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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.  

NКЭКХТК EХТгКroЯК’s poОЦs КrО ЧoЭ oЧХв ЛОКЮЭТПЮХ ТЧ ЭСОТr ПООХТЧР КЧН ПorЦ, ЛЮЭ ТЧ 

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, I have come to a deeper understanding of what I 

believe is the purpose and correct method of translation. Applying this to Natalia 

EХТгКroЯК’s poОЭrв, I СКЯО СopОfully 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. 
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Translation Theory and Eugene 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 19th 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 19th century German Romantic theorists, which was a foreignizing 

and more literal style of translation. IЧ BrТЭКТЧ, soЦО ЭrКЧsХКЭors МСosО ЭСО FrОЧМС “ХoosО” 

sЭвХО аСТХО oЭСОrs prОПОrrОН ЭСО GОrЦКЧ “МХosО” ЦОЭhod. These competing styles were 

cause for strong disagreement and debate on the correct method of translation during the 

19th 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 

ЭrКЧsХКЭТoЧ:  “ОТЭСОr ЭСО ЭrКЧsХКЭor ХОКЯОs ЭСО КЮЭСor ТЧ pОКМО, Кs ЦЮМС Кs possТЛХО, КЧН 

moves the reader towards him; or he leaves the reader in peace, as much as possible, and 

ЦoЯОs ЭСО КЮЭСor ЭoаКrНs СТЦ” (АОТssЛorЭ 207). TСОsО Эаo КpproКМСОs rОПХОМЭ ЭСО 
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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 

ОбКЦpХО oП ЭСrОО ЯОrв НТППОrОЧЭ ЭrКЧsХКЭТoЧs oП AХОбКЧНОr PЮsСkТЧ’s Eugene 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 

“SМСХОТОrЦКМСТКЧ УoЮrЧОв” ТЧЭo КЧ ЮЧkЧoаЧ аorХН КЧН ЦООЭ ЭСО КЮЭСor or ЭrКЧsХКЭor in 

the middle, at the very least (Weissbort 379). Walter W. Arndt, a translator and scholar of 

GОrЦКЧ НОМОЧЭ, МСosО К ЦЮМС ЦorО НoЦОsЭТМКЭТЧР sЭвХО ТЧ СТs ЭrКЧsХКЭТoЧ oП PЮsСkТЧ’s 
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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.  

FКХОЧ’s ТНОКs ТЧ ЭrКЧsХКЭТЧР Eugene Onegin rested in his quest to provide modern 

English-spОКkТЧР rОКНОrs аТЭС “К ЦorО КММОssТЛХО version of one of the great works of the 

Russian literary imagination, one that would speak in a familiar, not-too-distant English 

ЯoТМО” (FКХОЧ ббЯТТТ). IЧ СТs ТЧЭroНЮМЭТoЧ Эo СТs ЭrКЧsХКЭТoЧ oП 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 Эo ЦО ЭСО poОЦ’s spoЧЭКЧОoЮs 

КЧН ЮЧХКЛoЮrОН ОППОМЭ ТЧ PЮsСkТЧ’s RЮssТКЧ. (FКХОЧ ббЯТТ) 

IЧНООН, FКХОЧ’s ЭrКЧsХКЭТoЧ proЯОН Эo ЛО ЭСО ЦosЭ ОКsТХв rОКНКЛХО ЭrКЧsХКЭТoЧ oП PЮsСkТЧ’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 

ЭСКЭ КЧв ЭrКЧsХКЭТoЧ ЭСКЭ НoОsЧ’Э soЮЧН ХТkО К ЭrКЧsХКЭТoЧ Тs ЮЧНoЮЛЭОНХв ТЦprОМТsО КЧН 

unfaithful to the original (Weissbort 382). Nabokov believed that reviewers praise 
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‘rОКНКЛХО’ ЭrКЧsХКЭТoЧs “ЛОМКЮsО ЭСО НrЮНРО oП ЭСО rСвЦОsЭОr СКs sЮЛsЭТЭЮЭОН ОКsв 

pХКЭТЭЮНОs Пor ЭСО ЛrОКЭСЭКkТЧР ТЧЭrТМКМТОs oП ЭСО ЭОбЭ” (АОТssЛorЭ 383). NКЛokoЯ 

ЦКТЧЭКТЧОН ЭСКЭ К ЭrКЧsХКЭor’s oЧО НЮЭв Тs Эo rОproНЮМО ЭСО ОЧЭТrО ЭОбЭ КЧН ЧoЭСТЧР ЦorО, 

with absolute fidelity (Weissbort 384). He considered completeness and faithfulness to be 

ЭСО oЧХв ТЦporЭКЧЭ КspОМЭs oП К РooН ЭrКЧsХКЭТoЧ (АОТssЛorЭ 382). AММorНТЧР Эo СТЦ, “TСО 

МХЮЦsТОsЭ ХТЭОrКХ ЭrКЧsХКЭТoЧ Тs К ЭСoЮsКЧН ЭТЦОs ЦorО ЮsОПЮХ ЭСКЧ ЭСО prОЭЭТОsЭ pКrКpСrКsО” 

(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 

КЧН sЭrЮМЭЮrО oП ЭСО ЧoЯОХ, ЛЮЭ КХso soЦОЭСТЧР oП ТЭs “МСКrКМЭОrТsЭТМ ПХКЯoЮr”, “ТЭs ЯОrЯО 

КЧН spКrkХО, ТЭs ХвrТМТsЦ КЧН аТЭ, ТЭs sЮММТЧМЭЧОss КЧН ЯКrТОЭв” (FКХОЧ ббЯТТТ). HО аКЧЭОН 

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 

ЦorО ХТkОХв СО or sСО аТХХ ЛО Эo “НroаЧ ЭСО ПorОТРЧ ЦКsЭОrpТОМО ЮЧНОr ЭСО spКrkХТЧР 

rТppХОs oП СТs oаЧ pОrsoЧКХ sЭвХО” (АОТssЛorЭ 380). To СТЦ, ЭСО аorsЭ ОЯТХ ТЧ ЭСО аorХН oП 

ЭrКЧsХКЭТoЧ Тs “аСОЧ К ЦКsЭОrpТОМО Тs pХКЧТsСed and patted into such a shape, vilely 

ЛОКЮЭТПТОН ТЧ sЮМС К ПКsСТoЧ Кs Эo МoЧПorЦ Эo ЭСО ЧoЭТoЧs КЧН prОУЮНТМОs oП К РТЯОЧ pЮЛХТМ” 

(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 

КХЭoРОЭСОr. EЯОЧ FКХОЧ СТЦsОХП КННrОssОs ЭСТs аorrв, аrТЭТЧР ЭСКЭ “ЭСОrО КrО oММКsТoЧs 
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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 

oЛsМЮrО ЭСО ЯТОа” (FКХОЧ ббЯ). 

IЧ NКЛokoЯ’s ОssКв oЧ ЭСО ЭrКЧsХКЭТoЧ oП Onegin, he grappled with the question of 

whether a translation can keep the same form, rhythm and rhyme of the original, while 

sЭТХХ rОЦКТЧТЧР КЛsoХЮЭОХв ПКТЭСПЮХ Эo ЭСО ЭОбЭ (АОТssЛorЭ 384). FКХОЧ’s МoЧМХЮsТoЧ КЛoЮЭ 

this was a definitive yes. He preserved the Onegin stanza in his work, citing it as one of 

ЭСО ЦosЭ “ОssОЧЭТКХ КЧН МСКrКМЭОrТsЭТМ” КspОМЭs oП ЭСО ЧoЯОХ, МКХХТЧР ТЭ “ЭСО ЛЮТХНТЧР-block 

аТЭС аСТМС ЭСО ОЧЭТrО ОНТПТМО Тs МoЧsЭrЮМЭОН” (FКХОЧ ббЯТТ). HО МoЧsТНОrОН ЭСО МoЧsЭrКТЧЭ 

oП ЭСТs МoЦpХОб rСвЦО sМСОЦО Эo ЛО К ЮsОПЮХ sЭrЮМЭЮrО, КХХoаТЧР СТЦ Эo “Эo sООk soХЮЭТoЧs 

without self-indulgence, to find variety within oneness, and to earn freedom within the 

ЛoЧНКРО oП ЭСО ПorЦ” УЮsЭ ХТkО PЮsСkТЧ СКН (FКХОЧ ббЯТТ). FКХХОЧ КННТЭТoЧКХХв КЭЭОЦpЭОН Эo 

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 

PЮsСkТЧ’s ЦКsЭОrpТОМО, “КХХ ЭСО ОбprОssТЯО rОsoЮrМОs oП ЭСО RЮssТКЧ ХКЧРЮКРО КrО oЧ 

ЦКsЭОrПЮХ НТspХКв” КЧН “ЭСО sСООr ЛОКЮЭв oП soЮЧН Тs so ЯТЭКХ К pКrЭ oП ТЭs ОППОМЭ” (FКХОЧ 

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, 
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additionally trying to match the syllabic rhythm of the Russian (Weissbort 384). 

Although, he later admitted to giving up on retaining this iambic rhythm wherever it 

interfered with loyalty to the text (Weissbort 386).  

In his Note on the Translation of Eugene Onegin, Falen directly addressed 

NКЛokoЯ’s КpproКМС. HО аroЭО ЭСКЭ аСОЧ NКЛokoЯ НТsposОН oП ЦОЭrО КЧН rСвЦО ТЧ СТs 

translation of Onegin, СО МrОКЭОН К ЯОrsТoЧ “КЭ oЧМО ЦКrЯОХХoЮsХв КММЮrКЭО КЧН rКЭСОr 

pОМЮХТКr,” аТЭС ЦosЭ oП ТЭs poОЭrв prОsОЧЭ ЧoЭ ТЧ ЭСО КМЭЮКХ ЭrКЧsХКЭТoЧ, ЛЮЭ ТЧ ЭСО 

КММoЦpКЧвТЧР МoЦЦОЧЭКrв (FКХОЧ ббЯТ). To ЭСТs ОЧН, FКХОЧ МХКТЦs ЭСКЭ “PЮsСkТЧ, oЧО 

СКs Эo sКв, ХosОs аСОrО NКЛokoЯ РКТЧs” (FКХОЧ ббЯТ).  

BОМКЮsО FКХОЧ’s ЭrКЧsХКЭТoЧ КrrТЯОН аОХХ КПЭОr ЭСО НОКЭС oП NКЛokoЯ, NКЛokoЯ НТН 

not have a chance to critique his versТoЧ. MЮМС oП NКЛokoЯ’s КЧРОr КЛoЮЭ ЭСОsО ТssЮОs Тs 

sСoаЧ ТЧ СТs МrТЭТqЮО oП АКХЭОr А. ArЧНЭ’s 1963 ЭrКЧsХКЭТoЧ oП Onegin. In his 1964 article 

On Translating Pushkin Pounding the Clavichord, NКЛokoЯ МКХХОН ArЧНЭ’s ЭrКЧsХКЭТoЧ К 

“pТЭТХОss КЧН ТrrОspoЧsТЛХО” “pКЭМСв” pКrКpСrКsО. HО МrТЭТМТгОН ArЧНЭ’s ЮsО oП СТs oаЧ 

ЭropОs ТЧ ЭСО pХКМО oП PЮsСkТЧ’s, sКвТЧР ЭСКЭ “ПТРЮrО oП spООМС Тs ЭСО ЦКТЧ, sКМrОН qЮТННТЭв 

КЧН ОвОspoЭ oП К poОЭ’s РОЧТЮs, КЧН Тs ЭСО ХКsЭ ЭСТЧР ЭСКЭ sСoЮХН ЛО ЭКЦpОrОН аТЭС” 

(Nabokov). Nabokov also called into issue a statement made by Arndt in the preface of 

his book addressing the audience he hopes to reach: 

“TСО prОsОЧЭ ЧОа ЭrКЧsХКЭТoЧ…Тs ЧoЭ КТЦОН prТЦКrТХв КЭ ЭСО КМКНОЦТМ КЧН ХТЭОrКrв 

expert, but at a public of English-speaking students and others interested in a 

МОЧЭrКХ аork oП аorХН ХТЭОrКЭЮrО ТЧ К МoЦpКМЭ КЧН rОКНКЛХО ПorЦ”—which is 

ЭКЧЭКЦoЮЧЭ Эo proМХКТЦТЧР: “I kЧoа ЭСТs Тs КЧ ТЧПОrТor proНЮМЭ ЛЮЭ ТЭ Тs РКТХв 
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МoХorОН КЧН ЧТМОХв pКМkКРОН, КЧН Тs, КЧваКв, УЮsЭ Пor sЭЮНОЧЭs КЧН sЮМС pОopХО.” 

(Nabokov) 

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

disloyal to it.  

The 20th 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 

КЧКХвsТs rКЭСОr ЭСКЧ УЮsЭ ОЧУoвЦОЧЭ, МКХХТЧР Пor К “НОsМrТpЭТЯО” rКЭСОr ЭСКЧ КЧ 

“ТЧЭОrprОЭТЯО” sЭвХО oП ЭrКЧsХКЭТoЧ (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 

ЭrКЧsХКЭТoЧs Эo kЧoа аСКЭ К аork Тs ХТkО ЛОМКЮsО ЭСОв НoЧ’Э kЧoа ЭСО orТРТЧКХ ХКЧРЮКРО, 

КЧН ЭСОsО ЭrКЧsХКЭТoЧs СКЯО ЭСО poаОr Эo “ЦКkО or ЛrОКk” ЭСО rОpЮЭКЭТoЧ oП К аrТЭОr КЧН/or 

a work in the sphere of the target culture (Weissbort 438). The need for less interpretive 

ЭrКЧsХКЭТoЧs Тs ТЦporЭКЧЭ КММorНТЧР Эo LОПОЯОrО ЛОМКЮsО “ЧoЛoНв Тs ОЯОr КЛХО Эo ОsМКpО 

from the ideology and/or the poetics prevalent in the literary system of his or her own 

ЭТЦО” (АОТssЛorЭ 442).  

The current translator, theorist, author and educator Lawrence Venuti takes an 

even stronger stance on the issue, КХЭСoЮРС oЧО ЭСКЭ Тs qЮТЭО sТЦТХКr Эo NКЛokoЯ’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, 

rТННТЧР ТЭ oП ТЭs ПorОТРЧЧОss КЧН “ЦКkТЧР ТЭ ТЧЭОХХТРТЛХО ТЧ КЧ EЧРlish-language culture that 

ЯКХЮОs ОКsв rОКНКЛТХТЭв, ЭrКЧspКrОЧЭ НТsМoЮrsО, КЧН ЭСО ТХХЮsТoЧ oП КЮЭСorТКХ prОsОЧМО” 

(АОТssЛorЭ 551). FХЮОЧМв СТНОs ЭСО ПКМЭ ЭСКЭ ТЭ МoЧЭКТЧs ЭСО ЭrКЧsХКЭor’s ТЧЭОrprОЭКЭТoЧ, so 

people believe that it has the same meaning as the original because it conforms to the 

ЯКХЮОs oП ЭСО ЭКrРОЭ ХКЧРЮКРО: ЧoЭ oЧХв ЭСО РХorТПТМКЭТoЧ oП “ЮЧМoЧsЭrКТЧОН” ХКЧРЮКРО, ЛЮЭ 

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. 

FКХОЧ rОspoЧНs Эo NКЛokoЯ’s ТЧsТsЭОЧМО oЧ ХТЭОrКХ ЭrКЧsХКЭТoЧ Лв НТsproЯТЧР NКЛokoЯ’s 

ТНОК КЛoЮЭ аСКЭ “ХТЭОrКХ” rОКХХв ЦОКЧs: 

AЧН oП МoЮrsО К “ХТЭОrКХ” ЯОrsТoЧ Тs, ТЧ ЭСО ОЧН, Чo ХОss ЮЧПКithful to its model than 

a rhymed 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, 

К kТЧН oП “ПorЦКХ pКrКpСrКsО” ЭСКЭ sООЦs ЛХКЧН КЧН ТЧОrЭ аСОrО Эhe original is 

expressive and alive. (Falen xxvi)  

Walter Benjamin, a 20th 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 

ЦОКЧТЧР… IЧ pКrЭТМЮХКr, ХТЭОrКХЧОss ТЧ rОРКrН Эo sвЧЭКб НОsЭroвs КЧв rОЧНОrТЧР oП 

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). 

IЧНООН, КПЭОr NКЛokoЯ’s Onegin translation was released, some saw hiЦ Кs “К 

аrТЭОr аСo ЭКХkОН oП КОsЭСОЭТМ ЛХТss аСТХО РТЯТЧР sСorЭ sСrТПЭ Эo ЭСО МrОКЭor oП ЭСО “РrОКЭОsЭ 

poОЦ ТЧ ЭСО RЮssТКЧ ХКЧРЮКРО”” (АОТssЛorЭ 388). IЧ ЭСО ТЧЭroНЮМЭТoЧ Эo NКЛokoЯ’s 

translation of Eugene Onegin, Nabokov himself addresses his sacrifices when translating 

the work:  

In transposing Eugene Onegin ПroЦ PЮsСkТЧ’s RЮssТКЧ ТЧЭo Цв EЧРХТsС I СКЯО 

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) 

FКХОЧ КХso Эook ТssЮО аТЭС NКЛokoЯ’s sОpКrКЭТoЧ oП ПorЦ КЧН МoЧЭОЧЭ. HО аroЭО ЭСКЭ ЭСО 

translКЭor’s МСoТМО Тs ЧoЭ ЛОЭаООЧ sЭКвТЧР ПКТЭСПЮХ Эo ОТЭСОr ПorЦ or ЦОКЧТЧР, ЛОМКЮsО 

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 

ббЯТ). AММorНТЧР Эo FКХОЧ, “ЭСТs ЯОrв ЭОЧНОЧМв oП oЮrs Эo НТЯТНО К аork oП КrЭ ТЧЭo 
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separate categories of form and content not only gives a false view of a work's complex 

ЧКЭЮrО ЛЮЭ КХso posОs ЭСО proЛХОЦ oП ХТЭОrКrв ЭrКЧsХКЭТoЧ ТЧ К ПКХsО ХТРСЭ” (FКХОЧ ббЯТ). 

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 

NКЛokoЯ ЭСКЭ СТs аork “аКs К МoЧsЭКЧЭ МСКХХОЧРО Эo sЭrТЯО Пor РrОКЭОr КММЮrКМв, КЧН СТs 

extensive commentary on the novel was an endless source of both instruction and 

pХОКsЮrО” (FКХОЧ ббТб).  

BoЭС LОПОЯОrО КЧН VОЧЮЭТ аoЮХН СКЯО КppХКЮНОН NКЛokoЯ’s ЭrКЧsХКЭТoЧ Пor СТs 

ХТЭОrКХЧОss КЧН ПТНОХТЭв Эo ЭСО ЭОбЭ. NКЛokoЯ, аorkТЧР Кs К “ЭОМСЧТМТКЧ”, Оndeavored 

КРКТЧsЭ ЭСО НoЦОsЭТМКЭТЧР КpproКМСОs oП oЭСОr ЭrКЧsХКЭors. ArЧНЭ’s ЭrКЧsХКЭТoЧ ЦКв аОХХ ЛО 

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 

sКв ЭСКЭ I ЭСТЧk СТs ЭrКЧsХКЭТoЧ аКs КЭЭОЦpЭТЧР Эo sОrЯО soЦО “ЯТoХОЧЭ” КРОЧНК, МЮХЭЮrКХ, 

poХТЭТМКХ, ОМoЧoЦТМ, or oЭСОrаТsО. AЧН I МОrЭКТЧХв аoЮХН ЧoЭ sКв ЭСКЭ КЛoЮЭ FКХОЧ’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 

аorНs ТЧ ЭСО ArЧНЭ ЭrКЧsХКЭТoЧ КrО, КММorНТЧР Эo NКЛokoЯ, ЭСosО “ЯОrЛКХ РoЛЛОЭs” аСТМС 

КrО ОТЭСОr ПoЮЧН ТЧ К НТППОrОЧЭ ПorЦ or ЧoЭ ПoЮЧН КЭ КХХ ТЧ PЮsСkТЧ’s orТРТЧКХ ЭОбЭ. NКЛokoЯ 

also added that the omissions and errors throughout this section, КЧН ЭСroЮРСoЮЭ ArЧНЭ’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 

Ⱦɪɭɡɶɹ ɦɨɢ, ɜɚɦ ɠɚɥɶ ɩɨɷɬɚ: 

ȼɨ ɰɜɟɬɟ ɪɚɞɨɫɬɧɵɯ ɧɚɞɟɠɞ, 

ɂɯ ɧɟ ɫɜɟɪɲɢɜ ɟɳɟ ɞɥɹ ɫɜɟɬɚ, 

ɑɭɬɶ ɢɡ ɦɥɚɞɟɧɱɟɫɤɢɯ ɨɞɟɠɞ, 

ɍɜɹɥ! Ƚɞɟ ɠɚɪɤɨɟ ɜɨɥɧɟɧɶɟ, 

Ƚɞɟ ɛɥɚɝɨɪɨɞɧɨɟ ɫɬɪɟɦɥɟɧɶɟ 

ɂ ɱɭɜɫɬɜ ɢ ɦɵɫɥɟɣ ɦɨɥɨɞɵɯ, 
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ȼɵɫɨɤɢɯ, ɧɟɠɧɵɯ, ɭɞɚɥɵɯ? 

Ƚɞɟ ɛɭɪɧɵɟ ɥɸɛɜɢ ɠɟɥɚɧɶɹ, 

ɂ ɠɚɠɞɚ ɡɧɚɧɢɣ ɢ ɬɪɭɞɚ, 

ɂ ɫɬɪɚɯ ɩɨɪɨɤɚ ɢ ɫɬɵɞɚ, 

ɂ ɜɵ, ɡɚɜɟɬɧɵɟ ɦɟɱɬɚɧɶɹ, 

ȼɵ, ɩɪɢɡɪɚɤ ɠɢɡɧɢ ɧɟɡɟɦɧɨɣ, 

ȼɵ, ɫɧɵ ɩɨɷɡɢɢ ɫɜɹɬɨɣ! 

     (Alexander Pushkin) 

XXXVI 

Friends (of) mine, you pity (the) poet: 

In (the) bloom (of) joyful hope, 

They (are) not accomplished still for (the) world, 

JЮsЭ ПroЦ ТЧПКЧЭ’s МХoЭСОs, 

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! 
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     (Linear Translation) 

 

XXXVI 

Mв ПrТОЧНs, вoЮ’rО sorrв Пor ЭСО poОЭ: 

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? 

АСОrО КrО ХoЯО’s ЭЮrЛЮХОЧЭ НОsТrОs, 

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 
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Upon the world, yet scarce adrift 

From boвhooН’s shore. Now he will never 

Seethe with that generous endeavor, 

Those storms of mind and heart again, 

Audacious, tender or humane! 

SЭТХХОН Чoа КrО ХoЯО’s ЮЧrЮХв ЮrРОs, 

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, 
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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) 

 

NКЛokoЯ’s МrТЭТМТsЦ Тs qЮТЭО КppКrОЧЭ ТЧ ArЧНЭ’s ХТЧОs “UpoЧ ЭСО аorХН, yet scarce 

adrift / FroЦ ЛoвСooН’s sСorО” (ArЧНЭ 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 

ЭСКЭ ЦКkОs ТЭ ЦorО oП ЭСО ЭrКЧsХКЭor’s аorНs ЭСКЧ ЭСО КЮЭСor’s. IЧ Цв ЭrКЧsХКЭТoЧs I kОpЭ 

NКЭКХТК EХТгКroЯК’s ЦОЭКpСors КЧН ТНТoЦs Кs much as possible, in order to not mold the 

poОЦs ТЧЭo МrОКЭТoЧs oЮЭ oП Цв oаЧ ТЦКРТЧКЭТoЧ. ВОЭ, I МКЧЧoЭ sКв ЭСКЭ NКЛokoЯ’s 

“ХТЭОrКХ” ЭrКЧsХКЭТoЧ Тs ЦЮМС ЛОЭЭОr ЭСКЧ ArЧНЭ’s. АСТХО NКЛokoЯ’s ЭrКЧsХКЭТoЧ Тs ЦosЭ 

closely faithful to the original text, it has ХosЭ ЭСО ЛОКЮЭв КЧН ХТПО ЭСКЭ FКХОЧ КЧН ArЧНЭ’s 

ЭrКЧsХКЭТoЧs rОЭКТЧ ТЧ ЭСОТr КНСОrОЧМО Эo PЮsСkТЧ’s orТРТЧКХ rСвЦО КЧН ЦОЭrО. TСО rСвЦО 

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 

МoЧЯОЧЭТoЧ. IЧ Цв opТЧТoЧ, FКХОЧ’s sЭКЧгК Тs ЦosЭ ПКТЭСПЮХ Эo ЭСО orТРТЧКХ ТЧ ЭСО МoЦpХОЭО 

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. 

IЧ ЭСО ОЧН, Цв ЦОЭСoН oП ЭrКЧsХКЭТЧР NКЭКХТК EХТгКroЯК’s poОЭrв аКs ТЧПorЦОН 

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 

К “ХТЭОrКХ” ЭrКЧsХКЭТoЧ, ОspОМТКХХв ТЧ ЭСО аorХН oП poОЭrв. PoОЭrв ТЧ ТЭs ОssОЧМО Тs КЛoЮЭ 

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 

poОЭrв, “ЭСО ЯОrЛКХ КrЭ ЦosЭ МХosОХв ЭТОН Эo ТЭs ЧКЭТЯО ХКЧРЮКРО КЧН ЭСО ЦosЭ sЮsМОpЭТЛХО Эo 

НТsЭorЭТoЧ ТЧ ЭСО ЭrКЧsПОr Эo КЧoЭСОr” (FКХОЧ ббЯ). TСОsО ТssЮОs КrО 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 

xxvi) 

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 

КpproКМСОs. I ЭСТЧk ЭСТs ТНОК Тs КХso sСoаЧ Лв SМСХОТОrЦКМСОr’s sЭКЭОЦОЧЭ ЭСКЭ К РooН 
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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 

opТЧТoЧ oП АКХЭОr BОЧУКЦТЧ, ЭСКЭ, ТЧ ЛoЭС ЭСО orТРТЧКХ КЧН ЭСО ЭrКЧsХКЭТoЧ, “oЧО ЭСТЧР, ТЧ 

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 ТЧЭОЧЭТoЧs” 

(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 

ЛoЭС ЭСО orТРТЧКХ КЧН ЭrКЧsХКЭТoЧ. I КРrОО аТЭС ЭСТs ТНОК ЭСКЭ ЭСО ЭrКЧsХКЭor’s УoЛ Тs ЧoЭ Эo 

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, 

ТЧМХЮНТЧР «ɍɪɚɥ» «UrКХ», «DКв КЧН NТРСЭ» «Ⱦɟɧɶ ɢ ɧɨɱɶ», «ГТЧгТЯОr» «Ɂɢɧɡɢɜɟɪ», 

«NОЯК» «ɇɟɜɚ», «BОХskТ VТsЭКs» «Ȼɟɥɶɫɤɢɟ ɩɪɨɫɬɨɪɵ», «ВoЮЭС» «ɘɧɨɫɬɶ», «IНОХ» 

«ɂɞɟɥɶ», КЧН ЦorО. HОr аorks СКЯО Лeen translated into Serbian, German, Polish, 

Romanian, and Hungarian. She is also the author of the poetry collections «Shard of 

SХООp» «Ɉɫɤɨɥɨɤ ɫɧɚ» (2006) КЧН «HОХХ»  «ɑɟɪɬɚ» (2014) (ɋɢɞɨɪɨɜ). 
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Interview with Tatiana Nikolskaya 

The following is a translation of an interview with Tatiana Nikolskaya, Natalia 

EХТгКroЯК’s РooН ПrТОЧН КЧН ПorЦОr proПОssor ПroЦ ЭСО Gorkв LТЭОrКrв IЧsЭТЭЮЭО: 

 

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

time?  

 

When I 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 sЭКrЭОН sЭЮНвТЧР, sСО rОКХТгОН ЭСКЭ sСО НТНЧ’Э 

КНОqЮКЭОХв kЧoа RЮssТКЧ LКЧРЮКРО, sСО СКН soЦО ЭСТЧРs Эo аork oЧ, КЧН ЭСКЭ’s Сoа аО 

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 

sЭТХХ sКв ЭСКЭ sСО’s К аorkКСoХТМ. SСО СКs КЧ КЧКХвЭТМКХ ЦТЧН, аСТМС Тs sЭrКЧРО, sСО’s К 

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. 

 

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

 

I ЭСТЧk ЭСКЭ I’ЯО kЧoаЧ СОr КХrОКНв Пor 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’Ц ЧoЭ sЮrО, ЛЮЭ ТЭ аКs К ЯОrв ЮЧproПОssТoЧКХ МoХХОМЭТoЧ oП poОЭrв. OП МoЮrse, all poems 

аОrО КЛoЮЭ ХoЯО, КЛoЮЭ Сoа sСО ХoЯОs soЦОoЧО; I’Ц ЧoЭ sЮrО аСoЦ. TСОrО аКs ЧoЭСТЧР 

orТРТЧКХ ТЧ ЭСОsО poОЦs. TСОв аОrО ЭвpТМКХ poОЦs oП К вoЮЧР аoЦКЧ, аСo НТНЧ’Э kЧoа 

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 

КЛoЮЭ ХТПО аТЭСoЮЭ ХoЯО, КЧН ТЭ ТsЧ’Э ЛКН. IЭ’s РooН аСОЧ вoЮ МКЧ Хook at life, not only with 

ЭСО poТЧЭ oП ЯТОа oП НoОs or НoОsЧ’Э ЭСТs pОrsoЧ ХoЯО ЦО. АСОЧ вoЮ МКЧ аrТЭО КЛoЮЭ вoЮr 

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 poeЦs ЛОКЮЭТПЮХ. I’ЯО КХso ЧoЭТМОН ЭСКЭ sСО Тs 

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 

 

 АСКЭ КrО soЦО oП NКЭКХТК EХТгКroЯК’s ТЧЭОrОsЭs oЭСОr ЭСКЧ аrТЭТЧР poОЭrв? 

 

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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 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 

is 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 (ɘɧɨɫɬɶ), 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 
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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. 

  

 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 

oП СОr poОЭ ПrТОЧНs sМoХН СОr Пor ЭСОЦ, КЧН sКв “аСв аoЮХН вoЮ аrТЭО КЛoЮЭ ЭСОsО ЧorЦКХ 

pОopХО, аСo аoЮХН ЭСТs ЛО ТЧЭОrОsЭТЧР Эo?” To ЦО ТЭ Тs ТЧЭОrОsЭТЧР. I ЭСТЧk ЭСКЭ СОr rОКХ 

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 

sОХОМЭТoЧ oП СОr аork ЭСКЭ аКs prТЧЭОН ТЧ ЭСО УoЮrЧКХ “ВoЮЭС” «ɘɧɨɫɬɶ». 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-

poОЭ’s ОбpОrТОЧМО. They are permeated with the erotic and intimate emotions of a 

аoЦКЧ’s ХoЯО, МoЦpХТЦОЧЭОН Лв rТМС СТsЭorТМКХ imagery and references, which open up 

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

*** 

 

Ⱥ ɟɦɭ, ɧɚɜɟɪɧɨɟ, ɯɨɱɟɬɫɹ ɩɢɪɨɝɨɜ,  

ɚ ɨɧɚ ɫɢɞɢɬ ɧɚ ɩɨɫɬɟɥɢ – ɫɩɢɧɚ ɫɬɪɨɝɚ.  

ȿɣ ɛɵ ɜ Ɉɞɟɫɫɭ, ɜ ɉɪɢɩɹɬɶ, ɜ Ɇɨɝɢɥɟɜ, ɜɨ Ʌɶɝɨɜ,  

ɟɣ ɛɵ ɨɬɫɸɞɚ – ɧɚɝɨɣ – ɤ ɱɟɪɬɹɦ ɧɚ ɪɨɝɚ.  

Ⱥ ɨɧ ɝɨɜɨɪɢɬ ɟɣ ɱɬɨ-ɬɨ ɩɪɨ ɫɥɨɦɚɧɧɵɣ ɤɪɚɧ ɢ ɩɥɟɫɧɟɜɵɣ ɯɥɟɛ,  

ɩɪɨ ɪɚɛɨɬɭ ɧɚ ɜɵɯɨɞɧɵɯ, ɩɨɠɢɥɭɸ ɦɚɬɶ.  
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Ⱥ ɭ ɧɟɟ ɝɨɥɨɜɚ ɫɜɟɬɢɬɫɹ ɬɚɤ, ɱɬɨ ɩɨɱɬɢ ɨɧ ɨɫɥɟɩ.  

Ȼɨɥɶɧɨ ɞɚɠɟ ɞɵɲɚɬɶ, ɧɟ ɬɨ ɱɬɨ – ɫɦɨɬɪɟɬɶ,  

ɯɨɱɟɬɫɹ ɛɪɨɫɢɬɶɫɹ – ɩɨɝɚɫɢɬɶ, ɫɥɨɦɚɬɶ.  

ɂ ɨɧ ɞɭɦɚɟɬ, ɦɨɠɟɬ, ɟɣ ɡɚɜɟɫɬɢ ɞɟɬɟɣ,  

ɧɭ, ɢɥɢ, ɞɨɩɭɫɬɢɦ, ɯɨɬɹ ɛɵ ɫɨɛɚɤ – 

ɩɚɪɭ ɲɩɢɰɟɜ, ɢ ɫ ɧɢɦɢ ɜ ɭɬɪɟɧɧɢɣ ɩɚɪɤ  

ɜɵɯɨɞɢɬɶ ɝɭɥɹɬɶ, ɢ, ɤɚɤ ɭ ɧɨɪɦɚɥɶɧɵɯ ɩɚɪ,  

ɤ ɜɟɱɟɪɭ ɛɭɞɟɬ ɛɨɥɟɟ ɨɛɳɢɯ ɬɟɦ.  

Ⱥ ɨɧɚ ɜɞɪɭɝ ɥɨɠɢɬɫɹ ɧɚɛɨɤ, ɫɜɨɪɚɱɢɜɚɟɬɫɹ ɜ ɭɡɟɥ ɬɭɝɨɣ,  

ɢ ɥɨɩɚɬɤɢ ɤɨɪɱɚɬɫɹ, ɢ ɜɨɥɨɫɵ ɡɚɫɥɨɧɹɸɬ ɥɢɰɨ.  

ɂ ɜɞɪɭɝ ɫɩɪɚɲɢɜɚɟɬ: «Ɇɨɠɟɬ, ɡɚɜɬɪɚ ɧɚɩɟɱɶ ɩɢɪɨɝɨɜ?»  

Ɂɧɚɹ ɬɨɱɧɨ, ɱɬɨ ɧɢ ɦɭɠɟɦ ɧɟ ɛɵɬɶ ɟɦɭ, ɧɢ ɨɬɰɨɦ.  

 

AЧН СО, ЦosЭ ХТkОХв, Тs МrКЯТЧР soЦО pТО СО’s ЭКsЭОН  

and she sits on the bed, her spine severely rigid  

SСО’Н ЛО ТЧ OНОssК, PrТpвКЭ, MoРТХОЯ, or LТРoЯ,  

sСО’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.  

AЧН СО’s ЧОКrХв ЛХТЧНОН Лв ЭСО ЛrТРСЭ 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.  

AЧН sСО sЮННОЧХв sКвs: “MКвЛО, ЭoЦorroа I'ХХ ЛКkО К pТО?”  

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

 

For this poem, I kept the rhyme 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 ɩɢɪɨɝɢ, 

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. AННТЭТoЧКХХв, ЭСО pСrКsО “МКrrТОН Лв НОЯТХ СorЧs” or «ɤ ɱɟɪɬɹɦ ɧɚ 

ɪɨɝɚ» 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. AННТЭТoЧКХХв, ЭСО ЦКЧ’s ЭСoЮРСЭ ЭСКЭ ЭСОТr ХТПО 

ЭoРОЭСОr аТХХ ТЦproЯО ТП ЭСОв oЧХв Нo soЦОЭСТЧР Кs “ЧorЦКХ” Кs СКЯТЧР МСТХНrОЧ or РОЭЭТЧР 

К НoР МoЧЭrКsЭs sЭКrkХв аТЭС ЭСО аoЦКЧ’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 17th century a 

monastery was built on the site of the former city (Ʉɨɧɬɭɲ). 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 (Ɉ Ɇɨɝɢɥɟɜɟ. 

ɂɫɬɨɪɢɹ)(Ʉɚɥɢɧɢɧ). 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 (ɉɪɢɩɹɬɶ ɢ ɑɟɪɧɨɛɵɥɶ). These references point 

to a dark and troubled history of the former soviet republics, and yet also to a religious 

and holy aspect of RЮssТК’s pКsЭ. Ligov was also formerly known as Olgov, which refers 

to Olga, the first Russian convert to Christianity (Ʉɨɧɬɭɲ). She is also the grandmother 

oП VХКНТЦТr, аСo МoЧЯОrЭОН KТОЯКЧ RЮs’ Эo CСrТsЭТКЧТЭв. 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 

Юp ТЧ ЦКЧв oП NКЭКХТК EХТгКroЯК’s poОЦs, because of her position as the first main woman 

in Russian history, as well as her loving, faithful, strong, and even menacing nature. In 

ЭСОsО аКвs sСО Тs ЦЮМС ХТkО ЭСО ЧКrrКЭor oП EХТгКroЯК’s poОЦs.  

*** 
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ȼ ɫɩɢɫɤɟ ɭɲɟɞɲɢɯ ɫɬɚɧɨɜɢɬɫɹ ɛɨɥɶɲɟ ɢɦɟɧ,  

ɫɩɢɫɨɤ ɠɢɜɵɯ, ɭɜɵ, ɧɟɫɬɟɪɩɢɦɨ, ɤɪɚɬɨɤ.  

Ʉɥɟɧ ɨɛɥɟɬɟɥ ɜɨ ɞɜɨɪɟ, ɢɡ ɦɨɢɯ ɬɟɬɪɚɞɨɤ  

ɩɚɦɹɬɢ ɤɧɢɝɭ ɫɥɨɠɢ ɢ, ɤɨɝɞɚ ɬɵ ɧɟɦ,  

ɬɨ ɟɫɬɶ, ɤɨɝɞɚ  ɫɥɨɜɚ ɢ ɝɨɪɶɤɢ, ɢ ɫɦɵɫɥɚ 

ɧɟ ɞɨɛɚɜɥɹɸɬ ɤ ɝɨɪɟɱɢ, ɱɬɨ ɜɧɭɬɪɢ,  

ɩɪɨɫɬɨ ɨɬɤɪɨɣ – ɢ ɧɚ ɫɬɪɨɱɤɢ ɦɨɢ ɫɦɨɬɪɢ,  

ɚ ɦɟɠɞɭ ɧɢɦɢ ɱɢɬɚɣ – ɨɫɬɨɪɨɠɧɨ – ɦɵɫɥɢ.  

Ɇɚɥɨ ɥɸɛɢɥɚ ɥɸɞɟɣ, ɧɨ ɜɫɟɝɞɚ – ɧɚɫɤɜɨɡɶ,  

ɢ ɜ ɥɨɛɨɜɭɸ, ɜɞɪɟɛɟɡɝɢ – ɧɚ ɨɫɤɨɥɤɢ. 

ɉɨɞ ɪɭɤɭ ɬɪɨɧɟɲɶ: «Ɂɞɟɫɶ ɨɫɬɨɪɨɠɧɨ – ɫɤɨɥɶɡɤɨ». 

ȼɦɟɫɬɟ – ɧɚɞɟɠɧɨ, ɧɨ ɜɫɟ ɠɟ ɩɪɢɞɟɬɫɹ ɜɪɨɡɶ.  

Ɍɵ ɧɟ ɫɠɢɝɚɣ ɷɬɢɯ ɬɨɧɤɢɯ ɱɟɪɧɨɜɢɤɨɜ,  

ɢɛɨ ɬɨɝɞɚ ɤɬɨ ɪɚɫɫɤɚɠɟɬ ɬɟɛɟ ɨ ɥɟɬɟ,  

ɨ ɤɭɡɧɟɰɚɯ ɜ ɬɪɚɜɟ, ɨ ɜɬɨɪɨɦ ɛɢɥɟɬɟ…  

ɉɨɟɡɞ ɜ ɫɟɦɧɚɞɰɚɬɶ: Ɇɨɫɤɜɚ. Ʌɟɧɢɧɝɪɚɞɫɤɢɣ – ɉɫɤɨɜ.  

 

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—look ЮpoЧ ЭСО ХТЧОs I’ЯО аrТЭЭОЧ 

and read between them—careful—ideas are hidden. 

I’ЯО oЧХв ХoЯОН К few, but every time fully, 

and truly, shattered into pieces, into fragments. 

ВoЮ rОКМС oЮЭ Пor Цв СКЧН: “CКrОПЮХ, ТЭs sХТppОrв”. 

АО’rО safer together, yet need to part surely 

DoЧ’Э burn these delicate drafts of words that I wove  

for then who would tell you about all the summers past,  

or ЭСО sОМoЧН ЭТМkОЭ, РrКssСoppОrs ТЧ ЭСО РrКss…  

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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ЦОКЧ ЭСКЭ sСО orТРТЧКХХв аКs РoТЧР Эo sЭКв ТЧ MosМoа аТЭС ЭСТs pОrsoЧ, КЧН НТНЧ’Э ЭОХХ 

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. 

*** 

 

«ɍ ɦɟɧɹ ɤ ɬɟɛɟ ɧɚɤɥɨɧ ɭɫɬ 

ɤ ɪɨɞɧɢɤɭ…» 

Ɇ. ɐɜɟɬɚɟɜɚ 

 

ɇɟ ɨɛɴɹɫɧɢɬɶ ɫɥɨɜɚɦɢ 

ɢɡ ɧɟɫɤɨɥɶɤɢɯ ɛɭɤɜ  

ɥɟɝɤɨɫɬɶ ɢɦɟɧɢ ɧɚ ɝɭɛɚɯ, 

ɜɤɭɫ  

ɭɥɵɛɤɢ, ɤɨɝɞɚ ɬɵ ɤɨ ɦɧɟ ɝɥɭɯ, 

ɢ ɧɢ ɫɥɨɜɚ ɫ ɬɜɨɢɯ ɨɫɭɲɟɧɧɵɯ ɭɫɬ.  

Ƚɥɚɡ ɦɨɣ ɜɟɪɟɧ, ɪɚɤɨɜɢɧɨɣ ɭɲɧɨɣ  

ɹ ɧɚɫɬɪɨɟɧɚ ɥɢɲɶ ɧɚ ɨɞɧɭ ɜɨɥɧɭ, 

ɹ ɡɜɭɱɭ ɬɨɛɨɣ, ɹ ɩɢɲɭ ɢɧɨɣ  

ɥɟɬɨɩɢɫɢ ɥɢɫɬɵ, 

ɢ ɧɟɬ ɡɚɩɚɫɧɨɣ 
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ɠɢɡɧɢ, ɜ ɤɨɬɨɪɨɣ ɩɪɟɛɭɞɟɲɶ ɬɵ, 

ɟɫɥɢ ɹ ɭɬɨɧɭ. 

 

“Mв ЦoЮЭС ХОКЧs ЭoаКrНs вoЮ 

to the spring…” 

M. Tsvetaeva 

 

IЭ’s ТЦpossТЛХО Эo ОбpХКТЧ 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, 

I am tuned in on only one wavelength, 

I 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 «ɇɚɤɥɨɧ», in 

EЧРХТsС “ЭТХЭ” or “sХopО”, by the famous 20th 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. NКЭКХТК EХТгКroЯК’s poОЦ uses very sensual and bodily images, like the taste of 

smiles, her hearing ears, and faithful eyes. TСО poОЦ rОprОsОЧЭs К аoЦКЧ’s ТЧЭОЧsО 

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.  

*** 

 

ɇɟ ɞɨɟɯɚɜ ɜ ɉɟɱɨɪɵ ɢ ɞɨ ɋɨɥɨɜɤɨɜ, 

ɇɟ ɫɬɹɠɚɜ ɱɭɠɨɣ ɢ ɥɢɯɨɣ ɫɭɞɶɛɵ, 

Ƚɥɚɞɢɲɶ ɜɟɬɟɪ ɥɚɞɨɧɶɸ – ɨɧ ɛɵɥ ɬɚɤɨɜ, 

Ⱥ ɜɨɤɪɭɝ ɪɢɫɬɚɥɢɳɟ – ɨɛɳɢɣ ɛɵɬ. 

ɂ ɩɨɤɭɞɚ ɛɥɢɠɧɢɣ, ɩɨɞɧɹɜ ɤɨɩɶɟ, 

ȼɫɟ ɨɤɪɟɫɬ ɝɥɚɡɟɟɬ, ɤɭɞɚ ɜɨɧɡɢɬɶ,  

Ɍɵ ɬɪɟɜɨɠɧɵɣ ɜɨɡɞɭɯ ɝɥɨɬɤɚɦɢ ɩɶɟɲɶ 

Ɇɟɠɞɭ ɫɦɟɧɨɣ ɥɸɬɵɯ ɩɨɫɬɵɥɵɯ ɡɢɦ. 

ɗɬɨ - Ɋɭɫɶ, ɷɬɨ – ɫɜɟɬɥɨɟ ɦɟɫɬɨ, ɝɞɟ 
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Ɇɟɠɞɭ ɬɶɦɨɸ ɢ ɫɭɦɪɚɤɨɦ – ɭɡɤɢɣ ɥɚɡ, 

Ƚɞɟ ɢ ɜɟɬɟɪ ɜɨɟɬ ɜ ɬɪɭɛɟ – ɤ ɛɟɞɟ, 

Ƚɞɟ ɬɚɤ ɹɪɨɫɬɟɧ ɫɜɟɬ ɞɥɹ ɝɥɚɡ. 

Ƚɞɟ ɭɫɬɚɥɨɫɬɶ – ɧɟ ɩɨɜɨɞ «ɧɟ ɛɵɬɶ ɜ ɫɬɪɨɸ», 

Ƚɞɟ ɨ ɫɱɚɫɬɶɟ: «ɫɥɵɲɚɥɢ, ɝɞɟ-ɬɨ ɟɫɬɶ», 

Ɋɚɜɧɨɰɟɧɧɨ, ɱɬɨ ɩɥɸɲɟɜɵɣ ɤɨɬ – ɛɚɸɧ 

ȼɞɪɭɝ ɡɚɝɥɹɧɟɬ ɧɚ ɤɭɯɧɸ, ɩɨɩɪɨɫɢɬ ɟɫɬɶ. 

Ƚɞɟ ɢ ɩɪɚɜɵɦ, ɢ ɥɟɜɵɦ – ɨɞɧɚ ɫɬɟɡɹ, 

Ɉɬ ɞɟɛɚɬɨɜ ɜɵɫɩɪɟɧɧɵɯ ɩɪɨɤɭ ɧɟɬ, 

Ƚɞɟ ɧɟ ɥɸɛɹɬ ɩɪɹɦɨ ɫɦɨɬɪɟɬɶ ɜ ɝɥɚɡɚ 

ɂ ɩɪɨɤɭɪɟɧɚ ɬɟɧɶ ɬɟɧɟɬ. 

Ɉɬɱɟɝɨ ɠɟ ɧɚ ɫɬɚɪɨɦ, ɤɪɢɜɨɦ ɦɨɫɬɭ 

Ʉɚɠɞɵɣ ɪɚɡ ɡɚɦɟɞɥɹɟɲɶ ɫɜɨɢ ɞɟɥɚ, 

ɋɧɢɡɭ ɪɟɥɶɫɵ, ɩɨɥɡɭɳɢɟ ɜ ɩɭɫɬɨɬɭ– 

ȼ ɬɟ ɤɪɚɹ, ɝɞɟ ɫɚɠɚ ɛɟɥɚ. 

 

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 Тs Чo ОбМЮsО Эo “ЧoЭ ЛО ТЧ orНОr”,  

WherО СКppТЧОss: “ЭСОв СОКr, is soЦОаСОrО”  

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 woЧ’Э 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. RЮs’ ТЧ ЭСО 

9th line is in referОЧМО Эo KТОЯКЧ RЮs’, ЭСО medieval feudal state that was the precursor to 
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what is now Russia and some oП EКsЭОrЧ EЮropО. IЧ ЭСО ЭСТrЭООЧЭС ХТЧО, Эo “ЧoЭ ЛО ТЧ 

orНОr” or «ɧɟ ɛɵɬɶ ɜ ɫɬɪɨɸ» refers to missing a drill in the Army. In the 15th line, the cat 

Bayun refers to a talking cat from Russian folklore (Dixon-Kennedy 156). In the last line, 

“ХТkО sooЭ Тs аСТЭО” or «ɤɚɤ ɫɚɠɚ ɛɟɥɚ» Тs К RЮssТКЧ sКвТЧР ТЧ rОspoЧsО Эo “Сoа КrО 

вoЮ?” аСТМС ЛКsТМКХХв ЦОКЧs “ЧoЭ ЯОrв РooН”.  

I find this poem very interesting in its images of Russia. It portrays Russia as a 

pХКМО oП ЛoЭС ТЧЭОЧsО ХТРСЭ КЧН ТЦЦОЧsО НКrkЧОss. IЭ Тs КЭ oЧМО ЭСО ЛrТРСЭ КЧН РrОКЭ RЮs’, 

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. 

*** 

 

Ⱦɟɥɨ ɞɚɠɟ ɧɟ ɜ ɧɟɣ, ɧɟ ɜ ɬɟɛɟ, ɧɟ ɜɨ ɦɧɟ, ɚ, ɤɪɨɦɟ 

ɫɭɳɟɣ ɧɟɠɧɨɫɬɢ, ɫɠɚɜɲɟɣɫɹ ɧɚ ɥɚɞɨɧɢ, 

ɬɢɯɨɣ ɠɚɥɨɫɬɢ, ɫɥɨɜɧɨ ɨɬ ɜɢɞɚ ɤɪɨɜɢ, 

ɢ ɨɡɧɨɛɚ, ɛɭɞɬɨ ɨɬ ɫɤɜɨɡɧɹɤɚ, 

ɧɢɱɟɝɨ ɧɟ ɫɵɫɤɚɬɶ: ɛɪɨɠɟɧɶɟ ɢ ɩɹɬɵɣ ɭɝɨɥ. 

ə, ɛɵɬɶ ɦɨɠɟɬ, ɧɟɜɧɹɬɧɨ ɢ ɞɚɠɟ ɧɟɦɧɨɝɨ ɝɪɭɛɨ, 
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ɧɨ ɤɨɝɞɚ ɹ ɰɟɥɭɸ ɬɟɛɹ ɜɫɟɝɨ, ɨɛɠɢɝɚɹ ɝɭɛɵ, 

ɬɨ ɦɟɧɹ ɨɬɩɭɫɤɚɟɬ ɛɟɡɜɨɥɶɧɨ ɬɜɨɹ ɪɭɤɚ. 

Ƚɨɜɨɪɸ ɫ ɬɨɛɨɣ ɩɨɭɬɪɭ, ɨɩɭɫɤɚɹɫɶ ɜ ɜɟɱɟɪ, 

ɨɛɧɢɦɚɸ ɬɟɛɹ ɬɚɤ ɤɪɟɩɤɨ ɩɪɢ ɤɚɠɞɨɣ ɜɫɬɪɟɱɟ, 

ɬɚɤ, ɱɬɨ ɧɨɟɬ ɝɪɭɞɶ, ɢ ɪɭɤɢ, ɢ ɬɨɥɶɤɨ ɩɥɟɱɢ 

ɜɫɟ ɜɵɧɨɫɹɬ, ɜɵɞɟɪɠɚɬ ɢ ɬɟɩɟɪɶ. 

Ɉɬɤɪɵɜɚɸ ɪɨɬ, ɫɥɨɜɧɨ ɪɵɛɚ ɜ ɦɨɦɟɧɬ ɭɞɭɲɶɹ- 

ɫɥɨɜ ɬɚɤ ɦɧɨɝɨ, ɧɨ ɪɚɡɜɟ ɤɨɦɭ-ɬɨ ɧɭɠɧɨ, 

ɱɬɨɛɵ ɜɫɥɭɯ…Ⱥ ɜ ɤɨɦɧɚɬɟ ɫɧɨɜɚ ɞɭɲɧɨ, 

ɨɬɜɨɪɢ ɢ ɨɤɧɨ, ɢ ɞɜɟɪɶ. 

ɉɪɟɛɵɜɚɸ ɫ ɬɨɛɨɣ ɜ ɚɛɫɨɥɸɬɧɨɦ ɡɟɦɧɨɦ ɩɨɤɨɟ, 

ɧɟ ɦɨɝɭ ɞɨ ɤɨɧɰɚ ɩɨɧɹɬɶ, ɨɬɱɟɝɨ ɬɚɤɨɟ. 

ɉɪɨɫɬɨ ɡɧɚɸ, ɱɬɨ ɟɫɥɢ ɧɚɫ ɫɧɨɜɚ ɞɜɨɟ, 

ɨɫɬɚɧɨɜɢɬɫɹ ɞɪɨɠɶ ɜ ɪɭɤɚɯ. 

ȼɢɠɭ  ɹɫɧɵɟ ɫɧɵ, ɩɪɨɫɵɩɚɸɫɶ ɩɨɞ ɩɬɢɱɢɣ ɝɨɦɨɧ 

ɥɟɝɤɨɣ ȿɜɨɣ – ɫɱɚɫɬɥɢɜɨɣ, ɭɫɬɚɥɨɣ, ɝɨɥɨɣ, 

ɢ ɥɸɛɥɸ ɷɬɨɬ ɩɪɚɡɞɧɵɣ, ɛɟɫɩɟɱɧɵɣ, ɭɳɟɪɛɧɵɣ ɝɨɪɨɞ  

ɢ ɩɨɞɭɲɤɢ ɞɜɟ ɜ ɜɚɫɢɥɶɤɚɯ.  

 

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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tСОrО’s ЧoЭСТЧР ОХsО Эo ПТЧН: 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 oЮЭ ХoЮН… 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.  

I have clear dreams, I’Ц 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 «ɩɹɬɵɣ ɭɝɨɥ» 
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or tСО “ПТПЭС МorЧОr” ПroЦ ЭСО ПoЮrЭС ХТЧО, КЧН rОpХКМО ТЭ аТЭС “СopОХОss”. TСТs Тs К RЮssТКЧ 

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 

rОПЮРО аСОrО ТЭ НoОsЧ’Э ОбТsЭ (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 “КЛsoХЮЭО ОКrЭСХв 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 “ОКsв 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. 

* * * 

 

ɇɟɬ Ɋɭɫɢ ɛɨɥɶɲɟ Ʉɢɟɜɫɤɨɣ, ɫɤɨɥɶɤɨ ɧɢ ɝɨɥɨɫɢ, 

Ȼɪɚɬ ɧɚ ɛɪɚɬɚ ɢɞɟɬ, ɤɚɤ Ɉɥɶɝɚ – ɦɫɬɢɬɟɥɶɧɨ - ɧɚ ɞɪɟɜɥɹɧ. 

Ʉɚɤ ɝɥɹɞɟɬɶ ɫ ɧɚɞɟɠɞɨɸ ɜ ɧɟɛɚ ɫɢɧɶ, 

ȿɫɥɢ ɫɬɪɟɥɹɸɬ, Ƚɨɫɩɨɞɢ, ɭ Ʉɪɟɦɥɹ. 
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ȼɨɡɜɪɚɳɚɬɶɫɹ ɞɨɦɨɣ ɜ ɬɟɦɧɨɬɟ, ɨɬ ɫɟɛɹ ɨɬɩɭɫɤɚɬɶ ɞɟɬɟɣ, 

ȼ 21 ɜɟɤɚ ɫɚɞɢɬɶɫɹ ɩɭɫɬɨɣ ɜɚɝɨɧ. 

ɀɢɬɶ ɜ ɛɟɡɞɭɲɶɢ, ɧɟɜɟɪɢɢ, ɧɟɦɨɬɟ, 

Ɂɚɞɭɜɚɬɶ ɨɝɨɧɶ ɢ ɜɧɨɜɶ ɪɚɡɜɨɞɢɬɶ ɨɝɨɧɶ. 

ɉɟɩɥɨɦ ɝɨɥɨɜɭ - ɩɪɨɠɢɬɨ, ɬɚɤɠɟ ɧɟ ɫɛɟɪɟɠɟɲɶ 

ɇɢ ɪɭɛɥɹ ɜ ɫɬɟɤɥɟ, ɧɢ ɋɩɚɫɚ ɫɨɛɨɪ ɜ Ʉɪɟɦɥɟ, 

ɇɨ ɰɚɪɶ- ɩɭɲɤɚ ɜɵɫɬɪɟɥɢɬ, ɢ ɩɪɨɦɱɢɬɫɹ ɡɟɦɧɚɹ ɞɪɨɠɶ, 

ɂ ɩɨɹɜɹɬɫɹ ɬɪɟɳɢɧɵ ɜ ɢɦɩɟɪɚɬɨɪɫɤɨɦ ɯɪɭɫɬɚɥɟ. 

 

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 21st century. 

To live soulless, faithless, mute, 

Blow out the flame and kindle the flame again. 

Cover your head with ashes—life 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 rhyme 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 «Ƚɨɫɩɨɞɢ»» 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 rОПОrs Эo OХРК, ЭСО rЮХОr oП KТОЯКЧ RЮs’, with the Drelyani being the tribe she 

exacted her revenge on after they killed her husband. The Tsar in the 11th 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. SСО КХХЮНОs Эo ЭСО ТЧЭОrЧКХ or “ЛroЭСОr oЧ ЛroЭСОr” ПТРСЭТЧР ЭСКЭ 

has happened in Russia startТЧР ПroЦ ЭСО НКвs oП OХРК КЧН KТОЯКЧ RЮs’. TСТs Тs КХso 

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 21st 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 

ЭrКЧsХКЭТoЧ’s МСКХХОЧРОs КЧН НТППТМЮХЭТОs, Кs аОХХ Кs ТЭs poЭОЧЭТКХ Эo МrОКЭО soЦОЭСТЧР ЭСКЭ 

will spread and continue the life of a work through the ages. By translating Natalia 

EХТгКroЯК’s poОЭrв, I РКТЧОН КЧ ОбpОriential insight into the difficulties of translation that 

is impossible find from analysis of theory alone. Russian and English are quite different 

ХКЧРЮКРОs, КЧН rОЧНОrТЧР К ЭrКЧsХКЭТoЧ аСТМС sСoаs ЭСО orТРТЧКХ’s ХТПО КЧН feeling as well 

as its meaning is no easy task. I 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 

RЮssТКЧ МoЧЭОЦporКrв poОЭrв ЭСroЮРС Цв КЧКХвsТs oП EХТгКroЯК’s poОЭrв. TСО ТЦporЭКЧМО 

oП СТsЭorв ТЧ СОr poОЦs sСoаs ЭСО МoЧЧОМЭОНЧОss RЮssТКЧs ПООХ аТЭС ЭСОТr МoЮЧЭrв’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. 
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Appendix: Original Interview with Tatiana Nikolskaya 

 

ɂɧɬɟɪɜɶɸ ɫ Ɍɚɬɶɹɧɨɣ ɇɢɤɨɥɶɫɤɨɣ 

 Ʉɚɤɨɟ ɛɵɥɨ ɜɚɲɟ ɩɟɪɜɨɟ ɜɩɟɱɚɬɥɟɧɢɟ ɨ ɇɚɬɚɥɢɢ ȿɥɢɡɚɪɨɜɨɣ ɢ ɤɚɤ ɨɧɨ 

ɢɡɦɟɧɢɥɚɫɶ ɫ ɬɟɱɟɧɢɟɦ ɜɪɟɦɟɧɢ? 

 

Ʉɨɝɞɚ ɹ ɩɨɡɧɚɤɨɦɢɥɚɫɶ ɫ ɇɚɬɚɥɟɣ ȿɥɢɡɚɪɨɜɨɣ, ɨɧɚ ɛɵɥɚ ɦɨɟɣ ɫɬɭɞɟɧɬɤɨɣ, ɢ 

ɨɧɚ ɦɟɧɹ ɩɪɢɜɥɟɤɚɥɚ ɬɟɦ, ɱɬɨ ɨɧɚ ɜɫɟɝɞɚ ɯɨɬɟɥɚ ɪɚɛɨɬɚɬɶ. ȿɣ ɜɫɟɝɞɚ ɛɵɥɨ ɦɚɥɨ 

ɡɚɞɚɧɢɣ, ɨɧɚ ɜɫɟɝɞɚ ɯɨɬɟɥɚ ɞɟɥɚɬɶ ɛɨɥɶɲɟ. Ʉɨɧɱɢɥɚɫɶ ɷɬɨɬ ɬɟɦ, ɱɬɨ ɨɧɚ ɫɬɚɥɚ ɱɚɫɬɨ 

ɩɪɢɯɨɞɢɬɶ ɤɨ ɦɧɟ, ɢ ɦɵ ɫ ɧɟɣ ɡɚɧɢɦɚɥɢɫɶ ɢɧɞɢɜɢɞɭɚɥɶɧɨ, ɡɚɧɢɦɚɥɢɫɶ ɪɭɫɫɤɢɦ 

ɹɡɵɤɨɦ. Ɉɧɚ ɱɟɥɨɜɟɤ ɨɱɟɧɶ ɝɪɚɦɨɬɧɵɣ ɢ ɩɪɟɤɪɚɫɧɨ ɡɧɚɟɬ ɹɡɵɤ, ɧɨ ɨɧɚ ɭɱɢɥɚɫɶ ɧɚ 

ɡɚɨɱɧɨɦ ɨɬɞɟɥɟɧɢɟ, ɱɬɨ ɡɧɚɱɢɬ ɭ ɧɟɟ ɭɠɟ ɛɵɥɨ ɨɛɪɚɡɨɜɚɧɢɟ, ɨɧɚ ɸɪɢɫɬ ɩɨ 

ɨɛɪɚɡɨɜɚɧɢɸ. ɇɨ ɨɧɚ ɩɢɲɟɬ ɫɬɢɯɢ ɫ ɞɟɬɫɬɜɚ, ɢ ɩɨɷɬɨɦɭ ɨɧɚ ɪɟɲɢɥɚ ɩɨɫɬɭɩɢɬɶ ɤ 

ɧɚɦ ɜ ɢɧɫɬɢɬɭɬ. ɇɭ ɢ ɤɨɝɞɚ ɭɱɢɥɚɫɶ, ɨɧɚ ɩɨɧɹɥɚ ɱɬɨ ɧɟɞɨɫɬɚɬɨɱɧɨ ɯɨɪɨɲɨ ɡɧɚɟɬ 

ɪɭɫɫɤɢɣ ɹɡɵɤ, ɱɬɨ ɟɫɬɶ ɧɚɞ ɱɟɦ ɪɚɛɨɬɚɬɶ, ɢ ɜɨɬ ɬɚɤ ɦɵ ɫ ɧɟɣ ɫɬɚɥɢ ɡɚɧɢɦɚɬɶɫɹ. ɇɨ  

ɩɨɬɨɦ ɷɬɢ ɡɚɧɹɬɢɢ ɩɟɪɟɪɨɫɥɢ ɜ ɞɪɭɠɛɭ. Ɇɵ ɫ ɧɟɣ ɫɧɚɱɚɥɚ ɜɫɬɪɟɱɚɥɢɫɶ ɝɨɜɨɪɢɬɶ ɨ 

ɪɭɫɫɤɨɦ ɹɡɵɤɟ, ɩɨɬɨɦ ɩɪɨɫɬɨ ɦɵ ɫɬɚɥɢ ɝɨɜɨɪɢɬɶ ɨ ɠɢɡɧɢ. ȼɨɬ ɬɚɤ ɢɡɦɟɧɢɥɢɫɶ ɧɚɲɢ 

ɨɬɧɨɲɟɧɢɹ, ɬɨ ɟɫɬɶ ɬɟɩɟɪɶ ɹ ɡɧɚɸ ɟɟ ɤɚɤ ɱɟɥɨɜɟɤɚ, ɨɱɟɧɶ ɛɥɢɡɤɨ. Ɇɨɝɭ ɫɤɚɡɚɬɶ, ɱɬɨ 

ɹ ɟɟ ɡɧɚɸ, ɤɨɧɟɱɧɨ, ɥɭɱɲɟ, ɱɟɦ ɫɧɚɱɚɥɚ, ɢ ɩɨ-ɩɪɟɠɧɟɦɭ ɹ ɫɱɢɬɚɸ, ɱɬɨ ɨɧɚ ɨɱɟɧɶ 

ɦɧɨɝɨ ɪɚɛɨɬɚɟɬ, ɬɚɤɨɣ ɬɪɭɞɨɥɸɛɢɜɵɣ ɱɟɥɨɜɟɤ. ɍ ɧɟɟ ɬɚɤɨɣ ɚɧɚɥɢɬɢɱɟɫɤɢɣ ɭɦ, ɱɬɨ 

ɫɬɪɚɧɧɨ. Ɉɧɚ ɩɨɷɬ, ɢ ɦɵ ɦɨɠɟɦ ɩɨɞɭɦɚɬɶ, ɱɬɨ ɨɧɚ ɞɨɥɠɧɚ ɛɵɬɶ ɬɚɤɨɣ 

ɪɨɦɚɧɬɢɱɟɫɤɨɣ, ɢ ɫɨɜɫɟɦ ɧɟɬ. ɋɨɜɫɟɦ ɧɟ ɪɨɦɚɧɬɢɱɟɫɤɢɣ ɱɟɥɨɜɟɤ, ɭ ɧɟɟ ɨɱɟɧɶ ɬɚɤɨɣ 

ɦɚɬɟɦɚɬɢɱɟɫɤɢɣ ɫɤɥɚɞ ɭɦɚ, ɨɧɚ ɨɱɟɧɶ ɯɨɪɨɲɨ ɜɫɟ ɩɨɧɢɦɚɟɬ ɢ ɨɱɟɧɶ ɫɬɪɨɝɨ ɦɵɫɥɢɬ. 
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ȼɨɬ ɷɬɨ ɦɟɧɹ ɭɞɢɜɥɹɟɬ, ɩɨɬɨɦɭ ɱɬɨ ɫ ɨɞɧɨɣ ɫɬɨɪɨɧɵ ɨɧɚ ɩɢɲɟɬ ɫɬɢɯɢ, ɧɨ ɫ ɞɪɭɝɨɣ 

ɫɬɨɪɨɧɵ ɭ ɧɟɟ ɜɫɟɝɞɚ ɜɫё ɨɱɟɧɶ ɩɪɚɜɢɥɶɧɨ, ɱɟɬɤɨ, ɩɨ ɩɨɥɨɱɤɚɦ ɪɚɡɥɨɠɟɧɨ. Ɉɧɚ 

ɨɱɟɧɶ ɱɟɫɬɧɵɣ ɱɟɥɨɜɟɤ, ɜɫɟɝɞɚ ɝɨɜɨɪɢɬ ɩɪɚɜɞɭ, ɜɨɨɛɳɟ ɧɢɤɨɝɞɚ ɧɟ ɨɛɦɚɧɵɜɚɟɬ. ɂ 

ɷɬɨ ɬɨɠɟ ɢɧɬɟɪɟɫɧɨ, ɩɨɬɨɦɭ ɱɬɨ ɨɧɚ ɱɟɥɨɜɟɤ ɫ ɜɨɨɛɪɚɠɟɧɢɟɦ ɫ ɨɞɧɨɣ ɫɬɨɪɨɧɵ, ɫ 

ɞɪɭɝɨɣ ɫɬɨɪɨɧɵ ɨɧɚ ɨɱɟɧɶ ɪɟɚɥɢɫɬɢɱɧɚ. 

 

 Ʉɚɤ ȼɚɲɟ ɜɩɟɱɚɬɥɟɧɢɟ ɨ ɟɟ ɪɚɛɨɬɟ ɢ ɩɨɷɡɢɢ ɢɡɦɟɧɢɥɨɫɶ ɫ ɬɟɱɟɧɢɟɦ 

ɜɪɟɦɟɧɢ? 

 

ə ɞɭɦɚɸ, ɱɬɨ ɹ ɟɟ ɡɧɚɸ ɭɠɟ ɜɨɫɟɦɶ ɥɟɬ, ɢ ɨɧɚ ɫɬɚɥɚ ɩɢɫɚɬɶ ɩɨ-ɞɪɭɝɨɦɭ. ȿɟ 

ɩɟɪɜɵɣ ɫɛɨɪɧɢɤ ɫɬɢɯɨɜ ɛɵɥ ɨɱɟɧɶ ɞɟɬɫɤɢɣ, ɯɨɬɹ ɨɧɚ ɛɵɥɚ ɧɟ ɪɟɛɟɧɤɨɦ ɤɨɝɞɚ ɨɧɚ 

ɟɝɨ ɨɩɭɛɥɢɤɨɜɚɥɚ. Ʉɨɝɞɚ ɨɧɚ ɜɵɩɭɫɬɢɥɚ ɟɝɨ, ɹ ɞɭɦɚɸ, ɱɬɨ ɟɣ ɛɵɥɨ 25, ɦɨɠɟɬ ɛɵɬɶ, 

ɥɟɬ, ɧɟ ɡɧɚɸ ɬɨɱɧɨ, ɧɨ ɷɬɨ ɛɵɥ ɨɱɟɧɶ ɧɟɩɪɨɮɟɫɫɢɨɧɚɥɶɧɵɣ ɫɛɨɪɧɢɤ ɫɬɢɯɨɜ. 

Ʉɨɧɟɱɧɨ, ɜɫɟ ɫɬɢɯɢ ɛɵɥɢ ɨ ɥɸɛɜɢ, ɨ ɬɨɦ, ɤɚɤ ɨɧɚ ɥɸɛɢɬ ɱɟɥɨɜɟɤɚ, ɦɧɟ 

ɧɟɢɡɜɟɫɬɧɨɝɨ. ɇɟ ɛɵɥɨ ɧɢɱɟɝɨ ɨɪɢɝɢɧɚɥɶɧɨɝɨ ɜ ɷɬɢɯ ɫɬɢɯɚɯ. ɗɬɨ ɛɵɥɢ ɬɢɩɢɱɧɵɟ 

ɫɬɢɯɢ ɦɨɥɨɞɨɣ ɠɟɧɳɢɧɵ, ɤɨɬɨɪɚɹ ɧɟ ɨɱɟɧɶ ɡɧɚɟɬ, ɤɚɤ ɩɢɫɚɬɶ. ɉɨɫɥɟ ɢɧɫɬɢɬɭɬɚ ɨɧɚ 

ɨɱɟɧɶ ɜɵɪɨɫɥɚ ɜ ɩɨɷɬɢɱɟɫɤɨɦ ɨɬɧɨɲɟɧɢɟ. ȼɨ-ɩɟɪɜɵɯ, ɨɧɚ ɩɢɲɟɬ ɧɚ ɪɚɡɧɵɟ ɬɟɦɵ. 

ȿɟ ɫɬɢɯɢ ɭɠɟ ɧɟ ɬɨɥɶɤɨ ɨ ɥɸɛɜɢ, ɭ ɧɟɟ ɦɧɨɝɨ ɫɬɢɯɨɜ ɨ ɪɨɞɧɨɦ ɝɨɪɨɞɟ, ɨ ɥɸɞɹɯ. ɍ 

ɧɟɟ ɟɫɬɶ ɫɬɢɯɢ-ɩɨɪɬɪɟɬɵ, ɝɞɟ ɨɧɚ ɩɢɲɟɬ ɨ ɫɜɨɟɣ ɬɟɬɟ, ɛɚɛɭɲɤɟ, ɦɚɦɟ, ɚ ɤɚɤɢɯ-ɬɨ 

ɫɨɫɟɞɹɯ, ɷɬɨ ɩɪɨɫɬɨ ɩɨɷɬɢɱɟɫɤɢɟ ɩɨɪɬɪɟɬɵ. Ɇɧɨɝɨ ɫɬɢɯɨɜ, ɤɨɬɨɪɨɟ ɹ ɦɨɝɭ ɧɚɡɜɚɬɶ 

ɮɢɥɨɫɨɮɫɤɢɦɢ ɫɬɢɯɚɦɢ. Ɉɧɚ ɩɢɲɟɬ ɨ ɠɢɡɧɢ ɜɨɨɛɳɟ, ɢ, ɤɨɧɟɱɧɨ, ɥɸɛɚɹ ɠɟɧɳɢɧɚ 

ɯɨɱɟɬ ɥɸɛɜɢ, ɧɨ ɨɧɚ ɧɚɭɱɢɥɚɫɶ ɩɢɫɚɬɶ ɫɬɢɯɢ ɨ ɠɢɡɧɢ ɛɟɡ ɥɸɛɜɢ, ɢ ɷɬɨ ɧɟɩɥɨɯɨ. ɗɬɨ 

ɯɨɪɨɲɨ, ɤɨɝɞɚ ɬɵ ɦɨɠɟɲɶ ɫɦɨɬɪɟɬɶ ɧɚ ɠɢɡɧɶ, ɧɟ ɬɨɥɶɤɨ ɫ ɬɨɱɤɢ ɡɪɟɧɢɹ ɥɸɛɢɬ ɬɟɛɹ 
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ɱɟɥɨɜɟɤ ɢɥɢ ɧɟ ɥɸɛɢɬ. Ʉɨɝɞɚ ɬɵ ɦɨɠɟɲɶ ɩɢɫɚɬɶ ɨ ɫɜɨɟɣ ɥɸɛɜɢ, ɨ ɬɨɦ, ɤɚɤ ɬɵ 

ɥɸɛɢɲɶ ɠɢɡɧɶ, ɨ ɬɨɦ, ɱɬɨ ɬɵ ɞɭɦɚɟɲɶ ɨ ɛɨɝɟ, ɧɚɩɪɢɦɟɪ. ə ɞɭɦɚɸ ɱɬɨ ɨɧɚ ɫɬɚɥɚ 

ɩɪɨɫɬɨ ɜɡɪɨɫɥɵɦ ɱɟɥɨɜɟɤɨɦ, ɢ ɜɡɪɨɫɥɵɦ ɩɪɨɮɟɫɫɢɨɧɚɥɶɧɵɦ ɩɨɷɬɨɦ. ɇɭ ɢ ɟɟ ɹɡɵɤ 

ɟɟ ɫɬɢɯɨɜ ɢɡɦɟɧɢɥɫɹ ɬɨɠɟ. Ɉɧɚ ɫɥɨɠɧɨ ɩɢɲɟɬ. ɍ ɧɟɟ ɧɟɩɪɨɫɬɵɟ ɫɬɢɯɢ, ɢ ɦɧɟ ɷɬɨ 

ɧɪɚɜɢɬɫɹ, ɩɨɬɨɦɭ ɱɬɨ ɷɬɨ ɨɬɥɢɱɚɟɬ ɟɟ ɨɬ ɦɢɥɥɢɨɧɨɜ ɞɪɭɝɢɯ ɩɨɷɬɨɜ. ɍ ɧɟɟ ɫɥɨɠɧɵɟ 

ɨɛɪɚɡɵ, ɭ ɧɟɟ ɫɥɨɠɧɚɹ ɥɟɤɫɢɤɚ, ɢ ɷɬɨ ɞɟɥɚɟɬ ɟɟ ɫɬɢɯɢ ɤɪɚɫɢɜɵɦɢ. ȿɳё ɡɚɦɟɬɢɥɚ, ɱɬɨ 

ɨɧɚ ɤɢɧɟɫɬɟɬɢɤ. ɑɟɥɨɜɟɤ, ɤɨɬɨɪɵɣ ɤɚɤ ɛɵ ɦɵɫɥɢɬ ɞɜɢɠɟɧɢɟɦ. Ɋɚɧɶɲɟ ɷɬɨɝɨ ɫɨɜɫɟɦ 

ɧɟ ɛɵɥɨ ɡɚɦɟɬɧɨ ɜ ɫɬɢɯɚɯ. ə ɞɭɦɚɸ ɩɨɬɨɦɭ, ɱɬɨ ɟɟ ɩɟɪɜɵɟ ɫɬɢɯɢ ɛɵɥɢ ɜɬɨɪɢɱɧɵɦɢ. 

Ɉɧɚ ɩɨɞɪɚɠɚɥɚ, ɨɧɚ ɫɬɚɪɚɥɚɫɶ ɢɦɢɬɢɪɨɜɚɬɶ ɞɪɭɝɢɯ ɩɨɷɬɨɜ. Ⱥ ɫɟɣɱɚɫ ɨɧɚ ɫɬɚɥɚ 

ɫɨɛɨɣ. ɉɨɷɬɨɦɭ ɜ ɟɟ ɫɬɢɯɚɯ... ɨɧɚ ɤɢɧɟɫɬɟɬɢɤ, ɢ ɨɱɟɧɶ ɦɧɨɝɨ ɜ ɟɟ ɫɬɢɯɚɯ ɞɜɢɠɟɧɢɹ. 

 

 ɑɟɦ ɟɳё ɢɧɬɟɪɟɫɭɟɬɫɹ ɇɚɬɚɥɶɹ ȿɥɢɡɚɪɨɜɚ ɩɨɦɢɦɨ ɩɨɷɡɢɢ? 

 

Ʉɚɤ ɹ ɫɤɚɡɚɥɚ ɭɠɟ, ɨɧɚ ɸɪɢɫɬ ɢ ɪɚɛɨɬɚ ɨɬɧɢɦɚɟɬ ɭ ɧɟɟ ɦɧɨɝɨ ɜɪɟɦɟɧɢ, 

ɩɨɷɬɨɦɭ ɛɭɞɟɦ ɝɨɜɨɪɢɬɶ, ɩɨɦɢɦɨ ɩɨɷɡɢɢ ɢ ɩɨɦɢɦɨ ɪɚɛɨɬɵ. ɍ ɧɟɟ ɟɫɬɶ ɫɵɧ, ɟɦɭ 

ɫɟɣɱɚɫ 11 ɥɟɬ, ɢ ɨɧɚ ɨɱɟɧɶ ɦɧɨɝɨ ɜɪɟɦɟɧɢ ɫ ɧɢɦ ɩɪɨɜɨɞɢɬ. ɏɨɞɢɬ ɧɚ ɷɤɫɤɭɪɫɢɢ, 

ɜɨɞɢɬ ɟɝɨ ɧɚ ɪɚɡɧɵɟ ɤɪɭɠɤɢ ɢ ɬɚɤ ɞɚɥɟɟ. Ɉɧɚ ɥɸɛɢɬ ɦɭɡɵɤɭ, ɨɧɚ ɯɨɪɨɲɨ ɩɨёɬ, 

ɥɸɛɢɬ ɩɟɬɶ. ɂɝɪɚɟɬ ɧɚ ɝɢɬɚɪɟ ɧɟ ɨɱɟɧɶ ɯɨɪɨɲɨ, ɧɨ ɱɭɬɶ-ɱɭɬɶ ɢɝɪɚɟɬ. Ɉɧɚ ɥɸɛɢɬ 

ɤɧɢɝɢ, ɧɟ ɬɨɥɶɤɨ ɱɢɬɚɬɶ, ɧɨ ɢ ɤɧɢɝɭ ɤɚɤ ɜɟɳɶ. ȿɫɥɢ ɨɧɚ ɜɢɞɢɬ ɤɚɤɭɸ-ɧɢɛɭɞɶ 

ɤɪɚɫɢɜɭɸ ɤɧɢɝɭ, ɞɚɠɟ ɟɫɥɢ ɭ ɧɟɟ ɭɠɟ ɟɫɬɶ ɬɚɤɚɹ ɤɧɢɝɚ, ɧɨ ɜ ɞɪɭɝɨɦ ɨɮɨɪɦɥɟɧɢɢ, 

ɨɧɚ ɟɟ ɤɭɩɢɬ ɨɛɹɡɚɬɟɥɶɧɨ, ɩɨɬɨɦɭ ɱɬɨ ɟɣ ɧɪɚɜɹɬɫɹ ɯɨɪɨɲɢɟ ɤɪɚɫɢɜɵɟ ɤɧɢɝɢ. Ɉɧɚ ɧɟ 

ɬɚɤ ɞɚɜɧɨ ɡɚɜɟɥɚ ɫɨɛɚɤɭ. Ɉɝɪɨɦɧɚɹ ɫɨɛɚɤɚ, ɚɮɪɢɤɚɧɫɤɢɣ Ɋɢɞɠɛɚɤ, ɢ ɜɨɬ ɬɟɩɟɪɶ ɭ 

ɧɟɟ ɧɨɜɨɟ ɯɨɛɛɢ. Ɉɧɚ ɞɨɥɠɧɚ ɡɚɧɢɦɚɬɶɫɹ ɫ ɷɬɨɣ ɫɨɛɚɤɨɣ, ɩɨɬɨɦɭ ɱɬɨ ɫ ɧɟɣ ɧɟɥɶɡɹ 
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ɧɟ ɡɚɧɢɦɚɬɶɫɹ, ɨɧɚ ɨɝɪɨɦɧɚɹ, ɨɱɟɧɶ ɫɢɥɶɧɚɹ. ɂ ɜɨɬ ɨɧɚ ɬɟɩɟɪɶ ɜɨɫɩɢɬɵɜɚɟɬ ɧɟ 

ɬɨɥɶɤɨ ɫɵɧɚ, ɧɨ ɢ ɫɨɛɚɤɭ. Ƚɭɥɹɬɶ ɥɸɛɢɬ. Ɉɧɚ ɨɱɟɧɶ ɥɸɛɢɬ ɩɭɬɟɲɟɫɬɜɨɜɚɬɶ. Ɉɧɚ 

ɩɪɟɤɪɚɫɧɨ ɜɨɞɢɬ ɦɚɲɢɧɭ. ɉɨ Ɋɨɫɫɢɢ ɞɚɥɟɤɨ ɟɡɞɢɬ, ɜ ɞɪɭɝɢɟ ɝɨɪɨɞɚ. ɂ ɜ ɞɪɭɝɢɟ 

ɫɬɪɚɧɵ ɭɠɟ ɧɟ ɜ ɦɚɲɢɧɟ – ɧɚ ɫɚɦɨɥɟɬɟ ɥɟɬɚɟɬ. Ɉɱɟɧɶ ɥɸɛɢɬ ɨɬɤɪɵɜɚɬɶ ɧɨɜɵɟ 

ɦɟɫɬɚ. 

 

 Ʉɚɤɢɟ ɩɢɫɚɬɟɥɢ ɢɥɢ ɩɨɷɬɵ ɩɨɜɥɢɹɥɢ ɧɚ ɟɟ ɬɜɨɪɱɟɫɬɜɨ?  

 

ȿɫɬɶ ɫɨɜɪɟɦɟɧɧɵɟ ɩɨɷɬɵ, ɤɨɬɨɪɵɟ ɟɣ ɨɱɟɧɶ ɛɥɢɡɤɢ. ɗɬɨ Ʉɨɜɚɥɝɢ ɢ ȿɥɟɧɚ 

ɂɫɚɟɜɚ. ȿɥɟɧɚ ɂɫɚɟɜɚ – ɷɬɨ ɟɟ ɭɱɢɬɟɥɶ. Ʉɨɝɞɚ ɇɚɬɚɥɢɹ ȿɥɢɡɚɪɨɜɚ ɛɵɥɚ ɟɳɟ 

ɩɨɞɪɨɫɬɤɨɦ, ɨɧɚ ɡɚɧɢɦɚɥɚɫɶ ɜ ɥɢɬɟɪɚɬɭɪɧɵɣ ɫɬɭɞɢɢ ȿɥɟɧɵ ɂɫɚɟɜɨɣ. ȿɥɟɧɚ ɂɫɚɟɜɚ 

– ɬɚɤɚɹ ɡɚɦɟɬɧɚɹ ɮɢɝɭɪɚ ɜ ɪɭɫɫɤɨɣ ɩɨɷɡɢɢ ɢ ɞɪɚɦɟ. ə ɞɭɦɚɸ, ɱɬɨ ɷɬɢ ɞɜɚ ɱɟɥɨɜɟɤɚ, 

ɷɬɨ ɟɟ ɭɱɢɬɟɥɹ. ȿɫɥɢ ɝɨɜɨɪɢɬ ɨ ɤɥɚɫɫɢɱɟɫɤɨɣ ɥɢɬɟɪɚɬɭɪɟ, ɬɨ ɨɧɚ ɨɱɟɧɶ ɯɨɪɨɲɨ ɡɧɚɟɬ 

Ⱥɧɧɚ Ⱥɯɦɚɬɨɜɭ, ɦɧɨɝɨ ɡɧɚɟɬ ɧɚɢɡɭɫɬɶ ɢ ɥɸɛɢɬ ɟɟ. ə ɞɭɦɚɸ, ɱɬɨ Ⱥɯɦɚɬɨɜɚ, 

ɤɨɧɟɱɧɨ, ɩɨɜɥɢɹɥɚ ɧɚ ɇɚɬɚɥɢɸ. ȿɫɥɢ ɝɨɜɨɪɢɬɶ ɨ ɛɨɥɟɟ ɪɚɧɧɢɯ ɩɨɷɬɚɯ, Ⱥɥɟɤɫɚɧɞɪ 

Ȼɥɨɤ. 

 

 ɉɨ ȼɚɲɟɦɭ ɦɧɟɧɢɸ, ɤɚɤ ɇɚɬɚɥɶɹ ȿɥɢɡɚɪɨɜɚ ɜɨɫɩɪɢɧɢɦɚɟɬɫɹ ɜ Ɋɨɫɫɢɢ?  

ɇɚɫɤɨɥɶɤɨ ɨɧɚ ɢɡɜɟɫɬɧɚ? 

 

ȿɫɥɢ ɥɸɞɢ ɥɸɛɹɬ ɩɨɷɡɢɸ, ɬɨ, ɹ ɞɭɦɚɸ, ɱɬɨ ɦɧɨɝɢɟ ɢɡ ɧɢɯ ɡɧɚɸɬ ɷɬɨ ɢɦɹ. ɍ 

ɧɟɟ ɜɵɲɥɨ ɧɟɫɤɨɥɶɤɨ ɫɛɨɪɧɢɤɨɜ ɩɨɷɬɢɱɟɫɤɢɯ. ɇɟ ɬɚɤ ɞɚɜɧɨ ɟɟ ɫɬɢɯɢ ɛɵɥɢ 

ɨɩɭɛɥɢɤɨɜɚɧɵ ɜ ɠɭɪɧɚɥɟ «ɘɧɨɫɬɶ», ɷɬɨ ɬɚɤɨɣ ɢɡɜɟɫɬɧɵɣ ɠɭɪɧɚɥ. ȼ 
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«Ʌɢɬɟɪɚɬɭɪɧɨɣ ɝɚɡɟɬɟ» ɧɟ ɬɚɤ ɞɚɜɧɨ ɩɟɱɚɬɚɥɢ ɟɟ ɫɬɢɯɢ. ɇɭ, ɹ ɫɤɚɠɭ ɬɚɤ, ɜ ɫɬɪɚɧɟ ɹ 

ɧɟ ɡɧɚɸ, ɧɚɫɤɨɥɶɤɨ ɨɧɚ ɯɨɪɨɲɨ ɢɡɜɟɫɬɧɚ, ɜ Ɇɨɫɤɜɟ, ɞɚ, ɜ Ɇɨɫɤɜɟ ɟɟ ɡɧɚɸɬ. ə ɧɟ 

ɫɤɚɠɭ, ɱɬɨ ɨɧɚ ɨɱɟɧɶ ɩɨɩɭɥɹɪɧɚ, ɧɨ ɥɢɬɟɪɚɬɭɪɧɵɟ ɥɸɞɢ ɜ ɥɢɬɟɪɚɬɭɪɧɵɯ ɤɪɭɝɚɯ ɟɟ, 

ɤɨɧɟɱɧɨ, ɡɧɚɸɬ. ɂ ɨɧɚ ɭɱɚɫɬɜɭɟɬ ɜɨ ɦɧɨɝɢɯ ɬɚɤɢɯ ɥɢɬɟɪɚɬɭɪɧɵɯ ɫɟɦɢɧɚɪɚɯ ɢ ɜ 

ɥɢɬɟɪɚɬɭɪɧɵɯ ɤɨɧɮɟɪɟɧɰɢɹɯ. ȿɟ ɯɨɪɨɲɨ ɡɧɚɸɬ ɜ Ȼɨɥɝɚɪɢɢ, ɟɟ ɯɨɪɨɲɨ ɡɧɚɸɬ ɜ 

ɋɟɪɛɢɢ. ɂ ɤɨɝɞɚ ɥɸɞɢ ɱɢɬɚɸɬ ɟɟ ɫɬɢɯɢ, ɟɫɥɢ ɱɟɥɨɜɟɤ ɧɟ ɡɧɚɥ ɟɟ ɪɚɧɶɲɟ, ɧɨ 

ɧɚɱɢɧɚɟɬ ɱɢɬɚɬɶ ɫɬɢɯɢ, ɬɨ ɹ ɫɚɦɚ ɩɪɨɫɬɨ ɜɢɞɟɥɚ ɷɬɨ ɦɧɨɝɨ ɪɚɡ, ɤɚɤ ɥɸɞɢ ɧɚɱɢɧɚɸɬ 

ɢɧɬɟɪɟɫɨɜɚɬɶɫɹ ɟɣ. 

 

 ȿɫɬɶ ɥɢ ɤɚɤɢɟ-ɧɢɛɭɞɶ ɬɟɦɵ ɢɥɢ ɨɛɪɚɡɵ ɜ ɟɟ ɩɨɷɡɢɢ, ɤɨɬɨɪɵɟ ȼɵ ɨɫɨɛɟɧɧɨ 

ɥɸɛɢɬɟ? 

 

ɍ ɧɟɟ ɟɫɬɶ ɧɟɤɨɬɨɪɵɟ ɬɟɦɵ ɢ ɨɛɪɚɡɵ, ɤɨɬɨɪɵɟ ɩɨɜɬɨɪɹɸɬɫɹ ɢɡ ɨɞɧɨɝɨ 

ɫɬɢɯɨɬɜɨɪɟɧɢɹ ɜ ɞɪɭɝɨɟ. ȼɨ-ɩɟɪɜɵɯ, ɷɬɨ ɨɛɪɚɡ ɩɬɢɰɵ. ɍ ɧɟɟ ɨɱɟɧɶ ɦɧɨɝɨ ɩɬɢɰ ɜ 

ɫɬɢɯɚɯ, ɢ ɹ ɞɭɦɚɸ, ɱɬɨ ɨɧɚ ɫɟɛɹ ɚɫɫɨɰɢɢɪɭɟɬ ɫ ɩɬɢɰɟɣ, ɢ ɤɨɝɞɚ ɨɧɚ  ɩɢɲɟɬ ɨ ɩɬɢɰɟ, 

ɬɨ ɷɬɨ ɨɱɟɧɶ ɱɚɫɬɨ ɨɧɚ ɩɢɲɟɬ ɨ ɫɟɛɟ, ɨ ɫɜɨɟɦ ɫɨɫɬɨɹɧɢɢ, ɨ ɫɜɨɟɣ ɞɭɲɟ. ɂ ɦɧɟ ɷɬɨ 

ɧɪɚɜɢɬɫɹ. ɉɨɬɨɦ ɦɧɟ ɧɪɚɜɢɬɫɹ, ɱɬɨ ɭ ɧɟɟ ɯɨɪɨɲɟɟ ɱɭɜɫɬɜɨ ɸɦɨɪɚ. ɗɬɨ ɧɟ ɜɫɟɝɞɚ 

ɜɢɞɧɨ ɢ ɧɟ ɜɨ ɜɫɟɯ ɫɬɢɯɚɯ ɜɢɞɧɨ. ə ɞɭɦɚɸ, ɱɬɨ ɨɧɚ ɫɚɦɚ, ɦɨɠɟɬ ɛɵɬɶ, ɧɟ ɡɧɚɟɬ, ɱɬɨ 

ɭ ɧɟɟ ɯɨɪɨɲɟɟ ɱɭɜɫɬɜɨ ɸɦɨɪɚ. ɇɨ ɤɨɝɞɚ ɨɧɚ ɪɚɡɪɟɲɚɟɬ ɫɟɛɟ ɛɵɬɶ ɢɪɨɧɢɱɧɨɣ ɢ 

ɲɭɬɢɬ ɜ ɫɬɢɯɚɯ, ɬɨ ɷɬɨ ɜɫɟɝɞɚ ɡɞɨɪɨɜɨ. ə ɥɸɛɥɸ, ɤɨɝɞɚ ɨɧɚ ɩɢɲɟɬ ɨ ɩɪɢɪɨɞɟ, ɨ 

ɡɢɦɟ, ɧɚɩɪɢɦɟɪ. Ɉɧɚ ɨɱɟɧɶ ɯɨɪɨɲɨ ɩɢɲɟɬ ɫɬɢɯɢ ɨ ɯɨɥɨɞɧɨɦ ɜɪɟɦɟɧɢ ɝɨɞɚ, ɨɛ 

ɨɫɟɧɢ ɢ ɨ ɡɢɦɟ. Ʉɪɨɦɟ ɬɨɝɨ, ɹ ɭɠɟ ɝɨɜɨɪɢɥɚ ɪɚɧɶɲɟ ɨɛ ɷɬɢɯ ɟɟ ɩɨɪɬɪɟɬɚɯ. 

ɇɟɤɨɬɨɪɵɟ ɟɟ ɞɪɭɡɶɹ-ɩɨɷɬɵ ɪɭɝɚɸɬ ɟɟ ɡɚ ɷɬɨ, ɝɨɜɨɪɹɬ, ɩɨɱɟɦɭ ɬɵ ɩɢɲɟɲɶ ɨɛ ɷɬɢɯ 
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ɩɪɨɫɬɵɯ ɥɸɞɹɯ, ɤɨɦɭ ɷɬɨ ɦɨɠɟɬ ɛɵɬɶ ɢɧɬɟɪɟɫɧɨ. Ɇɧɟ ɷɬɨ ɢɧɬɟɪɟɫɧɨ. Ɇɧɟ ɤɚɠɟɬɫɹ, 

ɱɬɨ ɟɟ ɧɚɫɬɨɹɳɢɣ ɬɚɥɚɧɬ ɤɚɤ ɪɚɡ ɪɚɫɤɪɵɜɚɟɬɫɹ ɬɚɦ, ɝɞɟ ɜ ɧɟɣ ɜɫɬɪɟɱɚɟɬɫɹ ɩɪɨɡɚɢɤ-

ɩɨɷɬ. Ʉɚɡɚɥɨɫɶ ɛɵ, ɩɪɨɡɚɢɤ ɞɨɥɠɟɧ ɩɢɫɚɬɶ ɨ ɬɚɤɢɯ ɩɪɨɫɬɵɯ ɥɸɞɹɯ,  ɤɚɤɢɯ-ɬɨ 

ɢɫɬɨɪɢɹɯ. Ⱦɚ, ɚ ɩɨɷɬ ɞɨɥɠɟɧ ɩɢɫɚɬɶ ɨ ɱɟɦ-ɬɨ ɬɚɤɨɦ ɤɪɚɫɢɜɨɦ, ɧɟɡɟɦɧɨɦ. Ⱥ ɜɨɬ 

ɤɨɝɞɚ ɨɧɚ ɫɨɟɞɢɧɹɟɬ ɨɞɧɨ ɫ ɞɪɭɝɢɦ, ɷɬɨ ɩɨɥɭɱɚɟɬɫɹ ɨɱɟɧɶ ɡɞɨɪɨɜɨ. ɂ ɹ ɡɚɛɵɥɚ 

ɫɤɚɡɚɬɶ, ɱɬɨ ɭ ɧɚɫ ɜ ɢɧɫɬɢɬɭɬɟ ɨɧɚ ɭɱɢɥɚɫɶ ɧɚ ɫɟɦɢɧɚɪɟ ɩɪɨɡɵ, ɚ ɧɟ ɩɨɷɡɢɢ. Ɉɧɚ 

ɡɚɤɨɧɱɢɥɚ ɧɚɲ ɢɧɫɬɢɬɭɬ ɤɚɤ ɩɪɨɡɚɢɤ ɢ ɡɚɳɢɳɚɥɚɫɶ ɫ ɪɚɫɫɤɚɡɚɦɢ, ɫɛɨɪɧɢɤɨɦ 

ɪɚɫɫɤɚɡɨɜ, ɤɨɬɨɪɵɣ ɨɱɟɧɶ ɯɜɚɥɢɥɢ, ɤɨɝɞɚ ɨɧɚ ɡɚɳɢɳɚɥɚɫɶ. ɇɨ ɩɟɱɚɬɚɸɬ ɟɟ ɫɬɢɯɢ, ɚ 

ɧɟ ɩɪɨɡɭ. ɋɟɣɱɚɫ, ɹ ɞɭɦɚɸ, ɱɬɨ ɨɧɚ ɩɪɨɡɭ ɜɨɨɛɳɟɟ ɩɟɪɟɫɬɚɥɚ ɩɢɫɚɬɶ, ɹ ɞɭɦɚɸ, ɱɬɨ 

ɨɧɚ ɩɢɲɟɬ ɬɨɥɶɤɨ ɫɬɢɯɢ, ɧɨ ɦɧɟ ɟɟ ɩɪɨɡɚ ɬɨɠɟ ɧɪɚɜɢɥɨɫɶ. 
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