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PROBLEMS OF TRANSLATION:ON TRANSLATING MANDELSTAM’S PROSE INTO
ENGLISH

On April 7, 1929 Isvestia printed an article entitled "Torren-
ts of Hackwork" /Potoki Xaltury/ in which the following statement
about translation appeared:

The quality of translation in any country is a
direct index of its cultural level., It is just
as significant as its statistics on soap
consumption or the percentage of literacy.
/D .284/426
The following July Na Literaturnom Postu published ar article
entitled "On Translations" /O Perevodax/ asserting:

The translator is a powerful interpreter of the
author; he is fundamentally uncontrolled. His
unnitt{ng commentary seeps into the book through
a thousand cracks.

/2+291/435/

Osip MandelStam, the author of both articles, was as deeply
concerned with "the level of culture" in the Soviet Union as he
was troubled over the guestion of the preservation of culture,
By 1929, having spent a significant part of his life translating
western Buropean literature into Russian, he recognized the need
to persuade the Soviet Writers Union that better working condi=-
tions were as essential for translators as for other artists of
the word, This could only be done by recognizing translation as
an art, thereby elevating the professional status of the trans-
lator,

For MandelStam the problematics of translation were very bwe-
ad, Tranglation was perceived not merely as a matter of "inter-
polation”, but involved, as he said, the ability to "switch over”
from one "independent speech system", to another, and the “erea-
tion of an independent speech system based on foreign material®.



/284-5/427/
Mandel3tam’s continued interest in the problematics of trans—

lation as the art and the act of interpreting other cultures is
expressed even in his last and most unique éffort in literary
prose, Convergation about Dante. The subject matter of this "con-
versation" botween Mandelftam and his interlocuter, Andrey Bely,
ranges from problems of understanding a foreign culture to trans-
lating and interpreting it for posferity. Indeed, this “conver-
sation" is essentially am attempt to explicate the process of
reading, translating and interpreting Dante for the Russian rea-
der,

Now what does this mean for the American or English reader and
translator of Mandeldtam’s prose ? Above all, the translator must
be aware of the writer's complexity, specifically, of what Man-
delitam terms "philological™ sensibility 7.

Let us look at a few instances irn the jgggngg_jg_gﬁgggig, now

available in at least three good English translations™.

The first section of Journey to Armenia, subtitled "Sevan,"

records the pleasures of contemplation, of emotional excitement,
as well as the pleasure of the expsrience of the descriptive act
as Mandel¥tam’s keen and sensitive mind responds to aspects of
life and death, nature and art, archaeology and philology percei-
ved for the first time, or as if for the first time, because of
tfe cultural context which "kept repeating to me: now stay awake,
don’t fear your own age, don’t be sly." /p.349/

In this section there is a passage which reads:

In addition the island is literally paved with the

fiery red slabs of anonymous graves, some abick1n9
up, others knocked over or crumbling away. /p.345

An Armenian scholar was shocked at the translation because
she said that what was meant here were Armenian "votive stele,”
not gravestones. Examples of such votive stele are to be found
incorporated into the actual construction of Armenian churches
as well as in the sanctified areas immediately surrounding those
churches, They are not gravestones common to Western churchyards.
Since this looked like a significant mistake in translation, I
returned to Mandelftam’s text, However, it was he who was mista-
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ken, not his translators. His text reads;

Krome togo, on bukval no vymos8en ognennoryZimi
glitami bezymjannyx logilzioréaihinf, rasgztannyni
krodad¥imisja. /pA38/

Now what is the translator supposed to do ? Correct sandel-
#tam and satisfy the knowledgable Armenian scholar and, by the
way, glve additional symbolic significance to the mysterious
spiritual quality already abundant in the text ? Or should the
translator merely translate an instance of Mandelitam’s ignoran-
ce of the facts, indeed of the culture he so loved and admired ?

The answer here is obvious. It is not the translator’s role
to teach MandelStam more facts about Armenia; however, a foot-
note is definitely in order. Indeed, this is not actually a pro-
blem of translation although it may be taken as such by readers

familiar with the subject matter.
More serious for us as translators of MandelXtam are problems

of perspective or focus. Mandelstam’s fascinating excursus on
perception and the viewer, which appears in the section of Jour=-
ney to Armenia ‘subtitled "Frenchmen," is worth consideration.

I quote the English here for what is most significant is not the
translation per se but the approach, MandelStam’s method.

Standing before a picture to which the body heat of
your vision has not yet adjusted, for which the
crystalline lens has not yet found its proper
accomodation, is like serenading in a fur coat
behind storm windows.

Only when you have achieved the proper equilibrium
and only then, begin the second stage of restoring
the picture, its cleaning, the removal of older coats
of varnish, of the external and most recent barbaric
layer. This is the stage which unites the picture
with sunny solid reality.

With its extremely subtle acid reactioms, the eye,
an organ which possesses its own acoustics, intensi-

fying
tga value of the image, exaggerating its own accomplish-
ments to the point of offending the senses over which
it makes a great fuss, raises the picture:to its own
level, for painting is much more a phenomenon of
internal secretion than of apperception, that is, of
external perception.

The material of painting is organized so that
nothing is lost, hence its distinction from nature. But
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the probability of a lottery is in inverse portion
to its feasibility. it 4
And it is only now that the third and last stage of
E;:za:tns the picture begins - confronting the idea
L]

Now the traveling eye presents its ambassadorial
oredentials to the consciousness. A cold treaty is then
established between the viewer and the picture, somet—
hing on the order of a state secret.

; /De365/161=2/

First of all, it must be emphasized that Mandel3tam says he=
re with reference to the audience or viewer of paintings is
equally applicable to his conception of the reader s approach
to literary texts.

He first warns the audience against being overawed by art.
Calm selfconfidence is recommended instead. On the other hand,
he cautions us: the "eye" is a "noble but stubborn animal.”
Thus a willingness to adjust one’s vision or focus is required
before the evaluation process can begin.

Second, after the proper "equilibrium" is established, the
audience must be prepared to find some reality behind the-:illu-
gions, forms and images through which the artist expresses
himself most fully. Art must not be considered as something to-
tally isolated from its context of from its primary impulse.

Third, since the eye or mind of both artist and audience
"jntensify the value of the esthetic image,” the audience must
understand that a process of internalization is set in motion
before the full "meaning” of a work of art can be realized.

Finally, the last stage of penetrating a work of art can ta=-
ke place: "the confrontation of the idea behind it." This stage
requires the establishment of a "cold treaty" or a "state gec=-
ret" between the viewer and painting, or between the reader and
the text.

In other words, something mysterious governs the audience-
text or reader-text relationship which is mutually understood
and accepted, It is therefore not merely a matter of preception
which is involved in viewing art or reading a text, but rather
a process of interpretation, a method of obtaining the poper
focus, which involves particular adjustments and individual res-
ponses for each work of art, :
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What is more, it is the very nature of that mysterious, mutu-
al interplay of reader and text which distinguishes art from
reality and the ea;hetie procegs of perception or focus from
ordinary, routine perception.

Now that the reader is prepare not to be overwhelmed by Man-
deldtam’s art, and has been warned against hasty evaluations;
now that the reader’s eyes and ears have been sonsitized and he
has achieved the requisite equilibrium to focus in on Mandels-
tam’s art, it is necessary to look more closely at his text. Our
example is the last chapter of ggggggz_gg_ggggg;§3.

It is most important for our purpose to be able to identify
the elements of translation which determine the meaning of an
entire paragraph or even an entire section or chapter of a work,
The last chapter of Journey to Armenia is subtitled "Alagez,"
the name of the volcano visible from Mandelstam’s hotel window
in Erevan. Alagez serves as the coantrolling metaphor of this
section.

Out of context, the first sentence, "Ty v kakom vremeni
xoded, %it’?" could be translated in several ways. Lexical pro-
blems involve the noun, "vremja" and the verb, "xotet ." For
instance, "vremja" can mean: "time" in the sense of "epoch",
"age™, "period™; it can mean "season" in the sense of spring/
/winter or "Time/Season™ as in Ecclesiastes: "a time to be born
'wss & season for everything." Moreover, "vremja" as a purely
grammatical term has the meaning of "tenge."

In this instance, Mandel¥tam the literal "philolog," the poet-
philologist, inspired by the philological and archaeological
riches of Armenia, to him the cradle of culture and civilization,
chose the philological or grammatical meaning of "vremja" as his
primary meaning.

Indeed, his answer to the above question: /2/ "Ja xo¥u #it'v

' povelitel ‘nom prifastii bududlego..." tells us to translate the
[ first sentence with "vremja" as "tense."

But what about the verb "xotet™ ?

First of all, it means "to want, desire,” it involves voli-
tion.

Secondly, in answer to the question, "dto xo¥ed'?", it implies
“choice™: What choice would you make ?



And third, it can be translated as "1like": What do you like 7.
That is, "xotet ™ indicates volition and choice based on pleasu~-
re /likes and dislikes/ as opposed to necessity /needs, obliga-
tions or imperatives/.

Hence, the following possibilities are open to the transla-

tor:

want
"What tense/time 9° JOU like to live in" ?
would you choose

MandelZtam’s "answer" to the question helps to narrow down
the range of possibilities; however, the po2t opts not for a
simple past, present or future tense, but fo.' a tense and mood
based on ideological, symbolic and esthetic principles. His op-
tion includes all three meanings associated with "xotet ™:
"choice,” "want/desire" and "like," as well as the sense of fu-
turity contained in “would like" as opposed to the pure present
tense form "to want immediately.”

As we read further, we notice that physically the poet Man-
del¥tam, the author of Journey to Armenia, is functioning in the
present, but that ideologically and esthetically he is already
living in the future, contemplating, fantasizing, creating and
transforming contemporary reality, real life into his "ideal" =
the "what ought to be.”

Hence, the translator’s problem: how to convey all three
meanings of the verb "xotet ™ and still produce satisfying Bn-
glish prose ? I tried to meet MandelStam’s requirements by in-
gserting all three English verbs in the first three sentences.
0f course, this meant moving beyond literal translation or what
MandelZtam called "mere interpolation" in his essays on transla-
tion, thereby iniroducing the translator s "unwitting commenta=-
ry" or interpretation into the text. .

I believe this is justified by Mandel¥tam’s rather complex
poetics in which themes and images develop as they combine with
each other and transform each other, moviLg back and forth from
the plane of physical and ideological reality to the plane of
metaphysical and symbolic or esthetic meaning. Language = that
is, words, nouns and verbs — is the medium and the mediating
factor in this movement because the poet is, above all, a



"philologist" in the most literal sense of that word, a "lover
of the word™ /philia + logos/. His primary creative impulse is
his literal "philological sensibility".

Since in Journey to Armenia, "choice™ is a major ideological
gas well as esthetic theme, I made a conscious decision to trans-
late the first appearance of "xotet ™ as "choosge", the second
appearance of "xotet" as "want" and, taking advantage of the
impersonal verbal coanstructions opening the third paragraph and
the continued implied presence of the verb "xotet ™, to introdu-
ce the verb "like," indeed, to repeat "like" three times. /See
/Ny /2/, and /3/ /.

Furthermore, in translating the verb "xotet’™, an interpreti-
ve decision had to be taken as to how to convey the symbolic and
ideological meaning contained in the philologist=poet s funda=-
mental theme — the theme of "tense" which reinforces the theme
of "choice."

Since futurity is contained in his "answer", in /2/, in the
introduction of the theme of the imagined "ideal" world, I deci=-
ded to introduce that sense of futurity immediately, that ist,
in the opening question, in /1/, through the auxiliary verbal
form, "would."

Thus, the translation process necessitated determining lexi-
cal and verbal equivalents as well as logical and ideological
equivalents to clue the English reader into the complex, multu-
faceted implications of the text.

Hence /1/, the translated question: "What tense would you
choose to live in ?" rather than: "What tense/or time do you
want to live in 7"

And /2}, the ﬁore emphatic answer involving both choice and
volition: "I want to live in the imperative of the future pas-
sive participle -- in=the "what ought to be."

_ It is now possible to turn to paragraph /3/ which provides an
| explication and explanation of the poet ‘s "choice".

I like to breathe that way. That's what I like,

It suggests a kind of mounted, bandit-like

equestrian honor. That g§ why I like the glorious
Latin "Gerundive" -- it s a verb on herseback.
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Logically, this paragraph demands the English verb "like",
the third possible meaping of "xotet,” even though "xotet ™
itself is not used here.

Although "xotet’™ is implied in the excited, intense, staccato
voice hurrying to explain and defend MandelS3tam’s answer, that
verdb is now replaces by the even stronger word for "like" _-
"nravit“sja" — thereby introducing the sensual theme into this
gsection, the theme of "pleasure." Thus, "like" /aravit’sja"/

is repeated in conjunction with the development of the “philo-
logical" theme. Indeed, the static concept of "tense" /presented
in /1/ is transformed into the active "verb oL horseback," the
glorious Latin Gerundive." The theme of "pleasure" begins to
dominate,

In paragraph /4/, all the incipient themes merge into the
poet’s theme, the theme of the poet’s function. The ideological
theme of "choice", the "philological" theme of "tense", and the
sensual theme of "pleasure”" merge trough the expanded, more
elaborate and more abstract explanation of the poet’s function.
The poet is carried away /literally and figuratively/ by his
feelings of "pleasure," inspired by his recognition and reali-
zation that the esthetic funotion dominates over the ideologi-
cal,.., the fantasizer is transformed into the poet.

/See f4/ v.u / <

The simple prose of paragraph /5/ clarifies the abstract
metaphor, momentarily bringing both the poet and the reader back
down to earth, to the world of contemporary reality in prepara-
tion for the final metaphorical leap which establishes the con-
trolling image of this section, the volcano, Alagez, and links
it to the various forms of the noun, "tjaga" /pull, attraction,
gravitational pull/, and the verb, "tjanu’sja" /to be drawa,
lured, attracted/ emerging in this section and the preceding
gection, The image of Alagez = representing the "poet’s calling"
-~ adds mystical -and metaphysical meaning to the "philological"
theme, reinforcing the idea of the "philologist" - poet as the
bearer of culture through the ages.

Although there is not space to analyze this central me taphor,
it should be noted that the last line /3/ of the Journey to
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'Amnig contains the force of the Latin Gerundive, == “I' must
ride around some other ridge" /poslednjaja mysl’': NuZno ob exat’
kakuju=-to grjadu/, -- again calling the poet from a static sta=-
te of mind /sleep/ to an active status /horse-back riding or
creating poetry/.

The "tjaga" of the Armenian language /see /A/ /, the "&uvst-
vo pritjaZenija goroj" or "sixth sense" /see /D/ /, the "pove-
litel'nja glagol ‘naja tjaga" of the Latin Gerundive /see /4/ /,
and his sense of being "pulled" towards Alagez /ja tjanulsja —
| see /7/ /, reinforce the poet’s confidense in his "calling":
| the poet as the bearer of culture through the ages.

Returning to -the problematics of translation, then, the tran=
| slator is similarly obliged. He must respond to his calling'-
;:to gimilaer imperatives to understand and explain and express

| the text. Indeed, he must take one step further: he must make

' sense of the original text but in his own language, in the "cre=
" ation of an independent speech gystem based on foreign .material"
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Y- Amrapax

Bame mucbMO Ha BOCeMBHAX~
naTH IEcTax, HCOHCAHHOE NO-
YeDKOM NPAMHM H BHCOKEM, KaxX
TOOOJNEeBaA alJed, A NOAYUHA
¥ Ha Hero ormeuap: F

llepsoe CTOIXHOBEHEE® B YR~
CTBEeHHOM ofpase c martepmeil
IpeBHeapMAHCKOf IepKEBH.

Pzaz mmer Qopum, mzexm,
XIET ee, A B3aMEH HATHKAET=-
CH Ha 3amnecEeBENRH xwnel mpH-
POAN EAE HA KamMeHHHY nEpor.

3y0u 3peHER XpomaTCH M
ofixaMmBawTCA, KOrZAa CMOTDHENS
BNepBHe HAa ApMAHCKHE NEpKBH.
/A/ ApusHckEH# A3HK - HeE3HA-
mEBaeMuit - KaMeHHHe camors,
Hy, KoHeuHO, TOICTOCTEHHOE
CI0BO, NpOCHOHKM BO3ZAYXa B
noayrzacHux. Ho passe Bce
oyapopsanse B oroM? Her! Or-
kyxa xe tara? Kax o6macHENTE?
OcMuHCIBTH? :
/B/ Al memuran pazocTs HpouS—
HOCHTS 3BYKH, 3aUpemeHHHE XXX
pycckux ycT, Tailmue, orBep-
XeHHHE -M, MOXeT, jaxe, - Ha
Kako#f-To rayOHHe NOCTHIHEHE.

Bux npexpacHuit XEIATOK B
XecTAHOM wallEEKe, M BADYT B
HEro GPOCHER MENOTKY YYAHOTIO
WePHOro 4as, ‘

/C/ Tax y MemA ¢ apMANCKNM
ASHKOM, -

/D/ A& B cefe supaGorax mec-
TOoe - “apaparcroe" - yymc-

=30 ‘=

7 .Ashtarak

I have received your eighteen-
page letter, completely covered in
your stresight and tall hand, strai=-
ght and tsll as sn avenue lined
with poplars. Here is my snswer:

My first sensusl encounter with
the materiality of an sncient Arme-
nien church, -

The eye seel's form, an idea, end
anticipates it, “ut it stumbles in-
stead upon the moldy breed of natu-
Te or upon s stone pie.

The teeth of vision crumble sernd
btresk up when you encounter Arme-
nien churches for the first time.
/A/ The Armenisn language cannot
be worn down: its boots are of sto-
ne. Naturslly, its word is thick-
walled, its semivowels layered
with air. But is that all there is
to its charm ? No | Then, whence
its attraction ? How can you exp-
lain it ? Understand it ?

/B/ I experienced such joy in pro-
nouncing sounds forbidden to Rus-—
sian lips, mysterious sounds, out-
cast sounds, and perhaps, on some
deep level, even shameful sounds.

There was some_magnificent boi=
ling water in a pewter teapot, and
suddenly 8 pinch of marvelous black
tea was tossed into it.

/C/ That‘s how I felt sbout the Ar-
menian lasnguage.

/D/ I have cultivated a sixth sen-
se in myselt an "Ararat" sense.



TBO HPETANOHNEN Tepeoll.

Temepr kyaa 6 WeRx We
SANOONG, OHO yBE YNOSDETOXM-
2O, N OCTANETOA.

Yii, Azares

/1/ Tw B xaxom BpemeEm X0~
yens XNTL?

/2/ - £ xoqy XWTh B NOBeXN-
TOXBEOM NDEWACTER GYXymere,
B SAXOrS CTPAIATEIBNOM -

P "ZOXmeNCTRYRmEM OHTH™,
/3/ Tax wme xummres, Tax

| ume ¥pasNTox., EcThs Bep-
xoBaf GacMAvecKas, KONEASL
wecTs». OTTOrO-TO MHE X Hpa-
BETCS cIABNME XaTEECKEH
"repyniEsyu™ - 5T0T riaroa
HR KOEe.

/4/ La, zarxmcxuit remxfl,
Xorra OEX XaXeE E MOXOX,
cos3IAX $OopMy HOBEINTRAR-
me# razarcasmolf Tarm, xax
npootpas scell mame#f xyas-
TYDH, X He TOXBKO "XOIXeH-
craymsas Owrs", HO - "xoa-
'WRHCTEYDRAA OuTh XBaxmEMolt
- lsudatura est - Ta,
NTO HDABETA aes

/5/ Taxyp peus & Bex C ca-
uMmM coGofft, exyum B cexxe
I0 YPOUENAM, KOYeBRENAM

E TRECFAATCKEM nacTOEmaM
Axaresa.

/6/ B 9pmsamx Azares rop-
YAl ¥ MeHX mepex riasaum,
Eax "axzpacre"” m "mpomait-
Te". f BExex, xax xems

- 33 -

I csn feel the mountain’s gravita-
tional pull.

Now, no matter where fate may
lead me, it slready has a specula-
tive existence, and will accompa-
ny me forever.

8., Alagesz
/1/ What tense would you choose to
live in ? '
/2/ "1 want to lfve in the impera-
tive of the future passive partici-
ple - in the ‘what ought to be”.
/3/ I Like to breathe that way.
That ‘s what I like. It suggests s
kind of mounted, bandit-like, equ=-
estrian honor. That’s why I like
the glorious Lstin "Gerundive" =
it“s a verb on horseback.
/4/ Yes, the Latin genius, when it
way young and greedy, created that
form of the imperavite verbal trac-
tion as the prototype of our enti-
re culture, and not only "that
which ought to be" but "that which
ought to be praised" - laudatura
est - that which pleases us...
/5/ 1 carried on the above dialo-
gue with myself as I rode horse-
back through the natural boundaries
the nomadic territories, and the
vast pasturelands of Alagez.
/6/ In Erevan. Alagez stuck up be-
fore my eyes like "hello"™ or "good-
bye". I saw how its snow-covered
crown melted from day to day and
how, especially in good weather,
in the mornings, its tinted sloper



OTO JXHE DOATANBAX ero
cHEerosoff rpefexs, xax

B XOpPONYD NOr'OXY, OcolexE-
HO IO yTDaM, CYXEME IrpeH-
KaMHE XpycTeX:E ero Hadal-
PeHHm® XpyuN.

/1/ B n Tamyies X HeMy
yepes TYTOBNE XepeBbA

H SeMIANNe KDHEH XOMOB.

Kycor Azaresa xmx TyT
X8 co MHO#f B rocTHHEDe.
Ha noXOKOHHEKE OONEMY-TO
Bazancs yBecEcTHE ofGpas-
YEK 4YepROr'c BYAKARHAYECKO-
ro ¢rexza - xaueHds OOOE-
AnaH. BEH3SNTHaS KapTOuYKa
B OyX, 3afuras xaxoif-EE-
6yis reolormveckofft sxecme-
Amnmeft,

Hoxcrynu k Axaresy He
YTOMETEALHH, H HEYEro He
CTOET B3ATHh €r'0 BEPXOM -
mecmorpa Ha 14 000 dyron.
Jlapa saxipyeHa B 3eMIg-
HEHe ONYXOIE, HO KOTODHM
ejemb, KaK HO MACAY.

H3 oxma moe#f xoMmaTH
Ha NATOM 2TaXe OGPHBAN-
CKOR TOCTHHMION £ COCT&BEX
cefe cOBepHNEHHO HeBepHOe
npexcraBieHrEe O Axarese.
OH uHe Kasancsa MOHONHTHHM
xpebrou, Ha camom gexe om
CRAAXUATAA CHCTEMA N pas-
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crunched like dry toast.

/1/ And I was drawn towsrds it, o-
ver the mulberry trees and the ear-
then roofs of the houses,

A piece of Alagez lived right
there with me in the hotel. On my
windowsill, for some reason, lay a
heavy specimen of the black volca-
nic glass-like rock known as "obsi-
dian". A ponde.ous calling card
left behind by some geological expe-
dition.

The approaches to Alagez are
not fatiguing, and it is no troub-
le at all to reach the top on hor-
seback, despite its 14.000 feet.
The lava is contained in eerthen
blisters, along which you ca eesily
ride,

From the fifth floor window of
my Erevan hotel room, I formed a
totally mistaken picture of Alagez.
I saw it as some monolithic ridge.
In asctual fact, it is a folded sys-
tem which gradually opens up. pro-
portionately to the rise, the accor-
dion of diorite rock untwists it-
self like sn Alpine waltz.

And what a capacious day fell
to my lot I

Even now, when I think back on
it, my heart throbs. I got tengled
up in it as in s long robe pulled
out of one of the trunks of my sn-
cestor Jacob.



BEBAETCA NOCTONERHO, - HO
Mepe NoxbeMa, EAPMAEKA
AHOPHTOBHX NOPOX PacCKpyuE-
Baxacs, kxax axsnmficxuil
BAXBC.

Hy = emxuil zeHex MHE BPH-
max Ha joxml!l

H ceilyac, xax BCHOMED,
exae? cepane, i B HeM samy-
TajcA, Kaxk B ZAEEHO# py-
Gamxe, BHEyTOR M3 cyExyxXOB
npaorna Haxosa.

Jlerox coH HA KOWeRBAX.
Texo, ESMyYeHHROE HPOCTDaH-
CTBOM, TemXeeT, BHODAMIA-
eTcAd, OPHIOMENAET JZAEHY Oy-
TH. IpeGroBne TpomH Oery?
MYPaBAME OO HO3BOHOYHHRY.
Bapxarrue Xyra OTSramawt H
Eexouy? BexH.llpoxexamx ospa-
ros BEXpaMuBawrcx B Goxa.
Cox mypyer refa, BSaMypPOBH=-
naer. [locxexman MHCAB:
HEyxHO 06BexaTh RaxyD-To
TPARY
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Sleep is easy in momsd csaups.
The body, exhsusted by spece,Zrows
warm,stretches itself out, and pe-
calls the length of the Journey.
The paths of mountsin ridges run
like shivers along the spine. Vel-
vet meadows burden and tickle the
eyelids. Bedsores of the ravines
hollow out the sides. Sleep immu—
res you, walls you in Last thoughk
I must ride around some other rid-



- 36 -.

POOINOTES:

1 2411 quotes refer to the following volumes unless otherwise no-
ted, English citations are taken from Jane G. Harris, Osip Man-

delstamy The Couwplete Criticsl Prose and Letters /Ardis, 1979/%

Russisn citations are from G.P. Strive, Osip Mandelstam, Sobra-

nle sochinenij v trekh tomakh /Inter-Language Literary Associs-

tes, 1971/, II. The first citation is from the English text,
the second is from the Russian.

& Clarence Brown, "Journey to Armenia," Quarterly Review of Li-
tersture, XIX, 3-4 /1975/, Jene G.Harris, Os‘pMandelstam: The
Complete Critical Prose /Ardis, 1979/, Sidney Monas, Osip Msne
delstam: Selected Essays /University of Texas, 19777

J See appendix,

PRORLENY PRZEKLADU: O TLUMACZENIU PROZY MANDELSZTAMA NA ANGIELSKI
Streszczenie -

¥ artykule przedstawione zostaly poirbétce wybrane problemy
translatorskie, z jakimi zetkngé si¢ moze tilumacz podejmujqcy
sigprzekiadu skomplikowsnej twérczosci wspblczesnego pisarza.
Blitej naswietlone zostaly nastgpujgce kwestie: /1/ rola tiluma-
cza i jego obowigzki jako podrednika pomigdzy dwiems kulturami,
/2/ usuwsnie przez tiumacza "blgdéw" w teksécie, /3/ interpreta-
cje translstorska vs "zwykla interpolacja" tekstu. Wskazane kwe-
stie praeklasdowe zilustrowano przyklsdami z angielskich tiuma-
czeh prozy Osips Mandelsztama. :



