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This article discusses the selected poetry of Taras Shevchenko (1814-1861) in the
English translations from Ukrainian by Michael Naydan, published as a tribute on the
bicentennial of the poet's birth in 2014, and particularly focuses on various aspects of the
translator's strategy. It examines the basic procedural issues of Naydan's translation strategy
including literal textual meanings, accurate idiomatic equivalents, functional contextual
substitutes and situational modulation of set phrases. It also observes gains, losses, and
compensations in Naydan's translations from a communicative vantage point. The
discussion notes how the view of the nature of Shevchenko's oeuvre by Naydan merges with
the graphic design of the 2014 book of his translations illustrated with linocuts by Ukrainian
graphic artists Volodymyr and Lyudmyla Loboda. The article applies Justa Holz-Ménttéri's
metaphoric definition of translation as a psychological process of constructing worlds and
shows how Naydan's translation project fits into this conceptual paradigm. In addition, the
discussion describes linguistic zones of narrow translatability for any translator of
Shevchenko, such as paronomasia and paronymic attraction of the rhyming words, as well
as indirect meanings and idiomatic phrases. The article details cases of grammatical
perplexities that may be of a particular concern to English-speaking readers, related to the
SL emphatic and modal syntax, as well as to the composition of Shevchenko's rhetorical
discourse. The most detailed analysis in the article focuses on the instances of ostensible
perspicuity of the author's poetic diction in terms of its colloquiality and idiomaticity.
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I. The Book of Pain and Desire

The internationally recognized author, translator and essayist Tim
Parks graphically describes the translator's task using shifting as a
metaphor:

"Imagine shifting the Tower of Pisa into downtown Manhattan and
convincing everyone it's in the right place; that's the scale of the task." [1]

Indeed, any view of translation as an act of shifting, moving, or
relocating the edifice of the original work may trigger a somewhat
facetious response in the reader's imagination to such an endeavor on
the translator's part, even if the translator would have tried to assimilate,
or reincarnate, the most strange-looking features of a foreign cultural
edifice by repainting its elevations in order that a new chiaroscuro
attenuate its undue strangeness and create an illusion that fits into the
new skyline.
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Michael Naydan as a translator of poetic works by Taras
Shevchenko-the national emblem of Ukrainian people and their
idealized oracle-tended to construct a living world of the 19" century
Ukrainian classic for 21% century non-Ukrainian readers. He projected
his imagination and reflection of Shevchenko's poetic diction onto the
natural and familiar world of his contemporary American readers and
their language of everyday communication. And thanks to the
translator's intuitive sensitivity and attention to the hypothesized
viewpoints of the Ukrainian author and the English-speaking audience,
his translations proved to be exceptionally communicative. Thus, of all
the extant metaphors of translation as a psychological process, the most
fitting one for the Shevchenko translation project by Naydan could be the
metaphor of constructing worlds by the translator and putting oneself in
them, or in a broader sense the metaphor of projection, suggested by
Justa Holz-Méanttari [2, p. 103].

Our understanding is that Michael Naydan rather constructs the
world of Taras Shevchenko anew for a new, postmodern reader rather
than transferring its constituents into his own ambient culture that comes
straight from the 2014 book title of his translations: The Essential Poetry
of Taras Shevchenko. Such a title sounds almost nonsensical to the
native Ukrainian ear, for there is no unessential poetry written by Taras
Shevchenko in the contemporary Ukrainian literary canon. A lot of
textbooks or gift editions in present-day Ukraine, of course, include
selected works by Shevchenko, but one-sixth part of Shevchenko's
poetry will hardly be labeled in any Ukrainian edition as the essential, or
the most important, to the detriment of the remaining five sixths of the
poet's oeuvre. After all, who of the Ukrainian readers of Shevchenko can
tell that those 24 pieces selected by Naydan for the above-mentioned
edition are more essential than, let's say, such poems as "Kaeka3" (The
Caucasus), "CoH (Komegisn)" (Dream (A Comedy)), "Benukun nbox" (The
Great Vault (A Mystery)), "I mepTBMM, i XUBUM, i HEHaAPOXOEHHUM
3emMrisikam MOiM B YKpaWHi i He B YkpanHi Moe gpyxHee nocnaHie" (To
the Dead, the Living, and to the Unborn Compatriots of mine in Ukraine
and not in Ukraine My Fraternal Missive), or such cycles as "[laBnaosi
ncanvn" (Psalms of David), as well as many other notable items of
poetry by Shevchenko? Absolutely each of the poems in Shevchenko's
poetic heritage is essential as a building block of the author's poetic
world and is an integral part of its entirety.

But at the same time the translator's project is indeed consistent with
the artistic design of the book of his translations. The book was
published in the city of Lviv, which is considered the Western Ukrainian
cultural capital, to commemorate the 200" anniversary of the birth of
Taras Shevchenko in 2014. It is a bilingual Ukrainian and English edition
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illustrated with linocuts of Ukrainian graphic artists Volodymyr and
Lyudmyla Loboda produced during 1984-86.

The book features an expressionistic black-and-white linocut
matriarchal iconostasis on its flyleaves (from V. Loboda's series A Great
Journey to Ukraine. Taras Shevchenko) with mostly the primordially
simple contours of faceless women, as if they are half-naked, with their
heads covered—one is heavily pregnant, another is breast feeding,
another is holding a swaddled infant, or squatting, or kneeling, the other
one is sitting with a pieta-ike bowed head. Female figures are
supplemented with grotesque-looking icons of the national bard, or the
bandura-player, and a scarecrow-like crucifix at the top and bottom of
the iconostasis respectively. In the centre, the onlooker can discern a
tightly bound male figure that is evidently running the gauntlet.
Supplemented with The Blind Men linocut on the cover and an enlarged
profile of Shevchenko on the frontispiece—with a convexity of his
augmented symbolic moustache (just in case he be mistaken for
anybody else!) and a tiny star up in the sky projecting its expressive ray
straight to the "third eye" spot on the poet's forehead as if informing the
world of his soothsayer's gift. The book design aptly points to the nodal
archetypes of the sufferers and mourners in Ukrainian culture, as well as
to the empathetic sadness of Shevchenko, led by his cynosure as the
saviour from the loneliness and terror of slave life in the Russian Empire.

All those linocut illustrations are, in fact, ominously depressive,
representing the artists' self-reflection under Soviet rule in Ukraine in the
20™ century and its associational projection of Shevchenko's poetry onto
the oppressed Ukrainian world. This world would probably have been
destroyed by the Tsarist and Soviet Russian occupational regimes had
there not been such a poet as Shevchenko. And Naydan has reflected
this message of the acclaimed Lviv artists Volodymyr and Lyudmyla
Loboda in his own projection of Shevchenko's poetry onto the
contemporary English-speaking world.

The constructed Shevchenkian world of Michael Naydan consists of
the first Kobzar (8 poems) from 1840, a section tentatively called
"intimate lyric poems" (11 short poems), and a concluding section under
the rubric as "other selected works" (5 pieces, including two longer
poems, two shorter poems and the Introduction to dramatic poem
"lNanpgamakn" [The Haidamaks]).

Why are the poet's texts, as selected in the book, more essential
than others, no less known or highly rated by the Ukrainian readership?
The answer to this question, we assume, lies in the main idea of
Naydan's translation project, whose primary purpose, as the reader can
guess from the selections, was to construct in English a primordially
syncretic, expressionistic world of an archetypal folk bard, inhabited with
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highly sensitive and romantic characters. The texts and illustrations in
the book design are welded together by this idea of constructing a
perceptible intimate world of an ethnocentric people's poet. The linocuts,
created in a minimal artistic style, primarily resemble primordial
petroglyphs. They schematically depict in broad straight and curved lines
the crude contours of squat human figures with surly faces. Those
pictographic, symbolic images of the archetypal Ukrainian destitute (the
blind, the forlorn, the betrayed, and the poet-martyr himself) point to the
guiding motifs of the texts selected, as well as to their minimalistic, but
poignantly expressive English language projection by the translator so
that the textual and illustrational parts of the book might be perceived by
the reader as an integral unity.

Il. A New Vista

Deliberately or not, Michael Naydan has constructed his
Shevchenkian world as plain and as clear-cut in detail as the white-and-
black petroglyphic-looking linocuts in the background, or virtually in the
foreground of the book.

By the same token, Naydan romanticized, made intimate and, in a
way, modernized Shevchenko for the present-day American reader (n.b.
although the book in question was published in Ukraine, his selection of
14 pieces from The Kobzar appeared in the 1% volume of Ukrainian
Literature Magazine as early as 2004). And from this perspective,
Naydan's translations for the book demonstrate the integrity of his
Shevchenko project: from the early, purely romantic poems of the first
Kobzar, through the block of short lyric poems, tentatively qualified as
"intimate," and to another ethno-romantic block of "selected works,"
consisting of an early Romantic poem "lMpuunHHa" (The Moonstruck
Girl), a romantic Introduction to "The Haidamaks," two romantic poems
that may also be qualified as "intimate," grieving for the bygone glory of
Ukraine and lamenting a time of its plight, "Po3puta moruna" (The
Ransacked Grave) and "loronto" (To Hohol), and a short folklore-
stylized poem | 6azama 5... (I'm well-to-do...) at the end of this edition.

Eventually, the translator's projection of Shevchenkian poetry onto
the non-Ukrainian literary landscape outlines the profile of a purely
romantic (and deeply rooted into the folklore mythological tradition) poet-
mourner who is grieving for a bygone antiquity and bitterly lamenting his
fate. The translator is hardly troubled by the fact that readers, familiar
with the entire corpus of Shevchenko's oeuvre, would probably suffer a
kind of proprioceptive syndrome: an aching feeling for the amputated
parts of Shevchenkian (painfully familiar) poetic world, such as his
bitterly satirical poems, or old-testament-patterned prophetic verses, or
his wrathful appeals to the righteous fight for freedom, among others.
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Rather than drawing on the differences between the author's world
and that of the readers, Naydan tends to construct the author's world in
his imaginative projection on the cultural skyline familiar in the 21°
century and puts himself in this world as constructed and projected by
his imagination. Numerous markers of textual renovation testify to the
translator's presence in it. For instance, he creates anew an important
ethno-cultural reference by Shevchenko to the term moskal”:

"The word "moskal'," which in Shevchenko's time was a pejorative term
used by Ukrainians for Russians, and which particularly meant young
Russian soldiers in his poetry, has been translated as "Russky," "Russky
soldier boy," or "Russky boy." | have additionally used the word "Russkies"
and on occasion the term "Muscovites" for the generic term for the plural
"moskali," explains Naydan in his Note on the Translation [3].

On the one hand, an un-rhymed free-verse translation simplifies both
the poetic form and the multilayer semantic dimension of the originals.
On the other hand, it clarifies the textual meanings of the polysemantic
words and idiomatic phrases found in Shevchenko's work, and
contributes to re-contextualization of the communicative value of his
poetic imagery. Toward this end, it appears that the translator even
eliminates some of the author's dedications, as well as most of the
diminutive forms, which constitute a feature of the Ukrainian language
and reflect its ethnic character.

With a communicative purpose in view, Naydan not only renames
such a key historical culturally-specific term as moskal', which he
argues for in the above-given quotation, but he also introduces a
simplified, transliterated version of the authentic Ukrainian term Kozak,
"to differentiate the indigenous Ukrainian freedom fighters of the 16th
to 18th centuries from Russian Cossack troops in the Tsarist army in
later times" [3].

As the bilingual reader can easily notice, Naydan's strategy tends to
render literal textual meanings (which nevertheless do not always turn
out to be most accurate) in combination with accurate idiomatic
equivalents, functional contextual substitutes for the source language
culture-specific lexical units and situational modulation of set phrases by
means of close semantic analogues in the target language. In such a
way, the translator, on the commonly-used linguistic ground of American
English, displays a new, non-conventional and crossover view of the
nature of Shevchenko's oeuvre merged with the graphic outlines of
archetypal human figures in the book illustrations expressing universally
human emotions of frustration.

Ill. A Record of Gain
Later we will refer to the basic constituents of Naydan's strategy that
have become the major building blocks of a new English-based world of
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Shevchenko's oeuvre projected by the translator's creative mind and
placed in juxtaposition with the original texts in the 2014 Lviv bilingual
edition. These are 1) accurate idiomatic equivalents, 2) literal textual
meanings, 3) functional contextual substitutes, and 4) situational
modulation of set phrases.

Whenever possible, Naydan finds phrasal equivalents for the hard-to-
get-at semantics of colloquial verbs, as in the stanza below (the
matching phrasal verbs are highlighted):

Kob3ap swkeapus, a Ko3aku —

Ax Xopmuusi 2Hembcs —

Memenuui ma e2onaka

l'ypmom odduparome.

The kobzar strummed, and the kozaks too —
Till Khortytsia was shaking —

Blizzard dances and the hopak

Tearing off together. [4, p. 102]

Mostly, the translator suggests idiomatic equivalents for the verbs
with a figurative or implicit meaning, as in the following odd lines (the
matchings are highlighted): Bin 6azamud, oduHokuti — /bydew
naHysamu — He's rich and lonely — /And you'll hold sway [4, p. 48]; 3a
Heto nonuHys! — I've taken wing after her! [4, p. 58]; | eHuno0 KO100010
/o ceimy sanamuck — And knock about the entire world /Like a rotten
stump [4, p. 70]; | He cxameHembcss — And doesn't gather his wits [4, p.
102], or in the following stanza:

3eneHitomb no cadoyky

YepewHi ma suwHi;

Sk i nepwe suxoduna,

KamepuHa sutiwrna.

The sweet and black cherry trees'
Leaves are coming out along the orchard;
As she first stepped out,

Kateryna stepped out. [4, p. 20]

He also frequently adheres to literal textual meanings of proverbial
and set phrases that enrich the target language imagery, for instance:
Cka4u, spaxe, sk naH kaxe (a proverb) — Jump, enemy, as the master
says [4, p. 15]; sk mak nipoysimae (a set phrase, the full form of which is:
"rapHuin /Bpognueui /300poBUA AK Mak npougiTae" — "as beautiful
/handsome /healthy as poppy flowers blooming" [about a human being
or people]) — blooming like poppy flowers [4, p. 58].

Simultaneously Naydan "boldly accentuates the ontological status
and poetic nature of the word" (this is Haydan's own expression
concerning Yuri Andrukhovych's novel Perverzion, which we find
appropriate as applied to Haydan himself as the translator of
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Shevchenko) [5, p. 456] and strictly observes the imaginative poeticality
of Shevchenko's diction and his easy-flowing conversational style, as
can be seen from the following random examples among numerous
others, where he resorts to complete sentence restructuring:

Mockanb nobums xapmyryu,
XKapmytoyu KuHe.

The Russky boy loves for a lark,
And for a lark will ditch you quickly. [4, p. 16]
BacuHinu noHad [Hinpom

Bucoki moaunu.

Tall grave mounds turned deep blue
Above the Dnipro. [4, p. 94]
Hacunanu kpati dopoeu

[ei moaunu e xumi.

They sprinkled the two graves in rye
To the edge of the road. [4, p. 96]

It is noteworthy that the translator occasionally preserves rhyming in
the explicit folklore-like dicta and magic formulae, as in instances (1) and

(2) respectively:

(1) Tennud Koxyx, Mifibko wkoda —
He Ha meHe wumud,

A po3yMHe sawe c1080

BpexHeto nidbume.

A warm fur coat, it's just too bad—
It's not made in my size,

And your intelligent word

Lined with lies. [4, p. 101]

(2) Vx! Yx!
Conom'siHutl dyx, dyx!

Heigh-ho! Heigh-ho!

The spirit of straw, spirit!
MicsiyeHbky!

Haw 2ony6oHbKy!

Xodu do Hac seuepsmu.

Mr. Moon!

Our ducky dove!

Come to sup with us our love. [4, p. 93]

While rendering Ukrainian culture- or language-specific units in
transliteration, Naydan amplifies the transliterated lexemes with necessary
explanatory additions, as in the following cases (additions highlighted): Ak
Ci4 6ydysanu — How they built the Sich encampment [4, p. 102]; HeHauye
Ha padi, /NMoxodxaromsb, posmosnsoms — Like at a rada council meeting,
/They walk about, chat away [4, p. 102]; Kosaymeo eynse, batipak
eomoHuUms — The Kozak clan parties, the ravine hums [4, p. 102].
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By and large, the translator resorts to functional contextual
substitutes for

a) culture-specific terms: dymu — thoughts in song; keamupka — pilot
window; xycmuHoyka — a little scarf; dons — good fortune; waxok — a
coin; mixoHowa — the old man's alms sack; yymak — an oxcart driver;
pywHuku — embroidered cloths; eopoxka — fortune-teller /gypsy;
Kanamap — a clerk; mupca — the feather grass; kumatlika — a red
nankeen cloth; cipsiku — coarse wool coats; y 3aniuyky — on the plank bed;
rnaHose-mMono0ui — my young swains; naH omamaH — the otaman chief;
Kosayecmeo — Kozakdom, etc.;

b) words of endearment: cepdeHbko — her tiny heart; 2or1080HbKa —
pretty head; TuxeceHbko [puuys dis4yuHa cnieae — A girl oh-so-quietly
sings the song Hryts [4, p. 104]; in the cases when the lyrical subject's
emotional attachment or, vice versa, his/her aversion to someone or
something is involved, the translator avoids using stylistic neutralization,
and in general he resorts to stylistically neutral paraphrases quite rarely:
KOHUK 80pOHeHbKuli — his raven-colored horse; xnon'sma — boys;
nsAwku-naHku — the Polish lords);

c) language-specific (1) lexemes: yokomyxu — chatterbox; HasicHa —
a crazed woman; Hidu4upk — not a sound; (2) set phrases: nomee zope
— fuming grief; naHu wupokononi — the wide-tilled fields; ax aynbk — in a
flash; nonidmuHHro, cupomamu — destitute, as orphans; (Oymka) xarsto
3asdae — (it) inflicts a sting; Ha cmopoxi cmosimb — standing guard; (3)
proverbs and proverbial phrases: Om ix docmobica! — There are a
helluva lot of them! [4, p. 34]; pu nuxit 200uHi — In an hour of misery [4,
p. 105]; Jluxo meHi 3 eamu! — Children, a calamity for me with you! [4, p.
104]; Kpau ceima nonuxy! — I'll take wing to the ends of the earth! [4, p.
43]; He sik disysamu! — It's not the age to be a maid [4, p. 43]; bunu, a
He s4unu. — Beaten, still a cretin [4, p. 100].

Naydan tends to echo the rhythm, which is primarily a trochaic
tetrameter, of those rhythmic proverbial phrases that are most obviously
of folk origin, such as Mene mamu xoye damu /3a cmapozo 3amix. — My
mother wants to give my hand /In marriage to an old man [4, p. 43]. He
takes cares not to drop a semantic detail or let it escape from his
cognitive limelight. His carefulness pays off in mostly accurate rendering
of the nuances of Shevchenko's colloquial diction. In particular, the
following original phrases are entirely colloquial-patterned, yet accurately
reproduced in translation: 3 nepenonoxy Hy emikams! — Out of fright
they run away! [4, p. 96]; A s duenitock, noznsdato — And | look, keep an
eye out [4, p. 102]; Tsxko-8axko Hydums ceimom — It's hard so hard
feeling sick of the world [4, p. 105], etc.

To attain semantic accurateness, the translator involves procedures
of situational modulation of set phrases, for instance (the matching
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phrases are highlighted): Tsxko-eaxko 3acnisae, /Sk Ciy pyliHysanu. —
He begins to sing in grave tones about /The destruction of Sich [4, p.
12]; XKXypba e wuHKy med-2opinky /[locmasuem kpyxana. — In a tavern
sorrow circulated /Mead vodka through a cruet-stand [4, p. 54]; 3i6pas
wssxmy ecto 0okynu /Ta U Hy Yacmogamu. — He gathered the nobles all
together /And entertained them choicely [4, p. 60].

Thus far we have attempted to demonstrate the translator's strategy
of construction in action, though there still remain linguistic zones of
narrow translatability for any translator of Shevchenko, such as
paronomasia and paronymic attraction of the rhyming words, as well as
indirect meanings and idiomatic phrases. Onwards we will consider
those translatability difficulties by stages.

IV. When Literalness Is Nearly Impossible

» Paronomasia and/or paronymic attraction of the rhyming words:

The following excerpt from Shevchenko's early poem "IgaH ligkosa"
(Ivan Pidkova) reveals the author's cross-textual opposition between the
Kozaks' glory of olden days and their grandsons' short memory of it:

Ceiook criasu OidisuuHuU

3 eimpom poamosrisie,

A 8HYyK KOCYy Hece 8 pocy,

3a Humu cniieae. [4, p. 54]

Naydan's translation:

A witness of the glory of olden days

Speaks with the wind,

And his grandson carries a scythe

On his shoulder singing to the dew. [4, p. 54]

Withal, this excerpt holds a paronomastic aphorism kocy Hece & pocy
(in Naydan's literal translation: carries a scythe <...> to the dew). The
aphorism is grounded on people's belief that prophesies a fair weather
without atmospheric precipitation if there is dew in the morning (and the
hay-maker may, thus, start mowing: "BpaHui poca — rynsie B noni koca"
[There's dew in the morning — the scythe is having a good time in the
field]), and vice versa, if there is no dew in the morning, it is a sign that
the storm is approaching (and the hay-maker should not start mowing
the field: "BpaHui He poca — cnun koca" [There's no dew in the morning —
Sleep, the scythe]).

Although the translator has shown great ingenuity here, his almost
literal wording does not render the textual meaning of the aphorism that
symbolizes an immanent harmony of the indigenous person's disposition
and his native nature: the grandson is singing to the dew in unison with
the nature that promises a lovely day.

Typical poetic folk phrases based on rhyming words are a hard nut to
crack in translation. Since they always contain an element of
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exaggeration, their direct translation would sound illogic or even
nonsensical. For instance, the following clichéd folklore expression
surinakana kapi o4i 3a Yomupu Houi in literal rendition means the
following: "I (or she) wept out my (or her) hazel eyes for four nights."
Anyway, the adverbial phrase of time "for four nights" in its verbal
context does not mean that what it literally says, but simply refers to a
short period of time implying that someone has wept out her eyes very
quickly. A similarly structured poetic formula will be met by the reader of
Shevchenko's poem "Kateryna": He 0si Houi kapi ouyi /ITo6o yinysana. —
More than two nights she lovingly /Kissed his hazel eyes [4, p. 16]. As is
evidenced by the translation, Naydan finds a way to explicate the
referential meaning of a negative adverbial phrase of time He dsi Houi
using a comparative phrase rather than rendering literally the
componential structure of this folklore-patterned author's expression.

» Indirect meanings and idiomatic phrases:

The problem with indirect meanings and idiomatic phrases is that a
clear and obvious meaning in the original text might become vague and
obscure in its literal translation. Take, for instance, an idiom (3)zybumu
cebe (to commit suicide) from the following extract: Tozo &'sxxymb, mozo
pixxyms, /Tol cam cebe eaybums... — They tie up one, slaughter another,
/He who does it destroys himself... ("Kateryna") [4, p. 24]. As a direct
literal translation of the source phrase cam cebe eybumb and a
synonymic modulation of the English collocation commits suicide, a set
phrase destroys himself is justifiably opted for, but the meaning of the
whole poetic line Tod cam cebe eybumb has been superfluously
developed in translation. That is why we suggest our clarification of the
above line which ties together its idiomatic and contextual meaning:
Another one commits suicide... In this way, a bilingual reader can see
that what is meant in the example considered becomes obscure or
altered in ostensibly literal translation.

Let us look at another example from the same poem: A MWeacs
cnumarome, 3apaHHe crnumaroms, / He 0O0adymb 00 mosu OumuHi
doxumb. — And Ivas will be asked, asked in good time, /And won't be
allowed to live till he can speak [4, p. 32]. In the original, the second line
contains an idiom doxums/u 0o mosu which means "to grow up to the
age when one learns to talk" (about a child). Thereby the textual
meaning of this extract is that Ivas, a little son of the mother-suicide
Kateryna, will be asked about the grave sin of his mother before he
learns to talk. And in literal translation, again, the idiomatic meaning is
tangibly obscured.

Further we may consider a few more examples of the same type: Ta
we, Jyew, He xpecmucsi — /bo ece nide e 80dy...("Tonona") — Also, if
you hear, don't cross yourself— /For everything will go into the water...

296



("The Poplar Tree") [4, p. 46]. In the source text, the second line holds
an idiom nimu e s8ody which means "return to the old." Hence, the
contextual, sense-for-sense translation of this line, instead of its literal
rendition, would be more appropriate here: For the sorcery will be
backtracked /undone.

In the extract 6''ome nopoeu; micsaub cxoOumb, / Sk | nepwe
cxodus... ("0o OcHoB'aHeHka") — The rapids beat; the moon descends
/As it descended for the first time... ("To Osnovyanenko") [4, p. 50], an
idiom 6't"omb nopoau means "the rapids roar /grumble." But in literal
translation, the associative sound-based image of the roaring and
foaming, highly dangerous rapids at the mouth of the river Dnipro
appears somewhat distorted. Besides, a case of polysemy is well under
way in this place of the source text (in the collocation micayb cxodume):
the verb cxodums in the third person singular (inf. cxédumu) can be
used in both ascending and descending meaning: cxodumu szopy (to
ascend) and cxodumu OGoHu3y (to descend), though in the collocation
micsaub cxodums only the former meaning of those two is normally
presupposed: the moon rises. And to specify the semantics of the entire
phrase micayb cxodums, / Sk i nepwe cxodus, we suggest our gloss of
it: the moon rises /As it did before...

And further follows another example of Shevchenko's play with
indirect meanings and the pitfalls of literal translation in this regard. The
speaking persona of a lyric poem He dns nodel, miei cnasu... (It's not
for fame or other people...) confides his fears to the reader: | boesa
bnaearo, / llJjob He npucnae moix dimok /B danexkomy kparw. — And |
plead for God /Not to put my children to bed /In a far-off land [4, p. 80].
In the Ukrainian language, the figurative meaning of the transitive verb
npucnamu (the infinitive form of npucnas) is "to cause forgetting of
something real; to make inactive, or inert." Although possible in the given
context, the direct literal translation of the phrase o6 He npucrnae moix
dimok, nevertheless, reduces its expressive potential. That is why the
explicitation of indirect meaning or sense-for-sense translation of this
phrase would have been more emphatic: Not to let my children fall into
oblivion (or become indifferent).

What is even more interesting, it is the enactment of figurative
meaning in an idiomatic phrase. Consider, for instance, the same verb
npucnamu in the idiom npucnamu nid cepyem, where it means "to
induce abortion," while the entire phrase npucnamu nid cepuem refers to
killing an unborn child in its mother's womb (rid cepuem). And, in a
figurative sense, it refers to preventing a bigger trouble, or nipping it in
the bud. In the poem "Posputa moruna" (The Ransacked Grave) the
anthropomorphized Ukraine bitterly blames her "unwise" son Bohdan
(Hetman Bohdan Khmelnytsky), who in 1654 signed the Treaty of
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Pereiaslav with Muscovy that marked the beginning of Russian
colonization of the lands formerly belonging to the Zaporozhian Kozaks.
Ukraine the mother despairingly addresses Hetman Khmelnytsky with
earth-shattering words of maternal damnation: A«x6u 6yna 3Hana, /Y
Konucuyj 6 3adywuna, /l1id cepuem npucnana. — If | had known, /I would
have strangled you in the cradle, /Put you down under your heart [4, p.
106]. The above translation of the line I7i0 cepuyem npucnana accurately
renders the figurative meaning of the verb npucnana with the help of a
phrasal verb to put down. Anyway, the literal translation of the phrase
1id cepuem should have been at least under my heart since the poetic
line I1id cepuem npucnana unambiguously implies: | would have killed
you in my womb.

V. A Record of Loss and Compensation

Constitutive differences between the Ukrainian and English
grammatical systems can lead to a wide disparity in the syntactic
structures of the original and of the translation. Among other
grammatical perplexities, obscure rendering of Ukrainian emphatic
syntax and modal clauses may be of a particular concern to the English-
speaking readers. Further we may illustrate this kind of difficulty by a
couple of solitary instances of rather unsuccessful resolution of
translation problems in Naydan's constructive project, related to
emphatic and modal syntax (such as inversion, emphatic particles, and
the conditional mood), as well as to the composition of opposites in
Shevchenko's rhetorical discourse, known as the figure of antithesis.

» Emphatic and modal syntax:

In a free word order language, such as Ukrainian, the inversion per
se can pose semantic difficulties for translators into English. Take, for
example, a well-known, textbook beginning to the poem "Tonona" (The
Poplar Tree):

o dibposi simep sue,

l'ynse no nonto,

Kpati dopozu eHe mornoso

Mo camoeo dony. [4, p. 40]

Naydan's translation:

Along the leafy grove the wind is blowing,
Dancing along the field,

The edge of the road bends the poplar
Down to very ground. [4, p. 40]

The third line Kpali dopoau eHe mononto starts with an inverted
adverbial of place which is for no apparent reason turned in translation
into the subject of action: The edge of the road bends the poplar. Such a
grammatical conversion is due to the fixed word order of the English
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language, although the wind should have remained the presupposed
subject of this clause. With respect to the above fragment, we may allow
ourselves an additional cursory remark: frequent misspelling and, thus,
misinterpretation of the original verb esue (howls /wails) as sie (blows)
has grown into something of a habit among Ukrainian lay people and in
folk usage. Such an instance may actually be seen even in Naydan's
rendering; he also uses, in principle, a trite collocation: the wind is
blowing /whistling.

Alongside the inversion, modal and emphatic particles should also be
mentioned as other plentiful instances of emphatic syntax in
Shevchenko that can challenge the translator. We may highlight some
examples of this. In the above-mentioned poem "Tononsa" (The Poplar
Tree) a fortune-teller says to the dark-browed girl who wanted to get her
fortune told: Bunuti mpowku cboe0 3inns — /Bce nuxo 3azoimb. /Bun'ew
— b6ixu sikomoea; /LLlo 6 mam He kpu4ano [4, p. 44] — Drink a little of this
portion— /It will cure all manner of misfortune. /Drink it up—run as fast as
you can; /So that no one screams there [4, p. 44]. The highlighted
original line represents a clause of conditional modality that starts with a
subject pronoun wo followed by a modal particle 6, then an emphatic
pronoun mawm and an emphatic particle He (but not a negative one, as in
the translation) are added, and plus a conditional form of the predicate
(kpuyano): Lo 6 mam He kpudarno; therefore the entire line means
"regardless of whoever/whatever screams”.

Another example of difficulty in rendering a conditional modal
sentence can be found in a lyric poem N.N., better known by the first line
CoHue 3axodums, eopu YopHitomb (The sun sets, the mountains darken)
that was written in the austere exile in Orsk Fortress (1947) and is
considered an unsurpassed poetic masterpiece. In the final lines of this
poem, the speaking persona visualizes in his mind's eye a paradise
picture of Ukrainian nature and a brown-eyed young woman searching
for a rising star in the deep blue sky. From the depth of his solitude, the
poet addresses those brown eyes in the hope that they still remember
him and their joint stargazing, but he curses them if they don't: Konu
3abynu, 600al 3acHynu, /l1po Mot BoneHbKy wiob i He vynu. — If they've
forgotten, they've just fallen asleep, / To keep from hearing of my fate [4,
p. 74]. As follows from the above translation that transforms the
conditional modal sentence into a cause-effect one, the overall source
text emphatic structure is silenced in the target text together with its
constituents, i.e. a shade of damnation has evaporated from it together
with such a highly emphatic particle of conditional modality as 6odad.
That is why we find it useful to suggest our gloss translation of these two
lines: If they had forgotten [me], /It would be better if they fell asleep
/And never heard of poor me again.
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= The composition of opposites:

In his Introduction to the poem "lampamaku" (The Haidamaks)
Shevchenko meditates upon the immortality of human soul, the sadness
and loneliness of mundane existence and the joy of creation, as well as
upon the poetic creations of his own living soul-his dreamy thoughts-in-
song, that are so precious to him as the real adorable children to their
father! Drawing on the traditional Christian opposition of this world to that
world (or the world beyond), the poet places his hopes for postmortem
peace of mind in another world, that world, on his good fame in the real
mundane world, this world, in which he aspires to leave for the
descendants his laboured, thorny, and heartfelt poems.

A corresponding fragment of the Introduction follows (the
oppositional pair Ha mim csimi — Ha cim csimi is highlighted):

€cmb y meHe dimu, ma Oe ix nodimu?
3axoeamb 3 coboro? — 2pix, Oywa xuea!
A moxe, iti neawe 6yde Ha mim ceimi,

Sk xmo npoyumae mi cribo3u-crio8a,

Lljo mak eoHa wupo Konuck eunueana,
LlJo mak 8oHa HUWKoM Had HUMu pudarna.
Hi, He 3axoeato, 60 dywa xuea.

Sk Hebo brnakumHe — Hema UoMy Kparo,
Tak ywi NoYUHy i Kparo Hemae.

A Oe soHa byde? XumepHi crosa!
3zadal e xmo-HebyOdb ii Ha cim cgimi, —
GescnasHomy msixxko celi ceim nokudams. [4, p. 98]

In his lyric poem "Oons" (Destiny), which is highly symbolic in this
regard—triptych "Oonga" (Destiny), "My3a" (Muse), "Cnasa" (Fame) was
written in the city of Nizhniy Novgorod (Russian Empire) on February 9,
1858-Shevchenko asserts "A cnaea — 3anosigb mos" (And glory's my
commandment [6, p. 341]), as once did Horace, the greatest lyric poet of
Rome, in his famous poem Ne 30 from the third book of odes "The Poet's
Immortal Fame" (Exegi monumentum aere perennius... — | have raised a
monument more permanent than bronze). And yet Shevchenko predicts
much more than simply his personal enduring glory in this world, or the
poet's immortal fame in the Horacean sense.The secular, mundane fame
is embodied in his frivolous addressee of the lyric "Cnasa" from the
triptych "Oonsg", "Mys3a", "Cnaa". Shevchenko's interrelated concepts of
Oons (destiny) and cnasa (glory) penetrate his works throughout. Deep in
his soul, the poet finds a balance of thought in the belief that his hapless
but uncorrupted earthly destiny is a way to follow the spiritual vocation he
hears a calling for, (although he never declares the certainty in anything in
his life as being given to him "from on high"), and this belief helps him to
keep an ironic attitude towards a temporal, mundane fate and fame, even
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at times when his soul becomes perturbed by misfortunes. It is important
that the interpreters of Shevchenko's poetry remember about the author's
multi-layered concepts of glory and destiny. They are tightly entwined with
each other in his works both on the secular and spiritual planes, since an
implicit contraposition of earthly, temporal, and profane fame to holy,
spiritual, and sacred glory imbues the whole of Kobzar.

In view of this, Shevchenko's opposition of the adverbial phrase Ha
mim ceimi (in the world beyond) to the phrase Ha cim cgimi (infon this
world) should have been preserved in translation, but it is actually
effaced by the repetition of the same phrase on this world in both places.
In the meanwhile, the author's emphatic elliptical phrase dywa xuea,
which is important for the poet's philosophy of life and death as a
spiritual link between this world and that world, is well turned in
translation by means of it-clause: it is a living soul. The literal wording of
the original phrase, inducive of its ethical contextual meaning, is as
follows: "the soul is alive." And that is why even a thought of suicide is a
sin despite any hardship!

It should be pointed out that notwithstanding the loss of antithesis in
Naydan's projection of the above fragment, the core opposition of
glorious and inglorious earthly life of a human being is still clearly seen:

| have children, what can | do with them?

Bury them with me?—a sin, a living soul!

But perhaps, it will be easier for her on this world,
When someone will read these word-tears.

That she once sincerely poured out,

That she furtively sobbed over them.

No, I won't bury them, for it is a living soul.

Like the azure sky—it has no bounds,

There is neither beginning nor end to the soul.
And where will she be? Fanciful words!
Someone remind her on this world,

For someone inglorious it is hard to leave this world. [4, p. 98]

With literal accurateness Shevchenko asserts in English, exactly as
he does in Ukrainian that for someone inglorious it is hard to leave this
world. Isn't it so? To spend an effective, righteous life and leave good
and glorious memories of oneself is worthier than the opposite,
unburdened and inglorious existence which eventually afflicts the soul.

One more instance of emphatic syntax that does not easily lend itself
to translation can be found in the final stanza of the lyric poem Jfiivy &
Heegorni OHi i Hoyi (In captivity | count the days and nights), written by
Shevchenko in the Russian city of Orenburg in 1850. Here the poet
expresses his determination to continue writing Ukrainian verse_at all
costs, despite whatever would have happened to him:
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Hexau six 6yde, mak i 6yde.
Yu mo nnecmu, yu mo 6pecmu,
Xoy dosedembcs poan'scmuchk!
A 51 maku mepexamp 6ydy
TuxeHbko 6inii nucmu. [4, p. 82]

In particular, the modal clause Xou doeedemncs posn'scmucsk starts
with a restrictive demonstrative particle xoy and implies the following
meaning: Even if | would be crucified, i.e., Even though | had to die
innocently! Thus the contextual meaning of the polysemantic particle xo4
in the above subjunctive statement is even if /even though. It of course
may be translated as "at least,” but in a different context and
grammatical mood, when it actually acquires that meaning of the adverb
npuHalmHi. As concerns Naydan's translation, his semantic option has
transformed the subjunctive mood of the clause into the indicative
statement: At least I'll be forced into torment! Secondly, although the
translator suggests a highly expressive and well-turned collocation "be
forced into torment," his option nevertheless shifts the reader's cognitive
focus from the poet's free-will choice of his own destiny to a fatalistic
view of it as being forced into torment.

= Prosodic compensation:

Below we will consider the entire quoted fragment in Naydan's
translation:

Let be what will be.

Whether to flow on or wander,

At least I'll be forced into torment!
But I'll quietly embroider

These white pages anyway. [4, p. 82]

What strikes the eye at once is that the lines are patterned metrically
with the cross-line rhyming (wander — embroider) and assonances
(torment — anyway). Those sporadically rhymed lines, with regular
cadence, introduce into Naydan's English projection of Shevchenko an
element of poetic brainwave and brilliance that compensates for
occasional semantic inaccurateness. Sporadic rhyming also brings the
content-based translation closer to the author's propensity for sound play
and versification—the features of the 19" century Romantic poetry, and of
Shevchenko in particular, as its greatest Ukrainian representative.

VI. Ostensible Perspicuity of Shevchenko's Poetic Diction

Shevchenko's poetic diction is characterized by a uniquely natural,
easy-flowing, and passionate conversational style imbued with vernacular
colloquial meanings and idioms that not infrequently can pose a problem
for the translator and threaten the accuracy of expression. Colloquial
language-related pitfalls waylay Naydan's translation project as well,
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where the cases of a misplaced semantic accent-rare but nevertheless
occurring—-may be attributed to the translator's misjudgement. But as it
turns out, the source colloquial language polysemy and idiomaticity do not
lie on the surface, and therefore finding them requires additional
lexicographic and field research.

We will later examine some instances of implied colloquial meanings
in Shevchenko's diction left unrecognized by the translator.

= Polysemic words in vernacular Ukrainian language:

Although rare as they are, the cases of misinterpretation related to
source language polysemy and colloquial meanings can be met in this
translation project as well. To begin with, the verb mpimu, which means
"to be barely seen in the distance," concurs with the verb mpiatu (to
dream) in the third person singular and plural (mMpie, mpitomb) because
those two verbs are etymologically cognate words, with the latter being
generated from the former. Moreover, Shevchenko's poetry displays a
certain predilection for using the verb mpimu in its personal form mpie in
the colloquial set phrase minbko mMpie (smb/smth is barely seen), and
this lexical propensity is a sufficient reason for the accurateness of its
rendering. The translator, nevertheless, opted for the semantics of the
verb mpismu in its personal representations (the respective verbs are
highlighted): 3a wmozumoo Mmoauna, /A maKk — mMinbKO Mpie
("MepebeHds”). — Behind the grave another grave, /And there he just
dreams (Perebendya) [4, p. 14] (A gloss: Behind the grave another
grave, /And anything further is barely seen...). lliwna... minbKo Mpie
("KatepuHa"). — And left... Just daydreaming (Kateryna) [4, p. 24] (A
gloss: And left... /Her figure became barely seen in the distance).

In fact, even an occasional, or microtextual, inattention to the
problem of source language polysemy may eventually lead to a rather
objectionable semantic shift at the macrotextual level. For instance, the
poem "Kateryna" above is based on semantic oppositions both at the
microstylistic (associational) and macrostylistic (ideational) levels. We
will consider three similar cases of associational opposition in the poem.

The first quote reflects a centuries-old Ukrainian native tradition (from
the Carpathian Mountains to that territory which is nowadays called the
Donetsk and Luhansk region) to take a small amount of native earth
when embarking on a long journey so that this same earth may be put
on your coffin if death overtakes you in foreign lands.

Below follows a heartbreaking scene when Kateryna is taking leave
of her home leaving for Muscovy for good:

lMiwrna e cadok y suwHesud,
bozy nomonunacs,

B3ssina 3emni nio suwHero,
Ha xpecm noyenuna,
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lMpomosuna: "He sepHycs!

B danekomy kpato,

B uyxy 3emnto, Yyxi node

Mene 3axosaroms;

A cBoei ca Kpuxomka

Hado mHoro nsixke

Ta npo donro, MOe 2ope,

Yyxxum nodsm ckaxe... [4, p. 23]

The highlighted elliptical colloquialism ceoei cs kpuxomka [this ounce

(of my earth)] in the above fragment is ambiguously rendered by Naydan
as my little one:

She went into the cherry orchard

And prayed to God,

She took some earth from under a cherry tree
And hung it on a cross;

She said: "l won't return!"

In a far-off land,

In a foreign land, foreign people

Will bury me;

And my little one

Will lie down over me

And will tell foreign people

About my fate and my grief... [4, p. 23]

It may be hoped that the presupposed symbolic meaning of the
highlighted phrase, namely a handful of earth from one's native land—in
sharp opposition to the far-off /foreign land, remains clear enough for the
English reader, as it is for the Ukrainian one. Interestingly, Ukrainian
standard synonyms for the colloquial noun kpuxomka are kpuxma and
Opibka, with the latter being phonetically similar to the Scottish noun drib
in its colloquial meaning: a very small amount of something. This
opposition between the native and the foreign land as an opposition
between the protector and the prosecutor of a self-accusing guilty
conscience is vital for the in-depth topical structure of the entire poem,
and it should by no means be allowed to become obscure in translation.

The second quote has turned into a popular expression nowadays:

Tomy dornist 3anpodana

OO0 kpato 0o Kparo,

A dpyeomy ocmaeuna

Te, de 3axosatome. [4, p. 26]

This fragment starts with the dative case of the demonstrative
pronoun mod (that one) in the sentence role of inverted indirect object:
mowmy (to that one), which is replaced in translation with a causative
phrase "that is why":
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That is why destiny betrayed

From land to land.

But for another has left

A place where they will hide him. [4, p. 26]

This inaccurate replacement became possible because the
demonstrative pronoun moti in the form of the dative case momy and the
conjunction momy, which means "that is why" in Ukrainian, are
pronounced alike. Those identical forms of words are called homonymic
forms, or homoforms, by Ukrainian linguists.

An idiomatic phrase O0 kparo do kpatro (literally: "from border to border")
whose meaning is "vast expanses" (of land), or figuratively: "a great deal"
(of wealth and the like), forms a contrastive pair with the phrase Te, de
3axosaromsb, which Naydan translates literally: A place where they will hide
him. It should, unlike the former phrase, not be translated literally since it is
used in the poem idiomatically and means "a place for a coffin," i.e. "too
little space." These two lines make up a rhetorical device of contrast, so
that the opposition of too much and too little is obvious and clear in the
above popular quotation. Therefore it would be expedient to keep it clear in
translation as well. For that matter, the clarifying prosaic paraphrase of the
cited poetic lines should be suggested: One fellow has bought from his
destiny /Vast expanses, /But for another his destiny has left /[So little as
just] a place where to be buried...

By the same token, consider the third quote:

He cupomu mani dimu,

LlJo HeHbKY cxoeanu —

Im 3ocmanacs dobpa crosa,
Moeuna 3ocmanace.
Bacmitomscs 3nii node
Manit cupomuni;

Bunne cnbo3u Ha moauny —
CepOeHbKo crioquHe.

A momy, momy Ha cgimi,
Lljo domy 3ocmarnocs,

Kozo bambko i He 6ayus,
Mamu oduypanacb?

LlJo 3ocmanock 6aticmprokosi? [4, p. 38]

Naydan's translation is mostly semantically accurate, yet in rendering
the line A momy, momy Ha ceimi the translator faces another trap of
homonymic forms, being misled again by the above-mentioned
occurrence of homonymic forms. Specifically, in the place of the
Ukrainian demonstrative pronoun modt (that one) in the form of the
dative case mowmy (to that one), the translator discerns its homoform, i.e.
a causative sentence connector momy (therefore):
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It's not the small children of an orphan
Who buried a mother:

Good glory remained for them,

A grave remained.

Wicked people will begin to laugh at
A small orphan,

He'll pour out tears on the grave—

His heart will be relieved.

And therefore, therefore in this world,
What has been left for him,

Whose father he never saw,

And whose mother shunned him
What is left for the half-breed? [4, p. 38]

In the above excerpt, as well as elsewhere in the poem "Kateryna",
there is a vital opposition between the legitimate and illegitimate child
that underlies the topical structure of the poem throughout. The
effacement of this story-making opposition actually shatters the in-depth
topical structure of the poem.

An explicative interpretation of the given excerpt including the line in
question (highlighted) may be: They are not the orphans, those small
children /Who buried their mother: /[Her] good name remained for them,
/A grave remained. /When evil people start laughing at /A small orphan,
/He'll pour out tears on the grave, /[And] his heart will be relieved. /But
for that one, that one, /What has been left in this world for him, /Whose
father never saw him, /Whose mother abandoned him? /What is left for
the illegitimate child?

So far the difficulties of translating source language homoforms have
been discussed, and a further problem in interpreting polysemic words as
such should also be examined. Take, for example, the same poem
"Kateryna", and in particular, the scene when parents drive Kateryna out of
their house. The heartbroken father addresses his only child: Yozo xdew,
Hebo207? [4, p. 23] "Why are you waiting, you poor thing?" — asks the father
grievingly. Although Ukrainian noun Heboza, which is used in the above
rhetorical question in the vocative case (Heboeo), has two meanings: 1) a
niece, 2) somebody down on their luck; unfortunate, unlucky fellow, poor
wretch — the second one is rather obvious in the given context. For
unknown reasons, the translator actualizes the first meaning, the
suggestive context notwithstanding: Why are you waiting, niece? [4, p. 23]

Further in the poem, Kateryna's parents—killed by her woe—did not
hear the rumors that were spreading in the village after she had left: Ta
He 4ynu exe mux pivel /Hi 6éambko, Hi mamu... [4, p. 24]. Naydan
translates: And neither her father nor mother /Heard those things... [4, p.
24]. In the given semantic context, the lexeme in question is in the
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genitive plural form pivel of the polysemic noun piy, which means 1)
thing, 2) colloquial speech, talk, conversation. As seen above, the
translator opts for the meaning "thing" in plural form. But the plural form
pivel is extremely colloquial-it comes from the noun piy in its second,
colloquial meaning and contextually means "rumours". On the other
hand, the noun piy in the meaning "thing" belongs to the literary register
of contemporary Ukrainian language, and the respective plural form in its
genitive case peuel (things) is slightly but significantly different from its
colloquial near-homonym pived (talks). That is to say, instead of the
lexeme "things", it would be more relevant to the context and more
justifiable in terms of grammatical rules if the translator had used the
lexemes "rumours" or "talks", or similar.

Let us consider the Introduction to the poem "The Haidamaks",
where the lyrical subject addresses the moon. In the Ukrainian folklore
and literary tradition, the moon connotes with the masculine gender,
contrary to the English-language literary tradition where the moon is
generally regarded as feminine (although the English language has no
grammatical gender, this tradition could have been formed under the
influence of the Romance languages, in which the moon is feminine). In
the Ukrainian language, the common noun wmicsus (the moon) has a
masculine grammatical gender, which manifests itself both in the noun
and in the words related to it by means of agreement. In Ukrainian
folklore, the moon is often called 6inonuyud (pale-faced). The adjective
binonuyud has the masculine form, or inflection -ud, according to the
gender of the noun it refers to (micsauys). Such a rhetorical device is
known as a standing epithet. Shevchenko follows the folklore tradition
and figuratively uses the attribute 6imonuyud in place of the noun (the
moon). And this standing epithet for the moon substitutes for the noun
itself-exactly as it does in Ukrainian folk songs.

Yet in translation, both the gender and the subject identity of the
lyrical addressee are left undetermined: the translator simply shuns
denomination, and the speaking persona addresses the moon as "you"
instead.

What else can become confusing while translating from 19" century
Ukrainian language, based on vernacular colloquial idioms, is the lack of
distinction on the translator's part between the literary norm and those
lexical and grammatical forms of the colloquial register that haven't
entered present-day Ukrainian orthographic standards but remain
functioning in speech only. Among such non-standard forms, from the
contemporary language perspective, Shevchenko uses the colloquial
form cismb (with the second syllable stressed: ci5ims) of the verb casmu
(to shine), which owing to a partial sound resemblance is transformed in
translation into the verb ciamu (with the first syllable stressed: cismu)
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that means "to sow." The colloquial form of the verb "to shine" ciimb
and the colloquial form of the verb "to sow" cisme are near-homonyms in
Ukrainian, and this phenomenon has become the source of semantic
substitution in translation.

Below follows an excerpt from the Infroduction to "The Haidamaks"
with the highlighted items in question:

A coHeuKo ecmaHe, SIK rnepuwe ecmasario,

| 30pi YepBOHI, sIK Nepwe nunu,

lMonnusyms i nomim, i mu, 6inonuyud,

o cuHbomy Heby sutidew noaynsime,

Butidew nodusumscsi 8 051060K, KDUHUUHO

| 8 mope be3kpae, i bydew cifimeb,

Sk Ha0 BasunoHom, Had tio2zo cadamu

| Had mum, wo byde 3 Hawumu cuHamu. [4, p. 98]
Naydan's translation:

And the sun will rise, as it first had risen,

And crimson stars floated off as though for the first time,
They will float afterward, and you

Will step out to dance along the blue sky.

You step out to take a look at the gutter, the well,
And the boundless sea, and you will sow,

Like above Babylon, above its gardens,

And above what will be with our sons. [4, p. 98]

Another interesting case of polysemy, based on the split into
standard and colloquial meanings, can be found by_readers of the
poems "Posputa moruna" (The Ransacked Grave) and "loronto" (To
Hohol). There they will come across a colloquial ethnic appellative and a
collective noun for the Germans HiMméma (the dative case HiMOmi), in
both poems erroneously rendered in English as muteness. This is
however correct only for the standard dictionary meaning of the word in
question, while in colloquial usage this lexeme has acquired an
additional, appellative meaning as a collective noun for Germans. Quite
clearly and unambiguously, Shevchenko uses it exactly in the
transferred meaning as an appellative for German settlers in Ukraine,
like in the phrase HiMomi nnama, which makes no contextual sense in
the standard dictionary translation as a payment for muteness [4, p. 109]
and which actually means fares /rent to Germans.

A tricky and treacherous phenomenon of cross-lingual homonymy,
often called translator's false friends, has actually found its way into
Naydan's translation only once. In the poem "lMpuunHHa" (The Moonstruck
Girl) there is a popular distich well-known to all Ukrainian high school
students from the school textbooks: 3awebemas conoseliko, /Miwna ayHa
2aem [4, p. 94]. (Our gloss: Chirping of the nightingale /Echoed through the
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grove). This expression includes a set phrase niwna nyHa eaem that
means "(something) echoed through the grove /woods." It is composed of
the collocation niwna nyHa supplemented with the instrumental case caem
of the noun eal designating woodland. In the Russian language, from
which Naydan has also translated a lot, the noun nyHa, whose single
propositional meaning in Ukrainian is "echo," means the moon, and the
translator, thus, was entrapped by this cross-lingual homonymy: A
nightingale began to chirp— /The moon moved through the meadow
[4, p. 94]. However, sense-for-sense rendering would have been much
better in this instance.

» Colloquial idiomatic phrases:

This kind of difficulty for the translator can be illustrated, for instance,
with a colloquial idiom minsko G 3Hae that means "incessantly
/continually" (about someone who is doing something without stopping)
in the following excerpt from "Kateryna" (the idiom highlighted): 60 yHoui
minbko U 3Hae, /lljo mockans knuve [4, p. 34]. Our gloss of the
respective lines: For at night she is incessantly /Calling to the Moskal.
Naydan's literal rendition of this idiom does she only know appears to be
somewhat redundant in the text economy (in comparison with its sense-
for-sense translation): For at night does she only know /That she is
calling to the Russky boy [4, p. 34].

Applied to proverbs, literal translation can turn the source expression
into a rather baffling statement. For these reasons, consider the
following excerpt from Shevchenko's early poem "Oo OcHoB'aHeHka" (To
Osnovyanenko): loboposcsi 6 i 1, Moxe, /5lkbu manock cunu; /3acnisas
6u, — bys 2onocok, /Ta nosuyku 37inu [4, p. 52]. Naydan's translation: /
would fight, perhaps, / If | had the strength; /I would sing,—I had a voice,
/And debts ate it up [4, p. 52]. Self-ironically, the speaking persona uses
here a colloquial proverb 6ys eonocok, ma nosuuku 3%inu (highlighted in
the above text) implying that he is no longer in the prime of life. But
the translator renders this proverb literally, apparently not noticing it.
Meanwhile, there is a whole series of similar proverbs with the same
syntactic pattern in colloquial Ukrainian language: 6ye kiHb, ma
37130uecs; 6ynu kopani, ma niwnu Oani; 6ynu nepnu, ma cs cmepsu.
They differ from each other only if translated literally, but all of them
imply the same meaning: someone is no longer in the prime of life
and/or is of no account. And all the above-mentioned colloquial
Ukrainian proverbs distantly correspond to the 16" century English
proverb care killed a/the cat (meaning that "a cat has nine lives," yet
care would wear them all out), which is considered to have been
popularized by William Shakespeare. The Bard used it in his play Much
Ado about Nothing (act V, scene 1). Thanks to the Internet project No
Fear Shakespeare that puts Shakespeare's language side-by-side with a
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facing-page translation into modern English, every reader may quickly
avail themselves of the corresponding expression care killed a cat in the
source text, where Claudio puns on the proverb, and its present-day
English interpretation, together with a comment that "care" here means
"seriousness":
Claudio (to Benedick): What, courage, man! What though care
killed a cat? Thou hast mettle enough in thee to kill care.
Claudio (to Benedick): Buck up, man! Care may have killed the
cat, but you are strong enough to kill care. Lighten up. [7, p. 6]

Accordingly, sense-for-sense translation of the colloquial Ukrainian
proverb 6ys eomocok, ma no3u4ku 37inu, as well as of its many
synonyms, would have been more appropriate.

And finally, one more example: in the lyric poem MuHatomb OHi,
MmuHaromb Hodi... (The days pass, the nights pass...) the speaking
persona ponders on the vanity of philistine, slumberous, useless
existence while appealing to Fate and fervently praying for guidance
toward an active and fruitful earthly life. The speaker's search for
agitation is opposed in the poem to his inner feeling of trifling futility and
aimless wandering about. This feeling becomes concentrated in a
colloquial set phrase eonoyumucs no ceimy that means "to wander
through the world /conduct a purposeless life." The translator suggests
for the inverted emphatic personal form of this phrase (mak no ceimy
sorsoyyck) a corresponding phrase I'm rushing like this through the world
with an overly active predicate verb rushing and a superfluous literal
rendering of the demonstrative pronominal adverb mak (like this) that in
the author's text obviously plays an emphatic role solely, meaning there
"at loose ends /loiteringly." Whereas the whole poetic line that contains
the above colloquial phrase Yu mak no ceimy eornoyycb in sense-for-
sense rendering reads: Or whether I'm wandering purposelessly
/loiteringly through the world.

Further follows the excerpt in question from the poem The days pass,
the nights pass... in the original and Naydan's translation (the matching
phrases are highlighted):

BacHynu dymu, cepue crnume,

| ece 3acHyno, i He 3Halo,

Yu s xusy, Yu doxusaro,

Yu mak o ceimy 80/104ych,

bEo exe He nnayy U He cmitoCh...

Thoughts have fallen asleep, the heart sleeps,
All has gone to rest, and | don't know

Whether I'm alive or will live,

Or whether I'm rushing like this through the world,
For I'm no longer sleeping or laughing... [4, p. 70]
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At the same time, Naydan's successful resolutions for translatability
problems that require broad textual, literary and cultural considerations
significantly outnumber the instances of doubtful or narrow choices in his
Shevchenko project. To summarize our view of such an estimable
translation work, we should stress once again 1) the newness and
consistency of translation strategy, 2) its integrity with the graphic design
of the 2014 bilingual edition, 3) the translator's ingenuity in succeeding in
projecting the Ukrainian vernacular colloquial language of Shevchenko
(often considered untranslatable by literary critics) onto present-day
conversational English.

VIl. Who Will Read the Book?

As we mentioned at the beginning of this review, the book aims to
reach a large audience of both mono- and bilingual readers. Taking into
account the fact that there's dismally little experience of such dual
language publications of works by Shevchenko, with parallel texts in
Ukrainian and English, this is a significant literary event.

No doubt, the growing interest in the Ukrainian world substantiates
the importance of the bilingual, Ukrainian and English edition of
Shevchenko's oeuvre, as well as the need for new translations that
would be able to counter the idea of The Kobzar as a museum of
ethnographic artifacts and to manifest its relevance to present-day
worries and disputes. The 2013 Euro-Maidan and the 2014 Revolution of
Dignity in Ukraine have enhanced the topicality of Shevchenko's poetry
and its popularity in the midst of both contemporary Ukrainian citizens
and Ukrainian communities abroad, whether native language-speaking
or those who speak English as their first or second language. And
because of that, the Ukrainian-English edition, titted The Essential
Poetry of Taras Shevchenko and published in Ukraine in 2014, may be a
very opportune publication, which undeniably draws attention even by its
titte and broadens the reading audience of Shevchenko-whether a
curious office clerk or a graduate student or professor, and from a social
activist to literary Bohemia. The modernistic art design of the book
increases its cultural value and attractiveness as a gift book.
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Konowmieus J1.

3Hauywe 3 Ko63apst Tapaca LLleBueHka
B aHrnomoBHin npoekuii Muxanna Hanpana 2014 poky

Y cmammi posansidaembcsi gubpaHa rnoesisi Tapaca LllesueHka 6 aHerioMosHUX repeknadax
Muxatina HatidaHa, eudaHux Ha ewaHysaHHs 200-piyHoeo togineto rnoema y 2014 poui. Yeaza
30CcepedXyembCsi  Ha PI3HUX acriekmax repeknadaubkoi cmpameeii. Bug4atombCsi  OCHOBHI
nepexnadaupki nputiomu HatidaHa 8 Mexax obpaHoi HUM cmpameeil, maki sk 0ocrigHe 8i0MeoPeHHsT
meKcmyarnbHUX 3Ha4yeHb, Midbip MOYHUX [0ioMamuyHUX —eKsiearieHmie ma  hyHKUIOHabHUX
KOHMeKcmyarbHUX 3aMiHHUKIB, @ makoX cumyamusHa MOOynsuisi ycmarneHux 38opomis. Pobumbcs
0271510 3006ymkie, empam ma KomneHcauill y nepeknadax HatidaHa 3 KoMyHikamueHO20 noersidy.
Bucsimntoembcsi 83aemodis 6ayeHHs nepeknadadem npupodu Lllee4eHkoeoi meopyocmi 3 epaghidHuUM
0GhOPMITEHHSIM KHUDKKU (i020 nepekradie pernpodyKuismu iHo2pastop yKpaiHCbKUX XyOOxXHUKig-epadbikie
Bonodumupa ma JTodmunu Jlobodu. 3a dortomozoto mMemaghopu KOHCMpPYo8aHHS ceimig y cmammi
3acmocosaHo BU3HaYeHHs1 repeknady siK 0COBIUB020 [CUXOIO02HHO20 MPOUYECY, 3arporioHogaHe
gbiHcbKOKO docnidHuueto repeknady KOcmoro [onby-MeHmeppi, ma rokaszaHo, siK nepeknadaubkull
npoekm HatidaHa cniegidHocumbCcsi 3  Uiet0  KOHUenmyarnbHo napaduemoro.  Kpim  moeo,
posansdaombcsi MOeHi OinsiHKU, Ha sikux Onsi 6ydb-iko20 repeknadaya LllesyeHkosux rnoesiti
MOXIIuUgoCMI nepexnadaubKux MaHeapig yKpall 38yXyrombCsi: Ue maki 30HU 8Y3bKOI nepexnadHoCMI, 51K
rapoHoMag3isi ma napoHiMiYHa ampakuisi y pumax, b MmaKkoxX HernpsiMi 3Ha4eHHsi ma idioMamuyHi supasu.
Y emammi nepenidytomscsi pis3Ho8UOU 2pamMamuyHUX mpyOHoWs, siki MOXymb ocobnueo siddarnumu eio
1epuwiomeopy aHa/IoMO8HUX Yumadie i sKi noe'sisaHi 3 emghamuyHuM ma ModasibHUM CUHMAKCUCOM
YKpaiHCbKOI MO8U, 3 PUMOPUYHOK KOMIMO3UUJEIO MOemuU4YHo20 MoereHHsi Lllegyerka. Ocobnuso
OemarsbHO y Cmammi aHani3ylombsCcs eunaoku OMaH/IUoi po3opocmi asmopChbKo20 B8UCIO8Y,
rnobydosaHo20 Ha 3acadax po3MoeHOCMI ma idioMamu4yHOCMII.

Knroyosi cnoea: Tapac LlesyeHko, Muxalino HalidaH, nepeknadaubka cmpameais,
repeknadHicmb, mexcmyarnbHUl eksiganeHm, GbyHKUIOHaIbHULU 3aMiHHUK, KOMMEeHCauisi, KOSIoKeianiam.

Konomwuey J1.

CyuwectBeHHOoe u3 Ko63aps Tapaca LLleByeHko
B aHrnossbl4yHOM nNpoekuun Muxamna Hangana 2014 roga

B cmamebe paccmampusaemcsi u3bparHasi noa3usi Tapaca LLlegyeHKo 8 aHar053bI14HbIX Nepesodax
Muxauna HatidaHa, usdaHHbIx 8 cesisu ¢ 200-nemHum tobuneem rucamernsi 8 2014 200y. BHumaHue
cocpedomoYeHo Ha pa3/uyHbIX acrekmax nepegodyeckoli cmpameauu. M3y4aromcsi OCHOBHbIe
nepegodyeckue npuemb! HalidaHa e pamkax u3bpaHHOU UM cmpameauu, makue Kak OO0CII08Hoe
socripoussedeHUe mexkcmyarnbHUX 3HaqdeHul, nodbop MOYHbIX UOUOMamMUYECKUX 3KEUBANeHmMos U
GbyHKUUOHAIbHBIX KOHMEKCMYyarbHbIX 3aMeH, a makxe cumyamueHasi MoOy Isiyus ycmouduebix ¢hpas.
Ocywecmensemcss 0630p OocmpuxeHul, ympam U KomrieHcauyull e rnepesodax HalidaHa c
KOMMYHUKamusHoU mouku 3peHusi. Oceewaemcsi e3aumodelicmeue 832r1510a rnepesodyuka Ha rnpupoody
meopyecmea LllegyeHKo C epachudeckuM OGhOPMIIEHUEM KHU2U €20 nepesodos perpodyKuusmu
JIUHO2PAaBIOP YKPaUHCKUX XyOoxHUKos-g2pachukos Bradumupa u JTiodmunsi J10600k1. Mpu nomowu
Memaghopb! KOHCMPYUPOBaHUsi MUPO8 8 cmambe UCrob308aHo orpederneHue rnepesoda Kak
0C0bEHHO20 MCUXOI02U4ECKO20 rpoyecca, rMpednoxeHHoe OUHCKOU uccriedosamernbHuuel nepeeoda
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KOcmoli MNonby-MaHmappu, a makxe rokasaHo, Kak rnepegodyeckuli npoekm HatidaHa coomHocumcsi ¢
amoli  KoHuernmyarnbHoli napaduemoli. Kpome mozo, paccmampuearomcsi si3bIKOsble yqacmku, Ha
Komopbix 011 mobo2o nepegodyuka nos3uli LllegueHKO 803MOXHOCMU EepPe8oOYECKUX MaHespos
npedesibHO  Cy)XXUBaMCs: 3MO makue 30Hbl Yy3KolU MepesoOUMOCMU, KaK [apoHoMasus u
rapoHUMUYECKasi ammpaKyusi 8 pughMax, a makxke HerpsiMble 3HayeHus1 U uduoMamuyeckue ¢ppasbl. B
cmambe epeyucsIsiomesi  pa3Ho8UOHOCMU  epaMMamuyeckux mpydHocmel, Komopbie Mo2ym
0CObeHHO omOlanumb OM Opu2uHana aHenosa3blYHbIX Yumamerel U Komopble cesi3aHbl C
amMehamuyeckum U ModasibHbIM CUHMAKCUCOM YKPAUHCKO20 $3blka, C pumopuyeckol Komnosuyuel
noamuyeckol peyu LllegyeHko. OcobeHHO demaribHO 8 CmMambe aHanIu3upyomcs criydau obmaH4usol
po3payHOCMU aBmopCcbKo20o OUCKYPCa, MOCMPOEHHO20 Ha Pa32080pPHOCMU U UOUOMamu4YHOCMU.

Knroveeble cnoea: Tapac LlesyeHko, Muxaun HatidaH, nepesoddyeckass cmpameaus,
epesoOUMOCmb,  MmeKcmyarbHbIl  9KeuBaneHm,  (byHKUUOHarbHasi — 3aMeHa,  KOMIeHcayusi,
KOITOK8Uasu3m.

YK 821.161.2 "XIX" 3-62

M. 3umompsi, 3-p ¢binon. Hayk, npod.,
Apozobuubkull depxaeHull nedazo2ivHull
yHisepcumem im. |. ®paHka

TBOPUICTb TAPACA LLEBYEHKA .
KPI3b MPU3MY HIMELIbKOMOBHUX IHTEPMPETALIN

Y cmammi eucsimneHo numaHHs HadiHmepripemauii obpasHux cmpykmyp y
meopyocmi Tapaca LlleguyeHka. Aemop 0os800umb, w0 HadiHmeprpemauis CriyXumb
00HUM i3 3acobis, wo Oae MoXrusicmb adeKsamHO POo3Kpumu 2rnubuHHY creyugiky
opaanizauii noemuyHozo mekcmy Tapaca lllegyerka. Mdembcs npo npedmemHo-
obpasHuli ma ideliHo-eupaxaribHUll OUCKYpPC.

Knroyoei cnoea: meopuicmb Tapaca LllesyeHka, numaHHs HadiHmepnpemaui,
obpasHa cmpykmypa, XyO0xXHil mekcm, cemaHmu4YHul Koo.

AKTyanbHICTb BUBYEHHSI NUTaHHA iHTepnpeTauil Ta HagiHTepnpeTauii
obpa3HOi  CTPYKTypM Y  MOETUYHMX  TeKCTax  HeoaHOpPasoBO
nigkpecnioBanacsd y TeOpeTUYHMX Mpausdax Takux OOCHIOHWKIB, SK
O. Actag'es, O. boHgapesa, |. BoHgapeHko, P. NpoM'sk, T. N'yHgoposa,
I. A3t0ba, M. XKynuHcekun, HO. Koeanis, B. Mapko, C. NaBnu4ko,
A. Moniwyk, M. Puxno. 3BicHo, y nybnikauigx He TinNbku Ha3BaHWUX
aBTOpPIB MICTATbCA BaroMi CNOCTEPEXEHHS CTOCOBHO OYXOBHMX 3MaraHb
Tapaca LlleB4yeHka Ha piBHIi MOETOBOro iHAMBIAyanbHOro [[OCBIOY
Ni3HaHHA XYAOXHLOrO CBITY. 3BiACKM — BaXNUBICTb AAHOIO OCHIAXKEHHS
HagiHTepnpeTalii 06pa3HOoi CTPYKTYpWU Ta TEKCTOBOI CMiBBIAHECEHOCTI 3
Nno3aTeKCTOBUMM YNHHMKAMM KPi3b NPU3MY TBOPYOCTi KOHKPETHOIO HOCIS.
Y ubOoMy 3B'A3KY XapakTepHol € MnoeTudHa cnagwmHa Tapaca
LleeueHka (1814-1861). Amxe MoaenbHa MNOTYXHiCTb LlleByeHkoBOT
noesii 3acHoBaHa Ha CTabinbHOMY NiANOPsSAKYBaHHI LiHHICHMX 3acag.
BoHM MaloTh, §IK NpaBUMo, BWHATKOBO NisHaeanbHy ocHosy. i
HauioHanbHUA I'PyHT BM3HA4Ya€e NEPBUHHY CYTHICTb TEKCTOBUX CTPYKTYP
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