ir  s ig h t,
G rants no re sp ite  
Day or n igh t,,.
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Canto XII: The f i r s t  quatrain  re i te r a te s  the rhyming words of the  

previous cantoi flag o n / shagoa. TT1 lo se s  th i s ,  n o t having made i t  a 

p o s s ib ili ty  in  the  previous canto, while TT2 chooses to  d isca rd  th e  link  

and does not keep th e  regu la r rhyme scheme of th e  f i r s t  stanza a t  a l l .  

TT1 lo ses  the  them atic, sy n ta c tic  and sem antic a sso c ia tio n s w ith the 

repeated rhyming lin e s  of 107-8 and so fo r th , TT1 and TT2 in stead  both 

in s e r t  two d iffe re n t words -  sovereign tread , thus adding fu r th e r  

connotations not necessa rily  found in  th e  ST. Perhaps 'm ighty' would have 

been more appropriate .

The next stanza , a lso  a qua tra in , re in troduces th e  image of th e  dog, th is  

tim e hobbling along behind them; lin e  303 rep ea ts  th e  same imaga of lin e  

254 -  pyes golodoy, which i s  changed in  TT1 to  aangrel runt, th e  only 

e x p lic it  re ference to  a  dog in  can to  IX o f t h i s  tra n s la tio n  being aoagra). 

pup. TT2 keeps the word cu r from th e  n in th  canto, but adds th e  word 

scavenger and in s e r ts  the reference to  golodny  in  the next lin e  a s  an 

adverb, Another im portant lin k  w ithin th e  s tru c tu re  of th e  poem is  

th e re fo re  lo s t  once more in  TT1.

Line 302 of the ST rep ea ts  th e  vykhodi! o f lin e  298, but t h i s  time 

rhyming w ith .'ozadi in stead  of vperedi -  an im portant c o n tra s t  in  th a t  

th e  opposition  of th e  new and th e  old worla i s  c e n tra l to  th e  whole poem. 

TT1 attem pts to  re ta in  th i s  c o n tra s t by opposing a t  th e ir  head with ii. 

the  re a r, while TT2 usee various phrases to  cover th e  word vperedi; up in
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The th ird  s tanza makes e x p lic it  the  id e n tif ic a tio n  of th e  dog with the 

old world. The Twelve th rea ten  th e  dog and hence a l l  th a t the o ld world 

rep re sen ts  w ith physica l violence, The rhymes a re  formed from 

morphological p a ra lle ls ;  sh e lu d lv iy /  p a rsh iv iy  and poshchekochu/ 

pokolochu, The use o f the l a t te r  verbs a s  a rhyming p a ir  se rv es  to  

emphasise the a c tiv e  nature  of th e  th re a ts .  TT1 conveys th e  violence of 

these  th re a ts  by the language and th e  rhythm of th e  lin e s . The 

a sso c ia tio n  beween th e  o ld world and th e  dog is  made by fu sing  th e  two 

images d ire c tly  in to  ’o ld  mongrel w orld ', although the d ire c t l in k s  w ith 

canto IX a re  lo s t  because of th e  su b s ta n tia l  d ifference betwe.sa can to  IX 

in  the ST and in  th e  tra n s la tio n . TT2 a lso  lo ses  the l in k s  w ith canto 

IX, and th i s  s tanza i s  generally  unsa tisfac to ry , possib ly  a s  a re s u l t  of 

s ta y in g  too clo se  to  th e  ST. The lin k  between th e  ‘foul mongrel' and the 

'o ld  world' i s  nere made more e x p lic it,

The next s tanza desc rib es  the dog stubborn ly  following the Twelve. Again 

th e  connotations w ith th e  re fu sa l o f th e  Old Vorld to  be completely 

extinguished, a s  well a s  o f th e  in a b i l i ty  of th e  people to  sever th e ir  

l in k s  w ith a l l  th a t i t  rep re sen ts , are  c le a r . The d ire c t l in k s  wih canto 

IX are  again lo s t  in  both TT1 and TT2 CST lin e  311], In ad d ition  the 

tra n s la tio n  of ne o ts ta e t  a s  does n o t s t i r  in  TT1 i s  a fu r th e r  

d is to r tio n . The function  of th e  line  in  th e  ST i s  to  in d ica te  th a t  the  

dog and hence th e  old World cannot be l e f t  behind. In TT1 th e  im plication  

i s  th a t  the  dog has indeed stopped and i s  no longer following, although 

t h i s  w ill be con trad ic ted  fu r th e r  on in th e  canto.
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The canto continues w ith a  fu r th e r  lin k  between flagon  and shagoa, 

re ca llin g  the f i r s t  s tan za  a s  w ell a s  th e  previous canto, TT1 lo ses  th is ,  

fa il in g  to  keep any co n tinu ity  in  these  words a t  any poin t in  the  poem. 

The second lin e  of th e  s tanza emphasises th e  darkness of th e  s t r e e ts ,  and 

with th e  la s t  line , s tr e s s e s  th e  apparen tly  fu r tiv e  and po ssib ly  ev il 

nature  of th e  unseen figu re . This i s  c lev e rly  conveyed in  TT1 by the use 

o f tomb/gloom: The p o te n tia l enemy is  s t i l l  unknown in  e i th e r  th e  ST or

th e  tra n s la tio n s  -  th e  Twelve have co n s tan tly  re ite ra te d  th e  need fo r 

v ig ilance [107-8,185-6,272-3, 290-13. The s ix th  s tanza r i s e s  to  a 

crescendo in  both sound and mood. The nex t s tanza begins w ith th e  sound 

o f r i f l e - f i r e .  But th e re  i s  no response o th e r than th e  echo of the sho ts; 

th e  in v is ib le  figure i s  unaffected by the b u lle ts . The only sound i s  th a t 

o f th e  b lizzard , which Blok describes  a s  laughing long and g a ily  in  a 

mockery o f th e  twelve guardsmen, This i s  emphasised by th e  rhyme of 

O tklikae tsys  and za llva e tsya  a t  th e  beginning of lin e s  322 and 324, TT1 

provides an e ffec tiv e  tran s la tio n  of t h i s  s tan za  although i t  d i f fe rs  

ra d ic a lly  from th e  o r ig in a l.  Unable to  r e ta in  the para lle lism  of the two 

verbs and of the  re p e tit io n  of to l'ko  th e  t r a n s la to r  makes use of a 

c e r ta in  a l l i te r a t io n  w ith s p l its /s e a a s /s le e v e .  TT2 does not attem pt any 

compensatory device here and thus loses much of th e  e ffe c t o f th e  ST,

Then comes another round of r i f le - f i r e ,  th e  onomatopoeic couplets both 

frig h ten in g  and shocking the reader, preparing  th e  way fo r  the  c o n tra s t 

o f th& f in a l n in e -lin e  stanza, which is  formed of a s in g le  sentence. By 

using only one sentence here Blok i s  ab le  to  bu ild  up to  th e  f in a l 

a s ton ish ing  denouement of the  whole poem. The f i r s t  lin e  echoes the
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lin e s  repeated most often  throughout th e  poem, symbols of th e  constan t 

onward movement:

...Tak idu t derzhavnym shagora -  

The dog i s  again p ic tu red  t r a i l in g  behind the marching guardsmen, and 

opposed to  i t  -  vperedi in stead  of pozadi -  but not revealed u n til  the  

two f in a l words of the poem -  I s  th e  figu re  of Jesus C h ris t. In the  

bu ild-up  *j  th i s  reve la tio n , the f ig u re  is  described  a s  ca rry in g  a 

'bloody' f la g , almost in v is ib le  through th e  b lizzard , impervious to  b u lle ts  

and stepping  so f tly  above th e  • - ta rly  snow1, w ith a garland  r f  white 

ro se s  around h is  head, C h ris t appears to  be f lo a tin g  through the a i r  -  

a  fam ilia r re lig io u s image of C h ris t on a cloud: th e  us ■ of th e  word 

zhencbuzbnoy in troduces o ther 'heavenly' connotations, The f in a l triumph 

o f th e  poem i s  the  c o n tra s t  between lin e s  328 and line  335 -  th e  o ld and 

th e  new a re  co n trasted  s tro n g ly , th e  mangy dog and th e  Old World as 

opposed to  Jesus C h ris t, and th e  promise of redemption,

TT1 re ta in s  the form of th i s  l a s t  stanza , using one sentence. The 

rhyming unity  of the s tanza i s  somewhat d iss ip a te d  however, fo r  while the  

scheme of th e  ST i s  abaccddee, T1 changes to  ababdedef. The absence of 

rhyming couplets fo r  th e  second ha lf o f th e  s tanza in ev itab ly  makes i t  

more d is jo in ted , and s e t s  th e  la s t  l in e  ap a r t from the r e s t  o f th e  verse. 

Sem antically, im portant d is to r tio n s  occur in  TT1 in  th is  a ll-im port. ;v 

f in a l canto of the poem. C h ris t no longer s te p s  above th e  snow, but 

sim ply in th e  snow, and he no longer wears a crown of white ro se s  but a
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flaw ery diadea o f  fro s t.  The overtly  re lig io u s  im plications of the  stanza 

and hence o f th e  whole poem a re  thus destroyed In TT1.

TT2 a lso  keeps the form of th e  ST with a rhyme p a tte rn  of ababccdee.The 

opposition  o vperedi and pozadl a re  given a s  la  th e ir  rea r  and up 1b 

fro n t , somewhat weaker fo r being paraphrased ra th e r  th an  giving one 

word fo r  each such a s  'ahead' and 'behind '. The r e s t  o f th e  s tan za  

re ta in s  th e  sem antic conten t and s tru c tu re  of th e  o r ig in a l w ith one major 

d is to r t io n ; th e  use of th e  word 'sp liced ' in  line  334. I t  p rovides a

rhyme with C h ris t but otherw ise i t s  presence remains obscure. L ite ra lly  

the word means to  Join, but i s  common in  slang  -  although outdated now - 

a s  a  word fo r  'to  m arry '. I t  i s  p ossib le  th a t  Hackel, w ith h is  own very 

personal in te rp re ta tio n  of the poem, i s  seeking to  ind ica te  th e  f in a l 

union of man and woman in  th e  figure of Jesus C hris t, and th e  garland of 

ro se s  i s  thus seen a s  a marriage garland . TT2's alm ost pedantic  

in s is ten ce  in  places on f id e l i ty  to  th e  ST i s  re flec ted  in  th e  sp e llin g  of 

Jesus in  th e  la s t  lin e  a s  lesus. The sig n ifican ce  of th e  o r ig in a l spe llin g  

has been d iscussed  above Cp593. There i s  l i t t l e  doubt th a t  an English 

reader would, without the  ben e fit o f th e  p a ra lle l  te x t,  assume the 

sp e llin g  to  be a typographical e rro r.



Chapter 7: COflCLUSIOff

The aim in  t h i s  d is a e r ta tio n  was to  d isc u ss  th e  th eo re tic a l and p ra c tic a l 

issues  involved in th e  tra n s la tio n  of Aleksandr Blok’s  D venadtsat' in to  

English. In order to  fu lly  understand th e  p a r tic u la r  d if f ic u l t ie s  

involved, a considerab le  amount of background m ateria l has been included, 

The actual d iscussion  of Dvenadts&t’ was stru c tu red  around th e  ca tego ries  

proposed by Van Kesteren, to ge ther w ith a d iscussion  of ad d itiona l 

considera tions taken from th e o r is ts  such as Beaugrande and Van den 

Broeek, and issues  which a rose during th e  p ra c tic a l an a ly s is  o f th e  te x ts .  

Only when th i s  po in t had been reached was i t  p ossib le  to  proceed to  a 

de ta iled  comparison of the source te x t w ith the two tra n s la tio n s . The 

re s u l ts  of th e  analyses make i t  p o ssib le  to  draw c e r ta in  conclusions 

concerning th e  nature  of th e  ta sk  of tra n s la tin g  D veoadtsat' and Blok's 

poetry in  general,

The la s t  two chap ters  presen ted  a de ta iled  and thorough an a ly s is  o f the  

source tex t and of th e  two ta rg e t te x ts . The d iscussion  of th e  two 

tra n s la tio n s  cen tred  on those elements in  t ‘. t  tn s la tio n  which d iffe red  

noticeably  from th e  o r ig in a l poem, The reasons fu r  th i s  were largely  

p ra c tic a l: f i r s t l y ,  a de ta iled  an a ly s is  o f each t:  n sla tio n  a s  independent 

works in  th e  ta rg e t language would have been fa r  tno long and tedious; 

secondly, th e  general con ten t of th e  tra n s la tio n s  i s  fa i r ly  u 'n se  to  the 

source te x t, so  th a t  th e  only valuable an a ly s is  must focus on p o in ts  of 

deviation  and d is to r tio n . This type of approach to  desc rip tiv e
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tra n s la tio n  s tu d ie s  may be open to  cr^'.tcism , Toury esp ec ia lly  i n s i s t s  

on th e  primacy of th e  ta rg e t  te x t,  suggesting  th a t  an an a ly s is  should 

s t a r t  w ith an id e n tif ic a tio n  o f th e  so lu tio n s to  problems ra th e r  than 

beginning with the problems in  th e  source te x t  a s  perceived by the 

an a ly s t. This approach i s  c le a r ly  unsu itab le  fo r th e  a n a ly s is  and 

compaiison ca rr ied  ou t here, which a sp ire s  to  be c r i t i c a l  a s  well as 

desc rip tiv e , Indeed, th e  value of analysing tra n s la tio n s  without any 

attem pt to  id en tify  e r ro rs  and deviations i s  doubtful, In th i s  work the 

d iscussion  and comparison has focused on th e  id e n tif ic a tio n  of those 

textem ic elem ents which possess a functional, relevance w ith in  the te x t  a s  

an in teg ra ted  whole. Only when those fea tu re s  have been id e n tif ie d  can 

any attem pt a t  assessm ent be made.

The f i r s t  two chap ters  of t h i s  d is s e r ta tio n  s tre s se d  th e  im portance of 

considering  a poem a s  a  un ified  whole, each of i t s  p a r ts  in te rac tin g  to  

produce an o vera ll s ig n ifican ce . This approach has been followed 

th.oughout, and the re la tio n sh ip  between th e  various poetic  dev ices and 

th e  them atic s tru c tu m  ;if th e  poem has been co n s is ten tly  emphasised. 

This aspect must a: be s tre s se d  in  comparing th e  o r ig in a l w ith th e

ta rg e t te x ts , In a tiu itlon , the s ta tu s  of th e  tra n s la te d  poem a s  an 

o r ig in a l poem In the ta rg e t language l i t e r a r y  system  must a lso  ba taken 

in to  consideration . C hapter 2 ind icated  th a t  „• h ierarchy  of fea tu res  

must be estab lish ed  io  o rder to  provide th e  t r  ■ ic ".ator w ith a  s e t  of 

p r io r i t ie s .  However ob jective th e  methods used t.v analyse th e  source te x t  

In  order to  id en tify  and order these fea tu i .. :.t. i s  in ev itab ly  an 

in tense ly  personal and subjective ta sk , both on the
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re a d e r /tra n s la to r ’s  perception  and experience of Blok's poetry  and on h is  

understanding and fa m ilia r ity  with Bnglish poetry , Nevertheless, by 

iden tify in g  thos-e elem ents which a re  most v i ta l  to  the dynamics and 

ae s th e tic s  of th e  poem, te n ta tiv e  proposals fo r a  e. 1 o f p r io r i t ie s  can be 

made. Enumerating fea tu re s  of importance in  th e  HT does not p resen t a 

problem; th e  d if f ic u lty  l ie s  in  e s tab lish in g  an order of p r io r ity .

I t  i s  e s se n tia l  to  recognise th e  co n s tra in ts  operating  on th e  tra n s la to rs  

h is  aim must always be to  tra n s la te  th e  functional elements of th e  poem 

by means of elements which function  on an equivalent level in  the ta rg e t 

te x t.  He i s  c lea rly  lim ited  by th e  language ia  which tie i s  working. The 

emphasis must be an the ov e ra ll communicative value, while those 

fea tu re s  which a re  the hallm arks of Blok's poetry must a lso  be 

communicated, Re+urnlng to  Van den Broeck's th ree -p o in t p rocess fo r 

a ssessin g  tra n s la tio n s  (described an p27], th e  f in a l s tag e  i s  described

a genera lis ing  d esc rip tio n  of th e  d iffe ren ces between the
actual TT/ST equivalen t and the adequate tra n s la tio n .

An adequate tra n s la tio n , in  Toury'a term s, com prises only those fea tu res  

which are  func tiona lly  re lev an t fo r  the s t ru c tu ra l  re la tio n sh ip s  w ithin 

th e  source te x t ,  When guidelines regarding th e  adequate t r a n s la tio n  have 

been estab lish ed  then th e  t ra n s la tio n s  may be compared w ith i t  in  gennral

The purpose of th is  concluding chapter i s  therefo re  twofold; f i r s t l y ,  a 

h ierarchy  o f func tiona lly  re lev an t texteraic fea tu re s  w ill be proposed,
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based on th e  an a ly s is  of th e  source te x t  and background m ateria l; 

secondly, th e  tra n s la tio n s  which were analysed  in  the  previous chap ter 

w ill be compared w ith t h i s  concept o f an 'adequate' tra n s la tio n . I t  must 

be emphasised th a t a s  th e  reader of th e  te x t, e ith e r  a s  t r a n s la to r ,  

tra n s la tio n  c r i t i c  o r sim ply a s  th e  ta rg e t language audience, i s  an 

ind iv idual, then each reading of th e  te x t  w ill vary, Fur t h i s  reason i t  

i s  often  d es irab le  to  base any assessm ent purely on tex tu a lly -b ased  

inform ation, suggested by Beaugrande. U nfortunately, l i te r a ry

c r itic ism  must contain  a c e r ta in  amount of su b jec tiv ity , and u ltim ate ly  i t  

i s  a subjective assessm ent of th e  te x ts  which w ill ind ica te  whether o r 

not they  coat ‘" itu te  'good p o e try 1.

6. h ierarchy  of textem ic fea tu re s

1, Given th e  h ighly symbolic nature  of th e  o r ig in a l poem, and the place 

of the  ST in  th e  SL li te r a tu r e ,  th e  symbolic base of the poem must be a 

high p r io r ity  fo r  th e  t ra n s la to r .  This involves metaphor a s  well as 

o ther devices such a s  th e  s tre s s in g  of c e r ta in  concepts through th e  rhyme 

and sy n ta c tic  p a tte rn s  of th e  poem; th e se  fea tu re s  should th e re fo re  be 

preserved where p ossib le . Where th i s  i s  . not p o ssib le  su itab le  

a lte rn a tiv e s  must be found while re ta in in g  a sense of th e  ov e ra ll 

s tru c tu re  of th e  poem. Both tra n s la tio n s  succeed to  a c e r ta in  ex ten t in 

th is  resp ec t but the major d is to r tio n s  th a t  do occur destroy  the in te rn a l 

coherence. This i s  p a r tic u la r ly  no ticeable, fo r example, a t  th e  end of the 

poem, where TT1 om its a m ajrr area of imagery surrounding th e  f ig u re  of
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C h ris t, and TT2 introduces an element not p resen t in  the  o r ig in a l.  As we 

have seen, th e  symbolism in  th e  o r ig in a l poem i s  ' inked to  o ther works 

by Blok, something  which nay  be fo rg o tten  by th e  tra n s la to r  working on 

Svenad tsa t’ alone. So t r a n s la tio n  should be attem pted without a  sense of 

the  whole macrocosm of Blok's work, and w ith considerab le  in s ig h t in to  

Blok’s  own world. Only then  can the in t r ic a te  weaving o f symbols and

imagery be transposed  In to  th e  fa b r ic  of another language.

2. The preceding chap te rs  have demonstrated conclusively th a t  the 

p a r tic u la r  sound tex tu re  of Blok's, poetry , re la te d  to  h is  own ’m usical' 

in te rp re ta tio n  o f l i f e ,  i s  an e s se n tia l  fea tu re  o t  h is  work. Thus in  

D vesadtsa t' th e  sound tex tu re  of th e  poem, espec a l ly  in  i t s

jux taposition  of harmony and dissonance, has a d e f in ite  sem antic function. 

By combining rhyme, metre, rhythm, assonance and dissonance, Blok 

c re a te s  an in tense ly  personal poetry , in  which the fflusic o f th e  words and 

th e  symbolic conten t o f th e  poem are  ind issoc iab le , Vhile i t  i s  obvious 

th a t  the same sounds and musical fea tu re s  cannot be reproduced in  

English, i t  i s  possib le  to  reproduce th e  function  of th is  m usical q ua lity  

of Blok's verse . Kt th e  same tim e th e re  can be no doubt th a t  even the 

most successfu l t r a n s la tio n  w ill f a i l  to  convey th e  same fee lin g s and 

emotions fo r  the  ta rg e t audience a s  th e  o rig in a l does fo r  th e  source

language audience, The a n a ly s is  of th e  tra n s la tio n s  has shown th a t

ne ith e r of th e  tra n s la t io n s  succeeds in  co n s is ten tly  conveying th a t  

powerful and emphatic use of sound which i s  a prim ary fea tu re  of Blok's, 

poetry and which i s  fu nc tiona lly  re lev an t in  an a e s th e tic  sense a s  an 

ind ica tion  of h is  stand ing  a s  a poet.



Conclusion

3, The rhythm and m etre of the  o r ig in a l i s  o f functional importance in 

th e  sem antic asso c ia tio n s  fo r th e  reader o r audience. This i s  p a r tic u la r ly  

s ig n if ic a n t in  th e  way in  which Blok makes use of th e  metre and rhythm 

of fo lk -poe try  in  o rder to  rep resen t th e  masses, whom Blok revered as 

c lo se r to  th e  n a tu ra l o rder of th e  Cosmos, and hence as the people most 

in  tune w ith th e  revo lu tion . This fea tu re  i s  c le a r ly  linked  to  the  

previous ones, but can be considered sepa ra te ly  when d iscussing  

tra n s la tio n . The t r a n s la to r  can only attem pt to  reproduce the 

communicative function of Blok's use of rhythm and metre. E nglish fo lk - 

poetry , although su b s ta n tia l ,  i s  le s s  fa m ilia r  to  English readers  than 

Russian fo lk -poe try  i s  to  Russian readers . A p o ssib le  equivalen t to  th e  

chastushka may be the lim erick , bu t the  l a t t e r  i s  inev itab ly  humorous and 

o ften  vulgar, while th e  chastushka need not be e ith e r. I t  must be 

accepted th a t  there  i s  no tru e  equivalent, ch ie fly  because th e  so c ia l, 

c u ltu ra l and li te ra ry  background of th e  two li te ra tu re s  do not share  

su f f ic ie n t fea tu res . S im ilarly , th e  ac tu a l metre of th e  poem i s  not 

d ire c tly  re levan t; i t  i s  i t s  function w ith in  th e  poem th a t  th e  tr a n s la to r  

must seek to  preserve. Both tra n s la tio n s  have succeeded to  a c e r ta in  

ex ten t in  reproducing th i s  feature , although in  very d iffe re n t ways. This 

has been achieved both in  the lex is  and syn tax  a s  well a s  in  th e  rhyme 

and rhythm of the  poems; unfortunately  n e ith e r  tra n s la tio n  has been ab le  

to  su s ta in  tn i s  throughout.

4. The la rg e  co lloqu ia l component of D venadtsat’ means th a t  any 

t ra n s la tio n  should convey the same re g is te r ,  w ithout fa ll in g  in to  the tra p  

of using incongruous and anach ron is tic  language. To ignore t h i s



co lloqu ia l flavour of th e  o rig in a l would re s u l t  in considerab le  

d i s to r t io n , although th i s  fea tu re  may be subordinated to  the preserva tion  

o f those fea tu re s  a lready  l is te d .  Ind iv idual in stances of co lloquial 

language do not have to  be re ta ined ; ra th e r  the tra n s la to r  must g ive h is  

work a  co lloqu ia l ftavuur which i s  fu n c tio n a lly  equivalent to  th e  use of 

such language in  the o r ig in a l,  uotb tra n s la tio n s  have been successfu l 

here in  d iffe re n t sec tio n s  o f th e  poem, although TT1 tends to  concentrate  

on th i s  aspec t to  th e  detrim ent o f the  ove ra ll them atic s tru c tu re . Again, 

i t  i s  the  susta ined  tra n sp o s itio n  o f these  elem ents th a t  i s  lacking. 

Moreover, th e  use of language r e g is te r  and s ty le  i s  n o t always convincing 

and tends to  be contrived.

5. The h is to r ic a l  contex t o f th e  poem w ill be perceived very d iffe re n tly  

by th e  English reader un less he has d e lib e ra te ly  stud ied  th e  so c ia l  and 

h is to r ic a l  background. Items bound to  th e  cu ltu re  of th e  source te x t  

should be re ta in ed  where they a re  s ig n if ic a n t in  th e  them atic s tru c tu re  

of th e  poem. This has been done in  th e  tra n s la tio n s  stud ied  here; these  

in stances where dev iations do occur a re  not e s se n tia l  to  th e  ove ra ll 

s tru c tu re ,. There is  no doubt th a t th e  reader w ill be aware in  both 

tra n s la tio n s  th a t  the s e t t in g  of th e  poem i s  Russia. The in e v i ta b i l i ty  of 

th i s  awareness makes th e  use of Russian names in  TT2 more convincing 

than th e  use of English names in  TT1.

6. F ina lly , low p r io r i ty  may be assigned to  th e  sp ec if ic  rhyme p a tte rn  

o f  th e  o r ig in a l and to  sp e c if ic  lex ica l and sy n ta c tic  equivalence, la rge ly  

because th e  d iffe ren ces d iscussed  above between English and Russian mean
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Conclusion

th a t close equivalence on these  levels i s  im possible to  ob tain . This i s  

one a rea  In which TT2 ha'- fa iled . By attem pting  to  keep r ig id ly  to  the  

rhyme scheme of the  o r ig in a l TT2 has fa lle n  in to  the p i t f a l l  of 

concentrating  on one a sp ec t o f the te x t to  th e  detrim ent o f o thers , and 

therefo re  undermines th e  a r t i s t i c  in te g r ity  of both the tra n s la tio n  and 

the o rig in a l. The issue  fo r th e  t r a n s la to r  here  becomes one of 

accep tab ility  in  th e  ta rg e t  language l i t e r a r y  cye tea . I t  aay  be argued 

th a t  s t r i c t  adherence to  th e  rhyme scheme of the o r ig in a l would not be 

functional equivalence, a s  the norms fo r  rhyme schemes d if fe r  

considerab ly  between th e  two languages.

I t  w ill appear c le a r  th a t  each sec tio n  of th e  te x t, stanza  by stanza, r  

canto by canto, must be considered both sepa ra te ly  and a s  p a r t  o 

a r t i s t i c  whole. Thus th e  order o f p r io r i ty  fo r  the fea tu re s  l i s te d  a'u  

may change according to  th e  p a r tic u la r  problem facing  th e  t ra n s la to r .  As 

the process of evaluation  and, f i r s t  o f a l l ,  o f appreciation , o f a  work of 

a r t  i s  very much orien ted  tow ards th e  read e r and i s  there fo re  h ighly 

subjective, i t  i s  In ev itab le  th a t  each read er would choose to  o rder the 

h ierarchy  d iffe re n tly , Given th e  background of Blok's poetry , the  

fea tu re s  l is te d  in  th e  order p resen ted  here re f le c t th e  most im portant 

c h a ra c te r is tic s  of Blok's work and a s  such, although by no means 

exhaustive, they a re  proposed a s  a d e f in ite  h ierarchy  ag a in s t which the 

tra n s la tio n s  may be compared.



Conclusion

One of the most Im portant c r i te r ia  of adequacy i s  th a t  th e  poem must be

acceptable a s  an o r ig in a l poem in  th e  ta rg e t  language. I f  the tra n s la te d

poem i s  not a e s th e tic a lly  p leasing  and a r t i s t i c a l ly  un ified  w ithin the 

in ev itab le  co n s tra in ts  Imposed by th e  so c io -h is to r ic a l,  l in g u is tic  and 

l i te r a ry  background o f th e  poem, then i t  cannot be considered a

successfu l tra n s la tio n . The d is to r tio n s  and dev ia tions id en tified  in  the 

p revious chap te r d e tra c t from the p o te n tia l s ta tu s  of th e  tra n s la tio n s  as 

o r ig in a l poems. I f  th e  poems a re  read w ith no re ference whatsoever to 

th e  o r ig in a l then c e r ta in  fea tu res  a re  s tr ik in g ly  incongruous and destroy  

th e  a r t i s t i c  un ity  and beauty of th e  tex t,

TT1 begins Well -  th e  f i r s t  th ree  can tos have an ex c itin g  blend of

harmony and d isco rd ; the poem i s  vigorous and th e re  i s  a stro n g  

im pression of movement, In th e  fourth  canto however th i s  s i ;p s  away and 

th e  use o f c e r ta in  lex ic a l item s d is trac t®  the re a d e r 's  a tte n tio n  [fo r 

example, snout, moustachio, mugh In th e  s ix th  canto w ith th e  use of th e  

word 'b u tts ' th e  read er i s  brought up w ith a s t a r t ,  uncerta in  of the  

a u tho r’s  in ten tio n . The whole of canto VII f a l l s  as an o r ig in a l 

com position in  th e  use o f language, the rhythm and th e  lex ica l con ten t o f 

th e  l in e s . In c o n tra s t  the  eigh th  and n in th  can tos a re  la rge ly  successfu l 

while th e  th e  ten th  canto seems a r t i f i c i a l .  The poem fin ish e s  w ell, a p a it  

from one or two lin e s  in  th e  f in a l canto [312-41. The o vera ll im pression 

o f t h i s  tra n s la tio n  i s  th a t while th e  general conten t and the rhythm of 

the  poem i s  powerful and e ffec tiv e , the use of c e r ta in  lex ica l item s • and 

of c e r ta in  language re g is te rs  are  incongruous when read by a na tive



Conclusicii

E nglish speaker, I t  would be d if f ic u l t  to  believe th a t  the poem had been 

w ritten  o r ig in a lly  in  English, desp ite  sec tio n s  of some accomplishment.

TT2 i s  d isappo in ting  when read a s  an o rig in a l. The f i r s t  canto is  

s t i l t e d  and lack ing  in  e ffec t.  The rhymes appear contrived  and much of 

th e  language co n tra d ic ts  n a tu ra l E nglish in tona tion  123-4, 47-9, 57-93. 

Canto II  i s  a lso  weak and ineffec tua l although the th ird  i s  f a r  more 

s a tis fa c to ry ,  TT2 fa re s  no b e tte r  in  th e  fou rth  canto than TT1, 

e sp ec ia lly  in  th e  second s tan za . The meat successfu l canto in  TT2 is

th e  seventh, where th e  tra n s la to r  succeeds in  making use of ju s t  th e

r ig h t  language re g is te r ,  combining i t  e ffec tiv e ly  w ith an emphatic rhythm 

and rhyme scheme. There i s  l i t t l e  more to  comment on; th e  poem i s  

exce llen t in  p a r ts  but f a i l s  in  i t s  use o f contrived  rhymes and awkward 

in tonation , The overa ll  im pression i s  o f a somewhat weak poem by a 

mediocre poet which would be unlikely  to  be assigned a place in  c la s s ic a l 

E nglish li te ra tu re .

On th e  whole TT1 has opted fo r a ’fre e ' t ra n s la tio n , while TT2 has

remained more 'fa i th fu l ' to  the  source te x t, As fleaugrande commented, a 

tendency to. e ith e r  s tan ce  leads to  inadequacies; th e  l i t e r a l  tra n s la to r  

w ill lo se  th e  communicative function of the te x t  while th e  free  tra n s la to r  

may change or d i s to r t  the ac tua l conten t of th e  te x t  su b s ta n tia lly . 

Although th e  t ra n s la to rs  of TTl have produced a poem which can stand  on 

■its own in  English l i te ra tu re  'a lthough a t  a  level fa r  below th a t  o f Blok 

in  Russian li te ra tu re )  they have c lea rly  fa lle n  prey to  e r ro rs  and

d is to r t io n s , In th e  numerous in stances of deviation  on a l l  th ree  levels
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they have o ften  fa ile d  to  compensate fo r those features omitted in  th e ir  

e f fo r ts  to  produce a tru ly  English poem, Despite  these  shortcom ings, 

TT1 compares favourably w ith TT2, The most s ig n if ic a n t d is to r tio n  in 

TT1 i s  the  omission of those elem ents which made C hris t in to  an immortal 

and supernatural figu re . This a lte ra tio n  undermines a l l  of th e  symbolic 

and them atic s tru c tu re  of th e  te x t  and r e s u l ts  it> a f a r  le s s  powerful 

work o f a r t .

In c o n tra s t Hackel allow s the o r ig in a l t e x t  to  con stra in  h is  tra n s la tio n  

to  such an ex ten t th a t  i t  becomes a s t i l t e d  and mediocre English poem. 

Blok’s  b r il l ia n c e  i s  never transposed  in  th e  tran s la tio n : i t  i s  d if f ic u l t  

to  believe th a t  th i s  i s  the work of a g rea t poet. In addition , Hackel, in  

h is  rendering  of th e  la s t  few lin e s  of th e  poem, allows h is  own 

in te rp re ta tio n  to  take over and thus adds an element to the te x t  th a t  is  

not p resen t in  th e  o rig in a l. His tran sfe ren ce  of th e  rhythm and the 

language re g is te r  i s  on the o ther hand extremely e ffec tiv e , only to  be 

weakened by th e  contrived  and alm ost p e tty  rhyme sequences.

I t  i s  inev itab le  th a t  the conclusion should be drawn th a t while Hackel 

possib ly  had a g re a te r  appreciation  of th e  o r ig in a l poem, and a g re a te r  

knov.ledge of a l l  those  fea tu re s  ty p ica l o f Blok's genius, he lacked one of 

the  elements of Beaugrande's concept o f 'poe tic  competence', namely, 

s tru c tu ra tio n  competence [see p241. S tallw orthy  and Prance on th e  o ther 

hand combined th e ir  a b i l i t ie s ;  Peter France was th e  scho lar, and

possessed th e  background knowledge to  th e  poem and to  Blok's work and 

Russian li te ra tu re  in  general; Jon S ta ll  worthy was the poet, and thus
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possessed th e  o tm c tu ra tla n  competence which tockel lacked. Between 

then , they should have produced th e  optim al tra n s la tio n . Evidence of 

th e ir  fa ilu re  to  do so has already  been p resen ted , I t  i s  p o ssib le  th a t 

th e  d iv is io n  of labour d iss ip a ted  th e  c rea tiv e  energy required; i t  may be 

th a t  S tallw orthy  is  sim ply not able, even In tra n s la tio n , to  reach the 

he igh ts of c re a t iv i ty  fo r which Blok i s  revered.

F ina lly  i t  should be emphasised th a t  th e  question  of the tra n s la tio n  of

poetry  rem ains extremely complex and th e  issues  involved have no c le a r-

cu t so lu tio n s. In every case th e  t r a n s la to r  him self works no t only

within the co n s tra in ts  o f th e  language he i s  a ttem pting to  mould in  a

likeness to  th e  o r ig in a l,  but. a lso  w ith in  the co n s tra in ts  o f h is  own

id e n tity  a s  a reader o f the source te x t and w ithin the l im ita tio n s  o f h is

own a b i l i ty  a s  a poet. To t ru ly  apprecluu; a t : :  o rig in a lly  w ritten  in

another language th e  read er i s  obliged to  acquire a good command of the

language. U ltim ately, i t  must be adm itted th a t  a  poem in  tra n s la tio n  is

by no means th e  same work of a r t .  As Savory commented;

The tra n s la tio n  i s  not the  o r ig in a l poem in  any but the  
prim itiv e  sense of i t s  meaning: i t  i s  a new product, the  
re su lt  o f new in te lle c tu a l e ffo r t ., .a  poem i s  a th ing  

. made, and If  i t  i s  made of English words i t  i s  a 
d iffe re n t th ing  from a poem made o f Latin  o r  Spanish 
words. fSavory.'

This overwhelmingly sub jec t1 ve nature of poetry i s  a lso  emphasised in

th i s  quotation  from S ir  John Denham i

The business i s  not alone to  tr a n s la te  language in to  
language but poesie  in to  poesle, and poesi'e is  of so 
sub tle  a s p i r i t  th a t  in  th e  pouring out o f one language 
in to  another i t  w ill a l l  evaporate, and i f  a new s p i r i t  
i s  not added in  th e  tran sfu sio n  there  w ill  remain 
nothing but a caput raortuum. Cclt.SavoryiSOJ
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Nevertheless, as poetry is  b tra n s la te d  and read in  tra n s la tio n  with 

increasing  frequency, s tu d ie s  .• . i as th . , one do possess a c e r ta in

relevance, "spec ia lly  as very l i t t i - .  evaluativa work has been done on

ex is tin g  tra n s la tio n s  of 'g re a t ' poets. I t  i s  hoped th a t  the  is su es

ra ised  and the suggestions put forward have mads a co n tribu tion  to

tra n s la tio n  stud ies .
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Target Text 1 by Jon S ta ll  worthy and Peter France, 1970

T U B  T W B 3 L . V E

Darkness -  and white 
snow hurled
by the wind, The wind!
You cannot stan d  uprigh t 
for the wind: th e  wind 
scouring God's world.

The wind ru ff le s  
the  white snow, pu lls 
th a t treacherous
wool over the  wicked ice, 10
Everyone out walking 
s l ip s ,  Look -  poor thing!

From build ing  to  building over 
the  s t r e e t  a rope sk ip s  nimbly, 
a banner on the rope -  ALL POWER 
TO THE COHSTITUBHT ASSEMBLY.
This old weeping woman i s  worried to  death, 
she doesn 't know what i t ’s  a l l  about: 
th a t  banner -  fo r  God’s  sake -
so many yards of c loth! 20
How many c h ild ren 's  leggings i t  would make -
and they without s h i r t s  -  w ithout boots without,,.

The o ld g i r l  lik e  a  puffed hen picks 
her way between d r i f t s  o f snow,
'Mother o f God, these  Bolsheviks 
w ill be the death of us, I know!’

V ili th e  f ro s t  never lose i t s  g rip  
or th e  wind lay i t s  whips aside?
The bourgeois where the roads divide
stands chin on chest, h is  c o lla r  up, 30

But who's th i s  w ith the mane 
of h a ir ,  saying in  a 
whisper: 'They've so ld  us down 
the r iv e r . Russia ,’s  down and out.’? 
a pen-pusher, no doubt, 
a word-spinner,,,

There's someone in  a long coat, s id lin g  
over th e re  where the snow's le s s  th ;ck .
'V hat’s  happened to  your joyful tid in g s ,
Comrade c le r ic ? ' 40
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Do you remember th e  old days: 
waddling b e l ly - f i r s t  to  prayer, 
when th e  c ro ss  on your bolly  would blaze 
on the fa ith fu l there?

A lady in a fur 
io turning to  a friend:
’We cried  our eyes out, dear,,.'
She s l ip s  up -
smack I -  on her beam end,

Heave ho
and up she r is e s  -  so!

The wind re jo ices, 
mischievous and spry , 
ballooning d resses 
and s k i t t l in g  passers-by ,
I t  b u ffe ts  w ith a shower 
of snow the banner-clo th : ALL POWER 
TO THE CONSTITUENT ASSEMBLY, 
and c a r r ie s  voices,

...Us g i r l s  had a session ,.,

...in  th e re  on th e  r ig h t.. .

...had a discussion ...

...ca rried  a motion;
ten  fo r a time, tw enty-five fo r *be n ight... 
and no t a rouble le s s  
from anybody...coming up,..?

Evening ebbs out.
The crowds decamp.
Only a tramp 
p o tte rs  about.
And the wind scream s,,.

Hey you! Hey

going my way..,?

A crust!
What w ill become 
of us? Get lost!
Black sky grows blacker,

Anger, sorrow ful anger 
seethes in th e  b reast,,.
Black auger, holy anger,..

Friend!
Keep your eyes skinned!



The wind p lays up: snow f lu t te r s  down, 
Twelve men are  marching through the town.

Their r i f le -b u t ts  on black s lin g s  sway, 
l ig h ts  l e f t ,  r ig h t, l e f t ,  wink a l l  the  way,.,

R a t-a - ta t—ta t! 

I t 's  cold, boys,

John 's in the  money .too, and how!
He was one of us; h e 's  gone over now!

Veil, m iste r John, you son o f a whore, 
ju s t  you k is s  my g i r l  once more!

Freedom, freedom, 
down with th e  cross!
Johnny r ig h t  now i s  busy w ith Kate.
Vhat do you th ink  th ey ’re  busy at?

S a t- a - ta t - ta t !

L ights le f t ,  r ig h t, le f t ,  l ig h ts  a l l  the  way.. 
R ifles  on th e ir  shoulders sway.,.

Keep A Revolutionary Step!
The R elen tless Enemy Will Not Stop!

Grip your gun lik e  a man, brother!
Let’s  have a crack a t  Holy Russia,
Mother

with her b ig , fa t,  arse!
Freedom, freedom! Down with th e  cross!

The lad s  have a l l  gone to  the  wars 
to  serve in  the  Red Guard -  
to  serve in  the Red Guard -  
and r is k  th e ir  hot heads fo r the cause.
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Hell and damnation,
li f e  i s  such fun 120
with a ragged g reatcoat 
and a Je rry  gun!

To smoke the nobs out of th e ir  holes 
w e'll lig h t a f i r e  through a l l  the world, 
a bloody f i r e  through a l l  th e  world -  
Lord, b le ss  our souls!

The b lizzard  w hirls; a cabby shouts; 
away f ly  Johnny and Kate 
w ith a ’le c tr ic  lamp
between the sh a f ts .. .  130
Hey there , look out!

He's in  an Army overcoat, 
a s i l l y  g r in  upon h is  snout.
He's tw irlin g  a moustachio, 
tw irlin g  i t  about, 
joking a s  they go...

Young Johnny's a mighty lover 
with a  g i f t  of th e  gab th a t  charms!
He takes  her in  h is  arms,
he 's ta lk in g  her over... 140

She throws her head back a s  they hug 
and her tee th  a re  white as pearl..,
Ah, Kate, my Katey g ir l ,  
with your l i t t l e  round mug!

Across your co llar-bone, my Kate, 
a kn ife  has s ca rred  th e  flesh ; 
and there  below your bosom, Kate, 
th a t  l i t t l e  s c ra tc h  is  fresh!

Hey there , honey, honey, what
a lovely p a ir  of leg s  you've got! 150

You ca rr ie d  on in  lace and fu rs  -  
ca rry  on, dear, while you can!
You fr isk e d  about with o ff ic e rs  -  
f r is k  about, dear, while you can!

Honey, honey, swing your s k ir t!
My h ea rt i s  knocking a t  my sh ir t!
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the  kn ife  put an end to  him...
Do you remember th a t,  you whore,
or does your memory dim? 160

Honey, honey, l e t  him be!
You’ve g o t room in  bed fo r  me!

Once upon a time you wore grey sp a ts , 
scoffed chocolates in  gold fo il,  
went out w ith officei—cad ets  -  
now i t 's  the rank and f ile !

Honey, honey, do n 't be cruel!
Roll w ith me to  ease your soul!

Carriage again and cabby's shout
come storm ing p ast: 'Look out! Look out!' 170

Stop, you, stop! Help, Andy -  here!
Cut them o ff, Peter, from th e  rear!

Crack -  crack -  re load  -  crack -  c rack  -  reload!
The snow w hirls skywards off th e  road.

Young Johnny and th e  cabman run
lik e  the wind. Take aim. Give them one

fo r  the road. Crack -  crack! How lea rn

to  leave another man's g i r l  alone!

Running away, you basta rd?  Do.
Tomorrow I ' l l  s e t t l e  accounts w ith you! 190

But where i s  Kate? She's dead! She's dead!
A bu lle t hole clean  through her head!

Kate, a re  you s a tis f ie d ?  Lost your tongue?
Lie in  th e  snow -drift then , like  dung!

Keep A Revolutionary Step!
The R elen tless Enemy Will Hot Stop!

VII
Onward th e  twelve advance, 
th e ir  b u tts  sw inging together, 
but the poor k i l l e r  looks
a t  the end of h is  te th e r ,, .  190

Past, f a s te r ,  he s te p s  out.
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Knotting a handkerchief 
c lum sily  round h is  th ro a t 
h is  hand shakes lik e  a leaf...

Vhat's ea ting  you, my friend?
Vhy so downhearted, mate?
Come, Pete, what's on your mind?
S t i l l  so rry  fo r  Kate?

Oh, b ro ther, b ro ther, bro ther,
I loved th a t  g ir l . . ,  
such n ig h ts  we had together, 

and th a t  g ir l . . .
For th e  wicked com e-hither 
her eyes would shoot a t  me, 
and fo r  th e  crimson mole 
in  the crook of her arm,
I shot her in my fury -  
like  th e  fool I am...

Hey, P e te r, shu t your trap!
Are you a woman or 
are  you a man, to  pour 
your h e a r t  out lik e  a tap?
Hold your head up 
and take  a grip!

This i s n 't  the  tim e now 
fo r  me to  be your nurse!
Brother, tomorrow 
w ill be ten  tim es worse!

And shorten ing  h is  s trid e  
slowing h is  s tep ,
Peter l i f t s  h is  head 
and b rig h ten s up.,,

What th e  hell!
I t 's  n o t a s in  to  have some fun!

Put your sh u tte rs  up, I say -  
T here 'll be broken locks today!

Open your c e lla rs :  quick, run down...!
The scum o f the ea rth  a re  h it t in g  th e  town!

My God, what a life ! 
I've had enough!
I'm bored!

I 'l l  s c ra tc h  my head

A ppendix II
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and dream a dream...

I ' l l  chew my quid 
to  pass th e  time...

I ' l l  swig enough 
to  k i l l  my drought.,.

I ' l l  ge t wy knife 
and s l i t  your th roa t!

Fly away, m iste r, l ik e  a s ta r lin g ,  240
before I  d rin k  your blue veins dry 
fo r the sake of my poor darling  
with her dark and roving eye...

Blessed are  the  dead which d ie  in  th e  Lord.,.

I'm bored!

Out of th e  c i ty  s p i l l s  no noise, 
th e  p riso n  tower re ig n s in  peace,
'We've g o t no booze but cheer up, boys, 
we've seen th e  la s t  o f th e  police!'

The bourgeois where th e  roads d iv ide, 250
stands chin on chest, h is  c o lla r  up: 
mangy and f le a -b itte n  a t  h is  side 
sh iv ers  a  coarse-ha ired  mongrel pup,

The bourgeois w ith a hangdog a ir  
stands speechless, lik e  a question-m ark, 
and the old world behind him there  
stands w ith i t s  t a i l  down in  the dark,

S t i l l  the  storm  rag es g ust upon gust.
What weather! What a storm!
At arm 's length  you can only ju s t 260
make out your neighbour's form.

Snow tw is ts  in to  a funnel, 
a towering tunnel...

'Oh, what a blizzard!...Jesus C hrist! '
Watch i t  Pete, cu t th a t  ro t!
You fool, what d id  C h ris t and h is  c ross  
ever do fo r  the l ik e s  o f us?
Look a t  your hands. Aren't they hot 
with the blood of th e  g i r l  you shot?
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Keep A Revolutionary Step I
The Enemy Is  Near And Won't Let Up!

Forward, and forward again 
the working men!

XI
Abusing God's name as they go, 
a l l  twelve march onward in to  snow,,, 
prepared fo r  anything, 
re g re ttin g  nothing...

Their r i f l e s  a t  th e  ready 
for th e  unseen enemy 
in back s t r e e t ,  s id e  roads 
where only snow explodes 
i t s  shrapnel, and through quag­
mire d r i f t s  where the boots drag.,.

before th e ir  eyes 
th robs a red flag .

L e ft,righ t, 
th e  echo rep lie s .

Keep your eyes skinned 
le s t  th e  enemy s tr ik e !

Into th e ir  faces day and n igh t 
bellows th e  wind 
without a break...

Forward and forward again 
the working men!

A ppendix I I
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...On they march w ith sovereign tread .,,
Vho e lse  goes there?  Come out! I sa id  
come out! I t  i s  th e  wind and th e  red 
flag  plunging g a ily  a t  th e ir  head.
The frozen snow -drift looms in  fro n t.
Vho's in  the  d r i f t?  Come out! Come here! 300
There's only th e  homeless mongre. run t 
limping wretchedly in  th e  rear..,

You mangy beast, out o f the way 
before you ta s te  my bayonet.
Old mongrel world, c lea r o ff I say!
I ' l l  have your h ide to  so le  my boot!
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The sh ivering  cur, the mongrel cur 
bares h is  te e th  l ik e  a hungry wolf, 
droops h is  t a l l ,  bu t does n o t s t i r . . .
Hey, answer, you th ere , show yourself. 310

Kho's th a t waving the red flag?
Try and see! I t 's  a s  dark a s  the tomb!
Who's th a t  moving a t  a Jog
tro t ,  keeping to  the  b ack -s tree t gloom?

Don't you worry -  I ' l l  ca tch  you yet; 
be tte r  surrender to  me alive!
Come out, comrade, o r yo u 'll reg re t 
i t  -  w e'll f i re  when I've counted five!

Crack -  crack -  crack! But only the echo
anwers from among the eaves... 320
The blizzard  s p l i t s  h is  seams, the  snow
laughs w ildly up th e  w hirlw ind's sleeve...

Crack -  crack -  crack!
Crack -  crack -  crack!

...So they march with sovereign tread ...
Behind them limps the hungry dog,
and wrapped in  wild snow a t  th e ir  head
carry ing  a  blood-red flag  -
so ft-fo o ted  where the b lizzard  sw ir ls ,
invulnerable where b u lle ts  crossed  -  330
crowned with a crown of snowflake p ea rls ,
a flowery diadem o f f ro s t,
ahead of them goes Jesus C hrist.
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A L E K S A N D R  B L O K

TH E  TW ELV E

1

Black night.
W hite snow.
W ind, w ind I 

Knocks you flat before you know.
W ind, wind,

Filling God's wide w orld.

T h e  w ind whips up
T he fine w hite snow.

T here 's ice below.
I t’s treacherous,
T h e  going’s slow,

O ne foot w rong, and  dow n you go!

From  building to building
A rope is hung.
From  the  rope a  banner’s strong:

’All power to the C onstituent Assembly!’ 
A n old  girl’s in  tears a t the sight,
C an’t understand the  .things they write.

W hat’s it  for, th a t poster?
All th a t cloth, when such a lot 

O f  kick need covering for their legs.
A nd most o f  them  in  rags, unshod,..

Like an  old hen she stumbles 
O ver the top o f  a snow drift and  mumbles,

‘O h, H oly M other, pray for us!
T hose reds, they’ll be the death  o f  m l’

<
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; ‘THE TWELVE’
T he wind is fierce 

A nd the frost looking grim.
T he bourgeois a t the crossroads 
Keeps his nose tucked in,

Say, who's tlvit long-hair 
M uttering  over there,
‘Treason!
Russia has perished’?

A  w riter? Could be the reason 
F o r his big talk ...

A nd  slinking by th a t snowdrift—
You don’t look very pleased:
W hat’s bothering you now,

Com rade priest?

R em em ber how you waddled 
Belly first am ong the poor 
W ith  the  cross upon your belly 
G oing on before?

A  fine lady  w ith her fancy furs 
Gossips w ith  a  friend of hers:
'M y  dear, how w e c rie d ...’ A t tha t 

She slipped 
A nd (crunch!) fell flat.

Hey, hey!
U p she rises, heave away!

T h e  wind is frisky.
Malicious; gay.
I t  flirts w ith skirts,
Sweeps legs away,
I t  tears a n d  twists and  carrics 
T he big declara tion :

‘Ail pow er to the  Constituent Assembly1.., 
A nd it cam cs a conversation:
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'THE TWELVE’
...W c Jmd our ow n assem bly...
...R iglU  Iscrc in  this buiklitig ...

...W e  debated ...
Resolved to m ake it 

T en  for a short tim e, twenty-five a n igh t... 
...N o  undercutting, right?,.

...C om e on to b ed ...

L ate  night.
E m pty street.
O ne lone tram p 
H unched on iiis feet 

A nd the wind’s hiss...

You, misery there!
Gome here, dear.
Give us a kiss...

Bread!
W hat's tha t ahead?

Pass by!

Black, black sky.

Seething rage, miserable rage 
Is w hat you fee!...

Black rage, holy rage ...

Com rade! K eep your 
Eyes peeled 1

2

T he wind is high, soft snow flits down, 
Twelve men are  on their way through town.

Black rillc slings. Lights here and there. 
Lights all around. Lights everywhere.

_ i f c A  _
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'THE TWELVE' 

...W e had  our ow n Assembly.. 

...R igh t livrc in this building..
...VVc debated ...
Resolved to m ake it 

T en  Tor it short time, twenty-five a  n igh t... 
...N o  undercutting, right?,.

...C om e  on to bed ...

L ate night.
E m pty  street.
O ne lone tram p

Give us a kiss...

W hat's th o ' ahead?
Pass by!

Black, black sky.

Seething rage, miserable rage 
80 Is w hat you Teel...

Black rage, holy rage.,.

T he wind ii high, soft snow flits down. 
Twelve m en arc  on their way through town,

Black rifle slings. Lights here and there. 
L ights a ll around. Lights everywhere.

A nd the wind’s hiss,..

You, misery there! 
Com e here, dear.

C om rade 1 K eep your 
Eyes peeled 1

2
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Chewing Tags, their caps a  mess,
T hey’d look  right in  convict dress.

Freedom, freedom.
Hey, hey, w ith no cross I

tilank-blankcty-blank

I t ’s freezing, Comrades, w hnt a frost!

'V an 'ka 's  go t K atie in  some b a r . . ,’
‘T I - -  ’• old style banknotes in  her b ra ,'

‘Got .-.jn himself w ithout m uch fuss,..’
‘Jo ined  up w ith them , deserted us.’

'S he’s m y girl, V an 'ka, ge t th a t straight,
You keep your bourgeois hands oIF K ate  I’

Freedom, freedom,
H ey, hey, w ith no cross!
V an 'ka ’s busy with tha t K ath—

W hat d ’you think they’re  busy at?..

Now, now, none o f  that.

Lights a ll round, light: everywhere...
Rifle slings caught in  the g lare...

Keep in  vcvolutfOHarystcpl M ake no mistake, 
T he restless enemy keeps wide awake.

Com rade, yc’J '  gun I G et r id  o f  fear 
L et’s shoot up  H oly Russia here—

W ith  her rough tough 
H uts o f  wood 
A nd her fat old rear I

Hey, hey, w ith no cross!

%
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•THE TWELVR-

3

So ou r lads they w ent to jo in  
T h e  R ed  guard  up in  town—
Yes, the R v 1 gua rd  up in town 
For to fay- C/,cir wild heads doiro.

O h life is bitter,
Life is fun!
T o rn  old greatcoat,
A ustrian gun.

Beware, you bourgeoisie, bew are! 
W e've  going to set the  w orld aflare. 
Blood and  universal fire—

Lord, bless the  pyre!

T h e  cabby shouts, the  snow w hirls down, 
Krtfc and  V an 'L l f ly  through town.
Shafts with al[-c!cctric lights,

T he latest gadgctry ...
Hey, eicnr the way)..

H e wears an arm y grca 'coat,
His features are  as stup id  as can  be,
H e twists his black m oustache repeatedly— 

H e twists and  twiddles it 
As he tries his w it...

V an 'ka’s shoulders, th c t t ’s a  sight 1 
V an'ka, he can  talk all right!

G ot th a t fool o f  a K ate  in  his arms, 
U sing his cx^rm s...

H er head is tilted back,
W ith  pearly teeth a-shine...

K atie, w ith your chubby snout,
O h you K atie, K atie  mine...

4
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5

K atie, your neck is raw,
T h e  knife has m arked >our flesh. 
K atie  below your breast 
T here’s ano ther scar tha t's fresh.

Hey, hey, dance away,
Give a luscious leg display!

You. used to go a round  in  lace— 
Go ahead, then, go ahead.
You h a d  grand  officers in  bed— 
Go to bed, then, go to bed.

H ey, hey, go to bed,
Give m y  h eart a flutter, pet!

T h a t officer (rem em ber?)—
A knife p u t pa id  to h im ...
So soon, and you've forgotten? 
D on’t tell me you 're so dim .

Hey, hey, thrill me through. 
C art me oIF to bed w ith you!

Yf u used to wear grey gaiters,
You guzzled hand-m ade sweets. 
Now other ranks, not sm art cadets, 
A ttrac t you in  the streets.

Hey, hey, sin aw ayr 
E nd  your worries for today!

... Again the cabby comes, he flics 
Full speed ahead, he shouts, he crii:

"
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H alt, htiit! A ndriukha, m ind! 
Petrukha, you run  round  behind!..

R a t-tara ra t-tat-ta t- ta t-tat!
A nd snow spurts up in  tim e to tha t...

T h e  cabby— V an 'ka  w ith  him— speeds aw ay... 
Q uick, cock the gun again, O kay?,.

R a t-tn rarat! A nd th a t'l l learn  you,

M eddling with girls th a t don ’t concern you...

H e go t away, the swine. You w ait, 
Tom orrow  I ’ll still m ake you pay.

But where is K atie?— K atie's dead. 
She go t a bulle t through  h e r head.

Pleased, a re  you, K atie?— No o 
J u s t  lie there, carrion, on  the  sn

K eep in  revolutionary step! M ake no mistake, 
T he restless enem y keeps wide awake.

A gain the twelve .move forward. 
T heir  guns are  back in  place. 
O nly the poor old killer 
Dares c o t show  his face...

H e keeps on going faster, 
H is scarf he twists and  ties: 
Can’t pull himself together 
H owever ha rd  he tries...



'THE TWELVE'
‘Com rade, why arc  you so gloomy?' 
‘W hy d 'y ou  look so cheesed o(T, m ate?’ 
‘W hy the linng-dog look, Pctrukha, 
Y ou’re never sorry over K ate? ’

‘You listen comrades, listen mates, 
aoo T his b ird , she was. my love.

Them  da rk  and  tipsy nights w ith  her—
I  never had  enough...

'W hat sen t me was the w ild abandon 
In  them  fiery eyes o f hers 
A nd the  b irth-m ark like a  b rand  on 
T h a t right shoulder-blade o f  hers.
So stupidly I  did  her in,
K illed her in  a fury. C urse...’

‘Stuff your song and  dance, you sniveller, 
n o  You sound like an  old woman, Pete.'

‘I f  you’ve lined up  a true confession.
W e can do w ithout th a t trea t,'

\ 'C om e on, pull yourself together!’
‘Self-control is w hat you need!’

‘W hat sort o f time is this 
T o  mollycoddle you, m ate? 
T here 's p lenty worse to co n e  
For all o f  us—you w ait.’

Petrukha’s pace gets slower,
He’s no t so hurried as before...

Eventually he straightens up :
• Pete’s his cheery self once m ore...

Hey, hey!
I t’s no sin to have a fling I

Lock your flats and  d o n 't delay, 
Plunderers are on the way!

S f l k l



•THE TWELVE'
But open cellars now  th a t we 
Down-n»d-out$ are  on a spree I

O h blues, you miserable blues,
Y ou deadly boring 

Boredom!

So I 'l l  go aheftd.
Pass the tim e, pass the  tim e...

So I 'l l  scratch m y head,
T h a t feels Fine, tha t feels fine...

So I 'll chew m y quid,
T h at 's  no crim e, tha t’s no crim e...

So I 'l l  swill you ou t
W ith th a t little knife o f  m ine...

Flv away, bourgeois, fly away home! 
Blood is w hat I ’ll  use to toast 
T h e  girl-friend th a t I  fancy most, 
T h e  gorgeous one th a t I  adore ...

st, O  Lord, to thy  handm aid’s soul... 

W hat a bore.

T here’s qu ie t over Council tower,
T he city 's silent round about,
T here’s no police w ith any power—
Boys, have your spree (though liquor's out).
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‘THE TWELVE'
T h e  bourgeois a t the crossroads stands. 
And hides his nose inside his fur,
W hile pressed against him , rail twixe kgs 
Skulks a rough-haired scruffy cur.

T5>c bourgeois like a question stands 
Siirnt, hungry, mongrel-like.
Behind him, tail between its legs. 
T h e  old w orld, like a  mangy tyke.

10

T h e  blizzard's really on the go now, 
RJizzard, ho! B lim r tl, hey I 

C a n 't make o u t you r nearest pa rtne r 
Though  lie's ju s t four steps a w a y .'

Towers o f  snow and funnels whiri, 
Snowy peaks rise up  and  swirl...

'T here 's a  snowstorm for you. Saviour I1 
‘Pete, d 'y ou  m ind, do us a Favour,
D on 't te ll us tha t you've ever been 
Protected by an  icon screen?
Y ou're no t very clever mate, 
ri'ink  about it  and  think straight—  

Y our hands a re n 't exactly clean,
St.ilv :d  w ith blood for love  o f  Kni/*.' 
‘K eep in  revolutionary step, d ’you hear? 
T he restless enem y is near.'

O n  and on and  on again, 
W orking men!

1



11

...T he  twelve move on together, 
S pum ing  the holy name, 

Refusing to show  pity, 
P repared  for any stra in ...

Steel rifles a t the ready, 
Aimed a t the unseen foe... 
In  obscure back alleys 
W here there’s only snow ... 
Only m itred  snowdrifts, 
Deep enough to m ean  No

T he eye is caught— 
R ed  flag ahead.

A nd there's the sound 
O f measured trend.

T he vicious foe 
M ay wake up  yet...

And the blizzard blurs their sight, 
G rants no respite 
D ay  or n igh t..,

O n and  on again, 
W orking men!

12

...O nw ards they m arch w ith sovereign tread ... 
‘W ho else goes there? Come ou t!’
U p  in  front tha t's ju s t the  wind 
Makes the  red flag flap abou t...
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•THE TWELVE'
Cold snow piling up ahead.
'W ho's thru in  the snowdrift? M ind!..’ 
O nly tha t scavenger, th a t cur 
Limping hungrily  behind.,.

‘G et away, you mangy crcalure.
I ’ve got a tas"j o f  steel for you.
G et lost, old w orld, foul mongrel 
O r  else I ’ll stick you through I*

...Snarling  wolf w ith hungry leer—
T ail tuckcd under—won’t stay clear— 
Frozen mongrel— filthy cur. ,
'H ey  you, answer, who goes there?’ 

‘W ho’s there waving th a t red  flag?'
‘(June  this dark , c an 't hardly see!'
‘W ho's thm  skulking behind buildings. 
Scurrying  -u ray  scot free?’

‘Better come on ou t alive, you,
I 'll gi't you all the sam e!’
'W atch ou t for trouble, comrade.
Come out, chc we takr a im  I’

Ral-tn-tai! Hut from the buildings 
No response apr.rt from echoes...
O nly lhe blizzard rolls about 
I n  helpless laughter through the snows...

RaM a-ta t!
R at-tn -tat...

...So  they m arch w ith sovereign tread:
I n  their ir a r , the hungry cur,

And with blood-,rd  Hag ahead,
Unn'i-n, since the- blizzard's there, 
U nharm ed as the W l c  fly.

Stepping gently, blizzard-high,
Spniikliug jirariy  tniils o f  snow,

W illi garland of white roses spliced— 
U p In front is lesits Christ.
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