Popovich 13

The Art of Translation


“Shakespeare is a prophet sent by God in order to reveal to us the secret of man, of man’s soul,” wrote Dostoevsky.  For centuries, Russian translators have been translating Shakespeare along with other famous authors. Undoubtedly, the success of Shakespeare in the Russian translation (RT) rests on the translator, who is often forced to substitute content for form, which reflects not only on the translator, but also on the author of the original work.  In the following paper, I will analyze how Shakespeare’s plays Macbeth and Hamlet have been translated into Russian; I will focus on the translators’ choice of metaphrase, paraphrase, and imitation.  Yuri Korneev’s translation of Macbeth shows the many challenges translators face when translating the literary devices used by Shakespeare.   I will use excerpts from Korneev’s translation that best illustrate the challenges of translating various literary devices such as alliteration, consonance, puns, onomatopoeia, apostrophe, and assonance.  I will use Boris Pasternak’s translation of Hamlet to illustrate the changes that sometimes occur, when translating, to the characters and relationships of the characters within a text.  


In a Preface to Ovid’s Epistles, John Dryden divides all translations into three parts: metaphrase, paraphrase, and imitation.

Metaphrase is …turning an author word for word, line by line, from one language into another…   Paraphrase [is] translation with latitude, when the author is kept in view by the translator, so as never to be lost, but his words are not strictly followed as his sense; and that too is admitted to be amplified, but nor altered….  Imitation [is] where the translator (if now he has not lost that name) assumes the liberty, not only to vary from the words and sense, but to forsake them both as he sees occasion; and taking only some general hints from the original, to run division on the ground work as he pleases. (506)

As we will see in the following excerpts, Korneev and Pasternak choose paraphrase and imitation for the majority of their translations.  Under each line of Russian, I have used metaphrase to translate the RT word for word.  


While many of Shakespeare’s plays dominated the theatre in the former Soviet Union, Macbeth was prohibited until the early 20th century because of its emphasis on regicide (Rowe 53).  Macbeth, translated by Yuri Korneev, is a good representation of paraphrasing.  In the following excerpts, we will see how Korneev keeps Shakespeare in view in his choice of literary devices in his translation of Macbeth.  


The following excerpt from Macbeth illustrates the second type of translation, paraphrasing; in order to keep rhyme it sacrifices literal translation.  Though the word-for-word translation is lost, the sense is still present; Korneev even manages to replicate the trochaic tetrameter in the RT.  

	(1) Second Witch

   Fillet of a fenny snake,

   In the cauldron boil and bake:

   Eye of newt, and toe of frog,

   Wool of bat, and tongue of dog,

   Adder’s fork, and blind-worm’s sting,

   Lizard’s leg, and howlet’s wing,


	Vtoraya ved'ma 

   Vsled za zhaboj v chan zhivej

Following the toad in the cauldron,hurry 

Syp'te zhir bolotnyx zmej,

Through the fat of the swamp snakes,

   Zov ekhiny, klyuv sovinyj,

Throat of echidna, beak of owl,

   Glaz medyanki, khvost uzhinyj,

Eye of snake, tail of eel, 

   Sherst' kozhana, zub sobachij 

wool of kozhana, tooth of dog

   Vmeste s pyast'yu lyagushach'ej,

Together with foot of frog,

	   For a charm of powerful trouble,

   Like a hell-broth, boil and bubble. 

(4.1.12-19)
	   Chtob dlya adkikh char i kov

So that for hellish charms and shackles

   Byl u nas otvar gotov.

We had our mix ready.



The witches’ chant in English is full of Germanic monosyllabic words, giving the verses a choppy sound, whereas the RT is written with dense consonant clusters; yet, both the English version and the RT are effective in creating an eerie feel.  Alliteration and consonance (see the italicized letters in the English version) that inundate the English passage are virtually absent in the RT.  While these techniques increase the musicality of the speech in English, the RT relies on the repetition of the one beat noun-three beat adjective phrases to create a musicality that is lacking from the English version.  


Korneev not only had to be knowledgeable of what semantic changes had occurred in English since Shakespeare’s time, but he also had to decide whether he would write the literal translation of the exact word or meaning, or if he would simply replace it with another similar meaning.  

	(2) Duncan

   This castle hath a pleasant seat; the air

Nimbly and sweetly recommends itself

Unto our gentle senses. (1.6.1-3)
	Dunkan

   Stoit v priyatnom meste etot zamok.

Stands in a pleasant place this castle.

Zdes’ dazhe vozduh nezhit nashi chuvstva   

Here even the air tenders our senses

  Tak lehko on I lackov.   

So light it is and gentle.


Shakespeare uses “seat” in the above passage ambiguously not only to mean a chair, which its present meaning would signify, but also, “a position of authority” (OED).  English speakers today know the underlying ambiguity in the usage of the word seat.  Korneev simply uses the word meste, or place, which does not carry all the same semantic nuances that the English one conveys.  This slight shift from the English version takes away the regal connotations behind the word seat, shifting the meaning from the location of the castle in a hierarchical sense to a mere physical location.

In the following excerpt, Korneev leans closer to Dryden’s description of an imitational translation as the RT starts to lose sight of Shakespeare, and takes on a beauty of its own.  

	(3) Duncan

Now o’er the one-half world

Nature seems dead, and wicked dreams abuse

The curtained sleep.  (2.1.69-71)
	Dunkan

  Polmira

Half the world 

 Spit mertvym snom sejchas. Durnye grezy

Sleeps in a dead sleep now. Wicked dreams
 Pod plotnyj  polog k spyashemu sletayut. 

Under a thick blanket slide to them.


The RT reads, “half of the world is in a dead sleep” whereas the English says “nature seems dead.”  Adding a pun in the RT that is not present in the English, Korneev uses mertvym snom (dead sleep), which doubles in meaning, denoting deep sleep, as well as death in Russian.  In the second line “Spit mertvym snom sejchas,” alliteration is used to create a hissing sound; the repetition of the soothing [s] provides a lullaby affect that is absent in the English version.  The following line of the RT has an opposite effect, disturbing the peaceful sleep with the repetition of [p].  This intentional change is effective in creating disturbing image. 


Intentional changes to the meaning of a word or passage are sometimes the only option for a translator; however, if the translator is unaware of a semantic shift that has occurred the result could be an unintentional loss to the meaning of a passage.  English readers of Shakespeare often find themselves frustrated when they come upon words that have undergone semantic shift, and so, a good translator is one who can detect such words and translate accordingly.  In the first of the following two passages, Korneev either chooses to stray from Shakespeare’s meaning or is unaware of the semantic shifts that have occurred, either way he is successful.  
	(4) Lady Macbeth

You have displaced the mirth, broke the

good meeting / With most admired 

disorder. (3.4.108,9)


	Ledi Makbet 

  No vy svoim nedomogan’em strannym   

But you with your strange illness

  Rasstroili nash pir vecelyj.  

 Ruined our joyful feast.


In the above excerpt, Admired is used to mean, “[a]stonished; struck with wonder” (OED).  Korneev translates admired into “strange,” and in doing so he makes Lady Macbeth become more understandable, yet less poetic in the RT.  

	(5) Macduff

   All these are portable,

   With other graces weighed. (4.3.89,90)
	Makduf

   Vse my sterpim, 

All these we can endure,

   Kol’ vash porok clabej dostoinstv

Since your weakness is weaker than 

   Vashix.

 your strengths



Portable, in the above excerpt, has gone through semantic changes and no longer means, “endurable; that can be borne or tolerated” as it did in Shakespeare’s time (OED).  Korneev translates portable in the RT into sterpim, which means endure.   Though Korneev is unable to find a Russian word equivalent to portable, he is able to replicate the authenticity of Shakespeare’s time through the use of Old Russian by using the word kol’.  Korneev uses kol’ in the second line of the RT, which is an Old Russian word meaning since and is often used for poetic effect.  In using this archaic word Korneev is able to make the translation true to the language of Shakespeare.


Keeping the translation true to the language of Shakespeare is not always as easy as throwing in an archaic word.  Onomatopoeia can be almost impossible for a translator, often forcing him to lean towards imitation.

	(6) Third Witch

   A drum, a drum;
   Macbeth doth come. (1.3.30)
	Tret’ya ved’ma 

   Baraban stuchit!   

A drum (baraban) is sounding!  

   K korolyu Makbet speshit. 

To the King Macbeth is hurrying.


The witches in Macbeth are fond of using words that represent the sound they describe.  For example, in the above passage “a drum, a drum” replicates the noise of a drum.  The RT directly translates drum into baraban; baraban and it works exactly as “a drum, a drum” does in the English version giving a faster beating noise.


Korneev uses onomatopoeia in the RT of the following excerpt in a less obvious way.  He replaces mewed with vzvizgnul, a colloquial word for screech that is usually used to describe a woman’s scream. 

	(7) First Witch

   Thrice the brindled cat hath mewed.

Second Witch

   Thrice and once the hedge-pig whined. 

(4.1.1,2)
	Pervaya ved’ma 

   Trizhdy vzvizgnul pestryj kot. 

Thrice screamed (vzvizgnul) the calico cat.

Vtoraya Ved’ma 

   Vs’hlipnul ezh v chetbertyj paz.   

The hedgehog whimpered (vs’hlipnul) the fourth time.



Though the sound is different in the RT, the effect remains the same, if not more eerie. The use of vs’hipnul (whimpered) depicts a hedgehog that is afraid, almost crying; in doing so, Korneev adds more unease to the words than is present in the English version.  Korneev is able to connect the first two lines with words that sound similar: vs’hipnul and vzvizgnul.

While onomatopoeia is difficult to translate, puns prove to be even more difficult.  Besides allowing the writer to say two things at once, puns add richness to the text that is often impossible to metaphrase or even paraphrase.  
	(8) Macbeth

   We should have else desired your 

good advice/ Which still hath been both 

grave and prosperous, / In this days 

council (3.1.21-23)
	Makbet

   Zhal’. My zhelali b slyshat’ vashe

Too bad, we would have liked to hear 

   Mnene/ Stol’ mudroe I veskoe vsegda,

your opinion / So wise and weighed always

   Segodnya na sovete

Today in the council


The word grave in the above excerpt is very important because it is meant to signify seriousness, but is also connected with death.  Korneev chooses not to attempt to incorporate both meanings into one term, and instead translates grave as mudroe (wise).  Comparing Shakespeare’s lines on the left with Korneev’s translation on the right, we can see that the author is kept in view by the translator; the words are not strictly followed, as is the sense.

In the following passage, Macbeth tells his guest to sit down based on their degrees.  Degree is used here as a pun, playing on the two meanings during Shakespeare's time: social rank and a common term for temporary seating erected for courtly and other occasional theatrical performances (Braunmuller). 

	(9) Macbeth

   You know your own degrees, sit down;

At first and last, the hearty welcome. 

(3.4.1,2)
	Makbet

   Usazhivajtes’ sami. Nam vy vce 

Seat yourselves.  You are to us any

   Ravno zhelanny.   

Way welcome.


Korneev omits degrees since there is no Russian equivalent that would fit either meaning.  He simply writes: “Seat yourselves.” Shakespeare’s use of degrees denotes Macbeth’s control over his guests, reminding them to sit where their social rank demands.  Korneev’s Macbeth holds everyone as an equal, and closely mirrors the views of the former Soviet Union, under which Korneev translated.


Apostrophe is a repetition of words at the end and beginning of successive clauses, lines or sentences; this technique is often used by Shakespeare to “make the language more memorable for the audience by emphasizing its artificiality” (Widdicombe 71).  

	(10) Macbeth

   This is a sorry sight.

Lady Macbeth

   A foolish thought, to say a sorry sight.

(2.2.24,25)
	Makbet 

   Uvy! Priskorbnyj vid!

Oh!  This is a mournful sight!

Ledi Makbet 

   Ty vzdor nesesh’. O chem skorbet’

You are talking nonsense.  What is

   Tut mozhno?  

there to mourn here?


Apostrophe is relatively easy to translate.  However, Korneev chooses not to repeat sorry sight exactly as Shakespeare does.  Instead of repeating the adjective –noun compound in the first line (mournful sight), Korneev uses a verb, “skorbet” (to mourn).  Shakespeare’s use of apostrophe creates mechanical characters in these lines, and although Korneev adds only one syllable to the second line, the break in the middle with a period creates a more conversational reaction from Lady Macbeth.

Alliteration, as seen in the witches’ speech, is an often-used device by Shakespeare.  Translators often choose to omit this device due to the difficulty in finding words that correlate and start with the same letter. Metaphrase, and often paraphrase, do not allow the translator to keep the musical effect and meaning of alliteration. 

	(11) Macbeth

   But now I am cabined, cribbed, confined,

 bound in/ To saucy doubts and fears.  

(3.4.24,25)
	Makbet

  A teper ya podlym somneniem i

And now I am tied up by mean doubts and 

  Strahom svyazan, skovan,/ Podavlen, 

Fears, confined / Suppressed and 

  Slomlen.  

broken.



In the above excerpt, Korneev uses alliteration of the [s] consonant in somneniem, strahom, svyazan, skovan and slomlen, with a very close translation.  In addition, Korneev is able to incorporate initial repeated consonant clusters that are more effective in further creating a denser image than Shakespeare’s version.  


 In the following excerpt Korneev does not implement assonance, repetition of the vowels, in the RT as Shakespeare did with [i] and [e]; instead he uses repetition of the [o] and [a].  In Russian an [o] is pronounced as an [a] when the inflection does not fall on it, so the following lines would be pronounced: No kak paroyu solntse, vas’hadya, neset c caboyu shtorm sudam na gibel.’

	(12) Captain

   As whence the sun ‘gins his reflection,

Shipwrecking storms and direful thunders 

(1.2.25,26)
	Serzhant

Sergeant

   No kak poroyu solntse, voc’hodya,

But as sometimes sun, when rising

   Neset c coboyu shtorm sudam na

carries with itself storms for the ships 

   gibel’

destruction



Captain, in the above excerpt, is translated into serzhant (sergeant) even though there is a Russian equivalent of captain, kapitan.  Korneev chose to use sergeant so that it would not be confused with a sea captain, that the Russian word kapitan suggests.  


Korneev chooses to leave out assonance all together in the following excerpt in order to incorporate some archaism. 

	(13) All

…Thrice to thine, and thrice to mine,

And thrice again, to make up nine. 

(1.3.33,34)
	Trizhdy kazhdaya iz nas

By three each of us 

   Trizhdy po tri – devyat’ paz.

Thrice times three – nine times.




The use of assonance in the above lines develops a chanting noise with thrice, thine, thrice, mine, thrice, nine; “[t]rizhdy po tri – devyat’ raz” is missing that literary device and therefore lacks the energy that the English version has.  Korneev is successful at maintaining the same authentic language of Shakespeare’s time by using on Old Russian phrase, “trizhdy po tri “ (thrice times three). 


Looking at the above excerpts, there are evident changes that Korneev was faced with in order to keep both the meaning and the musicality.  The choices that an author makes are sometimes unconscious, and at other times purposeful.  Boris Pasternak, author of Dr. Zhivago, spent most of 1940, a time of terrible repression in the former Soviet Union, translating Shakespeare’s Hamlet.  Heavily discouraged from writing by the Government, Pasternak took on the feat of translating Hamlet, and through it he found his salvation.  What made it salutary, Fleishman writes, ”was the involvement with great art, which was impossible in any other form during that time.”  Pasternak stressed that his translation “must be seen as an independent and original Russian text” (Fleishman 220, 221).


Pasternak’s translation covers two of the parts of translation that were mentioned earlier.  Although Pasternak primarily paraphrases the text, the characters and the relationships between them are forms of imitation.   Hamlet is transformed into a serious figure virtually without the verbal irony, cutting mockery, and cynical witticisms of Shakespeare’s hero (Rowe 148).  It was not long before Soviet critics noticed Pasternak’s divergence from the original text; however, Pasternak had no qualms when it came to deviating from Shakespeare’s original meaning.  Eleanor Rowe tells of a story in her book, Hamlet: A Window on Russia, of a pendant that once came to Pasternak’s door with a long list of inaccuracies in his Hamlet.  Pasternak’s response was laughter, a shrug, and the statement: “What difference does it make?  Shakespeare and I---we’re both geniuses, aren’t we?” (158).  


Pasternak grew to love and respect Hamlet in making his translations.  He described Hamlet in words that evoke Christ: “From the moment of the ghost’s appearance, Hamlet gives up his will in order to ‘do the will of him who sent him’” (Rowe 148).  Rowe goes on to wonder at Pasternak’s preoccupation with the dedication and heroism of Hamlet and how it is related to his own extraordinary efforts to maintain his own integrity in Stalinist Russia (150).  In the following excerpts I will focus on passages that illustrate the changes in the characters of and relationships between Hamlet, Ophelia and Gertrude.  


Pasternak’s earlier translation of Hamlet’s “To be or not to be” soliloquy was highly political and a very brave move.  Though we are unsure of the reasons behind his later changes, Rowe tells us that Pasternak had “onslaughts of pursuers” for “shame of persecution;” and “Foul-mouth petty officials, and the kicks of the worthless, kicking the worthy” became the relatively innocuous “Arrogance of possessors of power and the fate of big merits in front of the court of nobodies.”  Pasternak’s earlier and more politically driven translation was written during the years of Stalinist repression: “One can only admire Pasternak’s boldness” (Rowe 152).  

	
(14) Hamlet

For who would bear the whips and scorns of time, 


Th' oppressor's wrong, the proud man's contumely, 


The pangs of despis'd love, the law's delay,


The insolence of office, and the spurns 


That patient merit of th' unworthy takes, 


When he himself might his quietus make 


With a bare bodkin? (3.1.78-84)
	 Gamlet 

   A to kto snec by unizhen’ya veka,

For who could endure the humility of all time

   Pozor gonen’ya, vyhodki gluptsa,

Shame of persecution, insults of a fool,

   Otrinutuyu strast’, molchan’e prava,   

Rejected passion, silence of justice,

   Nadmennoct’ vlast’ imushchih i sud’bu

Arrogance of possessors of power and the fate of

   Bol’shih zaslug pered sudom Nichtozhectv

Big merits in front of the court of nobodies

   Kogda tak prosto svodit’ vse kontsy

When the loose ends are so easily tied

   Udar kinzhala? 

By the strike of the dagger?



Shakespeare’s Hamlet in the excerpt above sees no point in living in an unjust world and contemplates how “he himself might his quietus make / With a bare bodkin.”  Pasternak’s Hamlet, on the other hand, does not consider suicide so overtly.  Instead, he examines how “the loose ends [could be] so easily tied / By the strike of the dagger” without clarifying who would be on the receiving end of the dagger.  These “loose ends” could be used to represent him, or the persecutors he describes in the previous lines. This divergence from Shakespeare’s writing, however small, can be read as a shift to imitation as Hamlet shifts from a moment of weakness, to contemplation of murder.


After his first encounter with the Ghost, Pasternak’s Hamlet is committed to one thing only, and that is to avenge his father’s death.  There is no question in the RT of whether Hamlet has gone mad; he is a hero.  This variation from the sense results in a change to the relationships Hamlet is in.  The following is an excerpt taken from Hamlet’s confrontation with his mother, Gertrude, about her guilt in his father’s death.  Pasternak creates an emotionally detached son for Gertrude, who is stricken with disgust and can only hint to his mother’s lovemaking.  

	(15) Hamlet

   Nay but to live

In the rank sweat of an enseamed bed,

Stewed in corruption, honeying and 

Making love/ Over the nasty sty --- 

(3.4.103-106)
	Gamlet

   Valyat’sya v sale

To loll about in the lard 

   Prodavlennoj krovati, utpat’

Of a sagging bed. To wallow in the 

   Vispanie poroka, tselovatsya

Perspiration of vice, to kiss 

   Sredi navoza…

Among the manure




The following passage is often used as evidence that Ophelia has been sexually intimate with Hamlet.  Pasternak’s first translation omitted this song completely, and then later added it in as a poem recited by Ophelia.  Pasternak’s version, with or without this passage, depicts Ophelia as a fragile innocent victim, in contrast to Shakespeare’s Ophelia who boldly uses words such as “By Gis and by Saint Charity” in a type of oath.  Shakespeare’s Ophelia even suggests that both God, and men’s penises are to blame for the way men behave: “By Cock they are to blame.”  Cock was a word used to mean both God and penis. 

	(16) Ophelia

[Sings]

By Gis and by Saint Charity,

Alack and fie for shame,

Young men will do ’t, if they come to ‘t;

By Cock, they are to blame.

Quoth she: “Before you tumbled me,

You promised me to wed.”

He answers:

“So would I ‘a done, by yonder sun,

An thou had’st not come to my bed.”

(4.5.63-71)
	Ofeliya

[Poem]

   Kakaya gadost’, sladu net!

What a disgust, no sweeteness!

   Stoit pokuda svet,

Stands during the daylight,

   Vot tak I budut’ delat’ vred

Are they always going to harm like that

   Po molodocti let?

In their young age?

   Pred tem, kak s nog menya valit’,

Before knocking me off my feet,

   Proculu by puki…

You asked me for my hand…

   A on otvechaet:

And he answers:

   I oboshelcya b po-lyudski,

I would’ve treated you in the common way,

   Ne bud’ vy tak legki.

If you weren’t so easy.



Helen Muchnic writes in “Russian Poetry and Methods of Translation,” that perfect translation is an unrealizable ideal, but if it existed it “would be one in which the reader heard the foreign author speaking as a unique person with a unique perspective on the world and a unique tone of voice, yet was persuaded that he thought and spoke, not in his own but in the reader’s tongue” (406).  Perhaps impossible, but a translator can aim towards this ideal through any of Dryden’s three types of translation: metaphrase, paraphrase, and imitation.  But sacrifices will have to be made.  A good translator is one who recognizes those sacrifices that need to be made and chooses accordingly.  
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Appendix
(1)
Вторая ведьма 

   
Вслед за жабой в чан живей 

 
Сыпьте жир болотных змей, 

   
Зов ехидны, клюв совиный, 

  
Глаз медянки, хвост ужиный,

  
Шерсть кожана, зуб собачий 

  
Вместе с пястью лягушачьей, 

  
Чтоб для адских чар и ков 

Был у нас отвар готов.

(2)
Дункан 

   
Стоит в приятном месте этот замок.

Здесь даже воздух нежит наши чувства 


Так легок он и ласков.

(3)
Дункан
   
Полмира

Спит мертвым сном сейчас. Дурные грезы 

Под плотный полог к спящему слетают. 

(4) 
Леди Макбет 

   
Но вы своим недомоганьем странным 


Расстроили наш пир веселый. 

(5) 
Макдуф

   
Все мы стерпим, 

Коль ваш порок слабей достоинств ваших.

(6) 
Tретья ведьма 

   
Барабан стучит! 

К королю Макбет спешит. 

(7)
Первая ведьма 

   
Трижды взвизгнул пестрый кот. 

Вторая ведьма    

Всхлипнул еж в четвертый раз. 
(8) 
Макбет 

   
Жаль. Мы желали б слышать ваше мненье,

Столь мудрое и веское всегда, 

Сегодня на совете 
(9) 
Макбет 

   
Усаживайтесь сами. Нам вы все 

Равно желанны. 
(10)
Макбет 

   
Увы! Прискорбный вид! 

Леди Макбет 

   
Ты вздор несешь. О чем скорбеть 

тут можно? 
(11) 
Макбет

   
А теперь я подлым cомнением и 

страхом связан, скован,/ Подавлен, 

сломлен. 
(12)
Сержант 

Но как порою солнце, восходя, 

Несет с собою шторм судам на 

гибель 

(13) 
Трижды каждая из нас 

   
Трижды по три - девять раз. 

(14)
Гамлет


А то кто снес бы униженья века,

   
Позор гоненья, выходки глупца,

  
Отринутую страсть, молчанье права,

  
Надменность власть имущих и судьбу

  
Больших заслуг перед судом

 
ничтожеств,

  
Когда так просто сводить все концы 


Удар кинжала?
(15) 
Гамлет

Валяться в сале


Продавленной кровати, утопать


В испарине порока, целоватся


Среди навоза...

(16)
Офелия


Какая гадость, сладу нет!


Стоит покуда свет,


Вот так и будуть делать  вред


По молодости лет?


Пред тем, как с ног меня валить,


Просили вы руки…

А он отвечает:

И обошёлся б по-людски,


Не будь вы так легки.
