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ON SOME KEY ISSUES OF POETRY TRANSLATION

The paper aims to discuss some key issues of ptaimglation, which is
considered to be the most complicated variety trdry translation. Achieving
equivalence in poetry translation is generally citioded by the translator’s ability to
solve a number of problems, such as the conveyaintsge metrical peculiarities of
poetic texts, the preservation of their stylistidegrity and cultural specifications.
Poetry translation, in general, has its own elalteth approaches and principles,
which deserve special consideration and are of @annimportance to those interested
in both the theory and the practice of this varietyranslation.
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Translation is a kind of interlingual, cross-cuturand cross-social
communication. As a kind of bilingual communicatiotne main purpose of
translation is to establish equivalence betweersthece and target texts. Hence,
equivalence is preserving the equal value of thet®LTL texts. In other words, as
a recipient of the source message and a sendee dhtget message, the translator
must do his best to convey fully the content of sberce text into the target one.
Otherwise, translation, as an act of communicatimuld end up in failure.

Literary translation implies the translation of gknres of literature, which
include prose, drama and poetry. The notion of \edence gains particular
importance in literary translation, because it mesi translation itself. This makes it
somehow problematic, because the process of anlgi@guivalence in translation
is circular — the quality of translation is appealsn terms of equivalence, and the
concept of equivalence, at the same time, is usedagsessing and describing
actual translation acts. The concept of equivalesadso central in the study of
translation, because it is closely connected terathportant theoretical notions in
translation studies; in fact, the assumption okitistence is a prerequisite for the
discussion of most theoretical notions in the gisoe. For example, it is central to
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the notion of fidelity/faithfulness to an originahich clearly presupposes not only
the possibility, but rather the desirability of @dlence. Faithfulness to the
original means faithfulness not only at the levemrds, the content, and the
period, but also at the level of the author andgiieesis of the meaning (sense) he
is transmitting. To understand the sense of a tlerefore, the translator must
grasp the intent of the author and convey it it® target text as completely as
possible.

The notion of equivalence is undoubtedly one ofrtlest controversial areas
in the field of translation theory. The term hasisd and still causes heated
debates within the field of translation studieshds been thoroughly analyzed,
evaluated and discussed from different perspectiVee first discussions of the
notion of equivalence in translation initiated fre tmid-28' century and have led to
the further elaboration of the term by contempothgorists. Even the brief outline
of the issue indicates its importance within thanfework of the theoretical
reflection on translation. The difficulty in defimg equivalence seems to result in
the impossibility of having a universal approaclthis notion. Thus, equivalence is
the central issue in translation, although its méin, relevance, and applicability
within the field of translation theory have caudezhted controversies, and many
different theories on the concept of equivalenceehiaeen elaborated within this
field in the past fifty years. According to Romaakdbson, “no linguistic specimen
may be interpreted by the science of language withize translation of its signs
into other signs of the same system or into sighsamother system. Any
comparison of two languages implies an examinatioh their mutual
translatability” /Jakobson, 1969: 104/.

From the historical perspective, the activity oepy translation has always
been there and practiced widely over centuriesgdneral, translating literary
works, perhaps, is much more difficult than tratistpother types of texts, because
literary works have some specific values, nametfie aesthetic and expressive
values. The aesthetic function of the literary wenkphasizes the beauty of the text
wording, figurative language, etc., while the exggree function puts forwards the
writer's intention, emotions and so on. And thadtator should try to do his best
to transfer these specific values into the targagliage. As a genre of literature,
poetry has something special as compared to otlera. poem, the beauty is
achieved not only through the choice of words agdrétive language, as, for
instance, in novels and short stories, but alsoutin the creation of rhythm,
rhyme, meter, and some specific expressive strestirat may not conform to the
ones of the daily language. In short, the trarmtabf poetry needs “something
more” than the translation of other genres of ditere. The choices made by the
translators, such as the decision whether to rétaistylistic features of the source
text or whether to retain the metrical dimensiontlaé original, become all the
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more important in the case of poetry translatiornsMscholars and translators,
such as R. Jakobson, believe that when dealingpeiry the notion of translation

is inapplicable, though, as in this case “only tiweatransposition is possible”

/Jakobson, 1993: 151/. Thus, it is the creativeetision of translation that comes
to the fore in the translation of poetry, thoughhody seems to be sure what
creativity exactly means.

Alexander Fraser Tytler, who was one of the edrgpteticians to discuss the
problem of poetry translation, takes a diametncalpposite stance to both the
translation-into-prose school with an equally cdefit dogmatism. Tytler asserts:
“to attempt, therefore, to do a translation of gclypoem into prose, is the most
absurd of all undertakings, for those very charactd the original which are
essential to it, and which constitute its highesadiies, if transferred to a prose
translation, become unpardonable blemishes” /Tyilé®1: 87/.

One of the best known and interesting cataloguesiethods employed by
translators of poetry is Bassnet's list of the aagipossible approaches /Bassnett,
1994: 97/:

Phonemic translation (attempts to reproduce thedai the original in the
target language, producing an acceptable parapbféise sense);

Literal translation (word-for-word translation diging the original sense and
syntax);

Metrical translation (concentrates on reproduchegrhetre);

Poetry into prose (distorts the sense, communieatalue and syntax of the
original);

Rhymed translation (the translator enters intocaulbide bondage" of metre and
rhyme, the product being a "caricature" of theiogaf);

Blank verse translation (restrictions imposed ufiwa translator, but greater
accuracy and higher degree of literalness);

Interpretation (the substance of the original isaired, but the form is
destroyed).

The translator who renders a text of this kind #hdiust and foremost ensure
that the meaning of the text is preserved as gla®lpossible, and to that end the
choice of the vocabulary and sentence structureldhme based on the concepts
conveyed, in order to allow this clear and univocahding that will avoid
misunderstanding and ensure the equivalence ofatiget text to the source text
with respect to its performance from the standpoirthe communicative function.

The translator of a poem should pass on to histhtexspecific significance of
the original poem, which is its identification cafebr the translator of poetry, the
translation starts with transposing visual legipiliA sonnet should be translated
for a sonnet, a poem in free verses for a poemea Verses, and so on. Doing
otherwise would mean straying from the translatiowards a free recreation.
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Faithfulness in poetic translation will consistriecovering in the target text the
textual markers of significance, so that the tatget can be not only a poem in the
receiving language culture, but a poem that is lggmeous with the original poem
in what constitutes its poetic identity.

In poetry, in addition to some cultural cases dfamslatability, a lot of cases
of linguistic untranslatability can also be foundowever, according to Nida,
anything that can be said in one language canitdersanother, unless the form is
an essential element of the message /Nida, TaB82, 78/. Generally speaking, it
is not justifiable to refrain from poetry transtati since poetry is the means of
expression of one nation's feelings and attitudesitd world affairs. In this case,
translation can act as a bridging tool bringingseladifferent nations of the world.

Translation is the art of revelation. It makes tleknown public. The
translator artist has the fever and craft to recmgmecreate, and reveal the work of
the other artist. But even when famous at homewitidk comes into an alien city
as an orphan with no past to its readers. Traoglaif poetry is conceivable. A
translation dwells in imperfection, using equivaterand shunning mechanical
replicas - which is the dream of literalists whdide in truth. A translation is
never an exact copy. It is different. In translatiperfect mimesis is impossible.
But a fake or counterfeit of the original is possjtand usually it lacks criminality,
since it stays close and calls itself what it isnslation. The translated poem
should be read as a poem written in the languagieecddopted literature, even if it
differs, because of its origin, from any poem ewétten in its new tongue. Poetry,
as a superior form of synonymy, is much more diffido translate than usual
messages. This difficulty resides in the skill tlatranslator needs in order to
transfer all the values of the original, togethéhvits musicality, style. One of the
most important features of poetry is undoubtedisicality. This is what makes a
poem live within the minds and souls of the readensl prevents its dissolution in
time. Hence, musicality is the main element thagpese poems alive through
centuries on the lips of generations.

The literary translator also faces the problemtylkes Style is not an easy term
to define, however, it can readily be said thakesiyy how one says a thing. In other
words, style is the way in which something is writtor said as distinct from its
subject matter. Naturally, each language poseswts problems of style, but the
practical considerations that go into the makingranslation do not seem to differ
much from one translator to another. Thus, anogptheblem in translating poetry
relates to the translation of stylistic deviceqeesally metaphors. Metaphor is the
concept of understanding one thing in terms of la@rotA metaphor is a figure of
speech that constructs an analogy between two ghimgideas, the analogy is
conveyed by the use of a metaphorical word in ptsiceome other word. Other
stylistic figures are hyperbole or exaggeratiomegyloche or using part to signify
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the whole, metonymy or substituting an attributeaothing for the thing itself,
personification or endowing inanimate objects ostedrt concepts with animate
characteristics or qualities, etc.

Toumanian’s poetry presents special challenges rémslators. These
challenges are culture, figurative language, inse@ntords, etc. As Kamenicka
states, the cultural environment of Toumanian'sqm®és decidedly Armenian and
many of the cultural nuances will be unfamiliar teaders in translation
/Kamenicka, 2006: 32/.

The analysis of the translation of Toumanian’s “Arenenian Grief” shows
how it creates the beauty of the poems and a yidtlire in the reader’s mind. The
poem has been translated into many languages. glesk translation below was
done by Mischa Kudian, an English citizen born ofm&nian parents. His
translations of Toumanian’s poems are an outstgriderary success.

The analysis shows the implication of the poetanstation from the stylistic
point of view.

The Armenian Grief Zuyng yhpwp
Armenian grief is a sea, Zujng Yhowp wihnit vh ény,
A fathomless, boundless main. vwdup dh ény whwght,
In that dark expanse drifts my soul, Et ul $nynid munwy bny
Mournful, in mortal pain. Lnn k wiwhu hud hnghte
Now furiously it rears Utipp quypugynwn swnu b hunud
And the azure coastline seeks, Uhusl tpyhtp juuynunwy,
Now weary it disappears, M1 dtpp hnguws uniqynud, hoinid
Seeking peace in the deeps. TYhuh unppliptt wthwwnwly:
But neither can it find the bottom, Ny hwwnwlt £ quninid wmudkpg
Nor can it reach the shore... N1 ny hwutnd Epljupht...
In the sea of Armenian sorrows Zuyng Yownh Uk dnyh Uy
My soul languishes evermore. Swinwynid k hut hnght:

Seeing the real circumstances his country facethgluhe national struggle
moved Toumanian to envelope his impressions inAtimeenian Grief. This poem
is another example of his enduring bond with hiepgbe and nation. Here is the
case where the artist’s life and work balance afilkat each other. An artist in
whose works and life the contradictions of the age,light and shade, are
concentrated, it is as though his very life wemaa@aument to the age, as sublime
and tragically beautiful as the poetic world of bisation.

Toumanian demonstrates the importance of settingh@ Armenian Grief
through the use of vivid descriptions. Writing mgtarically he emphasizes his
nation's suffering in the poentu ult dnynid nwnwuwbiing Lnn £ wvwihu pd
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hnghu (In that dark expanse drifts my soul, Mournfulnmortal pain). These lines

manifest a touch of suffer. To accomplish the saffect, the translator, as he
makes his transformation, searched for proper etpmis to ensure that the
translation is equivalent to the original makinge tkeffect of the original be

adequate to the target readers’ eye and ear. fdistigk equivalents, that keep the
sorrowful and miserable overtones of the source ensure that the poem is self-
sustaining and does not sound like translation.

There are two images passing through this poerne-intlage of an endless,
bottomless sea, which embodies the immeasurabilithe nation’s suffering, and
the image of the poet, who grieves for his natiod feels the weight of the sorrow
with his entire heart. The poet is an inseparahl @f this sea of grief, the center
of national suffering, expectations and hopes. His tpoem the author uses
antithesis:Utippe qujpwgynwun dwnu Lt [hunw...Nt dGpe hnquwd unigynid
hounud (Now furiously it rears...Now weary it disappearsjsbd on pairing
contrasting ideas in parallel grammatical strugurndere we see an emotional
tension, which is preserved in the English versasnwell. This stylistic device
helps to achieve rhythm, mainly by introducing plataimages of rising and
falling. Through preserving this stylistic devideettranslator also kept the whole
pictorial effect in the target text. This rhetofitachnique captivates the reader's
interest. It contributes to holding the passagettogr as one, hence keeping the
reader threaded to the idea.

In the same passage of the source text we alsohgperbole: Utipp
qujpwgynun dwnu k [hunwd nbiwh Gpyhup Yuwnwnwy (Now furiously it
rears, And the azure coastline seeks). While amgythe underlined sentences
above, both in English and Armenian we feel thas itmpossible for the sea to
seek the azure coastline. It is clear that Tounmaisaeexaggerating the situation.
This hyperbolic statement is an extravagant statéraesed for laying an extra-
stress. He adds a dramatic effect to the imageml®md to express the strong
emotions of the suffering people.

A translator of poetry who lacks any poetic gitsot likely to produce great
poetry translations even if the translator may bgreat philologist. Poetry is
neither just words, nor just meter. Translators Hmbreticians characterize it as
music of words, as a way of seeing and interpretitegworld. When speaking
about the sound, the first thing to mention is reymwhich can be defined as the
matching of final vowel or consonant sounds in wanore words. In fact, sound
is anything connected with sound cultivation in@hgd rhyme, rhythm, which
refers to the regular recurrence of the accentress in a poem, assonance or the
repetition of vowel sounds, onomatopoeia, whichliegpthat the word is made up
to describe the sound, alliteration or the repetitof the same consonant letters,
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etc. By no means, the translator should always g$eekaintain them in the
translation.

The translator, bearing in mind the fact that tlainen is, after all, rewriting,
recreation of a certain poem, analyses all thectsires and patterns that are to be
found in the original and tries to transfer thertoithe product of his work, the
translated poem. Nothing is supposed to be adddcdhathing is supposed to be
lost.

The literary translator is therefore the person vdomcerns himself with
reproduction of literary texts rather than themrslation. The literary translator
participates in the author's creative activity dimeh recreates structures and signs
by adapting the target language text to the sotexieas closely as intelligibility
allows. He needs to assess not only the literaglityuof the text, but also its
acceptability to the target reader, and this shdwdddone by having a deep
knowledge of the cultural and literary history aftlb the source and the target
languages.

Miram and Dayneko state that translators of poedsy,a rule, employ the
denotative approach to translation, which is basethe idea of denotatum and has
a definite relevance to the idea of concapiipam, [laitneko, 2006: 41/. According
to the denotative approach, the process of traoslé not just mere substitution
but consists of the following mental operations:

the translator reads a message in the source lgagua

the translator finds the denotatum and concept ttmatespond to this
message;

the translator formulates a message in the tam®julge relevant to the
above denotatum and concept.

In the denotative approach the relationship betwiersource and target word
forms is occasional, rather than regular, as opmpdse the transformational
approach. To illustrate this difference, let ussider the following examples:

The sea is warm tonight.juop tiptiynjwu ényp wnwp L:

She is incurably ill. bpwu phy £ duwgbi] wwpbnt:

In the first instance the equivalents are regulad &he concepts may be
divided into those relating to the individual compats of the sentence: sea -
onyp, tonight —wjuop Gptynjwu, is warm —nwp E.

In the second instance, however, equivalence betiles original sentence
and its translation is occasional, i.e. only fas ttase, and the concept of the whole
sentence cannot be divided into individual comptsen

The use of the denotative approach in translasatonditioned by the notion
of translation units in poetic texts. In generhk major task of the translator is to
be able to find in the original text a minimum laiage unit (this does not mean the
simplest one), which must be translated. In trdimslatheory, this unit is called a
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unit of translation. It is such a unit in SL, whibbas an adequate equivalent in TL.
Such a unit may have a complicated form, thattimady be composed of simpler
language units in the original text, but its patfstaken separately, are not
translated and in the target text one cannot fopdwvalents to them, even if they
have their own, relatively independent meaninghénoriginal language. In poetry
translation texts themselves become units of tatiesl, and the correlation

between the source and target languages is esedblest the level of the whole

text. In other words, the translator see the texa ahole unit in which any loss in
any place or device can be compensated for eithandther place or by means of
another device to preserve the overall aesthelieat the text.

Holmes proposes several approaches to the tramslatipoetry with relation
to form and content. One of them is the form-ddimeaapproach, in which the
translated poem retains the form of the originalfes, 1970: 94/. The translator
does his best to imitate the form of the origiriadiag at the utmost preservation of
the style and rhythm of the original. This approadsumes a high degree of
dynamic equivalence. Dynamic equivalence is defiaeda translation principle
according to which the translator seeks to cont&yrheaning of the original in
such a way that the target language wording wijger the same impact on the
target text reader as the original wording did upie® source text reader /Nida,
1964: 159/.

Another approach proposed by Holmes is conteni:dive and refers to the
so-called “organic form”, in which the translatdarts from the semantic material
and allows it to take on its own unique poetic shalpng with the development of
the translation. In this form the target text, ttemslated poem, has two inseparable
aspects: form and content /Holmes, 1970: 96/.

In the process of rendering a poem into the tdegefuage, the primary aim of
the translation must be to make the same impatietarget language receivers as
the source text had on the source language reseiiaguistically, each language
has its own metaphysics, which determines thetgfid nation and its behavioral
norms, and this is known as linguistic relativitthis means that language directs
our intellect and even our sensory perception. éSkvords or images may vary
considerably from one group to another, the traosl@eeds to pay attention to the
style, language and vocabulary peculiar to thelamguages in question in order to
produce an equivalent translation of the sourcguage text.

Culturally oriented translation studies focus oa tommunicative nature of
translation, and this is especially true in theecad poetry reproduced in
translation. All nuances should be preserved intridweslation in order to preserve
the spirit of the original and not to destroy themll impact.

The translator of poetry is the one who becomewdiee of the original poet
and is thus able to produce a poem that sound$ @swere written by that
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particular author directly in the target languaged he should have the same
inspiration as the author had when writing it. Ast® states, “The poet is a winged
holy thing, and there is no invention in him ufi# has been inspired and is out of
his senses, and the reason is no longer in him.latdP2002: 112/. So, the
translator of a poem must equate the author, ttist,aand be inspired from the

poem.
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U hUAASMP3UL - Pwiwupbnéwlwt funuph pwpqlwunyejwu
wnwugpuyhti futinpptubpp. - Unyu hnnjwdh twywwwlu k£ puuwpyb) pw-
Uwuwnbindwwu funuph pwngiwuniejwu npn2 wnwugpw)hu fuunhpubip: Pw-
Uwuwnbindwywu funuph pwpgdwuntgintup hwdwpynw t glinwpybunwywu
pwnglwuniyRjwY nwpwwnbuwlutiphg wdtuwpwpnp, pwuh np wjuwnbin hw-
dwpdtipnigjwt hwutbip wwjdwuwynpjwsd bt pwpgdwush Ynndhg dh 2wnp
wjuwhuh fuunhpubip (nétiine Ywpnnnigjwdp, huswhuhp G pwlwunbindw-
Ywu wbipuntiph duwswithwiht wnwuduwhwunyniyniuubiph  thnfuwugnudp,
nbwlwu wdpnnowywunyjwu b dJowynipwiht jnipwhwunynieniutbph wywh-
wwunwp: Cunhwunip wndwdp, pwuwunbndwlwu pwpgdwuntegintuu ntup
dowlywd dninbignwdubip W uygpniuputin, npnup hwwinty nwnpnigjwu Gu
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wpdwuh b wnwouwihtu Ywplnpnieinit niubu pninp upwug hwdwp, nyptip
gpwnynud Gu gbnwpybiunwlywu pwpgdwuntgjwt wju nwpwwnbuwyh wnb-
uwywu b gnpduwlywt nunwuwuhpnipjwudp:

Pwitwgh pwnbp. pupgdwuwpwunteintt, hwdwpdtpnip)niu, ginwnytiu-
wnwywu pwpgdwunye)nll, pwuwuwmbnéwlwu funuph pwpgiwunLe|nLy,
puwnqlwuwlwu dbennubp L dnuinbignudubip, pwpgdwuntgjwu dhwynp, thn-
fuwpbpwlwu [Ggnt, nbwywu huwp

A. XAYATPSAH — Knrouesvte 6onpocvt cmuxomeoprozo nepegooa. — Jlannas
CTaThbsi MOCBSIIEHA HM3YYEHHUIO HEKOTOPHIX KJIFOYEBBIX BOMPOCOB OJHOIO M3 CaMbIX
CIIOKHBIX BHJIOB JIMTEPATYpPHOTO TEpeBOjJa — TepeBoJia Mo33MU. B 3Toi pasHo-
BUJHOCTH TEPEBOAA JOCTHKEHHE IKBUBAJIEHTHOCTH TpeOyeT OT MepeBOAYMKA pelle-
HUS psija TaKKMX 3ajad, KakK, HaMpUMepP, BOCIIPOU3BEACHUE METPUIECKUX OCOOCHHOCTEH
CTUXOTBOPHBIX TEKCTOB, COXPAaHEHHUE CTHIIMCTHYSCKOW IIEIOCTHOCTH U KYJIbTYPHBIX
ocoOeHHOCTel opurnHana. B menoM, CTHXOTBOPHBIA MEPEBOA MPEIyCMATPUBACT CIIe-
[UaJbHO pa3pa0OTaHHBIC MOMXOABI M HPUHIUIBI, KOTOPHIE 3aCIy>KUBAIOT 0COOOTO
BHUMAaHUS W 4YPE3BBIYAMHO BaXKHBI JUIA BCEX TEX, KTO 3aHUMACTCS TCOPETHYECKUM WU
MPAKTUYECKUM U3YHYEHUEM 3TOT0 BUJA JIUTEPATYPHOrO MEpPeBo/a.
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CTUXOTBOPHBIA TMEPEBOJI, NMEPEBOUECKUE METOJbI M TOIXObI, E€AUHHUIA TEePEeBOa,
00pa3HbIl A3bIK, CTUJINCTUISCKUHN TIpUeM
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