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ABSTRACT

o This dissertation examines tbe theorctical and
practical issves Involved in the translation of
Aleksandr Blok's poem Dvepadisat’ into English.

B The theoretical X of the of

poetry is exomined, followed by o discussion of |

Rusgian symbolisu aand the work of Blok in relation p

to " Two tr jons of the poem are
examined in detail in the iight of the preceding

sections. The aim of the dissertation is to identify

and discuss those problems facing the tramslator of
Dvenadtsat’ and of Blok's poetry in general. The
practical amalysils, comparison and assecsment of the

two trapslations serve to illustrate the issues

raised.
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The purpose of this project ia the identification and discussion of
issues dinvolved tn the translation of Aleksandr Blok's poem Dvenadtsat’
(1918) into English. To this end two translations have been chosen for

amnalysis,

The nature of the project means that a considerable amount of background
material is needed to provide a theoretical framework for the analysis of
the source text and the two target texts, as well as a literary
background far Blok's poetry. The project is therefore divided into
several sections; the first two chapters provide a survey of the theories
relavant for the process of the tramslation and analysis of a work of
literature, concentrating specifically on the translation of poetry. The
third chapter logks at the Rusclan Symbolist movement in geperal,
focusing on Aleksandr Blok, while the fourth chapter considers the
nature of Blok's poetry, examining in particular those features which may
prove problematic for the translator. In the fifth section 2 detailed but
selective interpretation and analysis of Dvenadtsat’ is attempted, le_ading
on to the sixth chapter which analyses and compares the two translations
studied here, A final chapier seeks to elucidate and sumnmarise the
conclusions arrived at by means of this project, providing certain
Buidelines for tke translation of Dyenadisat’ and, by extension, for the

translation of Blok's postry in general.
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Introduction

The approach is essentially empirical, based on the issuves which emerged
during the course of this study. The project doss not attempt to be in
any way exbaustive; this is a vast toplc which could easily have
stretobed into several hundred pages. Given the time and space available,
it does however attempt to provide some insight into the way in which
two very different translators approached the poem, and to give an
inevitably personal view of thair successes apd failures, thereby
indicatng the jarticular problems facing the translator of the poetry of

Blok.

The project is nevertheless firmly rooted in curremt translation theory,
and draws extemsively on trends in literary theory and semiotics in the
process of analysis. No onz theory has been adopted for the pragmatic
reason that any practical onalysis must be carried out within the
framework of the individual work, although certain broad guidelines are

clearly invaluable at the outset,
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Chapter I: A THEORETICAL FRAMEWORK i

9hile a theoretical framework is essential before the work of analysis
and translation can begin, it is also important not fto be restricted to e

one particular approach, but rather to utilise those elsments and concepts [

which are heuristically most useful. In this wmanner, rather thanm
dogmatically followlng the dictates of a particular school of thought, .
both the translator and his critic must make use of various theories and
methodologies in order to ensure that he remains aware of all aspects of
the process. The present work therefore makes use of linguistics, }

semantics, and stylistics, as well as structuralism and semiotics, E g
1.1, Signs and Relatimms

The basic tenet of structuralism is that tbe individual units of a system
only have meaning in rela’ tu each other. Thus all the elements of a
literary text interact o co°auneate the overall message:

In short, the full significance of any entity or
axperience cannot be perceived unless and until it is
inteprated into the structure of which it forms ¢ part.
[Hawkes 1977:183

A poem has the ability to impress the reader as . sisgle structure.

Baoh element of a poem is perceived as an autoamor  rt of a sequence

and as a dependent part of a whole. Ivanuy quates . .
There is no continuous tramsition, and no connr  .a at
all, between the linguistic forms of the elemes.i «7 an

utterance ané the forme of its whols,, only uy » leap
can we mave from syntax to questions of couposition.
tedt, Ivanov, ed. Baran 1974; 3181
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4 Thearetical Framswork

Any literary work can be sesn to comsist of signs which interact on
several levels. As postry generally makes use of complex symbalism and
imagery, the relationship between the significr and the signified is of
aspecial impnr:.ance, Sayssure gave the term sign to the combination of a
concept and a sound-image, callel signified and signiffer respectively
{Saussure 1974 (1959);67). The signifisd can be described as e mental
representation of the ‘thing' and can be defined only within the
signifylng process. The signifier is thus inseparable from the
signified, but it always has a material substance. The process binding
the signifier and the signified is termed the signification, and the
product the sign. An important aspect of a poetic text is that in poetry
everything acts as a signifier; thus the overall unity of signifiers snd
meanings produces a global meaning that is not simply the sum of the
isolable parts, Eco takes this further - the whole text functions as a
‘aypersign’ [cf. Corti 1978:79), Thbis particular nature of the poem:

attests to the fact that the wark can produce a high

yield of information precisely because the work as a

whole strengthens the complexity of its coastituent

parts, [Corti: 90]
Beaugrande consequently emphasises the need for a translator to consult
the thematic structurs of the whole text, In poetry :his means that
rhyme, rhythm and metre, and possibly the visual form of the verse must
all be taken into account. If he fails to do this the internal balance of
the language structures is in danger (Feaugrande, ed. Wilss 1980:' 261,
Glearly a breskdiwn of thematic structure is more likely to occur in a
long narrative work than in a short poem, as It Is saster in the former

ingtance to miss certain tensiona and relations within the taxt:
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A Theoretical Framework

©leariy the unit of tranclating ig not the werd, but
whataver segments of the text funstion as coberant and
cohesive unite within actual occurrences (Seaugrande
1803: 8d]

The orcurrence of individual words and phrases, especially in poetry,

7

cannot be detached from thelr function. The fulfilment ot the fumction of

a text must be the highest priority for a translater. This stand is alszo

Csnan Klom

Original solite als ein @ystem und nickt als eine
;e van Elomenten betrachtat werdew, als organische
ett und nicht ald eine mechanisch Ansammlung von
Zlementan.  DMa Aurgabe des Ubercetzers besteht weder
darin 3@ reprowssieren, noch darin, ibre Funition zu
arfrssen uynd solvhe Elsments und Strukturen der eigemen
3 ansuwendend, dia, soweit wle niglich, deren
Gagoawert »it  der gleichen tunktionalen
Virxsamigett wein hinnien. [oft. Levy 1869:

o ¥su amly does a towt heve to U2 ceen as an organic whole but it must
alza 3» satsidered in relation to other works by the same author
.eforts:li3l Hamy of Blok's peams were written during intensa pericds
ci astivity and are placed in cyclas of peems. In addition certain
themes and Syabole resur and develop throughout his works. Clearly a

trasalation cannot ossupy A tobtally analogous position  in the target

ianguage sys%em.  The tranclated work will navertholess become a part of
the target literary oystom, eithor as a work in 1t3 own right, or as an

overt translation.
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A Theoretical Framework

1.2, Form and content

4 central concern of literary ana.ysis and iramslaticn theory is the
relationship and temsion batween form and content., This is of especial
significance in the poetry of Aleksandr Blok, where the two are

inextricably related.

The 'defamiiiarising’ effect of a wark of art, as descriked by the Russian
Formalists, by mpesns of which the reader is forced into a dramatic
awareness of language so that ais percepiion of the worid is renewed, was
a primary concern of the Symbniieis (Sagleton 1083: 31 Scholes guctes
Shilovsky:

Art exists to help us recover the seusation of life; it

exists to make us feel things, to make the stome stony.

The end of art is to give a senzation of the chject as

sesn, not ag recogoised. The technlque of art is to make

things "unfamiliar”, to make forms oObscure, so¢ as tq

increase the difficulty and duration of perception. The

act of percaption in art is an end in itself and must be

prolonged, In ert it is an exparience of the process of

construction that counts, not tke finished product.

[Scholes 1974:84)
How closely this resembles Blok's sun fvelings sbout the act ot creation

of a work of art, described in his pcem Kbudozhnik,

Shkloveky assigns imagery and other literary devices, including rhyme,
rhythm and metre, to this central concept of 'ostranenie’ or 'making
" strange’.  Through these allenating devices, words in poetry become
objecte in thelr own right. {n Seussuresn terminclogy they ueome

signifieds rather than signifiers:
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A Theoretical Framework

Tae distinctive feature of poet-y lies in the fact that a

word is perceived as a word and not merely a praxy far

the denoted object or an outburst of an emotion, that

words and their arrapgement, their meaning., their

outward and inward form, acquire weight and value of

their own, {Jakobsaon, cit.Hawikes: 651
The language of poetry permits the writer greater liberties in the way in
which he uses language and at the same time it imposes additional
constraints, determined by the language and genre of the poetry. The
post makes use of deviations from normal language to produce  a
‘foregrounding’ effect, which may be wused so intemsively that

communication is pushed into the background and the act of expression

itself brought to the fare,

Beaugrande emphasises this aspect of the ‘unexpectedness' of poetic
language, which he sees as its wmost significant feature (1975 15-241
The reader is obliged to interpret this use of language by referring to
the structures of gramwar and meaning within the %ext, Thus:

poetic language slows down processing and heightens

concentration, whereby increased awareness of formal
features becomes possible.(Beaugrande 1978: 231

In translation the choice of words is therefore of particular importance,
A translator is often obliged to choose between accepting a ;:hange in
form or in meaning, The translator must derive a set of priorities in
order to place the features of the tramslated poem in a hierarchy
corresponding to that of the original poem. In deciding on such a

hierarchy, the overall unity of all elements of the poem must be retained.

Pag 7




A Thecretical Framework

Corti relates content to expreseion, stating that there exists a dypamic ‘
relation between them, a structural unity of thematic, symbolic and s
ideological levels, the form giving added significance to the content. E

This interaction gives an 'invariant’ of the work [Corti: 1067,

Levy makes the then innovative statement that where form is a carrier of
semantic meaning, it must be preserved in translation (1969:108]. The
tension between form and content is most marked in poetry, and is
especially relevant in the case of Blak, in whose poetry the rhythm,
rhyme and metre are closely bound up with the overall meaning of the

work,

Bvery feature of poetry may carry semantic significance. Very oftean,
for example, different metrical schemes indicate different gemres. Blok
uses the metres of folk poetry and folk songs to establizh certain
conrotations, In this sence the metre acis as a second-level signifier.
Yuri Lotman, a leading Soviet semiotician, emphasises that in puetry it is 4
the actual nature of the signifier, the patterns of sound and rhythm set
up by the marks on the page, that determine what is signified:
Poetry activates the full body of the signifier, presses
the word %o work to its vuimost under tbe intense

pressure of surrounding words, and su to release its
richest potential. [cit. Fagleton, 1933: 10271
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A Thecretical Framework

1.3, MNeaning in poetry

Langusge can be used in a denctative or In a connotative sense.
Connotation exists when the sign from a previous signifier - signified
relationship becomes the signifier of a further relationship. Corti
describes poetic language as a svstem of hypercodification. Even sounds,
syntax, lexis and graphic features acquire semantic meaning in pcetry.
The text as a whole functions as a hypersign, that is, the poetic text
emits a message which -changes the readers perception of reality
[Cort1:79E) Poets gemerally agree that poetry resists the flow of
languege as a vehicle of communication and creates phonic-rhythmic links
that would be arbitrary in normal language:

It follows that in the nonliterary fext, the semantic

unity creates the link, while in the poetic text it is

the link that creates the semantic unity. (Corti 1978:757
It is this feature of intensity, where every word or poetic device has a
function and meaning of its own as part of the whole that is the major

cause of difficulty in the translation of poetry.

Sauseure proposed , two dimensions of poetic language; metaphor,
represented by the asscciative synchronic dimension, and metonymy,
represented by the syntagmatic diachromic dimension [of.Barthes 1064: 50-
60J. ¥hile metaphor involves semi-similarity of meaning, in which one
sign is substituted for ancther, thus relating to vertical relatioms in
language, metonymy Involves contiguity of meaning, and exploits the
horizontal relations of language. In poetic language there is a

combination of horizontal and vertical movement:
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A Theoretical Framework

The poetic function projects the principle of squivalence

from the axis of selection into the axis of combination.

[Jakobson, ed. Sebeok: 3581
Words are not simply strung together but arranged accurding %o patterns
of similarity created by sound, meaning, rhythm and connotation. Sory
literary forms are primerily metonymic, such as the warks of the
realists, while others, especially Romantic and Symbolist literature, are
prumarily metaphorical, Jakobson notes:

The principle of similarity underlies poetry; the

metrical parallelism of lines, or the phonic equivalence

of rhyming words prompts the gqussiion of semantic

similarity and contrast. Prose, on the contrary, is

forwarded essentially by contiguity. Thus for poetry,

metaphor, and for prase metomymy, is thg line of least
resistance, fcit, Hawkes: 80]

Pavie discusses three aspects of poetry, suggested by Ezra Pound, one of
which is termed melopoeia, where the words are charged with a musical
property over and above their plain meaning and which directs the
bearing of that meaning [Davie: 34], TFound states tiuat melopoeia is
"practically impussible to transfer or translate from ome language to
another, save perhaps by divine accident, and for half a line at a time?
[Pound, cit. Davie: 34] Blok's poetry is renowned for its musical quality;
in addition he makes extensive use of famillar pattei'r.s from Russian
folk~poetry, providing connutative source text material whick cannot be
preserved in translation and for which the translator is obliged ta

compensate.
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A Theoretical Framework

Geoffrey Leech categorises seven types of meaning which are especially

applicable to a di 1 of ignificance in poetry [1974:10-

271

1. Conceptual meaning, sometimes referrad to as denotative meaning. B

2. Counotative meaning, ar the a valus an expression has

over and above its purely cuomceptual content.

3. Stylistic meaning, indications of dialect and register, and the
relationship between the addresser and the addressee.

4. Affective meaning, which conveys iniormation about the personal
feelings and attitudes of the speaker.

5., Reflected meaning, which refers to what is communicated through
association with another sense of the same exprassion. This is used to

especial advantage in poetry, Certain expressicns become associated with

certain concepts so that their use in another context still evokes those
connatations,

6. Collocative meaning consists of the associations a word acquires on
account of the meanings of words which fend o occur in its environment.
Clearly when they are used in an vnusual context the language will be
marked in some way; poets often make use cf such a device to confound
the expectations of their readers.

These last four categories of meaning are all more closely connected with
connotative than with conceptual meaning, They may thersfore all be
grouped under associative meaning and thus contrasted with conceptual

meaning. 4

7. Thematlc meaning which invelves what s communicated by the way in .
which a speaker or writer organises the message, in terms of ordering,
focus, and emphasis.

Generally & translator is obliged to smcrifice certain elements of the

source text in order to preserve ather elements. The connotations of

certain words and devices vary from language to language. To preserve

Page 11



4 Theoretical Framgworlk

all the teatures of the original would be impossibla. The question, then,
is how the translator establishes an hierarchy of priorities. This will

be discussed further below,

1.4, The socio-historical context

The relationship between the original work and the original readers and
between the target text and target readers must be taken into account by
the translator. The allusions and connotations of peetry are often

' specific to that culture and to that poetic tradition.

Ary wark of literature must be seen in relation to other works by the
" same writer, as well as to other literature of the pericd. It must also
be considered within the social and historical context from which it
comes [of. Levy 1969:170~1731 The translator's own ideological ocutlaok

will alsa affect the type of translation produced.

Roland Barthes draws attentlon te the fact that a literary work is

closely linked to the prevailing ideclogy. Bakbtin points out that all
forn. of ideologlesl activity are united by thelr sign character, that is,
everything  ideclogical possesses semictic meaning  [of.V.V.Ivanov
1974(76):310; Eagleton:135]. Consequently each field of ideclogical

activity forms i%s own system of signs and symbols. Literature is both
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A Theorstical Framework

a product and a message of a particular idewlogy., As Blok was writing at
a time when two ideologles were in viclent and reyolutionary conflick, a
conflict which is at the core of ‘The Twelve', this is very much reflected

in the poem.

The translator must also be aware both of the function of the eriginal in
tne original culture and the potential function of the translation in the
targe*. culture, The fact that the cultural backgrourd of the original may
be alien to the reader of a translation means that the transiation may
often have a more highly informative function, in that the translator may

make certain aspects of the work more explicit ([Levy 1969:77]

15. The Role of Rending

1t has been said that errors in postic translation probably derive from
errurs in resding a text [Beaugrande 1978: 25; Levy 1969:46].  Bvery
reader of a text evaluates that %ext on the basiz of his own perception
of reality, and in terms of his place in that reality lof. Hagletanm:14].

The reader may approach the text in several ways: he may lock beyond the
text to the soclo-historical centext, seeking general principles manifest
in the work: he may approach a literary work as a system, accapting its
avtonomy and particularity or he may emphasise certain aspects of tra
work amd ignore others [of.Cortis 44~61 In addition his interpretation

may be based on material supplied by the text or by the reader himself,
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A Theoretical Framework

The nature af the interpretat:» of poetry 15 expansive rather than
reductive, as in the intervretaticy of narrativa; the reader must sxpand
and extend the text in order %o comprekond the mesning. Maria Corti

[1978: 421 states that the addresses (or reader) is a collaborator in the

polysemic life 2f the text. Barthes and Kristeva take this further and

describa reading as a ‘rewriting' of a text [of.lurtls 44J

It is doubtful that each reading would be equally valuable. A reader may
have an inadequate command of the language, he may be unfamiliar with the
culture, or he may be unaware of allusions to other works., Beaugrande
suggests that the meaning potential of a poem remains comstant, while the
possibilitiss for actualising that potential change along with the
n readers’ horizons, that 15, with the type of rsader and ocbanging
historical and social conditions [1978:301 Yevartheless, the more
background 'knawledge @ reader brings to his interpretation, the more
awareness of the author and the age, them the richer will be his

perception of the poem.

Beaugrande [1980:24] notes that 1t iz difficult to distinguish betwesn the
‘original meaning' of the text and the ’cognitive reprasentation of
meaning in the mind of persong involvad with the text’. He lists these

Fwsone as followe:

al the original text producer

bl they trz slator as the recelver in the SL

©] the transiator as the text producer in the TL
4} the receiver audience in the TL

Page 14




A Theorstical Framework

For Beaugrande the translator's interpretation of the text is a
translation in i%s own right, forming a mental represenfation of the text
whick the translator then simplifies before enbarking on the naterial
translation. He distinguishes between a reading based on reader-supplied
information and a reading based os text-supplisd inforuation:

Only if the reading process is consistently pursued to

the point where the Interpretation is maximally

dominated by text-suppllie’ information can a truly

objective translation be produced. [19078: 887
The translation may either be translator-oriented or it may be reader-
ariented. If the former, then the trapslator substitutes a personal
respanse from the emtire meaning potentisl of the text. Such an approach
is obviously highly fallible, espeeially if the interpretation is affected
by insufficient knowledge of the source text and an inadequate analysis
of the text functions, Such a translation will not give the reader access
%o the origimal intention of the text. On the other hand if the
translatior is reader-oriented then the translator will remain aware
that his approach is only one among many potential responses, -thus
prezerving the volyvalence of the original text as far as possible. His
highest priority is the fulfilwent of the functions of the text
[Beaugrande (ed.¥ilss 1980): 28) which can only be establiched by means
of a thorough asalysie of the original text:

The translator must generate coincidences in which the
same functions are fulfilled as for as posgible by the
corresponding language material [198¢.287

The problem 1s how ta a b4 by the
interaction of form and function in a particular text [Beaugrande

1980:281,
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A Theorstical Framework

2@  main theoretical emphasis 1n  1llter v translation especially
applicable to the translaticn of postry is .. the impartance of seeing
the work of art as a structural whole. The transiator is faced with the
probles of replicating the function of the original fext and must
therefore take into account the socio-historical context of the source
text and of the potential translation, as well as the tension between
form and cantent in both texts. Ia attempting to preserve the function
of the source text he is obliged to develop a hierarchy of pricrities
inevitably based on his own reading of the text, although he can ensure
that this reading is largely texi-based; he should also remain aware that
the potential meaning of the text is much wider than one personal, narrow

interpretation.
The following chapter will look more specifically at those problems

facing thke transiator of poetry, as well as at strategies for the

assesement and comparison of translations,
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Chapter 21 The Tranalation of Poetry

Several studies have been made which are direcily concerned with the
translation of poetry, neotably by Robert de Beaugrande ([1980], Van ]
Kestaren (1978) and Lefevere {19951, These theories form a basis for £

+he analysis and comparison Of Dvenadtsat’ and 1tz two franclations

2.1. The tramslator and his goal

The trapslator himsali is clogrly of central importance. In Erbe's
. opinion, there are born poets aad born translators, and the two seldom

i - coincide {Frbe 1994:16]. Great puets do not normally make great

translators, for too much of their own originality and styie will come

through in the translation. Thus translations by Gosthe, Baudelaira and
1 Poe .ore renowned more for the skiil of the translator than that of the
original acthor, In contrast, Burton Raifel elaborates in detail his bellef
that the translation of poetry is an art to be undertaken by a poet or a
crafteman:
The greatest sin a translator car conmit is to fail to
hreathe life {nto hig re-creation. Ho can never raally
breathe llfe into 1t 1f he 15 wueble to force himself
away from the original, and for enough away so that he

can be close in spirit and yet be free actually to create
in the new linguistic medium [1971:59)

Handel'shtam, who was both an accomplished poet and a translater of

poetry, wrote of the task of translation:

Page 17
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The Translation of Poetry

Translation is one of the most difficult and responsible
aspects of literary work, It is essentially the creation
of an independent speech system on the basis of foreign
material.,  Switching this system over to the Russian
system requires tremendous effort, attentiom, will-power,
a wealth of inventiveness, intellectual {reshness,
philological sensibility, a huge lexical keyboard and the
ability to listen carefully to rhythm, to grasp the
picture of a pbrase and to comvey it; and what is more
this must all be accompanied by the strictest self~ W
contral. Otherwise the translation is merely
interpolation. [cit, Burnett,ed. Hermans 1085:1801

The translater of poetry, then, must steer a difficult cvurse between the
poetics of the source and of the target language, constrained on all sides
by the limitations of his own language. and by the failings and strengths

of the origisal author.
Beaugrande lists several phases ia the process of tramslation:
1. translating the written text iato a mental represemtation

2. collating instances of non-expected usage with possible,
expected equivalents

3. rearranging smaller or larger sequences according to their
communicative content

4, coliecting and transferring information contained in the

context to the interpretation of problematic slements El
§.  finding gosl-language exponents of the overall mental ]
representation obtained in phases 1 through 4 ’ i

. collating the original text against both fthe translation
under production and the multi-level mental representation

7.  determining reader responses ta the final translation,
consulting informants 1 possible, [1678: 28-91

Page 18
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The Translation of Poetry

Translators are first and foremost readers and interpreters of the

original ‘text, and as such they may adopt different attitudes towards
those elements which are closely linked to the social, historical and
literary context in which the source text (ST) was written. They may
ignore the problem by omitting items unknown to the target audience; they
may preserve the status quo and insert footnotes - which makes it
impossible for the reader to approach the text as a work of art, or they
may instead translate or interpret these elements for the target reader-
which may lead o Inconsistency and distortion so that much of the
local colour of the text is lost [lefevere 1975:871 Hany tranclations
alternately expand and compress the source text  thus producing a
distortion of the target text as a literary work of art, This distortion
takes place on morpholcgical, semantic, structural and symtactic levels
[Lefevere 1975:95]. 1In Lefevere's opinion the only methods that seem to
solve the problem are re-interpretation and explanation within the text
[1975:94]. He proposes that the translator's task is to render the source
text - the original author's interpretation of a given theme expressed
in a number of variations - accessible to target language readers by

replacing these variations with thelr equivalents in a different language

time, place, and tradition [1975:100ff). The translator's first priority
however 1s to the source text's communicative value, a premise also

upheld by Beaugrande [1978:1001.

In Lefevere's view the criterion for the translator should be the
structural value of time-place-tradition elements in the source text; he

must decide what is culture~bound and what is structure-bound.
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The Translation of Poetry

Structure-bound elemeats should be retained without topicalisation
(translated as if written 7 the autbor in the target-langusge culture),

but must also be explained. The literary tradition of the original should

be replaced by a literary form occupying roughly the same position in the
target language tradition [Lefevere:101), Lefevere enumerates five factors

in translating competence:

1. +the ability to comprehend the source text as a whole, total
structure.
2. the sbility to measure the communicative value as well as the
sense of the sourse text.
3. the ability to distinguish between culture-bound and
structure-bound time-place-tradition elements in the source text
and to topicalise the former and explain the latter, while b
\ retaining an underlying faithfulness to the total structure of
N the source text.
4. the ability to select an appropriate literary form within the
literary tradition of the target language. If there is nome
available then he moy create one.
60 the ability to interpret the theme of the source text in the

same way as the original author, thus aiming at equivalence of
etfect: o

that translation is the best which comes mearest %o
creating in its audience the same inmpression as was made
by the original on Iits contemporaries. [Rieu,cit,
Lefevere:103)

The more accomplished the writer the more problematic will be any
attempt to translate his or her work. Anne Cluysenaar comments:

The better tha writer, as a verbal artist, the harder he

or she will be to translate adequately, since, added to

the normal inseparability of form and meaning, there

will be the stylistic exploitation of accidental features
peculiar to the origiral langusge system, [1978:21]
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The Translation of Paetry

No two languages offer the same range of accldental features, The
translator must therefore seek to reproduce equivalent functions for

those features which he cannot reproduce directly.

Verse translation inevitably means *that the translator must attempt to
compensate for those elements ix the source text that cannot be easily
transferred to the target text. While ’equivalence’ on the concrete level
of lexis, syntax, and phonology is impossible, the translator may yet
hope to instil mew life into the poem in his own lsnguage. The ideal
would seem to be as expressed by Erhe:

..the reader of a translated poem should not only

clearly feel the individuality of the poet, but also the

atmosphere of his country and pecple, and that it should
still be an adequate poem in the new language. (1964:137

‘Taking 2 similar stance, Stankiewlcz remarks on the requirements for a

good trapslator:
an: good translation 1Is a work of creative
reinterpretati:m in accordance with the set of rules
which govern different poetic systems and in accordance

with the different possibilities of variatios which these
allow, fed. Sebeok 1960:811

2.2, Specific problems

The particular difficulties involved in the translation of poetry stem not
only from tbc nature of poatic language, and the high incidence of symbol
and metaphor, but from the unity of scund and meaning, which, as noted
above, is more marked in Romantic lyrical verse and in Symbolist

poetry. Erbe notes that Roger Fry opent twenty years translating twemty
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nine of MNallarmé's cixty four poems, and yet still described the result

as a ‘prelininary attempt'! [Brbe: 9]

The poetic devices of rhythm, metre and rhyme join individual parts of
the poem which are not linked, Rhyme is especially difficult to transfer
from language to language, although easier betwsen related languages such
as Russian and Czech, where there is considerable lexical and
morphological similarity. Forced to assign significance to other words
by creating new rhyming pairs the translator inevitably changes the
'thought composition' of the poem [levy 1969:17F] As far as the rhythm
and metre of the poem is concerned Levy concludes that it is best to
translate the rhythm of the originmal rather tban the metre as this tends
to be the wajor carrier of meaning, Matre is often linked more
specifically to a particular poetic tradifion, as we shall see below

[Levy 1969:1861

The translation of Russian poetry into English  involves specific
problems; although both Indo-Burcpean languages, they belang $o two
widely divergent famlliez and there are considerable lexical, grammatical,
syntactical, and phonological differences. ' As  English is not an
inflected language, many grammatical functions can only be fulfilled by
ward order. Tha flexible and complex morphological system of the Russian
language means that new variations of words are easily invented, The
translator into English is therefore operating under considerable
linguistic constraints, and muet alsc contend with differing systems of

rhyme and versification, which are considered in further detail balow.
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The Translation of Poetry

2.3, Assessing a translation

In the evaluation of a translation an important question is whether the
target language text represents a literary work fur the target language
reader. If the original Is distorfed to such an extent that the target
text cannot be considered as a work of art in its own right then the
translation must be deemed a rfailure. There is an inevitzble fension
between the fact that the translation should exist as an original and
independent work of art, and tkat it should also convey the ‘'foreign’

qualities of the original to the target audlence (Levy 1969:75]

For Beaugrande the traditional distinction between a free and a faithful
translation misces the main factors in the rendering of poetic texts into
another langusge and culture.  Vhile the ldteral trasslator pays a
minumupm of attention to the communicative function of a text, the ‘free’
translator neglects the words and phrases used in  the original
tBeaugrande 1980:14], Beaugrande emphasises the importance r;f a full
functional analysis of any poem to be translated, Any cuncentration on
one aspect of the text to the exclusion of others will lead to a gross
distortion of the original, and especially of the communicative value of
that text. Levy groups mistvepresentations i tramslation into sbifts in

three directions:

a, zwischen der al und
b, =2wischen der stiliztisch neutralen und der expressiven Bemennung
-} zwischen einer Viederholung und einer Modifikation der

Vortbezaichnung (Levy 1960:1187
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The Translation of Poetry

In 2 comparison between the original and the translation the constraints

under wkich the tramslator is working must be recognised. These

-

constraints will be determined by the traditional versification of the

two languages and by the relationships of phonology, morphology and

syntax, RBeaugrande enumerates those factore which may lead to nom-

equivalence betwesn the two texts [1973: 101-2)

A, Pertaining to language systems:
1. arbitrariness of relationships of language features to
expression
2. differsace of segmentation of accepted reality into language
3. incompatibilities between language systems
4. non-correspondence of informational exponents in texts

§. non-corr of ltural environments of language-

0 usars
B. Pertaining to the postic use uf language in texts:
1. polyvalence and polyfunctionality
2, depse structuration
3. expansion of ordinary grammar and lexicon =4
4. non-fuifilment of reader expectations

C. Pertaining to the trenslator as reader/writer:
1. predominance of reader-baged information over text-based
2. predominance of general expressiun over context-specific
3. transition from mental representation to written word

4, P (general, bructuration and poetic
competence in the two languages,

These form three broad categories, the £irst concerning contrastiva
linguistics, the second poetics and literary analysis and the third

involving empirical studies in translation criticism. It is this iast

category which has been most ueglested, and yeb 1% s the mest important
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The Translation of Poetry

In a comparison between the original and the translation the constraints
under which the tramslator is working must be recognised.  These
constraints will be determined by the traditional versification of the

two languages and by the relationships of phonology, morphology and

syntax, Beaugrande enumerates those factors which may lead to mom—

— equivalence between the two texts (1978 101-Z)

A, Pertalning to language systems:
1. arbitrariness of relationships of language features ta
expression
2. difference of segmentation of accepted reality into language
3, incompatibilities between language systems
4. nop-corr of infor) 1 s in texts

5. non-correspondence of saciu-cultural environments of language-

users

B. Pertaining tc the poetic use of language in texts:
1. polyvalence and polyfunctionality
2, denze structuration
3. expansion of ordinary grammar and lexicon
4. non-fulfiiment of reader expectations
C. Pertaining to the translator as reader/writer:
1. predoninance of reader-based information aver texi-based
2, predominance of general expression over context-specific
3. transition from mental representation ta written word

4. (general, tructuration and poetic
competence in the two languages.

These form three broad categories, the first concerning contrastive
linguistics, the second postics and literary amalysiz and the third
involving empirical studles in tramslation oriticism. It is this last

categary which has been most neglested, and yet it is the most important,
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far problems at the other iwo levels are first faced by the tramslater at
this lavel. Poetic translating competence thus includes strategies far
reading, writing, interpreting, expressing and compensating. Beaugrande
suggests that a poetic translator nmust possess 'postic competence’ which

is made up of several factors:

a. structuration competence - the ability to produce and interpret
the non-eXpected use of language by reference to structures of
grammar and meaning

b, experience with poetry

¢, experience with a particular author

d. historical awareness of the situation in which the ST was
produced

e, educational itraining and interests [1978:237

The translator must alsc be able to establish priorities of equivalence
and ctmpensation. For example, 1f the writer of the ‘original text wmakes
use of coincideatally occurring sound properties in order to add a
'dimensmn of meaning, then as this camnat be preserved in translation it
may be assigned a low pricrity. In order to preserve rhyme, however, the
translator nust modify demands for equivalence on grammatical or
syntactical levels, The text will change, bub the translator must always

keep a sense of the function of the text as a literary work.
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24, Strategles for comparison

Van Kesteren provides a semiotic model with which to assess the
tranglation of a poem, ur indeed any other text (Holmes et al, 19781, His
model is partially successful, although ho fails to develcp any system of
prioritiss. He dietinguishes three categories which he labels syntactic,
semantic and pragmatic; oyntactfcs constitutes the study of the formal
properties of signs, and the inventory of rules combining them, semantics
invoives the study of the meaning and content of signs and the influence
of context on both, while pragmatics is concerned with the study and
influence of the use of signs as well as the afiects and effectiveness of
that use [1978: 491 Fe goes on to divide eack nf these intn a further Es h
thres elements, and then proceeds to examine squivalence between the poenm
and the iranslation on sach of the nine defined levels:

syntackic

qualisign: - rhyme, alliteration, any phonic ar graphic element

sinsignt - at the level of morphemes, lexemes.
legisign: - based on the syntactic structure of the text

sepaniis

lcon: ~ equivalence of sementic or metii structures

index: - equivalence at the leval of the theme t

symbol: ~ symbols of a text, or its baslc semantle invariant, also g
termed 'archimotifeme structure’.

praguatic
rhema: ~ concerned with stylistle aquivalencw.
dicent: - equivalence on the leval of the literary gepre, type of

1
poen sto. }

Page 26




= it B

The Translatian of Poetry

argument; - the period or school in which Lt was written.

This method has considerable failings in that it Is a linear approach,
considering each level individually, and gilves little guidance for
determinlng the Interaction of all these elements. It does however
provide us with a list of those elements waich must be taken lato

consideration and can be utilised in this sense.

Toury suggests that translations should be regerded as functions which
map TL utferancas with a position in the target system, on SL uiterances
with analogous positions  [ed. Hermans  1085:16-41). In his view,
descriptive tranglation studies should focus on  functional-relational
concepts such as "textual elements or linguistic units in relation to
thelr positions in the translated utterances as systemlc wholes® [21)
These utterances should then be considersd in relation to the target
system and in relation to the source utterances, Eventually the process
of decision-making involved in the translation can be reconstructed

together with the @t uf constraints accepted by the translator.

Toury is mora concerned with identifying the translation norms at work;
his approach 1s largely oriented to the target language and the place of
translated works in the target literary system, He emphasises the
primacy of the target text in any attempt at comparison., If the source
text Is always taken as the primary model againet which the target text
is measured, there i& a real danger uf seeing only the 'sins’ committed

against the source tent. In his view, problems of iranslation must be
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approashed from the target text with respect to its acceptability and
performance in the target oulture. Translations may constitute a
separate I:Lterary subsystem or they may be integrated into the indigenous
system. Some poetic translations will always remain part of a body of
'translated literature' and will eajoy such limited readership that their

position as autonamous works of art will remain in question,

Blos is not widely known in English, translations of his work are
probably largely used as aids by those with an inadequute knowledge of
Russian; they would form a sub-group within the emall subgroup of
Russian postry in translation, with a very limited farget audience. For
this reason the primacy of tbe target text is not acceptable for thiz

type of study.

Yan den Broeck [1085:54-521 discusses Toury’s concept of an 'adequate
translation’, Such a translation comprises only those features which are
functionaily relevant for the structural relatinl;shlps within the source
text. An adequate translation is an optimal reconstruction of all ST

textual £ (which he terms textemes) [1985:

871, Any shifts are a result ot the translator's norms, or his desire to
conform to the target language eystem noras, In poetry this often
involves an abandonment of the rhyme pattern or the metrical scheme af
the original, as the tramslator subjects the uriginal to the pretic norms
of the target language. Van den Broack prupuses three steges for the

comparison of texts:
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1. a %extemic analysic of the ST which devermines the functional
relevance of linguistic and extro-linguistic elements, giving
priority to aspects relating to the hierarchical siructuration of
various textual components and their interrelationships

2. a comparison of the TT elements corresponding to these textemes
taking shifts into account

3. a generaliging description of the differences between the actual
TT/ST equivalent and the adequate trausiation [led. Hermans 1985:58)

In undertaking such a taree-point process, the issues and aspects of

analysis discussed briefly abr  .nould also be taken wnto consideration.

Any assessme™* ..d comparison of a poetic work and its translation will a -
to a certain extent remain subjective. For Burton Raffel the primary B
concern should be that tka tr-.slation is a poem in its own right:

o \

This is how <ranslations of poetry must be read, with
the imner ear, unaided by dictionaries, gramnmars,
annotations, and scholarly disputes. Poetry is not
footnotes, is not definitions. It either is poetry or it
is false couip, And poeirs in translatlon is either
poetry born apew or it is nothing at all. (Raffe] 1971:
1151

b

4

is inevitable that a reader, if he should happen by chance to read
two translations of the same poem, will avtomatically have a preference 1

for one ar the other, Any act of reading Implies an evaluation. The

reader does not have to be famillar with the original in order to assess

a translation, because the wmost important requirement of a good

translation is that it be a good poem in the target language and culture.
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It may happen in this respect that the translation is deemed superior to
the original. More usually, the reverse is true. In any assessment of a
tronslation however, the existence of the poem as an original poem in the L

target literary system must be taken into account. .
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Chapter 3: Symbolism and Alezander Blok.

8.1. Symbolism as a literary movement

§ The literary movement usually referred to as symbolism began in France
1 largely as & reaction agalsst the intense and overwhelming realism of
the latter balf of the nimeteenth century. The greatest centre of i
Symbolism outside France Is undcubtedly Russia, where an indigenous
branch developed and reached its climax during the first decads of the

twentieth century. There was a preponderance of prose geares in the .

form of lengthy novels at the end of the nineteeenth century and a 1.
N\ need was felt among artists and writers for a revival of postry,

addition the developing capitalist economy aad its concamitast

materialism together with the popularity of Darwinism conuributed to an

undermining of man's self-esteem and spirituality [Maslenikov 1968:61

Merezhkovsky describes the intellectual climate towards the end of the

ninetesnth century:

Our pericd is characterised by two features - o
it is a time of the most extreme materialism and also a
time of the most pas¢ionate idealistic transports of the
spirit, Ve are present at a great, highly significant
- struggle betwsen two ways of life, twa diametrically
opposed  Weltanschauungen. The latest demands of
religlous ewperience are colliding with the latest
conclusions of empirical knowledge, [eit. Rice 197571

It was impossible for literature not to reflect this turmoil. The 1890z
were a decade of rebellion. Maslenikov states:
The realisation of irreconcilable spiritual contra-

dictions, as well as a sense of social insecurity and
personal insignificance, resulted in an intellectual trend
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that was at once mystically hopeful, spocalyptic, hyper-
individvalistic and decadently pessimistic.lpid]

Although there were many affinitles between the movements in France and
in Russia, the two literatures had such a different tradition and
inheritance that the Russian movement soon developed its oun
characteristics and dynamics, eventually splitting into two opposing
groups.  Bryusov and Balmont were at the head of the older so-called
Decadent group while the younger Symbolists developed under the
leadership of Bely, Ivanov and Blok. While Bryusov and the Decadents
locked inwards, the younger group believed that true symbolism must
reconcile the poet and the people, and that one of its major tasks was
the creation of religious myths and the provision of a collective
religious experisnce [Rice 1975: 04 The twentieth century was seen as
an apocalyptic iurning-polnt between the old and the new world, reflected
in the poetry of the period in a belief in a Second Coming, a mew dawn
for Russia, taking up Solvyov's belief in Moscow as the Third Rome [of.
Fogginli 1960: 127; alsoc cf.3.2. belowl Dvenadtsat’ 1s placed right at
the centre of this crossroads between the old and new worlds, a concept
which is also central to the carnavallstic trend in literature of ‘the

time, again reflected in Dvepadtsat’

Bely, Ivanov and Blok all belisved that any phenomenon may be understood
as a symbol, and that the ideal could become act or deed so that:

through the mediation and the contemplation of the

principle of leve, of the Eternal Feminine, man may

ascend to high beaven from this low world, (Poggioli
1960: 1187

Page G2



Symbolism and Alexander Blok

By externalising and making public those subjective forms given to
experience in an attempt to reconcile the concrete and the ideal world,
the artist creates myth, If the symbols of art deal in this universal
currency of myth then they can give the reader a knowledge of the ideal
world normally hidden from bis view. Thus the poet is able, through his
art, to reveal the essehtial nature of things and their place in the
divine scheme, thereby giving the reader access to the ultimate truth. In
Symbolist poetry there exists a reciprocal action between the creator and
the listener, making the latter into a co-participant in creation. By
means of Symbolist poetry the music within us is awekened %o throb
with the music of +the universe. C. ¥, Bowra attempts a tentative
definition:

The essence of Symbolism is its insistence on a world of

ideal beauty, and i{e conviction that this is realised

through art. The ecstasies which religion claims for

the devout through prayer and coutemplation are claimed

by the Symbolist for the poet through the exerclse of
bis craft. [1943: 61

3.2, Influences un Russian of r to

Vladimir Solovyev, an important phu;:sophsr and theologist of the last
' quarter of the ninetesnth century, had a profound influence on the
Russian Symbolists. Poggicli describes him as paving the way for the
movement by once more forging a link betwean philosuphy and religiwn.
In addition he revived tl':\e myth of Moscow as the Third Rome [see p3i
above and Poggioli: 1201, His major thesls was the concept that the

whole of creation was ruled by a single all-embracing feminine principle,
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Symbolism and Alexander Blok

a mystical and divine being referred to as Sophia or the Etermal
Feminine, He emphasised the corporality of the spirit in the son of God,

the son of Man, and the church as the bride and body of Christ. q

Solovyav reinforced the view of poetry as the highest of a1l isstruments
of vision; Poggioli could be referring tc Blok when he says of Solovyev:
Poetry was for bim both the vessel and the vehicle of

that prophetic dream which he viewed as the only means
to discover eternal truth. (1960: 1281

Schopenhaver affirmed music as the highest form of art, an attitude i
adopted whoulebeartedly by the Symbolists who openly sought ta aspire to
the qualities of music in their poetry. The musical quality of Symbolist
verse was also affected by the music of Richard W¥agner, himself a
symbol for revalutionary cbange. His emphatic music was extremely
popular in Russia at the time and exerted a strong influence on Blok.
Schopenhaver’s critique of individualism, in which be emphasised the need
to break through the bonds of individeallty in order to achieve genuine
liberation, was also of significance. Sclovyov touk the same stance and
was possibly the greater direct influence. Although dinitially the
Symboliste stressed the importance of the individual, in later years
there was a "retreat from extreme individualism and an atiempt to
diseredit the subjective element in coreativity and show art to be an
instrument for the resunsiruction of commupal values" [West 1970 181-2]
According to West the reasons for this retreat were twofold: firstly,
thera was an ultimate alleglance to the ninaeteenth century tradition of

social commitment in literature, and, secondly, individualism was tempered
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by Solovyev as well as by Schopenbausr’s concept of the remunciation of
the self - ths individual could transcend the subjective state and gain
knowledge of tne metaphysical essence of the cosmos. The symbolist
debate concerning the ideal versus the real world reflected Schopenhauer's
interpretation of the relationship of appearance and essence. The real
tension of the symbolist aesthetic was between the idea that the artist
distils from reality what is mast generally valid for the community and
the idea that he transmutes reality in the light of an imaginative vision
or intuition. It involved a faithfylness both to the invisible warld and

ta material incarmation, with the poet as a mediator between two worlds.

The situation pecullar to Russlan literature brought the younger group of
Russian Symbolists back towards realism in their view of art [ef West:3)
Dvenadisat’ in particular reflects this semi-realistic quality of Blok's
later ver<e, The poem represents a culmination of Blok's work and in
many ways caontrasts strongly with bhis earller, more uystical verse,
Dvenadtsat’ is at times discordant, at times harmonious, bath realist and
yet steeped in syambolic references and allusiens., It describes real
events and & concrete landecape yst comes to a climax in the supernatural
and religious. It is a poem that can best be appreclated within the

context of the symbolist movement and of Blok's other works,

3,3, Aleksandr Blok - his postic world

Blok 1is generally recognised as the groatest of the Symbelist poets,

although be iz not necessarily the most typical representative of the

Page 95

A il




Symbolism and Alsksandr Blok

movement, As Avril Pyman notes, he has often been described as adhering
more closely to FRomanticism [cf.Fymsn 1980 Vol.I:97-81 Obalensky

comments:

He was a consistent Symbolist in his use of metaphorical

language to convey spiritual or psychlc experience, but '
much of his religlous and love postry and bis view of

poetic inspiration may ‘broadly be termed romantic.

led, 1265 xlivl

Typically romantic is the duality of both his persopality and his verse,
each aspect forever in conflict with the other. On the one hand Blok

was deeply religious and moral, and his knowledge of the Bible and of

religion must not be underestimated as an influence in his work, On the
other hand he was amoral and irresponsible, with an elemsnt of gypsy-like

abandon which is seen so often in his poetry (for example, Smezhnaya

-

Maska, Karmenl, Chulkov commented of him:

Bereath the mask of correctness and pedantry there
lurked the fearful stranger - cheos. [cit.Kemball 1965
41

A wmajor influence on Blok's pueiry was Viadimir Solovyev's compelilng
concept of Sophia; Neslenikov summarises her essential nature:

Sophia is the companion of God. As such she' is the s
image of the perfect woman-soul. Because God would

share his Jjoy with every human, Sophla’s image is

acceszible to every living being. The eternal woman- =
soul, as ltving, spirit entity, herself carries aul the
divine will by reflecting her image in mortals. FSach

person loves an ideal of the other world. In life each

individual loves that, essentlally human, being who might

best reflect Sophia's image as each  individual

intuitively concelves it. [Maslenikov:i57-81
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Blok was the only modern poet to devote so much verse to this divine
being, involving his own search for this sacred figure, his fear of
disillusionment and failure, and the haunting possiblity of eventual

betragal.

Blok sought to fuse life and art through the creative process, Possibly i
the major dssue in his poeme is the question of the synthesls of
appearance and essence; he believed along with the other Symbolists that
a poet had the ability to luvk beyond the vell of lmmediate reality into
the abyss of the other, true, reality, Blok sacrificed himself in the
quest for this absolute truth, and finally perished when he realised that
it was futile - although this was not to come until saeveral yesrs after

the Revolution.

j . The act of creation in which the poet grasped the vison cf that other
b world is described in poems such as K Nuce and Khudozhnik. In 1908 he

wrote of pastry: .

Only that which was the writer's confession, oaly that

litarary creation in which the author burned himself to

ashes can achlev® greatness, If the goul immolated thus

- is enormovs it will move more than one generation, one

peaple, one country., But even if the soul ig not great,

. sooner or later it will move at least the poet's

contemporaries, not by his craft or originality, but by

f the sincerity of bis self-sacrifice, [cly. Bhrlich 1964:
10141

Inspiration was derived from the music of the Cosmos and in this senge
the post plays a passive rols; +the guizes of the Muse may however be

distorted by the poeb's own reaction to a reality which he percelves ms
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alienated from the barmony of the spheres. Blok elaborates this concept
of the dialectic nature of the poet's relationship to life. The thesis is
seen as the poet's spiritual freedom and secret knowledge of other
worlds; then comes the antithesis - art becomes a descent intc hell and
the ultimate sin of the Symboliet poet is that he is merely a poet
instead of a prophet: finally in tha synthesis of this dilemms the poet

must return to life and reality.

3.4 Blok's poetry

Blok's first major cycle of poems, Stikki o Prekrasmgy Dame, were
published in 105 and were clearly inspired %to a great extent by his
infatuation with and love for Lyubov' Memdeleysva, whom he married in
1903, The overall impression of Stikhi o Prekrasngy Dame is one of faith
and hope. Blok makes us aware of the existence of a higher reality,
contrasted with the shadowy images of ordinary life:

Vnemlya zovu zhiznl smutnoy,

Tayno pleshchushchey vo mne,

Nysli lozhnoy i minutnoy

¥e otdansya 1 vo sne,

Zhdu volny - volny poputnoy

K luchezarnoy glubine, [I:39, 3rd July 1901)
Blak is able to listen to the harmanious music af the Cosmos and through
his creativity to formallse his experience in words by means of symbols
rooted in daily life. The Beautiful Lady, whose earthly incarnation is
Lyubov Dmifrievna, symbolises the process of creativity - in  meeting

with her rests the possibility of absclute crestive salf-realisation,
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Synbolizm and Aleksandr Blok

From 1904 the image of the feminine iresence begins to assume strange
forms, first as the ¥octurnal Violet (1905-6) and than as an image of the

elemants in the Snow Mask cycle.

Blek was intensely disappointed with the failure of the 1905 Revolutiom,

and his three plays of 1806 are all infused with a sence of despair and

a loss of faith. In his increasingly ironic outlook on life, the poet
becomes a play-actor and the Beautiful Lady turns into a cardboard doll. T
This {s esrecially evident in Balaganchik, a short carnival play based on
tho story of Columbine, Pierrot and Harlequim. The use of parody and

self-mackery is further i{n ' where there are several

parallels betwsen Columbine and Kat'ka,

Blok was overcome by a fremzy of creative -

On three secasions in his 11
activity, each of which produced an outstanding cycle of poems, . The
first of these, Snezhnaya Maska, was written in two weeks just after the
Christmas of 1906, when Blok was infatuated with the actress, Natalya

N¥ikolayevna Volckhova. Blok's commitment here is to a new world,

symbolised by the the blizzard, a recurring image in his poetry,
signifying in this cycle the e'emental passion of the moment of creation
of an Ar(:isti‘c work.,  Similarly, the cycle ‘Kprmen' was written in
another  creative burst in  HMarch 1914 when Blok was infatuated with
Lyubov' Aleksandrovua Del'mas, a professional singer. The final poem of
the lattar cycla reveals Blok's bellef in an ideal ewistence, a waorld of
harmony:
1 v zareve ego - tvoya bezumna mladost'..,

Veys - muzyka i svet: net schast'ya, net izmen...
Helodley odncy zvuchat pechal’ 1 radost’..
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¥o ya lyublyu tebya: ya sam takoy, Karmen!I 432, lines

117-201
Increasingly during the years leading up to the Revolution, when the
vigion of the Beautiful Lady seemud forever removed from his sight, Blok -
turned more and * ° ° to Russia, in which he saw an object worthy of his
devotion, a kind of feminine entity which would replace or even be
identified with the Zeautiful Lvady. In Blok's search for a synthesis
vetween reality and * ‘deal world, he attempted to ese Russia as the
incarnation of the spirit of music and to prove the ‘antipusicalness’ of
the nature of the intelliguntsia. is views are largely expressed in two
papers be gava in 1008 - Narad i Intelligentsia and Stifbiya 1 Kul'tura.
He establishes a basic oppusition between olvilisation and oculiure,
equuted respectively with societies living in detachment from, and in
barmony with, Nature or the ‘Spirit of Musin’, He concelved of the spirit
of music as a Dionysian force oi vite change, bringing c¢hacs in order to
create a new cosmos [Foggioli: 1881 He believed that rationalist,
scientific, educated EBuropean sasiety, in suppressing the voice of the
elements, had become divaorced ivom Nature and was doomed to collapse,
while he saw the popular masses as the true bearers of culture, who had
continved %o live in harmony with the rhythm of nature and the nusic of
the Cosmos. He wrote in his diary on April lst 1010:

Art !s born of the eternal interaction between two kinds

of music - the music of the creative individual and the

music which sounds in the depths of the popular soul,

‘the soul of the masses. Great art is born only of the
unlon of these two electric currents, [cit. ¥Weodwerd:i4l

During this period Blok's posms began to comtain more overtly political

overtones, although the main theme was still the love of the' ideal and an
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Synbolism and Alekr-ndr Blok

intense amger at the Shortconings of reality. & collection publisid as
Yamby in 1919, but written betwesn 1007 and 1914, sxpresses Blok's
anger and compassion for those suffering from socisl evils, and his
longing for change, He wrote to Stanislaveky in December 1908:

»My theme, and I know that now for certain, without any
doubts whatsocever, is & living, real thems, it {s not
coly bigger than me, it is bigger than all of ue put
togr ther; and it is a theme common to us ail. All of us
who sre alive come to it one way or another, 1f we do
not come to it, it will come to us, it is alrecdy
advancing...

That is how & theme stands before me, the theme
of Russia f{and in particular, the questlon of the

intelligentsia and the people).  To this thems I
deliverately and irrevacably dedicate my iifefcit. Pyman
1980 1511

His poem Rus', writfen in September af 1908 shows clearly this devotion
tu Russia and all it symbolised for him:

Gde raznolikie narody

Iz kraya v &ray, iz dola v doi

Vedut nochnye kbarovody

Pod zarevon goryashchikb sel...

-Tropu pechal'auyu, nochauyu

Ya do pogosta protepuas,

T tam, na kladhishche nochuya,
+  Podolgu pesni raspeval. (I. 181: 9-12, 29-321

Blok became increasingly convinced. that the next revolution would be a
socialist revolution, sweeping away the old regime ruthlessly and
indiscriminately. His foreboding of the future was expressed in the
cycle of poems Ne Fole Kulikovom Ris attitude towards his own future
and that Of Russia swings from pessimism to optimism. As revolution
became more and more probable he becams intoxicated with confidence in
Russia's future;
1 nevozmozhnue vosmozhno,

Daruge dolgaya legkalVol.l: 296-7, 25-6, 19081
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Symbollsm and Aleksandr Liok

At the same time his attitude to Russia remained ambivalent:

Russia is transformed in bhis verse into a wmystical,
lyrical entity, into Blok's culminating feminine symbol, b
whom he addresses as a bride, a wife and a mother, Yet
at the same time she also provokes his hatred and anger,
for like the feminine fijyures of all his visions she is a
‘double’ - not only a bride but also a gypsy, a symbol
not only of love, beauty, harmony, and gentleness, but
also of passion,  besctiality, chaos and viclence. All
these conflicting elements are indissolubly fused in the
. complex image of Bick's Ruseia. [Voodward:13]

Blok grew more and more agit.:ed as the revolution seemed o draw nearer.
Chukovsiy writes of Blox at “hat time: 1

.he was literally possessed by this thought of the

catastrophe that overshadowed us and whatever the
R subject of conversation, would return to it agaim and
N agaln. (cit, Fymas II, p3ll

¥hen the Revolution came he was optimistic and joyful Bowra quotes
Bisk's aunt, speaking in 1917 of her nephew's enthusiasm for the
Revolution:

It seemed to him that the old world was really destroyed
and vhat in its place must appear something new and
beautiful. He went zbout, young, cheerful, fresh, with
shining eyss, listening to that revolutionary muslc in
the noise of the old world's collapse which, on his own
testinony, sounded unceasingly in his ears. (Bowra, pi7l)

For him the concept of the revolution was musical above all else. In i:c
be say a manifestation of %he Spirit of MHusic. Dvenadisat’ is
considered by many to be the cuimination of his work, imspired by the
'‘music' of the revoluticn. When :Blnk wrate this poem he was working
under the slame influence as when he had writien the cycles Snezhnaya
Haska and Karmen. He was full of optimism about the revolution, and ‘

truly believed that a new, brighter era hau dawned for Russia.
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Chapter 4: Blok's Foetic Language

4,1, Yersification

The 1890s brought a turning point in the history of Russian peetry,
influenced strongly by the French Symbolists but with native roots in the
poetry of Fet, Tyutchev and Solovyev. Tyutcuev broke new ground in  his
use of language and metre, treating the traditional metres with
considerable flexibility, in marked contrast %o the rigid constraints

under which poets had previously written. By the start of the twentieth

century the necessity for an equal pumber of unstressed syllables ba’ween
the stressed, or potentially stressed, syllables was abandoned, eo that
while the number of stressed syllables per line remained compulsary the
total number of syllables per line was now variable. Together with the

relaxation of such consfrainfs the treatment of other poetic devices such

as caesurae, rhyme, and enjaisment aiso changed.

Biok's poetry is very often written in free accewtual verse, in which

stress is substituted for a combiration of length :ad stress as the

dynamic of meirical opposition. Thus no regularity is necessav in 11:5‘

distribution. Blok was instrumental in advancing Russian poetic
versification, in that he adapted and changed the nore traditional
syllabic-accentual verse. It is mainly due to him that accentual verse,
baged on a set number of stresses and regardless of the total number of

syllables was established. For the symbolists this 'free verse’ was a
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Blok's Postic Language

symbol of life's dynamic forces, as they strived to recreate the 'music of
the elements'. Such verse is never as free as English verse, however, and
Blok's verse retains "heavy tonic stresses, sirong effects of symmetry,
regularity of rhyme and metre, and freque;\tly archajc diction”
fStallworthy: 111, As it is the constraints and patterns under which a
poet writes that help ta create good verse, these often cause considerable
difficuity for the translator. Stankiewics writee:

The great poet is the man who possesses an intulfive

weaning of the rules that are obligatory within his own

poetic  tradition and language, but who also can

manipulate these rules in accordance with his own

artistic intentions and who ocun surpass the limits
prescribed by tradition. fed. Sebeok 1965: 811

In Symbolist poetry rhythm and metre are closely linked. Nefre can be
divided into binary and ternary metres, the former being the most
favoured. Binary metre has two variants, iambic and trochaic, lambic
metre is by far the most common in Russian poetry, 84% of Pusbkin's
verse being written in this metre, Trochaic meire Is more common in
sangs and folk poetry, and 1s used extensively oy Blok. Various
deviations in the regular metre are allowed in Russian poetry, mainly
invelving. the omission of stress on certain syllables. In English binary
metre the omission of stress iz far less common than in Russian as words
are generally sharter and mamy have a secondary stress, The chief
characteristic of Engli'sh binary metre is rather the Qisplacement of

stress, syntactical siress replacing metrical stress [Unbegaun 1977: pddl, -
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Blok's Postic Language

The normal line in English iambic verse has five feet; in Russian by far
the commonest is the four-fool iamb, the norm for slmast all genres of
iambic verse. The general tendency is for Russian to use a line-langth
one foot shorter than that usvally favoured by English poefs (crKemball
1965:112).  In English poetry the pentameter enables the poem to carry
content by the vonstant variation of line groupings, whila in Russian the
four-iamd unit is used to the same end, avoiding monotony by varying the
use of word boundaries. Blok himself wrate that the simplest expression
of the rhythm of the period of 1910~11 was the iambic metre [of. Kemball:

471

Rhythy is often seen as a dynamic quality, iavolving several factors:

1)  metrisal sequences and deviations
1{> word boundaries in relation to feet boundaries
iitdsyntactical grevps in relation to metrical groups

iv) syntugmatic relati word order, tact:
%) repetition and juxtapusition of sounds (Hrushovskl (ed.Sebeok)
1960:1811

Tynianov describes rhythm as:
the constructive factor of verse, dominating and turning
211 laws of prosaic semantics in a particular direction,

that direction which s functionally advanced in the
particular poem, [trans. 1981:171

For Tyaianov the nature of the form of a literary work as a dynamic
phencmenon ls of the greatest impartance. Structure and meaning are
interrelated on all levels, althuugh not a1l elements have the same value

in differing contexts. Thus 4t is d{mportant to distinguish the
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Biok's Postic Language

distinctive elements in a poet's language and then determine how they

work together in the concrete configurations of the peems.

Poeme with no consistent metrical scheme may be said to have ‘free
rhythn', In such instances the organisation of language fulfile the

function of poetic rhythm. In the creation of this rhythm, verse lines

are of great importance, as they interact with syntactic and semantic
divisions. The major rhythmic differences betwsen puems depend cn the
respective length of the line, This is particularly common in modern

Bnglish verse.

Robin Kemball points aut the essential difference between the concepts of
rhythm heid by Bely and Blok; while for Bely rhythm was a matter of
mathematical calculation basad on the number of deviations from the
metrical narm, for Blok:

it was a human, even a cosmic, conception, intimately
bound up with, and deriving from, the events of the
world around bim and the 'spirit of the time’ in which
he liived, betrayal of which, as he once remarked, was the
only sin which his century would never forgive a man.
[Kemball: 471

iis quotes Georgly Adamovich in the same vein:

Blok's poeme must be read, not S0 much analysing the
text as listening to t,u3 rbythm - and in any case
multiplying the wsense by the sound,.Blok's text is
confused, its literal meaning, in the majority of cases,
obscure. Yet (when! supported by the rhythm ~ in which
case’ the intonation of the sentence sometimes lends it
ten times as much force - the text becomes dazzling in
its brilliaace [24]
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Bhyme may interrelate with meaning but its effect is primarily assthetic,
There are three types of rhyma!

1, HMasculine: the stress is on the last syllable

2. Feminine: the stress is an the penultimate syllable,

3. Dactylic: the stress is on the third syllable from the end.

In modern English verse the majority of rhymes are masculine while in

Bussian altersating masculine snd feminine rhyses are more usual.

There 1is often & semantic relationship between rhyming units.

Bquivalence in sound im

ably involves semantic eguivalence, if anly on

the levels of as

~onnotation,  Jakotson states that any
analysis of postic Ouu. se must take into account the phonological
structure of the given language and the hierarchy of phonological

distinctions io & glven poetic convention {Jakobson ed. Sebeok 1960: 3741

Blok never made a systematic study of metrs and proscdy. Despite this

bis technique was almost perfect., Chukovsky wrote:

lis g qt is precisely by
reason of its being almost imperceptible. Only amang
lesser poets does technique occupy the forefront of the
picture in such e way that we involuntarily becore aware
of {t..But with a great poet, with a Lermontov or a Blok,
the entire techrique is &o organically welded with what
was anoe callew the soul thet, though enchanted by it, we
are yet unconsclous of its existence. [folt, Femball: &7

The translator of Dvenadisat' must take the rhythm, metre and rhyme of
the original poem and attempt to transiate them into ncceptable English
postry. .n so doing he must assign greater or lesser importance “o each

aspect and must choose a form of Bnglish poetry which best transfers the
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function of the source text in the source language literary milleu into

the target language literary milieu.

4.2, Ihe Janguage of Symbolizm

The atmosphere at the furn of the century was one of grsat change, a
turaing-point in history as well as in art. Kugel describves the attifude
of the Symbolists:

their own feelings of ’'strangeness’ (la the sense of

estrangement, alienation, individval isclation and

newness) found expression in & poetry of strangensss (in

?;fwsenses of mystery, incomprehensibility, imnovabtiond,
The Symbolists sought to reaffirm the reality - as they perceived it - of
man's inevitable solitariness, of the fact that real communication was for
the time being impossibvle, whilst remaining optimistic about the future.
Kugel maintwins that the only characteriztic common to all the
*Bymbolist’ poets is the deliberate 'strangeness’ of their poetry, rarely
intended to be intelligible to the average resder, full of literary
allusions and references which often, if at all, could be revealed only by
the poet himsell [see Kugel:4A71), Thus the very language and form of

symbolist postry ossarss this sternal isolation [Xupel:S0L

In Ivanov's words:

The artist pushes so far the isolation of his own
intimate experience and indspendent crestion that he
ultimately severs himself from the crawd, wnd tragically
realises the reciprocal incommunicability of the souls,
each one of which remains enclosed within the skhell of
its own solitude, The langusge of things, circumscrided
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by separate oconcepts, must be replaced by allusive
refarences, by a suggestive and fluid imagery; and this
is what is meant by the anclent term ‘symbol’, This is
how aubjective symbolism is created, and its aim is to
mediate between lonely spirits. [cit, Foggioli 1960:1401

In Blok's poems concerning the Beautiful Lady his language is especially

| mysterious: P
i Only  that  evasive,  inconsistent,  indistinct, [
| incompr ble t speech..was appropriate for |

i this theme. Such a shimmering, diffuse myth could only
emerge from the depths of a shimmering, diffuse
style..One clear, distinct word would have been the death
of his Beautiful Lady. Vhemever he spoke of her, he
always seemed to suggest that he had gone beyond the
limits of human speech and was striving ta communicate
the incommunicable. It seemed as If his words were mere
allusions to an inexpressible mystery. [Chukovsiy: 577

' . This elusive quality reaches a climax in Dvenadisat’, where the same
vague innuendoes and veiled hints culminate in the image of Christ at the

end of the poem.

The suggestively vague nature of synbolist postry way present the \{

greatest problems for the translator. Should be sesk to make explicit

that whick is veiled in the original, he runs the risk of distortion on

syntactic, semantic and pragmatic lsvels.

Huch of Blok's poeiry depends for its effest on an evocation of
atmosphere created by a combination of words, syntax, metre, and rhythm.

Both form and content are carriers of sementic significance, in that by

nmeans of sound and connotation, the reader divines something of what 1

Blok is secking to convey, Bowra suggests that his poems are almost as
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Blok's Poastic Language

free of weaning as music [Bowra 1943: 147} lelody and harmony combine

with rhythm to give the essentially musical quality of his verse,

Style and rogister are alsc important aspects of Dvepadtsat’, because of
the large amount of dialogue and colloquial language in the poem. Blok
literally lurches from one level of diction to another - "from the
supposedly dignified snd beartfelt to the supposedly undignified and
laughably pretentious or pedantic” [Davie, speaking of the poetry of Jules
Laforgue: 39). This is related to the carpavallstle aspect of Blok's

work, which is discussed in greater detail below.

¥etaphor in Blok’s poetry ie extensive; he cambines imcompatible words,
s0 that the resder is forced t0 Search for links in the surrounding text
and in his own real as well as poetic experience. The use of metaphor is
typical of symbolist poetry, especis.ly that type of metaphor which forms
a symbol or offers an insight into the transcendental world of the poet's
wisivn. Woodward states that no Russian symbolist made greater use of
metaphor than Blok, In the coycle Snezhnaya Maska the metaphors become
kinetic, The basic metaphors of %these poems ~ the blizzard, the flame
and the fire - are not mew, but:

What is ©ney is the wxpansion of the metaphor to the

point at which it embraces an eéntire poem and becomes

an awtonomous poetic reality developing according to ite
owa inger laws, (Woodward 1968: 201

in certain of the poems Blok davel WO and 13

P

metaphors, such as fhe bliszard and the fira "attempting to coavey

through the disscnances produced by their collisions the chaos of his
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epotions and the nature of the irrational world which was revealed to

him" {Woodward 1968: 20-211.

Woodward discusses the various poetic devices used by Blok in his poetry.
One of the most important of these was the kol'tso or epanadiplosis,
which demotes the repetition of the beginning st the end of the poem, and
is often used by Blok to give unity to his verse. It was most
characteristic of his earller poems, while in his later poems, as in

Dvepaditsal’, the poer rises to a final climactic crescendo.

Elok's poetic language is also notable fur the use he makes aof
alliteration and assonance; his postry is full of echoes and internal
balf-rhymes:

Blok's poetry subordinated meaning to sound. He coulda't

help himself, the. sound waves were stronger than he was.

No sooner bad he uttered some word than he got the urge

to repeat it, although with pussible variations in form.

{Chukovsky 1982:97]
Chukovsky alsc points out the dominance apd importance of vowals ia
Blok's postry: “Vowels alone are responsible for the flowing vocalism

which 15 so characteristic of Blok" [102)

Repetition was used extensively by Blok and other Symbe}i.a‘c poets to
enrich the musical quality of their verse, This is very much a feature
of Dvenadtsat’. Rapetition might be of words or of verbs, or of
imperatives. There is an abundance of imperatives in his verse, a factar
walch contributes to its emotional intensity. Then there is a marked

repetition of sounds ~ the symbolists were the first to make the question
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of pund-organi a 1 poetic principle. He uses
alliteration with restraint, accusing certain of his contemporaries of
vulgarising it, but his use of assonance is ware marked.  This is
especially true of Volume 3 of his work:

Fo iz glubl zerkal ty mbe vzory brosala

I, brosaya, krichala: & Lovil.n

A monisto brenchala, tsygenia plyasala

Ivizzhala zare o lyubvi,
I1 p382 17-201

Many of ther- features are very much {n evidence in Dvenadtsat’ and °

present the transiator with considerable difficulty.
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Chapter 5: The Task of Tramslating Dvem..csat’

Before any attempt can be made to analyse and compare fhe two

r of under con: ion, a detailed analysis must

first be made of the original poem, within the framswork Indicated in
- | Chapters 1 and 2 above. The thematic structurz of the source Sext must
be established, and those textemic elements which are of functional

. relevance in the poem as a whole must be identified. Such an analysis

will rely largely on a reworking of Van Kesteren’s semiotic categories,
with added emphasis on the style and register of the work and the
relationsbip between sach category. In addition the socic-historical and

socio-cultural background of the poem Should be considered, along with

the discussion in chapter 3 above. The compansuts which are especially
stgnificant in the poem will be identified in order to arrive at a

bierarchy of priorities which should le followed by a tramslator. A -~

y of elements will form pary of the conclusion

to this profect.
5.1, An utroduction to Dvenadtsat’

Dvenudtsat’ is considered by many to be the culminaticn of Blok's paetic
work as well as the greatest poem to appear from either the Russian
i symbolist movement or the revolution:

The Twelve was the triumphant justification of the post’s

search for form, of his long, slow struggle to introduce

‘the personal and particular organically into the
objective and the general’, [Pyman 11:288]
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Translating Dvenadtsat’

The puem was written in Janvary 1918 at a fime when Blok was full of
optimism and enthusiasm for the revolution. He wrote in 1920:

The truth is that the puem was written in that
exceptional and always very brief pericd when the
passing revolutionary cyclone raised & storm ir every
sea - nature, life and art; in the sea of human 1ife
there is a little bhackwater called polities...The seas of
nature, life and art wave raging and the foam rose up i
a raizbaw aver them. L was locking at thab rainbow when
I wrote the Twelve; that is why some drops of politics
remained in the poem. (oft. Stallwarthy:35]

Events meant that the revolution was literally taking place around him, g
and he was highly sensitive tu all that wes happening:
~In January 1818 for the l=s% time I surrendersd myself
to the element no less blindly than in Janusry 1907 or
in March 1914, 1 do not disavow what I wrote then,
because it was written in harmony with the element: for
1 instance, during and for several days after writing The
: Twelve 1 was physically, tirough my actval sense of
hearing, aware of a great noise all around - a noise
compounded of many sounds (probably the noise of the
fall of the cld world). fcft.Fyman Vol.I1:2741
There can be no doubt that the poem v.s born of the revolution and as
such must be analysed in that context, although the overall meaning goes

far beyond the events of 1917-1918.

. Dvenadtsat’ differs in memy ways from his pravious verse in  the
Jjuxtaposition of barmony and dissona and the stark contrasts in
style, register, rhythn and metre. Yet the poem belangs in the Symbolist

tradition; symbols and imagery from his previous poems are developed and

extended, while the seemingly imevitable altbough unexpected appearance of

Christ in the climax of the poem represents tie ultimate dream of the
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Translating Dvenadtsat’

Synbolist poets - the fusion of the real and the ideal, the conmseguent

birth of a new man and hence of a new Russia,

The poem has given rise to considerable dsbate, and interpretaticns of
the basic themes of the poem have been numerous ani varied. Moreover,
the thematic unity of the poem is not sasy to discern, especially as,
there are many apparent contradictions, the greatest of which is the

appearance of Christ.

On the surface the story is straightforward enough. The bhistorical
context of the poem tells us that it is set in Petrograd., A patrol of
Red Guards is marching through the streets, Qne of them, Petrukha, sees
his beloved with ancther man, a renegade comrade of the Twelve. They
surround the sleigh and start shooting. Petrukha kills Kat'ka by mistake
and she falls on the snow. Petrukba is crazed with sorrow and guilt,
tut his comrades tell him to forget what has bappened and go on with his
revclutionary dutles. As the blizzard grows thicker and more fierce the
Twelve march omwards, following the red fiag blowing befors them in the
wind, Finally, bearing the flag and walking lightly above the bulzzard

the figure of Christ is revealed.

Various aspects of the poem of relevance in the process of translation
are analysed below; a discuszion of the two translations selected far

consideration follows in the next chapter.
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Translating Dvenadtsat’
5.2, Tre socclo-bistorical covtent of Dvenadtsat!
Dvenadisat' fulfils a specific role as a peem of the revolution, a
strictly culture-bound fupction which holds far less significance for the
English vreader., Soviet MNarxzist critics have always emphasised the

Balshevist revolutiumary nabure of ‘the poem, i atifying Blox's prumr:

with the 1 and proletarian nature of the Revulutim;.
Although Trotsky described The Twelve a= the postic expression of Blok 's
failure to absorb the revolution and its implications (Fopomareff:465], he
alsc wrote: P
The Twelve is a cry of despair for the dying poet, but a

ory of despair tramsiorming itself into hope for the
future” foit, Poggioli206],

1
There is no doubt that despite Blok's ambivalent attitude to the ‘
|

Revolution, the poem is overwhelmingly optimistic.

Blok saw a basic oppositinn between the imtelligentsia and the people; |
the former he termed «begmucykal'ny® having lost sight of the real world
because it had embraced a false Western civilisation. For Blok the

revolution was the eve of a new world in wjizh a nev kind of man would . \

be born, capable of communion with the elemental life-force that provided
his own inspiration. He often spoke of the imminence of \‘:he’ revolution
| as:

a cataclysmic, purgative, musical experience that would

transform individuals, Russia, possibly the world,
[Hackel 1978:44]
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Blok eventually decided to come down on the side of the Soviets towards
the end of 1917. At about the same time the family house at Shakhmatovo

was appropriated  and logted.  This destruction of his home, and

especially uf his library, had a profound effeet an Blok, although he was
well aware that sacrifices would be required of everyone:

Chtp zhe vy dumali? Chto revoluteia - idilliya? Chto ——
tvorchestvo nichego ne razrushast na svoem putl? Chto te
narod ~ painka? I, nakopets, chto tak ubeskrovnor i

«bezboleznogo» 1 razreshit'sya vekovaya rasprya meshdu
uchernoy» 1 ebeloyy kostiyu?..[cit. Orlov 1962:62]

His ambiguous attitude to to the Revolution and to the old Russia is an

important aspect of  Dvenadisat’ and must therefore be presecved im
transiation, This is revealed especially ia the symbol of the dog, which !

stubboraly follows the Twelve, i

The specific content of the poem means that there are numerocus references §

to historical events taking place at the time, Certain lexical items will
therefore present the translator with several alternatives; he may ignore
or omit them retain them with no further explanation, or seek to provide
further explanation within the fext or as a foot-note, Some of these

culture-bound lexical items are discussed below:

Petrograd

The background to the poem is clearly the Patrograd of January 1018 with
ite swirling snow and wind, The first canto sete the =scene with its
references to dark and slippery strests - largely a Tesult of the
breakdown in services during the general chaos, The tramslator is

obliged to retain the scene of the ppem, although the name of the city is
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never mentigned. A non~Russian reader might well remain unaware of the
background to the work - in this case the translator must decide whether
tu actually give the name of the city in the translation or to provide an

introductory or explanatory foutnota,

Red Guards -

Thesa werg the fighting organisation of the working class, From Hovember

i 1617 they had round the clock sentry duties, and were @een, at lesst u7
] some, as a symbol of revolutionary brotherhoed. Howsver, the patrels of
Red Guards, supposedly keeping order, were unreliable and trigger~uappy.

Biok's own house bad to be protected each night by a rota of armed

occupants [Pyman Vol Il:27F1  They are said to have frequently looted

Petrograd's massive wine cellars and raided shops, while Orlov, however,

writes that the lagters were the counter-revolutionaries, so that patrols

were despatched by the authorities to stop the looting and destroy the
wine - bance lMne 249 Gulyay, rebveta, kez vina! [Orlov 1962:49]. The

connctative meaning for an Epglish reader will be lass specific.

bl o Asgembly: Janvary Sth-6th 1918 (15-16;57-8;60]

1t was thought by some that the Assembly would finally subdve the
Soviets, who had established a temporary government, while others,
including Blok, believed that it would be 2 temporary bedy, eventually
ousted by a more powerful group. The slugan 411 Fower tou the Constituent
Assnably became a ccunter-revolutionary slogan used by the 'bourgeois®
parties tu attempt tu overthrow the Soviet power. In fact, the Assembly

was dispersed by the Soviets the day after its first sitting. Line 100
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{Tovarisheh, vintovku derzhi, ne trus'!/l is very similar to a2 headline in
Fravda on Janvary 3rd, which warnad workers against the supporters of
the Constituent Assembly, and which read: Bud'te pa straghe. Krepko

derzhite svoi vintovki (Hackel: 52). In both of these instances the

translator’s strategy must depend on the type of reader likely to come

into contact with the target langusge text - that is, for. whom is the

translate: translating?

Kerenid (line 951
These were banknotes issued in Alg:st 1917 by the provisional Government
headed by Kevensky. They were issued in large numbers and wore out very

rapidly. Again, the specific connotative and denctative meaning of the

term cannot be transfern

i . Hevskaya Bashnys (line 247)
This is presumably the Admiralty Tcwer overlooking Nevsky Prospect, and ' ‘
together with the reference to the Cunstituent Assembly assigns the poem

to a specific time and place.

Isus f(line 335]

. This i5 a sacred spelling vsed by the 0ld Believers - a Russian religiocus
sect. The normal modern Russian spelling, commen in 1918, was Iisus
The spelling chosen by Blok fits better into the line se. wnoe, !

¥ Apparently insignificant mabtters such as orthography and spelling were of

great importance %o Blok, so that there is little doubt that this

particular spelling was used deliberately. Hackel quotes him as saying:
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a true pust's inner mind is expressed in evarything,
down %o the punctuation marks. [Hackel: 230J
The introduction of these items into the poem reinforces Blok's intention
to place his work very mueh in the present of 1918, On another lewel,
the themes, symbollsm and imagery of JDvepadisat’ have a universal
significance beyond the limits of Petrograd in 1918, The translator's
treatment of these items, bound in the time, place, and tradition of the

source text, is of interest in terms of functional equivalence.

Relevant aspects of the paem will now be discussed within broad
categories relating to Van Kesteren's pragmatic, semantic and synfactic
divisions. By this means it is hoped to draw attention to those features

of the poem which present the translator with difficulties as well as

identifying those textemic which the translator must

tc preserve.

5.3. Pragmatic categories

4s we have ssen, Dvemadtsat’ was very much a product of its age, and is
often seen as o culmination of Blak's own work The place of the poem
within Blok's own work and within the context of symbolism in general
has already been discussed, and the specific features of its nature as a
symbolist poem will become clearer during the analysis. There were
however uther literary traditions and influences affecting the position of

the poem within Russian literature,
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5.3.1. Uvenadisat’ and the Coxmival Tradition

*
\
The theme of the cornival and hence of ivany and parody was vary much in q
1

evidence in literature at the turn of the century. Boris Gasparov's i

article specifically discusses +this aspect of Blok's work, and fthe '

1 following discussion is primarily based on his study. .

The intelligentsia at the beginning of the century wes stromgly
tnfluenced by Western culture, and tbe concept of the carnival was rooted
in westarn tradition. A fundamental idea in the carnival iz the ides of
the destruction of & new order literally turmed upside down to create a
new world, particularly relevant when tradifions of rationality and
" humanism wers being questioned, Liberated by carnivalistic buffconery,
© the artist iz able to express that which could not be expressed in
traditional serigus art. Bakbtin rewmarked that:
! : the carnival image seeks to embrace and combine within
¢ itself both poles of the Zormation or both terms of the
antithesis: birth and death, yowth and age, top and
bottom, face and backeide, praise and abuse [eif,
Ivangv:3371”
4z the end of tee cld werld is simuli .eows with the birth of a new

world the links with the revolution are ro 'y “ced.

The puem beginz with what appear to be thea“ical stage directions, The

black oight and the white enow inmmedintely present a striking

PP 1y in Blok's work wl*h farce. The

puppat-liks mnature of the charactars in canto T is also evident: oni

skol'zyat, kovylyayut, prygayut - kel kukiy [of.Gasparoviil3]. There are

Page 61




Trenslating Dvenadtsat’

numercus examples of this ip lines 10-12, 23-4, 37-8, 45-6, 47-9, 52-55.
Lines 45-49 describe a wealthy lady wearing an astrakhan coat made of
black lambskin, Her fall onto the snow is symbolic of her fall from

status in the new post-revolutiomary society, The short rhyming couplet

which follows this stanza enjoine passers~by to 1ift her up ~ again

symbolic as well as literal, Blok appeals ta the working pecple to offer

help to all classes, and conversely implies that the lady herself will be

obliged to dapend on them - a true reversal of circumstances.

Cantos II-VIII are typical of another area of carnival activity - folk-
theatre (narcdmy teatr]. The murder of the beloved in the name of robber

comradeship is a familiar theme in Russian folk drama.

The action seems to take place in a public place; we hear snatches of
conversations without being able to identify the speakers, for example II:
94-99:

~ A Van'ka s Kat'koy ~ v kabake..
~ U ey kerenki est' v chulkel

~ Vanyushka st eper’ bogat...
~Byl Van'ka nt ., a stal soldatl

- Fu, Van'ka, st£in syn, burzhuy,
Hoyu, poprobuy, potseluyt

Snow and blizzards = vikhrdid ar¢ dider-:fled in Russian folk
consciousness with dark and unclean purposes. whenever the enemy is
mentioned, there is a veference to the surrour:.ny enow - metelt, Thus
the blizzard can be seen as the work of <.k forces, a type of

revelry akin to that of the carnival.
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The Twelve are ambivalently freated as rubbers and apostles. They may
also be seen as a procession of mummers - an important image in

Christmas plays, and medieval mystery plays, Gasparov points out that in

the polyvalent nature of the carnival, elements exist on differsnt levels
and the relationships between them vary. The Red Guard are mummers,
apostles, patrolmen, and robbers; Petrukha is both Peter the apostle and
Pierrot; similsrly the dog ie both real as well as ‘part of the foalery; a P
symbol of the old world and of the old bourgecisie as well as a promise

of a new world, determined to move forward whatever the price,.

This fynction within the tradition of the carnival must be taker into
sooount by the tramslator, although no directly parallel tradition exists
in English literature of the pericd. Tha issue again is a question of the
potential readerunip of the trasslation, and tbe amount of background

knawledge they bring with them.

§.3,2.Links with Blok's other works

Ponomareff in his article of 1972 stresses the relationships between The
Iwelve and Bluk's previous verse, The repeated images of snow and wind
are reminiscent of the Gorod cycle whilelthe relationship between Pet’ka
and Kat'ka corresponds in many ways to the relationehip between Blok and
the Beautiful Lady. Ponamareff also notes the assooistion with Nesnakomks
in Pet'ka's repeatant torments (lines 199-208J, There is a parallel
betwaen Kat'ka's death and tbe inadvertent extinguishing nf poetic

inepiration, She dies, but may he rasurracted, and the snowstorm gains
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in ghaps and power {canto ¥}  Ponamareff sees Christ in the form of tha
snowstorm as yet another incarnation of the Beautiful Lady, Indeed, he
clains that Christ summed up in esseace the dilemma of Blok’s )ifelong

Journey in search of the Beautiful lady [1872: 4871

An important oespect of Dvenadtsat’ is the link with Blok’s play
Balaganchik, writtea ila 1908, There are several parallels betwesn the
two works. Plerrot's fiancée suffers a fate similar to that of Kat'ka -
death and transformation into a cardboard figure:

Ona lezhala nichkom i bela.

Akh, nasha plyaska byla vesela!

A vetat' ona uzh nikek ne mogla.

Ona kartonnoy nevestoy byla

Vol I: 5501

Plerrut's account of his fiancée's death, in the subject-matter, the

structure of events and the selection of wards, 1s echoed in Kat'ka's
deats in Dvenadisat’, both events being related by Pierrot/Petrukha. In
addition, Vanka is treated as Petrukha's double, just as Harlequin is

Plerrot's.

All the figures that appear in Dvenadtsat’ have appeared in Blok's
previcus poatry or notebooks. The helplese old woman, the bourgesls with
his nose in his collar; the fady in her ill-gotten Persian land cmat; the
priest of the Yamby cycle witk no time to recite the last rites over the
agany of the 0ld World; the wriver murmuring words from Chulkov's latest
work; a group of prostitutes; a lonely passer-by - all would be familiar
to a student of Blok although poseibly quite alian to the general reader

of an English translation.

Fage 64

- N 3 F . U e S M

[ AV

‘.ﬁ‘




Translating Prenadtsas’

in addition, as we have seen, many of he images and symbals in
Dyenadtsat’ are familiar from other works by Blox, particularly taose of
the night, wind, snow, and blizzard (for example, in Rus’ and in Snechnaya

Hasks),

Although these links are of significance to the reader familiar with
Blok's other werk, in a tramslation of this poenm alone they are of less
importance. The translator, however, must atiempt to preserve the links
for the purpuse of the translation of other works. As only one poem is
examined here po general conclusions can be reached. In a large
collection of Blok's works, aowever, 1i would be prcessary to trace these

inks through the poems.

5.4. Semaptic Categories
5.4.1, Themes and motifs

Drlov describes the poem as existing on two lavels, one a scenarin of the
evests of the end of 1017 and the beginning of 1918, and the other as
wider philzaphical, historical amd moral-asesthetic gereralisations about
the Revolution, Russia and 2 new humanism and morality [Oriov 1969461
For him the greatest sigunificance of the poem lies in the opposition of
two worlds, the Revolution signifiying the death of the old world and
the birth of a new world, 0Orlov believes that canvos VIII and IX form

the central point of the whole poem, emphasising that the old world and
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all it represents, including all that is persomal, must fade away before
the gemeral and historical, Thus Petrukba’s little tragedy is sesn as
petty - the old world must burn in the revolutipnary fire in order to
give birth to the new man: ) ’

Veyelkaya icknays trageuiya v takie chasy i dni tonet v

«moren T mirng-istoricheskoy
tragedii k&,sstrcfmkes.wnu stoclknoveniya dvukh mirov.
{Orlov:31]

The opposition of two wowlds is introduced right at the beginning of the
poem in the first canto. The bourgeois, the represen’ative of the old
world, stands at a crossroads, toth literally and metaphorically, with his
nose in his coliar, attempting to avoid the effects of the weather and
bence of the revolution itself This opposition is developed by other
characters, For example, Kat'ka represents that which is most difficult
to relinquish in the old world, an obstacle in the path of progress.

There are several parallels between Kat'ka and Rus’ - the Old Russia.

" Both are easily seduced and easily killed, neither offering much

resistance baczuse both are weak and depraved. Both are victims, and
both are fat - tolstoradaye (113), and tolstomorden'kaya [144), although
neither adjective 15 intended by Blok as derogatory. Blok himself
described Kat'ka as follows:

eto - zdoravaya, tolstomsrdays, strastmaya, kurnosaya

russkaya devka; sSvezhaya, prostaya, dobraya - zdorovo

rugastsya, prolivaet slezy nad romanym!, otchayaano

toeluetsya.... [cit. Orlov 463
Taking the concept of the oppositism of two worlde further, Masing-Delic
£1980] sees an opposition between the female and the male principle.

With the fall of both Kat'ka and Old Russia, the male principle begins its
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ascendance, ending a female and weakened era of history. This "male
religion of action” does nob shrink from violence and blocdshed to
achieve its end, Having ruthlessly exterminated corruption the true
unadulterated, face of feminine beavty may once more be seen, directly

related to Solovyev’s and CGoethe's Das Ewig Weibliche, as well as Blok's

own Prekrasnaya Dama. ~ is true faminine beauty 1
creative wale will in the image of Christ - 2 superior, androgynous
being, representing the synthesis of Logos and Sophia:

Jesus Christ symbolises the ideal union and Being which

is immune to death, being the synthesis of Logos and

Sophia...Christ in The Twelve is not only a symbol of

ideal immorirl humanity but also of the transfigured new

world in which all polarities have been harmonised.

[Hasing-Delic 1980: 127}
Thus the forces of the universe are transformed through art - one of
symbolism's most cherished ideas, In this manner the poem sums up
Symbolist mythology and anticipates some of the basic myths and themes

of post-revoiutionary literature, such as the positive hero an® the new

man.

The appearance of Chriet defies a literal reading; the poem nust be
interpreted as a stary of sacrifice, purification and redemption, As we
have seen, the evidence for such a reading is considerable. The apparent
links between the Twelve apnd the apostles are evident: both number
twelve; Petrukha and Van'ka correspond to Peter and Judas, and there is
alsu an Andrew/Andrey, Both the revolution and the salvation of man
involve a cleansing fire of purification, & rejection of the old world and

an entry into the new world, The conversion of the Twelve requires a
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sacrifice; althaugh the killing of Hat'’ka is umpremeditatsd it secures
their salvation and the resurrection of Christ. Thus Kata retains her
role as both a sacrificial lamb and a symbol of temptation and depravity
lof Sténkiewloz 1984: 3561, Indesd, the sacrifice of a prostitute in

return for the salvation of man figured in many medisval passion plays.

The ending of D.emadtsat’ is {n many ways obscure and apparently
incongruous,  Blok himself responded to his revelation of Chriet:

Did I ever extol Christ? I only noted the fact; that if

yau peer inta the swirling blizzerd oo this road then

you will see Jesus Christ. But sometimes 1 myself hate

this womaply phantom....I would like its end %o be

different. W¥hen I finighed the poem, I was awazed

myself: why Christ? But the more I looked into it the

more clearly 1 saw Jesus Christ. Aad there and then I

made an entry: unfortunately it bas to be Christ, [oic.
Ponomareff: 487]

Christ 1s superior to all others in the poem: he is imaune to bullets
(1.331) and he soars above the ground (1.332-31. His immortality is a
demonstration of "mankind’'s future victory over the dark forces in
material nature® {Masing-Delic 1980:128], Hackel euphasises the
‘compilative' nature of Blok's Christ. BHe represents Rus', the people, the
0ld Believers <(hence the spelling in 'line 335), the forces of the
. Rebolution, the Eternal Feminine, apd the Jesus of tbe Second Coming

{Hackel 1975: 1881

Soviet scholars however copsider the image of Christ %o be alien to the

poem:
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but [Blokl oould find no otber image as morally and

ethically evocative and on an equal historic scale, which

was capable of exprassing symbolically the idea of a new

world being born (Russlan Reader: 711
Blok wrote in February 1918:

Strashnaya mysl’ etikh dney: ma v tom delo, chic

krasnogvardeytsy snedestoyny» Iisusa, kotory idet & nimi

seychas, a v tom, cbto imenno On idet s niml, a nado,

chtoby shel Deugny. [Vol.JL:497)
Blok deliberatsly indicates the non-religious character of the Twalve -
they march ber kresta, bez imeni svyatogo. The rejection of religion and
of the official church is emphasised in several cantos [I1:01;X:265-
7;X1:276}, In the first canto one of the characters pasted onto the snawy
landscape is a priest, almost comical in bis long skirts struggling
through the snow. The parody is exbended by describing his pot~belly,
and how the cross on it used to shive on the people [narcdl, Blok is
merciless here in his attack on the established Church. Orlov contends
that for Blok the image of Christ was rather & symbol of the renewal of
life, and as suck may be seen to strengthen the revolutionary nature of
the poem, as a description of the birth of a new world, in which the
Twelve vanquish the farces of the ¢ld world, Iz the balf-human and half-
divine nature of Christ lies Blok's eternal contradictiom, a combination
of dream and nightmare, the opposites of good and evil, the s;ered and

the profane.
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5.4.2. Symbolism sn? Hetaphor

This section is closely linked to the thematic siructurs of the poem.

The symbolic connotatlons of Dvensdtsat’ are imputed rather tham explicit.
As suggested in 6.2.1. the poem moves on a double plane which demands

both a literal and a oymbolic interpretation {cf Bowra:il751,

fergel Hackel in his scholarly work on Dvenadisat’ (19751 presents each “
of the protagonists and characters iu the poem in various guises. Thus
the Twelve themseives may be beggars [golyt'ba - line 228, Red Guards
{115-8], or aposties - their more compmon designation. Hackel proposes -
that to describe them as golyt'ba is nore appropriate (167550 He
points out that the impeverished Cossacks, rallied by Razin and Pugachev

in fthe seventeanth and efghteanth centuries were descrived in the same i

way. In popular traditin Razin alsc killed the girl he loved in the

cause of the Revolution. This legend of Razin has other parallels with
Dvenadtsat’ it was believed that Razin would one day be resurrected,
and, iike the Christ of Dvenadisat) he was also invulberable to bullets v

{Hackel: 5311

. The Bed Guard was establizhed as a proletarian force to struggle with
counter-revolutionary forces; Orlov suggests that the Twelve should be
seen as the oollective hero of the posm. Other critics have tried to
emphasise the nature of the Twelve as thugs and criminals, stressing
certain lines, for example:

¥a spinu b nada bubnovy tuz!

Nynche budut grabezhi
Uzk ya nozhichkom polosnu, polosnu!
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Orlov in contrast emphasises the revelutionary nature of the Twalve in
lines such as:

Tovarishchi!
Glyadi v obat [82-3]

Revolyutsicony derzhite shagl (107, 1857

In fact there are two sides to their nature; they are dissolute and yet
they possess a strong feeling of revolutionary duty, belonging to the
working people but not to the vanguard of the revolution (Orlov: 68~701
It must be remembered that throughout the poem the herces go forward;
the old world, in the shape of the mangy dog, drags after. Thelr identity
as the collective hero is strengthemed by thelr arguments to chesr up
Petrukha and to exhort him %o rsturn to his revolutionary duties, The

interests of society must come before those of the individual,

In Bowra's view (1943:173-1761 the Twelve represent ths Russian paaple,
who, despite themselves, follow a divine leader. Blok's Christ is a symbol
of the Spirit of Xusic, as well as a figure of the redemption which will
come to Russia through blocdshed and suffering. Kat'ka symbolises old
ties apd affections -~ she is killed by mistake in a mumel;t of wild
frenzy; out of her blond rises the new world. She is bath a frivolous
whore and a sacrificial white lamb. For many critics Kat'ka is a symdol
of the past being swept inte oblivion, The significant point in
Woodward's opinion is that she is killed by mistake ~ bonds with the

past muet be severed, howaver reluctantly, Such an attitude very much
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reflects Blok's own dilemma, for although he truly welcomed the revaluticn ﬂ
he was well aware of the personal gacrifice that it entailed. Q

The dog which follows the Twelve 45 a repr of the bourg e,

obliged to follow the revolution; it symbollses the old world at a

crossroads of history, siruggling behind the revolutionary detachment.

The wind and the blizzard, as in other poems, are symbolic of a force at
work sweeplng away the old world and its ineffectual inhabitants :
{Bowra:i72£], As such, they clearly symbolise the Revolution itself
{Orlov:49).  Many of these symbals were commen in romantic aesthetics.
Ruszia was frequently identifed with a storm and tae word burya is used
tugether with shisn' and sirast’ (Orlov:53). These motifs of the swirling
snow, bitter wind and storm run througnuun the eptire poem. For the
Twelve however these are their natural elements. While others slip and
fall oo the ice and battle to walk in the raging snow 1t is striking to
see how the Twelve walk on fearless and full of purpuse, never taltering:
Gulyast veter, porkhaet sneg,
et dvensdtsat' chelovek. [84-51 .
k% the end of the poem the red flag is introduced as an image which the
Twelve are following, unabla to see anything clearly in fis raging
blizzard. The connotations with the uncertainty and chacs of these early
days of 1918 are cbvious, The Twelve, and the Russian people as a waole
cauld not cea ra; into %tha future nar kmow what thelr fate might be.
They only knew that they followed an ideal, a hope for s new world and a

new mau.
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The colours used it vemadteat’ are stark and defined - white, red and
black, althaugh grey [. ..., crimson [205], and gold (267 are mentioned
briefly, ¥hite was a di<ne and apocalyptic colour for Blok, and bas
obviaus religious cannctations of purity and transfiguration. The calour
red ie symbolic of the red flag and of sacrificial blood, Hackel
Sugg.sts that tbe blood~red and the waite of the conolusion could refer
to Christ's victory over evil through his immolation cn the cross

{1975:157),

The adjective cherny (blacik) appears in the very first line of the poem,
and frequently afferwards. Again in line 77, fhe blaskness of the night
is stressed by the repetition of chersce. The finol two stanzas of the
first canto {ncrease the cense of foreboding and the presence of evil,
but its source remains vague. The word zlobs is repeated four times in
the last five lines and also forms the ma‘Jur rhyming element of thesa
lines. The canto both beging and ends with the blackmess of the night,
setting the scene for some macabrs event at which the reader can only

guess,

The blackness of the night may be seen as a symbol of the deadness af
the old world in which characteristic figures are entirely absorbed in
their own petty and paltry interasts. Black here represents the world of
negation whick the reveolution le seeking to overthrow. In the summer of
1917 Blok wrote in his diary: "Vhat then? Is sverything in Russia black
agaln, and is it to be blacker than before? (edf, Hackel:160J All

references to black in Dvensdtsat’ rafer to the prerevolutionary period
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flines 1, 78, 134, 243, 81, 86]. After canto VIII there are no further
references. Instead Blok uses red and white, traditionally sacrgd colours
of blopd and purity. This {s brought to a climax in tha garland of white
roses, which for QOrlov, as a traditioually Vestern, Catholic image is one
of the most obscure in the whole poem. In Orlov's view, black symbolises
the old world, Holy Rus', bourgecis society, and all that is ‘bad’. V¥hite,
oo the other hond, syabolisss all that is true and holy in the Revolutlon

{Orlov:l00J.

The figure of Christ is introduced by various images - the flag, the
wind and the impression of someone enormous. Ckrist links motif
symbols which secur earlier in the poem - an indication of the storm and
the blizzard, the element of the unknown, concealed by the night and tha
snow, and & suggestion of wvalue and purpose - a2 synbol of festivity and
rebellion. There are Eevgral colloguial religlous references (1.126, 264}
as well as religious imagery (191, 101. 114, 244, 266-7, 2761, At the
very end of the canto 2 Blok introduces Holy Rus’ for the first time as a

target for the Twelve's bullets. The adjectives applied to her are mixed

and ya.  They imply a
combination of goad health, strength, poverty, and a hint of vulgarity -

none of which are nacessarily negative qualities.

There are several links betwsen Christ and Kaet'ka, who represents both
the Lternal Feminine and Russia's faminine essence:

Zubki bleshchut zhemchugom..[142]
rossyp'yu 13331
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Blok refers to the figure of Christ as a "feminine apparition”. Mueh of
the imagery in the poem supports th's image. Christ in Dveradtsat’ is

mild and gentle, with a garland of 7 ¢ arcund his head f{veachikl Many

writers have presumed a link with the Deautiful Lady and the Eternal
Feminine, which links up with the comcept of Christ as an andregynous
being fof. 6,243,  In Blok’s early verse the Beautiful lady gulded hinm
to Christ, Hackel remarks that when Blok wrote the poem, God and the

Fternal Feminine were "interchangeable and sognate" (Hackel 1975: 1431

5.4.3. The averall unity and structure of the poem

This section 1 closely linked to the pragmatic igsues involved. The
paem consists of 335 lines divided into 12 cantos which differ in length,
content and metrical form. Blok called it both a series of ppems and a
cyele of poems, and in fact began work in the middle - the posm grew
from two limes in the eighth canto, for he originally intended to write

twelve separate poems (Stankiewicz 1084:346], Mandel'shtam called it a

1 dramatic -t} were often delivered in a
chain. As such it may well fall into similar categories as Elict's The
Waste Land, or Rilke's Duineser Elegien. Stankiewicz refers to it as a
new concept of lyrical poem:

which assigned aesthetic priority to the fragment, the

apen—ended composition and the elliptic utterance over

the monothematic, cohesive and well-balanced form

1108413477
Given the fragmentation of both the form and the content of the poem,

Btankiewlcz suggests that 1t should be considered as a syncretic work,
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both  dramatic snd lyric [1984:350). Considersd in this light the posm

mves on two distinct but interrelated planes:

1. the background of the snuwswept ciiy, to which tha protagonists of the
0ld World belong, The twelve men slowly emerge from this background so
that by the fourth canto they step into the centre of the stage (1,127-8),
This backgound 1e identified by its lyrical nature apd seems to be
synonymous with the poet's volce.

2, the foreground activity and volces of the seldiers, with some
interruptions from the poet [lines 189, 187-8, 258, 297, 321-335, and all
of cantos IX and XI1.

The averall dramatic effect ‘s strengthened by the variations in style,
which succeed in cbscuring the basic dichotomy between the two planes.
The origin af the remarks is offen obscure. ¥o indication is given in
the text other than by means of the style and register of the language
ust.d, For example, cante IV lines 1278 may belong to the author, while
lines 120-31 may be attributed tu the soldiers ‘because of the substandard
forms and interjections, There ar: several ‘orphan’ lines interspersed
between the longer stanzas [(73; 03; 235-8; 244). These disembodied voices
alternata with utterances from the background such as inscriptions on
banners, revolutionary slogans and snat;:hes of zongs (lines 18:80-1;274-
5;295-6;107-8;185-6). This polyphony of voices is deepened by the

Juxtaposition of different langusga ragisters and forms:

These complex concatenations of chapters and scenes and
their contrasts and trarsitions from one chapter to
another are {nstrumental in reproducing artistically the
contradictions of reallty itself in its irresistible
nmovement, in  {ts turbulent revolutionary development
{Rugsian Reader; 791
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Nevertheless the poem is marked by a strong dynamic impuise and a
coherent theme. Poggioli says of The Twelve:
4 supreme harmony is achbisved by way of a chaotic

confusion,, by means of an uninterrupted serizs of
dissonances. [1960:205)

The tension between the centrifugal and centripetal tendancies of
Dvenadtsat’ constitule s principal complexity, its internal cohesion is

achieved by formal and semantic devices which run throughout the poem.

Cantos I and XII differ from the others cantos and thus enclose them as

a prologue and epilogue.

Cantg 1 creates the landscape of the poem, setting the scene and
introducing the puppet-like figures of the old world. It alse sets
certain motifs in motion, for example the image of the bourgesis (1:29-30

4 VIII240 =+ IX:260-1 -+ XII:303~41.

Canto XIT acts as an epilogue mainly because of the final stanza and the
figure of Christ, whose eventuxl appearance dominates the development of
the poem. This development 1S not temporal, but rather involves elements
of tromsformation and recognition in that the true identity of the
characters and the sigaificance of their actions is gradually revealed.
Any temparal movement in the poem refers to the warch of the twelve
suldiers, which as we have seem, may be iterprated symbolically as their
spiritval progress leading from the murder of Kat'ka im canto VI to the

appearance of Christ in canto XII [Stankiewics:354) or as they march
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(chastushki, as well as folk songs. The rhythm varies from sharp and

a2

incisive octasyllabic couplets to fres verse, with offen almost
conversational language. The marked conbrast in the rhythm can be seen

o represent conflict in the Twelve: X
In tke bearts of these twelve wen an incoherent struggle
is being waged which permeates the poetry as a dialogue
of rhythms: the steady beat of the march and the wild
Russian ng: nee, 2 X and  the
plyasovaya, which express, om the one hand, the
Tevolutionary will to power and, on the other, the
destructive and seif-destructive revolutionary
temperament. {Fyman, Vol.I1:2891

Vhereag Blok normally uses the iamb the basis of Dvenadtsai’ is the
trochee, which iraditionally conveys movement and excitement, and is
strongly associated with Russian folk-poetry. Despite this the poem is
polyrhythmic; trochaic and iambic tetrameters intermingle with dol'niki
and free verse, In cantos V, VI, and IX iambic tetrameters predoninate
while in the other cantos there is a predominance of trochaic
tetrameters, In canto II thers is 2 background of an jambic marching
rhythm, with interruptions of Bkb! Ekh! ber krestal Canto VIII contains

falling cadences with interruptions in rhythm, while in canto XI the

is rhy i1y ewp and then regularises towards the end .

paralleling an increased confidence in the Twelve.

The greatest metrical variety im the poem is in the first two cantos;
canto I alternates between the trochee, the iamb and the dcl'nik e.g.t
Chernyy vecher/Belyy sneg. [1-2]

A vou 1 dolgapalyy - /Storonkoy - za sugrob: (37-81
Zioba, grustnaya zloba/ Kipit v grudi..[79-801
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towards a mew world and a new set of valves. FParases implying ths
stages of that process o-¢ distributed at the beginalng of the “drama® in

I1:85; VIN:L87; X1:276; XIL@97.

The twa bostile worlde of the poem, symbolised by tne Red Guard and the

: bourgeois, are brought together both at the beginning and the end of the

poem. The bourgsois is first presentad as a member of the old class,
then he is linksd metonymically with the mangy dog [250-71 and then
identified with the dog (300-3121, Finally, only the dog limps along

! behind Chrict {3281, his significance entirely metaphcrical.

Staniiewicz concludes:

. Moreover, while the overt elements contribute to the
2 diversity and fragmentation of the poem, it is the
hidden sywbolical dimemsion which lends it a semse of
direction and internal cohesion. [1984:356]

Tynianov wrote of the last stanza of Dvepadtsat’

{it) is not only the climax of ths poem, but the one in

which the whole of its emetiznal plan is contained, so N

that the entire work in iwe own way thus amounts to n
variations, hesitations, and deviations from the theme of &2
its conclusion. [cit.Hackel: 971

o 55. Syatactic Categories
- 5.5.1. Rhythu and Ketre

Blok's experimentadon with verse forms is well-known. In Dvenadisat!

the verse is modelled on various popular street and factory songs

| ,
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Intersparsed with these are prosaic, non-metrical lines, such as lines 18,
24, 81-2. The first and secund cantos are the least regular in rhythm
and metre. Canto I is primarily syllabo-accemtual although the number of

stresses, syllables and faset per line varies tremendously, In the second

canto there is a certain rhythmic homogeneity and whaleness in contrast

with canto 1. In lines 84-8% and 105-110 when the Twelve are marching

o

end active thers is a clear beat with a distinctive patiern in lines

84,88,89,107,108 and 110 which can be described as four-foot lambs with
an inserted syliable at the cassura [Woodward:i52). Cantos 11l and IV use
the rhythm of the chastushka as well as the hyperdactylic endimgs of

folk poetry - zagovarivaet, tolstomorden'kaya, Cantos VIL, X, XI and XIE

are predominantly trochaic, while canto VIII is an imitation of a folk-

N song.

These variations function on a semantis as well as an syntactic and
pragmatiz levels. The dominance of the trochee emphasises the

assacistions with Ruselan folk poetry, and hence with the narod whom

Blok saw as iiving in greater barmony with the music of the Cosmos.

Canto IX with its strict classical four-foot lambs enphasises that it
N deals with ;che old world and baurgeois forms, The werching rhythm
through much of the poem symbolises the sense of moving forward, towards
the new world, the frequent changes in rhythm and metre giving the poem

its dynamic quality.
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This marked diversity of metrical forms is assoclated with the division
into thematically differing parts. For example, free verse and lambic
metres appear when the voice of the poet or “extrinsic events are given
precedence over the central theme (Chukovsky: 3481 lines 38-4, 169, 185,
250, 274-5, 205-6. Variations in the style of the poem motivate other !

wmetres; for example canto VIII is a traditional zaplachka lament iIn

ternary metre, while the remaining cantos imitating the rhythms of the !

chastughkl are get ia trochaic tetrameters.

i The various scenes correspond to the entry and exit of the different

characters. The scens set in the firet canto is re-echoed throughout the

rest of the poem, and the language and rhyme used hers reappear
subsegquently, for example the rhyme vperyod/narcd and the introduction of
the word Zkrest which is the first indication of the theme of Christ.
Line 76 brings the guestion Chto vperedi? to which the answer is only

provided at the end of the poenm.

The metric and rhythmic variety and the duversity of stanzaic form are

. counteracted by a tendency to tighten the unity of the (ndividual cantos. .\\{/,
This is achieved by means of formal devices; for example in canto I the - "\
feminine rhyme is dominant: vecher/veter; plachet/znachit; veselyy/padoly;
kosit/ogsit)
sobranie/zdanle; predatel'/pisatel’. Canto II on the other hand is
distinguished by its  constant masculine rhyme: sneg/chelovek; »

bogat/soldat; shag/vrag; trus'/Rus’.
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Similar devices are used slsewhere in the poem, serving to unify
individual cantos but by strengthening the distinotions between the
cantos, the work as a whole is further fragmented. This, in Stankiewicz's

view is accemtuated by the lack of & temporal P and :

by the semi-autonomous nature of some cantos which bave no apparent

bearing on the central theme, such as Cantc III and IX [Stankiewicz:349)

| On the other hand links in the rhythm and metre of different cantos join
them together within the structure of <the poem, for example between
cantos II and VI; III, IV, and ¥; VII, X, XI, and XII; only I and VIII are

not echoed elsewhere.

§5.2. Style and Register

Van Kesteres places stylistic issues in the pragmatic category, This is . I
indicative of one of tha failings of his method as this aspect of the use
of langusge i closely linked to aspects of both syntactles and

semantics, The significant point, neglected by Van Kesteran, ls the

function of thae choice of syntax and lexis as exponents of the siyle and

ragister,
. Blok uses a type af aphic montage , with abrupt
thematic transitions. Pyman summarises the symphonic nature of
Dvenadisat® Al
Like a musiclan, Blok wove borrowed melodies into his [&

symphony, making them bis own. The sounds of the
street: staccato shouts, murmured imprecations, snatches
of talk, marching feet. Popular rhythms: the Russian
dance, the oruel romance, the chastushks, the folk-song.
Vords: snatches of slang; revolutionary jargon with its
indigestible foreign words; popular mispronunciatione;
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phrases from the Liturgy. Then a growing cacophony:
hoarse, angry curses; the rattls of rifle-fire; the long
laugh of the wind ia the alleyways and, at the last, a
total change of key: a soft, compelling music that bursts
upon the reader with majestic serenity, as inevitable yat
totally unespected as the choral finale of Beethoven's
Hinth Symphony or the swelling prayer at the end of
Schuenberg’s Survivor of the VWarsaw Ghetio Vol II:
28871

In Stankiewlcz's opinion the truly distinctive character of Dvenadtsat’ is
the novelty of its composition, the demeity of style, language and
thematic development. The style changes according io the speaker and the
subject: the purely descriptive passages are written in a solemn, high
literary style [lines 79-80,254-5,266-9,323-4] while passages dealing with

the Twelve take on the colour and rhytbm of popular speech. In canto I

the colleguialisms and of the pr are blended with

the poet's own biting style, replete with idioms and elliptic forms:lines

21, 256-6, 43-4, 47, 64, in contrast with 23-4, 39-40,48-9,60-1.

The many different registers and styles act to increase the palyphemy of
voices in the poem. Blok makes use of postic diction, 01d Church
Blavenie, vulgar language, popular expressions and purely dialectic forms,

for example:

a. colloquial dimincutives: esnezhok, ledok, fonarlk, oglobel'kt,
tolstomorden 'kaya, zaznobushka, kbodok, druzhok, krovushka.

b, oolloguial perfectives in -nu  peremotnulas’, podvernvlas’
polosnu,

©. substandard forms: plechist-rechist, nad sohoy derzhi komtrol’,
d. expletives: kholera, padal’, sterveis

e. interjections: ay, ey, gy, uzho, ekh, ty, ekh-ekh, akh, akh, okh ty,
ugh, tra-ta-ta, trakb-takh-takh.
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£, pupular speech: baba, loskut, provalis’, golyt'ba

In the syntax the style of language ranges from the lower registers, such

asi
Fu, Van'ka, sukin syn, burzhuy

o the more solemn style of:

‘dal' idut derzhavaym shagom

together with examples af 'incorrect’ usage such as u ey, koy~kak, szady,

ali,

This ambiguity of style accentuates the fact that meaning is constructed
both on a textual level as well as on anm implied level of trans-textual

N refsrences.  These extra-textual references and varylng gemres and

registers create the vertical paradigmatic complexity of tbe poem -
i . Stankiewicz calls 1t an “"outstanding example of modern literary collage"

11984:8521.

oy

Blok algo uses a number of Russian folk-expressions, which add to the
flavour of the poem. This is espectally ngticeable in lines 258-263,
where he describes the raging wind:
N Razygralas' chioy~te v'yuga,
Oy, v'yuga, oy, v'yugal
Ne vidat’ sovsem drug druga
28 chetyra za shaga!

Speg voronkoy zavilsya,
Sneg stolbushkoy podnyalsya..,

Y - - et . . W ad e o Tonte,



Translating Dvenadtsat’

The connotations with folk-poetry are strong. There are several esamples
of the popular chastushka. The extensive use of dimunitive suffixes also
accentuates these links with folk-poetry; cantes III, IV, V, VIII, IX,
resemble songs or ballads with openings, repetitions, images, cadences
and rhythmic turne of spesch typical of folk songs, for example, Oy, Ok,
Ekxh, Akh, Uzh together with gore-gor'koe, udal bedoval, mochki chernye,
khmel'nya, and the change of s%ress on certain words such as v'yiga to

viyugé.

The unusual, obsolete or colloquial language is used by Blok to achleva a
foregrounding effect similar to that discussed above. Similarly, the use
of certain terms contributes to the defamillarisation techniques of which
the symbolists were so fond, The use of language and of rhyme also
carries semantic eignificance in focusing the reader's attemtiem on

concepts whick are central to the thematic development of the poem.

It must be emphasised that each of the categories discussed above is
somewhat arbitrary and the analysis is by no means exhaustive. The
themes and motifs interact with and through the symbolism and the formsl
structure of the poem to intensify effects on all lavels. ‘Tha more
specific use of the various postic devices is discussed below together

with an analysis of tha two translations.
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Chapter 6: The Twelve - two translations

Blok hes generally been neglected outside Russia, at least partially
because o©f the considerable difficulties encountered by the would-be
translator. Those translations that have appeared are difficult to obtain
and wo atfempt has avar been mwade to sysiematically assess or compare
them., Pyman briefly mentions the dozen or so franslations of Dvenadisat’
that have been attempited; she calls all of them 'more or less
unsuccessiul’, but rafers to the translation by Stallworthy and France
‘which i3 assessed below) as ‘vary English btut ourlously beawtiful’,
Pyman concludes that it iz nevertheless worth learning Russian to read
the poen in the original:

Always laconic, Blok here invested every word with such

a resilience of neaning, sound, assoclative significance,

that one camnot hope to produce more than a fraction of
the effect in translation. [Pyman IN238]

The transiations published by Jon Stallworthy and Peter France {TT1]
combine the abilities of a Russian scholar with those of a poet, In the
introduction to the poems the translators give some indication of the
methodology they decided to adopt and the actual pracess of trabsletion,
They state that they declded to err on the side of a ‘'free’ rather than a
'faithful' tronslation. The alm in their eyes was to produce postry that
woudd stand by dizeli in 1970 (the data of publicationd. This in itself
shows that any falthfulness to the porlod of [vemadisat' was noy

considersd of importancs, Poems which belong in Russian literature of
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the early twentieth century with all the assoclations and comnotations

that that entails for present-day - or 1970 - Russian readers or

listeners, are being ly  tr into  the ATy
literature of the target lamguage. OGlven the fact that Dvepadtsat’ deals
specifically with the Revolution and containg a wealth of connotative

material for the Russian reader, it iz clear tha% the poem can only be i

i translated ‘overtly’, that is, the reader will remaln aware that he is no% '
reading the original. For the poem to stand alone as an English poem,

the translators must employ a large number of compensatory devices.

Stallworthy and France point out several factors which complicate the 1
translation of Russian postry inta English. Most English poets have |

broken with the old prosody and rhetoric which flourished until the

beginning of this cemtury, while many Russian poets even today write in
. the poetic tradition of the nineteenth centruy. Stallworthy remarks:

Blok was in many respects a pionser, but even sq, to
modern Westarn ears his poems would sound ridiculously
bombastic 1f we were to give an accurate rendering of
their heavy tonic stresses, strong effects of symmetry,
regularity of rhyme and netre, and frequently archaic
postic diction. [pli)

Particularly difficult is his use of ternary metres, aspecially the

. dactyllc, a feature of Russian folk-poatry. Stallworthy and France
comment that this sounds natural in Ruseian but in English is
remintscent of How They Brought the Good News from Ghent to Alm

Perhape we have not entirely avalded these traps, but at
least we have tried to dislocate the regularity and the
flow of sloquence whers they might have become
unacceptable to an English reader, In this we have ouly
been going further along a road cpenad up by Blok, for
he experimented a good deal with poetic form ....But
still we hope to have rendered something of Blok's
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fanous music, which is easy to enthuse about, hard to

analyse, but certainly not unconnected with the supple

use of traditional verse forms. 127
The translators set about the process of translation in the following
way. Peter Fracce would send a literal version of a poem to Stallworthy,
indicating the metrical score, with notes on rhyme and rhythm, tone,
vecabulary, repetiéion. ambiguity and so forth, Stallworthy would then
produce a posm with as Mttle alterztion as psossible, which France would
subsequently criticise, offering alternatives and making suggestiona. In

this way they arrived at their version of The Twe.ve.

The second translation (TT2) is by Sergel Hackel, published in 2975,
although there is no actual reference to the date of translation, It is
accompanied by a0 explanatory notes but s printed in tha form of a
parallel text with the Russian original on the facing page; this implies
that the translation 15 intanded for the reader with some knowledge of
Russian, and as the translation forms an appendix to a datailed acadamic
work on Dvenadtsat’ it was clearly ot originally intended for the

layman, in contrast to the translation by Stallworthy and France.

_The translator must take the potential reader into account when making
his translation. The place and nature of publicatlon of the translation
and the expected circulation will all be factors in assessing the typs of
reader. The aims of the two translations are therefore substantially

aiffersnt and the effecte achiaved also differ considerably,

Page 88

- - v L e T

PR ™Y



Two Translations B

For practical reasons the tramslations are discussed canta by canto; this
method s not only more straightforward but easier jor the reader and is
best suited for an apalysis which sesks to show In which ways various

aspects of the text have altered in translation.

Cantg I: At the very start of the first canto the two translations

establish their different flavours in their use of rhyme and S
versification.  Biok's upening otarza i powerful; the rhyme scheme
follows a clear pr ;0 - ababaa - the final rhyme being imperfect, and a
and b being masculine and feminime rhymes respectively. In addition the

ciomwi /e/ sound is repeated again and again -  vecher/bely

neg/veter T, veter/svete Lines 1-12 with tieir sharp

empatic metre e-uiacise the strength of the blizzard, setting the sceme

far the rest of the poem. This s by the pr of the

[e) sound throughout these first lines. In lines 7-12 thera are also a

number of words containing the sounds [z] and zkl. as well a3 words

beginning with [e] ~ snezkok; sneghikom; skol'zko; tyashko; skol'zit;

bednyazhka,  Generaliy, half of the lines are trochaic and half are

s

iembic.  Chonsing veter and vecher as rhyming words at the vary start
o2 the poem stresses the role of the blackmess of the night and {he force
of the wind as primary symbols ia the puem, which form a cemtral part of

the poem's thematic and symbolic imagery.

The similarity between the Russian vecher and veter is of course

inevitably lost and a satisfactory compemsatory device difficult to
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imagine. Hackel {TT2] does however retain much of the rhyme sequence and
the repetition of ‘wind'. MNost importantly, the initial stark contrast
between the black night and the white snow, central to the thematic
content and imagery of the ariginal poem, is retained. His wpening
stanza thus retains much of tbe force of the origival, altkough the
short, clipped sounds of the firet half of the stanza dissipate in the
last line of the stanza:

Filling God's wide world.
Staliwortby and France [(TT1l choose to alter the whole rhyme scheme and
form of the opening stanza, the versification setting the pattern for the
rest of their tramglation. There is no rbyme at all in the first stanza,
while the ends of the lines bear no relation to the semantic construction
of the werse. Thus the second line ends with 'hurled' - while in the
original and in Hackel's trauslation it ends with 'snaw’ - important
because of its role as a central image in the poem, and its rhyme with
line 4. Horeover, by adding the definite article before the word wind
(IT1 2, 3, B, 6. much of its force — literally - is lost. In addition the
black/white contrast is blurred:

Darkness ~ and white

snow hurled by the

wind. . The wind!

You cannct stand

upright for the wind:

the wind

scauring God's world.
The dominance of feminine rhymes in this canto is not easily transferred

as English postry is obliged to rely beavily on masculine rhymes becauss

of its 1 and mor 1 structure.
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The most striking change made in TT1 is the alteration in the syatactic
compasition of the lines. There are no capital letters at the beginning
of each line; the sentencés and conceptual groups of words run over from
line to line in endless enjambements. The definite rhythm of the opening

verses thus also disappears, givisg way in TT1 to to a smooth, rambiing

piece of verse, with its own slow flowing rbythu.

One of the most significant shiffs on both a syntactic and a semantic

level is fn TT1's rendering of the second stemzy, where a specific

connptative meaning is added: the original translates wird for word as:
The wind ruffles/ the light white snow/ beneath th: snow

there's ice/ slipperily, dangercusly/ every pedestrian/
slips ~ oh, poor thing!

172 tramslates this verge almost literally, adding certain lexisnl items

in order to provide rhymes. Tl on the ather hand introduces the
following:

pulls/that trescheraus wool/ over the wicked ice.
The image of deceit is made explicit, as well as the mature of the

'wicked’ ice, nelther of which are present in the origimal.

Lexical items chosen by the Vranslators occasionally appear incongruaus,
For example, TT2 refers to the plakat as a postert unfortunately posters
are pever made of cloth, but always of paper, making the next three lines
nonsensical to the English reader; this is avoided in TTL by translating

plakat as banmer,
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Buch of the language is colloquial, and this aspect is present in the

ical items.

translations, although cbviously spresd over different
However, it is in the cholce of registar that the majority of distortions
aocur, TT1 accasionally changes abrupbly from cme register to the uther,
while the original retsins the same tone; lines 17-22 for example are
infornal and colloquial, while TT1 includes a syntactic comstruction of a
fairly formal level ~ and they witbout shirts ~ where the colloquial
substandard form would have been - and them withaut shirts. In
lines 45-51, TT1 is much more successful in retaining this natural
colluquial style, whils the 772 versiom iz more stilted, attempting to

stay much closer fo the origina® form.

The extensive use of diminutives in the original can only be communicated
in English by suitable qualifying adjectives, and the assoclations with
folk-postry and chastushki must be lost. The cholce of qualifying
adjectives varies considerably: thus for spezhok TT2 substitutes fine
spow while TT1 u;nif.s any adjective. In lines 50-51 both translators take
advantage of the image of the lady in the fur coat belag hauled up Gff
the ice to iasert lines reminiscent of a well~known seasbanty, providing
some compensation for the lost connotations with folk-postry, TT2 is
less successful in  not adopting the lines wholesale from the song, while
TT1 does do this, to great effect, cunjuring up connotations of a ship and
developing his reference in line 5¢ to her 'beam end':

Heave ho
and up she rises - so!

Although the setting is clearly forelgn to the Bnglish-speaking reader,

the translatare generally try to transfer certain referances to the TL
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culture.  Thus the explicitly religious references are generally
transferred to the Catholic Church; expressions such as Holy Hother (721

and Mother of God (T1) are unmistakeably Catholic.

Astempts are made to convey the alliteration and assopnance of Blok's
verse, where such features can be accommodated without undue clumsiness,
TT2 achieves this in the fifth stanza of the canto with lines 28-290:

V11l the frost never lose ite grip

or the wind lay its whips aside?
The reference to Russia in TTI as 'down and out' {lire 33] adds to the
general theme of the persomification of Russia and fte identification with
tramps and vagrants, and, aventually, the mangy dog itself, This is
adding to the original which only stafes that Russia has perished, and

which is retained more or less literally in TT2.

Both versiuns convey the tome of irony which {s present in Blok, TTi by
means of the words 'pen—pusher’ anC 'word-spinner’ and TT2 by using such
terme as 'muttering' and ‘big talk', There are no descriptive verbs in
the original, which relies for ite effect on abrupt, short lines and fixed
rhymes; Lines 41-44 place two syntactically similar verbs as a rhyming
pair and by means of the parallsl construction of lines 42 and 44 suoceed
in making the priest a comical and pathetic figure, By introducing

with other and associations TT1 achieves the same

effect of hinting at the stupidity and laughableness of the priest, for
example, line 40 'joyful tidings' and in TT2, lime 44, 'Going on before',

which is a familiar line of a popular hymn. In addition the use of words
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such as ‘belly’ (TTL and 21, and 'waddled' (T72] are derogatory and

increage the sense of ridicule.

In the source text Blok rhymes vpered with narod - two {mages that are
central to the poem's thematic etructure. TT1 fails to include this at
all, while TT2 inserts a closely squivalent pair, rhyming before with the
poor, Both translations give a literal resdering of the slogaun in line
16, while TT2 chonses to change the reference io Bolsheviks to 'reds' ~ a

more familiar term in English.

As the opening canto comes to a clase, the polyphonic character of the
original comes to the fore. The hauntingly empty streets are empbasised
by the short llmes of few syllables of TT2, which keeps far more closely
ta the syntactic and semantic structure of the eriginal. Lines 72-74 are
altered drastically in TTI, wkich replaces bednyaga by chum, the latter
involving semaptic alterations on all of the levels described by Leech.
On a thematic level unce more, TT1 distorts the original in lines 75-77
by translating line 76 in a totally different sense - a line abeolutely
essential te the future dénouement of the poem:
Chio vperedi?

TT1 renders this stanza as:

A crustt

What will become

of us? Get lostl
This removes the ambigulty of meaning which is so0 cruclal in the ST, and
which is retained by TT2:

Vhat's that ahead?
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Canto 1f: TT1 largely retains the marching rhythm of the original,
essentlal to the success of this canto which introduces the Twelve
marching through the streets, TT1 keeps a more or less constant four-
foot lambic pattern, with eight syllable lines, as does T72. although TT2
achieves a more insistent rhythmic pattern perhaps as a result of the
cholce of syntactic ciructures, Both translations alsu retain the patiern

of rhyning cauplets.

The original rhymes between Lrestalsvoboda/tra-ta-ta are lost in the
Bogilsh translations, thus weaisning the impact of the association of
these three words, HNeither translation provides any compensation for
this loss and the lines are further weakened in TT1 by the reflected
meaning in rat-a-tat-tat of inocking on a door; this adds a degree of
symbolism in that the Twelve may be knocking at the threshold of the new
world. 172 completely distorts the whole image, and adds a new
dimension by rendering these lines (92,1041 as Blank-blankety-blank!.
This rendering adds congiderably to the element of parody in the poem as
a whole and may have been infended in this way by the translator;
however the degree of comlcalness added is difficult to justify. The
Twelve lose any sense of cr_edibility and become a group of children

plaging with toy guns.

TT1 alters the image of convicts to ‘Jallbird on the run'. Both TT! and
TT2 rtender ognl as 'lights’, although the Russian could also indicate

fires, 11t to provide warmth on the streets, The reference tu kerenk! in
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iine 95 is translated simply as bamknotes in TT1 walle TT2 adés

supplenentary information - old-style banknotes.

The substandard Russian of lines 94-103 iz retained aptly in TT1 with

expressions such as living 1% up, in the money, and son of a whore, while

the register of TT2 lses informal although some collaguial forms are

ircluded: get ihat straight, kesp your hands off

Key lines in this canto, to be repeated elsewbere in the poem, are lines
167-8, which follow & close syntactic and phonic pattern in the original.
The impact is largely lest In TI2, which waters down the lines
considerably by extending and lengthening them:

Keep in revolutionary step! Make no mistake,
The restless enamy kesps wide awake -

TT1 is somewhat more successful, and adds additional emphasis by
capitalising the first letter cf each word of hoth lines:

Keep a Revolutionary Step!
The Relentless Enemy Will Not Stop!

Another motif of sigificance is bez kresta in lines 91, 101, 114, which is
given as with no cross In TT2 and as down with the cross in TT1 - the M
latter being more emphatically anti-religious. The canto closes with a
thematically significant reference to Holy Russia, retained in both
translations, although 771 omits the referenmce to the peasants' huts
which is kept in TT2 as:
Vith her ro;gh tuugiz

huts of woo
#nd her fat old reart
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This 4tronslation i more restrained Yhan the vulgarity of the original,
and TTL, realisiny the irrelevance tu non-Russlan readers of lines 111-

112, aims to retaln the impact of the lines and the emphatic rhythm of

the original:

Hother
Russia -~
with her blg fat arse!

H Canto III: The canto 16 formed of ohastushki and is strongly

reminiscent of folk-postry, the lMues being mestly trochale, The secand

stanza is actuully based on a soldier's chastushia

TT1 reteins the souglike features of the original by meens of the regular
m rhythm of the four foot lambs of stanzas one and three and the two foot -
lambs of the second stanza which serves as a refrain; lines 2 and 3 are '
repeated and there is a semi-repetition in lines 10-11. TT2 succeeds in
conveying a censs of the folk-cong flavour of the original by using three
foot fambs and by using a line with overtones of an English folk-song :
For to lay their wild heade down
This translation also begins the cantu with 'so' which functions in the

came way as kak in the original.

On a eemantic level the contont of tha cantu & alien to non-Russians,
It is inevitable that concepts related tw the revolution should be laost in
trangiatien, or at least, chould lose thelr emotional overtones, there
1 . baing no similar event in British history. As noted above, the poem

cannot function as & ravolutionary poem in modern English literature.
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Both TT1 and TI2 keep fairly closely to the text of the origimal,
although the alternative renderings of line 119 - Ekh iy, gore-gor'kos - ,
which is repeated at line 229, and is typical of a Russgian folk-song, are
of particular interest. TTL translates the line as Hell and damnation

while TT2 uses & much softer version: Oh life is bitter

The reference to Austrian rifles is also treated differently by the two
translators, TT1 changes 'Austrian rifles' to ‘Gerry guns', presumably
because of the negative copnotations of the word 'Gerry' for English
readers, TT2 retains 'Austrian gun', and *hus loses that emotionally

charged flavour which TT1 manages to preserve.

The last line of the stanza requires comment: Cospod!, blagoslovi! TTL
keeps fairly closely to the original and sp retains the double sense of
blaspbemy and an appeal for salvation: Lord, biess our souls!, TT2 in an
attempt to provide a rhyme for 'fire' in the previovs line, inserts: lLord,

bless the purel, thus changing the semantic content of the poem,

Canto IV: Blok uses sounds to great advantage in this canto, The
Juxtaposition of krutit and krichit in the first line together with the
repetition of krutit in line 134 in a slightly different sense, all add to
the homogeneity of the canto. In lines 135~6 the slight change in sound
to produce two similar variants of two different verbs krutit’ and shutit!
seems to add to the trivial noture of the conversation, with the extended
imperfactive endings:

v
Da pokruchivaet,
Da poshuchivaet.
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Neither of these effects is tran.latable into Snglish, being closely bound
to the lexical and marpbulogical system of the Russian language: Both

translators attempt to insert some alliteration in these lines as

iom, with 7 le success. Thus 1Tl repeats the verb
‘twirling', while TT2 repeais ‘twists' as well as using 'twiddles' and

tries his wit'.

The ircaic stance of Blok's third stanza Is successfully conveyed in TT1
although at the expense of a considerable shift in syntax and semantic
content, The whole of the third stanza in TT1 is very different from the
original, and the effect 0f the repeiition in lines 137-8 is lost. Both
translations fall into the trap of retaining the rkythm and rhyme of the
ST to the detriment of the success of the verses. In TTl words which
are normally stressed must be left unstressed, while others must be
delibe.rately swallowed {lines 133-4]. TT2 remains much more faithful to
the original, but is no more successful; the second 'stanza especially is

not at all satisfactory,

The last line of the canto, rendered by TT1 as with your little round mug
is comical in English, as 'mug' is rarely used in an affectionate sense,
but is generally assoclated with dislike and aggression, TI2's usa of
chubby snout is even more unsuitable and incongruous, 'Chubby’ has a
connotative and collucative meaning of affection and childlikeness, while
’snout’ strikes the reader as totally unexpacted and irrelevant, with its
animal associations, 'Chubby chesks' might have beemn a preferabla

alternative, with the same potential double meaning as the original word.
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Canto V: This canto gives us an account of Kat'ka's activities as well as
an indication of the speaker's ironic attitude. The repetition of words

and sounds enphasises Yvhe song-like quality of this section as well as

the parody behind the valce, for example, the pairing of khodila and

pokhed! as we.' as bludila and pobludi [lines 151-1561, The language

includes many marked colloquial forms (bol'no, nozbka, bludiia, yeknule,
all, zhrat', yunker''ve, soldat'yel. The pricrity for the translator must
be the preservat. )f  Petrukba’s ircnic attitude, the major functignal

companent of the canto,

TT1 uses a regular and almost jocular rhythm, with alternating three fuot
and four foot lambs, while the rhyme scheme closely follows the original. ‘
By using a simple kind of repatition the translation retaine the sang~
like quality of the aorigiral as well as the sarcacm and bitferness in
Petrukha’s voice. Certain lexical items are used with an especially iromic
effect: for example, the insertion of 'dear’ in lines 152 and 154 makes
the whole attitude of the canto condescending, an affect which is
achiaved in the original by the use of diminutives and the repetition oz

the famillar form of the imperative.

The rhyming couplats, which serve as a refrain, and are particularly .
ironic, are changed radically in IT1: the reference to dancing is omitted
and Petrukha addresses Kat'ka as ‘'Honey, Honey’', & term of endearment
which is widely recognised as American and i marked as such to Boglish
speakers. Az no otk r colloguialisme seem to be specifically American,

it is difficult te find a Jjustification for this at this point. In the
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second stanza, while the original refers only to lace underwear, TTL
introduces 'furs’, presumably in order to provide a rhyme with 'officers’;

this is not entirely euccessful, as although both are symbols of lusury

and leisure, the 11y sexual are cloudsd by the imags
of warm coats and hats and the assnciated cold weather. How can one
‘earry o in a fur 7oat? The second rhyming couplet is similarly altersd
in TT1 with the same use of 'honay' to parallel the reference in “he
firet couplet, but with the introdv~tion of the image of a skirt; the
translator is then obliged to add the image of his heart knocking at his
shirt in order to provide a suitable rayme. In this particular insiance
the use of the word 'shirt' accentuates the ironical stance of the speaier

and as sush is very successful.

TT2 alzc retains the songlike rhythm and iccular nature of this canto by
means of a regular rbytbm and rhyme sequence, less strict then the ST,
but which functions well in English varse. The use of heyhey for ekh *

ekh elso adds to this aspect of the camto.

The original uses serye getry as a symbol of luxury and high sociaty;
neither translator has chosen to transfer these into a modern cultural
setting - he might have w.od silk stockings, or silk underwear. TT2
translates this reference literally while TT1 chouses to use grey spats
in order to provide an imperfect rhyme with 'cadets’. The final couplet
of iTi is changed substantially from the -original in that it nakes
axplicit reference to Petrikba and Kat'ka, unlike the original.
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Canto VI: The whole of this canto is full of colloquial language {orat’,
szady, tararskhat', nautek, razok, utek, ushoi and seems to involve several
different speakers. Espeolally significant is the use Blok makes uf
assonance  wibth meny iaternal rhvmes and phonic echoss of. razok/kurck;
rada/padal’; revolyuts ‘onniy/neugomonniy tef,1ines 107/1083;
Andryuicha/Fetrukha; utek/uzho [Voodward:155]. The lines are short, sharp,
and distinct, stressing the rapidity of movemsnt and element of panic.
This fs also emphasized by the use of rbyming couplets which lend spesd
0 the events described, as well as evviking Petrukha's frame of mind.
The canto ends with a repetition of lines 107-8: the movement of the

revolution goes on, despite personal tragedies.

The fast regular Thytham is revained by both TT1 and TI2 +o the same end
5= {n the 8T. TTL does however choose to break uwp the regularity of the
rhythm by an unusual use nf syntactic division cutting across the lines
of the poem, a tactic used often by TTI to relieve the pussible monotony
of the reguiarity of the original s well as to give a more modern

flavour to the translation,

The large number of colloquialisms, buth syntactically and lexically,

wmakes the task of & this canto especially difficult. Blok's use

of three verbs in the second line is Aiffioult to retain and so TT% turns
the cabman‘s cry into direct speech. TT2 on tbe other hsod retains the
three verbs rather successful.

..Again the cabby comes, he flies
Full speed ahead, he shouts, he cries,
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In the second couplet, while the Russian i3 able to place both imperative
verbs in a impurtant position at the end of ths lines this cannot ba
achieved as easily in Bnglish, The effect iz lost in TTL, where the
rhymes are here/rear, while vhe lines are translated more naturally in
TT2 with mind/behind as the Thyming pair.  The strongly onomatopoeic
nature of line 173 ~ Trakh-tararakh-taih-takh-takh-takh - is lost in
TT1 by the insertion of reload; the purpose is presumably to relieve the
repetition of ‘crack' but the suddenness and the impulsiveness of the
action is weakened as a result. The only other significant change by TTL
ie the use of dung for padal’ [line 184], which is less emphatic than
'carrion’, but perhaps more colloquial and wvulgar, and therefors mare
appropriate in tha context. TTZ retains the word ‘carrion’ with some
success, and conveys the colloguial nature of the language by the use of
certain substandard forms, such as that'll learn you, the swine, and I'll

zake you pay (176, 179, 180).

Canto VIE: The regularity of the rhy-am and rhymes in the first two
stanzas emphasises the onward movement of .. -vardsmen, In TTL the
effact i rather one of stagnation and hesitation:

Fast, faster, he steps out, .

Kaotting a handkerchief

cluneily round bis throat

his hand chakes like a leaf. (191-1843
172 keeps much more closely %o the form and rhythm of the original, and
reads much more naturally as an original poem, using natural BEnglish

syntax and Invomation to supwort the line divisions and rhymes, as in

the ST, TTL tends tu use words as rhyming pairs which necessitate tha

Page 108

8, o il




Two Translations

unnatural positioning of strese and emphasis, the rhymes sounding forced

and unnatural,

TTi begins with the emphasis on the marching soldiers but falls prey to
a serious lexical error in the second line which spoils the effect of the
remainder of the canto, The use of the word butts is unfortunute, for
while the term ’rifle butt' is famillar %o ali, the connotations of the
word 'butt’ in American collogival language are equally familiar. Thus a
whole new image is unwittingly iatroduced into the tramslation, and

constitutes 8 major distortion of the original.

The next stanzas of TT1 present a marked shift from the construction of
the original, which is effective In its structural repetition , beginning
with shto and ending with a verh in -al or =-fi  The. regularity
emphasises the marching and gives a unity to the stanza and to the camto.
Unable to reproduce such effects as these or Blok's use of internal
thyme and parallel syntactic structures, which are so effeciive in
Russian [lines 199-202,207-8), the TT!1 translator concentrates on the
colloquial aspact of the canto, attempting to comvey the language used by
ordinary working-class eoldiers,  The original is full of elang
truzh'etso, toropit!, otoropet!, nus povesit', devka, sgoryacha, ish', zavesti
sharmanku, izvoll, and the type of language is an important aspect of
the semantic content of the original, but TT1 concantrates on it almost
to the exclusion of other aspscts of the canto, and the tranmslation

suffers as & result, In addition, the choice of lexical items is often
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incongrugus, for example the juxtaposition of my friend and mate in lines
166-6: while the first is very much part of a middle class register, the N
second is the lower rvegister indicated in the BT. lines 199-208 are

especiﬁlly stilted and wunconvincing as original poebtry, The use of

- brother, brother, brother in line 199 ie in »0 way equivalent, as it is
normally used as an expletive in American elang, and revely as an

i equivalent for ‘comrade'. The eyntax of lines 203-208 45 unusual and
awkward, and the use of Jn my fury is alsoc the incorrect regizter. In
contrast line 209 is appropriate for the context: Hey, Peter, shut your

trapl

TTZ keeps more strictly to the form and content of the ST although it
. also conveys the colloquial flavour, TT2 keeps the reference to cowrades,
and adds tbat of mates, buoth appropriate in the context, He alsa uses
the term 'bird’ which is the correct register for the speaker, and makes
use of substandard syntactic forms, which are not used at all fa TT1, for
‘example the use of 'them’ instead of 'those’ [line 201, 204), and ‘did ber

in' [line 2071

Petrukha's expression of guilt and regret is made even mare expressive by
the Insertion of an extra syllable in line 208 of the ST, which is
retained in TT2:

So stupldly I did her in,
Killed her in a fury, Curse,,

although ‘eurse’  is somewhat too elav‘ated. and unemphatic; probably
‘damn' would have teen more sultable, TI{ on the other hand changes the

structure of these two lines comnsiderably:
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I shot ber in my fury —
like the fool I am..

Especially effective in 172 is line 209, which strikes just the right
chord for the reader:
‘Stuff your song and dance, you sniveller'

The two cholcss for the translation of golyt’ba are of interest, as the
word has been given some significance by critics: 771 chobses 'scum uf
the earth’ while TT2 uses ‘down and outs’. Both differ from the ST word
which is in fact obsolete. A betfer cholce is difficult to find, although
‘riff-raff’ may be an alternative which convays the general idea without

the added nonnctations of the word used in these two iranclations.

On the whole TTl's rendaring of this canto is not satisfactory, mainly
because the tramslators have concentrated on one aspect of the text to
the exclusion of others, and their errors are thus magnified in relation
to the ST. TT2, by kesping more faithfully to the ariginal and by
compensating fur Russian colloquial lexical items and symtactic
structures with carefully chosen English ones, creates a more convincing

ariginal Evglish verse.

Canto VIII: Blok began the poem in the middle of the eighth canto:

Uzh ya nozhichkom
Polosnu, polosaul [238-97

The speaker s clearly Petrukha and the whole section has a popular and

ecolloquial flavour with 1ts diminutive rbymes and trochsic base

(vremyacko ar kr

“bushku/ chernobrovushi.
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These elements sre compensated for in TT1 by the use of colloquial
language and in the second half of the canto, by the usa of lexical items
and syntactic structures with connotations of folk songs [lines 242-31:

for the sake of my poor darling
with her dark and roving eye..

172 uses the same devices, with parsllel syntax and repetition as well as
intimations of popular songs (line 2401:

Fly away, bourgeois, fly away homel

The first iin2 repeate and echoes lime 119, which 15 omitted by TT1,
being remdered in line 119 as * °* and damnation and here as My Ged,
what @ lifal It is omitted similar reasung, but is replaced
by a raference to 'dlues’ whish ho wiatione both with music and song

as well as with depression, and the connotation of typically blues

melndies fits well with the general atmcsphers of boredom and sadness.

The repatition of skuka sknchnaya, with the long closed vowels in the
next line implics Petrukha’s exasperation with his emctions, his desire to
move on and leave his past life behind him. Although TT1 cmits the
vowel repetition, the repetiticn of 'I' and the long vowel in bored has
the same effect, TT2 keeps closer to the original by repeating boring and
boredom but alsmc retalning eeadly. The similarity in form and sound of
the next four ocouplets, linked both by the repetition of Ush at the
beginning of each as well az tha rhywing diminetives {n limes 232, 234,

238, and 238, and the use and reptition of the verbs pochesbu, polushchu,

polosny, Present considerable  difficulties Thaese pl acquire

connotations of an almost childish pefitiness in the ST; the killing of
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Kat'ka $s¢ 1linked both linguisticelly and semantically with trivial
pastimes and then, with a shack, comes the image of 2383-9:

Uzh' ya nozhichkom
Polosnu, polosnuli.

All this is retained in TTL but without the repetition of the verbs,
glving & less musical affect but which s nevertheless effective, Lless
satisfactory is the cholce of expressiums; chew my quid is onusual, and
possidly unfamilar to most readers, actually referring to tobacco - a
deliberate substitute for sunfiower eeeds. Both translators make this
suift although there appears to be no real justification for it. TIR
retains the repetition of the ST, and effactively so:

So 1'll scratch my head,
That feels fine, that fesls fine.,

In the next stanza the image of a sparrow is used in the ST to represent
the bourgeois with all the connotations of the old world and what that
represents, identifying the image with a sparrow - a small, insignificant
and unimportant little bird. TT1 makes the sparrow into a starling -~
both less common aci less insignificant, presumably in order to provide
« rhyme for ‘darling' in lne 242, TT2 omits any reference to a bird,

simply using the familiar nursery line {line 2401,

The canto e;-uiﬁ with an extract from the Orthadox funaral service -
Kat'ka, and all that she synbolizes in Yhe poem is finally laid to rest.
Line 245 brings us back to the s .rt of the canto with the lament
Skuchno! The drawn out long vowel and the famillar cry summarise all of

Petrukha’s exasperation and tiredness of the pact. The repetition is
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ratained in TT1 by repeating I‘® bored! Line 244 however is not
satisfactorily translated in TTL:

Blessed are the dead which die in the Lord.
The implicabion iz rather that elther Kat'ka was a repentant bellever wha
dled in a state of absclubion, ur that as she died in a state of sin ghe
cannot herself Lw blessed, The line then loses all the significance that
it carriez in the ST, and represents a major distortion on the semantic
level of the text, TT2 uses a line which might more conceivably ove taken
from a funeral service and simply indicates traditional religion. These
last two lines of TT2 sunmarise all of Petrukha's exasperation and
abharrence of religion and all that it entails:

Give rest, O Lord, to thy hendmaid's soul..,

Vhat a bere.

Canto I¥: This presents an absolute contrast with the previous cantos.
Blok's cheice of classical and regular four foot iambe with  regularly
alternating masculine and feminine rhymes is symbolic of the bourgeoisle
and the old world, meking more emphatic his caricature of all that is

represented,

TT1 attempte to indicate the chonge in tone by a mere sedate, traditional
rhythm and language in the first two limes:

Out of the city spills no noise,
the prison tower reigns in peace..

TT2 is mora culloguial:

There’s quiet over Council Tower,
The city's silent round about..
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The reason for rendering Nevskaya Bashnya in this way is chscure; it is
interesting that in tkis case translators saw the necessity to make the

referance sither more explicit or more general for the Bnglish reader.

The passing reference to the necessary absence of alechol, discussed in
Chapter 6 above, is changed in TT1 ta We've got no booze while T12 puts
o somewhat different light on the question with though liguor’s out in .

parenthesas. Line 249 of the ST echoes those lines which contained the

phrase rer kregta [91, 101, 114) in canto 1T, thus making an {rrevarent
link between religion and alcohol. This is lost in TT1 which rendered

those lines as Down with the cross, and in TT2 which gave them as with

no crase!. ' i

The second stanze reintroduces the image of the bourgeols on the
crossroads with his nose in his collar (vf. line 20-30}, Blok then
introduces the image of the 'mangy cur' which becomes a symbol of the
bourgecis himself ond then of the old world. TTl selects an unusual
translation of pyes ~ pup; the purpose is to provide a vhyma for ‘up’
but is quite inappropriate far the comtext. 'Pup’ has comnotations of
youth, 5a1et'y. mischievousness and health. In the BT the associations are

of 'osur’, or a stray dog, as in T12's, a 'seruffy cur'.

In the third stanza with the development of %he symbol of the dog, the
immobility of the Old World and all taat it represente is emphasised both
in the choice of mebre and in the chulce of words, TT1 falls to extend

the symbol satisfactorily. Rather than directly comparing the bourgeois
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to the dog, TT1 makes use of an Snglish expression hengdog aeir which
only implies a link, The comparison with the old world is also more
subtle and less explicit than in the ST. T thus obscures a central’
symbol in the poem, whils the uss of 'pup’ is tatally inadequate and

distorts the semantic invariant of the ST.

TT2 omite the vepetition of sioft which carries especial significance
within the context of the posm. This omission comstitutes a distortion
on several levels - syntactic and semantic as well as functional and
thematie., T72 does however retain a maore direct comparison between the
bourgeois and the dog and then betwsen the 0ld world and the dog, by

using mopgrel-like and mangy tyke.

Canto X: The canto is formed of a serles of jolly couplets ending with
the echo of the Varshavanka, the traditional marching song of Russian
revolutionaries. Blok makee extensive use of parallel syntactic forms
and repetition of key words. The third stanza consists of five rhyming
couplets, whiok are linked to each other by a similarity of soundst
space/zaviraysya: upas/ikonostas: pravo/zdravo; krovi/lyubvi. The final
couplet is an echo of lines 107-8 and 185-6:

- Shag derzhi revulyuts’dnnyyl
Blizok vrag ueugomonnyy!

By changing the word order of these lines Blok emphasises the restless
movement of the revelution itself. The stanza is & final exhortation to
Petruha to put the past bebind him. The Twelve are seeking salvation
from the blizzard as well as from the apparently unssverable bonds with

the Old World, They are literally caught between two worlds, but their

Page 111

. - . Rl AN S P Bed

Lamto -



Two translations

only choiee is to move forward with the revolution, The rhythm and use
of rhyme and assonance in these lines stress the movement of the

revolution and of the Twelve themselves, in contrast fo the stagnation of

the previous cants. This 15 emphasised further in the fimal couplet

whichk is rhythmically unrelated to the rest of the canto:

g V¥pered, vpered, vpared, .
Rabochiy narodt [274~5) f

A

TT1 cheoses again to convey the foli connotations of this canto by using
colloquial chatty language; a whole area of semantic content is lost in
the translation and ¢y little added in the form of compensation. TT1
. does keep a fairly regular rhyme schama but its major weakness is in
. the choice of rhyming words. In the first stanza TT1 uses 'Just’ as a

rhyme for 'gus.’, thus placing abnormal strass on a word which plays a

minor gyntactic and semantic role. Lines 260-281 are abnormal both
f syntactically and semantically; the wurd order has an awiward ring and
the use o. the word 'forn’ as & rhkyme for 'storm’ jars. The regular and
. emphatic teat of lines 262-8, becomes weak aad faded in TTI:

Bnow twists into a funmel,
a tawering tunnel,.

o

The powsr of the storm thus dissipates suddently and ineffectually, in
- coptrast with TT2 which renders the couplet more successfully:

Towers of spaw and funnels whirl,
Snowy peaks rise up and whirl,

TT1 changes the eight lins stanza made up of four rhyming couplets inte

& siz line stansa. The reason appears %0 be to use a longer line and

avaid the short clipped lines of the ST. Semantically \he substance of

rage 112

Y . S e N PR . P



Two translations

the stanza is retained, the language is colloguial and conwincing. The
reference to icons and hence to the Orthodox religion is changed simply

to ‘Christ and his cross' thus making the reference more gemeral.

The major distortion of this stanza In TT1 lies in the use of ‘Jesus
Christ' in line 264, Thie ie the first explicit reference *o Christ in
TT1 and within ttc fremework of the poem 45 a whole the thematic
balance is changed. This now forms an explicit appeal to Chbrist for
saivation. The insertion of Christ's name gives the reader a direct hint
of the ending of the poem. In addition tfe normal use of 'Jesus Christ’
in such a context is as an expletive expressing horror and disgust, and

as such is entirely blasphemous.

Linss Z70-271 in TT. do not have the sane echo with the previous limes
£107-8,185-61; TT1 keeps the first line of the couplet intact and aliers
the second line substantially, *rus losing :bs offect of the ST which
changes the order of the first iine and makes r'evalyutsxauny rhyme with
neugomonny. The rhyme in TTL of step/let up is correspondingly weak and
ineffective. In contrest TT1 renders the final couplet with emphasis and
an emphatic rhythm.

TT2 is more faithful to the original , and the uonglike quality <f the ST
is conveyed by the regular dancing rhythm and the strict rhyme scheme,
more regular and rhythmic than TTL vecause of the corr.lation between the
rhynes, rhythm, line divisicn and patural Englich intcmation, 112 keeps

the reference to icons, with the rather clever line Frotected by an icon
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scraen? {2671, The repetition in lines 272-§ falls flat with the use of

d'you hear and the rhyme with 'near’.

Canto XI: The first line echoes the use of the previous phrases bez
kresta and bezr vina by describing the Twelve as marching ber fmeni
svyastogo.  This wotif structure is 1ot in both translations because
there has been ne preparation for its retention. The emphasis on the
non~religious stance of the Twelve is therefors considerably weakened.
The line is tramslated in TT1 as Spurning the holy name, although it is
moved to the second line of the canfto, TT1 adiz to the meaning:
Abusing God's name as they go

which is far more active than the original.

Line 277 of canto IX states that all twelve are moving forward,
indicating that the past has finally been severed. The couplets are
linked by the rhyme scheme which cantinues ababab ood de, giving o

progression which adds to the impression of continual movement forward

to an unknown ion. This is by the parallel syptex
and the very close rhymes [many of Blok's rhymes are irregular). There
are links between the verbs bletsya/ razdaetsys/ prosnetsya as well as

flag/ shag/ vreg.
TT1 retains the rhythm and the ides of progression btut chaoses to
discard the strict rhyme scheme of the original. Thus the semantic

connotations of the rhymes themselves are lost. TT2 chooses accepts the

lisitations of retaining the Thyme scheme and thus produces a mare
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rhythmic and musical version which bears maore similarity with the ST.
The limitations imposed by the rhymes do however cause lexical and
semantic problems in TT2 apd lines 278-9 suffer as a result. Similar

restrictions result in an artificial and false rhyme in line 285, which is

not at all suscessful in 172 - Deep epough to mezn No Go..~ .

i The idea of prugression forward is conveyed in the second stanza of TTi
at by carrying each line semantically and syntactically over into the next
: . 14 e, even to the extent of splitting a weord with a hyphen:

wits shrapnel, and through quag-
mire drifts where the boots drag...

The success of such a device is dublous; it has a signiffcant effect on a
pragmatic level, making the poem much more moders in style and gemre. It g !
B fails however to convey the Stromg beat af the Russian with its emphatic
- line division snd rhymes. The close relationship of the three couplets is
also lost. In costrast the tercet is rendered with an empbatic beat and
strong line diviston:
Into their faces day and night
bellaws the wind
without a break..,
TT2 chooses to retain the limks between the couplets by using three
rhyming words - akead/tread/yet. The pairing of ahead and tread serves
; to emphasise the onward merch uf the Twelve. The rhywe is further {
emphasised by the rhyming of all lines of the tercet:
And the blizzard blurs their sight,

Grants no respite
Day or night..
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Canto XII: The first quatralv reiterates the rhyming words of the
previous canto: flagom/ shagom. 171 loses this, not having made it a
possibility in the previous canto, while TT2 chouses to discard the link
and does not keep the regulsr rhyme scheme of the ‘first stanza at all.

TT1 loses the thematic, syntactic and semantic associations with the

repeated rhyming lines of 107-8 and so forik, TT1 and TI2 instead both
{ insert two different words - sovereign firead, thus adding further
connotations not mecessarily found in the ST. Perhaps 'mighty' would have

been more apprapriate.

The next stanza, also a quatrain, reintroduces the image of the dog, thie
time hobbling alomg behind them; line 303 repeats the same image of line

I 254 - pyes golodny, which is changed in TT1 to zangrel runt, the omly

P

explicit reference o a dog in canto IX of this translation being mongral
pup.  TT2 keeps the word our from the ninth cants, but adds the word
scavenger and inserts the reference to golodny in the next line as an

adverb, Another important Iinx within the structure of the poem is

thersfore lost once more in TT1.

Line 302 of the ST repeats the vykbodi! of line 298, but this time
.o chyming with pozadi instead of vpered! — an importemt contrast in that
the opposition of the new and the old world is central to the whale poem,
TT1 attempts to retain this contrast by opposing at thelr head with irn
the rear, while TT2 uses various phrases to cover the word vperadi: up in

front, ahead, contrasted with behind.
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The third stanza makes explicit the idenmtification of the dog with the
old world. The Twelve fhreaten the dog and hence all that the old world
represents with paysical violence. The rhymes are formed from
nmorphological parallels; sheludiviy/ parshiviy and  poshchekochu/
pokolochu, The use of the latter verbs as a rhyming pair serves tg
emphasise the active nature of the threats, TT1 conveys the viclence of
these threats by the language and the rhythm of the lines. The
association beween the ald world and the dog is made by fusing the two
images directly imto 'old mongrel world', although the direct links with
canto IX are lost because of the substantial difference betwean canto IX
in the ST and in the tramslation. TT2 salso loses the links with canto
IX, and this stanza is generally umsatisfaciary, possibly as a reeult of
staying too close to the ST. The link betwean the 'foul mongrel' and the

‘ald world' is pere made more explicit.

The mext stanza describes the dog stubburuly following the Twelve, Again
the cunnotations with +*he refusal of the 0ld Vorld to be completely
extinguished, as well as of the inability of the people to sever their
links with all that it represents, are clear. The dirsct links wih canto
IX are again lost in both TT1 and TT2 (ST lime 311), In addition the
transiation of ne otstast as does not stir in IT1 is a further
distortion. The function of the line in the ST is to indicate that the
dog and hence the old World cannut be left behind. In TT1 the impiication
is that the dog has indeed stopped and is no longer following, althaugh

this will be contradicted further on in the canta,
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The canta continues with a further link bYetween  flagom and sbagom,
recalling the first stanza as well as the previous canto. IT1 laoses this,
failing to keep any continuity in these words at any point in the poem.
The second line of the stanza omphasises the darkness of the streets, and
with the last line, stresses the apparently furtive and possibly evil
nature of the unseen figure, This is cleverly conveyed in TT1 by the use
of tomb/glocm. The potential enemy is still unknown in either the ST or
the tramslations - the Twelve bave constantly reiterated the need for
vigilance [107-8,186-6,272-3, 290-11, The sixth stanza rises to a
crescendo in both sound and mood. The next stanza begins with the sound
of rifle-fire. But there is no response other than the acho ¢f the shots;
the invisidble figure is unaffected by the buliets. The only sound is that
of the blizzard, which Blok desorides as laughing long and gaily in a

mockery of the twelve g This is by the rhyme of

otklikaetsya and zalivaetsys at the begiuning of lines 322 and 524, TT0
provides au effective translation of this stanza although it differs
radically from the original. Unable to retain the parallslism of the wa
verbs and of the repetition of tol'to the translatar makes use of a
certain alliterstion with splits/seams/sleeve, T12 dves not attempb amy

compensatory device herc and thus loses much of the effect of the ST.

Then comes ancther round of rifie-fire, the onomatopoeic couplets both
frightaning ard shacking the reader, preparing the way for the contrast
of the final nine~line stanza, which is formed of a single sentence. By
using only one eentence here Blok j& able to build up to the final

astonishing denovement of the whole poem. The first line echoes the
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lines repeated most often throughout the poem, symbols of the comstant
onward movement:
..Tak idut derzhavnym shagom -

The dog is agaln pictured trailing behind the marching guardsmen, and
apposed to it - vperedi instead of pozad! - but not revealed until the
two final words of the pusm - is the figure of Jesus Christ. In the
build-up *. this revelation, ths figure is described as carrying a
*bloody' flag, alwost invisible through the blizzard, impervious to bullets
and stepping softly above the - warly stow!, with a garland of white
roses around his head. Christ appsars to be floating through the air -
a familiar religicus image of Christ on a c¢loud; the uz: of the word
zhemchuzhnoy introduces other 'heavenly' connotations, The “imal triumph
of the poem is the contrast Yetween lines 328 and line 335 - ihe old and
the new are contrasted strongly, the mangy dog and the Old Vorld as

opposed to Jesus Christ, and the promise of redemption,

TT1 retains the form of this last stanza, using one sgentence. The
rhyming unity of the stanza i somewhat dissipated however, for while the
snhéme of the ST is abaccddes, T1 changes to ababdedef. The absence of
rhyming couplets for the second half of the stanza inevitably makes it
umore disjointed, and sets the last line apart from the rest of the verse,
Semantically, important distortions ocour in TTL in this all-import. :i
final canto of the poem. Christ no longer steps above the snow, but

simply in %he snow, and he no longer wears a orown of white roses but a
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flawery diadem of frost. The overtly religious implications of the stanza

and hence of +he whole posm are thus destroyed in TT1.

TT2 also keeps the form of the ST with a rh;}me pattern of ababccdee.The
opposition o ypared! sad pozadi are given as in their rear and up in
front , somewhat weaker for being paraphrased rather than giving one
word for each such as ‘'ahead' and 'bahind'. The rest of the stanza
retains the semantic content and siructure of the original with one major
distartion; the use of the word ‘spliced’ in line 334. It provides a
rhyme with Christ but otherwise its presence remains cbscure. Literally
the word means to join, but is common in slang - although outdated now -
as a word for 'to marry’, I4 is possible that Hackel, with his own very
personal interpretation of the poem, s seeking to indicate the final
upion of man and woman in the figure of Jesus Christ, and the garland of
roses is thus seen as a marriage garland, TT2's almost pedantic
ipsistesce in places on fidelity to the ST is reflected in the spelling of
Jesus in the last line as lesus. The significance of the original spelling
has been discuased above (p59) There is little doubt that an Engiish
reader would, without the bemefit of the parallel text, assume the

spelling to be a typographical error.
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Chapter 7: CONCLUSIIN

The aim in this dissertation was to disouss the theoretical and practical

issues involved in the tramslation of Aleksandr Bluk's Dvenadtsat’ into H

English. In order to fully understand the particular difficulties

! involved, a considsrable amount of background material has been included,

i The actual of was structured arcund the categories i
proposed by Van Kesteren, together with a discussion of additional
considerations taksr from  theorisie such as Beaugrande and Van den
Broesic, and issues which arose during the practical analysis of the texts.

Only when this point had been reached was it possible to procesd to a

7 detalled comparison of the source text with the two translations, The

results of the analyses maks it possible %o draw certain conclusions

caoncerning the nature of the task of transiating Dvenadtsat’ and Blok’s

poetry in general,

The last two chapters presented a detailed and thorough analysis of the s
source text and of the two target texts. The discussion of the two
translations centred on those elements in t% ¢ inslation which differed
- noticeably from the original poem. The remsons fur this wers largely
practical: firstly, a detailed analysis of each i nslation as independent
works in the target language would have been far tn0 long and tedious;
secondly, the general content of the {ranslations is falily ('mse to  the
source text, so that the only valuable analysis must focus on points of

deviation and distortion. This type of approach to descriptive

Page 121

|
|
|

« e e T S A P Comv o



[ERT—

H
v

-
v 2wy

beginning with the problems in the

analyst, This approach is clearly

discussion and comparison has focused on the identification of those
textemic elements which possess a functional relevance within the text as

un integrated whole, Only when those features bave baeen identified can

any attempt at ascesgment be made.

The first twc chapters of this dissertation stressed the importance of

cansidertag a poem as a unified whole, each of it parte interacting to

produce an overall significance.

th.oughout, and the relaticnship between the various poetic devices and

the thematic structu=n of the poem

This aspect must al be stressed in comparing the original with the

tronslation studies may be open to ori'lcism, Toury espacially insists
on the primacy of the target text, suggesting that an analyeis should

start with an identificatiozn of the solutions to problems rather than

compalisen carried out here, which aspires to be critical as well as
cescriptive, Indeed, the value of analysing translations without any )

attempt to identify errors and deviations s doubtful. In this work the

B,

Conclusion

smurce text as parcelved by the

unsuitable for the analysis and

Tais approach has been followed

has been consistently emphasised.

target texts, In aduition, the status of the tramslated poes as an .

' original poem in the target language

literary system must also be taken

into consideration. Chapter 2 ind'nated that . hlerarchy of feaiures

must be established in order to provide the tr.ullator with a set of

prierities. However objective the methods used fo shalyse the source text

in order to identify and order these featw: <. & is inevitably an

intensely personal and subjective

tagk, e g both on  the
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reader/translator’s perception and experience of Slok's postry and on his
understanding and familiarity with Bnglisk poetry. Nevertheless, by
{dentifying tacee elements which are most vital to the dynamics and
assthetios of the poem, tentative propusals for a & * of priorities can be
made. Bnunerating features of importance in the ST does not present a

problem; the difficulty lies in establishing an order of prierity.

1t is essential to recognise the constraints cperating on the tramslator;

als aim must always be to the 1 el ts of the poem

by means of elements which function ou an equivalent lavel in the target
text. He is olearly limited by the language in which e is working. The
emphasis must be an the qverall communicative value, whilae those
festures which are the ballmarke of 3lok's postry must also be
communicated.  Returning to Van den Broeck's threse-polnt process for
assessing translations [descrdbed on p27), the final stage is described

asi

& generalising description of the differences between the
actual TT/ST equivalent and the adequate trapslation.

An adequate transjation, in Toury's terms, comprises only thuse features

which are functionally relevant for the structural relationships within
the source text. When guidelines regarding the adequate translation have
been established then the translations may be compared with it in genmral

terms,

The purpose of this concluding chaptar is therefare twofold: firetly, a

blernrchy of functionally relevant textemic features will be proposed,
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based on the analysis of the source text and lackground materiali
secondly, the translations which wers analysed in tbevpraviaus chapter
will be compared with this concept of an 'udequate’ tremslation. It must
be emphasised thet as the reader of the text, eifher as tranaslator,
transiation critic or simply as the target language audience, is an
individual, then each reading of the text will vary, Fur this reason it

is often desirable to base any assessment purely on textually-based

information, suggested by Beavgrande. Unfortunately, literary
criticism must contain a certain amount of subjectivity, and ultimately it
is a subjective assemsment of the texts which will fndicate whether aor

not they com “itute 'good poetry'.

& hierarchy of textemic features

1. OCiven the highly symbolic nature of the original poem, and the place
of the ST in the SL literatura, the symbolic base of the poem muet be a
high priority for the transiator. This involves metaphor as well as
other devices such as the stressing of certain concepts through the rhyme
and syntactic patterns of the poem; these features should therefore be
preserved wher? possible. Yhere this s .not possible suitable
alternatives must ba found while retaining a sense of the overall
structure of the posm, Both translations succesd to & certain extent in
this reepect but the major distortions that da ocour destroy the internal
coherence. This is particularly noticesble, for example, at the end of the

poew, where TT1 omits a majir area of imagery surrounding the figure of
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Christ, and TI2 introduces an element not present in the original. s ve
bave seen, the symbolism in the original poem is "inked to uther warks
by Biok, something which may be forgotten by the translator working on
Dvenadtsat’ elone. No translation should be attempted without a semse of

the whale macrocosm of Blok's work, and with considerable insight intc

Blok's own world, Only “hen can the istricate weavisg of symbols and .

imagery be transposed into the fabric of another language.

2. The preceding chapters have demonstrated conclusively that the
particular seund texture of Blok's poetry, related to his own ‘musical’
interpretation of life, is an essential feature ot his work, Thus in
Dvenadtsat’ the sound texture of the poem, espac ally in  its
juxtaposition of harmony and dissonance, has a definite semantic function.
By combining rhyme, metre, rhythm, assomance and  dissonance, Blok
creates an intensely personal paetry, in which the music of the words and
the symbolic covtent of the poem are indissoeiable. W¥hile it is obvious
that the same scounds and musical features camnot be reproduced in
English, it is possidle to reproduce the function of this musical quality
of Blok's verse. At the same time there cen be na doubt that even the i

most succossful tramslation will fall to convey the same feelings and

emotions for the target audience as the original does for the source

language audience The analysis of the o lati has shown that

neither of the translations succeeds in consistently conveying that

powerful and emphatic use of sound whick is a primary feature of Blok's,

poetry and which is functionally relevant in an aesthetic sense as an

indication of his standing as 4 poet.
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3. The rhythm and metre of the original ds of functional importance in
the semantic assaciations for the reader or audience. This is particularly
significant in the way in which Blok makes use of the metre and rhythm
of folk-poetry inm arder to represent the masses, whom Blok reversd as
closer to the natural order of the Cosmos, and hence as the people mast

in tune with the revolution. This feature iy clearly linked %o the

previcus ones, but can be considered separately when discussing
translaticn. The translator ocan only attempt to reproduce the
communicative function of Blok's use of rhythm and metre, English folk-
poetry, although substantial, is less familiar to English readers than
Russian folk-posiry is to Russian readers. A pussible equivalent ta the
chastuskia may be the limerick, but the latter is inevitably humorcus and
aften vulger, while the chastushka need not te elther. 1t must be
accepted that there is no true equivalemt, chiefly because the suedal,
cultural and literary background of the two literatures do not share
sufficient features. Similarly, the actual metre of the poem 1S not
directly relevant; it is its function within the posm that the translater
must seel to preserve, Both translations have succeeded to a oertain
extent in reproducing this feature, although in very different ways. This
has been achleved both in the lexis and syntax as well as in the rhyme
and rhythm af the poems; unfortumately neither travelation has been able

to sustain tnis throughout.

4. The large colloguial component of Dvenadisat’ means that amy

translation should convey the same register, without falling into the trap

of using incomgruous asd apachromistic language.  Te ligmore this
Fage 126
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colloquial flavour of the original would result in considerable
distortion, altbough this feature way be subordinated to the preservatiom
of those features already llsted. Individusl instances of colloquial
language do not have to be retained; rather the translator must give his
work a colloquial flavuur which Is functionally equivalent to the use of
such langusze in the origisal. .otk tramslations have been successful
here in differsst sections of the poem, althaugh IT: tends to concentrate

on this aspect ta the detriment of the overall thematlc structure. Again,

it is the transp of <hese el ts that is lacking.

Moreover, the use of language ragister and style is not aiways convincing

and tends to be contrived.

5. The historical context of the poem will be perceived very differently
by the English reader unless he has deliberately studied the sccial and
historical background. Ifems bound to the culture of the source text
should be retained where they are sig'niﬁcant in the thematic ctructure
of the poem. This has been done in the translations studied here; those
instances where deviations do occur are not essential to the overall
structurs.. There is no doubt that the reader will be aware in both
translations that the setting of the poem is Russia., The inevitability of
this awaraness makee the use of Russlan names in TT2 more convincing

than the use of English names in TT1.

6, Finally, low priority may be assigned to the specific rhyme pattern
of the original and %o specific lexical and syntactic equivalence, largely

because the differsnces discussed above between English and Russlasn mean
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that close equivalence on theése levels is impossible to obtain. This is
one area in which TT2 hau failed. By attempting to keep rigidly to the
rhyme scheme of the original TT2 has fallen into the pitfall of
comcentrating on one aspect 0f the text to the detriment of uthers, and
therefore undermines the artistic integrity of buth the translation and
the original. The issue for the translator here becomes ome af
acoeptability n the target language literery cystem. It may be argued
that strict adherence to the rhyme scheme of the original would not be
functional equivalence, as the norms for rhyme schemes differ

considerably between the two languages.

It will appear clear that sach section of the text, stanza by stanza, »
canto by canto, must be considered both separstely amd as part o
artistic whole, Thus the order of priority for the features listed al
may change according ta the particular problem facing the translator. As
the process of evaluatlon and, first of all, of appreciation, of a work of
art {s very muck ariented towards the Teader and is therefore highly
subjeotive, Lt ia inevitable that each reader would choose to arder the
hierarchy differently.  Given the background of Blok's postry, the
features listed in the order presented here reflect the most 1mpom§nt
characteristics of Blok's work and as such, although by no means
exhaustive, they are proposed ae a definite hierarchy against which the

translations may be compared,
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Conciysion

One of the most iwportant oriteria of adequacy s that the poem wrust be
acceptable as an original poem in the target langusge, If the transiated
poem is not aesthetically pleasing and artistically uniffed within the
inevitable comstraints imposed b); the socio~historical, linguistic amd
literary background of the poem, then i1t cannot be comsidered a
successful translation. The distortione and deviations identified in the
previcus chapter detract from the ppiential status of the iranslations as
original poems. 1f the poems are read with no reference whatsoever to
the original then certain features are strikingly incongrucus and destroy

the artistic unity and beauty of the text,

TT1 begine well - the first three cantos have an exciting blend of
harmony and discord; the poem is vigorous and there is a strong
impression of movement. In the fourth canto however this slips away and
the use of certain lexical items distracts the reader's attemtion (for
example, gnout, moustachio, mugl. In the sixth canto with the use of the
word 'butts' the reader is brought up with a start, uncertain of the
autbor's  intention, The whole of canto VII fatle as an original
composition in the use of langusge, the rhythm and the lexical content of
the Mpes. In contrast the eighth and ninth cantos are largely successful
while the tie tenth canto seems artificial, The poem flnishes well, apas®
from one or two lipes in the final camto (312-4]. The overall impression
of this translation is that while the general content and the rhythm of
the poem is powerful and effective, the use of certain lexical items.and

of certain language registers are incongruus when read by a pabive
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Conclusich

English speaker, It would be difficult to believe that the poem had been —

written originally in English, despite sections of same accomplishment.

TT2 is disappointing when read as an originel. The first canto i=
stilted and lacking in effect. The rhymes appear contrived and muck of

the language contradicts natural Emglish iutonation [23-4, 47-9, §7-91L

Canto II is also weak and Ineffectual although the %hird is far more
satisfactory, TT2 fares no better in the fourth canto than IT1,
especially in the second stanza., The mest successful canto in TT2 is

the seventh, where the translator succeeds in making use of just the

right language register, it effectively with an emp rhythm
and rhyms scheme. There is little more to comment on; the poem is !
o excellent in parts but falls in its use of contrivad rbymes and awkward
intonation, The overall impression is of a somewhat weak poem by a
| ’ medicere post which would be ualikely to be assigned a place in classical

English literature.

On the whole TT! bhas opted for a ‘free’ fransiation, while TT2 has

remained more 'faithful' to the source text. As Beavgrande commented, a
tendency %o, either stance leads to inadequacies: the literal translator
. will lowe the communicative function of the text while the free translator {
may change or distort the actual content af the text substantially. |

Although the translators of TT1 bave produced a poem which can Stand on

4ts own in English literature ‘although at a level far below that of Blok
in Russian literature) they have clearly fallen prey to errore and

distortions, In the numerous instances of deviatitn om all three levels
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Canclusion

they have often failed to compensate for those features omiffed in treir
efforts to produce a truly Englisk poem. Despite these shortcomings,
TT1 compares favourably with TT2. The most significant distortien in
TT1 {s the omission of those elements which made Christ into an immortal
and supernatursl figure. This slteration underwmines all of the symbolic
and thematic structure of the text and results in a fer less powerful

work of art.

In contrast Hackel allows the ouriginal text to <onsirain his framslation
to such an extent that It becomes a stilted and mediccre Englishk posm.
Blok’s brilliance is nsver transposed in the franslation; it is difficult
to believe that this is the work of a great poet. In addition, Hackel, in
his rendering of the last few lines of the poem, allows his own
interpretation to take over amd thus adds ap element to the fext that is
not present in the original. His trassference of the rhythm and the
language register iz on the other hand extremely effective, only %o be

weakened by the contrived and almost petty rhyme sequences.

1% 1 inevitable that the conclusion should be drawn that while Hackel
possibly had a greater apprecilation of the original poem, and a greater
knowledge of all those featurss typir;al of Blok's genius, he lacked one of
the elements of Beaugrande's concept of ‘poetic competence’, namely,
strusturation competence (see p24l. Stallworthy and France oun the other
band combined their abillties; Peler France was tha scholar, and
nossessed the background knowledge to the posm and to Blak's work and

Russian literatura in general; Jon Stallworthy was the poet, and thus
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Conclusion

possessed the ctrusturation competence whick Jacksl lacked.  Betwean
them, thay should have produced the optimal translation. Evidence of
their failure to do so has zlready been presented, It is possible that
the division of labour dissipated the creative energy required; it may be
that Stallworthy is simply not able, even in iranslation, to reach the

beights of creativity for which Blok is revered.

Finally it should be emplasised that the guestion of the translation of
poetry remasins extremely complex and the issues involved have no clear-
cut solutions. In every case the translator himself works not ooly
within the constrainte of the language he is attewpting to mould in a
likeness to the original, bur also within the comstraln*s of his own
identity as a reader of the source text and within the limitations of iis
own ability as a post. To truly apprecicis 7 , o originally written in
another language the reader is obliged to acquire a good command of the
language, Ultimately, it must be admitted that a puem in translatica is
by no means the same work of art. As Savory commented:

Tha translation is not e original poem in any but the

primitive sense of its meaning; it is a new product, the

result of new iutellectual effort..a poem is a thing

made, and 1f 1% iz made of English words 1% iz a

different thing from a poem made of latin or Spanish

words, [Savory: 871
This overwheluingly subject!ve nature of poaetry s aleo emphasised in
this quatation from Sir Jobn Denham:

The business is not alone to translate langusge into

language but possie into poesie, and poesis is of so

subtle a spirit that in the pouring out of one language

into another it will all evaporate, and if a new spirit

is not added in the transfusion there will remain
nothing byt a caput mortuum. (eit.Savory:SvJ
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Conclusion

Yevertheless, as poetry is b. 4 translated and read in translation with
increasing frequency, studles . .2 as $hi, one do possess a certain
ralevance, sspacially as very lithi. evaluative worg has besn done on

existing tramslaticns of 'great’ posts. It is hoped that the issues

raised and the suggestione put forward have mads a contributien o

translation studles, R
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Appendix I

AAEKCAMADD BAOKD

OBBHALQUATHL
1

Yepuuift peucons,
Bawit cibrs,
Bbreps, Blrepy!
Ha 5oroxt 1e CTONTS 9eA0BEKD.
Beps, sbrept —
Ha scescs Boracars cobrh) ) |

. Sunusaers shreps o
” Bbautlt cicboks., ¢ .
Toas exbiRKOME - ACAOKT.
‘ " CroABIKO, TKKD, .
Besdit xoz0K
CRaABSITS — axy, GhanmiKa)

Ot a83uix Kb 2AaHi0
ITpormiyrs wanars.
Ha Ranath - yAakaTs}
«Bea avacrs Yupesureannomy CoGpasinoly )
Clrapynixa y6HBacTCN — MARYCTS,
Hurars ne nofsers, U0 m1aanrs,
Ha wro Taxott maakate,
a0 Taxott orgosassiét Aocxyrs?
CroAtxo BLt BHUIAG NOPTMIOKD SAr peGRTh,
A pengift — paaghrs, pusyth...
Crapyma, Kaks Kypun,
. HKolt-xaien ncpesomITyAcy 1epess CyTpofis,
! : - Qxn, Mirynca-3aerymmsmgal
— Oxs, GoAsuIcHIIt 9aLOuATS 3% Tpolis!
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APPF . "X 1
Birep  serwiii!
He orcracts 1 moposs!
1L Bypwyit ra ncpoupeorich
B BOPATIIKS YIDRTANE 110CT.

A 310 107 — e woaocst
1 rosopuTh BTIOAFOAQCR:
— TIpegarea!
— Horuban Poccin!
i ZloaskHO GBITH, TUEATOAB —
Barin...

|
A BOITH 1 AGATOTOABIfE —
Croposkoit — o cyrpolis. .
Yro mmmue suceceaut,
Tosapings nows?

- Hoymanys, xaxt Gumano
. BpioXoMb IIEAT DOCpeST,

0 1 kpecToms et |

. Bpioxo B2 napogn?

H

| B : Bowus Gapetus 8B Kapaxyxh
K3 spyroft nosuepnyance:
— VKb MBL RAGIAAN, TARKAAL
Tocxoxsanyaacs
11 — Bagn — pacruyaacs |

Ak, aft!
Tautis, ogutaalt!

Blvep neceantt i
1 soaw, u page. .
KpyTurs rosoaut,
. ipoxomnixs KociTy,
Pretw, Muers, 1 uocirs
Boantuoft mankats:
Ber sancrs Yupedurreantony CoGpandian...
T caona gonoenrn:
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APPENINX I

6o . FLy Hacs Guiaa coGpastic.,.
- BoTs B3 STOMS SqaithL. ..
« OBey. AL e
Tloeranouni:
Ha ppess - - A0CATS, R HOYL — IB0IDTS NATH..0
2+ J1 Membiue ~ s ¢ Koro e Gpate,.
«..Hoilgems eraxs...

Tlogaitt seucpu,
Thyerbers yanga.
Oams Gpogsea
70 Cyryamres,
Ha conygers sbrept...

B4, bhausral
Tloaxcm—
Togbayemcs...

Xas6al .
Yo srepean?
Tpoxoan!

Yeproe, "lepﬂoc nebo,
306z, rpyctian 3o
So Kunnrs »s rpyam..
Yepuas A0S0, SBRTAT 53008

‘Tosaptuys! Panau
By o6l

2

Fyaners whreps, nopxaers enbrs,
Hayre avkraauars deaosbin,

Bunrovows wepitate penunt,
Kpyrass — oru, oty orist,..
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APPENDIX t
B ay0axs ~ guirapa, NpUMATS KapTySh,
Ha cmtzy-6% a0 GyGieontit Tyws]

9 CoBoan, cooGn.aa,
. Bxm, 3%, Gess Kpeeral

Tpa-ta-tal
XoAOAHO, TORADHILHL, XOAOAHO!

— A Bammnka ¢5 Kazproit — v kabaxk...
— el xepenxn ects BB uyaxh!

- BAWOIIKA GaME TCTEPh GOraiB.r.
— Buixs Bauska naurs, 2 craas coagars!

— Hy, Buuia, cyxumn cuum, Gypicytt,
Moo, noupoGytt, nonkayit!

tos CsuGoaa, csolaga,
i, 3%B, Gezb Kpeera!
Katia cb Bansxoit sanara—
Whaen, whars ganaral.

Tpa-ra-va!

Lpyrosrs — orm, oru, OMIN.. .
Oraeis — PYmENILC pEsHIL...

PenonoysoHITEIL Aep3kiere wars |
Heyrostomest He ZpeMAcTs Bpars!

“ToBapuyrs, BIHTABKY ACPKIL, HE Tpycn!
10 Tlansiress-ka nyacit 81 Canrye Pycs —

Bt ronzonyio,
B mabanyto,
Bw ToacTosadyiol

13, 33, Gean xpecral
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APPENDIX I

3

Kaxp nouwut uatx pebrra
Bw xpacuolf roapain caymuTh —e
Ba xpacwolt roap.gin caymIrs —

Byliny roaomy caowers!

x5, T8, TopE-TApRKOC,
Caaaxoe sxurse!
J g —
Ancrpificoe pysse!

Mt 1 tope sl yprymis
Miposolt nokaps pasayess,
Miposoit moxiaps wu Kposit
Focniogz, Gaarncaosi!

Ed

Carbiry KpyTiTH, MiXaTH KPHAHTE,
Baneka o» Katekote AcTuTh
Excerpriscckiit gonapus
Ha oraofeasraxs.
Ax, axs, nagn

Oup mb nrmeasih contrekoly
T ratososticit aypaysoit
KpyTieTy, pyTHTE YepIRl YO,
g nokpyunsacts,

AR oMy TIBACTS. -

Bor» Taxs Banbka — owb HACURCTR!
Bors Tas Banska — otrn phumcrs!
Katoiy-aypy obummacts,
BarosapunaeTs...
BarpowIityAaCh AULOMT,
ByBrest GAEIIYTS KEAUYTOMS. .

b o, Jars, mos Rars,
“ToACTOMOPACHBKAT. .
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APPENDIX

5

¥ ven mn wich, Kers,

Hlphacs He SWKINT, 0T 1O,

Y 1067 moas rpyasto, Kars, —
Ta yapanna cabaal ]

D, 5%'5, noOILLI]
] Boaso noskrs xopouns!

By xpymentoss Gash xoamAs —
! Toxoase-xa, moxoan!
O opryepanu Gxyatna —
To6ayam-xa, nofayzu!

XB, 9B, HOGAY At}
Cepage exiyao B rpyau!

~ ITosmuum, Karn, ofigepa — -
! He ywuexs omrs oTs HOKQ... s
Ay wie scaommnag, Xosepa? y .
6o Ann navnrs ste cehixa?
7 . 9w, 350, ocBban,

. Cnars ¢ coGoto noaomn!
Tetpu chpuan nocuAa,
. Hloxoaaas Musows wpasa,
" G 10uKCPLOMD TYATTE XOAAL —
C'5 coAgaTsCHB TENCpS HOUMa ? : |

9x, sxm, corpum! ;
3 Byaers aerue gan gywnl

6

«..Onns mascrphay nccoTen sckads,
o AeTiT, JOnNTS, 0PCT ATXAYE.
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5

¥ rebn ma weh, Karg,
1Lpasrs He BRIV OTS HOIRA.
Y 1cbx noan rpyaso, Rara,
Ta yaparaa, k!

Bxs, sxs, nomamnm: !
o A ——

Bs xpysesuoms Ghash xoquaa —
loxoAtE-Ka, roxoai!
T ofuyepasiu Gayamaa —
TioBayan-xa, nobayast!

Bxw, 9xm, nOBAY!
Cepaue exnyao 5b royau!

Ilosusimss, Kan, ogriigepa —
He yiuexs b oTh HOKAL..
Ang e acaomitag, Xorepa?

160 At rawaTs s1c cobixa?
. Dixs, oxcs, ocaba,
. Cinawe o3 coforo oxoin!

Perpst chpun nocnag,
HHokoaaas Missows wpara,
G t0uKepHEND TYATD XOAIAR —
Cs congaTuCH TeRCph UOWARD

Dxp, oxn, carpbum!
Byaers aerye gan ayusi!

6

Oy, #ancrphay HeceTon Bokids,
I Aeritrs, nottars, 0peTs ANXAYD...
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APPENDIX 1

Crot, croit! Anapioxa, onorait!
Herpyxa, caagy sablrafil..

'

T poXE-TAPAPAND-TAXD-TAXB-TAX b-TEX:
Bexpyrmaca kv ueby eubusit npax:

Atsads — 1t o BabKoN — HayTeKS, .
Exge pagox | Basoai kypoksL..

Tpaxterapapaxs! Tsc Oy.tets anats,
Kaxcs v absosolt uyoft ryams..

¥rown, noarews) Yixo, nocroit,
Pachpasatocs sasTpa % Cb 0G0k’

A Karsxa r8? — Mopraa, scprea!
" Ipoctphscinan rorcsa!

Yro, Kareka, paga? — Hit ry-ry...
Acumit 151, 234835, 23 cubry!

Penoaropronnsit epKITe wars !
Hryrosonssifl B¢ 2peMaeTs Bpars!

7

11 onars uayts anbnaagars,
e ——
Auwwts y Ghararo yGiligst

He mitgatn conchms asmya...

Bee Gutcrphe 1t Buscrpho
Vropanausscty wary,.
BanoTans NANTORT K8 e —
He OnpORIILCR KA. ..

.~

R
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— Y10, TOBApULYE, TH HE BCCEAD
— Hro, apymons, oroporthan?
— Yo, Ilotpyxa, oct nowkcras,

TLan Kathiy nosarhas? -

— Ox®, ToBApILI, PO,UINC,
Bty abory 1 A0fuss...
Housn gepirbia, SMEABUBS
G sroit akbxoit npapostvs...

o T5%e02 yaa't Bl sonoit
B Ornenuikn ¢ 0%wih,
Hez-aa pogsmry nyngosoft
Boaxk npavaro nacun,
BaryGiuve w, Gestoaxonutit,
BaryGuas 1 cropasa... axs!

— ITutn, CTEpBEIE, ABCAT HAPMALIKY,
Wro-st, {lethka, Gaba wro-an?

- Blpro, Ayuty nasanauxy
Basywans sewepreyTs ? [asors!

— Tloaaepiu cgoio acanxy!

— Hagn cofoit acpnar xourrpoas !

-— He »aK0C UBIHNE BPEMT,
Yrofst HUHbIUTECA b TOGOM !
Tlotmxeae Gyaers Gpemn
Hays, Tobapriys aoporoit!

H Ilerpyxa aaseanicrs
ToponAtBble warit. ..

Omb roAOBKY BCKUIIARACTE, .
Out onrs moseceabas. ..
Dxm, oxnt
IloanGastrca we rpbxs!

Banupalite et
Hauwie Gy.ayts rpabems!
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APPENDIX I

Ornupeatite norpela —
T'yaners nuirne roastruGal

8

Oss, T8, Tope-Topbioe!
Cryza cxyquas,
Cmepraan!

Yike 2 npestixo
Tponcay, 1poveay...

Vs 2 vemauro
Flouewmy, noxemy..,

Vs  chusi
Loaywy, moAywmys..

irh & HOKHIKOMT
Tloaocuy, noavery L.

Tat aeTst, Gypaeytt, popoSumumons!
Brranio xpouyuKy
3a sagHoGymry,
epuoBpaBy1IKY ..o

Yrokoft, Focroass, aymy pader 0.,

Cryno!

9

Eic CALULHO MIYMY TOROACKOID,
Hajxs nescolt Gawereit vruana,
11 oanmse w7 roposonoro —
Tyantt, pefrra, Geos nima |

-
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Crostrs Sypueyit ta nepespeerwh
I 5B pOPOTHINE YHIPITAND HOCH,
A PIIOK KMETCT WUENCTHIO HCCTRONK
Tlommantulit xa0cTs MApUSELL Mecs.

Cronts Gypayil, KaXD ICCD FO.A0AMLI,
Cromrs Geamoamisall, KKk BOMPOCH:
11 ezapuiiy Mipt, Kak® ftecth Geapo,snuilt,
Croiers 88 HIMh, NOKABILL XBOCT,

10

Paasrpasacs wroit 0 uora,
Of, puora, ofi, sora!
e ni140Ts GORGHAD ADYT APYTa
3a werrpe aa waral

Girbrs mopuesait sansiace,
Clirbrs CroAGYHIKO 1I0AHANCS. 1\

— Quxm, nypra xaxas, Cracel
— Terykal B, ue snsnpatica!
Orp nero Tebx yracs
Banoroli nxorocracs ?
Beacossaresustif Tt 1paso,
Baseyan, nogymall azpaso —
AN QYRH HE BB RPORI
Hrs-aa Karsxniolt aolni?
- Wlars sepiit pesonoyhortitit!
Bausoks spars Heyrosansi(

Briepegs, Driepess, LRCPESS,
Pafoutlt napoav!
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APPENDIX I
11

+..XT 1tayTs Goan stvonn cusrora
Beh astsazuars — 1IaAb,
Ko ncenty rotonur,
Huzero ue mans...

3 E HIXB BITHTOBOYKI CTAABHAI
4 Ha sespnvaro sparn..,
B nepeyaousi rayxic,
T2k oAua MELAUTS TYpLA, .
A s cyepolis nyxosue —
He yraneuts canora.,,

| s ovm Gueren
i Kpscubit $paars.

b Panzacren
i Mbpinalt wars.
£ 290 ‘Bors — npacneren
Aworsiit Bpars...

. 11 pH1ora, MBIARTS HMT BE OUit
3 1t 1t ot
Hanpoaers...

Brepeat, sucpeas,
: PaGowit uapoan!

12

<. BA2AD IAYTH ACHAADHBIMD HIATOMD..s
- — Rro eygte rarns? BuxoAn!
Hra — shreps €% Kpacrues GARTOMT
300 PROWITPAACA DRECAL. .
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APPENDIX T
Brepean — cyrpoln xoasuwrl,
~ Y10 e cyrpull — putxoaul.
Toavko gl ecs roaoasudl

Kosraners nosasit...

« QTBMRICE TH, WeAYAL ML,
A nrrmkoms nowgeroay [
Crapeitt sips, saxs Tecs mapursslt,
Tipomaancs — moxosoky !

-CIRaANTD 3yGL — BOAKT TOAQIINE =

310 nOCTE MOZKANE ~— HE OTCTACTD —
TMecs xon0 umit — necs Geapoaubil,

— i, QTRANKRECE, KTO BACTH?

— K20 TAMEL MRUICTS KPACHTIMB DAarons P

w TTprrasanics-xa, oKa Toma

— Kro Tasth xoauts GIrasmes maross,
Koponacs sa 5ok aoma?

~— Bee panto, Tex A0Gyay,
Aywine caaiten mik miotews | -
— DY, ToBapULL, GYACTS AYAO,
3% Bexoas, cpkasts naunears!

Tpaxn-raxwraxns! — IT Toauro 9x0
OTRANKACTCH Bl ZOMBXD..,
‘ToALKO phIOTRR AUAEHAL CMBROMD
Basmpaered 5v eubraxm..

Tprxperaxm-Taxs!
TpaXB-raxs-1aXT0s 0

TAKs HAYTD ACHRADULING MALOME —
TIoaRAM — TONDIE 1HCCT,
Drepe,it «me ch RPOBANMAG PAGTOME,
330 1T an pbtoroik stesitzises,
1L oTs try:nat uenpeusts,
Hisuolt noetynsio ool
Crrbactofs poacutron ixesuysnolt,
B Ghaose phuunkh nao poss —
Bropean — Heyen Xprerosn.
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Appendix IT

Target Text 1 by Jon Stallworthy and Peter France, 1970

THE TWELVE

i

Darkness - and white
snow hurled

by the wind. The wind!
You cannot stand upright
for the wind: the wind
scauring God's warld,

The wind rufiles

the white snow, pulls

that treacherous

waol over the wicked ice. 10
Bveryone out walking

slips. Logk ~ poor thing!

From building to bullding ovar

the street a rope srips nimbly,

a bannar on the rope - ALL POVER

TQ THE CONSTITUENT ASSEMBLY.

This 0id weeping woman is worried to death,

she dossn't know what {t's all about:

that banner -~ for God's sake - .

so many yards of cloth! 20
How many children's leggings it would make -

and they without shirts - without boote - without..

The old girl like a puffed hen picks
her way between drifts of snow.
Mather of God, these Bolsheviks
will be the death of us, 1 know!

Will the frost never lose its grip
or the wind lay its whips aside?

The bourgeois where the roads divide

stands chin oo chest, his collar up. 30

But who's this with the mane

of hair, saying in &

whisper: 'They've sold us down

the river. Russia.'s down and out.'?
a pen-pusher, o doutt,

a word-spinner,.

There’s someons in a long coat, sidling
over there where the snow's less thid
"What's bappened to your joyful tidings,

Gomrada cleric?' 40

¥,




Appandtz 17

Do you remember the old days:
waddling belly-first to prayer,

when the oress on your bally would blaze

on tae faithful there? B

lady in a fur
is turning to a friead:

"We cried our eyss out, dear...’
She slips up -

smack! ~ on ber beam end,

Heave ho 50
and up she rises - so!

The wind rejoices,

nischieveus and spry,

ballooning dresses

and skittiing passers-by.

It buffets with a shawer

of spow the banner-clothi ALL POVER ‘
TO THE CONSTITUENT ASSEMBLY,

and carries voices. ‘

..Us girls had a session.. &0
..dn there on tue right..
i wohad a discussion..,
wearried a motion;
ten for a time, twenty-five for +be night..
and not a rouble iess
from anybody..coming up...?

: Bvening ebbs out.

The crowds decamp.

Only a tramp

potters about. 70
And the wind soreams..

Hey you! Hey

chum

golng my way..?
- A crust!

Vhat will become

of us? Get lost!
Black sky grows blacker.

ERR gy

Anger, sorrowful anger
seethes in the breast.. 80
Black anger, holy anger..

i
z‘ Friend!
Keep your eyes skinned!
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jod
The wind plays up snow flubters down.
Twelve men are marching through the town.

Their rifle-butts oa black slings sway.
Lights left, right, left, wink all the way..

Cap tilted, fag drooping, every ome
locks like a jailbird on the run.

Freedom, freedom,
down with the cross!

Rat-a-tat-tat!
It's cold, bays, and ['m numb!

Johnny and Kate are living 1% o
She's banknotes in her stock’  cop.

John's in the money.ico, and haw!
He was one of us; he's gone over now!

W¥ell, mister John, you son of a whore,
just you kiss my girl omce more!

Freedom, freedom,

dows with the cross|

Johnay Tight now is busy with Kate.
¥hat do you think theyTe busy at?

Rat~a—tat-tat!

Lighte left, right, left, lights all the wag...
Rifles on their shoulders sway...

Kesp A Revolutionary Step!
The Relestless Ememy Will Not Stop!

Grip your gun like a man, brother!
Let’s have a crack at Holy Russia,
Mother

Russia

with her big, fat, arss!

Freedom, freedom! Down with the cross!

15

The lads have all gone to the wars

to serve in the Red Guard -

to serve in the Red Guard ~

and risk thelr hot heads for the cause.

hppendix II

50

100

110

'
i
|
!
1
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Hell and damnation,
life is such fun 120
with a ragged greatcoat

and a Jerry gun!

To smoke the nobs out of their holes
we'll light a fire through all the world,
a bloody fire througk all the world -
Lord, bless our souls!

v

i The blizzard whirls; a cabby shouts;

away fly Jobnny and Kate

, with a 'lectric lamp

N betwean the shafis... 130
Hey there, look out! .

He's in an 4rmy overcoat,
a silly grin upon his snout,
He's twirling & moustachio,
twirling it about,

joking as they go..

BN Young Johnny's & mighty lover
with a gift of the gab that charma!
He takes her in his arms,
he's talking her aver... 140

She throws her head back as they hug . ~
and her teeth are white as pearl...

Ab, Kate, my Katey girl,

with your little round mug!

v
Across your collar-bone, ny Kate,
a knife has scarred the flesh;
and thare below your bosom, Kate,
that little scratch is freshi

Hey there, honey, honey, what
a lovely pair of legs you've got! 150

You carried on in lace and furs -
carry on, dear, while you can!

You frisked about with officers -
frick about, dear, while you can!

Honey, honey, swing your skirt!
Ky heart is knocking at my shirt!

Do you remember that officer -
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the knife put an end to him...
Do you remember that, you whore,
or does your nemory dim? 160

Haney, honay, let him be!
You've got raem in bed for me!

Once ypun a time you wore grey spats,
scoffed chocolates in gold foil,

want out with officer-cadets -

now it's the rank and file!

Honey, haney, dor't be cruel!
Roll with me o ease your soul!

vi
Carriage again and cabby's shout
came storming past: ‘Lack out! Lok outt 170

Stop, you, stop! Help, Andy - here!
Cut them off, Peter, from the rear!

Crack - crack - reload - c¢rack - crack - reload!
The snow whirls skywards off the road.

Young Johnny and the cabman run
like the wind, Take aim. Give them ome

for the road. Crack - crack! Now learn

to leave another man's girl sione!

Running away, you bastard? Da.
Tomorrew I'll settlea accounts with you! 180

But where is Kate? She's deadl! She's dead!
A bullet hole clean through her head!

Kate, are you satisfied? Lost your tomgue?
Lia in the snow-drift them, like dung!

Keep A Revolutionary Stept
The Relentless Enemy Vill Not Stop!

v
Onward the twelve advance,

their butts awinging together,

but the poor killer looks

at the end of his tather.,. 190

Fast, faster, e steps aut,
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Knotting a handiserchief
clumsily round his throat
his hand shakes like a leaf...

Vhat's eating you, my friend?
¥hy so downhearted, mate?

Come, Pete, what's on your mind?
St1il sorry for Kate?

Ch, brother, brother, brother,
1 loved that girl..

such nights we had together,
ma and that girl..

For the wicked come-hither
her eyes would shoot at me,
and for the crimson mole

in the crock of her arm,

I shot her in my fury -

like the fool I am...

Hey, Peter, shut your trap!
Are you a woman or

are you 2 man, to pour
your heart out like a tap?
Hold your head up

and take a grip!

This {sn't the time now
for me t0 be your nurse!
Brother, tomorrow

will be ten times worse!

And shortening his stridc
slowing his step,

Peter lifts his bead

and brightens up...

¥hat the helif
It’s not a sin to have svme fun!

Put your shutters up, I say -
There‘ll be broken locks today!

Open your cellars: quick, run down..t
The scum of the earth are hitting the town!

ViIz

My God, what a lifal
I've had snough!

I'm bored!

111 scratch my head

Appendix II
200
210
220
280
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Appendix 11

and dream a dream...

111 chew my quid
to pass the time...

I'll swig encugh
to kill my drought...

11 get wy knife
and slit your throat!

Fly away, mister, like a starling, 240
before I drink your blue veins dry

for the sake of my poor darling

with her dark and roving eye...

Blessed are the dead which die in the Lord..

I'm bored!

I

Out of the city spills no noise,
the prison tower reigns in peace,
'We've got oo booze but cheer y
we've gogn the last of the poli

The bourgenis where the roads divide, 250
stands chin on chest, his collar up:

mangy end flea-bitfen at his side

shivers e coarse~haired mongrel pup.

The bourgeois with a hangdog air
stands speechless, like a g X,
and the old world behind him there
stands with its tall down in the dark,

I .

Still the storm rages gust upon gust.

Vhat weather! What a storm!

At arm's length you can only just 260
make out your naighbour's form.

Snow twists into a funnel,
a towering tunnal...

'Ok, what a blizzerdl.Jesus Christ!'
Vatch it Pete, cut thab rott

You fool, what did Chriet and his cross
ever do for the likes of us?

Look at your hands. Aren't fhey hot
with the blood of the girl you shot?
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Keep A Revolutionary Stepl 200
The Bnemy Is Near And Ven't Les Up!

Forward, and forward again
the workisg men!

XX

Abusing God's name 25 they g0,

all twelve march onward into snow..

3 A prepared for anything, o
regratiing nothing...

gl Their rifles at the ready
for the unseen enemy
in back street, side roads 280
where ounly snow explodes

i its sbrapnel, ané through quag-

mire drifts where the boots drag...

before thetr ayes
throbs a red flag.

Laft,right,
the eche replies.

Keep your eyes skinned
Jest the enemy strike!

Into their faces day and night 290
bellows the wind
without a break...

Forward and forward again
the working men!

pes

..On they march with sovereign tread.,.

Who elss goes thers? Come out! I said

come out! It is the wind and the red

flag plunging gaily at their head.

The frogen snow-drift looms in front,

Who's in the drift? Come out! Come here! 300
There's only the homeless mongre. runt

limping wretchadly in the rear...

Tou mangy beast, out of the way
bafore you taste my bayonet.

0ld mongrel world, clear off I say!
I'1) have your hide to sole my boot!
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The shivering cur, the mongrel cur

‘bares bis teath like a hungry wolf,

droops his tail, but does not stir.,.

Hey, snswer, you there, show yourself. 310

¥ha's that waving the red fiag?

Try and see! It's as dark as the tomb!
Whe's that moving at a fog

trot, keeping to the back-strest gloom?

- Don't you werry - I'll catch you yet:
better surrender to me alive!
! Come cut, comrade, or you'll regret
- Ll it - we'll fire when I've countsd five!
I
|
i

Crack = erack - erack! But only tha echo
anwers from smong the saves
The blizzard splits bis seams, the snow

laughs wildly up the whirlwind's sleeve.,,

Crack - crack - crackl
Crack - crack - crack!

.80 they march with sovereiga tread.. i .
.,'\ Behind them limps the hungry dog, :
and wrapped in wild snow at their head
carrying a blood-red flag -
suft-footed where the blizzard swirls, [
invuinerable where bullets crossed - 330
crowned with a crown of snowflake pearls,
a flowery diadem of frost,
. abead of them goes Jesus Christ,
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'ALERSANDR BLOK

THE TWELVE

1
Black night.
White snow.
Wind, wind!
Kuocks you flat before you know.
Wind, wind,

Tilling God's wide world.

The wind whips up
"The fing white snow,
There’s ice below.
It’s treacherous,
The going's siow.
One ot wrong, and down you go!

From building to building
A rope is hung.
From the rope a banner’s strung:
*All power to the Constituent Assembly!"
An old girl's in tears at the sight,
Can’t understand the things they write.
What's it for, that poster?
Al that cloth, when such a Jot
Of kids need covering for their Jegs,
And most of them in rags, unshod...

Like an old hen she stumbles
Qver the top of @ snowdrlft and mumbles,

‘Oh, Holy Mother, pray for us!
Those reds, they’ll be the death of nsl’
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“THR TWELVE®

The wind is fierce
And the frost looking grim,
The brurgenis at the crossroads
Keeps his nose tucked in,

Say, who's that long-hair
Muttering over there, . ;
“Treason ! }
Russia has perished’? i
A writer? Could be the reason
Por his big talk...

And slinking by that snowdlsifi—

You dou't look very pleased:

What's bothering you niow,
Comrade priest? ;

Remomber how you waddled
Belly first among the paor
Vith the cross upon your belly
Going on before?

A fine lady with her fancy furs

Gossips with a friend of hers:

‘My dear, how we cried...” At that
She slipped

And (crunch!) fell flat.

ey, hey!
Up she rises, heave away!

The wind is frisky,
Malicious; gay.
Tt flirts with skirts,
Sweeps legs away,
It tears and twists aad carrics
The big declaration:
‘All power to the Constituent Asscmbly’...
And it cauries a conversation:
n
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‘THE TWELVE’

6o «.We had our own asscmbly...
o Right here in this bailding...
.. We debated...
Resolved to make it N
Ten for a short time, twenty-five 8 night...
«.No undercutling, right?..
...Clome on to bed...

Late night. )
Emply strect,
One lone tramp
7 Hunched on his feet
And the wind's hiss...

kA You, misery there!
Come here, dear, R
Give us o kiss...

Bread!
What's that ahead ?
Pass by
Black, black sky.
Scething rage, miserable rage

Bo Is what you feel...
Black rage, holy rage...

Comrade! Keep your
Eyes peeled !

2

| The wind is high, soft snow flits down,
| Twelve men are on their way through town.

Black rifle slings, Lights hiore and there.
Lights all around. Lights everywhere,
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'THE TWELVE'
6 ...We had our own asscmbly...
. Right here in this building...
o We debated...
Resolved to make it
Ten for a short time, twenty-five a night...
«.No undercutling, right?.,
«.Come on to bed...

Late night,
Empty street
One lone tramp
7 Hunched on his feet
And the wind’s hiss...

You, misery there!
Come here, dear.
Give us a kiss...
Dread!
What's tho+ ahead?
Pass byl
Black, black sky.
Seething rage, miserable rage
f Is what you foel...
Black rage, holy rage...

Comrade! Keep your
Eyes peeled!

2

The wind is high, soft snow flits down,
Twelve men are on their way through town.

Black riflc slings. Lights here and there,
Lights all eround. Lights everywhere,
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‘THE TWELVE'

Chewing [ags, their caps a mess,
They'd look right in convict druss.

Freedom, freedom,
Hcy, hey, with no crossl

Blank-blankoty-blank
1It’s freezing, comracles, what a frose!

“Van'ka's got Katic in some bar...
“Lber 7~ old styls banknotes in her bra.!

‘Gat ..o himself without much fuss...”
“Joined up with them, deserted us.!

*She's my girl, Van'ka, get that straight,
You keep your bourgeois handa off Katel’

Freedum, freedom,

Hey, hey, with no cross!

Van'ka's busy with that Kath—
‘What d'you think they’re busy at?.,
Now, now, none of that, '

Liglts all round, light everywhere...
Rille slings caught in the glare...

Kecp in revolutionary step! Make no mistake,
The rostless enemy keeps wide awake.

Clomeade, your gun! Get rid of fear
Let's shoot up Holy Russia here—

With fier rough tough
Huts of wood
And her fat old rearl

Hey, hey, with no cross!
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“THE TWELVE' .
3

’ So our lads they went to joirt
The Red guard up in town—
Yes, the Bu A guard up in town
For to fay their wild heads dawn.

Appendix I1I J
Oh life is bitter, . ‘
130 Life is funt

Torn old greatcoat, |
Austrian gun. |
Beware, you bourgeoisie, beware! |
We're going to set the world aflare.

Blood and universal Rre—
Lord, bless the pyre! )

B 4

“The cabby shouts, the snow whirls down,
: Katc and Van'ka lly through town.
‘ Shalts with ali-clectric Jights,
30 The latest gadgetry...
Hey, clear the wayl.

He wears an army grearcoat,

His features are as stupid as can be,

He twists his black moustacfic repeatedy—
He twists and twiddles it
As b tries his wit...

Van'ka's shoulders, thert's a sight!
Van'ka, he can talk all right!

- Got that fool of » Kate in his arms,
o Using his cunrms...

Her head is tilted back,
With pearly tecth a-shine...
Katie, with your chubby snout,
Oh you Katie, Katie mine.., ,
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Appendix 111

'THE TWELVE’

5 .

Katie, your neck is raw,
The knife has marked your Sesh,
Katie below your breast
There's another scar that's fresh,

Hey, hey, dance away,
Give a luscious leg display!

You used to go around in lace—
Go ahead, then, go shead.
You had grand officers in bed—
Go to bed, then, go to bed.

Hey, hey, go to bed,
Give my heart a flutter, pet!

“That officer (romemberF)—
A knife put paid to hint...

So soon, and you've forgotten?
Don't tell me you're so dim.

Hey, hey, thrill me through,

Cart me off to bed with you!
Yeu used to wear grey gniters,
You guzzled hand-made swects.
Now otlier ranks, not smart cadets,
Altract you in the ctreets.

Hey, hey, sin awayy
End your worrics [or today!

6

..Again the cabby comes, he flies
Fall speed ahead, he shouts, be cries...
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“THE TWELVE'

o Halt, halt! Andrlukha, mind!
; Petrukha, you run round behind!..

Rat-tararat-tat-tat-tat-tat!
And snow spurts up in time to that...

' The cabby—Van'ka with him—speeds away...
Quick, cock the gun again. Okay?..

Rat-tararat! And that'll learn you,
Meddiing with girls that don't concern you...

He got away, the swine, You wait,
s Tomarrow Pll still make you pay.

\,X ’ But where is Katie?—Katie’s dead,
Siie got & bullet through her head.

Pleased, are you, Katie?—No one's to know.
Just e there, carrion, on the snow.

Keep in revolutionary step] Make no mistake,
The restloss cnemy koeps wide awake.

7

Again the twelve move forward.

“T'heir guns are back in place.

Only the poor old killer

Dares not show his face... 1

i
g

! Hc keeps on going faster,
Hix scarf he twists and tes!

: Can’t pull hirself together
However hard he tries... , f
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“THE TWELVE'
“Comrade, why are you so gloomy?’
“Why d'you look so cheesed off, mate?”
“Why the hang-dog look, Petrukha,
You're never sorry over Kate?

“Vou listen comeades, listen mates,
“This bird, she was my love,

Them dark and tipsy nights with her—
1 never had encugh...

“What sont me was the wild abendon
In them fiery ayes of hers

And the birth-mark Jike a brand on
That right shoulder-blade of hers.

So stupidly 1 did her in,

Killed her in o fury. Curse...”

‘Stuff your song and dance, you sniveller,
You seund like an old woman, Pete.’

“If you've lined up a true confession,

‘We can do without that treat.

*Clome on, pull yoursclf together!”
“Seif-control is what you geed !

“What sort of time is this

To moliycoddle you, mats?
There's plenty worse to corse
For all of us—you wait.’

Petrukin's pace gots slower,
He's not so hurried as bafore...

Lventually he straigitens up:

« Pete’s his cheery self once more...

Hey, hey!
It's no sin to have a flingl

Lock your flats and don’t delay,
Pluaderers are on the way!
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‘THE TWELVE’

But open cellars now that we
Down-and-outs are on a spree!

8

Oh blues, you miserable blues,
0 You deadly boring
Boredom!

So I'il go ahead,
Pass the time, pass the time.,,

So I'll scratch my liead,
That feels fine, that feels fine.,.

\ So I'll chesw my quid,
That's no crime, that's no ctime...

So Tt switl you out
With that little knife of mine..,

240 Fiv away, bourgeols, fly away home!
Blood is what PlL use to toast
The girl-fricnd that I fancy most,
The gorgeous one that I adore...
. Give rest, O Lord, to thy handmaid’s soul...

‘What a bore, .

9

There's quict over Council tower,
‘The city’s silent round about,
. There's no police with any power—
Boys, have your spree (though liqnor's out),
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“IHE TWELVE'

The bourgeois at the crossroads stands.
Aad hides his nose inside his fur,

While prossed against him, tail twixt logs
Skulks 2 rough-haired scrufly cur.

The bourgeois fike 2 question stands
Sitent, lungry, mongrel-fike.
Bohindl hirm, tall botwean its legs,
The old world, like 2 mangy tyke.

10

The biizzard’s really on the go now,
Rlizzard, ho! Blizzard, hey!

Can't make out your nearcst partner
‘Fhough he's just four steps away. *

Towars of snow and funnels whic,
Snowy peaks ise up and swirl...

“There’s a snowstorm for you, Saviour!
*Pete, d'you mind, do us a favour,
Don't tell us that you've ever been
Protected by an icon serecn?

You're not very clever mate,

{bink about it and thixk straight—
Yeur hands aren’t cxactly clean,
Stal-aed with bload for love of Kate.
‘Keep in revolutionary step, d'you hear?

The restlcss encmy is nenr.

On and on and on sgaln,
Working men!
Y
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“THE TWELVE
11

+..The twelve move on together,
Spurning the holy name,
Refising to shos pity,
Prepared for any strain..,

2 Stecl rifles at the ready,
Aimed at the unseen foe...
In obscure back alleys
Where theee's only snow..,
Only untrod snowdrilts, .
Decp enough to mean No

The eye is caught—
Red flag ahead.

And there’s the sound
Of measured tread.

2g0 The vicious foe
May wake up yet...

And the blizzard blurs their sight,
Grants no respite
Day or night...

On and on again,
. ‘Working men!

12

+.-Onwards they march with sovereign tread...
‘Who else goes there? Come out!
Up in front that's fust the svind

300 Makes the red flag flap about...
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“THE TWELVE®

Cold snow piling up ahead,

“Who's that i the snowdrift? Mind.’
Only that scavenger, that cur
Limping lwngeily behind...

‘Get awny, you mangy creature.
Y've got a tasts of steel for you.
Get lost, old world, foul mongrel
Or else Il stick you through!

«-.Snarling wolf with hungry leex—
il tucked] under—~won’t stay cloar—

Frozen mongrel—Hlthy cur,

*Hey you, answer, who gocs there?

“Who's there waving that red (lag?
“‘Curse this dark, can't hardly scel’
“Who's that skutking behind buildings,
Scurrying away scot free?”

“Better come on out alive, you,

'l got you all the syme !

‘Watch out far trouble, comrade,
‘ome out, clse we take almP

Rat-tatat! But from the buildings
No response aprrt from echogs,..

Ouly the Wlizzared rolis ahout

In helpless iaugiter through the snows...

Ral-lastat!
Rat-ta-tat,..

<80 they march with savereign teead:
1n their vear, the hungry cur,
And with hlaad-ved flag ahead,
Unseen, sinee the blizzard’s there,
Unharmed as te bulle. fy,
Stepping gently, blizavd-high,
Sprinkling pearly tnils of snow,
With garfand of whitc roses spliced—
Up in front is Yesus Chrise,
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