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Introduction

For my thesis I have decided to translate the poetry of Natalia Elizarova, a
contemporary Russian poet, into English. I have included an analysis of her poetry as
well as an explanation of my translations and my method of translating. To give some
background, I have written on various theories of translation and how I have come to a
conclusion on my own method through analysis of different theories. I have specifically
analyzed various theories of translation as applied to Eugene Onegin, the masterwork of
the Russian poet Alexander Pushkin.

Natalia Elizarova’s poems are not only beautiful in their feeling and form, but in
their content: their metaphors, emotions, images, and ideas. Her work gives insight into
what is like to be a woman in Russia today. Eugene Onegin, like the poetry of Natalia
Elizarova, focuses on the themes of love, history, Russia, and what it means to be
Russian. In my analysis of various theories of translation, and specifically in regard to
their application to Eugene Onegin, | have come to a deeper understanding of what I
believe is the purpose and correct method of translation. Applying this to Natalia
Elizarova’s poetry, I have hopefully created translations that speak to their meaning and
feeling, in a way that is accessible to the English reader without being unfaithful to the

original.



Translation Theory and EFugene Onegin

Translation has been a cornerstone of human intellectualism since the time of
antiquity. Starting with the first translations of the Bible, translations have been bridging
the linguistic gap between cultures and people who would never otherwise have been in
communication. Translations have taught us the history of the world, and made it
possible for us to tell our stories to future generations. Even with all that is so great about
translation, it is still fraught with its own troubles. In the 19" century, the problematic
nature of translation had become all too apparent. The question of whether to render more
faithfully the form or the content of an original work led to the emergence of two very
different approaches in theory. The traditional style of translation was in the French
tradition, as French was considered to be the most respected literary language at the time.
This approach was characterized by the domestication and appropriation of foreign works
(Weissbort 195). In contrast to the French method was the German method, led by some
of the most important 19" century German Romantic theorists, which was a foreignizing
and more literal style of translation. In Britain, some translators chose the French “loose”
style while others preferred the German “close” method. These competing styles were
cause for strong disagreement and debate on the correct method of translation during the
19™ century, and they continue to be a topic much argued about to this day.

The German theologian Friedrich Schleiermacher was one of the most important
scholars on the side of the German tradition. He wrote that there are two possibilities for
translation: “either the translator leaves the author in peace, as much as possible, and
moves the reader towards him; or he leaves the reader in peace, as much as possible, and

moves the author towards him” (Weissbort 207). These two approaches reflect the



German and the French methods, respectively. In the French view, the text needs to be
domesticated and familiarized to the point where it seems that the author of the original
has been changed into someone who is contemporary and native to the time and place of
the translation (Weissbort 208). The view that Schleiermacher himself believed is that the
translator needs to bring the reader towards his or her own point of view, which is mostly
foreign to them (Weissbort 208).

In order to show the two extremes on this spectrum of theory, I will use the
example of three very different translations of Alexander Pushkin’s Fugene Onegin. This
1825 novel in verse has been widely considered to be the masterpiece of Russian
literature, just as Pushkin is considered by many to be the ultimate Russian poet. I chose
this example because of the varied methods of translation that have been applied to it,
resulting in much debate between translators. Additionally, this novel is primarily a love
poem, like much of the poetry of Natalia Elizarova. I will be looking specifically at the
translations of the work by Vladimir Nabokov and by James E. Falen, as well as Walter
W. Arndt.

Vladimir Nabokov, the famed bilingual novelist and author of Lolita, had strong
opinions on the correct form of translation. He taught Russian and English literature in
translation, which made him more drawn to literalism because of its scholarly and
educational nature, as opposed to a more exciting or entertaining approach (Weissbort
378). He believed that a capable reader should be prepared to delve into the text, taking a
“Schleiermachian journey” into an unknown world and meet the author or translator in
the middle, at the very least (Weissbort 379). Walter W. Arndt, a translator and scholar of

German decent, chose a much more domesticating style in his translation of Pushkin’s



work, keeping its characteristic rhyme and meter. James E. Falen, also a translator and
professor of Russian, holds a very different idea about the correct approach a translator
should take. His style is more of an in between; he hoped to create a translation that
would read comfortably and delight the reader just as the original does.

Falen’s ideas in translating Fugene Onegin rested in his quest to provide modern
English-speaking readers with “a more accessible version of one of the great works of the
Russian literary imagination, one that would speak in a familiar, not-too-distant English
voice” (Falen xxviii). In his introduction to his translation of Eugene Onegin, he writes
on the importance of this fluidity in his work:

I have found myself searching for an ever more natural and unforced flow of

language, for a more fluid and straightforward syntax, a lighter and more readily

comprehensible style; I have tried to avoid as much as possible the sorts of
inversions and verbal contortions that have marred in my view the earlier
translation—all in an effort to capture what seemed to me the poem’s spontaneous

and unlaboured effect in Pushkin’s Russian. (Falen xxvii)

Indeed, Falen’s translation proved to be the most easily readable translation of Pushkin’s
work, while still capturing the feeling of the original.

Nabokov was infuriated by this style of translation. He wrote extensively about
his ideas on fluency and exactness in translation. Nabokov stressed the importance of
dismissing the conventional idea that a translation should not sound like a translation, and
instead should be smooth and easy to read (Weissbort 382). In fact, he firmly believed
that any translation that doesn’t sound like a translation is undoubtedly imprecise and

unfaithful to the original (Weissbort 382). Nabokov believed that reviewers praise



‘readable’ translations “because the drudge of the rhymester has substituted easy
platitudes for the breathtaking intricacies of the text” (Weissbort 383). Nabokov
maintained that a translator’s one duty is to reproduce the entire text and nothing more,
with absolute fidelity (Weissbort 384). He considered completeness and faithfulness to be
the only important aspects of a good translation (Weissbort 382). According to him, “The
clumsiest literal translation is a thousand times more useful than the prettiest paraphrase”
(Weissbort 383).

Falen, on the contrary, found that creating the feeling of the original in the
translation was vital to his work. He strove to create a work that not only shows the sense
and structure of the novel, but also something of its “characteristic flavour”, “its verve
and sparkle, its lyricism and wit, its succinctness and variety” (Falen xxviii). He wanted
to create the same feeling as the original, to bring out and honor its spirit.

Nabokov claimed that a translator slanders the author when he/she attempts to
bring out the spirit of the original, rather than its textual sense, in a translation (Weissbort
383). He wrote that a translator needs as much talent as the author, or at least the same
kind of talent (Weissbort 380). Yet, he says that the more talented the translator is, the
more likely he or she will be to “drown the foreign masterpiece under the sparkling
ripples of his own personal style” (Weissbort 380). To him, the worst evil in the world of
translation is “when a masterpiece is planished and patted into such a shape, vilely
beautified in such a fashion as to conform to the notions and prejudices of a given public”
(Weissbort 380). His intense language shows his serious regard for the original and its

author, and his strong views that they should not be molded into something different

altogether. Even Falen himself addresses this worry, writing that “there are occasions



when the translator, however carefully he tries to grip his own mirror by its edges so as
not to smudge the glass, will inadvertently allow his hands to enter the picture and thus
obscure the view” (Falen xxv).

In Nabokov’s essay on the translation of Onegin, he grappled with the question of
whether a translation can keep the same form, rhythm and rhyme of the original, while
still remaining absolutely faithful to the text (Weissbort 384). Falen’s conclusion about
this was a definitive yes. He preserved the Onegin stanza in his work, citing it as one of
the most “essential and characteristic” aspects of the novel, calling it “the building-block
with which the entire edifice is constructed” (Falen xxvii). He considered the constraint
of this complex rhyme scheme to be a useful structure, allowing him to “to seek solutions
without self-indulgence, to find variety within oneness, and to earn freedom within the
bondage of the form™ just like Pushkin had (Falen xxvii). Fallen additionally attempted to
adapt the rhythms of the poem to the rhythms of English speech. Aside from the
structure, Falen considered the rhyme in Onegin to be vital to the feeling of the work. In
Pushkin’s masterpiece, “all the expressive resources of the Russian language are on
masterful display” and “the sheer beauty of sound is so vital a part of its effect” (Falen
XXV).

Nabokov felt very differently about this aspect of translation as well. He believed
that it was impossible to translate the work in rhyme, and instead decided that the best
option was to use extensive footnotes to describe the rhymes and modulations of the text,
along with its other features and associations. He eventually decided to translate the work
by substituting the fourteen rhymed tetrameter lines of each stanza with fourteen

unrhymed lines of varying length, from iambic diameter to iambic pentameter,



additionally trying to match the syllabic rhythm of the Russian (Weissbort 384).
Although, he later admitted to giving up on retaining this iambic rthythm wherever it
interfered with loyalty to the text (Weissbort 386).

In his Note on the Translation of Eugene Onegin, Falen directly addressed
Nabokov’s approach. He wrote that when Nabokov disposed of metre and rhyme in his
translation of Onegin, he created a version “at once marvellously accurate and rather
peculiar,” with most of its poetry present not in the actual translation, but in the
accompanying commentary (Falen xxvi). To this end, Falen claims that “Pushkin, one
has to say, loses where Nabokov gains” (Falen xxvi).

Because Falen’s translation arrived well after the death of Nabokov, Nabokov did
not have a chance to critique his version. Much of Nabokov’s anger about these issues is
shown in his critique of Walter W. Arndt’s 1963 translation of Onegin. In his 1964 article
On Translating Pushkin Pounding the Clavichord, Nabokov called Arndt’s translation a

99 ¢

“pitiless and irresponsible” “patchy” paraphrase. He criticized Arndt’s use of his own
tropes in the place of Pushkin’s, saying that “figure of speech is the main, sacred quiddity
and eyespot of a poet’s genius, and is the last thing that should be tampered with”
(Nabokov). Nabokov also called into issue a statement made by Arndt in the preface of
his book addressing the audience he hopes to reach:
“The present new translation...is not aimed primarily at the academic and literary
expert, but at a public of English-speaking students and others interested in a

central work of world literature in a compact and readable form”—which is

tantamount to proclaiming: “I know this is an inferior product but it is gaily
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colored and nicely packaged, and is, anyway, just for students and such people.”

(Nabokov)

To Nabokov, Arndt did not seem to care at all about the original text, and was extremely
disloyal to it.

The 20" century translator, theorist, and historian Andre Lefevere shared similar
ideas about fidelity to the original. He wrote extensively on the need for translators to
work as technicians, with the aim of making literature from other systems available for
analysis rather than just enjoyment, calling for a “descriptive” rather than an
“interpretive” style of translation (Weissbort 442). This is because systems of literature
are generalized based only on works that are most well known from a particular culture.
Additionally, most of these generalizations have been based in the past on a specific
historical phase of Eurocentric poetics (Weissbort 441). Literary historians rely on
translations to know what a work is like because they don’t know the original language,
and these translations have the power to “make or break™ the reputation of a writer and/or
a work in the sphere of the target culture (Weissbort 438). The need for less interpretive
translations is important according to Lefevere because “nobody is ever able to escape
from the ideology and/or the poetics prevalent in the literary system of his or her own
time” (Weissbort 442).

The current translator, theorist, author and educator Lawrence Venuti takes an
even stronger stance on the issue, although one that is quite similar to Nabokov’s. He
likens any form of translation to violence, because of its domesticating tendencies:

The aim of translation is to bring back a cultural other as the same, the

recognizable, even the familiar; and this aim always risks a wholesale
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domestication of the foreign text, often in highly self-conscious projects, where
translation serves an imperial appropriation of foreign cultures for domestic
agendas, cultural, economic, political. (Weissbort 547)
He says that fluency is a discursive trick used by the translator to domesticate the text,
ridding it of its foreignness and “making it intelligible in an English-language culture that
values easy readability, transparent discourse, and the illusion of authorial presence”
(Weissbort 551). Fluency hides the fact that it contains the translator’s interpretation, so
people believe that it has the same meaning as the original because it conforms to the
values of the target language: not only the glorification of “unconstrained” language, but
also the predominant understanding of the foreign work or literature in the receiving
culture (Weissbort 552).
Yet, to Falen, even the basic idea of literalness has to be brought into question.
Falen responds to Nabokov’s insistence on literal translation by disproving Nabokov’s
idea about what “literal” really means:
And of course a “literal” version is, in the end, no less unfaithful to its model than
a thymed and metred one: in place of a work whose austere and harmonious shape
is an essential part of its effect, it gives us something ill-proportioned and flaccid,
a kind of “formal paraphrase” that seems bland and inert where the original is
expressive and alive. (Falen xxvi)
Walter Benjamin, a 20" century German-Jewish essayist and cultural and literary critic,
also stressed the idea that literalness cannot preserve the sense or significance of a work:
Fidelity in the rendering of individual words can almost never carry over fully the

sense they have in the original. For this sense is not exhausted, in its creative
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significance for the original, in what is meant; rather, it acquires this significance

precisely as what is meant is bound, in the specific word, to the manner of

meaning... In particular, literalness in regard to syntax destroys any rendering of

sense whatever and is in danger of becoming unintelligible. (Weissbort 304)

To him, the goal is not to have the translation read like an original, and the translator
must let go of the original to an extent to let the translation create its own intention, and
continue the life of the original (Weissbort 304).

Indeed, after Nabokov’s Onegin translation was released, some saw him as “a
writer who talked of aesthetic bliss while giving short shrift to the creator of the “greatest
poem in the Russian language™”’ (Weissbort 388). In the introduction to Nabokov’s
translation of Eugene Onegin, Nabokov himself addresses his sacrifices when translating
the work:

In transposing Eugene Onegin from Pushkin’s Russian into my English I have

sacrificed to completeness of meaning every formal element including the iambic

rhythm, whenever its retention hindered fidelity. To my ideal of literalism I

sacrificed everything (elegance, euphony, clarity, good taste, modern usage, and

even grammar) that the dainty mimic prizes higher than truth. (Weissbort 386)
Falen also took issue with Nabokov’s separation of form and content. He wrote that the
translator’s choice is not between staying faithful to either form or meaning, because
even separately, achieving either of these goals is impossible (Falen xxvi). This is
because when a work is translated from one language to another there are never any exact
matches between words, whether it is in their meanings, forms, effects, or histories (Falen

xxvi). According to Falen, “this very tendency of ours to divide a work of art into
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separate categories of form and content not only gives a false view of a work's complex
nature but also poses the problem of literary translation in a false light” (Falen xxvi).

Although his translation of Onegin was not well received, Nabokov was praised
by many for his meticulous historical analysis and many footnotes, which show the
intertextual links between Onegin and European writing, and illustrate how often Pushkin
depended on sources from other languages (Weissbort 388). Even Falen wrote of
Nabokov that his work “was a constant challenge to strive for greater accuracy, and his
extensive commentary on the novel was an endless source of both instruction and
pleasure” (Falen xxix).

Both Lefevere and Venuti would have applauded Nabokov’s translation for his
literalness and fidelity to the text. Nabokov, working as a “technician”, endeavored
against the domesticating approaches of other translators. Arndt’s translation may well be
domesticating and Germanizing the poem to a point where is does not closely resemble
the original, and is imbibing it with his own values and sensitivities. Yet, I cannot truly
say that I think his translation was attempting to serve some “violent” agenda, cultural,
political, economic, or otherwise. And I certainly would not say that about Falen’s
translation. While these arguments make sense in the wide arena of translation in general,
they seem to be hitting at something more sinister and deeply ingrained in Western
culture. Both Lefevere and Venuti seem to be standing up for the less well known literary
cultures, which are generalized based on Eurocentric views. They are striving for an end
to imperialist, ethnocentric, racist, and culturally narcissistic tendencies in translations of
languages lesser known to Western English speaking cultures (Weissbort 556). While I

believe their resistance to these harmful trends is quite important, I do not think it applies
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as directly to the world of Russian literature, because of the scope and breadth of
translations that are available in English today, many of which I believe are quite faithful
to the original. Even if we could apply these narratives of domestication as violence to
the world of Russian literature in general, I do not think that the translations of Eugene
Onegin by Falen or Arndt themselves purposefully or unknowingly convey violent or
sinister messages which could lead to serious misrepresentation of Russian culture, and
certainly not global conflict or warfare.

I would like to add my own analysis of the Nabokov, Arndt, and Falen
translations of one stanza of the poem (Six: XXXVI-XXXVII) (36-37). The italicized
words in the Arndt translation are, according to Nabokov, those “verbal gobbets” which
are either found in a different form or not found at all in Pushkin’s original text. Nabokov
also added that the omissions and errors throughout this section, and throughout Arndt’s
entire translation, are so numerous and deeply rooted in the text that they could not be

effectively listed (Nabokov). I have also included a linear translation for comparison.

XXXVI

Hpy3bs MOH, BaM KaJlb MO3TA:
Bo 1Bere pagocTHBIX HAAESK,
Hx He cBepiuB ene Ui CBeTa,
UyTh U3 MIIQICHYECKHUX OJEXKI,
VB! I'ne xapkoe BOJIHEHBE,
I'ne GiaropoHOE CTpeMIIEHbE

W gyBCTB 1 MBICIIEH MOJIOJBIX,



BricokuX, HEXKHBIX, YIATBIX?
I'ne OypHbIe JIFOOBH KEITAHbS,
W xaxna 3HaHuil ¥ Tpyaa,
W crpax nmopoka u cThlIa,
U BBI, 3aBETHBIC MEUTaHbS,
Bsl, npu3pax )KU3HU HE3EMHOM,
BBEI1, CHEI 110331 CBATOI!
(Alexander Pushkin)
XXXVI
Friends (of) mine, you pity (the) poet:
In (the) bloom (of) joyful hope,
They (are) not accomplished still for (the) world,
Just from infant’s clothes,
Withered! Where (is the) hot agitation,
Where (is the) noble aspiration,
And feelings and thoughts (of the) young,
High, tender, daring?
Where (is the) turbulent (of) love desire,
And thirst (for) knowledge and labor,
And fear (of) vice and shame,
And you, cherished dreams,
You, apparition (of) life ethereal,

You, dream poetry holy!

15



(Linear Translation)

XXXVI

My friends, you’re sorry for the poet:
in the bloom of glad hopes,

not having yet fulfilled them for the world,
scarce out of infant clothes,

Withered! Where is the ardent stir,

the noble aspiration,

of young emotions and young thoughts,
exalted, tender, bold?

Where are love’s turbulent desires,

the thirst for knowledge and work,

the dread of vice and shame,

and you, fond musings,

you, token of unearthly life,

you, dreams of sacred poetry!

(Vladimir Nabokov)

XXXVI
My friends, you will lament the poet
Who, flowering with a happy gift,

Must wilt before he could bestow it

16



Upon the world, yet scarce adrift

From boyhood’s shore. Now he will never
Seethe with that generous endeavor,
Those storms of mind and heart again,
Audacious, tender or Aumane!

Stilled now are love’s unruly urges,

the thirst for knowledge and for deeds,
Contempt for vice and what it breeds,
And stilled you too, ethereal surges
Breath of a transcendental clime,
Dreams from the sacred realm of rhyme.

(Walter Arndt)

36

You mourn the poet, friends . . . and rightly:
Scarce out of infant clothes and killed!
Those joyous hopes that bloomed so brightly
Now doomed to wither unfulfilled!

Where now the ardent agitation,

The fine and noble aspiration

Of youthful feeling, youthful thought,
Exalted, tender, boldly wrought?

And where are stormy love's desires,

17
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The thirst for knowledge, work, and fame,
The dread of vice, the fear of shame?
And where are you, poetic fires,

You cherished dreams of sacred worth
And pledge of life beyond this earth!

(James E. Falen)

Nabokov’s criticism is quite apparent in Arndt’s lines “Upon the world, yet scarce
adrift / From boyhood’s shore” (Arndt 4-5). In this case, he added in his own metaphor,
which was not present in the original Russian. This clearly changes the poem in a way
that makes it more of the translator’s words than the author’s. In my translations I kept
Natalia Elizarova’s metaphors and idioms as much as possible, in order to not mold the
poems into creations out of my own imagination. Yet, I cannot say that Nabokov’s
“literal” translation is much better than Arndt’s. While Nabokov’s translation is most
closely faithful to the original text, it has lost the beauty and life that Falen and Arndt’s
translations retain in their adherence to Pushkin’s original rhyme and metre. The rhyme
scheme that Pushkin used in his novel does not only add to its beauty and grace, but it
symbolizes and mirrors many important themes throughout the work, e.g. freedom versus
convention. In my opinion, Falen’s stanza is most faithful to the original in the complete
sense. It does not veer too far from the original words and meanings, while still retaining
the rhyme and rhythm that was so integral to the original work.

In the end, my method of translating Natalia Elizarova’s poetry was informed

greatly by the ideas of these differing approaches. I agree with the importance Nabokov
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placed on staying true to the original, yet I understand that there is really no such thing as
a “literal” translation, especially in the world of poetry. Poetry in its essence is about
rhythm, rhyme, sound, associations, and structure. The literal meanings of the words in a
poem play a role that is shared with the rest of these aspects. A strictly literal translation
of'a poem can rid it completely of the meaning that is entrenched in its form and feeling.
Additionally, while I would never want to let the reader be tricked into forgetting
that they are reading a translation, I would also not want them to find the translation dull
or utterly confusing. Both the domesticating and foreignizing strategies can result in a
bad impression or wrong interpretation of the original. This is why I find more truth in a
mixed approach. Falen wrote about the particularly challenging aspects of translating
poetry, “the verbal art most closely tied to its native language and the most susceptible to
distortion in the transfer to another” (Falen xxv). These issues are particularly present in
translating from Russian to English, because of the dissimilarity of the two languages:
Confronted with an evident inability to render a work faithfully in either its
absolute form or its total sense, the translator, it would seem, faces an impossible
task and is condemned by the very nature of his enterprise to an act of
compromise and betrayal. The only solution, it seems to me, is for the translator
to try to view the work not as a hopeless dichotomy but as a unified whole and to
try to be faithful, in some mysterious spirit, to this vision of wholeness. (Falen
XXV1)
I find that this quote addresses the troubles of translation particularly well, and the
solution posed seems to strike a good balance between the domesticating and foreignizing

approaches. I think this idea is also shown by Schleiermacher’s statement that a good
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translator should attempt to communicate the same image or impression to the readers
that the translator has derived from the work (Weissbort 208). I would also add the
opinion of Walter Benjamin, that, in both the original and the translation, “one thing, in
fact the same thing, is meant—something, however, that cannot be attained by any one
language alone, but only by the totality of their mutually supplementary intentions”
(Weissbort 301). Benjamin argued attaining a perfect copy of the original should not be
seen as the ultimate goal in a translation. Rather, the translation should add something
itself, which, paired with the original, could lead to a new and deeper understanding of
both the original and translation. I agree with this idea that the translator’s job is not to
merely copy, but to create a work that can make the original come alive even more, yet
remaining faithful to it. Both the original and translation should speak to the same ideas.
Together, they can reach towards an even truer idea of what is meant. Only then can the

life of the original continue on through translations into the future.
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Biography of Natalia Elizarova

Natalia Mikhailovna Antonyuk (pen name: Natalia Elizarova) was born in the
town of Kashira outside of Moscow, Russia in 1981. She has been writing poetry since
she was twelve, and has been published since she was fifteen. She has a degree in
Philology from the Gorky Literary Institute in Moscow, as well as degree in Law. At a
seminar in Peredelkino in 2006 she was accepted by Rimma Kazakova, a famous Soviet
poet and songwriter, into the Union of Writers of Moscow. She has participated in
international poetry festivals at the estate Astafyevo in the Moscow Region, and in the
cities of Tver, Kazan, Irkutsk (Festival on the Baikal), as well as in Serbia, Bosnia,
Montenegro, Romania, Poland, and Germany. She was also a participant at the Forum of
Young Writers in Lipki. Natalia Elizarova wrote the text of the Hymn of the Night
Hockey League, which was played in May 2013 at the festival in Sochi at a gala-match
with the participation of the President of the Russian Federation, Vladimir Vladimirovich
Putin. Her poems and short stories have been published in many journals around Russia,
including «Ypam» «Ural», «Day and Night» «/lenb u HOub», «Zinziver» «3UH3UBEPY,
«Nevay «Hesay, «Belski Vistas» «benbckue mpoctops», «Y outhy «fOHoCcThY, «Idel»
«nenpy, and more. Her works have been translated into Serbian, German, Polish,
Romanian, and Hungarian. She is also the author of the poetry collections «Shard of

Sleep» «Ockonok cHa» (2006) and «Hell» «Yepta» (2014) (Cunopos).
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Interview with Tatiana Nikolskaya
The following is a translation of an interview with Tatiana Nikolskaya, Natalia

Elizarova’s good friend and former professor from the Gorky Literary Institute:

e What was your first impression of Natalia Elizarova and how has it changed over

time?

When [ met Natalia Elizarova, she was my student, and I admired her work ethic.
She always wanted to work, she never had enough assignments, and she always wanted
to do more. She ended up coming to me often, and we worked individually, studying the
Russian language. She knows the Russian language very well, and is very good at
grammar, but she studied at the Correspondence Department, meaning she already had an
education as a lawyer. But she wrote poems from a young age, and so she decided to
enroll in our university. When she started studying, she realized that she didn’t
adequately know Russian Language, she had some things to work on, and that’s how we
started meeting with each other. But, later these meetings turned into a friendship. At
first, we met and talked about Russian language, and then we just started talking about
life. That is how our relationship has changed, to the point where I know her now as a
person, and I can say we are very close. I know her of course better than at first, and I can
still say that she’s a workaholic. She has an analytical mind, which is strange, she’s a
poet, and we might think that she must be very romantic, and she is not at all. She is not a
romantic person, she has a very mathematical mentality, and she understands very well

and thinks logically. That was very surprising to me, because on one hand she writes
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poetry, but on the other hand her writing is very correct and clearly laid out. She is a very
honest person, she always tells the truth, and never deceives. This is also interesting,
because she is a very imaginative person on one hand, yet on the other hand she is very

realistic.

e How has your impression of her work and poetry changed over time?

I think that I’ve known her already for eight years, and she has started writing
differently. Her first collection of poetry was very childlike, although she was not a child
when it was published. When it came out she was already around twenty-five years old,
I’'m not sure, but it was a very unprofessional collection of poetry. Of course, all poems
were about love, about how she loves someone; I’'m not sure whom. There was nothing
original in these poems. They were typical poems of a young woman, who didn’t know
how to write. And while she was studying at the institute, she grew up a lot in her poetic
attitudes. First of all, she wrote on different themes. Already here poems were not just
about love, she had many about her hometown, about people. She has portrait poems,
where she writes about her aunt, her grandma, her mom, or some neighbor, they are just
poetic portraits. I could call many of her poems philosophical poems. She writes about
life in general, and of course any woman wants love, but she learned to write poems
about life without love, and it isn’t bad. It’s good when you can look at life, not only with
the point of view of does or doesn’t this person love me. When you can write about your
love, about how you love life, about what you think about god, for example. I think that

she has become simply an adult, and a professional poet. And the language in her poems
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has also changed. Her writing is complicated. Her poems are not simple, and I like this
because it differentiates her from the millions of other poets. She uses complex images
and a complex vocabulary, and it makes her poems beautiful. I’ve also noticed that she is
a kinesthetic person, a person who thinks in movement. Before it was not apparent at all
in her poems. I think this was because her first poems were derivative. She imitated
different poets. And now, she is her own. Therefore, she is a kinesthetic person, and there

is a lot of movement in her poems

e What are some of Natalia Elizarova’s interests other than writing poetry?

Like I already said, she is a lawyer and works consumes much of her time,
therefore I will talk about interests other than poetry and her job. She has a son, he is now
11 years old, and she spends a lot of time with him. They go on trips, she drives him
around to different places all the time. She loves music, and she sings well and loves to
sing. She plays the guitar, not very well, but a little. She loves books, not just reading
them, but books as things. If she sees any beautiful book, even if she already has the book
with a different cover, she must buy it because she loves beautiful books. Not too long
ago she got a dog. He is a large dog, an African Ridgeback, and now she has a new
hobby. She is occupied with the dog, because she has to be occupied with her, she is huge
and very strong. And now she has to take care of both her son and her dog. She loves to
go on walks. She really loves traveling. She drives a car very well, and she drives to
different towns all over Russia, far away. And she flies to different countries. She really

loves to discover new places.
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e What authors or poets shaped her work the most?

There are some contemporary poets with whom she is very close. They are
Kovalgi and Elena Isayeva. Elena Isayeva was her teacher. When Natalia Elizarova was
still a teenager, she studied at the literary studio of Elena Isayeva. She is a very notable
figure in Russian poetry and drama. I think that these two people, they were her teachers.
If we are speaking about classical literature, then she knows Anna Akhmatova very well,
she knows her much of her work by heart and loves her. I think that Akhmatova of course
influenced Natalia. If we are speaking about even earlier poets, Alexander Blok also

influenced her.

¢ In your opinion, how is Natalia Elizarova perceived in Russia? How well known

1s she?

If people love poetry, then I think many of them know her name. She has
published many poetic collections. Not long ago her poems were published in the journal
Youth (FOnocts), a very famous journal. Literary newspapers not long ago printed her
poems as well. I will say, that in the country I do not know how well she is known, but in
Moscow, yes, in Moscow people know her. I can say that she is very popular, literary
people in literary circles of course know her. And she participates in many literary

seminars and in literary conferences. They know her well in Bulgaria and in Serbia. And



26

when people read her poems, if they did not know her before and just started reading her

poems, I have seen many times that people start to become interested in her.

e Are there any themes or images in her poetry that you particularly like?

She has many themes and images, which are repeated from one poem to another.
First, there is the image of birds. She has many birds in her poems and I think that she
associates herself with birds, and when she writes about birds she is often writing about
herself, her state of being, her soul. And I really like this image. Also, I like that she has a
good sense of humor. It is not always apparent, and not apparent in all of her poems. I
think that she might not even know herself that she has a good sense of humor. But, when
she shows it, when she is ironic, and jokes in her poems, it is always awesome. I love
when she writes about nature, about winter for example. She writes well about the cold
time of the year, about fall and winter. I also already mentioned her portrait poems. Some
of her poet friends scold her for them, and say “why would you write about these normal
people, who would this be interesting to?”” To me it is interesting. I think that her real
talent is revealed there, where the prose writer in her meets the poet. It seems that a prose
writer must write about these simple people, some kind of story. Yes, a poet must write
about something beautiful, not worldly. And when she joins these different things, it turns
out amazing. And I forgot to say that at the institute she studied prose, not poetry. She
finished our institute as a prose writer, and she finished with a collection of stories, which

were highly praised when she graduated. But her poems and not her prose are published,
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and now I think she stopped writing prose completely. I think she writes only poetry, but

I also liked her prose.
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Natalia Elizarova: Translations

The poems of Natalia Elizarova that I have chosen to translate are all from the
selection of her work that was printed in the journal “Youth” «tOnocte». I wanted to
show a variety of imagery, ideas, motifs, and different styles that are present in her work,
while still choosing poems that felt connected overall. Many of these poems are similar in
their themes of love, space and time, and the everyday feel of Russia. In these poems she
uses many Biblical references, as well as references to Russian history and myth. She
juxtaposes these lofty images with those of ordinary life: food, small towns,
grasshoppers, pages from a book, or a stuffy room. She additionally places these motifs
of the grand and the ordinary with those of the personal: expressions of love as well as
physical sensations. In the end, her poems cannot be defined by one category, but at once
encapsulate a range of sensations, high and low, that characterize this Russian woman-
poet’s experience. They are permeated with the erotic and intimate emotions of a
woman’s love, complimented by rich historical imagery and references, which open up

the narrative to give us a broader reflection of Russia and her past.

koksk

A eMy, HaBEpHOE, XOUYETCs ITUPOTOB,

a OHA CHJINT Ha ITOCTEJIM — CIIMHA CTPOra.

Ei1 661 B Oneccy, B [Ipunsts, B Morunes, Bo JIbros,

el OBl OTCIOZIa — HaroM — K 4epTsIM Ha pora.

A OH rOBOPHT €l YTO-TO IPO CIIOMaHHbIN KpaH U IJIECHEBBIH XJ1€0,

PO paboTy Ha BBIXOIHBIX, TOKWIYIO MaTh.



A y Hee ToJ10Ba CBETUTCS TaK, YTO ITOYTH OH OCJIEI.
BonbHO fgake AplaTh, HE TO YTO — CMOTPET,

X04eTcst OPOCUTHCS — MOTACUTh, CIIOMATh.

U oH nymaer, MOXKET, €l 3aBECTH JETEH,

HY, WU, IOIYCTUM, XOTsI OBl COOaK —

napy IINULEB, U C HUMU B YTPEHHU MapK

BBIXOJUTH I'yJISTh, U, KAK Y HOPMaJIbHBIX I1ap,

K Beuepy Oyzaer OoJiee OOIIHMX TEM.

A oHa BIPYT JIOKUTCS HAOOK, CBOPAUMBAETCS B Y3€J TYIOH,
1 JIONATKU KOPYaTCsl, U BOJIOCHI 3aCTIOHSIOT JIULO.

W Bapyr cnpammBaet: «MoXKeT, 3aBTpa Hareub TUPOTroB?»

3Hasi TOUYHO, YTO HU MY>KE€M HE OBITh €My, HU OTIIOM.

And he, most likely, is craving some pie he’s tasted

and she sits on the bed, her spine severely rigid

She’d be in Odessa, Pripyat, Mogilev, or Ligov,

she’d be far away, carried by devil horns, naked

And he says to her something about a broken faucet and moldy bread,
about his elderly mother, weekends spent at work.

And he’s nearly blinded by the bright light emanating from her head.
Breathing becomes painful, and watching even more,

the want to throw away, repay, and break, lurks.

And he thinks that, maybe, she should start a family,
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or, well, at the very least, a dog might work

a pair of Spitzes, with her in the morning air

on a stroll through the park, and, like a normal pair,

by nighttime they will have more things in common.

And she suddenly lies down on her side, her body collapsing in a tight knot,
and her shoulder blades are writhing, and her hair in her face obscures her.
And she suddenly says: “Maybe, tomorrow I'll bake a pie?”

Knowing for sure, he will not be a husband, nor a father.

For this poem, I kept the thyme scheme and number of syllables per line (there is
no meter), because I felt that it was needed to convey the emotion of the poem, and it did
not interfere with staying as close to the original meaning as possible. Pies or muporu,
from the first line of the poem, refers in this case not specifically to fruit pies in the
American tradition, but in Russia would refer to baked dough filled with some kind of
filling, savory or sweet, and ranging in size from quite small to a more typical American
pie size or even larger. Additionally, the phrase “carried by devil horns” or «x 4eptam Ha
poray from line four of the poem is an idiom that means to go somewhere very far away,
to an unspecified place. It also expresses a sense of desperation, a willingness to be taken
to hell by the devil.

I like the way Natalia Elizarova approaches this poem, with a juxtaposition of the
minutia of daily life alongside very strong and painful ideas, both emotional and physical.
The surface level interaction of the pair is concerned with food, moldy bread, and

weekends at work, while internally the woman is having an intense emotional and
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potentially life changing realization. Additionally, the man’s thought that their life
together will improve if they only do something as “normal” as having children or getting
a dog contrasts starkly with the woman’s internal struggle, knowing she cannot continue
with the relationship, as well as her intense physical discomfort and pain. Her reference
to the four cities in the third line is additionally important. These are cities which have
historical importance to Russia, which were all at one time a part of Russia and the
USSR. Ligov was completely destroyed by the Mongols, but in the 17" century a
monastery was built on the site of the former city (Kontymr). Odessa, Mogilev, and Ligov
were all occupied by axis forces during WWII, where Mogilev was the site of a mass
extermination of Jews, and a massacre of thousands happened in Odessa (O Morunese.
Ucropus)(Kamuuaun). Pripyat is the now abandoned city in Ukraine, which was originally
built to serve the nearby Chernobyl nuclear power plant. In 1986 this plant was the site of
the biggest nuclear accident in history (ITpunsite 1 Uepnoosuis). These references point
to a dark and troubled history of the former soviet republics, and yet also to a religious
and holy aspect of Russia’s past. Ligov was also formerly known as Olgov, which refers
to Olga, the first Russian convert to Christianity (KonTym). She is also the grandmother
of Vladimir, who converted Kievan Rus’ to Christianity. She is also known for her
faithfulness to her husband, because of the massive revenge she exacted against the
Drevlians after they killed him (Prominent Russians: Princess Olga of Kiev). Olga comes
up in many of Natalia Elizarova’s poems, because of her position as the first main woman
in Russian history, as well as her loving, faithful, strong, and even menacing nature. In

these ways she is much like the narrator of Elizarova’s poems.

koksk



B criucke ymeammx cTaHOBUTCS OOJIbINE UMEH,
CIIUCOK UBBIX, YBbI, HECTEPIIUMO, KPATOK.
Kien oGneren Bo ABOpE, U3 MOUX TETPAIOK
MaMSTH KHUTY CJIOKH U, KOT/Ia Thl HEM,

TO €CTh, KOTJIJa CJIOBA U TOPBKH, U CMbICIIA

He T00aBJISIOT K TOPEYH, YTO BHYTPH,

MPOCTO OTKPOM — U HA CTPOUYKH MOU CMOTPH,

a MEXy HUMU YUTal — OCTOPOKHO — MBICIIH.
Mano nmro0mita JIroJiei, Ho BCeria — HaCKBO3b,

U B JI00OBYIO, BAPEOE3ry — Ha OCKOJIKH.

[Tox pyky TpoHelb: «31eCh OCTOPOKHO — CKOJIB3KOY.
BwmecTe — HanexxHO, HO BCe K€ MPUJIETCS BPO3b.
ThI HE CKUTANl ITUX TOHKUX YEPHOBUKOB,

100 TOT/Ia KTO pacCKaxkeT Tede o JeTe,

0 Ky3HeIlax B TPaBe, O BTOPOM OHJIETE. ..

IToe3n B cemHanuars: Mocksa. JIennnrpaackuii — I1ckos.

In the list of the departed, the names are still growing
the list of living, alas, is dreadfully small.

All around the yard the pages of my notebooks fall
memories of books composed, and, while you are mute,

that is, when the words are bitter, but their meaning
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does not add to their bitterness, that within them,
simply open—Ilook upon the lines I’ve written

and read between them—careful—ideas are hidden.
I’ve only loved a few, but every time fully,

and truly, shattered into pieces, into fragments.

You reach out for my hand: “Careful, its slippery”.
We’re safer together, yet need to part surely

Don’t burn these delicate drafts of words that I wove
for then who would tell you about all the summers past,
or the second ticket, grasshoppers in the grass...

Train at five p.m.: Moscow. Leningradsky— Pskov.

I chose to keep the rhyme and number of syllables from the original poem in this
translation, because I felt it is a poem that is especially full of emotion, and I thought that
the rhyme and overall feeling of the poem should remain intact to add to the emotional
power, and I felt that I could do this without harming the integrity of the original in its
meaning. Leningradsky in the last line of the poem refers to the Leningradsky train
station in Moscow.

This poem feels to me especially personal and heartfelt. It is a poem about love,
heartbreak. The image of bitterness and love shattered into fragments give it a painful
feeling, along with the idea that they are safer together, yet they will need to part. It is
also very much about space and time. The image of the second ticket is a particularly

tough one. Because she says that it can only be learned of if one reads her drafts, it might
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mean that she originally was going to stay in Moscow with this person, and didn’t tell
them that she had a second ticket for her to return to Pskov. This is also shown by her
statement that they need to be separate. This is, of course, just one possible interpretation.
She also ties together the ideas of distance of space, like being together and apart at the
same time and traveling to a different city on a train, with the ideas of distance of time

and memory, referring to the departed, love lost, and memories of books composed.

keskosk

«Y MeHs K Tebe HaKJIOH YCT
K POJAHHKY...»

M. LIBeraeBa

He o0bsicHuTh cioBamu

13 HECKOJIbKUX OYKB

JIETKOCTh UMEHU Ha rybax,

BKYC

YIIBIOKH, KOT/1a Thl KO MHE TJIyX,

Y HU CJIOBA C TBOMX OCYIIEHHBIX YCT.
I';1a3 Mot BepeH, pakOBUHOW YIITHON
s HACTpOEHa JIUIIb Ha OJIHY BOJIHY,

s 3By4y TOOOM, s MUIITY HHOM
JIETOIUCH JIUCTHI,

U HET 3amacHoi



KHU3HH, B KOTOPOi1 peOyiemb Thl,

€CIIU 51 YTOHY.

“My mouth leans towards you
to the spring...”

M. Tsvetaeva

It’s impossible to explain the words
comprised of several letters

the easiness of a name on the lips,
the taste

of smiles, when you are deaf to me,

and no words come from your exhausted mouth.

My eye is faithful, my ear hearing,

[ am tuned in on only one wavelength,
[ resound of you, I write further,
pages of a different chronicle,

and no extra

life, in which you will continue,

if I drown.
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In this poem, I chose not to keep the sound devices and few instances of rhyme,
which are in the original. This is because I felt I would be too unfaithful to the sentiments
of the poem, as it is quite compact, concise, and to the point.

This poem starts by quoting the last two lines of the 1923 poem «Hakion», in
English “tilt” or “slope”, by the famous 20™ century Russian poet Marina Tsvetaeva.
Both of these poems are love poems from a female perspective, and both poets
incorporate a Russian historical element in their works. Her reference to writing a
chronicle relates again to the past of Russia, while intimately tying in to her own personal
life. Natalia Elizarova’s poem uses very sensual and bodily images, like the taste of
smiles, her hearing ears, and faithful eyes. The poem represents a woman’s intense
feelings for her beloved. She shows herself as being truly devoted, with faithful eyes,

tuned in only to their wavelength, even with the chance of her drowning if they leave.

kksk

He noexas B Iledopst u 10 CoslOBKOB,

He ctspxaB uy»koil u a1xoil cyabObl,
['maguib BeTep 1a0HbBI0 — OH ObLT TAKOB,
A BOKpYT pucTanuiie — oOnuii ObIT.

W noxyna OnvkHUMA, IOTHSB KOIIBE,

Bce okpecrt rinaseer, Kyja BOH3UTh,

ThI TPEBOXKHBINA BO31YX ITIOTKAMH IbEIIb
Mexay CMEHOH JFOTBHIX TOCTBUIBIX 3UM.

210 - Pych, 3T0O — CBETII0€ MECTO, T1IE



Mexay TEMOIO U CyMPaKkoM — Y3KUU J1a3,
I'e u BeTep Boet B TpyOe — k Oejie,

I'e Tak sipocTeH cBeT isl r1as.

I'e ycranocts — He MOBOJ] «HE OBITH B CTPOIO»,
I'me o cuacThe: «CIBIIaan, IIe-TO €CThY,
PaBHOILIEHHO, YTO IUIIOIIEBBIA KOT — OarOH
Brpyr 3arnsiHeT Ha KyXHIO, IOIIPOCUT €CTb.
I'ie u npaBbIM, U JIEBBIM — OJIHA CTE3S,

Ot ne6aToB BHICIPEHHBIX POKY HET,

I'e He MOOAT MPSMO CMOTPETH B Tia3a

W npoxypeHa TeHb TEHET.

Otuero xe Ha CTapoM, KPUBOM MOCTY
Kaxxzp1i1 pa3 3aMeisienib CBOM J1ena,
CHuU3y penbChl, NON3YIINUE B MyCTOTY—

B Te kxpas, rae caxa Oena.

Stopping short of Pechori and Solovki,
And not obtaining a dashing fate,

The wind caresses my palms, and it vanishes,

And all around the battleground are common things.

And while nearby, someone raising a spear,
Looks around for a place to plunge it,

And you drink in sips of anxious air
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Between the times of fierce and hateful winters.
It is Rus’, it is a bright place, where

Between darkness and dusk is a narrow gap,
Where the wind howls as a trumpet of distress,
Where the light is so intense on the eyes.

Where being tired is no excuse to “not be in order”,
Where happiness: “they hear, is somewhere”
Equivalent to the fluffy cat Bayun

Suddenly popping into the kitchen, asking to eat.
Where both right and left, there is one path,

And from pompous debates comes little good,
Where people won’t look you straight in the eye
And the shadow from the fish nets has decayed.
And why, on the old, crooked bridge

Every time I slow my pace

Down the rails, creeping to the void

To the place, where soot is white.

I chose to not keep the rhyme or syllabic form of the original in this translation,
because I felt this would make it necessary for me to interfere with the imagery and
metaphor used throughout the poem. This poem was especially difficult to translate
because of the use of many historical references and antiquated vocabulary. Rus’ in the

9'h line is in reference to Kievan Rus’, the medieval feudal state that was the precursor to
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what is now Russia and some of Eastern Europe. In the thirteenth line, to “not be in
order” or «ue ObITH B cTporo» refers to missing a drill in the Army. In the 15" line, the cat
Bayun refers to a talking cat from Russian folklore (Dixon-Kennedy 156). In the last line,
“like soot is white” or «kak caxa Oema» is a Russian saying in response to “how are
you?”” which basically means “not very good”.

I find this poem very interesting in its images of Russia. It portrays Russia as a
place of both intense light and immense darkness. It is at once the bright and great Rus’,
and a dark, dangerous battleground. It exemplifies the extremes of Russian life. I enjoy
the references to the past and to myth in contrast to those of the mundane and ordinary,
like an old crooked bridge leading to the void, or the cat Bayun stopping by the kitchen
for some food. She additionally continues on a theme of movement and travel, with the
reference to the path, the bridge, and stopping short of multiple towns as well as not
reaching fate. Additionally, the towns mentioned are both famous for their monasteries,
as well as a Stalin era prison camp in the case of Solovki. This ties in the theme of an old,

religious and great Russia, accompanied with a very dark reminder of the Soviet era.

koksk

Jleno naxxe He B HEM, He B Te0Oe, HE BO MHE, a, KpOMe
CYyIIEN HEXKHOCTH, CKaBIIEHCA HA JIAJIOHU,

THUXOM JKaJIOCTH, CIOBHO OT BHJIa KPOBH,

1 03HO00a, OYy/ITO OT CKBO3HSIKA,

HUYETO HE CHICKATh: OPOKEHBE U IISITHINA YTOJI.

S, OBITH MOXKET, HEBHATHO U JJa)Ke HEMHOTO TPy00,



HO KOTJa s eNyIo TeOs Bcero, 00Kurast ryObl,

TO MEHsI OTITYCKaeT Oe3BOJILHO TBOS PyKa.

I'oBopro ¢ ToOoI OyTpy, ONycKasiCh B Beuep,
oOHUMAIO TeOsI TaK KPEIKO NPH KaXKIOW BCTpEue,
TakK, YTO HOET IPy/ib, U PYKHU, ¥ TOJIBKO IJICUN

BCE BBIHOCST, BBIICP)KAT U TEHEPb.

OTKpbIBaro poT, CIIOBHO phI0a B MOMEHT yyIIbsi-
CJIOB TaK MHOTO, HO pa3Be KOMY-TO HYXHO,

9TOOBI BCIYX...A B KOMHATE CHOBA JIYIITHO,

OTBOPU ¥ OKHO, U JIBEPb.

[Ipe6riBato ¢ T0OOI B aOCOIIOTHOM 36MHOM IOKOE,
HE MOTY JI0 KOHIIa ITOHSATh, OTYETr0 TaKOe.

[IpocTo 3Har0, YTO €ciIM HAaC CHOBA JIBOE,
OCTaHOBHUTCS JIPOXKb B PYKax.

Buky sicHBIE CHBI, IPOCHINTIAKOCH 10 NTUYUI TOMOH
Jierkoii EBOM — cUacTIIMBOM, yCTaJION, TOJION,

Y JTI00JTIO ATOT Mpa3IHbIN, O€CIIeUHBIH, YIIIEpOHbIN TOPOT

" IOAYIIKHW JIBC€ B BACHUJIbKAX.

The cause is not in her, not in him, not in me, but, except
absolute tenderness, curled up on a palm,
quiet pity, as if from the sight of blood,

and chills, as if from a draft,
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there’s nothing else to find: hopeless wanderings.

I am, maybe, inarticulate and even a bit crude,

but when I kiss you all over, burning lips,

your hands release me, helpless.

I talk with you in the morning, sinking into in the evening,
embrace you so tightly at every meeting,

so much so, that my chest and hands ache, and only my shoulders
are bearing all, and still survive.

Mouth open, like a fish in its moment of suffocation—
there are so many words, but really who needs them

said out loud... And in the room again it is stuffy,

open the window and the door.

I remain with you in absolute earthly peace,

I cannot quite remember why this is.

I just know, that if we are again a couple,

it would stop my hands from trembling.

[ have clear dreams, I’'m awake under the birds chirping
easy Eve—happy, tired, naked,

and I love this festive, carefree, flawed city

and two pillows embroidered with cornflowers.

In this poem I decided to not keep the rhyme, because I felt it interfered with

keeping the same meaning as the original. I decided to take out the phrase «nsiThIii yrom»
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or the “fifth corner” from the fourth line, and replace it with “hopeless”. This is a Russian
phrase which refers to a practice by police of standing in all four corners of an
interrogation room and telling the suspect they can avoid a beating by finding the fifth
corner. This is a metaphor for a hopeless endeavor, unavoidable fate, or looking for
refuge where it doesn’t exist (Brodsky 526).

This poem is quite vivid in its imagery of the physical: chilly, burning, aching,
trembling, tired, and suffocating sensations and more occur throughout. Yet, there are
also feelings of happiness, tenderness, and “absolute earthly peace”. In the end, we find
out that the one she loves is no longer together with her, when she states that if they were
a couple again it would stop her hands from trembling. In this way, the emotions of the
poem are more complex. These are all juxtaposed once again with the ordinary: an
embroidered pillow, a stuffy room. There is also a religious motif, when the narrator
imagines herself as “easy Eve” in a dream. There is also the image of animals: the
suffocating fish, the chirping birds. These show two extremes of emotion depicted
through animals. I had trouble with the image of pillows embroidered with cornflowers,
but it may refer to an image of happiness and beauty on the superficial level, that is not

actually real.

Her Pycu 60mb1ie KueBckoif, CKOIbKO HU TOJIOCH,
Bbpat na 6para uzaer, kak Onbra — MCTUTEIBHO - Ha JPEBIISH.
Kak riasioers ¢ Hagex o0 B HeOa CUHB,

Ecnu crpensitot, 'ocnioau, y Kpemuis.



43

BosBparmiarbcst oMol B TEMHOTE, OT ce0s OTIYCKATh JIETeH,
B 21 Beka canuTbest mycTOM BaroH.

Kute B 6€31y11IbH, HEBEPHUH, HEMOTE,

3aayBaTh OrOHb U BHOBb Pa3BOJUThH OTOHb.

[TerioM TONOBY - MIPOKUTO, TAKKE HE COSPEKEIIIH

Hu py6ns B crexiie, nu Cniaca cobop B Kpemute,

Ho napsb- mymika BEICTPENIUT, U TPOMUYUTCS 3€MHAas APOKb,

N nosiBATCS TpEeIMHBI B UMIIEPATOPCKOM XPYCTaJe.

Kievan Rus' is no more, no matter how much we mourn,

Brother at brother it goes, like Olga—vengefully—at the Drevlyani.
How can I look hopefully to the blue of the sky,

If they shoot, oh God, at the Kremlin.

To return home in the dark, to let go of the children,

To sit in the empty train car of the 21 century.

To live soulless, faithless, mute,

Blow out the flame and kindle the flame again.

Cover your head with ashes—Ilife is over, you can save

Neither the rubles in the glass, nor the Savior Cathedral in the Kremlin,
But the Tsar cannon fires, and tremors rush through the earth,

And there will be cracks in the imperial crystal.
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I felt I could not keep the rthyme in this poem without changing it too drastically,
because of the amount of references to places and foreign words throughout. I had trouble
with the translation of the fourth line, because it has an unclear and possibly dual
meaning. It is written in a way that «"ociogu»» can be seen as an exclamation of horror
at the idea of shooting at the Kremlin, or it can be read as a hypothetical killing of God.
This was not easy to get across in English, where is it less ambiguous. The second line in
the poem refers to Olga, the ruler of Kievan Rus’, with the Drelyani being the tribe she
exacted her revenge on after they killed her husband. The Tsar in the 11 line refers to
the Tsar cannon in the Moscow Kremlin.

This poem is a dark rumination on Russia, connecting the follies of the past with
what is happening today. She alludes to the internal or “brother on brother” fighting that
has happened in Russia starting from the days of Olga and Kievan Rus’. This is also
referenced with the final line, which references the imperial glass cracking in an
explosion, referring back to the end of the Romanov dynasty, which a time of Russians
fighting other Russians as well. She connects this image of past violence to her image of
the 21% century: empty, soulless, faithless, and mute. The poem has an air of impending
doom, a very Romantic feeling. She refers to covering her head with ashes, which is an
ancient ritual performed at times of grief. Nothing can be saved, and tremors from the
cannon blast will soon be shaking the earth, causing cracks in not only the imperial
crystal, but likely our entire way of living. The tone of this poem is one of foreboding,

and of the eventual path of time.
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Conclusion

In my studies of translation theory, I have learned an immense amount about
translation’s challenges and difficulties, as well as its potential to create something that
will spread and continue the life of a work through the ages. By translating Natalia
Elizarova’s poetry, I gained an experiential insight into the difficulties of translation that
is impossible find from analysis of theory alone. Russian and English are quite different
languages, and rendering a translation which shows the original’s life and feeling as well
as its meaning is no easy task. [ have gained a much deeper appreciation for translation,
and yet I feel more cautious not to always take a translation as a true representation of the
original.

I have learned a lot about Russia and the Russian female perspective as well as
Russian contemporary poetry through my analysis of Elizarova’s poetry. The importance
of history in her poems shows the connectedness Russians feel with their country’s
mystical and holy, yet often depressing and tragic past. This is woven in with her
depictions of the mundanities and hardships of Russian life today, especially from the
point of view of a woman looking for love and meaning in her own life.

My goal in this endeavor was that through analysis I, and others, may come to
better understand the intricacies and difficulties of translation. I hope that this work will
inform the reader about aspects of Russia and its culture previously unknown to them,
inspiring them to learn more about Russia, its past and present. I also hope that my
translations will both delight and inspire the reader, emboldening them to learn more

about Natalia Elizarova and her poetry. Finally, I hope that my ideas will be of help to
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future translators, hoping to open up new worlds of different voices to those who, without

translation, could not have had the pleasure of hearing them.



47

Appendix: Original Interview with Tatiana Nikolskaya

Nurepsbto ¢ Tarbsnol Hukonbckoi
e Kaxkoe Opu10 Bale nepsoe Bunedarienue o Haranuu EnuzapoBoii 1 kak OHO

U3MCEHUJIACh C TCUCHUEM BpeMeHI/I?

Korpa s mo3nakomunace ¢ Hataneit EnuszapoBoii, oHa Obliia MOEH CTYIEHTKOM, U
OHa MEHs IIpUBJIEKalia TeM, YTO OHa Bcerna xotena padotars. Eil Bcerna Obuio mano
3aJlaHul, OHA BCerJa XoTena aenaTh Oounblie. KoHunnack 3TOT TeM, 4TO OHA CTaja 4acTo
MPUXOJUTH KO MHE, U MBI C HEW 3aHUMAJIUCh UHANBUIYAIBHO, 3aHUMAJIUCh PYCCKUM
s13pIKOM. OHa 4eI0BEK 0YEHb I'PaMOTHBIN U MPEKPACHO 3HAET SA3bIK, HO OHA YYMJIach Ha
3a04YHOM OT[IEJICHHE, UTO 3HAUYUT y Hee yxKe Obuio 00pa3oBaHKe, OHA FOPUCT 110
oOpa3zoBanuio. Ho oHa muIieT CTUXU ¢ AETCTBA, ¥ MOATOMY OHA PEelIria OCTYIHUTh K
HaM B MHCTUTYT. Hy 1 Korja yumnace, OHa MOHsJIA YTO HEAOCTATOYHO XOPOIIO 3HAET
PYCCKHI SI3BIK, YTO €CTh HaJl 4eM paboTaTh, U BOT TaK MBI ¢ HEl cTanu 3aHuMaThes. Ho
MIOTOM 3TH 3aHITHU NIEPEPOCTHU B APYKO0Yy. MBI ¢ Hell cHavyana BCTpeyaauch TOBOPUTH O
PYCCKOM $I3bIKE, IOTOM MPOCTO MbI CTAIM TOBOPHUTH O XKU3HHU. BOT Tak M3MEHUIIUCH HAIITN
OTHOIICHHUS, TO €CTh TETEPh s 3HAIO €€ KaK YeI0BeKa, 04eHb OIM3K0. Mory cka3aTk, 4To
s €€ 3Hal0, KOHEYHO, JIy4llle, YeM CHavaia, U Mo-MpexXHEMY S CUUTAI0, YTO OHA OUYEHb
MHOTO paboTaeT, TaKoH TPYA0IIOOUBBIN YeTIOBEeK. Y Hee TaKOW aHATUTUYECKUH yM, UTO
cTpanHo. OHa MOA3T, ¥ MBI MOXXEM MMOAYMaTh, UTO OHA JIOJDKHA OBITh TaKOU
pOMaHTUYECKOH, 1 coBceM HeT. COBCEM HE pOMAaHTUUYECKHI YEJIOBEK, Y HE€ OUEHb TaKOH

MaTeMaTUUYEeCKUM CKIa yMa, OHa OYCHb XOpPOIIO BCC ITIOHUMACT U OUCHB CTPOT'O MBICJIUT.
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Bot 310 MEHS yIHMBIsSET, IOTOMY YTO C OJHOM CTOPOHBI OHA IMUIIET CTUXH, HO C IPYTrOu
CTOPOHBI Y HE€ BCEra BCE OUEHb ITPaBWIIbHO, YETKO, 110 MOJI0YKaM pas3inoxkeHo. OHa
OUYEHb YECTHBIN YEIIOBEK, BCETIa TOBOPUT MIPABJIY, BOOOIIE HUKOTa HE 0OMaHbIBaeT. U
3TO TOKE UHTEPECHO, TIOTOMY UTO OHA YEJIOBEK C BOOOpaKEHUEM C OJHON CTOPOHBI, C

ApYroi CTOPOHBI OHA OYEHb PEATMCTUYHA.

o Kak Barle BneuarieHnue o ee pa60Te " IO33MH U3MCHHJIOCH C TCUCHHUEM

BpeMeHu?

S nymaro, 4ToO 5 ee 3Halo yKe BOCeMb JIeT, U OHa cTaja mucarth no-apyromy. Ee
MePBbIii COOPHUK CTUXOB OBLIT OYEHB JETCKUIA, XOTS OHA OblJIa HE peOSHKOM KOT/Ia OHA
ero onybnukoBana. Korya oHa BeITyCTHIIA €T0, 51 AyMalo, 4TO € Ob110 25, MOKET ObITh,
JIET, HE 3HAI0 TOYHO, HO 3TO OBLJI OYEHb HEMPOPECCHOHANBHBI COOPHHUK CTHXOB.
Koneuno, Bce cTUXH OBUTH O JIFOOBH, O TOM, KaK OHa JIFOOUT YeJI0BeKa, MHE
HEU3BEeCTHOTO. He ObIJI0 HUYEro OPUTHHATBHOTO B ATHX CTHXaX. DTO OBUIM TUITUYHBIE
CTUXH MOJIOJION KEHIIUHBI, KOTOpasi HE OYEHb 3HAET, Kak nucatk. Ilociie nHcTuTyTa OHA
OYEHb BBIPOCIIA B MIOATUYECKOM OTHOLIEHUE. BO-NepBhIX, OHA MUILIET HA PA3HBIE TEMBI.
Ee ctuxu yxe He TONBKO 0 TH00BH, Y HE€ MHOTO CTHXOB O POJTHOM TOPO/IE, O JIIOAAX. Y
Hee eCTh CTUXH-TIOPTPETHI, Te OHA MHUILIET O CBOEH TeTe, 6adyIlke, Mame, a KaKHX-TO
coceliX, 3TO MPOCTO MOATHYECKUE NOPTPEThL. MHOTO CTUXOB, KOTOPOE SI MOT'Y Ha3BaTh
¢dunocopckumu ctrxamu. OHa MUMIET O JKU3HHU BOOOIIE, U, KOHEUHO, TF00ast >KeHIIIHA
XO0YeT JF00BU, HO OHA HAYYWJIaCh MUCATh CTUXU O )XHU3HU 0e3 M00BH, U 9TO HEII0X0. ITO

XO0pomio, Koraa Tel MOXKCIb CMOTPETH HA )KU3Hb, HC TOJILKO C TOYKHU 3PpCHUA TO0UT TEOS
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YyeJI0BeK WM He Mro0uT. Korjga Thl MOXKEIIb HcaTh O CBOCH JII00BH, O TOM, KaK ThI
JOOUIIb )KU3Hb, O TOM, YTO Thl AyMaellb 0 Oore, Hanpumep. S 1ymaro uTo OHa cTaja
IIPOCTO B3POCIIBIM YEJIOBEKOM, U B3POCIBIM MPpodeccuoHaIbHBIM Mo3TOM. Hy 1 ee s3bIk
€€ CTUXOB U3MEHUJICS Toxke. OHa CII0KHO MUIIET. Y Hee HEMPOCThIE CTUXH, U MHE 3TO
HPABUTCS, IOTOMY YTO 3TO OTJIMYAET €€ OT MUJUIMOHOB JAPYTUX MO3TOB. Y HEE CIOKHbBIC
o0pa3bl, y Hee CII0KHAsI JIEKCHUKA, U 3TO JIeTIaeT ee CTUXU KpacuBbiMH. EmI¢ 3amernna, 4to
OHa KMHECTETUK. UelloBeK, KOTOPBIM Kak Obl MBICIUT JABUKEHUEM. PaHbllie 3TOro coBcem
He OBLIO 3aMETHO B cTUXaX. S iymaro MoToMy, 4TO €€ MEPBbIe CTUXU ObUIA BTOPUYHBIMU.
Omna nojapaxaia, OHa cTapajlaCb UMUTHPOBATh PYTUX IMOSTOB. A ceiiuac oHa cTaia

cO001. HOBTOMy B €€ CTHUXaxX... OHa KHHCCTCTHUK, U OYCHb MHOI'O B €€ CTUXAaX ABHXKXCHUAI.

e UYewm em€ unrepecyercs Haranes EnuzapoBa momMmumo nossuun?

Kak s ckazana yxe, oHa IOpUCT U paboTa OTHUMAET y Hee MHOT'O BPEMEHH,
M03TOMY OyJIeM FOBOPUTH, TOMUMO TT033UH U TIOMUMO pabOThl. Y Hee €CTh ChIH, EMY
ceituac 11 sier, ¥ OHa OYEHb MHOT'O BPEMEHM C HUM IPOBOAUT. XOIUT HAa IKCKYPCHH,
BOJIUT €T0 Ha pa3Hble KPY)KKH U Tak janee. OHa JIIOOUT MY3bIKY, OHAa XOPOIIO MOET,
mo6uT neth. rpaer Ha rutape He O4eHb XOPOILo, HO UyTh-4yTh UrpaeT. OHa JOOUT
KHUTH, HE TOJIbKO YUTATh, HO U KHUTY KakK Belllb. EciM oHa BUANT Kakyro-HHOYIb
KpacHUBYIO KHUTY, Ja)Ke €CIIM Y Hee yXKe eCTh Takas KHUTa, HO B IpYroM o(hOpMIIEHUH,
OHa ee KyMHT 0053aTeJIbHO, TOTOMY YTO €i HpaBsSTCs XOpollne KpacuBble KHUTH. OHa He
TakK JIaBHO 3aBejia cobaky. OrpomHas cobaka, adppuxkanckuit Pumxbak, u BOT Tenepsb y

Hee HOBoe X000u. OHa 0/ KHA 3aHUMATHCS C 9TOM COOAKOM, TOTOMY UTO C HEeH Hellb3s
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HC 3aHUMAThCA, OHa OT'PpOMHAasA, OYCHb CUJIbHAs. U BoT oHa TCIICPb BOCIIUTHIBACT HC
TOJILKO ChIHA, HO U co0aKy. I'ynsaTh mobut. OHa oueHb JHOOHUT myTemecTBoBaTh. OHa
npekpacHo Boaut manmmHy. [To Poccun naneko e3nurt, B apyrue ropozaa. M B apyrue
CTpaHbl YK€ HC B MAallIMHC — HA CAMOJICTC JICTACT. OueHs TI00UT OTKPBIBATH HOBLIC

MeEcCTa.

e Kakue nucaTeny WM II03ThI IOBIUSIIN Ha e¢ TBOp‘IeCTBO‘.7

EcTb coBpeMeHHBIE 1MOATHI, KOTOPBIE el oueHb Ou3ku. 1o KoBanru u Enena
Hcaesa. Enena McaeBa — 310 ee yuurens. Korna Hatanus Enuzaposa Obuia ere
MOAPOCTKOM, OHA 3aHMMAaJach B IUTEpaTypHblid cryauu Enensl McaeBoil. Enena McaeBa
— Takas 3aMeTHasi QUrypa B pyccKoil mos3uu u apame. S 1ymaro, 4To 3TH JIBa YeIIOBEKa,
3TO ee yuuTesia. Eciau roBopUT 0 KJIacCUYECKOM JIUTEPATYPE, TO OHA OYEHBb XOPOILIO 3HAET
AHHa AXMaToBYy, MHOTO 3HaeT Hau3yCTh U JIOOUT ee. S mymaro, uTo AXMaToBa,

KOHEYHO, nmoBnusuia Ha Hatanuto. Ecniu roBoputh 0 Oonee paHHUX MO3Tax, ANEeKCaHIp

bnok.

e [lo Bamemy mHenuto, kak Hatanea Enusaposa Bocipunumaetrcs B Poccun?

Hackonbko oHa n3BectHa?

Ecnm mroam mo0AT 1mos3uto, To, S AyMaro, YTO MHOTHE U3 HUX 3HAIOT 3TO UMs. Y
Hee BBIIIIO HECKOJIBKO COOPHUKOB MOATHYECKUX. He Tak gaBHO ee cTUXu ObLTH

omyOirKoBaHbI B )xypHaie «KOHOCTBY, 3TO Takoi U3BECTHHIN XypHaIL. B
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«JIuTepaTypHOH razere» He Tak AABHO Iedatainu ee cTuxu. Hy, g ckaxy Tak, B CTpaHe s
HE 3HAa0, HACKOJIbKO OHA XOPOIIO U3BECTHA, B MOCKBE, 1a, B MOCKBE €€ 3HatoT. S He
CKa)y, UTO OHA OYEHb MOIMYJISIPHA, HO JIUTEPATYPHbIE JIOU B IUTEPATYPHBIX KPYyrax ee,
KOHEUYHO, 3HaI0T. I OHa y4acTBYEeT BO MHOTHX TaKUX JIMTEPATYPHBIX CEMUHApax U B
TUTepaTypHBIX KoHpepeHnusx. Ee xoporno 3HaT B bonrapuu, ee XopoIo 3HalT B
Cep6uu. 1 xorna ao/i1 YMTAIOT €€ CTUXH, €CIIU YEJIOBEK HE 3HAJ €€ paHble, HO
HAYMHAET YUTATh CTHXHU, TO S CaMma MPOCTO BHUJIENA TO MHOTO pa3, KaK JIOM HAUMHAIOT

MHTEPECOBATHCS EHl.

e Ectb 1 kakue-HUOY b TEMBI WM 00pa3bl B €€ TI0931H, KOTopbie Bel 0coOeHHO

jrooure?

VY Hee ecTb HEKOTOPBIE TEMbI U 00pa3bl, KOTOPbIE IOBTOPSIOTCS U3 OJHOTO
CTUXOTBOpEHHUs B Ipyroe. Bo-nepBbix, 3T0 00pa3 NTHLbl. Y Hee 0YeHb MHOTO ITHIL B
CTHUXaX, U 5 AyMaro, 4TO OHa ce0s aCCOLMUPYET ¢ NTHULIEH, U KOTJia OHa MUILET O NMTHUIIE,
TO 3TO OYEHb YACTO OHA MUIIET O ce0e, 0 CBOEM COCTOSIHUM, O CBoel aymie. M MHe 3To
HpaBuTcs. [IoToM MHE HpaBHTCS, UTO Y HEE XOPOILIEE YYBCTBO FOMOpa. DTO HE BCEra
BUJIHO M HE BO BCEX CTHXaX BUAHO. S 1ymaro, 4TO OHa cama, MOXKET ObITh, HE 3HAET, YTO
y Hee xopoliee 4yBcTBO roMopa. Ho korna oHa paspemaer cede ObITh HPOHUYHOU U
LIYTHT B CTHXaX, TO 3TO BCErja 3710poBo. S 100110, KOrja OHa MUIIET O IPUpPoAe, O
3uMe, HarrpuMep. OHa OueHb XOPOIIO MHUIIET CTUXU O XOJIOJHOM BPEMEHH Tojia, 00
oceHH U o 3uMe. Kpome Toro, 51 y)xe roBopuiia paHbliie o0 3TUX ee MopTpeTax.

HGKOTOpBIe €C IPY3bA-IIO3THI PYTratOT €€ 3a 5TO, TOBOPAT, IOYCMY ThI ITHUIICIIb 00 3THX
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MPOCTHIX JIOJISX, KOMY 3TO MOXKET ObITh HHTEpECHO. MHe 3TO HHTEepecHO. MHe KaxeTcs,
YTO €€ HACTOSIIMI TaJaHT KaK pa3 pacKphIBAeTCs TaM, TJe B HEH BCTpeyaeTcs Mpo3ankK-
noaT. Kazanock Obl, Mpo3ank JOKEH MUCATh O TAKUX MPOCTHIX JIOASIX, KAKUX-TO
uctopusx. [la, a mosT JOIKEH MUCATh O YeM-TO TAKOM KPAaCHBOM, HE3€MHOM. A BOT
KOTJIa OHAa COETUHSET OJTHO C IPYTHUM, 3TO MOJIydaeTcs OYeHb 3/10poBo. U s 3a0bl1a
CKa3aTh, YTO Y HAC B MHCTUTYTE OHA YYMJIach Ha CEMUHApPE MPO3bI, a He 1mo33un. OHa
3aKOHYMJIA HAIl MHCTUTYT KaK MPO3auK M 3alUINAIAch C pacCcKa3aMu, COOPHUKOM
pacckas3oB, KOTOPHIM OUYeHb XBAIMJIH, KOTJa OHA 3amuianack. Ho medaraior ee cTuxu, a
He npo3sy. Ceifuac, s 1ymaro, 4T0 OHa MPO3y BooOIIee IepecTana nmucarth, s IyMaro, 4To

OHa NUIICT TOJBKO CTUXH, HO MHEC €€ I1Pp03a TOXEC HPABUJIOCh.
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